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Abstract:

This research deals with an important area of sfuaymparative literature; it examines
two similar plays from English and Arabic drama,ygmalion” by two well known English and
Arabic Playwrights: G. B. Shaw and Tawfiqg AL-Hakifihe research participates in bringing
together English and Arabic literature and cultu@hoosing the same name for a literary work
“Pygmalion” with different characters and techniguand similar themes and ideas by two
famous English and Arabic dramatists, Shaw and Akt encourage the researcher to study
and compare these two plays to examine the reasoddo find out points of similarities and
differences. .In other words, this research isatempt to find out the themes of Shaw's
Pygmalion and ALHakim's Pygmalion and to examireegbints of similarities and differences
between these two plays. Another important questisnresearch intends to answer is whether
anyone of the two playwrights affect the other, amdvhat extent the two playwrights were

influenced by the Greek legend Pygmalion and Galate

According to the findings of this study, transfotima and change, women and feminity,
appearance and reality, and identity are among itheortant and shared themes of the two
plays. It is also clear that Pygmalion of the Amalplaywright AL-Hakim was influenced by the
English playwright Shaw's Pygmalion and Al- Hakinaswinfluenced by Shaw. Another
important point to state is that both writers Shamd Al-Hakim were influenced by the Greek

Myth Pygmalion and Galatea.
Key Words:Pygmalion, Comparative literature, Galatea, Shal;Hakim, Arab playwrights
Introduction

Writers all over the world are influenced by majaorks ofliterature regardless of time
and place .Playwriting in modeana .e.g. TawfigAL-Hakim plays ag(Shahrazad ,Ahl AL-kahf,
and others) andGeorge Bernard ShawMAN and Superman, Content and Criticism and
others) are widely known to public. In the anci@reek, volumes of myths were broadly
popular. Among the famous plays in modern age &aoset of AL-Hakim's and Shaw's
Pygmalionwhich have been influenced by the original GreekhnBygmalion and Galatean

terms of idea in general, and transformation inipalar. Shaw’s Pygmalion(1913) describes
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the transformation of a Cockney lower girl intoimef lady at the hands of a cynical and slightly
misanthropicphonetician has an equivalent in Arabic literatdihat is Pygmalion of TawfigL-
Hakim (1942). These two famous English and Arabic wsitgealt withthe same theme in their
plays Pygmalion. The twoplaywrights base their plays on the Greek legen&yafmalionand
Galatea The myth of a sculptor who fell in love with atee of thebeautiful woman and
eventually fell madly in love with. Similarly, Opds Rex has fascinated some of the 20th
century Arabplaywrights. Ali Ahmad Bakathir's Oedipus Tragedy1949) andTawfig AL-
Hakim’s Oedipus the King(1978) are under the influence &ophocles’s Oedipus Rex
(Wazzan, 1985: 113-1310his research will compare and contrast thepilays (Pygmalion)of
the two famous English and Arabic playwrights, Shawd AL-Hakim to find out points of
similarities and differences and to know to whateekthey were influenced by the Greek legend

and to point out whether AL-Hakim was influencedSiyaw's Pygmalion or no.

Objectives of the Research

The present study aims at explaining the relatignsatween the plays of George
Bernard Shaw’s Pygmalion and Tawfig AL-Hakim’s Pyajion. This study will investigate the
various aspects of similarities and differencesvieen the two plays in general and the themes in

particular.In other words, it is an attempt to aesthe following questions:

1- What are the themes of Shaw’s Pygmalion and akiim’'s Pygmalion?

2- What are the points of similarities and diffeses between these two plays?
3- Did anyone of the two playwrights affect theeath

4- To what extent the two playwrights were influedcby the Greek legend Pygmalion and

Galatea.
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Significance of the Research:

It is, no doubt, that very little is knowhaut Arabic Literature in general and Arabic
Drama in particular in English culture. The intdroaal libraries lack references written about
Arabic Literature to the English reader, especiallthe field of comparative literature. This
research will contribute to shed light on Arabitelcature and convey it to non-Arabic speakers

and learners.

Another significant point of this researchhat it is one of the rare researches in the field
of comparative literature to study the two playkjak have the same name which is derived
from the Greek myth entitled "Pygmalion " by whitte Irish writer George Bernard Shaw and
the Arabic writer

Tawfig AL-HAKIM were influenced and got inspiratisrirom the main idea of the myth.
Thus, this research deals with a new area of sindypaves the way for future researches in this
field.

Limitation of the Research:

This research will be limited to the two plays (Fadion) of G. B. Saw and Tawfiq AL-
Hakim. More particularly, it is a comparative stuafythe themes of these two plays, and will

focus on the points of differences and similarities
The Research Method

This is a library theoretical research and thecdptive contrastive method will be

adopted.
Part 1- Shaw's & AL-Hakim's Pygmalion: A Short Background

This part gives an introduction about the two famplaywrights, the English writer G.B.
Shaw and the Arabic one, Tawfiq AL-Hakim; their ¢maphy and literary career will be pointed
out. A short account about the two plays (Pygmalafrthe two writers also will be given to get

a comprehensive idea about the two writers and pheys that are dealt with in this research.
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1-1. INTRODUCTION

The story of Pygmalion and Galatea is found in &rkBithology, and in the famous
work "Metamorphoses”, by the great Roman poet OVitkir love was so unique that it is
difficult to be defined. However, from this legemy love story, one thing is clear, man can
never love an inanimate object with as much pasa#ohe loves a living, breathing being. Love
gives rise to desire and without this passion awe Iremains unfulfilled. Pygmalion was a
master sculptor in the ancient city of Greece. ddly he sculpted beautiful statues from huge
pieces of rock. In fact, his creations were so vesfud that whoever saw them were mesmerized
by their sheer artistic beauty and exact finishgrRglion himself was a fine and handsome
young man; He was loved by many men and women. Manyen loved him for his great skill
and looks. Nevertheless, Pygmalion never paid tdteto any of these women. He saw so much
to blame in women that he came at last to abhoséle and resolved to live unmarried. He was
a sculptor, and with his with wonderful skill heuagted a beautiful ivory statue which was so
lifelike that it was difficult to believe that it &¢ lifeless at the first glance. The beauty wa suc
that no living woman could compete with it. It wadeed the perfect semblance of a maiden that
seemed to be alive, and only prevented from mobgnodesty. His art was so perfect that it
concealed itself and its product looked like thekmmanship of nature. Pygmalion spent hours
admiring his creation. By and by Pygmalion's adtrorafor his own sculpture turned to love.
Oftentimes he laid his hand upon it as if to as$umeself whether it was living or not, and could
not, even then, believe that it was only ivory. ¢éeessed it, and gave it such presents as young
girls love - bright shells and polished stoneslelibirds and flowers of various hues, beads and
amber. He adorned his ivory maiden with jewels.pderaiment on its limbs, and jewels on its
fingers, and a necklace about its neck. To theleatsung earrings and strings of pearls upon the
breast. Her dress became her, and she looked sotlarming than when unattained. He laid
her on a couch spread with cloths of Tyrian dyel ealled her his wife, and put her head upon a

pillow of the softest feathers, as if she couldgrtheir softness. He gave the statue a name:

"Galatea", which means, "sleeping love. But whdk e the consequence of falling in

love with a lifeless ivory maiden? The festivalAghrodite was at hand - a festival celebrated
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with great pomp at Cyprus. Victims were offerecd #itars smoked, and the odor of incense
filled the air. When the festivities of Aphroditeaged,

Pygmalion took part in the ceremonies. He wenth®e temple of Aphrodite to ask
forgiveness for all the years he had shunned heenAPygmalion had performed his part in the
solemnities, he hesitantly prayed for a wife like iwory virgin statue. He stood before the altar
of Aphrodite and timidly said, "Ye gods, who can ab things, give me, | pray you, for my
wife" - he dared not utter "my ivory virgin," buaigl instead - "one like my ivory virgin". But
Goddess Aphrodite understood what the poor martnyiag to say. She was curious. How can a
man love a lifeless thing so much? Was it so beduhat Pygmalion fell in love with his own
creation? So she visited the studio of the sculptiote he was away. What she saw greatly
amazed her. For the sculpture had a perfect sitgilar her. In fact, it would not have been
wrong to say that the sculpture was an image ofrégite herself. Goddess Aphrodite was
charmed by Pygmalion's creation. She brought iteeto life. When Pygmalion returned to his
home, he went before Galatea and knelt down béfierevoman of his dreams. He looked at her
lovingly, with a lover's ardor. It seemed to hinatllialatea was looking at her lovingly too. For
a moment, it seemed to Pygmalion that it was jusgraent of his imagination. He rubbed his
eyes and looked again. But there was no mistaketithe. Galatea was smiling at him. He laid
his hand upon the limbs; the ivory felt soft to tusch and yielded to his fingers like the wax of
Hymettus. It seemed to be warm. He stood up; hisdnascillated between doubt and joy.
Fearing he may be mistaken, again and again witdvexr's ardor he touches the object of his
hopes. It was indeed alive! The veins when pregsdded to the finger and again resumed their
roundness. Slowly it dawned on Pygmalion that thienation of his sculpture was the result of
his prayer to Goddess Aphrodite who knew his degitdast, the votary of Aphrodite found
words to thank the goddess. Pygmalion humbled Hirasthe Goddess' feet.

Soon Pygmalion and Galatea were wed, and Pygmaéwaar forgot to thank Aphrodite
for the gift she had given him. Aphrodite blesdeal t

nuptials she had formed, and this union betweemfalign and Galatea

produced a son named Paphos, from whom the citgd®agacred to
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Aphrodite, received its name. He and Galatea brogifis to her
temple throughout their life and Aphrodite blesigein with happiness
and love in return. The unusual love that blossobetd/een Pygmalion and Galatea
enthralls all. Falling in love with one's creatiand then getting the
desired object as wife- perhaps this was destiaeBygmalion. Even to
this day, countless people and young lovers arenaezed by this
exceptional love that existed between two perstagime when
.civilization was in its infancy.
1- 2. GEORGE BERNARD SHAW &TAWFIG AL-HAKIM: A shor t Biography
1-2-1. Shaw's childhood and formative literary yees

During his early age, Shaw wrote five unsusftdsnovels, then, in 1884, he met
William Archer, the prominent journalist and draeréic, who encouraged him to write plays.
Through Archer, Shaw became a music critic for andan newspaper. With a strong
background in economics and politics, Shaw rosprtoninence through the socialist Fabian
Society, which he helped organize in 1884. He d&istaddd himself as a persuasive orator and
became well known as a critic of art, music, aterditure. In 1895 he became the drama critic
for the Saturday Review. Shaw’s socialist viewpantl penetrating wit show through in his
journalism, economic and political tracts, andrany plays. An articulate nonconformist, Shaw
believed in a spirit he called the Life Force thetuld help improve and eventually perfect the
world. This hope for human and social improvemetega sense of purpose to much of Shaw 's
work and had a broad range of effects across maestg of his life, from his vegetarian diet to
his satirizing of social pretensions. It also ledhts rebellion against the prevailing idea of "art
for art's sake" (that is, works of art that did g0 have an explicit social purpose). George
Bernard Shaw was born in a poor Protestant famipublin, Ireland, on July 26, 1856. Despite
the childhood neglect, (his father was an alcohole became one of the most prominent

writers of modern Britain. His mother introducednhio music and art at an early age and after
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1876, when he moved to London to continue hisesdilication, she supported him for nine more

years.

