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II.I'IROIILIC fl0l'{

W.B Yeats (1865 - 1939) one of the Formder figures of modern poetry poin* out in

his poem * The Second Coming" that: -

'fhings f-all apart; the centre cannot hold;

Mere anarchy is loosed upon the rvorld."

h is tnre that the above is the modemist view but still io the posfinodern world we cannot

il ry stabilitv or canot find any cente to hold and I think that Tom Stoppard's play

fuuo @d Ctuildenstern are Dead ties to visualize that uncertainty or inbetween

rc of th postmodern world- My major focus in this study is to show that through the

play Xasencrotz ord Guildenstern re Deod how Tom Stoppard tries to show

@o&rn life, more specifically through the charrcters RosencranCI and Guildenstern

br Smpprd fies to show the condition of the posffirodern beiags. Througb my paper I
rr b Ehttgl, the pomodern elements that are reflected in the play and this is the

-ffc 
of rhis paper- This pryer also examines how these elements are related to

r EE-

: *:,:,::-.; Pt-rStmrtderniSm

fo Stoppard is the youngest play writer ever presented a play at the national
Il his cmier progress to success in the West End brou!1ht internationd

m- He is qguabty the foremost drarrratist of our time. We can say that Stopard
r e&eted th face of late twentieth century drama. Stoppard spoke English from

ryd ti\Ed in Fngl6d since he was nine. His uniting strows delight in English

: ad liEanre; ytt he was achrally born Czech, as Thomas straussler, n l93T;
trice md infatrt refugee: first from the Nazis 1939 and then in 1942 from
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Stgore md the Japanese, at rvhich time his futher died-"in eoemy haads, that's that"

(pted by Kenneth Tynan tn Show People.). "Stoppard left school at 1954, aged 17

ad thoroughly bored by the idea of anything intellsctual.... alienated by everyone from

Shakespeare to Dickens" (Theater Quarterly). For nine years he worked as a jownalist in

Bri*ol; ev'entually he tried his hand at fiction and plays. In 1963 he moved to London,

rhc his first TV play was shown ard a novel was commissioned; this was followed by

plrys for BBC radio and short stories in a hard back anthology.

These days, Tom Stoppard is mast widely known as the man who penned the

cGtrplsy fu lhe Oscar - winning filrr- Sh*kcspeare in Love. But Stoppard made his first

tig ma* three decades earlier with a complex, densely philosophical p:uz:/ie of a play

drar sprm offfrom Hamlet, Rosencrantz and Gutldenstern are Dead, which puts Stoppard

*tcrtl. oe Dead, was acclaimed at the Edinburgh festival. For well over 30 years

it tco, Stoppard has consistently held his position as one of England's most admired

d cajoyed drmatiss- He was knighted - become "Sir Tom" - 1997.In addition to his

orn plrys he has scriptd aaa$ations of Eruopen comedies and screenplays of many

h. irtrding the 1999 successes, Shakcspeme in Love. Stoppmd describes himself as

a-rrqgtG, d is half-way religious - o'I approve of belief in God and try to behave

;ilbirr-, h tdx hady mormts to faith,, (In Conversation: Guppy).

' '.':' ir * - - .lI"il: lii:r-llrc ilt ., rli.il'l ;51': i,j'1ri.r ' )lL'irlJi'J ic ; Itt;it

. - .*tlr liurnl. This appears to conluse the e:larniners and criiics. rl,hc

L;licre tirat:offte oile so entertaining can aiso" hc so proitrund.

": - i- -, -. irrililce l{} a cc-rlleclion *fhis pla-vs. is'"llrst;lnti {irrerno-ct a

. -,.,t-. '-.rcl-'t1pia-".-s apart) iniends tc nral:c i-rs sniile *r la*.!il"i.

: - irrr. -lq nrii as ilazzling l'nes. and sometimes an or,'erl;ip tilh
-- :' : - ," -. -.1ii '.r,!uhtr {"'ritit'ul Guitles: Tisnt Sto;sg;t.;l"lf)t-)(i:i)"

t
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Stoeeard delights in upsetting the audience's expectations.

At the heart of Stoppard's plays is an intense sympathy for the uaderdog, a huge

affection for ordinary people and a strong a\rraretress of life's absurdities. Death is one of
fu 6Eo'es in his work. b, Rosencrantz snd Guildenstern ore Dead, Guildenstem sees

Hs the oaly certainty, but even this security is removes from him by the player, who

fu dgr death is actually more convineing when it is acted. A recurrent figure in

d Cttil&ngern oe Ded and *Archie" &om Jumpers. Sometimes, morality is the

-r:!D fo Stopqd plays and whether or not there is any absolute moralrty that can

JE5rs bc apptied to humm behavior (Martitr St€phen qtd h English Litersture - A

m age- Tom Stoppard uses his art form to criticize society's

,ght that t*€ are govemed by chaos. The modern world has

tbr not doing anlthing to shape or change our outcome.

s a mirror beld up to society, showing his audience the

ea-rhing rry to fate. It is tnre that Stoppard is a contemporary

E c{RlgmLrJemis-

rriEnsfi I

4 asE dli

dhe hegim

iterarure the contemporar): age kgins after the Second

ii-<t*. in t'enreen modem and postmodern age. Nobody

ring or eding of tle contemporary period; some where

fisappears and postrnodernism begins. In that sense

: t' :- ,i-r-l literatur"c anri at tlie same time uir.r:s lr;rr,.

' r' ' : l11 ' ri;r iL';/r'i','i711 : tttirl Gt;i!dettsterll* are *U*d
. - , - 

. -r 'i thc lait 2*1h centriry" uas a time oi.

- -'- .:-:l:'t,..:i ilunri.,r.an he seen as ;r lirt-t:ralized lt)tt,

, ', : ihe ti-uri:' it is r*r1iinger1t. r.rc.rnt*-\tijai" ;rnd

. 3.,.,scncr,rntz &:li Liuildenstern,s dilemma.. thev

- .:- : r-..',i kncxitrg.

R his plat

re of lcatin

b-d
lh.dt

!
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ln Rosencrantz and Guildenstern are Dead, Stoppard cleverly removes the

fuact€rs Rosencrantz and Guildenstern fi:om Hamled extends Shakespeare's caricatures

of them, and makes them postrnodem. The play is now about how Rosencruutz ond

Guitdensern present the viewer with an image of posffiodern attitudes. "stoppard's use

d lfudct is in some ways a postmodern gesture. By appropriating such an iconic text as

fuilet and presenting it from the perspective of peripheral characters and then playing

qoo them for his own purposes, Stoppard demonstrates that the human experience can

not be fully tmderstood by focusing on the dominant narrative" (http:/ihsc.csu.edu.ag/

english/advancedlcomparative-study/transformations 12605/HasrletRG.h tml#tg_trans).

I -1ll-,.'1,::-:tisin in nlanY u'avs a cr:ntinuatii-rn a-nd intensifir:t;ticn iri m1r11:11ii5111.

