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Sexual Politics In Tendulkar's
SILENCE! THE COURT IS IN SESSIOIN.

Dr. hgole Kailash Madl.tavrao
N.C. Law College, Nanded

"In thebegirming this universe was r.rothing but the selfin the fom ofn.ran. He
,. .-- as large as a man and woman embraciDg. This self divided itselfinto parls and
, :iir that there rvere masters and mistresses." fCampbell, Josepth vol. 9- 10] Sex

..::d genderare two different entities. Gender l.ias nothing to do rvith biology. It is a

.rcial ar.rd cultural construct. Biologicallymen and wonen are dillerent.
The sex differetces carutot mean sexual ir.requalitvand male dominance. But

::rc patriarcl, al social setup or masculinity is r.neant as superiority, whereas femininity
:s associated r,vith inferiority. Masculinity implics strength, action ar.rd domination,
,.i hile lcmininity denotes weakness, passivity, obedience and self-negation.

God l.ras created sex forprocreation. But the genda-is mar.r-made. It is created
by man for the domination overwomar.r. Gender differences asserl the superiority
!)fman overwornen. Though the \.vornan have played equal role in the tbnnation of
society, yet they are not treated as human beings.

The sub-or dinafion ofworleu to men is perhaps older than civilization itself It is
he who crcated the image ofwomet.r. He did not r.vant her to be equal or co-sharer.
We are bom as equal ei.rtities, but gct.rder-based division of labor separ.ated us in male
and female."As r.vorlan and men we are socialized to develop ceftain parts of our
personality wl.rile suppressing the other par1s. This progr-arnming ptomotes a
predetemrined, stilted, and repetitive way ofacting life.,' [Steiner, Claucl M. 96]

These gender delbmities are thus caused and canonized by socio-cultur.al
programrning of sex roles. Tl.ris has become the pall of living and generations and
generations arc trained to gain it through socialization.

Gender consciousness and male mechanism are more explicitly stated in
Sileence. Tlte courtis in Sessron than any other works in Indiair contest. Tendulkar's
plays unlike Shakespear's are mostly fer.nale dominated. The roles of female
protagonists eclipse male figures. Akeen obselation ofTendulkar's plays reveal
that his femaie charactas conmand prominence in a world that is chiefly dominate<i
bymale clrauvinists. It is Miss Benarcin Silence! The Cotrrt is in Session, Sarita in
Kantala, Rama in 14 tures, Vijaya in Encolutter in (Inbugland, Laxrni and
Champa in Sa,tia rarn Binder that attain g€ater importance than their male counter-
parts. They are at the center ofall action. Tendulkar shows these worlen fighting
against the patriarchal social set-up in India. Tendulkar is perhaps not a conscious
ferninist but hehas depicted the rvomen characters with all cornpassion.
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Leela Benare the protagonist of the play s sprightly rebellious and asserlive

womelr. She is bold and strongly opposes male ideology. She is very attentive ln

her work and receives love and respect ofall people around. She is also a member

of the amateur theatre $oup called "The Sonar Moti Tenement [Bombay]
ProgessiveAssociatiot.r. Tl.re othennembers ofthis amateur theater are Mr. Kashikar

the chair person olthe association, while Mm. Kashikar is a housewitb. BaluRokade

is a college student, adopted byKashikars, Sukhahne is lawyer, and Ponkshe is a

clerk, Kamik is an actorin the expedrnental theatre, Prof. Dan.rle is a lecturer and

important character in the P1a;2."

When the play opens there are Miss Benare and Samant on the stage' T1 ey

are the first to come to the villagehall rvhere tl.re artists lrom Bombay are to hold a

'Mock Law Court.' It is a imporlar.rt scene fbr Benare who sholvs interest in rustic

San-rant. A lady who alr.vays criticized tlen, except one, expresses herselfin the

follorving way. "Let's leave everyouebehild, I thought and go somervhere far, far

away with you." (Tendulkar Five Plays 55)

Samant, the poor soul, does not unclerstar.rd anyhing, he stands awe-struck

at the behaviour ofLeela Benare. She does not lose a single opporlunity to get

close to Sarnant. But Sarnant has no reason to suspect lier. HeI effofis cor.rtinus till
the other rnetnbels o fthe group entcr in

A1l is set for themock trial. Benate goes into the innerroom to rvash her face'

Karnik takes Ponkshe aside and indicating the inner room, tells him ifhe knows

anl,thing about Bet.rare. Tl.re talk between them has a great significance, as we are

to ieam it soon. At SuHratrne's suggestion, they all plan to make Benare t6e accused

of the n'rock trial.
Benare comes out singing, unaware of anyttLing that is going to happen to her'

Ponkshe obstructs her r.vay saying : "Miss Benare, you have beeu arrested on the

suspicion ofacrime ofan extremely grave nature. and brought belore the bar ofthis

cout." Befbre Benare unrlerstancls any'thing a woodeu dock is arrar.rged around

her. Mr. Kashikar the judge ofmock court asks Beuare : "Prisoner B'enare' Under

sectionNo. 302 ofthe lndian Penal code you are accused ofthe crime ofinfanticide.

Are you guilty or not."(Tendulkar Five PIays)

On headng olthis sudden charge Benare is stunned. and the entire ah.I.iosphere

becomes ertraordinarily somber and terlse. Ironically enough this so-called illusive
'\ Iock Trial' slorvly but steadily gor.vs into serious ai1-air

\ct I I starts in tl.ris tense aud serious atlnosphere. \ 1r. Krshikar rcpeats his

..r,r.s:li 11 iior llot Benare ts gui1t1' of cnrrc of intinticide' BellLe sil:l..le tlut.llb holding

i:' :: : ;lr -::i :i r' ,'ut-roofi \\ hen Sukhttlle enqui|ed B '.-::ri:: \" :--i :lre \ ou so grave

-..:,.:.-;l-I1..:::i--,llit'sr'::llleits-t'::ll-,c:l:::::'\-:-.'':':r'-'-tsoserious?
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:. -:er a break again stiuation gr ows intense and Benare realizes that she is being
: ::i.-d by these all male aggressors. She has already incu,ed their displeasure b!'.,-:ring each one of them, by exposing their pretensiorx.

hr this way the Mocktrial begins. To begin with, Sukhtme asks ponkshe a
:: i question about the accused Bcnare'sprivate life a.d her general bel.raviour in
: -:1ic. Sukhatme asks Ponkshe ifBenare is marriecl or not. Thus po,kshe stafis
-: .'r'rdir.rg infotmation of Benare that she is a woman who runs after men. Next
: --,:rk is brought into the rvitness box, and Kamik states the fact that Rokade has
, r.-:1 Benare in a'compromising sih,ration.

The. Rokde is called in as witr.ress. Rokde rvith a hesitatio, discloses the
: ,:i that he has seer.r Benare in the hostel room ofprof. Damle. Benare has ah.eadv
'::ier.red considerably ancl Kamik signals ponkshe to obsewe this clra,ratic change
. :rus Benare fir.rcls herself in trouble to the excitement ofher tormentorc.

Tl.rer,. Samant is called as a foufth wihess. He does not want to unsettle
ienare who has ah'eadybecome an unwitting target in the cruel gamebeingplayed
. her by Sukhtme, Ponkshe, Kamik and Rokde. Sar-nant auswers Sukhtme,s

-r'.restions,looking at a novel and amusing euough all that occurc there in co-incidents
''. ith the'Mock court trial', as he fails to realize the real motivebehi,d Sukhahne,s
'ruL-stions. Ironically, rvhathereads fi'om the book, the cheap novel he carries with
rir.r fits inwith rvhat Benare has recently unrlergone i, professor Damle,s room on
:nrt l'ateful,ight, when the lea,red professor refused to accept her i, his lifetbr fear
.'ilosi,rghis owr.r reputation. Atense and stuunecl Benare, who has re,rained mute
:Jto that rnovement, suddenly asks Samant to stop safng, That's enough She says,
It's all a lie! A complete lie!". But Mr. Kashikar orde(s Samant to go on Benare

:ets anglr over this and utters :

"You've all deliberately ganged upon mel you,ve plotted agair.rst me !,,
Benare cannotbearall this any longer. FIer eyes arc sudcle.ly full oftears. Still

rn a vocie oftearful defiance. she addresses them all. ',\\ftat can 1ou do to me ?just
:ry1" Benare cries bitterly. Ald sudde,lythe ahnosphere ofthe hall chang"s, alio.e
siler.rt except Samant. Samant shorvs pilz for Miss Benare. Benare stands and stafis
:o go, but to her horror, she finds the door lockecl l}orn outside. She fi,ds herself
rrapped into thepower game ofthese men. Kashikar says then that the trial should
3o on, till the villagers come to see theplay. Be,are cloes'ot respond to Kaslikar,s
call and remains stuck up where she is. He orders Mrs. Kashikaito pull her in. A.cl
Kamik asks Sukhatme to fire awayhis questions at Bena.e who does r.rot answer
anl, ofhis question.

N&s. Kashikar tells Sukhatme that Benare rsnai'ed urmanied to fair-ly arlvanced
a.-le ofthirty four lbr, 'That's what happerx fl.rese days wl.ren you get everythhg without

I

I

i



lssN 2278-820
Vol.ll Issue : I,
July, 2013

marrying-'@ive Plays 99) Mn. Kashikar acq.rses Berufe ofimmoral character Rokd
begins his views ofMiss Benare. He tells the cowt that S"r*" o;." t i"d to lure hirinto marrying him, and also that she always carries a bottr" ortn" po.ro, calred rIX20 with her. He describes his meeting with benare wh.r" .h" told hi. thut pro
Damle refused to marryher after having made herpregirant.

When it comes to Kamik, he tells the court that-it was not Balu who slappe
Benare, but it is Benare who slapped him. He discloses a g.ave fac ofBenare th,
she had fallen in love with her own matemal uncle. At ttris ioint fasUt<ar the mocjudge himelf, wams to be openly examined 

^, " 
.i;;;;, something ver

uI recedented in ttre very history of court proceedings. ff 
" 

i"lf , 
'SrUr"*" 

,n., *chairman of Benare's school"Nanu.uh"b Shind"hf, Jeaaf Jeclaea to aismi,
her from service. This shocks Benarewho ,*f;r.. ,raaJylfr'ut .fre is going to lorherjob the very next day. In disappointment, she trie, to swalow tu" rIK-20 tlishe keeps in her bag. Kamik rushis forwarj and dash". it ulv-Jy b"yora h"..

Kashikar as a 'mock-judge,now asks Sukhatme to put his side as a defen,
counsel in the case' Sukrratme has nothi,g to say, he thinks it's ;iiBenare,s faurt. l
a prosecutionlawyer he requests mock_judge not to show any synpathy for Benar
and mete out tle severest sentence against ha for her gullt is ,npurAonaUt". fusnitthen asks her ifshe has somethingto say. He gives ier ten seconds.

It is Benme now who is at the center ofaction. The whole court is silent arall eyes are on Benare. Motionless Benare suddenly strrar,rf unO ,uy, I,rr" tot
say. She expresses her love oflife.

At last Banare accepts the fact of falling in love with hermatemal uncle
teen-aged girl, though, she had enough sense Jven at that stage io ast him to mal
her. Benare alsoaccepts the pervert nature ofheruncle wh-o had his eyes on hnewly blossomed beauty. She accepts as a grown-up wo.un, .hL f"ll i, lou" ugn
This time it was an intelligent lovg she thoulht. Howeverfroie"so, Oanrt" e*ptoit
her hero-worship, and when she offe."d f hi- h". o.,,, bffin tne altar otlworship. She says 'My intellectual god took the offering ana rirent his way. ,,

To conclude, all her bitter experiences have taughiBenare that it is her bothat has brought about her current sad plight. Nev"i tt 
" 

t"sr, st 
" 

rnay hate I
!odV, 

byt would not totallyreject it. Her ago-ny find expro.ion ln,fr" a"pi",iontheconflictwithin:

"This body is a traitor ! I despise this body _and I love it! I hate it butiall you have, in the end, isn't it ?And rvhere rvill you go iiyou rejectit ? Ituyour body that once burnt and gun" yo, -o-"rt so bealiiiul, so blissfulnear to heaven! It took you high, high above yourselfinto a place like paradiAnd now it carries within it the rvitness of that time a turd"'.little brt_of_rrl
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. ..1 be lisping, laughing, dancing litfle life.my son-my rvhole existence ! I rvant
::. hod) norv for him for him a love.' '( Tendulkar Five Plays 18)

Shc asserls inpain and arlxiety that hers is a seltless mother's quest, founded
::: * ould-be son's most essential needs. The boymust have amother, a fathel

- r lnd J good reputation in society.

r',ashikar the judge of the Mock Coufi tdal now announces his verdict. He
. ::r;rt Benarehas tried to 'dlnamite' social customs and sacredness olmarriage

, ::-rotherhood and hence deserves no mercy. Morever, as a teacher, she has set
. .J:-, s bad example, by daring to conceive a child not of r.vedlock. Therefore the

-::.;nce r.neted out to her is that she must destroythe foetuss in her womb. Benare
. - r's intolerably. "NolNolNo!- I r.von't let you do it- I r.vonpt let it happen'! She

'r:rraches the stool n.reant for defence counsels, sits on it and collapses with her
..J or.r the table."

At this time, someone from outside opens the door. The door opens littleby
':lc. and trvo or three face peep in. The fir'st face asks if the show has already

- rruu. Samant answers saying that the show is yet to begin and asks them to wait
r Ilve minutes. Meanwhile, Kamik, Ponkhse, the Kashikars get ready for their

:':r'tbmances of the night. But the frozen figure of Benare asserts to tltem and they
::r to make her understand by saying that the mock court trial was only a game.

. i',us theplay ends with a focus on Leela Benare. L.S. Desphande rightly points out
:r-,e predicament ofMiss Benare: "The punishment meted out to Miss Benare speaks
'. olunes of the ways ofour so-called cultured society. 'lhe Story of Benare's
innocence is along drawn out tale ofwomar.r's suffering at thehands ofrnan as usual
:he man is left scot-free and woman is made a scapegoat by all around her. The
neight ofirony lies in the f-u, al utterance oftheplay, "Theplay must go on".
References:
1) Campbell, Joseph. Oriental Mythology : The Masks qf Gods,

(Ilarnrondsrvorn : Penguin, London, 1976), vol. 9 - 10. Quoted in 1997, 28.
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Woman Po traits in Tendulkar's Drafiratic Worlcl
Dr. Ingole Kailash NI.