Shaw’s plays were frequently banned by censorsefused production (both their
themes and their expansive scope made them difficidtage), so he sought audiences through
open readings and publication. He published h& tiollection, Plays Pleasant and Unpleasant
in 1898, "unpleasant” works Widowers' Homes (histfplay), Mrs. Warren's Profession, and
The Philanderer; and the milder, more tongue-irekhgays Arms and the Man, Candida, The
Man of Destiny, and You Never Can Tell Also. In 88%haw married the wealthy Charlotte
Payne-Townsend. The year was a turning point irn&héfe, after which he was centrally
associated with the intellectual revival of the Esigtheatre. After the turn of the century,
Shaw’s plays gradually began to achieve productiod, eventually, acceptance in England.
Throughout his long life, his work expressed a imiseous delight in outstripping ponderous
intellectual institutions. His subsequent playdude Man and Superman (written from 1901 to
1903), a complex idea play about human capabiityin Bull's Other Island (1904), a satire of
British opinions concerning his native Ireland; BlaBarbara (1905), a dazzling investigation of
social conscience and reform; Pygmalion (1914); ride@ak House (1920), an anguished
allegory of Europe before the First World War; BaokMethuselah (1922), a legend cycle for
Shaw 's "religion" of creative evolution; Saint dod923), a startling historical tragedy; The
Apple Cart (1929), one of three later plays Shawéal "political extravaganzas"; and Buoyant
Billions (1948), his last full-length play.

Shaw received the Nobel Prize for literature in3,92hich was considered to be the high
point of his career (although he was still to weeventeen more plays). In later life, he remained
a vigorous symbol of the ageless superman he pmoethin his works, traveling extensively
throughout the world and engaging in intellectuatl artistic pursuits. In September 1950,
however, he fell from an apple tree he was prunargl on November 2 of that year died of

complications stemming from the injury.
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1-2. 2. Shaw'd.iterary Techniques in different plays

G.B Shawis one of the greatest dramatists of the 20th cgntand some critics
consider him the real English dramatist afidtakespeare He says;'| always have tgreach,
all my plays have purposesShawwas essentially successful a satirist l&en Jonson The
object of his satire includes conventionalizedgieln and philosophy ikndrocles and the lion.
Shaw makes propaganda in favor of certain ideas, whielsdught to realize in social life
.However, this doesn't apply to all playsSifaw.Action is wanted in many plays &haw.An
extra dramatic dialogue and powerful witty remamake up the need of action. In addition, the
conflict is lacked infShaws' plays. Instead of dramatic confli@®hawintroduces mental conflict
in his plays .His importance lies in the fact thattransferred conflict of modern drama from the
physical to the mental plarBhaw has enriched dramatic literature by creating aevarof
characters drawn from all classes of people in smgiety. Some characters' hints are mere
mouthpieces of these theories invented to suppigcessary contribution to an argument while
others are really projection of his own personalpaw, in spite of making his characters
talking machine, has been able to give some oudstg individual characters, such as
Bluntschli, Father Keegan, Shotover and St.Joawho can be individual characters in British
drama. His Alfred Doolittle irPygmalion,Janner in Man and Superman, Magniusin Apple
Cart are memorable additions to the heritaBbaw’s dialogue are brilliant and flash. He is a
master of dramatic dialogublr. E. Elbert says, "He excels in brief, witty exchange and about
all, in the handling of extremely long speech whes characters put forward their careful
reasoned arguments. He had the art of making tige discourse as interesting and dramatic as

action, and this was something new to the stagebHliiance, in this, has never been surpassed.
1-2. 3. Pygmalion byGeorge Bernard Shaw

Pygmalionbegins, as it was written b$eorge Bernard Shawan existing bet among
the aristocrat phonological scholdenry Higgins and his friendColonel Pickeringon a girl
calledEliza Doolittle. They have met her once and been attractedby hgawvdialect and lively
style in behaving to acHiggins, here, say$o his friend that he could, within a few monthgnt
this girl into an aristocratitady by teaching her a modern elegance of talklagt-end tone

secrets. And hifriend Colonel says that this is not logically possible, so hes btjgins about
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this issue. For this reasorenry Higgins approaches the flower vendgtiza and displays a
seduced offer if she accepts. The offer is thatarhof money will bepaid to her and another
amount of money will be given to her father on csiseallows him to teach her logic; she agrees
and comes the next day to his home and beginsata End take exercises. AccordingBfiza

has expressed great readiness and response daking exercises which makes her teacher
stunned. During a short periddliza succeeded in tests, and improved pronunciatiomjedisas
improved her appearance. That best shows duringisiteof Eliza to the house of Mrddiggins

in her received day, as well as shows during aynperty in the ambassador (a Friend of

Higgins) house garden.

For that partyHiggins accompanies his pugdliza and introduces her to the ceremony
on the grounds that she is a Duchess, without liegeber secret to anyone. Similarliliza
behaves like a real Duchess in spoken, understgradid elegance. She appears to be out of the
finest aristocratic families. In this cadéiggins earns the bet and thé&iliza realized that these
two men do not take any consideration to her noliaé victory. She is more affected Higgins
' situation where they met first , she began tal tenhim gradually to the extent that she fell in
love with him without any noticing from him or hgniores her completely considering her just as
a material held on it a successful test. It is that she was a natural pliable material in hisdlsan
like that material which origindPygmalionmade his sculpture from, but in the end, she was a
human being likes and grieves. She's not just pgtumade, this is the whole thing thdiza
feels and thinks about; Bilttenry Higgins lives beyond himself and is just obsessed with his
knowledge and the achievements, such things werenwtify his mind. After thaEliza gave
up fromHiggins ' ability to understand her, she comes back tartuther's housdyis. Higgins
whereupon his mother reproaches her son and blamefor what he had done. Theétfiggins
comes back t&liza asking forgiveness and offers her the chance &wiith him and his friend
Colonelin his trio celibate as a girlfriend &iza becomes angry with him and refuses to accept
his offer since she does not seek to obtain frieipdsr a luxurious life, but what she is interested
in is tenderness and to be seen with love by hiot He is refusing this exactly trying to

convince her that this is incompatible with theunatitself.
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Looking for his strange behavidgliza who has become now more confident and able to
cope with life, declares that she can no longar&é the situation, declaring that she will marry
a young friend, Freddie, who was haunted sinceng tone, as she declares she will not return
for the sale of the flowers, but will become a pssior of phonetics, likeliggins completely,

but she will take a strong rivalry with him.
1-2.4 THE LIFE AND WORKS OF TAWFIQ AL-HAKIM

Tawfig AL-Hakim as a boy lived alone near theiuntry estate. Perhaps this lack of
companionship led him to enter an inner world afudiht at an early age, since theors to the
outer world were closed to him. His mother introgldidiim to art, giving him books to read and
letting him participate in the back-stage actiwtad a local troop of dancers and musicians. He
went to secondary school Damanhur, a market town near the family estate in the Deiltal
then was sent to thdohammed Ali Schoolin Cairo for his secondary education. In Cairo he
lived with his father's cousins, who were poor, Wwabm he liked because of their natural gaiety
and openness. In 1919, he and his cousins patedpa the revolution in favor ofaad
Zaghloul against the British. When he was about twenty-azary/ old, he was put in prison for
a time because of his distribution of revolutionaacts and poems$n 1921 he began studying
law at theSultaniya Law Schoo] which had become the principle training ground Egypt's
intellectual leaders of the new generation, asAkbar had been for the generation before.
Mustapha Kamil andAhmed Lutfy Sayyid had been graduatesL-Hakim graduated in 1924
in a class withYahya Haqqi, who later became an ambassador and a novéasifig AL-
Hakim was born in Alexandria in 1898. His father was frthra so-called wealthy peasant class
and had married a Turkish lady. His parents' coatpag wealth and bourgeois pride led them to
scorn the Egyptian peasantry and to isolate thegdawfiq from any companionships among
the poorer. While in law school, he associated whth directors and actors of the active Cairo
theaters. He was totally enchanted by the theaerone can see by reading some of his
autobiographical short stories written about higlging days. He wrote some plays during this

time but they are mediocre. Though as yet unpubtisthey are still performed.

He finished law school in 1924 and persuaded ligefao send him to Paris to study for

his doctorate in Law. There he stayed about foars/estudying not only law but French and
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Western culture in general. He read French nowedsit to plays and concerts and discussed
literature with the artists of Paris. With his fatls wealth, he was able to live the life of a
devoted student of arts in Paris. While there hadeel to prepare himself to become one of the
national writers of his country in the field of ovel and theater. He began writing his famous
novel about prerevolutionary Egypfudet al-Ruh (Return of the Spirit), while he was in
Paris. In fact, he wrote it in French and latens@osed to Arabic and published it in 1933. He
wrote some of his first short stories in Paris &atdr published them in Ahl al-Fann (The Arty
People) in 1934. "Al-Sha'ir"(The Poet) from theselye stories has been translated into French:
it is reminiscent of theParisian impressions of many other expatriate artists haae im
Montmartre . He also wrote his first well-known plays in Parldis humorous'Devant le
Guichet" was first performed in Paris and later translateéd iArabic asAmam shubbak al-
Tathakir . In 1928 he returned to Egypt and got a job, wagkn the district courts of the Delta.
These six years in the country gave him the oppdstwf meeting many people who would later
become characters in his social plays and novets$) asYomiyat Na'ib fil-Aryaf (Diary of a
Deputy Prosecutor in the Country). The short stoiie al-'Adaleh wa al-Fann are more
incidents like those related iiomiyat which take place in the country.omiyat Na'ib fil
Aryaf has been translated into many languages, incluinglish. Some of the stories at

'Adaleh wa al-Fann have been translated into French

1-2-5. Al- Hakim's Pygmalion

The choir is trying to persuade Narcissus twagpany them to the festival, which was
preoccupied by the city. At the same time, anotjidrwho is Esmene enters the hall while
Narcissus is still being seduced by her and slsengling the warmth of love to his heart. She
tries to convince him to leave the statue and gih Wwer to the forest where they can spend
leisure times between the lap of nature. As Nausissxd Esmene go out, the God of Art Apollo
and the Goddess of beauty and love Venus entehdaohall from the window, and their
consideration is located on the statue Galatiah Béthem are attracted by the splendor art and
beauty of the statue Galatia. Apollo, whom Pygnrai® under his slavery, finds it a favorable
opportunity to confirm his victory over Venus. Heproud of this work of art that is created by
Pygmalion. This makes Venus feels that she is ehgdd by one of the short-lived humans. Not

so long until Pygmalion, the creator of this timesg®, retunes raising his voice imploring Venus
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to grant life and warmth into the ivory statue Galdis wife which was his passion that totally
dominated his heart. Having no other choice, Vethesgoddess of love, responds to Pygmalion.
So, she asks blood to take place in the veins,veamnth that applies in her body and then
ordered Galatia to remain dormant until her huskygimalion comes to wake her by kisses.
AL-Hakim wrote this play as the first Greek myth evb we find that the play begins with a
dialogue between the choir and the boy Narcissus iwta guard of the statue Galatia that is
sculptured by the artist Pygmalion, who closedHhaart in love with the statue that he created.
Then Pygmalion goes back home worried and sad,ile W& contemplates his life and thinking
of his past, he feels that the statue moves, amdrtes to life. He realizes that Venus has
responded to him. Happily, he kisses his wife Galatho feels as if to wake up from a long
dream. When Pygmalion is asked by Galatia aboupbishe tells her that he is a statues-maker
and it may earn a lot of money to buy these gendsj@nelry and clothing luxury for his wife.
He also describes its beauty for her, which alld@rius art was filed to describe its beauty and
splendor and his love towards it. This makes aenait jealousy in her heart, but she does not
know that he is talking about her when she wassthtie before Venus blown life to it. All this
and the two Gods of art and beauty hearing andhwvagovhat is going on between them from
behind the window. Pygmalion and Galatia hug edbbraand the two Gods vanished.