,-,- '::: i;i*lented *n tire death ol'meaning. prtstmcclernisn-t danues oir iis

-- - 'Liii-ri gieei-ui!1're.ier:ts structure. *rder.;rncl i:onslantly,in far.*r *l

.'-:.-,:r. Ii-,: :il* ,I:=-'. .r.. ,:-:l' . ttr ,ijleii 0\1.t] i\,ir ! itilti iht iltt:Ur_iif{C trl" thcif ifiay
- - '' -'r: 'J\ .lrrj lJ.Stlrlli rr hich ii e can scc rn the !rla) Rr.,-retttrcint: und

']- '' \,i*re critic-< describe thls plal rs an amrzin-t trii;mph of
- _:.... _]lt

- - - I '. I '-'-'/ii,i/-- .rttti (jiiiitit'nttevil rtrc ileutl. lve fini! ihe eietrrenl r:f
--; ..- t:,rtrr.,,1'lh::.1n.,-.i"-. 5,.lr.t]f pei.lpie sar..s ih;{ 1?.o*.t:tit.t.$rtt: ttni!

-.i,r r> : .;rlricai retelling trf thc I7tl' ccirtLir. nreio..jrama thr-ilugh the
.- -:.c riren.js Ror*n.rolrz anrr Guirrlensreru. .";. ;;.ih.. ;, u, on

- '' 'ltl Beckett's l|'uiting.yrtr {ir;tfot. hru llith jokes. Diilerenl
-: - : : - ' ' ic:arding the pla-v but rve can sav that it is t_r,'picail-v :r

- - - .r'sniie.1 b'". twt f-amous pla,vs- it's amhigLrrus ending arrd

: - -' .-,1i'r it a \c1'r'di{lerent pia3,. Ii is true t}ia1 
.1"*m 

Stoppar-el is a
' '1. :i rr1'his plal's reilect lhe ideas. lhought*< ancl issues *1'

'1lr)i'L'iiild lrom that point of rieu rvt' can sal,that

I
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rottz and Guildenstern are Dead, is completely a postmodem text. And at the

re Tom Stoppard has a close relationship with the posfinodern age.

'- - .r-, tosttlt{}dern has in the last decade become an increasingil' ptipu}ar ialiel

- : -,11 .tbo,-ii thc enii oi'tl:e irir:ntieih ceilturv. lt aiso ret"er"s to a cLlnicmpora:'-Y

- - :.. -.tj ntrr\.ement. ()1'rither. J not \L'r\ happi iamtiv tiiintellectuai motr'emenis"'i'he

. it6c fa.,\iirrrdern tarnill'1oi onll,express coniiicting vie*s- llilt al'e inteiester.l

. - -.. ..rr..(1.!liiiog-., thei;iogv. methodoiog-r'. iiteratur* aiid eililcaticl-l

',1,t:|,-rnisril i{.} l}oilmoderni.sm. An Antiutltsgl. Iti9ir:11.

* , r:ui 1in1es ilhich Lr3, its \rer)' natrLrre haril t* defir-le. l\o cne can

"'..1.,:'r ,,i n1-r5!il-lqrqicrnisr:;. Ii is rr-rv r-iiffie ii!i to ,-lefit-re postni*dernisrx
'I _ __

-, : - :1 . !-Il1,r:ll i-ias lois oi ctlmprt-'nents and directions.

eroenism generally refers to a kind of free - floating in an

E c-t Eshrcs ofr from all past explanations of why things

t mly thc crplmation by Newtonian physics, but also those of

clo malysis; even History- So we can say that posftnodernism is

cn{al, inftrmial d intellectual movements to appear in the last

- , : -r J .,rm prer ie* .asp?id:-i3 78i i

modernisrn, it would be wise to begin with a definition

mphy based on the belief that through Enlightenment

, .r,,..1 ,ri scisnce. ihe irutnan nace lvill er-tlrc int* ;t

"^:.1;i thiit thr;:ugli reason anrl linolrleclge tbe3' c::n

,:rr\ . \'lorlemists lire Eurocet:tric. h'*n-lat-ristic anit

' , -'. t t>i Pi),sltliodernisr:; is an csseniiailr ;r ii-litctit'rt't
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d na.nism and all Enlightenment vatues. More importantly pstmodernism looks

p fu modern world with increased cyaicism and disappointrnerit. But still we must

*sasl modernism better to understand postmodernism. Postmodemism can be

ThEd as m expansion of modemism.

hmodernism begins by doubting everything. Postmodemists believe that

qtrg is arbitrary, subject to change and ambiguous. It does not limit the idea of

il o onty that which can be observed. Postmodernism combines simultaneous

tryotation and blurring of boundaries in a usiverse where no absolute truth governs

L definition of reatity and morality. Posknodernism is all encompassing.

hodernism does not allow for only one definition for anything. There are several

sdmdions for phenomena (lttp:sv2.123helpme.com/preview.asp?id:63794).

bonemim deals with a floating world; nothing is fixed here, and there is no morality

rc drcsponsibitity. Postmodemism depends on parody and deals with topsy-turvy

drrywld.

- -.- -;l-- --1, .,-;l: > - I-. - : '-J llli-111:]-i.'. ii: ,,,lhcr \\ trid:. tlie in*ltfiirtu lS

; l-.iirpl: meanir-rgs. Postmodemism denies the ideas cl'presenee"

, - 'r !,ii:,'riraiil). It imtrrlies tl"rai nothing is;*rthe:rtii:. rrai.

-.. .-tiiuiil -ri'ilrld evei"rthirrE is nraifu "rp ar-i,J ltctitr:al
' !nge r r.xists in ti:e p{rs1ri1{}i.lcnr * iirl-i becau:;c. : -: _. :lar ia

. : ', l.. e tl u iiir i:isicr{j1l!t, ihe reaj. In othci rr,it; Js 1li;i; r-; ntt

f=r- q di.qimtion benreen realilv and its representation; there is only the

irr='r Tbe critique of the presence is sometimes expressed by saying that "there is

-ff 
Gie. ':be tet-t" (In@uction, Fram Madernism ta Postmodernism: An

' :i,..i',rhat *thex l:ii.,rf legar,.iuri.l.o l] rurilr,;r -.i:lg!*.

-r .-;,:'.-ipt. is plural. ln the postmodern world everything is constituted

.- :i,.',ihit-t,' is siml:le- irnmediilte or tiitailv pt'r:jeni ;l:ci r-ut

: - i:le r:r itnal. lintroductic n^ !-rr;n't llot{t:rxlsnt lts



7

I5*misn: An Anthotogt.lgg6:15). Everything is constituted and contingent in the

-o&n 
q-orld and even truth is also constituted in the postmodern world'

Some ke-v features in posfinodem thoughts include: inlertextuality, randomness,

.r-f ubitrariness, surface and superficiality, self-consciousness, multiple

Hldirts. *epticism, relativisms, parody, hybridity, self-reflexivity and so on- So

h{ 6cse riews and perceptions we can understand that poshodernism is a very vast

-rrhich is very difficult to define. We can summarize that postmodernism always tend

b hEak normal norrls and values. In other words we can say that postmodernism

fts tbe i& ntich we think is normal and usual.

