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Chapter Four
 Pygmalion:
 Language as Instrument of Social T~t·ansformation
 99
 The title of the play Pygmalion (1913) suggests the th(me of the play to be love,
 but in Shaw's representation of the theme, the play in1 ·olves a wider purview of
 social relations and social conditions affecting emo1 ional partnership of two
 individuals. A phonetician creates a perfect model of h s linguistic signs out of a
 phonetically raw and socially subaltern girl who fall~ in love with him. Thus,
 what to him is just an experiment turns out to be th~ most demanding human
 heart. Shaw seems to be at a loss as to the fmal :·esult of the tangle. He,
 therefore, leaves the ending ambiguous. He may have l is own reasons for it, but
 the producers of the film version and the musical ope; a version felt free in the
 matter.
 Pygmalion is perhaps the most popular play in the s; 1avian canon - its film
 version My Fair Lady (1964) with its own value and iH.pact upon a world-wide
 audience has induced critics and readers to take a frd h look into the hitherto
 unexplored dimensions of the play. The play offers an e<emplification of Shaw's
 life-long passion for utilising language as an instnunent for achieving or
 determining one's position in the society. In the play, tl. e entire experimentation
 by Professor Higgins, the phonetician on the cockney flower seller, fonns the
 staple .of the theme, which also brings into focus the i~ sues related to the main
 action - that is, recognition of individual men and won ten as human beings and
 their relationships, and the possibility of social refot1 n through evolution of
 social groups from the lowest stratum to the higher one,;. In this play of Shaw's
 middle phase, he has consciously given his characteristi(: twist in modulating the
 myth of Pygmalion for his own dramatic purpose in 1 he given framework of
 society.

Page 2
                        

100
 The mythical Pygmalion, a great sculptor, falls in love' with his own artifact, that
 is, a marble image of a beautiful girl, whom he named.1 "Galatea", who is brought
 to life through the divine intervention of Aphrodite:' the goddess of love. We '
 learn from Ovid's Metamorphosis that Pygmalion, l~ing of Tyre near Cyprus,
 was a gifted sculptor and a woman-hater, who was determined against marriage
 and completely devoted to his art. But strangely, th~ statue he sculpted was that
 of a woman, perhaps because of his suppressed de~ ire for perfect womanhood.
 Ultimately, he fell in love with the statue so passf)nately that he caressed her
 face, her hands and even took her in his arms, dre~ sing her up richly. When all
 this came to no effect, he joined the annual feast / >f Venus in Cyprus, offering
 prayers. Back home, he caressed the statue and fou' nd it physically responsive as
 a living maiden. He named her Galatea and married her, and they had a son
 called Paphos. Henry Higgins, a Professor of p' 1onetics, who is the Shavian
 counterpart of the mythical Pygmalion, remains i mly an experimenter, because
 he does not marry his Galatea, transformed qut of the flower-seller, Eliza
 . Doolittle. Higgins maintains an aesthetic distance· from the object (or, the victim)
 of his experiment and refrains from any emotion~J involvement with the girl as a
 human being. Successful as he is in his missiotl of transforming the flower-girl
 into a duchess, Higgins betrays his selfishness ~ s an artist in finally leaving her
 off. This sort of selfish indifference or rather a f ;alculated attitude of detachment
 to her may be called an instance of Shaw's concept of artistic or aesthetic
 integrity, as evident in Tanner's axiom of the ~.utist's commitment solely to his
 art in Man and Superman:
 . The true artist will let his wife st:arV :, his children go barefoot, his mother
 drudge for his living at seventy, soon~ r than work at anything but his art. (Act
 I, 341)
 Higgins has utilised Eliza just as a guinea{ig in his experimentation. In the
 Higgins-Eliza relationship one might see th/; dramatization of the relationship
 between the artist-man and the feminine /•elf as art-material, a modernised i
 version of the Pygmalion-Galatea myth. As l1'gmalion instilled new life into the
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 inanimate stone, so t11ggms couecrs ~nza as a spectmen almost from nowhere,
 and gives her 'a local habitation and a name,' for a temporary period.
 The play opens under the portico of St. Paul's Church1
 Covent Garden, where a
 group of people have taken shelter from the rain. ~ong them are a lady, her
 daughter and son (who is to go out for a cab for the~n), a gentleman (actually
 Colonel Pickering, Expert on Indian dialects), a stn).nge Note-taker (actually
 Professor Henry Higgins, author of Higgins's Univers~i Alphabet) and a Flower
 Girl trying to sell her flowers. Higgins taking note of the Co~ey accents he
 hears among the crowd, professes his ability to teach af!ty one the correct English
 speech by which even the Flower-Girl can be transfofllled into a duchess. He and
 Pickering strike up a close relationship based on their professional affinity. Next
 day at Higgins's laboratory at Wimpole Street, the flower-girl Eliza Doolittle
 meets Higgins and Pickering and wants Higgins to teaph her genteel English by
 which she could get the job of a sales-lady in a flower shop. She even offers to
 pay him proper fees. Higgins pounces upon her a;'S the fit subject of his
 . experiment to make a duchess of her in six months, ~nd hands her over to his
 housekeeper Mrs Pearce. Eliza's father Alfred Doolide (a dustman) arrives to
 demand money in exchange of his daughter. Whett cornered by· Higgins's
 bullying words, he accepts a five-pound note as too aenerous an offer. In Act
 Three, at the house of Mrs Higgins (the Professor's mother) on her at-home day,
 Higgins turns up to announce that Eliza will be there Then arrive two guests
 (Mrs Eynsford Hill and Miss Eynsford Hill) whom Biggins recognises as the
 lady and her daughter stranded by the rain under St. Pa~ll' s portico a few months
 back. Freddy Eynsford Hill also arrives, followed by . Pickering. Then appears
 Miss Doolittle, who impresses everyone by her lovel;y gait and sophisticated
 intonation. From there the Higgins-Pickering-Eliza tri:o move on to attend an
 Ambassador's garden party, whe~e the .invited guests ;~rre highly impressed by
 Eliza's elegant talks and take her to be a veritable pri,!ncess or duchess. In the
 fourth Act at the Wimpole Street laboratory, Higgins and Pickering feel satisfied
 by Eliza's brilliant society performances. But Eliza does not feel at all satisfied.