After no long time, Galatia abandoned her husbayghfalion and flees into the forest with
Narcissus. Esmene is trying to convince Pygmalomrbé calm and reform what has been
destroyed between him and his wife. Pygmalion tsgoa all that has happened; Galatia was a
wonderful statue and now is a traitor wife and &essthat the goddess of love Venus caused all
this when she responded to his call for turningstégue to an uncompleted woman after thrown
life into it. Apollo interferes to repair it, so l@ngs melodies on guitar to make Galatia goes
back to her husband, who denies this. Since Galatianed from the forest, she is trying to
appeal to Pygmalion but he feels sad about the seslerely way in their treatment, and feels
coolly severe relationship with his wife. He is alyg thinking in his masterpiece, which made a
lasting comparison between his ivory statue wheckharacterized by immortal beauty and his
wife who has mortal beauty. Pygmalion still compgriGalatia the wife and Galatia the statue.
With bust-up he narrows himself and his life ansl ¢ds. Galatia feels that she, in the eyes of

her husband, is only a symbol on the patio anddish, asks him to separate from each other
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before death. Once Pygmalion hears these wordsgdus horror in his heart and a sense that his
masterpiece art is about to be lost forever, sgdes to the temple to ask Venus to return the
statue and take his wife. Gods responds to himpasdes Galatia to what it was, a lifeless ivory
statue. But Pygmalion regrets, asks the gods toegbhis wife and remains so bewildered
between art and life, between Galatia the womenGaidtia the statue. He even decides to break
his statue, which brought him all this sufferingldhen dies. This is the tragedy of Pygmalion or
public tragedy of the artist, as portrayed by TgwhlL-Hakim who has been linked by the old
framework of the Greek myth, but the victory fot lay the end.

Part 2- A THEMATIC STUDY OF GEORGE BERNARD SHAW'S PYGMALION

This part will focus on the themes of Shaw'gimglion, which is important to make a

comparative study with AL-Hakim’s play.
2.1: Language and Meaning

In an age of growing standardization of what wasvkm as “the Queen’s English,”
Pygmalion points to a much wider range of varieties of spolemglish. Shaw believed
characteristics of social identity such as onefsiement of speech were completely subjective
ones, as his play suggests. WiSleawhimself hated poor speech and the varieties oédiand
vocabulary could present obstructions in conveymaaning, nevertheless the play suggests that
the real richness of English language is in theetyarof individuals who speak it. As for the
dialect or vocabulary of any one, English varistych as Cockney, its social value is determined
in Pygmalioncompletely by the context in which it is asses&#tile Liza’s choice of words as
a Cockney flower merchant would be thought as abasrher accent, they are later perceived by
the mannere&ynsford Hill family to be the latest trend, when they are thotglemanate from
a person of noble breeding. In other worelggmalionrepresentShaw’sattempt to not just use
words and language to create art and raise questbon to force readers to examine the power
and purpose of language itself. We hear langua@dl its forms inPygmalion: everything from
slang and "small talk," to heartfelt pleas and tailg about soul and poverty. Depending on the

situation, and depending on whom you ask, langeageseparate or connect people, degrade or
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elevate, transform or prevent transformation. Laggy we learn, doesn't necessarily need to be
"true" to be effective; it can deceive just as lgaass it can reveal the truth. It is, ultimatelyhat
binds Pygmaliontogether, and it pays to read carefully; even sbhimgtas small as a single
word can define a person. The theme of Languagdveaing is clearly shown in the following
extracts from the play. Here are some speechesdomne characters from which we can see the
massage thabeorge BernardShawwanted to convey to the reader of his pRygmalion.In

act oneShawpresents his first massage throdtjggins' speech as in the following extracts:

: THE NOTE TAKER. Simply phonetics. The science edctp That's mprofession; also my
hobby. Happy is the man who can make a livindnisyhobby! You can spot an Irishman or a
Yorkshire man by his brogue.

| can place any man within six miles. | can place Wiithin two miles in

London. Sometimes within two streets. (1. H@&)e,Higgins shows that speech can be regarded
as a sciencand used as a tool. And when he says:

He , however, invests speech with spiritual antucal

implications; English should be respected, he asgigimportant

because it is the language of great artists, amgftafrom God

THE NOTE TAKER. You see this creature with hersterie English: the

English that will keep her in the gutter to the eridher days. Well, sir,

in three months | could pass that girl off as altess at an

ambassador's garden party. | could even get hdaegpas lady's maid

or shop assistant, which requires better Englidgiat’ the sort of thing

I do for commercial millionaires, and on the prefif it | do genuine

scientific work in phonetics, and a little as a poa Miltonic lines.

(1.129)

Again, Higgins displays a sort of ambivalence about language.ré&4 it as a tool for social
advancement, a suitable subject for scientific ing@and a medium for artistic expression.
THE NOTE TAKER. A woman who utters such depressidg

disgusting sounds has no right to be anywhere—gftd to live.

Remember that you are a human being with a soutfaadivine

gift of articulate speech: that your native langedg the language
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of Shakespeare and Milton and The Bible; and dainthere

crooning like a bilious pigeon. (1.1239n Act two Higgins's understanding of language leads
him to treatcertain people less as human beings than as taigciand this islear from his
speech:

HIGGINS [confidently] Oh no: I think not. If there's anyotrble he
shall have it with me, not | with him. And we ameesto get
something interesting out of him.

PICKERING. About the girl?

HIGGINS. No. | mean his dialect. (2.206-9)

And in act three Shawdemonstrates how easily language can

be misinterpreted. What would seem like normal spem the

corner of Tottenham Court Road becomes novel antbhaus in a
new context.

[To Freddy, who is in convulsions of suppressed laughterjgHehat
are you sniggering at?

FREDDY. The new small talk. You do it so awfully well.

LIZA. If | was doing it proper, what was you laughint® froHiggins]
Have | said anything | oughtn't? (3.122)
ThroughoutPygmalion."correct" language is portrayed as a
unifying force. As in act fivel.iza demonstrates that it can also be
divisive.

LIZA . | can't. | could have done it once; but now | 't@o back to it.
Last night, when | was wandering about, a girl sptkme; and |
tried to get back into the old way with her; buivias no use. You told
me, you know, that when a child is brought to @ifgm country, it
picks up the language in a few weeks, and forgetswn. Well, | am
a child in your country. | have forgotten my owndaage, and can
speak nothing but yours. That's the real breakadth the corner of
To Denham Court Road. Leaving Wimpole Street kaighé.152)
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Finally, Pygmalion brings eloquent language, well-crafted dialoguessmmate
characters and a riveting plotline to the scredre drals addressed are incredibly important not
only in Victorian society, but in the celebrity @ssed modern day society as well.

2.2: ldentity

Every single day we talk about ourselves, sayindid this,” "I did that," "I am," and
"I'm not," but we don't usually think about what 'theans. InPygmalion, Shaw forces us to
think this through some characters who want to ghamho they are, others don't want to change
at all. Things get even more complicated when itlestare made up and constructed. The play
wants us to ask ourselves what | really meansitk thbout different versions of the self, and
whether that self can evezally be changed.iza’s identity is, from the very beginning, fixed. It
is only her circumstances which change. Ald@gins's reluctance to change reflects a deep
insecurity in regard to identity, an insecurity ttred by his own life-changing abilities. The
theme of identity is clearly shown in the followirextracts from the play. Here are some
speeches from some characters from which we catheemassage th&@eorge Bernard Shaw

wanted to convey to the reader of his ghyygmalion.

THE MOTHER. Now tell me how you know that youndlgeran's name.
THE FLOWER GIRL. | didn't.

THE MOTHER. | heard you call him by it. Don't toydeceive me.

THE FLOWER GIRL [protesting] Who's trying to deeejiou? |

called himFreddyor Charlie same as you might yourself if you

was talking to a stranger and wished to be plead&ite sits

down beside her basket]. (1.41-44)

Even the things we do to establish a connectioh whitfamiliar

people and things — like using slang or nicknamean-end up

causing confusion and cases of mistaken identity.

In Act two: Judgind-iza by her slovenly appearanddiggins treatsLiza like
an object instead of a human being. His commemt idoubt

sarcastic, but it tells us something about hisuaté toward women.

Liza also seems to have grown up without a femininegmes

in her life, and she's proud to have turned outigiit anyway.
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Perhaps this pride is what leads her to keep dgrshe's agood
girl." As here:

LIZA. | ain't got no mother. Her that turned me out w@g sixth
stepmother. But | done without them. And I'm a ggidd| am.
(2.118)

Higgins stereotypesiza as a poor person and simply assumes
that she has a drinking problem.

HIGGINS. Oh, pay her whatever is necessary: put it dowhén
housekeeping book. [Impatiently] What on earth slié want with
money? She'll have her food and her clothes. St@{li drink if you
give her money.

LIZA [turning on him] Oh you are a brute. It's a lie: body ever saw
the sign of liguor on me. [She goes back to heircrad plants
herself there defiantly]. (2.121-122)

LIZA . No: | don't want no gold and no diamonds. I'moad girl, |
am. [She sits down again, with an attempt at dign{®.145)

And Liza attempts again to define herself in contrast to
stereotypes. She wants to make it clear that sbé'simply looking
for handouts; still, it's hard for her to look dified in her dirty
clothes.

Not only hagHiggins come to view his clients as objects rather
than human beings, he even seems to have lostisiognef his

own identity in the process. There is another egeng interpretation, however: a block of
wood, like a canvas, is a medium for artistic espren. He, of
course, is paid to shape his clients, but this ssiggthat he, himself,
could also be subject to the same process as spbiech:
HIGGINS. What! That thing! Sacred, | assure you. [Risiag t
explain] You see, she'll be a pupil; and teachirayld be
impossible unless pupils were sacred. I've taugbies of
American millionairesses how to speak English:libst
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looking women in the world. I'm seasoned. They tagtwell
be blocks of wood. | might as well be a block obavdt's—
(2.165)

To sum up, the indeterminacy of appearance aatityan Pygmalion reveals the
significant examination of identity in the plaghaw investigates conflicts between differing
perceptions of identity and depicts the end resulliggins’s experiment as a crisis of identity
for Liza. Liza’'s transformation is glorious but painful, as iaWes her displaced between her
former social identity and a new one, which sherfmsicome or other resources to support. Not

clearly belonging to a particular clagsza no longer knows who she is.

2.3: Change and Transformation

Transformation, in Bernar®haw’s Pygmalion, can be traced in the relationship
betweerHiggins andLiza. This relationship is indeed complex so it is totéekled in different
levels; the most obvious is that of a man and a amnBut this relationship is not simple and
ordinary becauskliggins wants to transfornhiza, the flower girl, into a duchess &ta has to
undergo a great disparity to be transformed. liytieHiggins and Liza are different in age,
experience, education, and thought. Thus, theaecenfrontation between two entirely different
worlds with their respective values and aspiratidfiggins is quite skeptical of any prospect of
happiness in love or marriage. He thinks that Wloenan wants to live her own life; and the man
wants to live his, and each tries to drag the otimethe wrong trackHiggins is an extraordinary
young man who lives by his own ideals. For himglas to mean "a surrender of individuality"
and this is what he is not ready for. He is relntta sacrifice his individuality and creative
freedom for a woman's love. Thus, all what he isceoned with is to transforriiza into an
ideal woman all the world admires. In other wor@ggmalion’sall about turning a poor girl into
a duchess, right? Well, sure, dnda’s metamorphosis is stunning. You could even go saga
to call it aCinderella story. But remembelrCinderellaturned back into a poor girl before she
finally found her princd’ygmalionis ultimately a story about the transformative, anthetimes
problematic, power of education. There is no ddbbtHiggins regards himself as a creator as
far asLiza is concerned. Being the "creator”, he is proud, gréw¥, and impersonal. He tries to

explain to his mother the unique nature of thedfamation experience requiredliza:
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You have no idea how frightfully interesting itagake a human being
and change her into a quite different human bemgreating a new
speech for her. It's filling up the deepest gudittbeparates class from
class and soul from soul. 63-64
What seems like an honest attempt at "looking retapée" toLiza seems merely pitiful
to Pickering. Not all transformations are successful, and sonast the failure to change can be
more affecting than success:
The flower girl enters in state. She has a hat witke ostrich
feathers, orange, sky-blue, and red. She has dyel®an apron,
and the shoddy coat has been tidied a little. Tat@gs of this
deplorable figure, with its innocent vanity and seguential air,
touchesPickering, who has already straightened himself in the
presence oMrs. Pearce. (2.21)
Higgins transforms the oldliza into a new one with "the divine gift of articulategeech”. The
flower girl with the animal-like sounds is transfed into a lady who can express her ideas and
emotions coherently and effectively. Interestingliza comes taHiggins to be educated but she
learns from him more than he expects i.e. shalhjittcomes to be instructed in phonetics but she
learns about life as a wholdiggins, so used to be in control, is disappointed anstfated to
find himself losing hold of his emotions. He, tharisformer, has become the transformed, if
only momentarily:
HIGGINS [with dignity, in his finest professional style] iY bave caused me to lose
my temper: a thing that has hardly ever happenané¢defore. |
prefer to say nothing more tonight. | am going ¢alb(4.89)
Here, once agaitdjiggins is stunned to find that his "creation” is
now able to control and change her manner with.e8kat said,Shaw's use of the word
"exhibition" casts the truth of that change in dioub
Liza enters, sunny, self-possessed, and giving a staugger
convincing exhibition of ease of manner. She caraidittle
work-basket, and is very much at hofrkeringis too much
taken aback to rise.
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LIZA . How do you do, Professetiggins? Are you quite well?
HIGGINS [choking] Am |— [He can say no more]. (5.115-117)
Having achieved her goal and won the heta finds that her
metamorphosis has left her confused. Having justdme”
something new, she is already afraid of what vathe next.