_: ' r -lrlr',,].irllttion i depend partiei-riar13. on the iniertlet ."l,llti :clliij ir**ks

- ,ti:qi; T'on: Stoppard. postrnodernjstn and aiso al'r*ut llte Cttntlr-'ciitn

-: -r,i:1lr arrd 'l*rl Stoppard. l-lttp:/ir,r,urr'"i2-1he!p.corn an.l I:ltp '

- - r - .'t it;iprgj il']c i.: ilr-iil i:i;i si:l:-1"; ir,fi-rrr*atir-]r abt-i*i'[or:l Str:ppard and tjre

--- --r- i .t,.,,.,-.:. _-,r:ttai-J >i,Itr 1i-iirri-nt.iirr,-i] iirrit'ithc b{;lk?:ligli't:ii !i:ti'Liit;i'c

- ^t. ).I;r'iiit :iepi-ien;n.i f irher' (ritit'ttl (stiiilt: - b1 Jim Hr-iulel. i{ is inlr:

'.. 
'.-hsiic-i helped me to prepare m1' u'riting but I tried tl} i&'r'itc in

'.i ii:i: irleas a{'t}:e btr*l;s afid sites'

- : -..t,j,[1 ittiti {-iuiltbfi.clgvn Li!'i i-stttri i,q i;t.}e1*ril-'1ter-ih a

p{ap te'ause it hightights postmodern elements which we can not ignore

- ';, ,-. -:r.1 ,,it-ri:ii-iii.iir c,1- iire pc:tt-':roilcrn ricrki: iaul'; {-lf Lren1re.

.1,-rt,:. ca)nlu-iion an('i rdentitr cri-.es ol the il()5ti11$L1cl'11 lr,:r1{'1. 
-fhe

I
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Chapter - 1

INTERT-EXTUALITY

Simpll', intertextuality is carrying or referring to another text. When a text carries

* tst then it can be defined as intertextuality. Intertextuality is the process

s; one text plays upon other texts, the way in which refers endlessly to further

Gmon feature of every post modern text. The findarnental concept of intertextuality is

Lm tex! much as it might like to appe&, so, is original and unique in itself: rather it is

It'rre of inevitable, and to an extent unwitting references to and quotation &om other

tsx. hertextuality is a very useful concept; indeed some would say essential for literary

* thm Allen, University, College, Cork)

-.,nlrtinrus sliiti t,-' di"iin '.iu fra\ itriis ir1'.1 a-c ninch at iln r*rri iili. itr

i,tt: t: .;r.:-ir.', :, \\ e :il f.11,-ri., tlt:it 1lic itr'r ,-'ri lirc tiorj,.i's besi linrrun

,. ;i'.r,r.ilg ior Gotlctt. iie beiiind Tom Stt-rptr-rarJ's plaS Rr;se iitr*rilr u.r1d

-''r- ;.i3f is intefie"rtual in that sense because the rnain slntct.rre

- .,,ir .i *i*rulc{ ant} at the saffir time initialil' it trLllo* s the

Iri1l 
"'rrt"n 

r,rith ntlthin_g t{.1 Litl. tl". i:ig t$ u,or"k *ul ri,1:., th*v

: - '- :' ;I", s.enc il*rn Sirakrspeare's liu*tier !n xirich R.*ir:ncrant;:

dfu appear, except the byplay with a recorder (III. ii.270) - though words of
Hi h rme m1-steriotsly find their way in to Guildenstern's mouth (P.10a). The

tl! d'Irr{rt mapb or.t the clea course of this play, aod is a well known one; the funny

,ii>L' \t(tpl-1ard"s. \et as lle sit i1 the aridiencc 1\:e arc

- -u:'.il-'r oi'Shakespear* 1o see it.nu. it n-il! b* hari.iltd. lt
".t i :i::it_!t:t?,;!Lril tt:.a lli:*rl. is i:rsnircd bt, ileikett':r

-' - ,' i r;rrlr;,: iir.td ir:lluencerl bl' Sirak*spe*Ic's l{*st!t't

.'l

t

:\

I
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nt Stoppard did is that he takes the characters, some actions and some scenes

espeare's Hamlet and gives those actions and characters to his intellects and at

ime through these actions, characters aod scenes he takes us back to Hamlet

; the main intertextual quality of the play Rosencrsntz ond Guildenstern sre

r esample, the conversation reproduced below between Rosencrantz and

n take us back ta Hamlet:

,Ire -v*ou driving at ?

t emphasis) what's your name?!

Iitirn- Two - love. Match point to me

ing him violently): WHO DO YOU THINK YOU

d match! {Pause) where's it going tc

T

sencrmE and Guildenstern takes us back to Hamlet's

rr not to be, '^t is the question" in (IIL i.45).

speech is lte intertextual echo that resounds through

bet*-een tte Rosencrantz and the Player in Act - 1

n- For example:

i:-L :
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:ar more of Hamlet in Act - 2, coming relatively first and furious and this

,'ery good example of intertextuality. We all know that Act two of

starts with the scene from Hamlel's (II. ii.29-30). In Stoppard's play the

: performed in front of Claudius suddenly takes on a life of it's own and

dumb show of the furttrer action of Hamlet, in which the audience

h they themselves appalently don't) that Rosencrantz and Guildenstern

e blackout then takes us on to the premature end of "The Murder of

riled by Claudius: after which the dead likeness of Rosencrantz and

e aad prove now to be Rosencruntz and Guildenstern themselves, still

doomed (Jim Hrmter qtd in Faber Critical Guides.2000:40)-

ha Stoppard's Rosencrontz and Guildenstern are

leckett's Waiting far Godot Sometimes in some

d Guildenstern remind us of Vladimir and

r Mt.It is true that in many ways Rosencrafitz

r-timir md Estragon but sometimes the condition

re back to the condition of Vladimir and Estragon.

m:rE trvo - tramp - like clowns who meet on a

t

-,:.:tespeare's |'{uin!et thai Stopparil capilaliz*-q on i:r his pl:i.1- is

' ,ii iiirlr-ir R*sencranlz and {iuildenstert-l ltrLrri}t dir*i:tives fr'*nr

-., , ,i1.i ii{lid(.i io dslve iuii, l}:.: lil*.'-,j'i: c}:riiilh**ri iiic::cl alid

--.-irt'i ::itii this iii*ir.i *hi:. rt', ti:*.5cst'.-'1'tileir knr::ri*rige.

:r-''. r .- .i ictter tt-r delir er tl iihicl-i the crrnt*t-ti: t'ilcv arc

'r-,,.ii'r.r i::*kq:s such a set *l circumsti:n1-lfi it!rpe:If

'''-r'ti'::j'. llrailge sii:"lation. Sti:t"rparei pl*r'id*s

': ...'i;is ibot sIcll.s. li-:iri:l :ihi:,'a': ihcir

- , , -i'. ,-, :itrs ii" ri*ppirrri"s pi;ir is ,-iilrric.i il'iit'!; iii,":



1i

r evening to wait for Mr. Godot to arrive. lnstcad of coming, Crodot

s a via boy servant. In the whole play these two characters have

pt waiting for the Godot, yet that Godot never comes. Like Vladimir

rcnmtz and Guildenstern just pass their time by talking and waiting

rypeo: the difference is that Vladimir and Esragon wait for someone

onre idea but Rosencrantz and Guildenstern are just waiting for the

ry don't even know why they are waiting and whom they are waiting

srtfect matter is frustratioa of all human yearning - for a meaning to

d happiness, for love, his characters are not only physically frustrated -
iit1. physical handicap but also mentally blocked: fragments of

piry get side- tracked, or repeatedly recycled or intemrpted. And yet

'Fm, just as Beckett himself spoke of artists having "nothing to

stich to express, nothing from which to express, no power to express,

ess- and yet "the obligation to express". To some extent Rosencrantz

re sffierers fro,m the Beckcfis's conditioq dropped in to the action of

ryinalll'more coherent thaa Beckett's characters in their struggle to

iShu t{il in the end they are equally defeated. (Jim Hunter qtd in

tern ore Dead has, however, far richer material tben

lienr notion of following Rosercrantz and Guildenstern

SoEfid lten ddod a firther idea almost better still -
players into gobetr*,eens, who linked the fixed course

modern speech and concerns of Rosencrantz and

ryhs about theater itself. Stoppard is thus able to ring

ffi of action: the dialogue of Rosencrantz and

r 
* phyer and tragedians: and the &agments of the

.r'qsic md modem play Stoppard ingeniously makes

E, se kd m intertextud texf a very important

I
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Chapter -2

NCERTAINTY AND INBETWEENE,S S

ell Lnow that Rosencrantz and Guildenstern are Decd, written in 1960s, a

posmodemism begias, is a postmodern take on Shakespeare's Hamlet.