 She finds herself changed into a lady but fit for nothit)tg practical in life. Eliza
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 tells Higgins how she has been rendered unfit by his ttaching. Pygmalion fmds
 his Galatea come to life and talk a language tot~lly contradictory to his
 expectation. In Act Five, Higgins appears at his mot~1er's house to inform her
 that Eliza has fled away without his knowledge. Actu~lly, Eliza has come down
 to Mrs Higgins's house. Meanwhile, Doolittle who has been endowed with a
 legacy by an American morality-preacher is now g~ing to formally marry the
 woman who had lived with him as Eliza's sixth 'Step-mother. Mrs Higgins,
 Pickering and Eliza are to attend the wedding. Eliza ~who infonns Higgins of her '
 intention to marry Freddy cannot fully suppress her deep attachment toward
 Higgins who is also childishly dependent on her. ··Though the play ends with
 Higgins laughing loudly over Eliza's preference of Freddy to Pickering, the
 question of her marriage remains unresolved.
 Obviously, the thematic complexity and ambigukty of the play called for a
 powerful theatre language. Shaw has succeeded in bringing forth the required
 dimensions of the language in the play .
 . Before analyzing the idiom of the play we should. have a look at its performance
 aspects which are supposed to give life to ~ author's meanings. Stanley
 Weintraub ("Pygmalion's Opening Night") has recounted the opening night's
 sensational performance of Pygmalion in His M*jesty's Theatre, London, on 11
 April1914 (where it ran for 118 performances)., The play is also remarkable for
 the controversies between Shaw, and his two famous actors, Mrs Patrick
 Campbell and Sir Herbert Tree. A forty-nine y¢ar old Campbell played the role
 of the teenager Eliza. The Daily Express had been much critical about the play: it
 wrote on the morning of the opening day:
 "Where is youth these days?" it inqu}red. "Far from being at the helm it is
 lucky to be allowed to scrub the decks: A new play is to be perfonned tonight
 at His Majesty's. The combined age~ of its_ author, its leading lady and its
 ·manager is 166. Sir Herbert is· 60, Ml Shaw is 57 and Mrs Patrick Campbell,
 who plays a flower-girl of18, is 49." (.qtd. in Weintraub 53)
 · In spite of the misgivings, the play has been highly successful on the stage. Shaw
 confidently told a reporter of the Observer that the play has already been
 translated in Gennan, Swedish, Polish and Hungarian. He ironically confessed
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 his misgivings: "There must be something radically wrong with it if it pleases
 everybody, but at the moment I cannot fmd what it is." (qtd. in Weintraub 55)
 Desmond MacCarthy, writing a review of the 1914 performance (of course by
 Tree and Campbell), comments:
 Sir Herbert Tree acted admirably his nerv~msness, his dread of even
 touching Eliza lest the floods of irrational e!Jotion should be released in
 himself. (146)
 The critic comments that the fourth Act is the most dramatic and praises the
 acting of Campbell. But H.W.Massingham (review of Pygmalion in The Nation,
 April18, 1914) is not so full of praise. He contends th~t Shaw's Herbert Tree is
 too cold a character, a 'male brute' who uses Eliza at)d then discards her, and
 that Eliza talks like a gramophone, not like a woman.
 This is significant that Shaw's Pygmalion, a play on the sociological impact of
 the sophisticated pronunciation and intonation, was first performed not in
 English but in German version at the Hotburg Theatre, Vienna, on 16 October
 1913. The English presentation at His Majesty's Theatre, London, was no doubt
 quite successful. Actually, Pygmalion has all along been the most popular
 among Shaw's plays, one that has passed through many revivals and versions -
 particularly, opera and film. A film version of the pl~ was first produced in
 1938 by Gabriel Pascal, with Anthony Asquith as Director, and Leslie Howard
 playing Higgins and Wendy Hiller playing Eliza. Shaw was so pleased with it
 that he wrote additional scenes for it. A few mon~s before Shaw's birth
 centenary, a musical version of the play made by Alan Jay Lerner under the title
 My Fair Lady was presented on 15 March 1956, at the Mark Hellinger Theatre,
 New York, with Frederick Loewe as music director, and Rex Harrison and Julie
 Andrews playing Higgins and Eliza respectively. It pro~d so popular that it ran
 for six years at a stretch till 7 July 1962 (a record of 2~21 performances). The
 film My Fair Lady with Audrey Hepburn playing Eliza $01 tremendous success.