LIZA [pulling herself together in desperation] What atfit |

for? What have you left me fit for? Where am |a@ §vhat

am | to do? What's to become of me? (4.60)

Ironically, Liza argues that the man who taught her to be a ladyhenier see her or treat
her as one. She also suggests that transformagiogulbjective, that not all people will
acknowledge all changes. In claiming that he aaréinge his own naturéliggins complicates
his own claims about change and transformatiorheifcan't change his nature, we have to
wonder, how can he really understand how to changeeone else?

Liza. You see, really and truly, apart from the thiaggone

can pick up (the dressing and the proper way oéking,

and so on), the difference between a lady andveeii@irl is

not how she behaves, but how she's treated. | sledlys

be a flower girl to Professdtiggins, because he always

treats me as a flower girl, and always will; butriow | can

be a lady to you, because you always treat meladya and

always will. (5.143)

The transformation ot.iza is, of course, central to the plot and themePgfimalion The
importance at first appears to rest in the powdggins expresses by achieving this
transformation.

“But youhave no ided,he says, how frightfully interesting it is to take a

human being and change her into a quite differembén being by

creating a new speech for her. It’s filling up theepest gulf that

separates class from class and soul from soul.”

As the play unfolds, however, the focus shifts Isat tthe effects of the change upbiza

become central. The truly important transformatiora goes through is not the adoption of
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refined speech and manners but the learning oper#ence and a sense of inner self worth that

allows her to leaveliggins.

2.4: Society and Class

Pygmalionillustrates the difference and tension betweenuiyger and lower class. A
basic belief of the period was that a person isilito a class and that no one can move from
one class to anotheShaw, on the contrary, believed that personality isefirted by birth.
Instead, he thought that you can achieve socialgdé you really believe in yourself. As to the
play, the barriers between classes aren't natncatan be broken down. To be cldaygmalion
is a play which is concerned witbhaws ideas about society and claggigmalion does not
have a useful introduction. The play concentrateshe@ comedy of the early lessons, and the
early attempts to passza off into society.Shawmakes some effort to avoid sentimentality- the
fact that despite the title. Henry ahda don’'t end up falling in love. Howeve§haw suffers
from a sort of non-romantic sentimentalityiza and Alfred Doolittle, originally living in bad
conditions, represent the working class. What happeLiza and her father express&baw’s
belief that people are able to improve their litesough their own efforts, but they have to
consider that their character might change as Wélus it doesn't seem astonishing that the
difference between a lady and a flower girl liethea in her treatment than in her behavior.
Shaw'scriticism is obviously in the paradox élfred's character: He is happy being poor and
miserable being rich. In the same w&polittle shows how difficult it can be to change one's
whole personality. Once he becomes wealthy, hetadaphe conventions of the upper class and
fears the lower class. Instead of this developmeng should develop one's own personal,
flexible code of behavior. The upper class regaatskground and wealth as decisive and is keen
to preserve class distinctions. In the play they represented by tHeynsford Hills appearing
dishonest towards themselves. They escape frontyreald prefer an illusion. This can be
explained by the fact that theynsford Hills are lacking money, but refuse to go earningirt
own living. At the endClara can be seen as an exception because she makes mmnteand
takes an honest, realistic look at her own life.

In Pygmalion, we observe a society divided, separated by largguagucation, and
wealth.Shawgives us a chance to see how that gap can be treigeessfully. As he portrays
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it, London society cannot simply be defined by twoms, “rich" and "poor." Within each group
there are smaller less obvious distinctions, and in the middle, in that gray area between
wealth and poverty that many of the most difficgitestions arise and from which the most
surprising truths emerg&hawargues that societal change can and must begiheopersonal,
spiritual level, that change can be affected withrdg, not weapon$?ygmalionallows us to
observe a society in flux and understand the problehich crop up in an "age of upstarts.”

More than just language separaltéza from her fellow women; even here, we see that
she would be the better off women's equal (at laadtar as appearance is concerned), if only
given the money to take care of herself:

THE FLOWER GIRL. [She is no doubt as clean as she can
afford to be; but compared to the ladies she iy d@rty. Her
features are no worse than theirs; but their coiodileaves
something to be desired; and she needs the sewi@es
dentist]. (1.29)

Higgins suggests that being a maid or a shop assistaniresdoetter English than being an
aristocrat. Is he joking? Perhaps a little.

THE NOTE TAKER.You see this creature with her kerbstone
English: the English that will keep her in the gutto the end

of her days. Well, sir, in three months | couldgtsat girl off

as a duchess at an ambassador's garden party.lt @uen

get her a place as lady's maid or shop assistahighv

requires better English. That's the sort of thirdplfor
commercial millionaires. And on the profits of dd genuine
scientific work in phonetics, and a little as a poa Miltonic
lines. (1.129)

Doolittle thinks of himself as a different species of poorspa; his comments make it
clear that there is more to society than an uppéidle, and lower class. There are, it seems,
many different classes within each groD@OLITTLE says:

What is middle class morality?

Just an excusi®r never giving me anything.
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Therefore, | ask you, as twgentlemen,

not to play that game on me. I'm playing straigith you.

| ain't pretending to be deserving.

I'm undeserving; and | mean to go on being undaser

| like it; and that's the truth.

Will you take advantage of a man's nature to do dunof the price of his own daughter what
he's brought up and fed and clothed by the swehisdfrow until she's growed big enough to be
interesting to you two gentlemen? Is five poundgasonable? | put it to you; and | leave it to
you. (2.273)

It is interesting that we get to see a poor gxperience the comforts of wealth, but we
never get to see a wealthier person "see whdikis for Liza. Doolittle equates wealth with
laziness and wastefulness, anda’s own poverty seems to have instilled in her a sesfse
modesty. She isl not so much as look in the miltt#A says. | had a good mind to break it. |
didn't know which way ttwok. But | hung a towel over it, | did.

HIGGINS. Over what?

MRS. PEARCE. Over the looking-glass, sir.

HIGGINS. Doolittle: you have brought your daughter up too

strictly.

DOOLITTLE. Me! | never brought her up at all, except to gnex

a lick of a strap now and again. Don't put it on,r@®vernor. She

ain't accustomed to it, you see: that's all. Bug'lsoon pick up

your free-and-easy ways.

LIZA. I'm a good girl, I am; and | won't pick up nodérand easy

ways. (2.308-313)

Just asDoolittle occupies his own position within the lower clagaw tells us that the
Eynsford Hills are part of what might be called the "gentpebr." They are, it would seem,
much closer toMrs. LIZA.

| tell you, it's easy to clean up here. Hot antdomateron tap, just as much as you like, there is.
Woolly towels, there

is; and a towel horse so hot, it burns your fing&sft brushes

www.ijee.org



International Journal of English and Educationjexgs

ISSN: 2278-4012, Volume:4, Issue:4, October 2015

to scrub yourself, and a wooden bow! of soap sntelike

primroses. Now | know why ladies is so clean. Waghia

treat for them. Wish they saw what it is for tie lof me!

(2.303)

Higgins's level of wealth than tdiza 's, but they are nonetheless in a less than désirab
position.Mrs. andMiss EynsfordHill are the mother and daughter wisbeltered from the rain
in Covent Garden. The mother is wbhted, quiet, and has the habitual anxiety of sé&a#d
means.The daughter has acquired a gay air of being veagimat homen society: the bravado
of genteel poverty. (3.43)

Class distinctions are, we see, changeaBlara, raised, we assume, in relative wealth, is
apparently unaware of her family's changing fortune

MRS. EYNSFORDHILL [to Mrs. Higgins] You mustn't mind

Clara. [Pickering, catching from her lowered tone that this is

not meant for him to hear, discreetly joidgygins at the

window]. We're so poor! and she gets so few pargiesr

child! She doesn't quite knowMfs. Higgins, seeing that her

eyes are moist, takes her hand sympatheticallygaed with

her to the door]. But the boy is nice. Don't younkhso? (3.200)

Higgins considers his teaching to be a kind of social wditke inability to communicate, he
suggests, is at the bottom of man's social isduieza.’s main reason for going tHiggins and
Pickeringis to learn to speak like a lady,

“I want to be a lady in a flower shop stead of sgllat the

corner of Tottenham Court RoAdpg.14).

The whole experiment is about social class andidkas of British societyShaw's original
thought behindPygmalionwas to show the old-fashioned ways of 20th CenBnijish class
system. If a girl was to simple act as if she wdady she could be passed off in society as a
totally different class with no regard to where $lael come fromLiza had learned the ways of
the upper class and was therefore acceptéxialso displayed through thgynsford Hill family.
Freddy and Mrs. Eynsford Hill both cling to their name as their source ddtate in society.

They were prestigious because of where they had, lbe¢ by what they had don€larais in a
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way like the rest of her family, but instead oftjurying to keep the societal place she l@ara
wants to rise in society and not stay where sh&hi causes her try to act in a higher way, and
unlike Liza, she fails. She tries to speak the “new small talkdl she tries to achieve the same
level of society that her mother’s name carriestdad of succeedir@lara instead is considered

a snob of societyPygmalionis a book about society and the ways that societwed people.
Finally, it shows the successful side of societhewLiza moves up in stature, and the other
side, with theEynsford Hill family.

2.5: Manipulation

In Pygmalion,we see different types of influence and contromstimes literal and other
times metaphorical: the teacher training his sttydée artist shaping his creation, the con artist
fleecing his mark, the child playing with his toyhat said, these roles aren't always well-
defined; they can change easily, without warningm8&times the master becomes the slave and
the slave the master, in the blink of the eye, vlilher times the two simply become equals.
Shawwants us to observe the consequences of contrskddhow these changes occinaw
asserts that manipulation and coercion are presestenatural, necessary modes of action.
Without them, real change — personal and societebeid not be possible. In recognizihga
as his equal at play's endiggins is really recognizing the extent to which he hasimaated
his subjectLiza has changed, yes, hidiggins's perceptions have changed even midrggins's
motives for helpind.iza do not seem to spring from compassion, but thésskd agrees to teach
her are certainly intended to help her prosper.
PICKERING. Higgins: I'm interested. What about the
ambassador's garden party? I'll say you're the ¢get
teacher alive if you make that good. I'll bet ydiuttze
expenses of the experiment you can't do it. Ahplalyl for
the lessons.
LIZA . Oh, you are real good. Thank you, Captain.
HIGGINS [tempted, looking at her] It's almost irresistible.
She's so deliciously low—so horribly dirty—
LIZA [protesting extremely] Ah—ah—ah—ah—ow—ow—
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ooool!!!

| ain't dirty: | washed my face and hands aforeine, | did.