ffectively relocates Shakespeare's play to the 1960s by reassessing and

the themes and character's of Hamlet and considering core values and

fre 1960s - a time significantly different to that of Shakespeare. He relies on

ies' already established knowledge af Hamlet and transfofins a revenge

rr a Fosttrlodern play, which shifu the focus from royalty to common man'

b plq. Stoppard is able to make a statement about his society, or we can say

B a play that reflected the attitudes and circumstances of the postmodern

ppard deliberately dters the configuration of the play to create a confusing

: qtich crcates the exact image of posmodem society. Through the characters

e nJ Guildenstern, Tom Stoppard tries to show the uncertainty and

ldt Ealstmdern world.

: - - : iir 5gg th;il Jt.*sencrantz and thiildenstern iir* plef ing clii.'e.

,.i;:rlaintr r ilrc'ri' lie.l r r a m) stei\'" the ir narres Seen'l

- str,jg.,1e tbr er en the mr-'st tuir.ianicntal kn,:il ic-cl*'; r,f ro.'h-y-

- , . 
- r-:lrt/ and Guildenstern s activit) r'ri tossiirg coit-ls at tire

' .li arr indicatr:r of the paranonnal nature ilf their

-riie h lf their eristence is spenl mcurir ;,55.i119

- i,''rld time seems to stretch on i;rtieft:iteli . ,:1s

--.-,','. :I'(lst F.rss tin:c a;rd St*i:par.l's prass tir:rc rli'

. 1,. .,.iri.rei1* Guilcleilstern constantli si-ek"r trt

.., kn."'n irr,ii it is rossihle tbr a citir-t tr-:l;.-ind

I
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dred times in a row heads up. He wants to know why they are summoned to

hey are supposed to do for Hamlet or what is in the letter they have been

z and Guildenstern are always confined to a limited area (a road, the

1' don't remember their past (not even their names), they don't know

rere they should go, what they should do; in fact we can say that they

-between situation. They are always together and on the stage spend

rlaf ing games and coweying the feeling of isolation and uncertahty.

mtz and Guildenstern 6re Dead does not have any beginning, middle

ough fi;s uncertainty Stoppard wants to show us that this worid has no

nding. This is a play where we can't settle down in anyway.

,1,i i.11i1i,-i.ii:iL'i'!t tu't' Dtit,-{. Sttlpparri,,:real-cs;in cnlilt'ri llorLl an,"J

:r'' R,rSJluralltz,llid Lluiidsl]s.terc fl;:ri tireinselr'*:; in a ui:l'let th:ii

-- ... l,-rri ri','r;ilot re*lize tlir:ll prirplrse i-)i lh*li" i:illcrr i;t ii:c

- - ).\ .r-i!:i: =nri i:iir:'rbiiil;t iiftlure ,-rnl)' aclil i* ti"leir

- .- *,'i\li,i: ;r-tlhout taii;.ing ii: circles or esuri;lishrlig .;

' - ,i.t ir,lis thai RtlSeflcritri-rI:r- anil {iLiildLrl}str:rlr. iiVt: i*

,- ,-'jrr. Tber' *re un3\\:ir* rri- tin-rt 3s i}-lcl i,*le;rilr'

-:i.,.r j :.]ma. iiic iiiiislt,'ili Jfj :li:\ t'! iil5i\ i:'''d ;s

, --,rr-.c iriir.s*. Tireir rc,untiabt-rui \\.1\' rli taiLillg" tirri:"

r. ,-. .h:lr ,liltSI;rili rlticstionlll:: and tl:cir

- r ---- .: . . -: - .- 'l-. :,lri RtrSillifSlli-r-. ilfld

-- --. .-- I ; rt:liIlCC and also ahti-it their

-'-' -:rlliri ,lllterenti;tc' hei',t e en bcing aliui:

- '. :-! iilt: ..',4\. :-lil iliithti' I,irrrlcl:trlli. ililr

:- ' :;l ' :: -:l'-; 'Ja.:::1"

l

I

tlll lt

lll,,

ft 6e mcertainty md inbetweeness of

h t eb' Strydd eryloys memingless
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nges, such as Rosencrmtz and Guildenstem's question game, (which

s to Shakespeare's elaborate and poetic verse). Stoppard's language

rbiguous nature of the tn$h- There is no underlying fixed meaning in

k of control over their lives is mirrored in the fragmentation of

I Guildenstem's language ani their persistent use of questions. Their

b in nonsense and crosstalk and in their conversation questions are

questions, as if to prove the lack of cerainties. Their conversation is no

rmmunicate, but to frll &e time to prevent people from thinking about the

eristence. In this play Stoppard's use of language extends the idea of

and insignificance.

this play and through this two Rosencrantz and Guildenstem,

show us that we are stuck in this world, since our future is already giveo

r*ay of escaping our destiny. In the postrnodern world \rye are not in

own fate and the future is given and one can not change it. Through the

encrantz and Guildenstem, Stoppard tries to show us that postrnodem

* capacity for disbelief. Like all postmodem human beings Rosencrantz

r caruIot even locate themselves dramatically in space.

no way out, there can possibly be no way out for Rosencrantz

their death at the end. Rosencrarttz arrd Guildenstern have

,th, yet they can do nothing about it at all. They all have to

nknown force, because they are stuck in amber. Sometimes in

'r-lildenstern may seem like puppets. They seem like they have

'is*1" from the above. These two bewildered innocents or we

r.*.t ":r anlthing about their destiny but they can just wait for

r RosencrmE and Guildenstern, the only reality and

do not know uihat is it? when it all began;

ilr besimins is birth and the only end is death - if

I



' century could easily be summed up as an age of uncertainty' When it

rne hundred years ago, religious certitude was already eroding and the

rtinued steadily as we approach the 21s century, leaving all human beings

reir existence of an all powerfrrl, all knowing and all loving divine being,

es the order and rationatity of the tmiverse. Two gnexpected world waf,s

;ion of atomic weapons have made us uncertain about our continued

e planet- In this postmodern world we are uncertain and unsure about

:e Rosencrantz and Guitdenstern, we are given roles and we have to play

irnorv where we are located in metaphysically in time and space'

r.nr*-rusl)- tries to locate a place or hold on to a point but he fails to hold

rhil Lll hold any ceoter. We are in an in-between situation and this is the

r lern man. Rosencrantz and Guildenstern know nothing of their

prfqr re here; in fact they stand for all humanity, which knows nothing of

bru[ @- are here. So in the postmodem world, like Rosencrantz and

:- 
-trtain 

about everything: life, death, knowing, unknowing and so

55ft layrcrontz and Guildenstern are Dead, thus tries to articulatellr

i,1 .