 In the film and musical versions, the play ends with HiJgins and Eliza happily
 united. C.B.Purdom rightly comments:
 By allowing this [union between Higgins and EliZ$] in the film Shaw in some
 degree compromised with his own sense of ~tic fitness for the sake of
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 t.l\. pleasing his friend Pascal. He was no\ a positi( n to object to the same treatment
 in the musical version, My Fair Lady. (249)
 We understand that Shaw here dramatizes the pers~ :~ting gulf between Higgins I
 and Eliza, and so he prefers to leave the issue ambigt1 ous.
 II
 The Shavian dramatic idiom operates just with the ~ tart of the action. Shaw is
 specific about place and time - his stage directio~ shows Covent Garden at
 11:15 p.m. The indication of the time at 11:15 p.m. 1 :extually for the reader, or
 auricularly by the clock-strokes for the audience, ere~ tes an atmosphere of such
 a nightly time. Shaw informs us that the action takes place under the portico of
 St. Paul's church, Covent Garden, pointing out the it, tportance of the hierarchy
 of the social groups stranded there by the rain. The C~ .vent Garden is the theatre
 district of London; the striking of the clock confi: ms that it is late night,
 immediately after the theatre-show. The evening d. ·ess of the lady and her
 daughter strengthens the impression of social hierarQ 1y distinguishing the two
 from the crowd, stranded by heavy rains. The rushing 1 ~bout of the people except
 the Note-taker and a gentleman heightens the enigma ~ rrd stirs our curiosity. The
 Note-taker with his back to the rest of the crowd hei~ htens the suspense of the
 opening situation, as he is not one of the rushing peopl, :: he gives the impression
 of being a police informer. However, the Note-taker would turn out to be the
 most formidable Pygmalion - a phonetician as well as: a social rebel.
 Mark Fortier (Theory/Theatre: An Introduction) observes the craftsmanship of I
 · Ibsen and Shaw in the task of utilising non-verbal 'terns of theatre in stage
 directions. He offers some illuminating arguments:
 A few prickly questions to consider: althoug! t in these stage directions we
 see nonverbal signs at work, do we not, ho~ ·ever, call on language when
 we interpret these nonverbal signs? At least ij_ the kind of theatre practised
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 by Ibsen and Shaw, doesn't what a~ •pears nonverbally on stage begin as
 words in the stage directions writtejt in the drama text? Is perfonnance
 merely a nonverbal translation of the 1 ext's words? (28-29)
 This shows how effectively Shaw can use th~ atre signs to put forward his
 arguments. Keir Elam (The Semiotics of Theatre and Drama) has said that "All
 that is on the stage is a sign" (24). The Shavian 1
 , Jse of the theatre semiotics on
 the stage is a means to show an ideal relationshi( between theatre and life. This
 will be illustrated later in course of our discussion.
 The opening of the play is theatrically very ar1·esting. Immediately after the
 general clatter of the daughter and the mother ai\ ¢ly urging Freddy for a cab,
 the flower-girl enters the stage having a collision with Freddy who is going out
 to fmd a taxi for his sister and mother. Sh~ w emphasizes the dramatic
 significance of the collision between Freddy and ( 1e flower-girl that knocks the
 basket out of her hands - 'A blinding flash of fig), tning, followed instantly by a
 rattling peal of thunder, orchestrates the incident.'· Does the orchestration imply
 the future relationship of love between Freddy anq the flower-girl? Does it also
 imply a breakdown of class-barriers? As they ( ·ollide, the flower-girl calls
 Freddy by his name, instilling a sense of suspiciq ·'l in the mind of his mother
 about some secret relation between the two. The m( ther even buys some flowers
 as a bait to know how the girl knows her son, ~ ut ends in a note of comic
 desperation when she is informed that the flower-g, r1 has a habit of calling any
 unknown man Freddy or Charlie just ''to be pleasant" with him for her
 profession. The audience at once feels the essence o~ Shavian humour in the very
 . pertinent comment of the daughter: "Sixpence throw;t away!" (Act I, 717).
 Pygmalion establishes the fact that the playwri~ ht has almost a religious
 devotion to the use of words, as components of the l~ nguage of the theatre. Shaw
 believed that the power of language may be wieldeq effectively for the purpose
 of social reconstruction. He shows through this play 1 hat by virtue of the skill of
 using language some people dominate others, rei\ dering them helpless and
 insecure, both socially and culturally. The lower-c', ass people are humiliated
 because they lack the sophistication and linguistic. skill of the upper-middle
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 class. Higgins with his phonetic expertise may be ( ailed the real 'emissary of
 light' in bringing Eliza into the world of light, by o],ening up a new avenue for
 her to struggle towards a higher social berth. Shav' has shattered the age-old
 myth that it is good breeding and socio-cultural a1 tainments that can make a
 woman a duchess; any woman can playact or becom, ~ a duchess if she learns the
 perfect accent and necessary accomplishment of t tanners and skill. While a
 dialect-speaker is presented as a butt of fun and ent~ rtainment - as Eliza for her
 Cockney, Higgins is prompted to pick her up as an appropriate subject for
 experimentation. Shaw likes to show that not only glmetics and heredity but also
 the socio-cultural environment influences human ~ evelopment. Language is a
 component as well as a signifier of one's socio-cul~lfal upbringing and psychic
 development. Shaw fmds that the barriers within the same language group are no
 less dangerous than the familiar social and econont ic barriers. Eliza driven out
 by her parents to fend for herself is badly in nee:l of a sales-lady's job in a
 flower shop, for which she must be able to speak E~ ~lish with correct accent and
 intonation. This lack of linguistic sophistication tt. rns her into a new kind of
 subaltern, a new kind of the 'other.' Shaw, during lds early years of struggle in
 London, had the bitter experience of a marginalis( d life. Being an 'other', an
 'outsider', here in London, Shaw finds it easy to rep: ·esent his Eliza as the 'other'
 to shock the complacency of the English. ~~haw's passion for social
 reconstruction, his interest in the socially deprived 1 ~eople, his hatred of idealism
 and his zeal for exposing the underlying hypo ;risy in society make him
 intellectually akin to Marx as well as to Derrida. Pygmalion poses to critique
 contemporary ideology by exposing what Michae: Ryan calls its "gestures of
 exclusion" ( qtd. in Reynolds 438). Shaw is a. We-long crusader against the
 orthodox, traditional system of the society "hich tries to exclude the
 underprivileged 'others.' Shaw's interest in the ml Lfginalised '~thers' and their
 problems links him to Jacques Derrida, who is prt\.Jccupied with the seemingly
 extraneous features in a text or ideology that Sf ~btly undermine its primary
 message (438-39). Eliza is the Shavian instrum~·nt to subvert the Victorian . :
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 culture and ethics. Her 'new speech' is a weapon to f 1lfil the task. As Derrida
 says:
 Every culture and society requires an internal ci itique or deconstruction as an
 essential part of its development. ... Every culttl re is haunted by its other. ( qtd.