(2.76-9)

Higgins is so quickly wrapped up (pun not intended) ingmgject that he immediately starts to
treat her as an object, raw material for his design

HIGGINS [storming on] Take all her clothes off and burniiheRing up

Whiteley or somebody for new ones. Wrap her upawi paper till

they come. (2.86)

Higgins takes a strange pleasure in templingp, as if he is scared she will run away. It seems
as though he may be attached to her long befopdelaels for her to stay at Wimpole Street:
HIGGINS. Listen,Liza. | think you said you came in a taxi.

LIZA . Well, what if | did? I've as good a right to takéaxi as

anyone else.

HIGGINS. You havel.iza ; and in future you shall have as many

taxis as you want. You shall go up and down andddbe town

in a taxi every day. Think of thdtiza. (2.140-142)

On the other handMrs. Pearce suggests that, under certain circumstandgggins's
manipulation is inadvertent, and that he is evepabke of losing control, of manipulating
himself.

MRS. PEARCE [patiently] | think you'd better let me speak to

the girl properly in private. | don't know that & take charge

of her or consent to the arrangement at all. Ofrsed know

you don't mean her any harm; but when you get wbatcall

interested in people's accents, you never thinkaoe what

may happen to them or you. Come with b= . (2.152)

Higgins, himself an expert in language, acknowledges the

(sometimes dangerous) power of language and rhetori

HIGGINS. [After listening toDoolittle] Pickering: if we

listen to this man another minute, we shall have no

convictions . (2.284)
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Mrs. Higgins, like Mrs. Pearce seems to agree thiiggins can get carried where his "art" is
concerned. He seems unable to acknowledge hovuciaitifiza’s behavior is.

MRS. HIGGINS. You silly boy, of course she's not presentable.

She's a triumph of your art and of her dressmaketsif you

suppose for a moment that she doesn't give hexaly in

every sentence she utters, you must be perfeeitked about

her. (3.203)

Often, Higgins and Pickering do not seem to treat her like a human being. Herarkable
abilities are simply a source of entertainmenttifigm.

HIGGINS [to Pickering as they go out together] Let's take her to

the Shakespeare exhibition at Earls Court.

PICKERING. Yes: let's. Her remarks will be delicious.

HIGGINS. She'll mimic all the people for us when we gehéo

(3.262-264)

Trick, indeedHiggins andPickering talk aboutLiza as if she were a

pet, a performing animal.

PICKERING [stretching himself] Well, | feel a bit tired. Itteeen a

long day. The garden party, a dinner party, anddpera! Rather

too much of a good thing. But you've won your Heggins. Liza

did the trick, and something to spare, eh? (5.8)

Liza is not, of course, literally enslaved. Aktiggins has no intention of chaining her up. Her
training, however, makes her unable to go back dp dld ways. She is no longer being

manipulated actively; rather, the effects of thenipalation are unshakeable.

2.6: Appearance and Reality

Pygmalionexamines this theme primarily through the charactéiza, and the issue of
personal identity (as perceived by oneself or thers). Social roles in the Victorian era were
viewed as natural and largely fixed: there was gieed to be something inherently,
fundamentally unique about a noble versus an Uedkihborer and vice vershiza’'s ability to
fool society about her “real” identity raises quess about appearances. The importance of
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appearance and reality to the themdPgfmalionis suggested biiza’'s famous observation:
“You see, really and truly, apart from the thingsy@ne can pick up (the dressing and the proper
way of speaking, and so on), the difference betwaedady and a flower girl is not how she
behaves, but how she’s treated.” Is beauty only diep? Is it in the eye of the beholder? Or is
it the consequence of social circumstanc8baw is more interested in dealing with the big
guestions — like that last one — than with old saw$ygmalion,anything from a pair of boots
to a bath to an expensive dress can tell us impostaff about a character, like their place in the
world or their state of mind. They can reveal wimaght normally be hidden from view, or hide
that which might normally be obvious. Hence, appeee can be deceiving, and the trick is
learning how to judge what is true and what isefalBhe thing is, it is not an easy skill to pick
up. InPygmalion,we learn that even the smallest changes in appeaian have a great effect
on how a person or thing is perceived. In consingcdPygmalionaround the classic rags-to-
riches plot,Shawfools us in the same wayza fools the upper classes. We expect the plot to
resolve itself in the conventional way until, sudlye we realize that the play we are watching
will not resolve itself at allShawtells us that she "is not at all an attractive peysbut he
contradicts himself in the next act. In this caseye physical appearance, dirtiness, and neglect
destroy any kind of physical appeal.

[[Liza] is not at all an attractive person. She is perbap

eighteen, perhaps twenty, hardly older. She weditdesailor

hat of black straw that has long been exposedealtist and

soot of London and has seldom if ever been brustedhair

needs washing rather badly: its mousy color cardhabe

natural. She wears a shoddy black coat that reacieesly to

her knees and is shaped to her waist. She hasvarbs&irt with

a coarse apron. Her boots are much the worse farwghe is

no doubt as clean as she can afford to be; but esetpto the

ladies she is very dirty. Her features are no wdhem theirs;

but their condition leaves something to be desiset] she

needs the services of a dentist]. (1.29)
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Even before she is taught to speak and talk cdyrdgza has some ideas about cleanliness, self-
image, and respectability. She is simply unablméet any of the usual standards:

The flower girl enters in state. She has a hat witke ostrich

feathers, orange, sky-blue, and red. She has dyel®an apron,

and the shoddy coat has been tidied a little. Tat@gs of this

deplorable figure, with its innocent vanity and seguential air,

touchesPickering, who has already straightened himself in the

presence oMrs. Pearce. (2.21)

Mrs. Pearcehas strong views on the potential harmfulness aftwinght be called bad behavior.
As she sees iHiggins must look and act respectable if he expétta to change for the better.
MRS. PEARCE.Yes, sir. Then might | ask you not to come down

to breakfast in your dressing-gown, or at any nate to use it

as a napkin to the extent you do, sir. And if yould be so

good as not to eat everything off the same platd,ta

remember not to put the porridge saucepan out of frand on

the clean tablecloth, it would be a better exantplthe girl.

You know you nearly choked yourself with a fishbortee jam

only last week. (2.188)

Doolittle's clothing clashes with his other attributes: faisial features, his demeanor, and his
voice. He is dressed like a dustman, $hawtells us that he is not the kind of person we might
expect:

Alfred Doolittle is an elderly but vigorous dustman, clad in the

costume of his profession, including a hat withaakbbrim

covering his neck and shoulders. He has well maaketrather

interesting features, and seems equally free feandnd

conscience. He has a remarkably expressive vdieggsult of a

habit of giving vent to his feelings without reserMis present

pose is that of wounded honor and stern resolu{i@r211)

Just as with the upstarktiggins mentions, all it takes is a single word to disraptextremely

powerful illusion.
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[[Doolittle] hurries to the door, anxious to get away with beoty.

When he opens it he is confronted with a daintyeaisitely

clean young Japanese lady in a simple blue cotimoko printed

cunningly with small white jasmine blossoiss. Pearceis with

her. He gets out of her way deferentially and agaes]. Beg

pardon,Miss.

THE JAPANESE LADY. Garn! Don't you know your owagleer?

(2.289-290)

Mrs. Higgins's graceful beauty and her ability to define héraghinst fashion suggest that she
is very comfortable with herself, that she knowegpl down, who she is;

There is a portrait oMrs. Higgins as she was when she defied

fashion in her youth in one of the beautiful Rassetostumes

which, when caricatured by people who did not uatéerd, led to

the absurdities of popular estheticism in the eaghtseventies.

In the corner diagonally opposite the dddrs. Higgins, now over

sixty and long past taking the trouble to dressaiithe fashion, sits

writing at an elegantly simple writing-table withb&ll button within

reach of her hand. (3.3-4)

ThoughMrs. andMiss EynsfordHill are both subject to the same kind of "genteeVerty,"
each expresses their condition in a different vpa@yhaps because of the difference in age.

Liza, who is exquisitely dressed, produces an impressicuch

remarkable distinction and beauty as she entersttiey all rise,

quite flustered. Guided liiggins's signals, she comesirs.

Higgins with studied grace. (3.91)

Liza, first described as "not at all attractive," hasdree incredibly desirable thanks to some
nice clothing, jewelry, and a few months of tramippearance is a changeable, and powerful,

thing.
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2.7: Sex Roles

Sex and gender have a great deal to do with thardics betweehiza andHiggins,
including the sexual tension between them that nzamyence members would have liked to see
fulfilled through a romantic union between themLlira’s difficult case, what are defined as her
options are clearly a limited subset of optionsilatsée to a woman. A#Ars. Higgins observes,
after the conclusion of the experimémta will have no income, only:

“the manners and habits that disqualify a fine [&dyn

earning her own living.

To this problenHiggins can only awkwardly suggest marriage to a rich nsa aolutionLiza
makes an astute observation abéliggins's suggestion, focusing on the limited options
available to a woman:

“1 sold flowers. | didn’t sell myself. Now you’ve deaa

lady of me I'm not fit to sell anything else.”

"Pygmalionis a serious analysis of class and gender corifle¢rnard Shaw's play
transcends the nature of drama as a medium toilllreditfor sheer entertainment valighaw’s
play powerfully comments on the capacity for theliwdual to overcome the boundaries
established by systems of class and gender. Domiassumptions and expectations, may
essentially prevent an individual from becomingialbe mobile within a seemingly rigid
hierarchical social structure. Howeveéiza, the protagonist utilizes language as the toolctvhi
enables her to escape the confines of the lowss @ad to be regarded as a human of a certain
degree of worth within society. Asza transformed from a flower girl to a duchess, thdiaace
witnesses many ways that an individual can be dehiurad through the socialization process.
Issues of both class and gender arise from theotemawithin the play that surround the
interactions betweeHiggins andLiza.

2.8: Women and Femininity.

Lizaas a Strong, Assertive WomanRygmalion,BernardShaw’s comedyPygmalion
presents the journey of an impoverished lower igitb London’s society of the early 20th
century. Professariggins proposes a wager to his frie@blonel Pickeringthat he can take a
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common peddler and transform her into royaltiza Doolittle is the pawn in the wager. But
little doesHiggins know the change will go far beyond his expectatidmza transforms herself
from a defensive insecure girl into a fully confdiestrong, and independent woman. When the
audience first meetsiza Doolittle, she is a lower girl peddling at 11 PM in front®f Paul’s
Church. The audience’s first impression is oneyogathy because she is dressed in rags and
pedestrians are unkind to heliggins callsLiza:

"you squashed cabbage leaf, you disgrace to théerashitecture

of these columns, you incarnate insult to the Bhginguage.” (p.

21)

A lot, as you've probably guessed, has changetianlast century. Back whe®haw
wrote Pygmalion,women could not vote in the United Kingdom; in 83¢omen over the age of
30 were given the right, and it took another teargdor all women to be given a voic&haw's
depiction of women and attitudes toward them isrampively and sometimes confusingly
varied. They are shown in conventional roles — ashers and housekeepers — and as strong
willed and independent. The play pays special atterto the problem of women's "place” in
society (or lack thereof), arfshawoffers no easy answers to the tough questionsatiss.

In Pygmalion Shaw portrays a society in transition, in which progressnotions of
femininity clash with more established, traditiorddas about gender roles.

In asserting her independence fréhiggins and the usual conventions regarding marridgey
nonetheless ends up confirming established gertdeeatypes. Even at this point in history
when women had gained a lot of respect they waelletrstated as property. This is displayed
throughLiza. In the beginning of the tale, MRoolittle enters the story coming to ask money for
his daughter who has been taken in by these geerlee says:

“Well, what's a five pound note to you? And whiai?e to me?”

(pg.27).