Tendulkar is a naturalistic rvriter rvho believes in r,,ritin-s uhat he sees and not what he thinks ci
imagineJ' His play-s are notable for their uncornpromisine realiim. merciless probing fbr human natln.e.
candid scrutiny ofindividual and group psychology. and eiperimenral rechnique (an Snline Enry). lle ii
the representatiYe writer ofhis age and time he dois not beiieve like djctum an ior ar.t's sake butiises his
pen as a.means ofpropaganda. He is not sheer propagandist. but explores cruG realities her of human
lives with a view oftheir reformation. He himseiF aac+ts this: ' I rvas ner er ab)e to begin writing my pla1.
rvith ideaor.therne in a nry mind I had to have nry characters lyith rne .....li\ in! per.sonTeacling rn'e irito th'c
thick of'their lives while rhey r.vould give it theme (Tenclulkar, The plal is"i 1'hing 2) Bjng a realist
writer his t'eatment ofman-woman lelationship is noi idealized or factious, but apt a-nd'rcal. 

-
Tendulkar's women are the mosf comprehensive characters ofhis plays. TendLrlkar as pickcd some

ofthe supreme exantples ofwomen lbnn th is observation cf Indian societv ihev look so rea I ihat the other
wornett find tltetnselves pottrayctlon tlte srage Tendulkar has sorne tips oltcharicrcrs like -reJ\er. gullible.
malleable. s{ttbborn. cottservltive, tebellious. selfsacrificing and grasping too. They are nor id-ealized,
romanticized, but thet are the supremc creation that can be sien inlndiarr iociety.
..^^ Tendulkar shorvs pairs of'women characters in almost all his plays. These women are verl,much

different in class, behavior and character But underneath their sup;rfl;ity, thei, lives are the s#e. for
each and every wornen is dorninated supp|essed and oppressed by men. Leela Ben<jre and Mrs. Kashikar
are the most famous and apprecia'red characters of Vijay Tenr{ulliar, To take the example of

Leela Bendre, slre is young anJ bold. she never hesitates to attack men, fbr she does not accept men
as superior being.. She alwal's criticizes hypocritical nature of n'ren. she believes in the potentialities ol
women folk that they are not int'erior to men by any m cans. B ut unfortunate ly, she is betrayed by a man to
ylgT!!r9 mosr respected.'fhe person she loved did not have courage to stand by her side and iccept her
child. This is what rverkens BeDaies to plead one or another man tjmarr} her, so that she could give the
coming child its lather's nante. Because in Indian society the child thaiis born beiore marriaei is not
well-treated. It is in this stale 01'body and rnind that slre is trapped bv her colleagu:s into biing the
accused in a mock trial.

Mls. Kashikaq on the other hand meddled aged and conventional character. She is acutely aqainst the
fiee women Iike Benares. She is imposcd very iuch by rnale clorrinant philosoplry. In thi exploltation of
Benares, she is all ahead. She could not toletate Benares freedom Benares very existence mai.es aware of
her em_ptiness. This is perhaps the reason why she oft'ers hel help in physicaliy fbrcing Benares into the
dock. Mr Kashikar could not haye adnritted her to break the rriarriage institution. Siie has become so
because ofthe consiant insulls and snubs of Mr. Kashlkar. she was a s60ft-tempered woman. She did not
bear suppression ofbody and mind. We really rvonder if she had econornic power like Benares, she coulil
have fought bravely than any other. But she has no choice rather than to be i participant in the patriarchal
social system. She i-q tnore enthusirstic because she wanted to retain her self-esteem. Hence hei testimonv
is such a bitter that when she rvas iisl<ecl why Benares rerntined single till then. l:er response is. "This is
what hairpens these days rvhen yoLr get r:verything without ha, ing to get married. It's alipleasure without
responsibility. Let fie tell y.ou, in our tirncs, even whcn a gitl who tvas flat nosed. black skinned or hunch-
backed, she was marlicr). Everything goes rvrong Sukhatme, uten ail this nonsense about earning money
begins, It's undel that inrnrortaliry has becorne ranrpant in society". That is the charactelofMrs. Kashikar
who destroys her orvn kinrl to establish hersellon the right side ofnran-made social conduct.

While Berrares is not a strong rebel geis our sympathy since she falls a prey to her fellow colleagues.
Her sin ol her prenrarital relations sornetimes irritates us, but all the rvhile ornarnentation that she undergoes
tnoves us. Had she bcerl a true rebel, sl.e rvoLrld not haYe suft'ered. But she could not escape herselffionl
male dorninant socicty. Slle pleads to give hcr baby a narne tbr she kncu verl,rvell rvithout lather's name
her child rioLrld sLrller a lot ol'htrnriliation fiom thc socicty'. The character of Mrs. Kashikar was made
ridiculous and hideoLrs, stiil il's ths fendirliiar''s a oichamclerization that makes us feel sympathy ibr
Mrs. l(ashikar. and though Denares is a ceilter ofour syrnpathy. still she also becomes a part ofour hatred.
ThLts Tendulkar sl,stematicalll pre:l-,nts two different naturc rvomcn. prevailed in the sociery'. Cenerally
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ll;#il'i,Xi;H"il:lffie:* "'patriarchar '"r. iii#.'il,liJ'r'"1,{{'{;lui:!,:;r;i,?lJr.d ro*ads
In Vultures the same conr1s51e4 nliJ ca1-!,e found in Manik and Rama. Manik is unlike BenaresIibcrated women , likes ro enioy .u..y t it or tirJ ;i,'h;,;; ;;;;;;;"rrt scruples. white Ramr is goodnarures' divine and submissiv'e ruomd. Builhl; ti;;'ffi.'il;: ilino".n, *o,n"n rike Benares. bur awomen who is serfish and ruxurious. t, it rrairi[ *r,"'ii pr"gn#,. 'il.'i'pr.rurirar 

sexuar reral ion is nor ourof misrake bur our ofher oassion to enjoy ,1,,. iiie. ili, ,r,'.'Jiil.?'i*i'lnu,nu i, .r, irdress despite her divinegoooness. Her in' fenirirv is rh" cause"oievir ihar i;;; il;, ffiilrd, brother in-raw, sisrer_in-raw andfather-in-taw. It is their sins. wr'rr strc is sutrlrii!;il:'il;il; *i.,'l"li,. rir,., to nrd an outret in the fonnolRajanirrath Manik is a ven h.rfl 
"t,aracte, 

sr,eit itre *rr*i"i,o'fii=. ponies. dance, snrokine. drinkinernri hopping iiom one bed 16 anurter er"re,,ttj ;;; ;;;;;i.iiid of so cared Raiah. Thicharacreio r \ 'J n)a js comprerery conrr asred wirrr M^r it. ci.r lr'g"jliiti'i,i,i.n. s1,. rr ,t 
" 

onry innocenr subm issive.,'u utrcdrenr \^'omen in Hari pirare's fam ity. r.ama is alti goli iorian e*crpt t ., i,ricit rerationshiD withhcr hrtr'brother-in'law Raininath. rmrgi, vrrrii;i i.rr'rirr i, il ll., ,r,. receives our sym,arhv. Herbrorhers beat her, mock her and throw th.""ir.ririi,*iri'r,.ilii.v ri.ltrr. rr., r.g in the proi ro braikmairher iover rhe so-ca,ed Raiah *nen Ir'a.iarr dies aJ;i.,i'irr.y i.llt. rhat rhev courd not ser anvthinpflorn Rajah, rhev kick her rinborn chird ourt 
"i,n,ir'uli..ri., tjr,iilil.r,, uu, non. ofher brother is riurimoved. lr is the most heinous *r.f 

1",, -y_. 
,ritnJs, ;;ilil"_'ti. *n. down the srair. her one leeprasrered and sari fulr of brood she ar.rast meers wirh vcr"v baz fai;. She even harucinares her farhcila':gling at her fate. Rama's fate is not ainereniii',an rvil,i'ri.:"lli,jiii, obviousry racks poetic irrsrice inthc ptay for Rama arso mees uith equatdestiny *iiir' vianii.'.-rJn uii., t", u, goodness, Finairv. she isprc!,ndnr' Bur her husband susnL'cts tire ct iio t"'u. iii, irii-'ilrii#il'H. ,."rr.s her and speaks to kick,h,. rl:]1:r,l; A, tast wesee Rirna emoriontess and ;;;;; #;i;:' 'In sdkharam Binder.. the same pair of woman i, frir.riaO hy Tendulkar There are two womenr'axr'ri ,rnd champa, one is a morar r"ri". urJ 
"r"i'lrii 

i, J;;il;i:i;il."g.. Brr both rhe characrers rneer^ilt 'ne 
rare Borh are the dese4s4 l6iil;;il;;;;.';. il-ilii,i, u*, reft by her husband. whireCharr,pa abandoned her husband. ffre cfraracteis oi Uo;i;;;il;;: q*te contrasted. Laxmi is a vervrbcdicnr. subserviern. hard uorking arr 

^r.oay 
tu iuri,riuii .ri"r'ii*uiio, o1,.,. rrusband. while chanroais ir rocially despised woman. a wh6re. srre iitazy anJ in:esp".ii".'rii* -o.ven by Sakharam. Shc.issed'cri\e and a sexuar woman. n',r 

_she 
receives rui ,);;;ihy il;:;rnt of her pasr rvilh her husband .H.r hrrqblnd is a drunkard and imDorenl man. So fu, i, f,i, eioroilcionOlr ion was good, she toleraledhirn' I}rr txrer on. ir became vcr-v h'ard ro,. r,.,. io puni ,[, i,ir,.. , i"iriiil. In., ,I she is a hunran being andtras 'rll rhe passiorrs a woman cou, rrrr. rrr.l" lr.1rr.'o.i..ri'J""i u"ay roo. So she abandoni herrrrrsbrnd ;rrd goes ro Sakharam. tt is because oiirei;;ri;;'#$;:i;iret she sufr.ers rnosrry in rhe DIav.Thcre is a srronq conrrast irr rhe charicr.ii 

"iL.-,iii""d iil[il] L*r, is obedient. ars,nvs icairvto toleral' Sakltararn's lorhtre. Sakharam never gets her consent in thL maner ofscx. whether she fcels r.harr'scr'ithhirnornorshehastoco-operateriithsJhar.ar'r"r"^rii'rrn".sheiscontractedforthat.
on rhe 'rrhJi lrand chanina is ,nnndy wbnran. sh. p"rii!1"'i.J'ii"f}.r,urrrn, unress she is rrrrrnk. Sheprobal:r)' rric\ r'r rbrget ihar shc is.inrorved in 

", i^i oirr ,.i L*ri i, a piorrs womarr, she inrvardrvcunsrriL''" ' iharanr her husband. she purs or uangi;i;;;;r';h.;;;'"r Sakharam. when she is <rriven( t b' trL' 
'|iLlrhc\a'. 

she fals on the regs of s"kh";;;.;;;irp'*i,'r,, 'r,i! 
.,u.r u.aring. whire chamoa has

'o 
rJspcct lor Sakharam' she does''r respond to sakharain. irriieii'ii. i, nor arrnt . Sakharam is afiaid or.charnpa She is even heartless to heat lier rrr.u"rJ .;*'ii"iv. ;r;'l;:,rp",, character can onlv brinq1('rrh holr graverv a woman is exoroited in d;;.;;1; ;;ii..t. i, nor a rraditionar womanlwilirort a single rninure's considirati"r, ir,".t'rrJ"* rr*-i'ust"a"n"i."il'nute Laxmi,she is obedient andrl!pendenr. bur shc is indeperrdenr anrr sert+espectil ;;;r;. #;:; not arorv a man ro use her bociv'rnrply because he is her husband or patron. sir.^it oito rurnrnif io"r rr,".ont , and serves rhe home ofSakharam she is nut even that irnpious woman. g..orr" t,", niiir.u.ion tc sakharam,s sexuar demand

, ,,1,m not that kind of woman.

*,Yi x;Xffll:: ff I I r,",,# fi ii,';.o'' u'ff;; 
;f ,'il1:;.,ff ll#Ltli,, r. "
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But soon she submits him though she is fully drunk.
It is really interesting to see how she could fall in love with Dawood. Some discuss that Sakharanl

becomes impotent after Laxmi's return. But There is no ground to believe this. For this reason she coulci
have gone to Dawood and not put up with Sakharam. Moreover she is never conscious whenever there is
sexual intercourse. Therefore, it would be wrong to suspect her affair rvith Dawood. We can only think
that it is a plot devised to to take the play in correct direction.

The same is the case with Kamla and S arita in play, Kanala. The Oppression and suppression ofthe
\domen is brought to the front in the play with the simple questions of illiterate village women Kamala.
Sarita is an Educated and self assured woman, while Kamala is an illiterate and innocent woman. It is

Kamala who realizes Sarita's position in family and society. Kamala's simple questjon " hor.v much did
the owner pay, for you?" shakes the very existence of Sarita. And this is the question that makes her
realize her position equal to Kamala. Kamala is bought for Rs.250 She Considers that even Sarita is
bought by her owner. Sarita is a housewife unlike Rama,and is childless. Iler husband Jaisingh Jadhav
bought her f[om the market ofMadhya Pradesh. He Bring her to his home. In fact he rvants to present her
press conference to show that such things still occur in nrodern India. But the play is concemed more with
her stay in Jaishingh Jadhav's house. Because the play is based on the real incident, it shows the intensity
ofwoman's exploitation in India. Ashwin Sarin, the Indian Express reporter, actually bought a woman to
expose the brutal humiliation of women folk. The act of Sarin in just a take off point for Tendulkar
Through this Tendulkar Served the duai purposes, one to expose brutal flesh market still existing in Indian
and other the conditions of houservives are different than the sold out women. Tendulkar finds it as

Chance to explore the issues. The play is structured around three long conversation that take place between
Kanrala and Sarita, Jadhav and Sarita's uncle, the newspaper owner-editor and third between Sarita and

her uncle The conversation between Kamala and Sarita creates realization in rhe Sarita. It is the point of
change. She shows this realization to her uncle. And the peak of her realization can be found in the
discussion of Sarita and Jaisingh.

Sarita unthnriliar rvith her potions is made farniliar by illiterate, rural girl Kamala. One can understand
from the conve$ation of Kamala that she is one step ahead in the understanding ofnan-woman relations.
Her Innocent speeches make sarita feel badly of her own condition in the house.

"Mellrsahib, Can I say something if won't
Upset you? The ou'ner has bought you
and mc. He's shclled out big money for

'"i"x:lililix?"i i;; Hl txii,.xl"
(Tendulkar Five Plays 35)

Simone De Beauvoig an avorvedly feminist critic, observes the position ofwoman and dual nature ofman
in the following manner: "Women have gained only what men have been rvilling to grant. They have taken
nothing, they have only received." (Sirnon De Beauvoir l9)
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DRAMATIC ELEMENTS IN TENDULKAR'S
SILENCE! THE COURT IS TN SESSION

INCOLE KAILASH M.
N ( lirr,, ( irllt'gr. )rtrl,llrl.