 in Reynolds 439)
 This sort of 'otherness' is pervasive in the play. Eliza is the 'internal critique' to
 'deconstruct' the set patterns of the British cultural codes. Eliza's struggle for
 identity is both Shavian and Derridean.lt is analogou,1; with Shaw's own struggle
 for not only gaining a place in the centre of the cu1 tural world of London, but
 also to change it with the help of his own philosophy
 The flower-girl in Shaw's Pygmalion is the 'other' 1 who enters and disturbs the
 so-called genteel class ofHiggins, and at the end of the play, herself remains the
 same- the 'other', and not the 'Other', though f<r a very brief space she has
 been socially able to get an access into the ostensib! y glittering elite circle of the
 upper class as a duchess in name only. Higgins tre~ ts her shabbily, but she has a
 fllle sense of dignity about her own character: "lt~'s no right to take away my
 character. My character is the same to me .as ai.y lady's" (Act I, 719). This
 utterance of self-assurance is dramatically mucb relevant in the sense that it
 makes Higgins's task much easier: he will very s1 'on undertake to transform the
 flower-girl into a duchess by teaching her ph~ netically correct English that
 would lift her out of the marginalised state of the 'other.' Nigel Alexander in his
 essay "The Play of Ideas" thinks that Shaw did .q' Jt adhere to the idea that upper
 class people are ~'superior by virtue of their bit th" (20), but in Pygmalion the
 final rejection of the new-born duchess by Hi~ ns or his class proves that they
 are still struggling under the burden of hierarchy and class-consciousness.
 III
 The play enacts the evolution of the male art! stic creation and the female self
 creation. In the dialectic relationship betweer' Higgins and Eliza Doolittle, we
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 feel the classic opposition of male and female, ma;;ter and slave, the coloniser
 and the colonised. Eliza has a desire to learn good English just to be a perfect
 lady at the flower-shop. Higgins has taken the OpPortunity of that desire and
 exercises his own will to convert her into a duchess, by teaching her the skill of
 speaking the Standard English language with perf~ct accent and intonation. In
 their frrst encounter under St. Paul's portico, Higgjns (the Note-taker) finds the
 flower-girl concerned about her honest character. When others express suspicion
 that the Note-taker may be a police-informer, she uies out - 'they11 take away
 my character and drive me on the streets for spealdng to gentlemen.' The Note
 taker assures her that nobody will hurt her, and h4~ is only a phonetician. Still
 unconvinced, she asserts her right to be here:
 THE FWWER GIRL [with feeble defianct:'] Ive a right to be here if I like,
 same as you.
 THE NOTE TAKER A woman who utters such depressing and disgusting
 sounds bas no right to be anywhere - nc1 right to live. Remember that you
 are a human being with a soul and the divine gift of articulate speech: that
 your native language is the language of Shakespear and Milton and The
 Bible; and dont sit there crooning like a l,ilious pigeon.
 THE FLOWER GIRL [quite overwhelmetl. looking up at him in mingled
 wonder and deprecation without daring to raise her head] Ah-ah-ah-ow
 ow-ow-ool
 THE NOTE TAKER. [whipping out his b~j()k] Heavens! what a sound! [He
 writes; then holds out the book and rea~iy, reproducing her vowels exactly]
 Ah-ah-ah-ow-ow-ow-oo!
 THE FLOWER GIRL [tickled by the perfimumce, and laughing in spite of
 herself] Gam!
 THE NOTE TAKER You see this creature with her kerbstone English: the
 English that will keep her in the gutter to the end of her days. Well, sir, in
 three months I could pass that girl off as a duchess at an ambassador's
 garden party. I could even get her a place as lady's maid or shop assistant,
 which requires better English.