Doolittle compares five pounds éfiggins wealth toLiza. Its Doolittle saying he can part
with Liza as easily asliggins can part with five pounds. The money will iméssed just asLiza
will, but it can be replaced. Also the paying of meg for Liza is much like trading a slave.
Higgins again brings this up towards the end of the stdmgmit is discovered th&oolittle has

more wealth than before, yelling at him that;
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“She doesn’t belong to him. | paid him twelve pasifat her,” (pg.59).
The way thaHiggins treatsLiza andMrs. Pearceis another reflection of the way women were
seen. Women were to do as than said and any deviation from this idea was seestrange

and troublesome.

3: ATHEMATIC STUDY OF TAWFIQ AL-HAKIM 'S Pygmalion
This part will focus on the themé®\bHakim's Pygmalion to make a comparative studth
Shaw's Pygmalion in the next part.

3.1: Conflict between Art and Life

AL-HAKIM has expressed his internal conflict which formsdksire for remaining art
far away from life and attaching it to life. It & kind of conflict that dominated majority of
innovative writers who intended to present it asagnsymbolizing eternity that carries man's
anxieties based on the condition that it is notrawersial, for is considered everlasting one cast
by a real artist.

This kind of conflict was at the top in forties €time of issuinghis play). In this
regardAL-HAKIM makes a comparison between #rést and the gods/énusand Apollo) to
declare that an artist creatpsrfection, in contrast, Gods create imperfect hursabject to
diseases, old age, and death as in this playseems enthusiastic to champion the importance of
a theoryknown as “arffor art's saké He doesn't want to use the art for life. Blis romantic
attitude doesn't drive us home becaAkeHAKIM is found to be in a fix. This confusion leads
him to be indecisive in thisegard. This hesitation can be seen clearly byetit of the play
when Pygmalion prays for Gods again to grant life for his stat8ece thegoddess doesn't
answer him, he destroys this statue to showirttpossibility of making art far away from life.
Conflict between art, embodied by the god ofApbllo, and life,embodied by the goddess of
love and lifeVenus Pygmalion, thecreative artist, sometimes feels that everythimgife is
restricted and everything in art is unrestricteggmalioninsists that his creative genius is even
superior to the creative powers of the Olympic gods
Pygmalion! Oh, gods . . . leave me alone . . . for mysetf sy
creatures! . . . | am but your equal; | have eveoedled and

exceeded your power".(61)
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Ironically, Pygmalion the mortal being has created an immortal, idéalus whereas the
immortal gods have transformed it into a mortabligh being. This is an indicator of the
supreme power of an artist. This is wygmalionis very proud of his art when he says:

"Art is my power . .. My miracle . . . My weapan Your weapon is

life . .. My weapon is art".(123)

Sometimes he discovers that life grants affectinercy and love, and these things can't
be given by art but he didn't find an end for ttisiggle. By the timd\arcissus(his apprentice)
tries to close the window fearing tHaggmalionwho is sick might get wors®ygmalionrejects
saying (o. . . don't close it now. . . it is so eajlthen he shoutssmhich ismore beautiful and
noble? Life or Ar?). In fact,Pygmalioris conflict is imponderable and internal. Neithke t
beauty of life fulfils his desire, nor is the beaof art sufficient for himPygmalioris conflict is
philosophical and internal one between the valuleeauty of life and the value or beauty of art.

Here,Pygmalioris conflict oscillates between the value of lifeldhat of art.

3.2: Woman's Relation to the Artist's life

Tawfig Al-Hakim, interestingly, this influential Arab playwright @rwriter is known to
be a misogynist in his early years remaining a bkxtor an unusually long period. He is given
the epithet Enemy of Woman This is probably one of the primary causes thtitact his
attention to the myth but his pldygmalion (1942), unlike Shaw'®ygmalion which has a
realistic approach, deals with the myth from plolasical, psychological, and metaphysical
points of view. The playygmalioris embodie®\L-HAKIM’s desire and the kind of conflict he
has towards womemL-HAKIM'’s play raises various philosophical questions aloaitartist's
relationship to life and in particular to the womwao is, according tcAL-HAKIM, life's
greatest temptation. Does establishing a relatipnsfith her forms a danger to the artist and
contrary to art?. Therefore, the reader feels ttiatauthor sees a woman as a silly creature, her
interest in life is restricted for what is mateisit (Wealth, Power and BeaytyAL-HAKIM has
portrayed a woman as treacherous where he puts hemposition surrounded by doubts and
treason and makes her a bugbear for the @tigmalion Throughout the play, it is clear that
AL-HAKIM suggests that the artist should live like a pnest is not to be transformed into an

ordinary man chasing his desires. His faith instduld be unwavering and absolute. Once he
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falls into the trap of life, he can never get ridito To confirm the idea that the woman plays a
negative role in the artist's lifAL-HAKIM portraysGalateaas a subsidiary character. She is no
match to her arrogant husband. Her intellect da¢<ope with him so she appears meek when
he orders her,Silence, womdh. Her only reply is:
"Have | said anything wrong, deBygmaliorf'(115).

Galatea a marvelous masterpiece, symbolizes the triunfrtoover life. As an ivory
statue, she is enchantingly beautiful and inspirlBgt as a woman she loses her mysterious
charm. For instance, sls@ocksPygmalionwhen she carries a broom; a symbol of the indignity
of domestic life.Pygmalion thoroughly contemplate&alatea while sweeping and says to
himself:

"Oh...and abroom...in her hand!".(108)

He realizes that the living woman is, physicalyd morally, inferior to his artistic creation.
Thus, he rejects her and demands his statue a§hHHAKIM succeeded in expressing his
negative points of view towards a woman with thgphe# using the myth so as to clarify that
perfection and idealism in a woman is a worthl&asg, something is impossible to be achieved

in reality and thus, it should be avoided.

3.3: Artist's Crisis with Reality

Pygmalionhas found himself living a tragic crisis becausewamted to incarnate the
majesty of art and its perfection and idealism b@a basis of reality. He wanted to make an
angelic wife whom he has cared out of imaginatiod the science of good dreams. But when
she has been transformed into a real woman, slegrdess with the idealistic picture that
Pygmalion has hoped for, becausgalateaelopes withNarcissuspreferring the falsified and
current beauty and reality rather than the eteanalGalatearepresents the artiftygmalioris
painful truth that reality can't contain the ideti thoughts and miraculous dreams. Then
Pygmalionis satisfied with the truth that art is still foesvto be a strange dream in comparison
to the art based on reality. In other words, adnsnfinite world that is boundless, out of time
and space. In fact, art is infinite, beyond thetoarof any earthly authority. It can go deep down
the deepest sea and far above the zeRylgmalionquarreled with his art which led him to a

destructive case and accordingly with goddess. ,Theisad to be responsible for his own fate
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lonely with no help from any one. (Balateawere no longeiGalateg Narcissusis also no
longerNarcissusafter his treason faPygmalion He has lost hidarcissuswhich resulted him

in folly and overconfidence of himself so he is more loved or admired by any woman. He
comes into force appealing Esmenefor regaining his lost balance

Narcissus " Do you think that | have forgotten your sweetrds? | had

never forsaken any word. Yoksmene, know very wisely why did

| sleeked everywhere you go?

Esmene" sh ... don't say anything more ... that is enougthat is enough

... no more .. no morel{)

What all these characters achieved by the end gugptiness that equalizes nothingness.
Pygmalion has lostGalatea for good and then selfsame. SimilarlMarcissus has lost his
paramour, Esmene, whom he devoted his time persgiéali with no use and then lost selfsame.
In the course of the god of &pollo’s lose when he yields tdenuss fantasy. In addition, in the
course olVenuss irreparable loss for the world of life that steel created and left it subjected to
defacement.

3.4: Transformation

AL-HAKIM 's play portrays howygmalion the great artist, who has so far led a
celibate life, falls in love with a beautiful, fefeastatue which he has made. Because he is
dissatisfied with the ivory, unresponsive statu@lled Galatea Pygmalion yearns for
transforming it into a lively woman. Hence, he @dyg Venus the goddess of love, to breathe
life into the ivoryGalatea But whenVenusgrants his wishes, the mort@lalateadisappoints
Pygmalionwith her foolish conduct. Then, she runs away wWgrcissus Pygmalioris foster
son.Pygmalionrealizes that she is, as he describes her:
“a trivial creature . . . a foolish woman runningagy with a foolish
youth".(21)
Apollo intervenes to saveygmalioris marriage by transforming the fooli€&alateainto a noble
and devoted wife. YetPygmalion gets tired of his mortal wife because he finds meither
interesting nor inspiring.

Thus, he asks the gods to transform her agairaimigory statue:
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"Give me back my work and take yours! . . . givedoaek my art . . .

| want her an ivory statue again”.(129)

Even when this request is granted by the godsartist develops a strange aversion to the statue.
It torments him with the memory of his "dead” wifln a moment of despaiRygmalion
destroys the statue so he destroys it as a berdasddhnd and a ruined artist. It is noteworthy
that transformation is also a keynoteAiRHakeenis

Pygmalion This is evident in the relationship Bfygmalionas a creator anGalateaas his
creaturePygmalionundoubtedly considers himself a creator. He is ttbteansform the abstract
beauty in his mind into an actual statdgollo andVenuswho witness the miraculous beauty of
the ivoryGalatearecognizePygmalioris supreme power of creation At the beginning dikene

part of his soul wins sBygmalioris whole existence is governed by an ambitious tlis to
create an ideal beauty. In pursuit of this goalh&g chosen a hard life and turned his back to the
joy and ease of the ordinary man. Theggmalioris arduous effort to reach his aim is rewarded
by a superb victory. This is embodied Bygmalioris ability to transform his abstract beauty
into a real, peerless statue. Once this mirackeafity is actualized in front &ygmalioris eyes,

his urge for perfection is satisfied.

Now the human part begins to work &ygmalion because he develops a strange an
uncontrollable passion for the statue. Thus, He falthe greatest temptation of the human life.
He probably forgets or deliberately ignores his fddrs and doubts about women and love.
Pygmalion the man, abandons himself to passion and humbfs Yenus to transform the
statue into a womar.hus, a masterpiece of art is transformed into aahwife who shatters,
by her foolish, earthly behavior and her romantitage inPygmalioris mind. Galatea is
marvelous as long as she is an ivory figure oreami, but once she acquires a human life, the
dream vanishes.

Thus, he rejects her and demands his statue dfa@m whenPygmalionregains his statue, he
cannot recapture his old pride in it. The new gateems t@ygmalionan irritating mockery of
first fabulous one; besides, it is a reminder & Wwoman he has logeygmalioris resentment
culminates into destroying the statue so he los#is the divine and the human parts. This is
becauséPygmalion has neither been satisfied with his lonely lifeaasreative artist, nor is he

content with the human earthly love.
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3.5: Intellectual Distinction

AL-HAKIM intentionally functions the mythical symbols to afisthe different sides
in meaning at the same time; a side is relatedhto downright mythical indication etc.
Pygmalioris revulsion toward&alateaafter becoming a real woman represents semantiaally
essential value according &l.-HAKIM 's symbolic point of view which is these unintahig
secrets arouse souls to run after them hoppingdognize their recesses. In his preface to
Pygmalion AL-HAKIM makes a statement throws an interesting light srohin conception of
his development as a playwright "About twenty yeagse" , he says, "l used to write for the
stage in the true sense of those words', and tleesense of 'writing for the stage' is ignorance of
the existence of the printing-press.” As for nowdoatinues, " | set up my theater inside my
mind , and | make the actors thoughts moving frestyidst ideas, wearing the costumes of
symbols ' the dramatic surprises are no longehénplot so much as in the thought". This , he
concludes, to bridge the gap between himself aadtige.