/+Y ""
i t';

r En't cormt on tha! what can you count on?" (l' 29)' This means the man kfiws
i'. 
'l '

r b a birth and there is a death but doesnot know what there is between them, {ife,'

I ca hardll. do something to determine their existence. Generally, the uncertainty of;::r

: & Life makes the death mysterious and fearfirl but for Rosencrantz and

k* lite is a mystery and death is the only certainty. In their world life is seen as

*. directionless and uncertain.

I :;:

i

lli
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Chapter - 3

LACK OF IDE}{TITY

sencrontz and Guildenstern are Dead, examines Shakespeare's

rspective of trvo minor characters. In Stoppard's play, characters,

ildenstern, who are not fully developed in the original play, fumble

bout their mission and the reason for their existence. Tom Stoppard

r the inside ou! changing the very nature of the characters to reflect

dilemma on our *lack of identity". In a world of illusions, where

heatrics and must "prepare a face to meet the faces that [one] meet

. it seems difficult to define oneself and locate one's existence. This

rl\- tnre for the title characters of Stoppard's fiosencrantz and

d- These characters are merely minute parts of the universe and have

g'La1 in it. ln Hamlet Shakespeare doesn't even al1ow Rosencrantz

E personalities. Because they are falsely polite whenever they

b md interchangeable. Stoppard's play repeatedly on this,

fkanu and Guildenstern - even they themselves do so.

rtz and Guildenstem are very likeable, and a couple

fs appear as a pair to compensate for the lack of

beginiring the two fellows long for a clear identity.

)t adjust themselves to their present situations,

eir self- identity- After rambling about beards and

, *do you rmember the ftst thing ttrat happened

plics fu a Eessenger sent for them, he seemed

n fr tb rtrxxr for their travels. By the time they

licery ESk to correctty distinguish himseHfrom

h H m srt 6eir narnes correct- Similarly

,llllllllLrL

rlllllllllllfllnll
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-,.. ,-:- .i-,-ir-.. rrrhiiri'rtri'rs ti:*ir ir"lsiurii{lear1c.: "'h'{1 liarut*;s

md this is Rosencrantz. I'm sorry - his name's Guildenstern and I'm,

-r l.16). They obviously carmot register their own identities or values. This

' :i :ind inJii rdiialii\ ..ht-rri thcii' rri:,;i,ihic ctrlir.iitilin"

!f"rmr:= r becomes frustrated about aever knowing for sure whether his name is

:r Guildenstern; Guildenstem replies, "'W'e are comparatively fortunate; we

mr =en left to shift the whole field of human nomenctrature like two blind men

,ll tlicil orvu ir*rlr"ails - Ar 1*;:.';l- ',\'i' i,irtr rrr:ii"'iilt'd it itl:

- l.:8). Part of Rosencrantz and Gidldenstern's inabiiity to pin down their

Hes lies in the lack of character development given to each in Shakespeare's

f!, .lt --:-;rz;",r they are not intended to be individual with deep philosophical ideas; they

u@c{ :-::e then stock characters. They are written to be fools, and with that destiny

r -'i ri self -awarelless. Rosencrantz introduces himself by the wrong name and

te =em recognizes themselves as the spies in the dumb show. They are uaable to

- - iellce teti ii-i thc 3ii c,i' tircalui. lhcr e anuiil" iirrcsee rhcir tirles i:nd thns

':ti O\\ 11 death.

lL ;.n ragedy of Rosencrantz and Guildenstern is that Hamlet happens around

d tT are helplessly dragged along. They try to figure out their identities and

fu ',-- ttr be in their surroundings but they cauldn't. Throughout the play they

lltir or*a identities. They try to find out who they are and why they are here.

hr freir life one morning being zummoned to Hamlet's castle, but have no

dry re before that morning. Shakespeare's story unfolds around them, and

lturrylgs falling right into the old English dialect, when they are interacting

:tnr*-:{--:-i and then right back into modern English once they are alone again.

- >tc11 tf Hctmlet before their r-r,es but fire,v don't :'euogrriee

-,rs time ther, nel'er kr-ior., lbr sure r,l,liir:h clf them har.e r.i-hich

- , .l;:.'il\s +Lrerit: then as il ilur: i1ftd nenrer drstinruis!:cs hciitcr.:n

:. ._r.lt:_ il-tIlj li': ]ltr 1:];lr
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. :-.... , r ihe RtrSitici.]tLtz anci (iuiid*t-rste:t"n is tltat. thel'have no *xistence tl'

.. .'.-t: .\islcllac ,lepends cn iiar:-rlet"s r:xisteticr. lhe rnom*nt I'ia.r:rl*t colrlLrs

- .ird nobo.li Th.-.. .ic' not rrii-L ri itiroi.ii Iiai*ir:t ri itir *ir1 poiirt rrr ;tl-r

-'t.i Hamiet ioi'tirei;':"elease or e\-en lor rhei;' rit-:aih' G hcn iiainii:t ii*!11*'c

lrrlle they realize that they are nohdy and they don't belong to this world.

fre carefully analyzethe characters of Rosencrantz and Guildenstprn, we will find

h ze a number of differences between the two, Rosencrantz is optimistic, down

!*. imperceptive, simple-miflded and Guildelstern is pessimistic, intelleetual,

.'lealistic and so on. It is t'ue that to some extent they are different from each

h aEir tragedy is that in the play they are indistinguishable and dispensable.

slrch as Claudius, Gertrude and even Hamlet often call them by wrong rulmes;

. .: t..r .,1.'l iii,tiicit.iei-n .ir* {lften imiihi,:: ir, iii:.lil:uuislt th*::: ii**, cacl-t

- - is the reality of their life. The only real truth is that Rosencrantz and

-;'. no fixed identities. We can say that Rosenwar$z and Guildenstern as

, -..ilrian condition have no controi over fate and are the victims of

effirc.sLances. They have no past and no future and they only exist through

',. rri'1heln.

blh frq i;'pprard is exploring the 20e century notion of existentialisrn which is

i tith the problem of self-ideritity. The piay Rosencrantz arcd

rr*c{ crEates an environment where people are isolated from each other

rumers bftmder their way through life because they don't know what

,'!-- ,ti?Ll 6r,1111gti:,tcli: r isol.riit-.r-i attti iiientit-r crise,; St.rpparil

. . . t-riJr-r:t i.. orlci LrLir idairtrtris aira cr'tntill(r'eilt and ilnt-ertai:-i.

;;t'.>t:nl. ',i' a :::- \..lai. ,n .r \\ orid ir here lltlfcf pefiple 's

>,':r.1 l,.l: -1:i -lat>',i. if tll l1 ll1c3111119 ta) i]ilI e-\istL'nf f

rtr
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sencrantz d Guildenstern, we find ourselves at the center of an

;orld; lonety, searchhg for our owrr identities and trying to understand

ing of our existence.

m explains,(http://home.spdntmail.com/-lifeform /beckstop.html) "the

rart of a pattern of evens - whose cause and purpose they do not

r they cannot or wiil not escape and which both gives them their only

them to their death" (65). Rosencrantz and Guildenstern represent the

:rn, or put more simply, they are no different from us. We can say that

urdist postmodernism, because Rosencrantz and Guildenstern may as

f us. We go through life not knoruing what our role, our purpose in

harder we look the more we are forced to give up and let things happen

fie end we just become part of a greater story, one which we could not

f someone explained it to us right to our faces. We feel more for

ers and we sympathize with their inability to completely change their

ior their own identity, as we ourselves struggle with the same problem.