 THE FLOWER GIRL. What's that you say? (Act I, 720)
 Though she is derogatorily described as 'squashed cabbage leaf, 'incarnate
 insult to the English language' by the phonetician Note-taker, the flower-girl
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 seems to be deeply impressed by his professed abi,Hty to teach her better English
 required for the job of a "lady's maid or shop assistant." We know what happens
 afterwards - she goes to Higgins's laboratory ~he next day and undergoes a
 rigorous training in spoken English. He polishes h~r communicative power only,
 while ignoring all her innermost desires and feelings, by transforming her. into an
 attractive 'commodity' to project or rather sell i•tto the market of aristocracy.
 Buying and selling can well be viewed as an important metaphor in the play,
 right from its inception, when Eliza enters and wants to sell her flowers to
 everyone present there. This act turns ironic in tltat later she herself would be
 sold in the polished world of the upper class. Hqman potential is sold. This is
 presented both metaphorically and dramatically ~n the character of Eliza. Her
 father does not want to miss any opportunity of selling his daughter to Higgins
 who also sells his skill to make her a duchess, Eliza has to get rid of the
 patriarchal clutches of her father. In the first Act lhe word "sell" has been used
 by Eliza when she is a flower-seller:
 THE FLOWER GIRL. . . . Ive a right to ~ell flowers if I keep off the kerb.
 [hysterically] I'm a respectable girl: ~;o help me, I never spoke to him
 except to ask him to buy a flower off me.
 In the second Act Higgins says to Alfred Doolittle:
 Do you mean to say that you would sell yoqr daughter for £50?
 But the most haunting is Eliza's revolt in the fourtli Act:
 I sold flowers. I didnt sell myself. Now you've made a lady of me I'm not fit to
 sell anything else. (741)
 However, the central theme of the play is not dir~ctly concerned with 'buying'
 and 'selling'. But the inner structure of the capitalist society is so inextricably
 linked to commodification that the good intention of a language teacher cannot
 but be expressed in commercial terms. Shaw here uses phonetics as a thematic
 instrument to reform certain ills of the society. Shaw wrote in the Preface to the
 play: "The reformer England needs most today is an energetic phonetic
 enthusiast: that is why I have made such a one thtl hero of a popular play" ( CP
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 807). But the idea of writing "a popular play" with a p,bonetician-reformer as its
 protagonist struck him as early as 1879, the year of ~is first novel Immaturity,
 when he met Henry Sweet2, the real-life embodiment of Henry Higgins. Shaw
 contends:
 Pygmalion Higgins is not a portrait of Sweet, ~ whom the adventure of Eliza
 Doolittle would have been impossible; still, as will be seen, there are touches
 of Sweet in the play. (CP 808)
 This Prometheus of phonetics also establishes the fact that the potency of
 language is qualified by the more potent Life Fore¢. It is because of a superb
 intermingling of the inner force and the outer or acquired technical skill of
 language that Higgins is able to weave his own trap fur Eliza:
 lllGGINS. Listen, Eliza. I think you said you ~e in a taxi.
 LIZA. Well, what ifl did? Ive as good a rightto take a taxi as anyone else.
 lllGGINS. You have, Eliza; and in future you shall have as many taxis as you
 want. You shall go up and down and rQllnd the town in a taxi evezyday.
 Think of that, Eliza.
 MRS PEARCE. Mr Higgins: youre temptin~ the girl. It's not right. She should
 think of the future.
 lllGGINS. At her age! Nonsense! Time eno~gh to think of the future when you
 havnt any future to think of. No, Eliza: do as this lady does: think of other
 people's futures; but never think of y(f)UT own. Think of chocolates, and
 taxis, and gold, and diamonds. (Act II, 1'25)
 Daniel Dervin has tried to suggest that Shaw's almost religious devotion to
 language is the outcome of his mastery in oral expressions:
 We would expect Shaw's psychic energies: for the most part to be organized in
 the area of his deepest concern, that is, i• the oral zone. It was there that he
 learned to master reality, just as his mother's talent for singing freed her from a
 hopeless marriage and enabled her to s~le in London. And Shaw did not
 forget that it was Lee's mastery ofteachil)g and conducting music that enabled
 him to mesmerize women, Mrs. Shaw iqeluded. Out of his oral concerns and
 from these oral models springs Shaw's IJelong and passionate involvement in
 speaking, in writing, and in language itself. (86)
 For Shaw words have tremendous powers, expressed through speech exercises.
 The word made flesh is Eliza: she becomes a duchess, a presentable product in
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 the glamour world of the aristocracy, but the very v(oman in her is never
 subdued. This is something Henry Higgins has failed to realise, or deliberately
 ignored for his own convenience. Dervin goes on to say that Eliza is "the poor
 abandoned child whom Shaw rescues narcissistically1' (87). But this is too
 inadequate an argument to be fully valid, because if Shaw has rescued her, it is
 not so much "narcissistically" as socially motivated, and his main purpose is to
 give her a social position of her own, the demand for which can be adequately
 found in the words of the flower girl. The Shavian Py~alion is fmally able to
 create a living sculpture but only on the stage, as a Qr'amatic representation of
 Higgins's "art." The play upsets the expectations of the audience to witness a
 "romance" between the artificer and the artifact, whetted by the information that
 the Professor is still a "bachelor." That is why, perha.,s, the subtitle of the play
 "A Romance" appeared to be a 'joke' to the unnamed reviewer of the play in the
 Westminster Gazette (T. F. Evans 224). The ending of the play is enigmatic, but
 it keeps up the spirit of a Shavian play, because the anti-romantic Shaw will
 never allow Higgins to marry Eliza just for the sake of "romance" which would
 have defeated his own purpose. The reasons why Shaw disallowed Higgins to
 marry Eliza are given in the epilogue. Speculatio~s about private factors on
 Shaw's part are baseless, since Shaw's reasoning, is both sociologically and
 psychologically congruent with the underlying purp<)se of the play itself.