Abstract;

An altenpt is made to unfold the drumatic eleuents enployed b.y ltij ay Te ndulka r's in his drama Silerrce! Ihc Court i: in Stssion so
!\'uluate lohihat extent these elenents hate helped the plav--/ight to p,.csent hi,e plot ellbctiwbt.
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INTRODUCTION

ItlE\lLS -.^,.^,...r'1,..1,,1....\\,,r,ulr.,llll(lrJl'rl'r'l 'rtr<l<'tt rrrrriztrl
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lf ilili[lll|i:J:$::::i,'J-:Iil:iir,.'',,,'p"r'io"r'"r ,,unn\or ri'|rri- 

tnilr; d,,,nini,i,,n.,d r,(r

ll::"'l .il:i,,.I,; ;"n,0,k. ,, -r: :ill:i[:il "I:lT:: a,[:T,l:fjlilliiltljiU l:1;l;{,,h\u\.r.rt trial crplod< rh( rn)tlr o' 

"i,,,liii"i 
i,,,"a., 

'",.':,0,i,.,'::'l:,:,,,,.0,..rctrc\rhr(.ur\c.rr,,ni1rhiol,.llial pheronrerroll i\ dellhcrirl''1. 
c .rlr,l ,cll: i.\(rtu(l Irorl\,11] !\ nlnJn. \'

I lrr riiav nrltates lhe \lor) ol a carclr

r,on,i oi rn.,r"rir1 r,) k(epi,! , ,'.:i:J';ll':.lill,::'lll*:.ilyl;l'lll;li:,]l:i i'i.T';,I;' 'll;
i:lllH:l"lliill'l.llil;::l:llil'i:illlli.i, ii";;i;;';i:Jl;:"::,",'lll",'.*il,llJll':i[lliJ:i::i;
ruorrrirrrnrarrru!i\cre!irNlclro,:".,:!']:' ..'^lli 'lljl:illi,lll},iiJl.',,,.rca.e rrrorri,r,r,l ,,rrrcrr.rrlrr'

,, n,n.n i', ,nat. ,t,',,,irrat((l 'ior ieti(''. l.''(].l 
ili,:"llJ, l]:,i. ,,, "',-,il'.r,"r 

.ocier). rlrcrt. i. rr,'rrlrnr lik(
l,;re rrct arrrnccrrn! 'trclr n't"n'Y'.1,:;,i.';; 

n.,or..:ri..r1 i.cr..rrrtri rr.: rtircl'lll...,1],1,,,,,,,,,",,,.n,
ernoli!,.s ard 5cnrinr"l,'' P"'""'lll;,;;:i.,,",,,,,,.r,r,*.i.,j.anr(\(ro.ti

tlri:'sltorr'rlrairlrcorr\(rrrronnl ""'''"':lli',':-'..'::i-:l'''i'.n,,"r',,"-frr,,il srtlltattns rtnri \4r'

,,,.*,""i,1".li,"'n,,,;i';;'r'llll'llli:i:'#[JfI,lillillil.i[iiil:l:iJifl:illi::ilfl'*l
Kaslrikar.rtrlr ar(prc\alcrr rrlIh(''1.''i.;ji; ,. f11; r111111 g1;rnrPlc,.1r
l,rre ollair \\ith lll'rl'e'\or Dunllr' M

derogrtirrgl,ct'otrlrscr r\.\:a\cral Lllr(..tr,,rr\ (,1 lo\e.{(\.indrn,nll \all ('llr,ll Jr(p'(\ill.,lll
Ar)rrt lronl thi\' th('PlJ) ril

in llr( {)(icr\. Mor(o\ (r rlr( pr(:ru, ;iu]]:lrl;.|i'i,:,..::r.,.nrl,ra)-rlrarbrinr,'ulr($(rirncn'ion:'ro 
j..clr

reading.

*"ot' 
,n. prar I'r' erpc rll strLrcr'l '((r r\l{rr 11 '5 'i.plc " l" ll'lifl:1.'']1" lli:;lilll-:ll;;)::'f"]i;';11

ilri:Hl"l.'xi,'"'"..iJlJi;ll[:''Jl*l::llll';':]i:li 
'l;j:l:'i"':l'1"]'l;:i''ii';'h." '' rr] uc'li '\'rl

ii:."u,i:.;.i:.,,.,,.i,i".,,..tiliiJj,TljliltUl:llll'l:lln;n[:llllliilSi:lii'.:,tl).:l
rl rauiall) urft'lrls tlr..''.'l' 'lt]*,,1:':] :1,,,.ri,,c- rt . plar i. .., rr<ll .r.,rrLrr'(d tlrar rlr. d(r1rrrr(rn( rrl

Mr. Kashikar. collcerllln! t(r tttni

Lrnravels itsellas lcversal'

SETTING \rlr..-,J. I I ( , 
| 

, .. , , \ , r 
, r . I . , , . r . r:, 1'r' '\1,(rcll'cr":rr \\!\l"hirrr'l,r'n(rl

, ,. ,, , , 
':::;iil:iril]:: 

illl '.J I 
''l::" 

'' i'''' 'u: ''' '''1 
r' '' * r' '"' 'r',,,'*,1:liJi'.1':;,'.::,,':i:lil:l:

:' ,,,r'i.r'1.i ""' 
ol''rrd<r' "rr 

rrr\ \\ill :r"rr''\\"'rr'"rrr lr"rr''"r\''l r' rr''

i:,:1,:.i;llt:;l::11,,:i::lilil:,il,l"rtl;:ii],,,.,:tt,i:, 
li,,t,l."l;,,;li:;,i;:ti;,,il,i;'iiltli:r:

.,,,,.,.r,"'L'i,irr.l,ia.,.l,,.;,::,l],..':,1,1]ili,l:.:,:i,,',]:il:;.1':il:i:r,l:;;,'...,,i.,r,,,,'..,,,r
(\rd(r,(.. c\l\ pirr. plrcc l\r \(r'rtrr\llc$ 

-) :,. .- ,',,,;,,,.1,r.,..,,.,'. f(li(l lortr(ih.r..r.'l(r'.r'\\(rl
I l'.rLl:!ll ll (l'( Jl( 't'nlC lllllr\('L lll !\'lll'r'Llll' nr \1r' \'' 'rl l lll'( fl\ c' ("

^s 
t(r r_he atl(licllce'

DrcrIoNlrANGUAfil,, i,. ,*,r ir \:r<,r,ri r u (.,.1.,r . : ':,:::li:,l."ll..,li;il:li'],il;:]:llL lil:
.,',u,,,n,,q,."1,i.i,',i,:-"':ll ]]:,::,ll;,lll'.,[l,;illi1,],1;:,,'i'"';'li,'ili,,:l;:i;.".i",'+'i''t.'"'"'"'
lirsrrir:re. r'hr tlt,rr'. rrr,,1 ,""::]:t"'ll],;,i.,,.'i'.,: 

.io,rpr" lirrs. lilc: .Jarrarri larrrrblturri.hclra s\ 'rr!adhl'r
i,.i*tr.,,rl,.:i,r,p.'n"Ic<,\l'lh(srrrralrrrr'l.:'-:':ii".'.;:;,'iul'tt,.'urr"r'r"aI:\t,,rl1(rird\lorlr(r

xltl;lti,iil;i:ln:t,l"tl'l'l'iiJil'i'i'lI;llii.l';'"ii'"'lill"l"ilil]r 
ir"ri'"''''""i"'r''
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pla) arc characterized by a certain idiosyncralic usc of's\ nta\. Nlost ofthe utleranc!'s are sho11 and ther. arc
abundanl pauscs. naIked by nrrrrc|orrs dols and (lal\hcs. llo!\e\er.\\'henc\erscriouslopic\arcdiscussed.
the clialogues pick up a flster rh)lhnr ancl the senlences certain depth and tirllness (l)haran 6-i). AboLrt

IcndLrlkar''s dialogLre $r-iting- lhere are no t\\o opinions. Hi\ chafaclers are lhe outpu{ 01 hi5 ntinllle
obser\'.tlion ol'the socicty. E\,ery detail ulatters lo1 1() him. 11 is because ol lltis lhat his charactcr\ are not

types bLrl thc lil ing and movilg persons irt the sociL-l).
Silcncc and p.luses lbrn an irnpoftant elenrent in lenclulkar''s plays. ll means and speaks a lol in a

play. 'FLrl the lllst tinre ltndulkar allenrpted to sho\\ thal an unspokcn nleaning lal'belond thc spoken

uord. Peoplc loved teasing us iu thosr dals. sa1-ing 1or.rr lcnclullar uriles,lnlt- halfsentences. BLlt thcsL-

halfsentences had thc po\\,er to create sonlething quilc tremcndous. t hat is * hy i teel lhat thc acting idioln i

rvas erploring fbund ils perl'ect nrath in Tendrrlkar's rrliling ( len Arri Anlhi l-1). llorvercl he has rvritten
this play irr a natur alistic rnanner. The language i\ bold and L'\Plicit.

PLAY-WITIIIN.TIIE PLAY /MOCK-TRIAL
The ock{rial in this piay is ir systematized plan or gamc to trap I\'1s. Benii|e. Ihe n'tock-lrial

lbrnrs thc basis ofthe play. As all important actir itics like accLrration an<l.jrrdgrnerlt occur in lhis nlock{rial
nhichalrnostlirnctionslikeaplay-uilhin thr'l)la)'. Ihcreal pcrtirlmanccuassupposerllohirrebecnN4ock
I-a\\ (bLl . tsul befbre the real pcrlbnnancc sta]1s. lhc nrocklri.rl has becn intentionally organizecl to
ridicule NI s. BeDare. l1 is thc nrock-t|ial lhat caLrses the tefln inal 'reversal' itl the plal. "Bcnare. $ ho has all
bccn baiting her male coLrrtcrpa11s. ends Lrp being the game rull]lessly Ilunted and baitcd t)] thcnr all. This
clcnrenl ol're\ersal gives the pla-r- its uniqrre cllanralic sisnilicance (l)haran 6l). lhe nlock-lrial e\poses
thesadistatlitLrdcoflhecharacterslikL-Ro1'dc. l'onkshe.KatniLandMr'..1r'lrs.Kashikat'. Ihc.iealousl antl
\\raththalhcapedupitlllhesey.ars.againstthelibe inecharacterol Ms. Benirre is tlrLts t'cliereclthtottgh
this pla) rrithin-lhc pli),. All the characlers si'erncd to harc uangc'd up against Benare. As the charyc is

ler clcd against her. the mock-lrial docs nol rcrnain rnock. bLrl beconres real. and discLrssr's a rcal litt er ent.
( lrrr.r.'l(ril.rliL tr

..\s it is ear'lier cliscusscd that Ien<lLrlkar \! rite\ in a nnturalislic manncr. His characlers never seerl
to bc unreal and ronranlicize(l. "Thel itre lhe lirsl and lbrernost hunlan beings ol llesh and blood rvho dlarv
theirleatircsfionrtlrc\\idesl rangcolobserreclexanrples (Gokhale32). Hischataclerslivcoutlhcrolcs
as a lir ing and real pcrsons and not as I card board character o t he moLlthp iece ol'the p lay\\ right.

l-ecla lJcnare. the mo\l originrl ol lcnduikar's characler. is dra\\'n \\ ith greatest care alrd conlplctc
itltention. Shc is a \\onran. l'Lrll ol llli-. \\ho al\a\\ lilcs to eniol everl bit ot Iitt. llet l'eeling tbr liti is

reflectedinthescnlcnce."\\eshrrulcl laLrgh.rleshoulcl Plar.rrcshouldsing.iluecananditlhel lelus.rre
shoulddanceloo (Fi\el']la)s6l). Suchaninnocentiharaclerisnradetohumiliateandsut)ir.b1 thcother
riciotrscharaclersinthcplar.lherea.onL.ehrndhcr lrLrnrilialior ancl crploitation is hcr rebcllioLls nalurc.
She opcrll opposcs and lejccts the con\.nrirrna \lllue\ ol ti)e o11ho(lo\ sociely. Be)ord doubl she ha\
conrnriltccl ntistaLes or one nra) call lhcnr sin\. bul slill the question rernairs. -\ras she all alone in thal
ctimelll'rol.thenwhyshealonetobcsulli|cc1 antl prunirhecl.'Iheplayraisessuchrlan)qucslions.\\hich
probabl) cannol be ansrvered. One sLrch hean-r'cnding rlucslion Benare raises in her soliloclul. l *as in
lor e u ilh m1 molhels bl other. Bul in our str ict hoLrr.'. in the pt imc of my untblding youth. he $ as lhe one

u,ho camL'close lo me. Ilo\\ \\ as I to kno\\ thal il i oLr llll likc [r eakins yo!rrsell into bits and urelting inlir
onc \!ilh sorneone. lf]outcltthat.iuslbeingrrilhhint{arearvholetneaningtolife andiIherrasl'ottt
uncle. \!as il a sin? Horvever. one nra\ obser'\'c ancl praise Iendulkar's arl in conlbining rcbcllious and

ltntinine clualities in Berrarc. flcI ltm ininc nillur e can b!' i..n in an e\ cnt \\ here shc obiecls Po11kshe not to
call Proi.l)amle. a scoundrel. This t) pc ofirtlilude can lre c\pecled Iror1l !\'olnan onl,"'-

ln lhe lighl ol ll'lc protagonist [-eela Benare. i]ll ()thcr characlers sccrn vaglle and Lrnintpo anl.
Becausc thcl onl), assist in the linal lr-agedy ol llc'nat'c. Th,-'1 arc nrere rr itnesses who slleak about Berrarc.

[:-r,en the play$righl gives ver] liltle attenlion in delineatiug these\ portrails. lhcir characters can be

srrmrred up in a single line that the) all are nralicious. spitciirl. lacade and sadisl.I heir spileiirl nature is

sccn nol onl), aftackirlg Benarc. ilut among thenrsel\ es al\o the) are not Llnited. They look dou lt upon lo one

anolher. Il \\()uld bc Lrliusl here to ignore M|s. Kashil'ar's charactct'. Mrs. Kashilar is the trLrcst picture o1

nriddlc-aged. nralried Incliar housewircs Shc is ouc ol thecorlrentional.olthodo\andsurt'endcrcdlnclian
hoLrsesires.Shcislh!'r:\amplc'o1'thlislorrreneml'. 1\'lrs Kashikar upholdsthcmoral \aluespre\alent irl

the\ociel).Shestrollgllbelieresllratrromcnmustibllo\\somelinritationsinlileSherellectshcrideolog)
thtouqh sentcrcc. -slroulcl thele he ntr linr it 1o ho\\ ticcll a sonran can behale uilh a nran. An unnrarrieLi

\oman.)Nornllterhorrrrcllslre knoushinr'l (Fi\el)lalii 100). lnsteadofbcings)rnpatltdictotltep!'r:on
ofhcrounser.sheislurlcandcruel rvith l\'ls- []enalc. licrcollusioninthealtack,lfBenat'cdenronslral..
hori\\onrcninlcrnalizethedonrinanccolDlcnoverlhensel\csasanatural phcnonrenon and luan agaitt.:
othcr tmnsgressing \\onren as {he 'olhed" (Pandit 68). Anolher inlporlant characler is I'rtrf.Danllc $h.' i.

li \., . 1 1il t,.
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phlsicall) absent in the Pla).