I intellectual complexities and intricacies of this play help us to see our
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Chapter - 4

HYBRIDITY

tv is one of the most imprtant elements of postmodern literature.

s most basic sense meafis "to mix". Hybridity is thus the possession or

mixture. A hybrid is something that is mixed, so hybridity is simply a
er words, a hybrid means something of mixed origin or composition that

complexity to a system. In literature hybridity could mean the blurring of
stinct boundaries between different artistic media. Hybridity expands the

r experimentation. Today the term hybridity has become one of the most

eptual leitmotivs in posfinodem literature. postmodernism blends old
r.r contemporary issues to create beautiful artwork that commands,

;aptivates all viewers to participate in discovering its inner meaning; and

be described as a hybridity or mixture (l:r.Jcp:ll en. wikipedia .org/wiki
r,:iding to this view we can say that both the humor and the darkness of
dq- -? i-sen crantz and Guildenstern are Dead, derive substantially from
fimeat and modern; in short we can describe the play Rosencrantz and
rll&das a hybrid play.

lll

unique interplay between comedy and the most basic

nderstanding. He uses joke and comic routines; but at

I responsibility, about goodness and about our

I realit Stoonard's nl

{amlet

s play
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characters and always on the stage. Though they are dressed as

Stoppard,s gives them 206 century intellects and this mixture

'e Dead,we have the combination of high and

lhere is an element of double - coding in the

edy and deep pessimism; uncertainty and fear'

and Guildenstern talk about something very

r the next moment they talk about something

r renroduced below between Rosencrantz and

rllllll

lllil

ln Rosencrantz ond Guildenstern are Dead, stoppard' examines the issues within

: ,morext of comedy using such devises as a word games and slapstick to address

El€.\ question regarding authority, morality, the existence of God, the nature of art

( ycal.-tn. the uncertainties of the postmodern world and other issues' The mixture of

I &Eeic an,1 the serious in Stoppard's work has led some to charactenze his play as a

fkfhical farce". We can say that Stoppard is widely praised for his wit and

dH:aI rirtuosity, but also his profound seriousness'

h is tnre that the play Rosencrantz ond Guildenstern are Dead, is itself 'comedy'

r norli on which it draws is Shakespezrean tragedy, which is manipulated to fit into

r-rrr urf the new draura. ln achieving this literary transformation, Stoppard makes

troomlc tropes such as satire and parody; he also, ho*'ever, sets tragic elements and

Dh hL< rr\ur comic plots, thus completing the process of assimilation' It's true

tsfr t-t*\net1tZ and Guildenstern are Dead, centered around serious topics

tF fu- uncertainty, non-existence and so on but still manages to achieve a

t-* ml :r tt1g 5ame time instructs the audience and people of the r*'orld. The

p* cLuacters of the play dramati ze the serious matters of life in a somehow

L- rr*e? ln Rosencrantz and Gutldenstern are Dead, Stoppard skillfully

;Fd uqo4 of life through the medium of comedy and this is the main

IElEiFi.::\ trf tne Dtot.
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othing. (They sitfacingfront.) Are you hungry?

k of the future

rll the time . . . now'. . . andnow. . . and

not for ever,l suppose. (Pause.)Do you ever think of

box whit a 1id on it?

prqposeless and unserious conversation can tum into a

ns as metaphysics:

fink I lost it
fh coin?

im't remember exactly

DJI"ic

clever-

: I ca't remember hor*-I did it
L h probably comes natural to you.

r l-cs- I-r'e got a show-stopperthere.

i6 rsain.

r fure conversation Rosencrantz arrtd Guildenstern talk about

rr [ihe- coin but as the conversation proceed suddenly they talk

rins lilie fitrure and death.



ai arisocrats like Hanrlet, Claudius, Gertrude, Polonius, Ophelia in a

I ir mt{e that r*'hen Rosencrantz and Guildenstern are talking to each

Gttrilera dialect" but when they talk with the King and the Queen they

r-}i'.h so n€ can say that in his play Stoppard mixes the two dialects

htridin

blbflry nten Rosencrantz says that "I want a good story with a beginning,

dt l-591. this makes us laugh because they are living in a world where

r hgiming. middle and end and he wants a complete story; this is also very

h I Ss <ame time this line makes us feel bad about them or makes us

rih thrm because we know that they are living in a world where there is no

llr- +'their search for beginning, middle and end make us laugh but at the

rkt ne think of their condition and how they live in such a disorderly r*-orld,

H {Amsof In his play Stoppard ingenicusly combines these comic and trag,tc

r rc .f,n sav that through Rosencrantz's fuany and unserious line Stoppard

h G -iE serious matter of humaoity: the chaos and disorder of the

ihe moment of high seriousness comes when Guildenstern expresses

*out death: "No, no, no . It's nothing like that Death is not

- - - death is not anything . . . death is . . .not. It's the absence of presence,

EIE the endless time of aever coming back . . . .A gap you can't see, and

& uid blos's through it, it makes no sound . . . ." (3.93). A11 these lines of

arpress a profound philosophy of death. We all know that in Shakespeare's

- tnlr characters Rosencrantz and Guildenstern often provide comic relief, and

rnt purpose is to relieve the tension of the play. But in his play Stoppard makes

tno characters as central figures and through their witty and comic conversation
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The mlrture of theories of myths, mathematics, economics and religion with

g' plal-ing dice. local comedies or vulgar and dirty jokes, that is of the "high and

-- rnake Rosencrant= and Guildenstern are Dead completely different from other

a1- Stoppard manages to be firnny and sad, comic and grim, philosophic

cll Seriou s. tragedy, farce, time and death are some important elements of

tro the plal-rre see that one moment the situation is tragic and the next moment

L- Srmetimes Rosencrantz and Guildenstem talk about metaphysical things and

cr {orr rli!. t-arcical and pointless things. In this play we have tragedy at one

I -ha mfi at the next; we have moments of high tension and suddenly

-rbof 

frm .So r*-hat we have in this play is inflation and deflation and this

i tGE trf, the plav. for sometimes it is serious and sometimes firnny. In his

7d *ilfruin blen.ts these serious and funny elements and thus makes his play

hi< nl
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Chapter - 5

)N OF GRAND NAITfu{TIVES

-narrative is a term introduced by Jean Francois Lyotard

dem Conditi on: A Report on Knowledse" in which

iews which were being developed at the time as a

eological forms of knou'ledge. Lyotard (1924-1998)

ary theoris- He is qell knor*n for his articulation of

L1-otrd's n-ort is characterized by a persistent

ilir6 d gffialfi-- He is fiercely critical of many

g F-tuhrrcnt- d several of his works serve to

These

E, @.: E lmmpauDrrrt]" or our

Ees(rr podmeniry is characterized by an

rotarrd, in the poshodern period, people no

those Enlightenment vie*'s. "The grand

what mode of unification it uses, regardless

tives of emancipation" (Lyotard qtd in The

y Lyotard states

he grand narratives: now it is time for local

Hom. Lyotard

s kinis are adequate to

ff.*-ltmis L-votard).