 IV·
 In Act Two we enter the inside world of Higgin,S' s study for experimentation
 with language~ In the frrst Act, Shaw has' sufficien,tly proved that Higgins has an
 extraordinary and insightful knowledge of langtJage, particularly of tone and
 intonation of different speeches and dialects, With the help of which he can
 identify people and their places of origin. :4anguage formation has both
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 ideological and geographical roots. The unspecified I ~ote-taker of the opening
 scene is now presented before the audience with his i Jll dramatic identity as "a
 robust, vital, appetizing sort of man of forty or ther ~abouts." But besides the
 physical appearance, what is remarkable and thematic~ ~lly more important is that '
 he takes everything that "can be studied as a scienti!ic subject." He considers
 human beings as subjects of "study", ignoring the~· "feelings." Mrs Pearce I
 announces the arrival of the Flower Girl. As soon as ~ ~ girl enters, the play gets ;
 its tempo. A deplorable Eliza gains sympathy from Pil :kering (author of Spoken I
 Sanskrit from India), but Higgins shows no such con~~rn for her. Moreov~r, he
 immediately announces that the girl has been ')otted down" by him last night
 and now "She's no use." But this short dramatic speec\ 1 turns to be ironic, since
 he will need and ''use" her for the purpose of his own 1,,1guistic experimentation.
 In fact, Higgins has to "use" Eliza rather brutally I in effecting a physical
 cleansing-up and then a rigorous linguistic training, 11 ~ding towards her fmal
 transformation - not just into a "lady in a flower shop"i but into a duchess. This
 is like climbing up the ivory tower from which she ct tnnot stoop down to her
 actual life: "I have for~otten my own language, and st~eak nothing but yours,"
 she expresses her agony at the end of the play. Higg ns wants to mould and
 reform Eliza with the help of language - the reverse ot what Prospero did with
 Caliban in The Tempest Eliza's is not a Caliban-lil(:! entity, one in whose
 "nature nurture would never stick." Shaw's Eliza, though she belongs not to the
 far-away island, but yet away from the civilised co~ ;nopolitan life, is fully
 assured of her dignity, since she is full of human qualitl es also. She knows that
 Higgins must be paid for imparting language lessons to• her: "I'm come to have
 lessons, I am. And to pay for ... make no mistake" O \.ct II, 722), she boldly
 announces to Higgins, in her own interesting accent whiq1 draws the attention of
 the great phonetician.
 It is tempting to assess the value of Pygmalion under tl, e lens of the theory of
 post-coloniality. Here Higgins is the Shavian counte~part of Shakespeare's
 Prospero. The Prospero-Caliban relationship may be · equated with that of
 Higgins-Eliza dialectics. In all these relationships, 1 :anguage is the sole
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 determinant of acculturation. In Shakespeare's The ifempest, Caliban is bold
 enough to say to his foreign master:
 You taught me language; and my profit on 't
 Is I know how to curse. (1.2 365-66)
 Caliban, who is a 'monster' in Prospero's eyes, now does not care at all for the
 power of his ruler. He wants freedom. In an almost similar manner, Eliza does
 not hesitate to say, at the end of the play: "I wont c~ for anybody that does not
 care for me." The repetition of the word "care" in the other contexts creates an
 impression that the patriarchal world does not care for the inner workings of a
 female heart. Shaw's Eliza fails to upset or invert the prevailing hierarchies of
 gender, culture, class and the inequalities of econ~mic conditions upon which
 patriarchal/colonial authority constructs itself. She is one of those marginalised
 'others' who fails to get an access to the centre of male/patriarchal cultural world
 which is glorified by Higgins's ''rhetoric of empire1' in the words of David Spurr
 (qtd. in Greetham 431). On her arrival at Higgins's laboratory, Eliza is treated, at
 first, rather with indignity and indifference. Higgi.js asks Pickering whether she
 should be accepted or just thrown away as a "baggage":
 IDGGINS. Pickering: shall we ask this baggage to sit down, or shall we throw
 her out of the window?
 The word "baggage" aided by the demonstrative ''this" is an ample· signifier of
 Higgins's snobbery, culturally acquired in his {Jpper-middle class upbringing,
 which prompts him to treat Eliza as a 'subalte,rn.' Her subjective entity as a
 human being is not at all considered seriously by the Professor of Phonetics. The
 cynical language used by Higgins is not grasped by the simple-minded flower
 girl who acts mainly on impulses or instincts. So, her spontaneous verbal
 expression as a mild protest is equally simplt, sincere and unequivocal, but
 unfamiliar to Higgins and Pickering: "Ah-ah-oh-ow- ow-ow-oo. (wounded and
 whimpering] I wont be called a baggage when l{ve offered to pay like any lady"
 (Act II, 722). The contrast here, as Eliza poiltts out, is between the objective
 "baggage" and the subjective "lady."