MONOLOGUE:
The nlonologLtc at the end ol llte play. has becorre rclr l'irrrous in thc ct)llteliporary Marathii

thealre. fendulkar\raiallagainstsuchmonologuc-becauschebelicicclthat siletrccismorcinlluelltiallhall

thc \\ ords. Bul (lLtc to his tlitictot's conslant p rsilatlcc. he had lt) inscn tllc ilnal \latelllent liom []enare. fhe

nonologuc allou s M\. Benare to breal' the silence that \\ iis illlp()\ed olr hcl. Il i\ an otltlcl to hcl sLrpplc\\cd

t'eclingsi She is accusecl ofthe ctirre ol inlanticidc uniler seclion n..l0l ol lndian penal code. All het

attemits to pr.otest ar.e callously d'ou,.ed i. Kaslrika. the nr.cL.iudge's inrposition ol"'Silcncel 'Ilo*eler
,,lc bieaks thi. ,silerrce, ar the end of the play- \\ hen shc b rsl torlh into a long and b|illianl monologue.

-*:hi"h bring, out in nrost eloquent ternrs. hel love oI lite. ldcusing * ilh aslottishing Lrrilliance on her

betra-v. al at tite hancls of lrr.of.llanrle. antl the consequenl lolltlle al the hancls tri hct' lellolr chamcter"
(Dharan 6l).

l,r.om the lclninisl poiltt of \ ie$. the monologue is ol grcatest imptrrlarce lirr il ulltoltis the ittneI

psychic responsc ofthe accused to the tor.lnentatiol] ar(l hLrmiliatitri rrelc(l ,rLri :r1 thc hands ol her lellou

coileagucs.' t h'ouglt soliloqtt,,-. Benarc relales hcr heall rending:uliiring in \o called l)loderl and

sophisiicat.'c1 sociJty. ln a rriile-dorn inaterl tniddle chss Lrrban :ocictie. rrotnan is tltrt conridcred as a

human being N ith clltotiolts and ti-elings. bul she is taLcrt as a 'bodl'. a tltrtrg tirr lhc plcn\tll e of men. used

and throrvn is ifa use-an-thro\! object.llcr agonizing l'eelings can be sccn lhrott!rh 5.ntetlcc: I otlered rlll

bo(l), on lhe altar ol'm1 u,o|ship.Anciulilrlellectual(jodtooktherrllcrin!anrirrtnlhi\\a\.lle$'a\anlan
lbrirho6eyerlthinguasolthe boclyl I'hat'salll Again.thebodrllhi'todr i.atrailorl Id!'jpiscthisbod)-

and lovc if (l';\'e Pla) s I I8).

COMIC RELIEF
In the adIti\1Ure o, trrtse and conlic alrnospherc ol the p1a). leI]iiL:lxat irrilliatltl] adds con'lic

palches at thc app.opliatc places. lhenosl l'amourconticrelieti:.ploritl.',1 :lrllr.Iln.piltingcontest This

lccur.s ilstantll-'afiet lhe scriou\ and sra\e charlic thal ir labcll.'d a!arrr'i Il.'r.rrc. ol irrtilillici(l!- Whclr

IJcnare is ilurrblbuncled atler lhe accLlsalion ofinl'anlicide. thc parr \fillill!.(,nl!'\! helps ho to tegaitl ltet

composrr|c lbr. at littlc \\ hilc. Apa( liollt this lhcrc are nulrei {)rrs conrrrlcnl\ lr nlll Sirnlllll. i\11s. Kash ikar to

laugirat. lhetug-ol-\\arbcr\\eenNlr.an(lMrs.Kas!rikaIiralsrrqililcarn.r\rn! ( )rrc' .rtch c\arnpic liom the

te\1is:
''Nlrs: Kaslrikar: shall l be the accttsecl,,) Nlr. Kashilar: \i,. th.' tninlrte thtt,c.: lllll a chilnce lo butl

in.yoLr,r.erighlthere.pushinglour.sellloruarrl. lt,lr's. KashiLar': In.,usll \., Irrorrtbethcaccused. Ihope

thal pleasts ) olt (frirePla)s7l).
soN(;
Song is I hc mosl rcprcsenlati\ e all ol'olre'\ cLtltutc. tradititrn anrl lili

Thcr.etble i1s replescntltion in lilcralurc is nrrndatorr. ilo\erct Icttdttlkar''s \\ritillg is lhe

oLltcofie ol- his obser.,iation ol the societ). hcI]ce the song\ and prrcIn\ llral nre prc\ altrlt in thc society. at e

ought1()bethepa ol'his*r.itil]g.Therea|etirLrIsntall.ortlrrinlh:'fl.t\.{llale\ullgb) M s. I -eela t}enale.

Ali these lirur iongs ar.e meaningtirl. sl mbolic. aIrl ol !rcar drarnallr .ign;tlcance. Ii)r e\amPle lhe Ilrsl

song that Benare sings ill the openins sccnc:' 
Oh. l'r'egitas\\eethearl.\\'hocarriesallnrl lr.rLrk: lleplalsinnrl dcrllhouse-andsalshelikes

m) looks. I'lltcll);ilasecret.llc\\antstontarrr nte BLrlmLrIrrr\ ta)\. lmtooliltletoha\cstlchthoughts
as these- 11:ive Pla)s 58-59)

t he song is too meaninglirl a: it teli, u. ahoul ll.|ar e 1l i \l lo\ L'ai-flir \\ ilh hcr nlaternal ilncle. Slle

*as c1ee,l1 iu lr]ie u'ith her Lrncle. bttt shc c.ulti Irot nlarr) hinl' Becatrse he tttt'n a*ay liom his

rcrponsibilitics. Mot eorer. her o\\ n rllolhcI tpP,.rrtcl to lhi' tnan iage.

Ihcsecon<lsongthatrrakesher.ealizc'thatrherctillothinginthe\\orldthatshecanorln.orcall
heroir n.

The grass is gt'cen.
I he rosc is led.
t his boo\ is nrinc
Iill i arn dca(l!
I lr(llrir(l:,',tr! ..,luctrrh\ \lllf..lr P.rr:

LJur f'eel lread upon tlllkno\\ n

Ancl dangcrotts pathr\ ays a\ crn'lorc-

And the \\ oun(1 lhnt's borl1 to bleed
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Bleeds on for ever. taithfully.
There is a batile solnetimes. rvhere
Defeat is destined as the end
-----------spend------- (Five Plays 62-63 )

I he poern by Pai is more signilicant as it presents the absurdist vieu oflif'e. Life is rneaningless, it
is dest ined to be del'eated. l he lasl sorlg is er,en nrore syrr bolical. in it Benare Darrates her who le story in-iust
four lines:

The parrot tothe sparro\\,said.
'why. oh why ale youreyes so red'1

Oh. my dear fliend. what shall i say l
Someone has stolen rny nest au ay. (Five PIays 74)

ln this sorlg'parrot' is synrbolic to Samant. and hest'to the chastity ofBenare.

Apan iiom the techniques and devices discussed earlier there are other devices which may not
deserve such detail study. but without whose mention this chaptel cannot be concluded. Thc first such
impoftant device is syrnbolisrr. which is abuudant throughout the play. The playwr.ight ,rakes ample use of
sarcastic and paiadoxical words that contribute to the synr bolisrn in the play. Besidis th is, the use of irony"
satire. pathos and mock elenrents. are praisewofthy. In sho11. Tendulkar,s genius as a playwr.ight lies in the
subtleties ofhis writing skill. He uses these aforementioned devices with a view to criticize the society. He
excels in his both roles as a playwlight and as a social refonlter.
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Soyinka as a Dramatist
Dr.Ingole kailash

Asst. prof. Rajiv Gandhi mahavidyalaya

Mudkhed Tq. Nanded, Dist. Nanded

Anglican upbringing, direct experience of the theatre, influence of Westem writers,
)oruba God of iron (ogun), communal rites, rituals and individual disposition to life, have

:-oe a Soyinka's concept ofplay writing. It is because of this varied and first- hand experience

=:t u e notice novelty and innovations in his plays. He has used variety of dramatic style's for
::s plots. Tradition is his one ofthe con-current themes along with this he covers large variety
..: themes like: the clash between modernity and haditionalism, power-politics, sensuality,
:..,mrption, hypocrisy and sadism inherent in human psyche. He always retumed to the Yoruba
:,r:ts for the themes of his plays. His every new play deals with new and different tradition of
:e Nigerian society. Soyinka employs Westem theatrical devices to narrate this tradition. It
'; as a lyrical blend of Western experimentalism and African folk tradition.

Except'The Lion and The Jewel'all other plays that have been analyzed in this study

-e tragedies 'The Lion and the Jewel' presents the clash between modernity and tradition. And
::dition finally wins over the modernity. Modernity is represented by Lakunle while Baroka
:::resent tradition. This playful comedy touches upon various other themes like love, sex,

:': ii er-politics and cunningress. The playw,right divides this simple plot into three sections:

::ning, noon and night. The manipulation of mimes are done to comment on the past actions

-:- : musical way.

Msiska thinks that, *Tragedy is Soyinka's primary love, for it offers him a language in
.':;h he is able to fuse imperceptibly his interest in the metaphysical and m),thological with
::-. rcarder political concerns. Yet, even here one notices that his approach ranges from the

:':-.r' ofAristotelians paradigm to that oftraditional African modes ofnagic ( 153). His tagedies
:. --ll follow the Aristotelian concept of tragedy. However there is a controversy regarding
:e :ragic and comic modes of his two plays: The Strong Breed and Madmen and The Specialist
S-..:nta shows tremendous alerhress in the maintenance of the tkee unities of time, place and
.r:t:n. Almost in all the tragedies, Soyinka's choice of the hero is very careful as his suffering

-e:,- the audience to the cathartic effects.

Soyinka's characters are types rather than the individuals, they change with course of

=< :ction. The duality ofthe characters is the characteristic feature ofhis characterization. The

:,--:plexity of the characters might be the cause of realistic nature and life-like presentation of
--: siruation in the plays. The close and detail study ofhis characters bring to our notice that he

( ((<((((((((((<<((((((((<<(<((<<((((((((((((((((((((<<
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Lakunle, Baroka, Eman, Blind Begger and Igweze enjoy intemational reputation.

Soyinka uses easy and accessible English language for his plays. The probable reasoi

behind this was that English was spoken and understood by most of the Nigerians in the

contemporary period. Though the plays are written in English, the indigenousness is retainec

with the frequent use of Yoruba proverbs and songs in them. The musicality is the another

features of Soyinka that brings him close to Yoruba culture and tradition' The drumming'

dancing and singing are unavoidable parts of Yoruba life and culture. A Yoruba society cannot

be imagined without the presence of dance and song. This inevitable element of Yomba life is

introduced by Soyinka time and again or wherever it is required in his plays. His plays are

replete with song, dance, mime and pantomime'

Soyinka,s concem for his society and the \r,elfare of his people is exhibited in almost all

ofhis plays. He lashes out the weaknesses ofAfrican past and the present society. He compels

his Jience to think of the fossilized and rotten traditions and attempts to make a better

society. He can be seen as anti-religion, anti-government and anti-establishment in his pursuit

of a civilized and ideal society. The other elements like the play-within-the play, reversal,

peripeteia, comic relief, Deu-ex. Machina are noticeable in the plays of wole Soyinka.

Thus, Soyinka mixes African traditional elements with westem form and style. By

exploiting the themes from Yoruba cosmology, the playwright intends to touch the sense and

sentiments of his audience

Works Cited

' Msiska. M. Wole Soyinka, Atlantic Dublishers, New Delhi, 2010

l-Fii-llf

\:i-' -'-

Lli- .-

mfitnr0UN

(((( <'

: --((<((<(((<(((<<<<<i<<<<<<<<(((((((<<(<<(<<<((((<(((<(((((<(<(((<<
Volume Number 8, Dec. 2013





Reg. No. MAHMAR nU1A7724

adst

Chief Editor
Khedkar Arvind Eknathrao

Executive Editor :
Dr. Vailayanta N. Patil

Associate Editors :
V. P. Morc
Narayan Khansole
Anand Vyavhare

Editorial Board :

Dr. Jagdish Kadam
(Yeshwant College Nanded)

Dr. S.V. Ghule
(M.C. B.Ed.College, Nanded)

Dr. Anant Raut .

(Peoples college, Nanded)

A.Prof. J. M. Kondre
(Yogeshwari college Ambejogai)

A.Prof. M.M. Bembalge
(N. C. Law College, Nanded.)

Oflice Add ress :
Nagsen Nagar, Ganesh Nagar Road,

Nanded.

Cont, no. 99605616'12,

9 527 406 t 2t, 997 037 96U.
lokas t ha ma gaz i ne@gma i l. co m

arv i nd a 
-khed 

kar @Yed iffm a i l. com

:m99 Wd-aoey

Hypotheses : An Essehtial Component in Research

Shri. Bhosle P. E.

of Power in Tendulkar's Kanyadan

Dr. lngole Kailash M.

Contribution to Economic Thought

Mahendrakumar M. Bembalge .... .. tq

yr6{di1 qt6ffiqrlpizql gqgiq1 ?irizrR

sr. qtlq qs.d.

FqtsuuF <rmrian tnm : {4l!fiIr€rrq $ti{{FI
qfiqr rtqrh qrrdg

q6{rS6 ryaq k+r{qrfoa frrHsrflrs q6lffi
riqqtrr z+*erqm tsr,=a {{{ql

H'd.$qqnnmq
l+{ca tiqtdq d+-gd q oflqrqrrdr

. cIYi q-{{ll{I ii{r6{rq;i.
. 
_ 

: i,,,;
qrrarqr Bt{fr qIcR : f qfri}5 n. nnttr6,<e.....

, trr.-e ,dql{} s $+ftETrqI qrq qI Ei6's'i qi5'Rrql

iri'4r{rn{+{{TsA-€rcqra
qr. Bi. d-+ryqn qiqrd .......

rtfir#dqrqir+ $-d-#d {qf,I r * qr qqifrf, fualrqiql
ttsr dq{+d T6iqr olqrq or"} q are( Ecrq Vqkd

qt. EIqi gqr rEr{a ...............

a-san lrrftr t{r&q dffi* {ffit*
cr. sL oTR. ' sa ................... yq

IY

iq

opinion expressed in Entire Research does not reflect the policies or views ofthisjournal, but of
the individual contributors. The authors are solely responsible for the details and statements in

their Research papers or articles.