11 ior-g
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narratives, and nothing cm be on a long term basis: nothing is forever and everything is

for the time being.

Now the question is how Tom Stoppard's play Rosencrantz ond Guildenstern ore

Dead rejects the ideas of grand narratives. As we all know, this play was produced in the

year 1960s. When Stoppard wrote Rosenerantz and Guildensteln are Dead, England was

dealing with the aftermath of WV/ II and the end of colonization causing the public to
question authority, challenge precedence and debunk mythologies associated with power

and prestige. At that 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 ore Desd, who can not

rely on anything.

It is true that Rosencrantz and Guildenstern ore Dead is a postmodern text and

postmodernists mgue that no gand narrative is possible but this play does not whoily
follows the ideas of Lyotard which he expresses in his essay The Postmodem Condition:

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

narratives all of which are not needed for Rasencrantz and Guildenstern are Dead- But
as we x6 talking about grand narratives, we cannot ignore Lyotard's views since he is the

theorist who first used the term ..grand narratives,,.

Stoppmd's play Rosenwantz and Guildensterru sre Dead in many ways questions

grand narratives and deals with local narratives. In the play Stoppard rejects such grand

issues as the ideas of teleology. Simply, teleology means 'the dockines of the final
causes'- Teleology is the philosophical siudy of design, purpose? directive principle, or
finality in nature or human creation. tn 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/wiki/ Teleology). In
the play through the condition of Rosencranfz and Guildenstern, Stoppard shows 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 grand

rules opposed to postmodernisry and make his play a completely fresh and new- one

which deals with local issues. We can say ttat through this play Stoppard tries to say that

there is no folmai or final explanation f,or any phenomena in the postmodern world'

We know that in classical theatre most of the plays contain "Five Acts" such as

Introduction, Middle, Denouement (unrevealing), Climax and Conclusion but Stoppard's

Rasencrantz and Guiltlenstern are dead does not fo110w this track' It is true that

stoppard's play is based on Shakespeare's Hamlet but he completely rejects the classical

theatrical ideas of the ending. The play Rosencrantz and Guildenstern afe Dead ends in a

very ambiguous way. Through this play stoppard rejects the traditional way of ending;

that is to say a complete end.ing. This play ends in a way that creates a 1ot of questions in

the mind of the readers or audiences. We can say that this ending is not the final ending

rather it is the beginning of anew story'

We all know that Hamlel is mostly written as poetry, in "blank verse" with an

elevated tone .In Rosencrsntz and Guildenstern ore Dead Stoppard uses Some passages

fuom Hamlet, butmost of it is written in colloquial prose(giving the effect of deflation)'

This ptay is laden with rhetorical questions, repetition, witty repartee, biblical references

and references to literatgre. By using colloquial language Stoppard makes his play cioser

to the life of the common people and this can be an example of rejection of grand

narratives

This play reveals that truth is.contingent and is something which is not permanent'

This meAns that the play expresses that truth is truth for the time being' In fact in

Rosenerantz 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

no pennanent or total solution in their world. Like all the postmodern beings Rosencrantz

and Guildenstern are skeptical about all the ideas of grand narratives, enlightenment

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

postmodern beings they are not concerned about an$hing.

We know that the promise of the enlightenment was to free mankind from the

irrationalities of m1th, religion and superstition through reason and knorvledge. Through

all the grand ideas of lcrowledge and science they wanted to make the world certain and

stable but in the 20tr century with the experiences of the Second World War, people have

lost their hope and faith in everything. ln Rosencrantz and Guildenstern are Dead u,'hen

Guildenstem says, "the scientific approach to the examination of phenomena is a defence

against pure emotion of fear" (1. 11-12.) it makes clear that in his play Stoppard has

created a space in which science is not a certainty. Like Lyotard, Tom Stoppard as a

writer of the 1960s thinks that in postmodem world we cannot depend on grand

narratives anymore. Through Rosencrantz zurrd. Guildenstern's uncertainties, through their

disbelief and through their present condition Stoppard tries to give us a glimpse of the

condition of his society where there is no depth at all: everything is for the time being;

and is fragmented. So through this play Stoppard sometimes directly or sometimes

indirectly tries to show'us that in postmodern world there is no place for grand narratives.

j
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Chapter-6

PLAYFULNESS

S/e all know that ptayfulness is an important element of postmodernism. Simply,

playfulness or parody meails making f,rn or ridiculing something. Postmodernism

promotes parody, irony and playfulness and as a postmodem play Rosencrcntz and

Guildenstern are Deod, is not out of that. We can say that this play is an amazingly wiffy

retelling of Hamlet from the perspective of two minor characters, mixed with existential

philosophy and excellent repartee. According to Matt Hetling, [http://www. I Amazon_

com Rosenuantz and Guildenstern are dead (An Evergreen Book) Books Tom Stoppard.

htnll in this play, the titular characters are fleshed out absurdly or comically, and are

inept ifl some ways, and very human and sympathetic in others. The showdown iogic and

the absurd is always entertaining.

Stoppard's play Rosencrantz and Guildenstern are Dead is rich in the playful use of
clichd, black humor, irony, puns, burlesque, risqud words etc. The dialogues of
Rosencrantz and"Guildenstern are *-itry and the usage of them as the protagonists is

creative 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 questions and philosophies with briliiant word games. This play is full of wit

and philosophical banter.

Borrowing the characters from "S/illiam Shakespeare's Hamlef, Tom Stoppard

creates an existential comedy of characters plight in a pre-determined plot with witfy and

whimsical use of the English language. There is a lot of physical humor and slapstick in

the play. For example, in the conversation below letween the Player and Guildenstern,

provides us a glimpse humor:

PLAYER: (gatly freeing himselfl: I did! - I did! - You're quicker than your friend. . . .

{Confidently.) Now for a handful of guilders I happen to have a private and uncut

,l
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performance of the Rape of the sabine woman- or rather woman, or rather Alfred-(ouer
his shoulder.)Get your skirt on, Alfred_

{TheBOY stsrts struggling into afemale robe.)
. . . and for eight you can participate.

(GUIL backs, PLAYER follows)

. . . taking either part.

(GUIL backs.)

. . . or both for ten.

(GUIL tries to turn a+tay, pLAyER holds his sleeve.)
...withencores-

(GUrL smashes the pLAyER across the face.The pLAyER reco*s.GUIL stands
trembling.)

(Resigned and quite). Get your skirt off, Alfred . . . .

(ALFRED struggles out af his half- on robe.)ll.lg_19)

Throughout the play we find this kind ofphysical and verbal comedy which elicits
outright laughter

It is true that Stoppard's Rosencrantz and Guiltlenstern are Deadis based on
shakespeare's revenle tragedy Hamlet. but much of this play is comedy. Rosencrantz
and Guildenstern do provide comic relief at various points in Hamlet, so this play does
urell'to play up the comedic aspects of their lives. The mood of questioning, rebellion and
plalfirlness can be seen in the way that Rosencrantz and Guildenstern are Dead
travesties Hamlet; the tragedians, serious in their treatrnent of Death and holding a
"mirror up to life" in Hamlet are now reduced to comedians and potential pornographers
'tn Rosencrantz and Guildenstern ore Dead. The treatment of rdeath has also undergone a
transforrnation 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 Guildenstem are identified solely as

Hamlet's childhood friends. and are interchangeable with respect to characterization. [n

Hamlet they don't have any distinct identity and also in Stoppard's play they are

confused about their own identities. The lack of identification between the characters

continues to such an extent that the reader feels diffrcult to differentiate betw'een the two.