 This woman, marginalised as the 'other', does not know that what Higgins wants
 to have is not any material payment from her tor his teaching, but the subjective
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 assertion of her own self. Initially, the two men are much amused at the flower
 seller's wish to improve her English and make fun at the 'whole project by means
 of which she can be economically more stable. Shaw exposes the pride and
 prejudice of the contemporary British elite society, to which Eliza's claim to the
 lady-like status will not be acceptable, unless she is ~tble to achieve enough
 sophistication in speech. The irony underlying the life (1f the flower-girl is that
 she fails to understand that her coming in a taxi is not at all impressive to the
 upper-class people like Higgins, whereas it is a memofiable event to her. Shaw
 makes the point clear that what she will have to ove:n.;ome is not simply her
 vulgar and peculiar vowel sounds but also the heavy b~trden of class prejudice.
 Here class-barrier is too deep to be uprooted so ea:sily. Mere change and '
 improvement of accents cannot transport her to the wortd of the duchess. There
 is a large gap between Eliza treated as an object of experimentation in the
 laboratory of Higgins the academician, and Eliza a ~10uld-be duchess in the
 outside larger society governed by its class-interest, ~nobbery and hypocrisy.
 The 'great expectations' of the flower-seller are almost_tdways mocked at by the
 society which Higgins represents. So, the challenge of l~stablishing the rights of
 marginalized women remains one of the vital issues of d1e play.
 The cultural subjugation of Eliza is revealed through her dress and also her use
 of language. She is subjugated by her two fathers - Lme, her fatherly teacher
 Professor Higgins and the other her "official father" l)oolittle, and finally, she
 loses both. Words and expressions used by Eliza to estaiblish her own rights only
 provoke Higgins to mock at her, leading her to a &tate of helplessness and
 baftlement. And so when she declares her intention to pay Higgins, it only raises
 eyebrows; she is not at all taken seriously. To attraCit Eliza into his teaching
 scheme, Higgins appears Satan-like, -tempting her, first, by showing her the
 prospect of becoming a lady ~ the flower-shop, and then by making her reach
 the summit - the position of a duchess. Higgins's r'rogramme is not simply
 confined to learning vocabulary and pronunciation, bht includes physical self
 beautification and cultural re-adjustment. Higgins, thefefore, trains Eliza on the
 distinction between her handkerchief and sleeve. Sqaw is very particular in
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 mentioning these apparently trifling aspects to makfli the audience aware of the
 latent class-barriers which fonn the very foundati<m. of this superb comedy.
 However, the preliminary situation before the start o~ the actual experimentation
 concludes with Higgins's acceptance of Pickering's '~bet" that he would convert
 Eliza into a "duchess" in six months to prove that :he is ''the greatest teacher
 alive," provided Eliza the learner has a good ear and ll quick tongue. Higgins, in
 an implicit manner, emphasises the point that the duchesses are mostly assigned
 that rank because they can speak and behave in a t\shionable way, no matter
 whether they are culturally refined or not.
 Eliza's arrival at the laboratory of Higgins may be '\Jiewed as a prelude to her
 struggle to acquire economic security by means of learning the language and the
 typical accomplishment of a lady. Economic prosptmty is to be assisted by
 cultural superiority, to which language is a me31ls. Economic security or
 salvation alone can ensure social or even religious' salvation. This idea has
 already been dramatised by Shaw in Major Barbara. One important point to
 mention is that in the first Act of Pygmalion, Shaw i*troduces his heroine as a
 seller, but now she is the buyer and offers to buy tl)e skill of language from
 Higgins.
 v
 Maurice Valency thinks that the production of Pygmaliqn presents the Cinderella
 motif very strongly and enticingly (315). This makes tbe subject of the play as
 showing the wretched condition of woman in patriarchjlll society less important.
 The play ·may not be a document of the pre-war f~inist movement in its
 embryonic fonn, nor does it establish its playwright ~ an ardent advocate of
 feminism. But in the over-all planning of the drama, a,; evident in the Shavian
 twist to the pagan myth and the role of Higgins as a practitioner of male-
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 chauvinism, Shaw presents Eliza - whom Mrs Riggin$ calls a "live doll" - as
 a Shavian counterpart of Ibsen's Nora. In the nam¢ of imparting language
 lessons to Eliza, Higgins might be seen as one who imposes upon her the burden
 of cultural politics. The great strength of Eliza's role is that, from the beginning,
 she has the 'power' to resist Higgins (by insisting on het own good character). In
 all her childish defence mechanism and through th~ London street-seller's
 terrified awareness of the dangers of social hierarchy, there is yet a declaration
 of human freedom. Against this, Higgins's indifferently uttered expressions such
 as "bilious pigeon," "squas];led cabbage leaf," "draggletailed guttersnipe" are
 only samples of the insults he heaps on the phonetiqally unregenerate Eliza.
 Viewed from the cultural relationship between Higgips and Eliza, we might
 brand the former as an embodiment of cultural imperialism. In the garden party
 this concept of cultural colonialism is fmely dramatised when Eliza passes off as
 a new-born duchess, proving Higgins's experiment successful. But she has to
 lose her identity to become a fashionable creature in the aristocratic cultural
 world. The irony in her situation is that she wants to learn good language for her
 profession, for her independent existence, but it is the power of language that i
 places her in a social 'limbo'- she can neither go bacl~ to her own society, nor
 get a real access to the higher society: she remains the 'other.'