AL-HAKIM's play is intellectual. Thus, at the top of the hrehy, the artist is crowned with
success, whereas everything is crawling at his tdetis the genius and the superman who is
entitled to enjoy the spiritual ecstasy of art. Hoer, he is not to be transformed into a fallen
being. He is completely denied any sensual pleastrieh is the share of the common mortals.
Pygmalioris fall from his height is the outcome of his tfamsiation when he tries to enjoy the
earthly pleasureAl Hakim’s play seems to draw a distinction between theledtlal activity
and the physical work. In other words, the playlesgs the relationship between art and life,

clearly giving priority to art because it is immarand immutable.

3.6: The Power of Art

In AL-HAKIM’s Pygmalion there is an emphasis on the powerful creativotythe
artist to create the eternal dygmalionis an artist whose work, for him is superior&pollo’s.
This theme is shown b&pollo’s confession to/enusApollo:
The power of art and the creation faculty
of these people ammetimes able to create

beautiful creatures that we, gods, cannot
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compete to do the same for these people are free
in sublimitywhereas we are prisoners of the system.(27)

It is true thaPygmaliondoes not possess the absolute powers of the gedkisyability
to actualize and transform the ideal beauty instadute is unmatchable. Ironicallgygmalion
the mortal being has created an immortal, idealustavhereas the immortal gods have
transformed it into a mortal, foolish being. Thssan indicator of the supreme power of the
artist.(22) This is why’ygmalionis very proud of his art when he says:
"Art is my power . .. My miracle . . . My weapdh2.3)
But Pygmalion the artist, has been suffering because of hiatigee power, for he must live
alone without the joy of the social interactiontbé natural being. Leading a god-like life, he
gets fed up; "For the first timé?ygmalionsays," | feel the burden of creation and its coddne
loneliness, and cruelty".(38) The dilemmaRyfgmalionis that he is a blend of divine, being a
nonesuch artist, and human, being a natural macaue of this double naturBygmalion

wavers between his divine sublimity and human needs

4- A Comparative Study of Shaw and AL-Hakim's Pygméon
This part will point out the points sifilarities and differences between the two plafyShaw
and AL-Hakim.

4.1: Points of Similarities

There are lucid-shared elements between the twe plapresented mostly by the idea of
transforming a woman. Either transforming a statue woman as in Al-Hakim's Pygmalion, or
transforming a poor woman to an aristocratic onas Tdea is related to the original ancient
Greek myth so they share the same source. It & eled natural the latter is affected by the

former especially both the writers wrote in the sditerary genre (drama).

4.1.1: Transformation Theme

In Bernard Shaw’sPygmalion transformation can be traced in the relationgiepveen
Higgins andEliza. This relationship is indeed complex so it is ®&thckled in different levels;
the most obvious is that of a man and a woman tlstrelationship is not simple and ordinary

becauséHiggins wants to transforniliza, the flower girl, into a duchess &tiza has to undergo
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a great disparity to be transformed. Initialjiggins andEliza are different in age, experience,
education, and thought. Thus, there is a confrmmtddetween two entirely different worlds with
their respective values and aspiratiddggins is quite skeptical of any prospect of happiness in
love or marriage. He thinks thathe woman wants to live her own life; and the naants to
live his, and each tries to drag the other on tmeng track". (3)

Higginsis an extraordinary young man who lives by his eggals. For him, love is to
mean"a surrender of individuality"and this is what he is not ready for. He is reloct®
sacrifice his individuality and creative freedomr fa woman's love. Thus, all what he is
concerned with is to transforiiliza into an ideal woman all the world admires .Therenas
doubt thatHiggins regards himself as a creator as faElza is concerned. Being the "creator”,
he is proud, powerful, and impersonal. He triesxplain to his mother the unique nature of the
transformation experience requiredgliza:

"You have no idea how frightfully interesting itdstake

a human being and change her into a quite diffehemban

being by creating a new speech for her. It's fjlup the deepest

gulf that separates class from class and soul fsoni". 63-64

This is whyHiggins gets furious wheikliza treats him as an equal and trespasses his superior
position as hercreator'. He finds it essential to confirm his ability bér transformation so he
says:

"I tell you | have created this thing out of theiaghed

cabbage leaves of Covent Garden; and now she peten

to play the fine lady with me".

He even goes so far as to justifyEbza the trouble he causes to her because of her neviolif
"making lifé, he says, theans makingrouble". Higgins transforms the olé&liza into a new one
with "the divine gift of articulated speétch

The flower girl with the animal-like sounds is teformed into a lady who can express her ideas
and emotions coherently and effectiveBliza's remarkable transformation achieved by an
extraordinary education leads some critics to kelthatHiggins has a "Socratic" character with

great intellectual skills. Interestingliliza comes taHiggins to be educated but she learns from
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him more than he expects i.e. she initially comede instructed in phonetics but she learns
about life as a whole.

Unlike the realistic approach employed [8haw Tawfig AL-Hakim follows an
allegorical and metaphysical approach which hasnaarkable similarity to the original myth.
But AL-Hakim has made sommodifications to the myth to suit his dramatic mttens. AL-
Hakim 's play portrays howygmalion the great artist, who hase far led a celibate life, falls in
love with a beautiful, female statwénich he has made. Because he is dissatisfiedthativory,
unresponsive statue, call&hlateg Pygmalionyearns for transforming it into a lively woman.
Hence, he prays to Venus, the goddess of loverdatlte life into the ivoryGalateaand the
Goddess answers him. Neverthelegsis;Hakim's play suggests that the statue's transformation
to a mortal woman is a fall. No@alateais a woman possessed by @t'spirit" having no
loyalty and following her own desire. Because sberiesponsibleGalatea runs off with
Narcissus.To cope with the artist's mysterious, dazzling, I&&-Hakim has given his play a
mythical atmosphere with its timeless past. Thesgark believed to descend on earth and
interfere in human affairs. The divine miracle whicansforms the ivory statue into a flesh-and-
blood womans made acceptable within the context of the plxging so,AL-Hakim is forcing
even the spectator to be an artist because heohget into the dreamy world of the play if he
wants to believe and comprehend the events anddbein-to-earth purposes. It is noteworthy
that transformation is also a keynote AL-Hakim’s Pygmalionn this is evident in the
relationship ofPygmalion as a creator analateaas his creaturePygmalion undoubtedly
considers himself a creator. He is able to tramsfibre abstract beauty in his mind into an actual
statue. But although the motif "transformation"egident in both plays, yebhaw and AL-
Hakim have employed it differently to reach certain dramatentions. It is undeniable that
both heroes are similar in some aspects. For iostahoth Higgins and Pygmalion are
egocentric. They are occupied with their ambitiogains, and losses. They consider others as
much as they serve their ego and fulfill their msgs. Yet, inAL-Hakim's play, Pygmalion
suffers because of the conflict between art anel viihereasShaw’s Higgins is never torn

between his human needs dnsl professional zeal.
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4.1.2: Women's Relation to the Artist's Life

These critics envision the relationship betw&#ina and Higgins in a different level.
They claim thaEliza's transformation is undertakéy Higgins as a scientific experiment. For
Higgins, the scientist, th€ockney flower girl is no more than guinea pid. She is only an
instrument to prove a scientific hypothesis thahes power ophonetics to transform the human
characterln this respectHiggins tells his mother’It's the most absorbing experiment | ever
tackled".Eliza herself remarks tbliggins that Pickering might need clothes for:
"the next girl you pick up to experiment on."
At the end, she gets fed up so she asks Pickering:
"Will you drop me altogether now, the experimeravisr".
It is also noticeable thaHiggins ' transformation ofEliza even implies a master-slave
relationship.Higgins considersEliza a: "property”, for he says " The girl doesn't belorg t
anybody — is nase to anybody but me".
He talks ofEliza as a $lave’ whom he has bought for five pounds. He is they @mle authorized
to transform her into another form. Wheliggins ' mother suggests th&tiza should live with
her father, he protests that:
"she doesn't belong to him. | paid him five poufodser".
He even explicitly expresses his opiniorEixa:
"No use slaving for me and then saying you wabgtgaared for: who
cares for a slave".

With all his experience and knowledgdiggins can neither perceive nor respect the
human being behind the flower girl even after h@ngformation. This is whiliza is embittered
when she tell$liggins that she just wants a little kindness, and sirecesmude and never willing
to stoop to show her some, she will depart his @arsd marry the podfreddy. Some other
critics see thaEliza-Higgins ' relationship is like an artist and his masterpida this respect,
Higgins ' role as an artist is parallel ®ygmalion the mythical artistHiggins ' pursuit of
phonetics is artistic in the sense that it seekgdate harmony and beauty in the human speech.
He transforms the "detestable" and "disgusting'ngsuof the flower girl into the musical and

beautiful expressions used in "the language of &adare and Milton and the Bible".
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AL-Hakim 's play portrays howygmalion the great artist, who has so far led a celibif¢e |
falls in love with a beautiful, female statue whicé has made. Because he is dissatisfied with
the ivory, unresponsive statue, callfgdlateg Pygmalionyearns for transforming it into a lively
woman. Hence, he prays to Venus, the goddess ef tovbreathe life into the ivor@alatea
But when Venus grants his wish, the mofGalatea disappointsPygmalion with her foolish
conduct. Then, she runs off wiarcissus,Pygmalioris foster sonPygmalionrealizes that she
is:

“a trivial creature . . . a foolish woman runningvay with a foolish youth".

Apollo intervenes to saveygmalioris marriage by transforming the fooli€alateainto a noble
and devoted wife. YetPygmalion gets tired of his mortal wife because he finds heither
interesting nor inspiring. Thus, he asks the godsansform her again into an ivory statue;
"Give me back my work and take yours! . . . giveoaek my art . . . | want her

an ivory statue again”.

Even when this request is granted by the godsatti& develops a strange aversion to
the statue. It torments him with the memory of hiead" wife. In a moment of despair,
Pygmaliondestroys the statue so he ends as a bereaved Husiha ruined artistPygmalions
suspicion of the female sex is confirmed by hiseigifthoughtlessness. Althougkpollo
performs a miracle and improves the mofalateamorally, she cannot live up ®ygmalion
intellectually. BesidesRPygmalionis alarmed to think thaBalateais destined to grow old and
die. Faced with the dilemma of choosing betweeroman and a statuygmaliondetermines
to save his work of art. He addresses the godsriejeo Galateds transformation;

“You have turned this glorious work . . . into avial creature". Some other critics see that
Galatea Pygmalionis relationship is likean artist and his masterpiece. In this respect,
Pygmalion' role as an artist is parallel ygmalion the Greek mythical artist. The artist's
relationship to life and in particular to the womaho is, according té\L-Hakim, life's greatest
temptation. Throughoute play, it is clear thaAL-Hakim suggests that the artist should live
like a priest who is not to be transformed into an @dimman chasing hidesires. His faith in
art should be unwavering and absolute. Once heifédi the trap of life, he can never rise again.
To confirm the idea that the woman plays a negatle in the artist's lifeAL-Hakim portrays

Galateaas a subsidiary character. She is no match torhegant husband. Her intellect does not
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cope with him so she appears meek when he orders3ikence, woman!". Her only reply is
"Have | said anything wrong, deBygmalior'.

In Al-Hakim's Pygmalion,there is an emphasis on the relationship conrgetha artist to his
artistic product. This is apparentiygmalioris second wish; to transform the woman again into

a statue. He prefers the statue to, his creatiatiet real woman.

4.1.3: The Life Force

Drawing on a poweiShawcalled the Life Force, human beings could bothextb the
full extent of their capabilities and collectivetyrn to the task of transforming society. This
theme is expressed clearly by the transforming gs®cfor Eliza from a poor girl to an
aristocratic one. It is a matter of science as esg®d byHiggins in act one Shawbelieved in a
spirit he called the Life Force that would help none and eventually perfect the world. This
hope for human and social improvement gave a seinparpose to much ddhaw’swork and
had a broad range of effects across many facdisdife. It also led to his rebellion against the
prevailing idea of &rt for art's saké. At the beginning of the plaliza's voice is like a goat's
voice, herbody is dirty, her hair is neglected, her behaigailly and intolerable and her look is
disgusting. However, when she agrees to fdiggins ' phonetic classes, she climbs the social
ladder. By the passage of tintéljza's voice is changed to be as a menddea high class, her
body is now shining and more beautiful, her langusgeloquent at speech, and her behavior is
mostly welcomed. It is the power of science thakesaa person raises upon his class. Regarding
Al-Hakeenis Pygmalion it sheds light on this theme also under the tfl¢he power of art as
expressed by the Ga¥pollo:
"The power of art and the creation faculty of thpseple are sometimes
able to create beautiful creatures that we, gods;not compete to do
the same for these people are free in sublimityredsewe are prisoners
of the system".