Exhibition of Power in Tendulkar's Kanyadan

Dr. Ingole Kailash M'

Tendulkar's major plays deal with the theme of power and violence'

SamikBandyopadhyayinhisintroductionobserves,..Tendulkarstudies
oo*., *a ,ioi"r"" in the spaces institutionally defined the specificities-

"#;;ft;; ti,", "., serving io camouflage the violence in the exercise of

;;;;t Th; trt ttutionsthat-are exposed with theirpowermechanism include

"^"a{. ff"*"/a), performance (Silencet' is in Session' The family (The
^ 

i"i*"il, ri" ttii" ic lr t lrtro* Kotw al and Enc ount er in {Jmb u gl anfl 
' 
society

"rl--"i"iity 
(Kaiyadan) and sexual motes (Sakaharam Binder and A

iri""a't stiil" (XIII) As institutions come to embody power' power

urru*.. un inrtlt,iional body, its practice defined and determined within

;;; ;;;*s of particular institution' Samik Bandvopadhyay observes

further Tendulkar's concem with the power'

toOver the Years he has become more

And more concerned with the machination

ofpower in its several interfaces"'(1)

Ever since, man became, fearful of nature, he tried to overpower heq

hv this or that wav. In this effort of domination man is dehumanized to a

ei""i._iJir,e aiienation proliferated within the society and brought about

iuriou, divisions in it. fne sffong urge to be powerful made some few

a"*i""irg over many less powerful' The less-powerful people give away

ttt"i. po*"i UV accepting the hierarchy and ideologies' religious and secular'

it ...fo.", there is ut*uy, u struggle of lower rungs of people to take back

it-. fo*". urra right from the uppiirungt of peoples' Steiner points out that"

oeople of higher rungs get muih *ot" t""ognition than those of lower rungs

i. i[. ni"r#fries of-th*e society. In this rat race, some go up and some go
..- 

-,;;{f iS 140}. It is a psychological fact that a human child' like its

un".rio.r, feels powerlest, ut it U""o*es conscious of its identity' Family

forms the tasic training ground where children are trained from the beginning

ir,fr"t. roles. In a typlcal family, father plays the persecutor' mother plays



the rescuer and children play the victim. In Kanyadan, Nath, an ideal socialist
Brahmin, play the role ofpersecutor, and Jyoti, his daughter the rescuer,
while Arun plays the victim in the beginning, and finally Arun becomes
persecutor and Nath and Jyoti the victims. Kanyadan,unlike Silence! The
Court is in Session, Vultures, Sakharam Binder and Kamala, demonstrates
male dominant politics. It is the recently translated and published play. The
play shows how the ideal people fail to achieve their cherished aims and
create new problems. As it is discussed earlieq in an idealized family, the
figure offather is persecutor and children are the victims. The children of
these ideal people often become victims of their experiments and ideals.
The play also portrays how these ideals oipple their minds, and their thinking
and their perception ofreality. Jyoti the central figure ofthe play is very
much impressed by her father's casteless societies philosophy. She likes to
implement her father's ideals. Under this impact she unconsciously falls in
love with a dalit boy Arun Athavale. Thus, she risks her marital life. In the
beginning she is dominated by her father and later by her husband. Power
comes into being with the recognition of male idealist values that force a
woman to follow a particular path. In the beginning, under the influence of
Nath, she shows the openness of her mind; and later with Arun, she accepts
the cruel, narrow ways of life.

At the very outset of the play, Nath Devlikar reveals his socialistic
character. Because ofhis moralizing tone his, daughter Jyoti says, "Bhai the
way you talk, it's as if you have been appointed for the task of reminding
people of their duties. His son Jayaprakash calls him "a social repairer"
Nath considers the call of the nation far greater than the call of his wife. In
such an atmosphere the play is set. Nath being a social preacher had impressed
all his family by his ideology. His wife Seva was also socialist, fighting for
the rights of dalit people. Jyoti, their daughter, directly or indirectly,
influenced by her parents worked the broad ideologies. She falls in love
with a dalit poet called Arun Athavale, to whom she met at socialist study
group. Nath is very happy with her decision to marry Arun. But Seva and
Jayaprakash are a little worried, because of the non sensical behavior of
Arun. Seva even fore*arns Jyoti about it.
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"Your life is patterned in a certain manner.
You have brought up in a specific culture
To erase or to change all this overnight is

Not just possible. He is different in every way.
You may not be able to handle it. (Kanyadan 13)

Jyoti neglects her mother's warning and stands firm with her decision

to marry Arun. When she takes Arun her home, Arun because of imposed

inferiority feels uncomfortable in a Brahmin house. Se he requests Jyoti to

be with him all the time. when Jyoti asks him to accompany her to kitchen,

the male chauvinist arouses in him. He says, "Men who sit and chat in kitchen

are pansies." Jyoti is shocked, but she ignores it' When Jyoti cutsjoke at his

view point he says that he will beat his wife, he feels challenged, and

immediately twists her hand. Arun himself had given a chance to Jyoti to

see a male in him,.But out of awash to do something different she ignores it.

Arun, again, reveals his character and upbringing, when he is introduced to

Seva and Jayaprakash. He repeatedly makes Seva and Jayaprakash feel

awkward by hii talk. He tells Seva that he can earn good money by brewing

illicit liquoi. He further says that it is a good business for a man and his wife.

Even children can be employed to fetch pan and cigar'. This was an example

for Jyoti to understand the nature ofArun. But because ofher father's socialist

ideaiism, she becomes blind to all this. When Nath is reported about the

rude behavior of Arun, he finds it as an outcome of cruel treatment that he

and his family received from the upper classes. He is not ready to call Arun

inhuman. But he expresses his greatjoy over realizing his ideal ofbreaking

the caste barriers through the marriage of Jyoti and Arun. In this way, Jyoti

gets her father's moral support in marrying Arun.

Jyoti works and eams, while Arun spends it. He drinks and beats her

mercileisly. When it becomes unbearable to her, she leaves Arun and re

turns to paients'house. Nath takes this cruel behavior ofArun as his despair

due to the lack of residence, So, he offers aroom to him in his house' When

Jyoti is not ready to tolerate Arun any longer, he comes to apologize to Jyoti

und h"r family members. At this time he accepts his barbarism and does not

hide anl.thing frorn them. Nath intervenes and asks Jyoti to go with Arun.

!
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He feels proud ofhis daughter to accept his decision and feels proud ofhis
idealism.

Then, Arun exploits Nath by asking him to talk over his autobiography.
Nath is unable to bear now, because it was against his ideals. But he had no
option, because he fears that if he would not appreciate Arun's book in his
speech, Arun would beat Jyoti mercilessly.

At last, Jyoti is forced to accept Arun's culture. She tells Nath how he
is wrong and Arun is correct in the end. In this way, she plays the rescuer
whileArun the victim. His role prevents her from perceiving the reality. Her
rescuing at, first, makes Arun behave more helplessly and then encourages
his feelings ofinferiority. Consequently, he shifts to the role ofpersecutor in
order to feel powerful and beats Jyoti mercilessly. Jyoti gets back to the role
of victim. Nath is as good as Ghasiram in making his daughter a scope-goat
in his experiment. In the earlier period, it is Nath who dominated Jyoti with
his powerful socialist idealism, and in the later period, it isArun who exploited
her with male dominant philosophy.

The play 'Kanyadan' is controversial in nature. It arouses the eyebrows
of many conservative people of the time. It was severely criticized as an
anti-Dalit play. But it is the play that got Tendulkar 'Sarswati Samman
Tendulkar, in his speech ofthis occasion, says:

"You are honoring me with Sarswati
Samman today for a play for which I once
IIad a slipper hurled at me. Perhaps it is
The fate ofthe play to have earned this
honor and insult. As a creator I respect
both the verdicts." (Sarswati Samman Acceptance Speech)

References:
l) Bandopadhyay Samik "Introduction, Collected Plays in

Translation", Oxford University Press, 2004.
2) Kanyadan (trans.) Gouri Ramnarayan, Delhi OUP, 1996.
3) Sarswati Samman Acceptance Speech, March 3,1994.
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He feels proud of his daughter to accept his decisior.r and feels proud of his
idealism.

Then, Arun exploits Nath by asking him to talk over his autobiography.
Nath is unable to bear now, because it was against his ideals. But he had no
option, because he fears that if he would not appreciate Arun's book in his
speech, Arun would beat Jyoti mercilessly.

At last, Jyoti is forced to accept Arun's culture. She tells Nath how he
is wrong and Arun is correct in the end. In this way, she plays the rescuer
while Arun the victim. His role prevents her from perceiving the reality. Her
rescuing at, first, makes Arun behave more helplessly and then encourages
his feelings ofinferiority. Consequently, he shifts to the role ofpersecutor in
order to feel powerfirl and beats Jyoti mercilessly. Jyoti gets back to the role
of victim. Nath is as good as Ghasiram in making his daughter a scope-goat
in his experiment. In the earlier period, it is Nath who dominated Jyoti with
his powerful socialist idealism, and in the later period, it is Arun who exploited
her with male dominant philosophy.

The play 'Kanyadan' is controversial in nature. It arouses the eyebrows
of many conservative people of the tirne. It was severely criticized as an
anti-Dalit play. But it is the play that got Tendulkar 'Sarswati Samman
Tendulkar, in his speech ofthis occasion, says:

'You are honoring mc with Sarswati
Samman today for a play for which I once
Had a slipper hurled at me. Perhaps it is
The fate ofthe play to have earned this
honor and insult. As a creator I respect
both the verdicts." (Sarswati Samman Acceptance Speech)

References:
l) Bandopadhyay Samik "Introduction, Collected Plays in

Translation", Oxford University Press, 2004.
2) Kanyadan (trans.) Gouri Ramnarayan, Delhi OLP, 1996.
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NIajor Themes in Tendulkar's Plays

Dr.lngole kailash m
Asst. prol.

Raiiv Ciandhi nrahavid1,alal a

MLrdkhed Dist. Nanded

Ihe crtrrrnorr lltcntcs in 'lendLrlkar's plars are rinlencc. se\- po\\er-
' .:,r,n()l'\\oltenandtherreakcrsectionotthesocictr. Dcaline rr ith thcsc thernes

. -.:r{it liril to portrai hrpoclisr greed sadisnt. rnasochisnr and selfishness inhcrent
.. Ilis dranus highlight the c0rnplcritl ol'huntan relationship and contain a lilrent

- .! ,)l-nrodern Indian societr. lir quote N.S. Dharan. "-tendLrlkar's creative qenius

..-- rcJ i.r) his keen obscrvatinn and scasoned b1 hisjoLlrnalistic experience has tbr_rncl

. ' \c erpression in his powcrfirl plals rvhich sensitize the reader audience to thc

. --:i; socio political tcnsions in lndian r-rrl.ran ntilieLr" (93). fhe realisrn with which
,.. Lrr rrritcs. leads him to shou fbllies and lackonas of his characters. llis

, .- --:.rs nrostly belong to urban rriddle class lndian soc iety. 'lherefbre. in his drarnas

- -ji .r li\cl) ancl realistic pictLrrc. olthe problerns. prcdicament. moralities and values
' - ' . section ofthe societ). Even thc haphazard st Lrd1, ofTend r_r lkar's plays bring to our
: -. the degenerated and morallv corrupted state of contemporary period. The

-...-ro-lLrckl lif'e. short-cut \\a\s to sLrccrss. rat-race of prosperity, negligencc of dr-rty

, rnorllitr characterize rnodcrn lile. [)ue to this kind of living str.lc of rr.ridd]e class
i .in \ociet). thcy generallr rneet \\ ith fiLrstmtion and defbat in their lives. And defbat
i trlrstration lead thcrn tobc selflsh. cntolionless. sadist and at tinres brultal.

'Silancc.' 'lht (-ourt i.s irr,V.i.rlr.,l upheld the erils of modern and so callcd
- . iized society. The inrplrcit and cxplicit malc idealogy. ancl the sadist bchavioLrr
: .'. irrds \\olren exploitation is broLrght out in the pla1. The patriarchal social setup
,-:!mot endure anY sort ol'liberties ftr uorren. She is expccted to ernote thc role
...r{nccl to her bv thc societ\'. In other case thc society may start in expedition against

-:. I.eela Bcnarc's lieedom is not toleratcd by her male and fbmale colleagues.
:clclire shc is rnade an ob.icct ol'ridicule and insult. tler love-affairs are discloscd

. ..rlical11. While portraling thc prcdicarnent nf Benare. Tendulkar satirizes hypocrisy;

...1isnr ;rnd sellishness of thc character. 'Gltu.shirum r(r.r/rrzrl narrates a contemporary

. :.ntion in Indian politics. With the help of historical episode, TcndLrlkar attacks
- :rLrpt and mcan strategics of porver politics. -l he play brings lorth that all evil
.--:ir itics like violencc. scr. greed. treachery and brLltality are at the behest ofcorrupt
: \\cr politics. TendLrlkar, through this plal has shorvn that politics is a verv dirlr
-:nre in uhich one can Llse one's daughter and rrivcs for seeking polver. So also the

.uellirl pcrson can bc senselcss and ernotionless to exploit poor, and helpless. 1he cnd
. reh p.rrrcr p,'litic. i' rrrr,..tle.rnre tir'n.

n/1., . ]Injor'l'hemes in Tendullinr's Plays
\eN Internrtional Reliilblc Resenrch.rournal. \'ol-1, Issue Xll Nllrrch 201.1
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MajorThemes in Tendulkar's Plays

'Kamala'comes up with the issue of gender discrimination Sarita's conscious-

ness ofbeing oppr.,tta una t*ptoi"d-is arisen'by Kamala' For the first tinre she is made

aware that she is not equal and co-sharer ofa family' but a slave to her master husband in

the house. She considers f'"""ff not better than Kamala' sold and bought for the

oleasure of men. She plans'o t"*tt uguinu her husband' but.with womanly sensibility

ffi:';;i;;. rn" o'lr l"' *'* un Jpti'''i'ti' note that the dav will come when Sarita

will be master of herself' 'snt'"i"'lo*' ii'anr ' is about a misbegotten and crooked

character. The characters lik";;;;;tt;" and Champa establish a fact that the early

experiences are responsible fbt *O'"* *""0 or bad character ola man' The play is full

of violence and sexual ,..n.r.'i'i. ii,*right criticizes rhe dirty living style of the

lower - middle class society 'Th" Vulin'i':'' aeul wiih the same thenres like violence' sex

and sensationalism which are the indomitabre part of rendurkar's earry plays. rt is a

story ofurban middle class dtgentruttd family sherein the rnembers are ever ready to

use and kill one another f"' th;; ;; ena'' thto'gh 'The Vultttres'the playrvright

talks about the emergence of relationless and ermtionless soci€ty' The innocent and

;;;"*;";;" will be irercilesstv and bruullv cnrshed in thb societv'

Srr"rd*n- K.V. (eds)' Sarup and sons' n€w Delhi' 2000'

ffiJournal'vbl-t' Issue Xll i\'larch 201{
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Major Themes in Soyinka's Plays
Dr. lngole kailash m.
Asst. prof. Rajiv Gandhi mahavidyalaya
Mudkhed Tq. Nanded, Dist. Nanded

: : _. .:'a's main concern through his plays is the celebration olYoruba tradition. The
: - :-:: :3\e been selected for the present study are based on same or other Yoruba
--: - - ir,3r'r from the question of efficaciousness ofthese traditions, the plays ofoffer
-- ,: :-:.ris like violence, sex, power, exploitation ofwomen and the clash between