Rosencrantz and Guildenstern constantly have their identities mixed up and sometimes as

a reader we tend to forget that who is who. Rosencrantz and Guildenstern's confusion

about their identities provide humor for the audience or reader. In fact; part of the play's

joke is their lack of identitv. On the other hand we can say that their strange lack of
identity provides a deep philosophical and sad view of the postmodern world but the way

they me longing for their identities or the way they are trying to figure out their own

rulmes, is truly funny and evokes laughter.

Tom Stoppard's best kncwn plays are comedies, which often deal with

metaphysical and ethical questions and are chancteized by verbal wit and Rosencrantz

and Guildenstern are Dead directly f,alls under this category. His plays are known for

being both deeply philosophical and lighthearted because through the unserious and

fimny moments Stoppard provides us the serious matters of human life. Stoppard's work

is always characterizbd by jokes, prms and innuendo. Some critics say that although

Stoppard masterfully uses Elizabethan wit and vaudeville comedy, Rasencrantz and

Gutldenstern are Dead is ultimately an intellectual play that 'thinks' or some says that

this play is intelligent, witty and compact. It is true that different people have different

opinions regarding the play but we can say that this play is very funny and makes us

laugh. Yet although Rosencrantz and Guildenstern ore Dead is set on the fringes of a
famous tragedy, and touches on profound questions, its prime aim is entertainment, and

particularly comedy. According to The New York Times "This is a most remarkable play.

Very funny.Very brilliant. Very chilling."

ilfrrl
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ChapterT

CHANCE

Chance is one of the key features of postmodernism. According to the postmodern
thought this world is created by chance and chance rules the world. Through the pla,v
Rosencrantz and Guilienstern are Dead, Tom Stoppard tries to show us how in
posknodem 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 to rely on chance. In Rosencrantz
and Guildenstern are Deod, hollever, 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 future

As the play opens we see that Rosencrantz and Guildenstern are playing a coin-
tossing game or we can say a simple game of chance. whoever calls the coin correctly
wins it, and Rosencrantz has been calling heads and winning dozens of times. on the
other hand, Guildenstern loses bet after bet to Rosencrantz as the flipped coins keep
coming up heads' Guildenste'rn tries to 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 if there was a
fifty-flrfty chance eaeh time that it would land tails.

ROS: Heads.

(He picks it up and puts it it? lzis bag. The process is repeated.)
Heads.

{Again.)

ROS: Heads.

(Again.)

Heads.

(Again.)
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Heads.

GUIL {flwing a cain): There is an art to the building up of suspense.
ROS: Heads.

GUIL (fliwtns another): Though it can be done by ruck alone.
ROS: Heads.

GUIL: If that's the word I'm after.

ROS (raise s his head at GIJIL): Seventy- six love.

(GUIL gets up but has nowhere to go. He spins snother coin over his shoulder
without loobing at it, his attention 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 least
in the law of probability. (1. 7_S)

Throughout the play Rosencrantz and Guildenstern are Deadwe find the rvorkings
of 'chance'' All the possible meanings of the word 'chance' are shown in the following
conversation between player and Guildenstern, ilrustrating its importance:

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

PIAYER: 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: It 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 after
Or to the tavern. Or not. (1.Ig)

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 I mentioned
earlier 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 (casuolly): Do you like a bet?

PLAYER: Fla-alt!

(,he TRAGEDIANS rook interested. ThepLAyER comes Jbrward.)
PLAYER: What kind of bet did you have in mind?

(GUIL wollcs half the distonce towqrds the PLAyER, staps with his foot over the
coin.)

GUIL: Double or quits.

PLAYER:Well ...heads.

(GUrL raises his foot. The PLAYER bends. i-fre TRAGEDIANS ffowed round.
Relief ond congrotulations. The PLAYER picks up the coin. GllrL throws him a second
coin.)

GUIL: Again?

, - (some of the TRAGEDIANS sre fo,r it, others ogainst. The pLAyER nods and
fo,s.res the coin.)

GUIL: Heads.

(Ir is He piclcs it up.)

Again.

(GUIL spins coin.) tt.2A-Al
All these gambling, this reliance on chance rather then individual actions highlights how
much chance drives the lives of Rosencrantz and Guildenstern and how little they do tocounteract it' Although they are frustrated that chance puts them in unmanageabre
sifuations' Rosencrantz and Guildenstern take no action to help themselves and constantly
surrender themselves to chance.
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As a postmodern play then, Rosencrantz and Gutldenstern are Dead, describes
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
world, like Rosenctatfiz and Guildenstem we constantly surrender ourselves to chance
because this world is dominated by chance.
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CHAPTER.S

CONCLUSION

Rosencrontz and Guildenstern are Dead isthefabulously inventive tale of Hamlet
as told from the peispectives of the bewildered Rosencrant z and,Guildenstern, two minor
characters in shakespeare's play. In Tom Stoppard,s best known work, this
shakespearean Laurel and Hardy finally get a chance to take the lead role, but d. so in a
world where echoes of waiting for Godot resound, where reality and illusion intermix
and where fate leads our two characters to a tragic but inevitable end. caught in a world
beyond their understanding and unsure of their putpose, they do the best they can u,.ith
the small tidbits of information they are given, ultimately leading to their demise. In other
words' stoppard skillfrrlly weaves the various plots from Hamlet into the story of two
bewildered innocents just doing what they are told to do!

rn Rosencrontz and Guildenstern are Dead we come across postmodernist
features such as: intertextuality, uncertainty and inbetweeness, lack of identity, hybridity,
playfulness' chance' confusion and so on. Stoppard's play reflects postmodern rry.orld that
is inexplicable-and where people have no sense of certainty. Throughout the play we
expected the unexpected. The known becomes the unknown in this play, 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 is the theme of
'toping" and "getting through the day" so that tomorrow. comes we can have the strength
to continue.

Through the play Roserccrantz and Guildenstern are Deqd stoppard expresses some
specific aspects of life, like how difficult it is for an individual to find his or her place in
society; the confi'rsion and feelings 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
capable of making our own decisions apart from society-whether that freedom even

ll



37

matters once a decision has been made 'by' or .for, us. so the pray Rosencrantz and
Guildenstern Qre Dead, suggests to readers that without realizing the freedom of choice;
life is empty and purposeless.

Tom Stoppard writes of the anxiety and confi.rsion 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 ail knowledge and perception. The characters may
suffer from serious anxiety, but the farce makes this very rack a cause for enjoyment and
the play Rosencrsntz and Guildenstern are Dead,reflects all these ideas and thoughts of
Stoppard' Although this play is based on the famous revenge-trag edy Hamler, it is also a
work of art that lives and breathes on its own. written and produced in 1967,
Rosencrantz ond Guildenstern are Dead continues to intrigue and entertain. The themes
of the play are universal and the circumstances in it all too familiar. In today,s world like
Rosencrantz and Guildenstem we still play games to 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 plarv is one of the 20e cenfury,s most poignant treatments of the
human effort to find meaning in a universe viewed as meaningless.
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