It is true thatPygmaliondoes not possess the absolute powers of Godkijsyability to
actualize and transform the ideal beauty into tusgdas unmatchable. Ironicallipygmalion the

mortal being has created an immortal, ideal statoereas the immortal Gods have transformed
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it into a mortal, foolish being. This is an indiocabf the supreme power of the artist. This is why
Pygmalionis very proud of his art when he says;

"Art is my power . .. my miracle . . . my weapon".

Yet, Pygmalion, the artist, has been suffering beeaof his creative power, for he must live
alone without the joy of the social interactiontbé natural being. Leading a god-like life, he
gets fed up; "For the first timé&ygmalionsays:

“I| feel the burden of creation and its coldness)dbness, and cruelty".

The dilemma ofPygmalionis that he is a blend of divine, being a nonesutistaand human,
being a natural man. Because of this double nafygmalion wavers between his divine

sublimity and human needs.

4.2: DIFFERENCES
4.2.1: General Differences:

G. B. Shawand Tawfiqg AL-Hakim introduce the original myth dPygmalionin two
different ways. WhereaAL-Hakim's Pygmalion carved something beautiful out of raw stone
and give it life,Shaws Higgins takes a Juttersnip¢' a "squashed cabbage |8aip out of the
slums and makes her into an exquisite work of art.

To confirm this idea, the difference between the plays is formal where we fin@.B
Shawhas added the realistic approach to his play repted by the character Biggins who is
a modern scholar uses linguistics to reach histuwredliza to the highest levels of social
positions, whileAL-Hakim uses the character 8ygmalion,who is an artist, preserved by his
mythical features to reach his creat@alateainto perfection. We notice an essential difference
between the two plays lies in intellectual dimenswhich reflects on creativity becausé -
Hakim believes in art for art's saké&, however he is found to be in a fix besitated. On the
other hand, the socialistic writS8hawbelieves in “arffor life's saké so he tries to introduce the
power of scienceepresented by Phonetics which is devoted for dsyamposes. It islear that
Shawintended to integratscience with arto be devoted foserving a man so as to ascend him
spiritually and intellectuallyRegardingAL-Hakim, he was very faithful to the original Greek
myth, affected by its numerous details so the pointsiroflarities appear to benore than the

points of differences. The character which the &v@fithe play revolve around is a character
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having approximately the sarfeatures. The artisPfygmalior) dovetails his art to the extent of
banding together and wishing to grant life to hexp of art and the goddess achieve his wish by
granting life to his statue and transforming itatdhuman being both in the myth and the play.
AL-Hakim's faithfulness to the original myth can be noti¢dktbugh the names .One of the
differences thaG.B Shawgives his characters freedom (self-determinationdxpress what is
going around their minds trying to be neutral sdoasffer a chance for those who oppose him in
his opinion Ehawwas socialistic an#élliggins is aristocratic) as well as his supporters regasdle
of his sympathy with the poor characté&iiza) and his irony of the aristocratic charact&t-
Hakim's Pygmalionexpresses in this play his internal conflict betwéesolating art from life"

or "attaching art to life"hence by the end of the pl&ygmalionis double-minded between art
and life. Pygmalion prays again for the goddess to grant life to hisryivstatue but he is
tormented mentally and psychologically to reachriaical moment. When the goddess doesn't
response to him, he realizes a painful truth thahe impossibility of makingrt setting apart
fromlife" Pygmalionshouting destroying the head of the statue:

"no... no... you are no longer an example for what ukhmake"

We can say the difference between the two playsihietheir remoteness or proximity to the

original myth.

4.2.2: Symbolism

G.B Shawhas succeeded in constructing his play accordingwi harmonious
dimensions: the first is a realistic approach cmstavital characters move in realistic
atmosphere, appear far away from the myth, andifosiee details of daily life, the second is a
mythical approach we sense an artist's relatiowhat he creates or particularly a scholar's
relation to what he productsliggins' relation toEliza appeared at beginning a negative one
characterized byiggins' refusal to the marriage yliza. There is no doubt thas.B Shaw
adopts a social situation arises from his socieltstlief and his situation to social discriminatio
which was at the top in his days. Biawfiq AL-Hakim's play based on the myth which enables
him to construct a symbolic frame to his play agimg the contemporary principle in using a

myth as a form for expressing a contemporary huexgeriment also the character is functioned
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symbolically.Pygmalionrepresents the human being who looks for truthiseumning after art
is just a kind of looking for the truth.

AL-Hakim intentionally functions the mythical symbols to atis the different sides in
meaning at the same time; a side is related tdakaright mythical indication et®ygmaliors
revulsion toward<Galatea after becoming a real woman represents semantieallyssential
value according tAL-Hakim's symbolic point of view which is these unintaliig secrets
arouse souls to run after them hopping to recogthies recesses. In his prefaceRggmalion
AL-Hakim makes a statement throws an interesting light @ dwn conception of his
development as a playwrighAbout twenty years afjde says:'| used to write for the stage in
the true sense of those words', and the selse of 'writing for the stage' is ignorance o th
existence of thprinting-press."As for now he continue$,| set up my theater inside myind ,
and | make the actors thoughts moving freely anitsts, wearing the costumes of symbols ' the
dramatic surprises are no longer in the plot so mas in the thought This, he concludes, to

bridge thegap between himself and the stage.

4.2.3: Artist's Attitude towards His Creation (Art)

The two playwrights have dealt with this thediféerently. Looking deeply to the way in
which G.B Shawposed this idea presented by the charactadigfins who refuses getting
married fromEliza because she is still having the portray —in hisdnis his apprentice so she
can't reach the social class to which he belongs.

Whatever she greatly achieves in her life regardimmanners, speech, conduct, and
appearance, she is an uneducated poor rural laglgeprives her from her humanity by treating
her like a toy or as a means for his scientificezkpents or neglects her emotional feelings after
she has lost in his love in the course of the eeattion he had shown, therefore his attitude
towards her is similar to a scholar’s attitude, vidout of his feelings and emotions, towards his
pupil. In addition, he takes the position of a disinated man who rejects seeing the poor
classes' people are rising socially to be his p&&B Shawmay think that artist's admiration of
his own art (creation) to the extent of integration having the desire for everlasting
communication with it (art) only expresses a rontasituation as it happens in the myth. To
Shaws view, a writer should elevate his own feelinfbis characters so as to allow them move
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freely and express their feelings and thoughts alt. 8haws creativity lies in his neutrality
towards his characters by offering them extraomyirieeedom to express what is going around
their minds and hearts. This is the reason makestdibe neutral so as to give the chance for
who disagrees with hinHjggins) as well as providing the opportunity for thoseovwdgree with
him completely. In contrast t8haw Tawfiq AL-Hakim's Pygmalion carries in its totality a
different point of view represented by the chamaaté Pygmalion who has engraved a
beautifully good-looking made statue ,call&alatea,through his creative power of art and
inscription. Having succeeded in makiigplatea a unique one in a world dominated by
thousands of statue®ygmalioris earthly human nature began arousing the soulow,
affections, senses, feelings and emotion in himatdw his creationGalateg. He asks the
goddess of life and love (Venus) to grant life t® piece of art in order to marry her, which in
turn, resulted in Venus's response to his prayawfig AL-Hakim may think that artist's
admiration of his own art (creation) to the extaftintegration or having the desire for
everlasting communication with it (art) expressegalistic situation as it happens in the myth.
But this romanticized idealistic point of view hlasen totally destroyed by the end of the play
when we se®ygmalionprays again for the goddess (Venus) to return béleverlasting old
statue instead of the mortal bei@Gglatea

By this brief shadowing to this theme , it is cléhat G.B Shaws play has a realistic
approach since it deals with issues taken fromdhiy life while AL-Hakim's Play has a
romantic approach since it deals with mythical sfom the world of imagination. In this sense,
one sees how bot3.B Shawand AL-Hakim make use of the original myth &ygmalionfor

the sake of each one's purposes.

4.2.4: The Motif of Transformation

Although the motiftransformatiori is evident in both plays, y&hawandAL-Hakim
have employed it differently to reach certain dramantentions. It is undeniable that both
heroes are similar in some aspects. For instaraté, Higgins and Pygmalionare egocentric.
They are occupied with their ambitions, gains, krsdes. They consider others as much as they
serve their ego and fulfill their purposes. YetAin-Hakim's play,Pygmalionsuffers because of

the conflict between art and life wherestsaws Higgins is never torn between his human needs
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and his professional zeal. To the endiggins is not transformed into a new condition;
contrarily, he clings to hidritellectual lifé". Thus, all what he inviteKliza to is to join him in an
intellectual fellowship.

The CONCLUSION

This research compared the mytiPggmalionbetween Irish writer BernarfShaw,and
Arabic one, Tawfig AL-Hakim. At the beginning of this research, an introductiand a
summary of the ancient Gre&lygmalionand a summary of the two plays are given to compare
and contrast the two plays of these two famous iEmgind Arabic playwrights. It has offered
views of some critics and then addressed the jositipn between the themes in the two plays
as well as the juxtaposition of events, also tal&bdut the difference between the original play
and each of the authors to the symbol in this @ayg, also showed the success of the two senior
authors.

The mythPygmalion in its totality, has contributed to form the atmlespe of deferent
genres of the modern literature including (dramaetp/- novel). This can be noticed clearly in
this research, which dealt wiygmalionof AL-Hakim's andShaws plays. It is clear that G.B
Shawhas been affected by the original ancient mythyel$ asTawfig AL-Hakim, whoseplay
is irrespective according to the apparent diffeeehetween them. It is natural that the former
affects the latter, especially both the two writen®te in one literary genre (drama). With no
doubt,AL-Hakim got benefit from the dramatic construction farBardShaw AL-Hakim has
confessed himself of the merit 8haw This is obvious from the comparative study betwiwe
two plays which reveals parallels between the dtars, events and themes especially
transformation;this is related to two reasons, the first, is tihat two playwrights extract from
the same source which is the ancient Greek myth, dfner is thatAL-Hakim has been
influenced byG.B. Shaw From the comparative study which sheds lighthensimilarities and
differences betweerAL-Hakim's intellectual world-famed play an&haw'sworldcelebrated
social satire, the two plays entitli®ygmalion it is obvious thaAL-Hakimhas been affected by
G.B Shawin the idea of transformation but the latter hascfioned the myth to reach realistic
ideas AL-Hakimhas adopted the original myth by the wayas$te anccopyso he was criticized
by many critics for this behavior and this is tlkason his play did not get the expected success.
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G.B Shaw's success is related to his extraordimargatile ability to adopt the Greek myth and
makes modifications to suit social demands.

G.B Shawhas succeeded in constructing his play accordingwio harmonious
dimensions: the first is, a realistic approach am# vital characters move in realistic
atmosphere, appear far away from the myth, andifosige details of daily life; the second is a
mythical approach we sense an artist's relatiowhat he creates or particularly a scholar's
relation to what he products. Howev&gwfig AL-Hakim'slay based on one dimension which
is the mythical construction and has been faitihbuthat. Though AL-Hakim's Pygmalion is
closer to the original Greek myt.B Shavws Pygmalionis more beneficial thaALHakim'sto
Pygmalion's myth and using the idiormythical construction idiguratively utilized here
because the majority of relations, struggles andflicts are not controlled by extraordinary

powers but controlled by the science which makeagtas in our temporary world.
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