- r:- :- :nd traditionalism. Dr Rajkumar points out, "Soyinka has exposed snobbery,
: -,:: -. ::rrnoralitl', hypocrisy and other vices prevalent among the power seekers and

-"-,-:: -.::ellintellectual war with them."(156) Anther impofiant theme that re-currently
'- - :. - :.r) inka s plays is the existence of fate element. His plays strongly suggest that
': -: -.: ;ur hinrself off from his roots, so also one cannot avoid his destiny. Unlike

- : - i - ..:- :.3 Rmains a detached observer of the actions and pred icaments of his character

' -: '-::rs a moralizing and philosophizing comment.
-. r:parent theme of 'The Lion and the .lewel' is the clash of modernism and

:--- -,.r.Itisacomicplaythatcoverswiderangeofthemeslikepower,sex.celebration
.-: : - : :nd exploitation of women. Lakun le's superfluous ways of Westernization have

'::- .: :::\ satirized by the playwright. Atthe same time Soyinka gives a fine picture of
-.-: :, :'::51 depicting the corrupt and mean powerpoliticsby Barokathe villageba)e. But
. - : .- : , illainous Baroka is shown to be victorious over Lakunle, for he represents
r-:: - . -: r::r. 'The Death and the King's Hctrsemon' celebrates one ofthe Yoruba rituals.
- . ' r r :.. i.rs the psychological struggle of its protagonist wherein he is shown to be tom
:': -. :: - : : rndividual will and social demand. Soyinka's manipulation oftmdition is to ask
.-: --:::.:: oi its validity. 'The Strong Breecl'also bases its plot on the celebration of

---: ::.::::on. In it the playwright hightights the Yoruba concept of destiny. The play
'. - -r : r : .onclusion that the destiny is an inevitable part ofman's life. It pursues a man

" ' :': . :- -: :Lres. Eman, the protagonist ofthe play, runs away in the eally part ofthe play
- - : : -i. o f a carrier, but destir'ly soon catches hold of h im. With the end of the play, the

::,---:rr:cessfuIIyevokestheaudiencetothinkoftheefficaciousnessofsuchrituals.
' ".- :-. .: l:gers fail to curse Eman, there itselfends the validity of this tradition- 'fl?e
, - - - , -.r.,rs ' narrates the realistic tragedy ofa poor family residing in Delta region of

'. -: - : :: suflering of the poor famer family and the reiiability of rural people on the
.-:':-::-::. and divine agencies has an universal appiication. The rural youth's fly to the
: - :-: -::]ng lost into it also is the concern ofthe playwright. The playwright attempts to
:i . : :- - -.i ihis pla), that evil exists in cities, villages are stillpure and innocent.'fhe beliel
- : --:-::-r3l and divinely once again is matter ofdiscussion for Soyinka. 'Modmen and
' '-. r.:) is probably a diflerent play in the literary cannon olWole Soyinka. The play

-- ,:.: - :ii of cir,il rvar that broke out in Nigeria. The playwright, through this play
' - i i :ei and dislike for war. The play folwards the philosophy of pessinrism and

.- l : !\flrrration ofthe contact an clash between modernity and tradition fonns the
'-::r.rrpla),s.Heexploitsmyths,folklore,andlegendsforthedelineationofhis

' : -:, -: :::::r rraditional contents like dance, music, mime, pantomime, and drumming
,'. - . -r:: :o present the theme. Ogunba comments in this regards. "The strength of
' -.: :::,sinetraditionorpseudoh'aditiontocommentonthecontemporaryNigerian

:-r:r i r.

' -!' L :<J

- -- '.1 ,.Lntcnr llTnnsition: A sttdy of the plcqs oJ Soyinka_,:, .:.:;:r uni\ersilv press. 197-5)
. r. i, .- .\,,t itiku : 1.; u ltlol lr?rcr'. creatiye Books. New Delhi,2007
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DRAMATIC CONSTRUCTION IN SOYINKA'S THE SWAMPS D'T/ELLERS

Ingole Kailash M

N.C. Law College , Nanded.

,{b sfract:

Dramatic techniques are very vital in the art of playurriting as they assist in developing
and presenting effective plot structure. Different techniques are used for different plot. Soyinka
has been considered as a master-craftsman in the art of drama. Let's have a look at one of his
:nportant plays from structural point of view.

Kel words: Dramatic techniques , playrvriting , master-craftsman.

I\TRODUCTION:

S1'nopsis

The play is comparatively short of all of Soyinka's plays. It relates a story of a poor
iamily residing in Niger Delta region. When the play opens we find Makuri and Alu awaiting for
their beloved younger son Igwezu. They fear that their younger song Igwezu should not go

::rissing like their elder son Awuchick, who had gone to the city some ten years ago. Both the
-:rothers 

had left the village to seek their forlune in the city.
The conversation ofthe old couple has been intem,rpted with an arrival ofa blind Begger.

This blind begger is a tall and thin Moslem from north Nigeria. The begger tells his pathetic
s:ory.how he has become blind and how drought in northern part has destroyed the lives of
:eople dwelling in that area. However, the begger's appearance and strong positive attitude
:o*ards life impresses Makuri and Alu. He tells them that he does not accept charity from
:-eligious people, and is dying to farm the land. Meanwhile the village priest Kadiye enters to
horv if Igwezu has retumed from the city. His visit is not out of sympathy or knowing the well-
rerng of the family. But he wanted to check if Igwezu has made fortune in the city, so that he
:-.uld extract something in the name of God and religion. When he comes to know that Igwezu
:1in't yet retumed, he leaves the hut promising to retum after Igwezu's arrival.

Igwezu returns from the field greatly disappointed by the destruction ofhis farm due to
:l,-od. The begger consoles him promising that his farm will once again stand, and he will give
:-:rielf as his bondsman. The Kadiye re-enters again, and inquires if Igwezu has made money in
:.: city. Igwezu admits that he actually gone into the debts. And he has pledged his farm as a

::rrity for his debt. What is worse, his own brother has exacted this pledge from him. It is more

-:Jening to klow from him that his wife Desala has left him and become his brother's mistress.

l:: Kadiya gets ready to shave by seating in the swivel chair.
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while shaving the Kadiye, Igwezu asks a series ofquestions to the Kadiye. He asks if he
have not offered all valuable gifts to him in order to save his farm and family. Then, why his
farm and family has been destroyed. wasn't it a responsibility of a Kadiye to protect? rn a
moment of anger, he was to slice into the rolls of fat beneath the priestly 

"iin. 
grt some how

controls himself and allows the Kadiye to fly. Acknowledging the insult tf the Kadiye, Makuri
wams [gwezu that Kadiye may stir up the village againsr him. lgwezu flees to rhe clty sensing.
the danger from the Kadiye. But while going he advises the blind begger to stay in the village
and cultivate the land. To the begger's question. 'Ifhe will return, he giues.ro uri*"r.. The pliy
ends with the Begger's assurance ofstaying in the village and giving aicount to Igwezu.

Plot / structure:
we have a finely devised plot for the play 'rhe swamp Dwellers'. This time Soyinka

employs a new technique to relate the story. This technique is gathering information from cvery
new character in the play. The plot is a simple story of a poor family and their struggle foi
survival. The story could have taken more pages and time, had it written in an action ro"iut. grrt
with the narrative technique ofsharing information it is made short. Every new character narrates
his experiences with the other characters of the play. while doing this the playi,vright never
allows himself to detrack from the original story. He successfuliy -u.,ug". to bring these
experiences into a full-fleged story with a good beginning a middle and an end. The disiussion
of the elderly couple about the where about of their twins constitute the beginning. The episode
of the blind begger provides the middle. And the clash of Igwezu and the Kadiye fJrms the end.

Unlike the strong Breed, the playwright avoids to divide the plot in atts and scenes. By
doing this he avoids any sofi of intemrption in the smooth going itory. There isn,t a single
irrelevant scene or episode in the play. The episode of the glind gegger is motivating in the
completel), destroycd situation oflgwezu and his family.

Setting:

The play is set in the hut of Makuri and Alu in a village of the Delta region of south -east Nigeria. This region is periodically flooded with waters of river Niger. The description of
the hut with its minute peculiarities adds greater dramatic effect. The inside detailing of tire hut -rush baskets, 'a dire cloths and barber's equipments, reminds one of the ideal pic"tures of huts
in India. The play opens and ends in this hut.

The swamp Dwellers is a realistic tragedy of the people living in Delta region. Therefore
r1 is shadowed with grave atmosphere. The play opens wiih the elderly couple's ,"-orry and scared
feelings about the safty and whereabouts oftheir twin sons. This serious tone pertains till the end
of the play. Because no joytrrl or happy things happen in the lives ofthe chaiacters of the play.
This might be the reason why we don't find any comic relief in the play. In the end Igwezu
leaves the town defeated and surrendered.

Themes:

_ It is an inescapable tragedy of a poor family residing in Derta region. To me it is the main
theme of the play. The play demonstrates a critical plight of a farmJr family, which is same
everlrvhere regardless of region and country. These farmer families follow some or other sorts of
traditions and customs which hecomes the major cause oltheir suffering. In the swamp Dwellers,
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.:.:s ci-ter r aluable gifis to the priest like the Kadiye, in order to appease the divine serpent' --- : i .1 ::rlp. Similar is the condition of the farmers in India, there are thousands of suicide on
-- . : --: : : ''he thrmers following several customs like dowry marriage animal sacrifice (bali) and
.l

.\i rhe same time the play throws light on the attitude of the village youths. Through the
- -:-::::r of Awuchicke Soyinka criticizes the village youth for getting lost in to the glittering
-,:-: of the city, breaking all familial and human ties with the village. ln the rat-race of
:: s:eritv the present youth is turning his back to the responsibilities and moralities of the
r:.::::r. \\/e find in this play the degeneration of human relationship in the form of Awuchike
.:-: Desala.

The play also questions the efficaciousness of the religious offerings in order to appease
-' :c .rr divinely powers. The series of questions that Igwezu asks to the Kadiye really makes one
:, :irinJi of such religious practices. The question "should man continue to $ope through an
=:surd existence with blind hope for divine salvation or should he seek other ways of saving

-nself' (An Intemet Entry).
In comparison with Sofinl<a's other plays the present play covers limited range of

'--.:mes. But it does not fail to make universal appeal. From this we can say that "soyinka uses
-.--: iheatre to make statements of human need and values" (Jole Adedji 127).

C haracterization:

There are only two important characters in the play, which need illustration. All the other
::aracters play but a minor role. Therefore the researcher is going to analyse only two characters
-1 ezu and the Blind Begger.

I g-n ezu:

He is the protagonist of the play and the real son of the land. He has great reverence for
'*ie tradition of the swamps. Moreover, he is kind and loving man. In the words of Makuri,,he is
: man to keep word" (scP1 95). He has performed all religious rites that were required by thejeity, in order to save his farm and family from the divinely calamities. But to his utter
;isappointment he could neither save his farm nor his family from the destruction. Flood runs
jorvn his crop and his own brother Awuchike seduces his wife.

Unlike his brother he tries his luck at making some money in the city. But could not get
success rather goes into the debt of his own brother Awuchike. Awuchike takes the profit of
lgr'eru's worse conditions, he seduces his wife. Igwezu pledges his to harvest as a security to the
.oan to his brother. After financial and emotive collapse in the city, he retums his village with a
:ope of recovering from his harvest. But something more severe was waiting for him. He frnds
:is harvest completely ruined by the flood and "the beans and the coms had made an everlasting
ronage with the mud" (SCPI 101).

His belief in the God and the religious rites break into the pieces. He realizes the
ruthenticity ofGod and religion. "I know that we can appease the serpent ofthe swamps and kiss
:he Kadiye's feet, but vapours will still rise and comrpt the tassels of the com,,(SCpl 101).

His mind is now open to the ignorance that he continued in the name of religion. At the
end he has emancipated himself from the manacles of deceit, realizing in a consolatory stand.
His deparhrre to the city in the end is the sign of his realization of invalid and inauthentic
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practices ol religion. Katrak says in this regard: "The intemal progress in Igwezu's mind from
ignorance to knowledge is figured in the extemal joumey from the city to the village and retum
to the city'' (Qtd. In M. Pushpa 83).

However, the character of Igwezu is imbued with all good qualities. He is bonded with
his family and viilage. He performs all religious practices that are demanded by tradition for the
security ofhis farm ad family. Moreover he does not lose touch with his parents when he goes to
the city. His firstjob as soon as he earns little money was to send the barber's chair to his father,
which he had promised his father. But being a modem tragedy wherein good scarcely wins,
Igwezu loses all the time. Through his character the play,rvright certainly not shaking the belief in
God, but raising a question about efficaciousness ofreligious practices.

The Blind Begger:

"Angel from the God,' would probably correct words for this character. For he comes in
as a saviour in the inescapable condition of Igwezu. "He introduces a completely new force, a
new way of thinking into the hide bound society ofthe village" (Jones l8). His is a character that
eclipses the importance of the protagonist Igwezu. For his suffering is much more than Igwezu.
Not just that his positive stance and self belief in the adverse conditions make him altogether a

different character. He belongs to the dry north part of Nigeria. And has undergone long periods
of draught and later on the crop-flourish has been divested by the locusts. Fly - sickness in the
early childhood renders him blind. In his initial stages of blindness he believed that he will be
recused by his faith in Muhammad: "My faith promises me and I knew that I was living but
blind" (SCPI 90-91). But nothing comes to his help and he has to lead a pitiful life where
humiliation and suffering have no altemative.

Some critics like Nkengason have taken the begger's joumey from north to south as the
rejection ofhis faith in Muhammad. But I see this act of the begger in different perspective. Ifhe
had rejected his faith in God and religion, he would not have been a righteous person. He could
have accepted mercy even from irreligious people. His action of tuming his bowl up side-down
ensures his faith in religion and God. His journey to the south is probably a destined part of his
life. Otherwise he could not have been a glorified character. He had an important role to play,
and that role is to re-build the completely devasted lives of flood ridden people. Jones
appropriates his role in the words: "he is Chrisllike in that he enters a hide-bound traditional
society and makes men begin to think again" (19).

His entry in the play is at the very crucial time. Igwezu had gone into the debt, his wife
and brother had betrayed him, moreover his crop has been devasted by the flood. At such a time
the begger enters with faith and determinism to support morally collapsed Igwezu. His words not
only pacify Igwezu but enliven his hopes in life. He becomes a mentor for Igwezu and the
villagers. He provides a brilliant suggestions about land reclamation that guide the people to
solve the problem of flood without relying on extemal forces. He questions the validity of
swamp serpent, and in that way brings an enlightenment in the lives of flood afflicted people.

His character is strongly contrasted with the character of the Kadiye the village priest.
The begger gives himself selflessly and unasked for the good of others. On the other hand "the
porbellied" Kadiye is an opportunist, who tries to extract whatever he can even in the adverse
conditions of the people. The begger offers himself as a bonds man to Igwezu to work in the
farm even though he is blind. And the selfish Kadiye fails to protect people with his divine and
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:---l:r idual powers in the face of difficult conditions. Thus the character of the begger re-

=:rblishes faith among the people and not destroys it.

E ntrance and Exit:

The technique that Solnka has used to build up the plot largely depends on the entries

=d exits of various characters. As has been mentioned earlier in the discussion of the plot, the
:,:nlright has used a new techlique of story building in the form of gathering of information
::om every new character that appears on the stage. The characters tend to enter and leave the
s::ee in succession. The Kadiye enters and exits, and again re-enters. In between the two visits of
:e Kadiye, Igwezu and the blind begger enters. The dramatist very skillfully brings all the
J:.raracters on the stage in the end of the play. The Kadiye's entry accompanied by the drummer
:-ed the servant is striking and spectacular on each time. The meeting of Igwezu and the Begger
:s at \-ery appropriate time. In this way entrances and exits are superbly organized in order to add
nematic significance to play.

\I aintenance of Unities:

The swamp Dwellers is probably the only play where in three unities of time, place, and
:ction are closely followed by the dramatist. The play opens when the daylight has gone but it is
rot completely dark, and comes to an end when it is night. It does not take more than two hours,
:he time that is justly required for its enactment on the stage. The whole action takes place in
\lal:uri's hut into v/hich the characters visit in succession one after another. All the important
r.tions like Igwezu's failure in the city and at the home in the face of crop destruction, the story
,--,1 blind begger; Awuchike's betrayal of his parents and brothers and befooling of the villagers
.rn the part of the Kadiye, are brought together into an organic whole. The interlinJ<ing of the
r arious episodes are successfully brought together making a good story. No episode or action is
unnecessarily imposed, and the different episode of the blind begger made an integral part of the
rlay. The play is greatly appreciated for its brevity, simplification and organization.

Contrast;

The element of contrast exists at every point in the play. It is by this element that the
viervers judge the actions ofthe characters. The contrast is at the level ofpersons and places. The
llrst obivious contrast is between the twin brothers. Awuchike and Igwezu. Awuchicke is the
representative ofnew class of Nigeria, who has discarded all ties with the family and the village.
The people like Awuchicke leave the village to lost permanently in the city. They hold no
lamilial or cultural responsibilities of any sort. Awuchike has been living in the city for last ten
Years. And has prospered as a wealthy timber merchant. But has forgotton his familial duties
iorvards parents. Even severe than this he is morally degenerated in the pride of wealth. He feels
ro hesitation at seducing his own brother's wife. Nor does he feel shame in taking pledge from
his own brother for the loan.

On the other hand we have a pure innocent character of Igwezu, for whom family and
rillage matters a lot. In adverse situation, he too leaves village to try his hand at making his
:ortune. But he never for a moment forget his village and parents. As soon as he eam little
noney in the city, he sends a barler's chair for his father, which he had promised while leaving
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the village. Moreover, like a responsible fbmily member he performs all religious rites that were
required by the religion and tradition. He would never have left his village, had his wife not
insisted for.

Similar is the contrast between the female characters. Igwezu's mother and wife.
Igwezu's mother remained loyal to his father despite various temptations from the visiting
traders. She is the ideal family woman, with a feeling of care for all family members. Contrasting
to this character is the character of Igwezu's wife. She deserts her husband and involves in the
act of infidelity with her brother-in-law. The glittering world of city tempts Igwezu's wife to
break the familial bond of marriage and become a mistress of someone else.

The most important contrast that figures out in the play is between the blind Begger and
the Kadiye. The devout muslim beggre denies the religious value ofbegging insisting as he does
on a scheme of self - help that leads him to search for land where he can farm. The Kadiye is an
opportunist, who is always on a quest to extract from the people even in their adverse situations.
The pot - bellied Kadiye rich and prosperous figure who has liking for wearing rings in the
finger. He befools the poor and innocent villagers in the name ofreligion.

The final contrast is between the bitter hopelessness of Igwezu and calm confidence of
the begger. Both have experienced the similar conditions of failure in the life. Igwezu surrenders
to it, while the begger takes it as a challenge. The positive stance of the begger motivates Igwezu
to come out ofhis riddle and try again for good. The draught and flood also form contrast in the
play.

CONCLUSION:

Sofnka's concem through most ofhis plays, seem tobe the age-old customs and rituals.
As a avowed reformer he discusses the issues with a vieu, to bring about social change. Unlike
vijay Tendulkar society is at the centre for Solnka in his plays. The swamp Dwellers is not an
exception to it. The basic idea for the play was a news that oil had been found in marketable a
quantities in the Niger Delta This pr<ivided the playwright with a theme how easy money oan
bring social changes whatever may be its source. The fleet of the rural youth to the cities
severing all human ties also forms the concem of the play.

Although the source ofhe play is a news in the newspaper about the discovery of oil and
its impact on the people, still the playrvright cannot think of the Nigerian society devoid of
customs and rituals. Here he talks of the farmer's divine ritual of offering valuable gifts to the
swamp serpent as a security of farm and family.

Through this the plal"wright throws light on the in effectiveness of such rituals and the
selfishness of the religious priests like the Kadiye, who exploit innocent people in the name of
religion.

The play is the tragedy of poor farmer family, who are destinied to suffer. The picture
that ha been presented in the play is universal, appealing to the plight of Monsoon all farmers in
the world. In India we have a no different situation, for Indian farm is largely dependent on man
soon rain. we have a contrast of two different conditions of nature in the play - draught and
flood. Igwezu and his family suffer due to flood, where as the blind begger faces the
consequences of draught.

There is a controversy among the critics about the end of the play. Most of the critics
access this play as not ending on a positive note. Some successfully assert that the play does not
offer solution to the problems raised. The Ibaden Magazine records: "The play does not end on a
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:\::::r\e note by showing the villagers casting off their superstitions and marching off to
:.::-.r.rx.t dykes and increase the amount of land available for farming."(1959: 27-30) But this
,::'" of lhese scholars is contradictory for certain reasons. The play obliviously ends on a

-r::::i\ e note. The blind begger's ending speech is a kind ofinspiration for the completely broken
:,--::-:.c ten like Igwezu. The Begger:

L-.c su allows find their nest again
'.'n1;n the cold is over,
:', sn the bats desert dark holes in the trees and flap wet leaves with wings ofleather.
l-:-:re rvere wings everywhere as I wiped my feet against your threshold. I heard the cricket

--::rch himself beneath the armpit as the old man said to me.....................
. s:all be here to give account"(SCP2 1 12)

The begger in the play is the mouthpiece of the playwright who not only inspires the
'.:-lagers to face adverse situations but also guides on how to solve the problem offlood with the
:e.r of land reclamation. He offers his valuable suggestions on the self-help not relying on the
:-.:emal forces. By not offering solution the playwright might intended to retain the seriousness

: : ire play. The playrrright probably left it to the readers and viewers of the play to understand
,.:.:r and how they like the end of the play, "What Soyinka wished to convey by his ending of
-:. s\\'amp Dwellers is not absolutely clear: it is an ambiguous code" (Gibbs 44). But the play
:r:ain1y struck the positive note offering. "The ideal of individual love-act-of-courage in the

::-:ort of saving humanity whenever such an individual possesses the will and the resources" (An

-:-:.met Entry).
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_ There are only two important characters in the play, which need i ustration. All the
other characters play but a minor role. Therefore the focus is here laid precisely on the
analysis ofonly two characters lgwezu and the BIind Begger
1. Igwezu,: He is the protagonist of the play ana the ie-at son of the land. He has great
reverence for the tradition ofthe swamps. Moreover, he is kind and loving man. In the words
ofMakuri "he is aman to keep word', (SCpl 95).Hehasperformedall religious ritesthatwere
required by the deity, in orderto save his farm and fam y from the divinery caramities. But to
his utter disappointment he could neither save his fa,nnor his family from the destruction.
Flood runs down his crop and his own brother Awuchike seduces his wif.e.

Unlike his brother he tries hisluck at making some money in the ciO/. But could not get
success rather goes into the debt ofhis own brother Awuchike. Awuchike takes the profit of
Igwezu's worse conditions, he seduces his wife. Igwezu pledges his to harvest as a security
to the loan to his brother. After financial and emotive collalse in the city, he returns his
village with a hope ofrecovering from his harvest. But something lnor" 

""u"r" 
*as waiting

for.him. He finds his harvest completely ruined by the flood unJ.,th" b"un, and the coms
had made an everlasting pottage with the mud,,(SCpl l0l).

His beliefin the cod and the rerigious rites break into the pieces. He realizes the authenticity
of God and religion. .,I know that we can app€ase the serpent of the swamps and kiss the
Kadiye's feet, but vapours will stillrise and conuptthe tasseis ofthe com,,(SCpl l0l).

His mind is now open to the ignorance that he continued in the name ofreligion. At th€
end he has emancipated himselffrom the manacles oldeceit, realizing in a consolatory stand.
His departure to the city in the end is the sign of his realization oflnvalid and inauthentic
practices ofreligion Katrak says in this regard: "The intemal progress in tgwezu,s mind liom
ignorance to knowledge is figured in the externaljoumey fiom"ttre city to the village and
rerurn to the ciry,, (etd. In M. pushpa 83).

. . ^ 
H_owever, the character oflgwezu is imbued with all good qualities. He is bonded with

his family and village. He performs all religious practices tf,at are demanOea by tradition for
the security ofhis farm ad family. Moreover he does not lose touch with his parents when he
goes to the city. His firstjob as soon as he eams little money was to send the barber,s chair
to his father, which he had promised his father. But being i modern tragedy wherein good
scarcely wins, Igwezu loses all the time. Through his chaiacter the playrw.igirt certainl! not
shaking the beliefin God, but raising a question about efficaciousness Jfreligiow p.u"ii."r.
2. The Blind Begger : ..Angel Ilom the God,,would probably conect words fbr this character
For he comes in as a saviour in the inescapabie iondition of Igwezu. ,.He introduces a

::.p1"_t:1y 1:I force, a new way of thinking into the hide boun'd society of the vi age,,
(Jones l8) His is a character that eclipses the importance ofthe protagonist Igwezu. For his
suffering is much more than lgwezu. Not just that his positive stunc""and self berief in the
adverse- conditions make him altogether a different character He belongs to the dry northpart-ofNigeria. And has undergone long periods ofdraught and later on the crop-flourish
has been divested by the rocusts. Fly - sickness in the earr-y chirdhood renders him blind. In

t
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his initial stages ofblindness he believed that he will be recused by his faith in Muhammad :

:;rtay i"iif, p.i.lr"t me and I knew that I was living but blind" (SCPI 90-91) But nothing

"ori". 
to fti, f,.fp und he has to lead a pitiful life where humiliation and suffering have no

altemative.
Some critics like Nkengason have taken the begger's joumey fiom north to south as

the rejection ofhis faith in Muhammad. But I see this actofthe begger in different pe$pective'

ii f," 
"f',ua t"j""t"a f,is faith in God and religion, he would not have.been^a righteous person'

u" .JJ t uu. u"""p,ed mercy even Aom irreligious people' His action ofturning his bowl up

,ia"-ao*n 
"rrur."his 

faith in religion and God. His joumey to the south is probably a

O""ir.O p* 
"f 

fri. fife. Otherwise he could not have been a glorified character' He had an

i.oo.turi ,ot" to play, and that role is to re-build the completely devasted lives of flood

.iO'a"n p"opf". lor.s appropriates his role in the ords: rlhe is Chist-like in that he enters a

hide-bouni traclitional society and makes men begin to think again" (19)'
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The Study of Dramatic Devices in Soyinka's Madmen
and the Specialists

Dr:lngolc klilash N'l

Asst. pro l. Iialir'(iancihi rnahaviclralara

MLtdkhed Tq. Nandcd. Dist. \nndgd

Svnopsis:

Bero is a doctor and his retLlrn is thc rrrzrjor e vent ol'thc p la),. rvhich is awaitcd

b1'his sister Si Bero. In his absence she learns rnan1, ntedical and herbal secrets tionr

the two old rvomen Ila Agba and lra tnale. The old rnan thther o1'Bcro and Si Bero

is also drawn to the battle lleld out ot'hurnanitarian concern. Meanrvhile Bero cnlists

hirnself for the arrny intelligence scrvices. in the course of which he changes from a

caring doctor into a cruel porr er sce'ker. On thc other hand his father rvorks for reha-

bilitation of lvoLrnded and dcscased soldiers hut unconventionally. I he effects ofthe
rvar lead the old rnan to encoLrrase thc praclice of cannibalisrn. In parlicular the old

nran developed the doctrine ofAs. In pLrrsuit ol'it the old man serves a nreal of
hLrman flesh to his son and others, He sar es his father fionr being killed by imprison-

ing hinr in his hut. He ernploys the nrendicanrs t() keep \\atch on him. The another

reason tbr hiring sp1, for this fhther \\ as to kno\\ thc secret olthc doctrine ofAs.
In the later part of'the plal the curiosit\ resardine thc As doetrine increascs in

Bero and the state. BLrt the old rran ne\er asrccs to disclcrsc it. In a llt olanscr Bero

shoots his thther dcad. And thus there is a sr rlbrrlic end ol'e\ er\ tlting rr ith onll Si

Bero given the opportltnit) 1o escape.

Plot / Structure:

Solinka's innovativativc writing skills once again come ttrrth $ith this play.

as he dispenses arvay with the traditional con\trutction of plot. Nor is there any por-

trayal oflixed characters. Llnlike l'haSwuttpl)rallcr.thehasbroLrghtpastandpresent

together with thc help ol'the tlashback technique. The fading olback into the present

is more smooth and graceful in this pla1,. Ihe llashback technique allorved the play-

r.vright to present the unified story,, without losing or disentangling the episodes. I-he

continLral fading olback and lirrth in tinre ancl place gives an abstract quality to the

p la,"-. There are ti:r.v ref'erence to time but even these serve only to blur. The technique

that Sofinka used tbr this plal,transcends the regional boundaries and its scopc is

cnlarg.d t,' irrclrrrle rrrrirr.r.ll hurnrn .ilrlrtion.

fi11E .' The Studl of Drimatic l)er ices in Sovinku's l\Indmen nnd the Specirlists
\elr International Relinble Rerea|ch,Jout n,rl. \11-1. lssue I\'\ l\ln\,201-t
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The play is divided in two parts: part one, and part two. These. two parts are

farther divided in episodes. This can be simplified in a follon'ing *ay:

Part - I
l) The grotesque dance ofthe Mendicants.

2) Si Bero and OId Wornen.

3) Bero and Mendicants

Part - II
l) Old Man and Mendicants

2) Bero and Old Man

3) Action leading to the final destruction.

Due to the complex plot it is very difficuh to read i- And unless one's complete

concentration it is not possible to make the things clear. Florttcr, the chorus helps us to

know about the movements ofthe play.

There is hardly any action going on in this pky,except for the dance of the

mendicants. There is more of a verbal duel of ideas rdr drr dbn. The play is laden

with words full of suggestive meanings. Most of thc tirE i b rErbal interaction that is

going on, on the stage. A more or less similar tectnitrE of,conrssation seem to run

throughout the play.

Setting:

We are not provided with the particuhr da* of th pboe, besides the home

surgery of Dr. Bero. There is the mention of a hr of fr rorsr - lya Agba and lya

Mate, that suggests that it might be one ofthe Nf,edn vagcs The characters verbally

move to the war front with the help of flashback rcdfp- As fu as the unity of place

is concerned it is fully observed in this play.

The atmosphere in the play is grim ard * ccrti hd frfhtening. The play

opens with a saddening worry of Si Bero for tle nfirn of b trEr and broher, who

have gone to the war front. And ends with the ti-g of& (H Mart. There are several

cruel and in human scenes like the punishrsr nedcS& EEdixnts by Bero and

the serving of the human flesh on the part of tlE oU n- Tb plryrriglr only effort to

provile comic relief is in the form of the nudi- poeig f,m I dErselves. But this

comic scene can provide a little comic rclief to tb sli:* torn the incessant bru-

tality of war, rn ofcourse, to the audize- As lb sc rGHh of an extreme situation

in which tlrc mendicants fud tlurselvcs. Tb us gm ths:
AAFAA: Tlree d tr,o, hn llm.. Wlnt did you stake?

TIE $q of dE hsr ilrL
CNPPLE: Yorr H?
GOYI:

New ltrternatiood RdirHc Rstf Jrrt hll,lc M Mry 2014
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GOYI: No. I have got one left.
BI.INDMAN: Your last you lost the right sturrp to me ).est!.rda\..
GOYI: Do )'ou want it now or later?
BI_INDMAN: Keep ir now. (SCp2 217)

I hus. an atrrosphere ofgrinr and seriousness continues ihrou-shout thc pla1. The
- ,: r thr- loss of everyhing to leel sorry for Si Bero
Themes:

-Sol,,inka had written this pla1,after his detention firr allege s\ n.tparh\ ro the
: ::-rn cause in Nigerian civil rvaa, (White 143 ). Theretbre the plar * as an o,t co,te ol.' ' :er5..,nar despair and d isirus io nrnerrt touards socict). r his courd be the reason *hr''' - 'urd not errproy various crranratic devices to make the pray rnore effbctive. I he pray,: alier math of an unspecified war. The bitter consequences of.war like political

-- -:.lbility. corruption and absolute power have given rise to lhe cynicism and despair in-: ..rcietv.

fhe play brings to focus that the characters Iike Dr. Bero exploite the situation to
"". : selfish end regardless ofhuman values. And the sufferers are the people like Cripple

: -,: B.indman. They are the victims ofrvar event. On the other side the character like thei :,an teaches nihilisrn in his utter disappointment towards 
'var 

He introduces the:- ''sophy of 'As'to the war victims. The fiLrstration oIthe ord man converts him into
" .-rhuman. He strongly believes .As does not change- r.neaning people u ill not chanqe- ::eir cruelties toward one another. His philosophy of .As. 

leads hit.].t to ser\e human--.:r 
ro the fellow soldiers. M.pushpa remarks I this connection: ..lhe plar epit.mizes-,. :ragic history of mankind. and the recurrent phenonrenon ol *ar. It erplores the

: ::rual. psychic and physical range of mankind during and aher rrar-.(57).
,- b a racterization:

Except Si Bero and the old rr,omen. all other are complex t),pe ol.characters.
-J,\ are very fluid. They change back and lbrth \\ith the situation. Most importantl)

.::., is no indication ofregional or ethical backgroLrnd to these characters. Most ofthe
- -iracters have given only representative labels rather than names e.g. Old man. Blind.
. - :ple etc. This trait gives the play a universal applicability and it can fir into anv place
.-.r an_\'society. We have only two irnpomanr characters in this play Dr. Bero and the Old
'.1:n. around whorn all major actions take place. Hence we will analyse these two char-
.-:ers here.

Dr. Bero:

As has been mentioned earlier Dr. Bero is a complex type ofcharacter. Before
:.: ri ar. he was a hurnanitarian, a true doctor, and a preserver of litb. But after war there
! -r 5ea change in his character. Now he is an ,lntelligence 

specialist a porver-seeker.

\e$ Internationat Retiubt" R"r"a."h Jor-ai$i], ilIr.iff Il2IiJ
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brutal and exploiting officer. Bero's quest for power takes him on the path of destruc-

tion. His violence against Aafaa is a sign of his transformation from the doctor to the

politician. He understands only one law, and that is the law ofgain. He is an advocator

of an absolute power. Bat forgets the d ictum 'absolute power corrupts absolutely. When

he fails to extract the knowledge ofthe As philosophy from his father he shoots hirn

dead. The severe than that he advocates and like the eating ofhuman flesh. He ascer-

tains this fact in saying. "l give you the personal word ofa scientist. Human flesh is

delicious. Ofcourse, not all parts ofthe body. I prefer the balh myself'(SCP2 240).

The play strikes a note that excess of anyhing is bad. Bero's destruction in the

end shows it clearly that there is a limit to everything. And when tlc boundary is crossed,

the destruction is sure. The earth mothers set the house ofBem abhe, when he is still in.

The OId Man:

He is a father to Dr. Bero and Si Bero. He is the hs poof of humanity for Bero

in the play. He appears only in second part but accounts ofhin arE given in the first part

by Bero. Unable to bear the consequences of war, he Fils dre from line with a view to

nurse the wounded soldiers. Despite his efforts, he ftik to stop war. He invents the

philosophy of 'As'According to his philosophy 'As does rnt clnrge: As is the evil for

the old man. And As does not change means evil doesnot chage. He means to say that

people do not change in their cruelties towards felbw beigs Besiles this he teaches

the incapacited to think. He cannot tolerate killing of rEn by trEL Ttrrefore in an utter

fiustration he serves human flesh to the soldiers irchdiry lis own son-

His son tries a lot to know from him the secx€t ofAs. &I lE doesnot reveal it to

him. His angry son one day shoots him dead. Howrc, tl- oU rmn b a moraling police

in the play. His act of cannibalism is. the outcorE of ttE phyflrigtt's anger towards

society and the its structure. He wanted soldiers to be coreirxrs of rhe killing one an-

other. By his act of serving human flesh he was tryig to esrablih the importance of
human life.

Absurdity:

Some critics of the play have successfully poired orr fu abflrdity in the play.

And it is a fact that the play attains absurdity to solrr €lderi. It diftrs from the absurd

play only in a way that it deals with day-today rcetiy. TtE pessini*fu tone is carried

through out the play giving a constant indiatirn of tlrc firflly of hurnan action. The

play opens with the macabre darrce ofthe mfrdiuas yln are disabled and deformed by

unidentified blast. The mendicants are phylg a gmr of dbe and stakes for which are

their already disabled bodies. Their dbn ild &rce do not seem to be absurd but their

conversation strikes us as very abqrd. Thei +eedl b ke recitation ofnursery rhyrnes

in a child like rnanrrr, rcpeatirry liEs from ttrc peviousty leamt lesson give the hint of

New loternatioDrl RdirHc R6clrrl Jtrr.l, V+I, IssE I\rX May 201 4
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&f,dity. The example of their coiversation make it more clear:

Si Bero:

You know how I like them sorted out.

Aalaa: Yes, ue know.

Coyi: First roots.

Cripple: Then peel the barks.

Aafaa'. Slice the stalks.

Cripple: Squeeze out the pulp.

Goyi: Pick the seeds.

Aafaa: Break the pods. Crack the plaster.

Cripple: Probe the wound or it will never heal.

Blindman: Cut ofone root to save the other.

Aafaa: Cauterize-

Cripple: Quickquick-quick,amputate!
(Blindman lets out a loud groan) (SCPZ 221)

The futile talk and action ofthe mendicants make this play absurd.

Flashback:

With the use offlashback technique in this play, Soyinka has establishcd himself
once again as a master of dramatic art. The complex and entangled plot ofthe present

play is made accessible and enjoyable, with the help of flashback.

The technique offlashback helps the playwright to retain the action of the play
at one place. And also to supply the information ofthe actions that took place at the back
stage.

Musicality:

Though the play seems to be absurd in form and content, stillthe playwright has

made ample use of musicality in it. There are five songs in the play two in English and
three in Nigerian language and the macabre dance ofthe mendicants. The play opens
with an invocation to the spirits of wind, in which Si Bero and the old women request
the God of the wind to bring back Bero and the Old Man. The invocation is accompa-
nied by thejoint action ofsi Bero and the Earth mothers.

Ofe gbe wa de'le o........Ofe......
Ofe gbe wa de'le o... ......Ofe
Oko epo epai runa

Gbe wa de'le o

Ofe gbe wa de'le (SCPZ 226).

The song is in Nigerian language in which the characters pray God forthe safty ofBero
and his father. In the opening ofthe play we have a macabre dance of,.Traveling Exhi_

New ltrternational Reliable Rescarch Journal, Vol-1, Issue M May 2014
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&rdiry. The example of their coriversation make it more clear:

Si Bero:

You know how I like them sorted out.
Aafaa: Yes, we know.

Goyi: First roots.

Cripple: Then peel the barks.

Aafaa: Slice the stalks.

Cripple: Squeeze out the pulp.

Goyi: Pick the seeds.

Aafaa: Break the pods. Crack the plaster.

Cripple: Probe the wound or it will never heal.

Blindman: Cut ofone root to save the other.

Aafaa: Cauterize.

Cripple: Quickquick-quick,amputate!
(Blindman lets out a loud groan) (SCPZ 221)

The futile talk and action ofthe mendicants make this play absurd.

Flashback:

With the use of flashback technique in this play, Soyinka has established himself
once again as a master of dramatic art. The complex and entangled plot ofthe present

play is made accessible and eqjoyable, wirh the help offlashback.
The technique offlashback helps the playwright to retain the action ofthe play

at one place' And also to supply the information ofthe actions that took place at the back
stage.

Musicality:

Though the play seems to be absurd in form and content, still the playwright has

made ample use of musicality in it. There are five songs in the play two in English and
three in Nigerian language and the macabre dance ofthe mendicants. The play opens
with an invocation to the spirits of wind, in which Si Bero and the old women request
the God of the wind to bring back Bero and the OId Man. The invocation is accompa-
nied by thejoint action ofsi Bero and the Earth mothers.

Ofe gbe wa de,le o... .....Ofe......
Ofe gbe wa de,le o.........Ofe
Oko epo epai runa

Gbe wa de'le o

Ofe gbe wa de'le (SCp2 226).

The song is in Nigerian language in which the characters pray God for the safty ofBero
and his father. In the opening ofthe play we have a macabre dance of."Traveling Exhi
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bition of the As Grotesque"(SCPl 168). The rren sho are disabled ancl defbnned b)

some unidentit'ied blast take part in thc dancc. fher e\aggerale their disabilities to ex-

tract nrone),fiom the passer-br. Thus the play is lirll ofsongs and dance lrovcments.

Aafha, Goyi, cripple and the Blind nan - lbur ri ar r ictirrs turned - beggers

have doLrble roles as characters and chtrrLrs in the plar. I-ike the ancient Creek plays. the

chorus serves the purpose ofcornnrcnting upon the nro\etnents olthe plal.

L:rngu:rge:

When rve exarnine thc charactcrs and thcir language lve flnd that Sovinka has

rnade these characters rerr iluid. Thcr"'i: no instance in the play utere Sol,inka wants

to Afiicanize the English lanr.:Lraue. ( haractcrs speak English as though it is their mother

tongue. The vocabulary and spe!'ch pattern seem to interchange. The songs that are sung

in Aliican language have an intL-rnal rh\ thln pattern of repetition. They add musicality

to the play.

Conclusion:

:irvinka had written this plar rrhcn he was arrested fbr allege s\mpathy to the

Baifilrn cause in Nigerian cir il rrar. He had to spend two 
_v- 

ears in solitarr confinenrent.

It explains the grotesque enersr that has weakned his potential as a plalrr.right, and

consequently his characters. It is this reason why rve hear lplinka most ofthe tirne

advocating throLrgh his characters. It is the despair and the disappointment towards war

and social structure that lbrced him to write such an absurd plar. Because ofthe rnoral-

izins,,irri',ose and the realistic situation the play*,right could nrrr deplol hts dranratic

skills irr tlrc play. Horvever he successf'ully brought out r iolence and barbarism inherent

in human civilization. The play is an instance of the dicturr 'absrrlLrte po\\er corrupts

absolutely'As in Tendulkar's Ghashirarn Kotwal'. Chashirarn Jrre s not hesitate to oflbr

his daughter to Nana, so also Dr. Bero in this plal di,es ntrt heritate t(r eat hLrman flesh.

Moreover he talks of the benefrts of hurnan flesh.

"The central enveloping theme is the ero\ion rrl hLrnrrnitr in a lell organized

tightly controlled authoritarian societl'' (Jones. I (li r. I hc n3n'ri\ of thc characters like

Cripple and the Blind man are suggestile ot-n ickerl nrcnt:litr oithc hunran beings. J he

plar .irikingll brings lbrth that it is highh inrp,r::ihle r. pre:.r\. hurnanin in the state

rrlriar. The social evils like corrLrption. r irrlc'nic' ]nd t ru::litr take the possession ofthe

\(r.iL't\. lhc nrtrral surrirors arc cither brutcI iii]:J !-r put int(r thc prisons.

( onsidering the thenre oithe pl,rr. th( t..nx lnd rh: structure that has been used

lirr the pla) is rppreciable Ihc rh.l:n.,.. i.-r:'.i.r.re hclps the plarririeht to present the

thelrle el}ittireh. (lther tLenren:. ,ri; ;;r.ir:,::riz:tirrn- ahorus. lan*uage and musical-

itl .:ontrrhrrte,n rn.rkin-: tLc pl.rr .....:..tu: . r:

New lnternational Reliable Research Journal. \ ol-1. lssue I\ \ )la\ 20lJ
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play. She is awfie ofthe evil ofthe villagers and therefore has a desire to
hv'from the vitlaee. She despises herselfbeing a member ofthat village:

"iwonder ifl reilly sprang hom here I know they are evil and I am not'

From the oldest io imallest child, they are nourished in evil and

unwholesomeness in which I have no part" (SCPI 121).

At the outset of the play she tries desperately to get Eman to

leave her village. But Eman appears tobe adamant to her pleadings' She

is completely u-nknown to Eman's past that he belongs to the strong breed

and that he has certain destiny to fulfill. Some critics have stressed on the

relationship ofSunma and Eman. They suctiently made the point that she

was in lovi with Eman. They may be saying this because she wanted to

so awav from village with Eman. But the dramatist has no where shown

ihat she was in lovelwith Eman. The critics might be interpretating it from

the psychological point ofview. She is simply an advocator ofgood and

abuser of evi'i in ttre play. Her compassionate feelings for Eman makes

her a good humane character.
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