 The second Act of the play poses before us a sort of prq>aratory scene, a sort of
 rehearsal in which we fmd Higgins as a director who itt;tructs, guides and even
 bullies Eliza, the new-comer to "prepare and fit herself for her new station in
 life"(Act II, 724). There is hardly any "delicacy" in his direction to Eliza. This is
 so excruciating to the female psyche that Mrs Pearce prptests: "You cant take a
 girl up lik,e that as if you were picking up a pebble om the beach." Even Mrs
 Pearce realises that Higgins always considers Eliza as an object. He pays more
 heed to the satisfaction of his own ego than anything el$e. This is evident in his . ' .
 repeated boastful utterance that he would make Eliza a 'Ipdy.' Shaw has repeated
 the word "lady" so often in the play that it has gained the ring and tone of a
 refrain. The word is loaded with an ironic undertone, as tinally the flower-girl is
 almost forced to abjure her lady-like state of life. How~ver, wheo the audience
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 comes to know that Eliza is almost a wretched cream: e, they expect that Higgins
 would take full care of her and her future. But the ju~ ilant mood of the Professor
 is enough to reveal his actual purpose: "The girl doe~ nt belong to anybody - is
 no use to anybody but me." But the general expectat~ :m is belied. Higgins wants
 her only as a specimen of his successful experim~ 1t, and not at all as a life
 companion. By teaching her grammar and the rules of modern speech
 mechanism with the help of a phonograph and o~ 1er modern equipments of
 language teaching, Higgins might have transformed l er into a duchess, but it has
 happened at the cost of her loss of 'feminine principle.' Mrs Higgins sees
 through the failure of Higgins and Pickering to provii le Eliza with a real position
 as a woman, to understand her real feelings;
 MRS lllGGINS .... But where does this girl II ve?
 IDGGINS. With us, of course. Where should ~ 1e live?
 MRS lllGGINS. But on what terms? Is she a j ervant? If not, what is she? (Act
 III)
 Mrs Higgins understands that the two phonetician( are actually playing with
 their 'live doll', and care nothing about her womanl~ feelings. In spite of all her
 efforts at making the two experimenters understand the psychological needs of
 Eliza, Higgins and Pickering remain totally indiff~ (ent to the problem - they
 only enjoy their success in "creating a new speech'~ for Eliza, in "filling up the
 deepest gulf that separates class from class and soul 1-om soul." illtimately, Mrs
 Higgins angrily exclaims - "Oh, men! men! men!
 VI
 Charles A Berst in his essay "Pygmalion: A Potboil =r as Art" considers the part
 in Higgins's laboratory to be '~purgatorial." The lalvratory is "an apt purgatory
 for a flower-girl" (64), where she is cleansed thoro~ ghly- both body and soul
 - the body of physical dirt and the soul of her cl, ildish notions and conceits.

Page 20
                        

118
 I
 "You know you cant be a nice girl inside if youre a !lirty slut outside", Mrs
 Pearce, the housekeeper, tells Eliza.
 The middle of the second Act starts with a Shavian fire1 vork of wit and humour
 in a conversation between the two experts of langua~ ;e, regarding the moral
 security of Eliza staying in the house. Pickering as~; his partner a straight
 question:
 Are you a man of good character where women ar< concerned? (Act II, 726).
 To this query, what can be more humorous and witty th~ 11 Higgins's smart retort: I
 Have you ever met a man of good character where women are concerned?
 This type of antithetically balanced expressions is an : !ssential part of Shaw's
 language of comedy. Critics who attack Higgins 'on the ground of his
 misogynistic attitude to and treatment of Eliza, very d ~len fail to see the other
 side of his character - his realisation that he is mis~ lken by women. This is
 most poignantly revealed in his expression of intellec~ ml satisfaction in saying
 to Pickering: "Woman has the most extraordinary ideas! about me." This is also a
 revelation of self-conceit, a sign of one's ego-satisfacti, >n. Sometimes it appears
 that this Shavian Superman has taken a 'deliberate (:.is guise' to maintain his
 official job of a social reformer- the man behind the (task may be different.
 The arrival of Alfred Doolittle gives a new turn t(' the dramatic situation.
 Higgins is interested in the man not for anything regarding his daughter Eliza (as
 the simple-minded Pickering thinks), but for somethJ ng interesting out of his
 slum dialect. This shows that to Higgins study of phon; ,!tics is of utmost interest.
 When Doolittle gravely arm ounces that he has con1 ~ to Higgins for a very
 serious matter, the Professor shows no concern ab~ •ut the matter, but great
 concern about the manner of expression, and imme4 iately welcomes the man
 while ascertaining his position from the perspective j ,fa Linguist, - locating
 Doolittle as one who is brought up in Hounslow as the'mn of a Welsh mother.
 The two male characters -- Higgins and Doolittle -I 1re now engaged in a sort
 of tug-of-war regarding the possession of the girl, Elizj 1 being left with no role in
 the matter. The words used by these male figures ari: denotative of their inner
 desire of possessiveness. They are hardly concerned a:>out the girl's own choice,
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 as if the male power of freedom to choose is enough t<)l guarantee the rights of
 women whom they can treat as commodities. While the daughter eagerly comes
 to Higgins to acquire a communicative skill and a power to stand by her own, the
 father wants to utilise the girl as a means, a springbdard to achieve his own
 mission. "The girl belongs to me. You got her." Eliza, tl)e puppet in the hands of
 the two male characters, is being used by them - her father uses her to make
 money, to improve his material standard of living, and lliggins wants to use her
 successfully in an experiment to add an extra feather to his professional cap.
 Doolittle manages to "sell" his daughter just for a "fil· e pound" note. Higgins
 buys Eliza just as a commodity - the girl who has c me to him to "buy" the
 skill of language, is herself sold. She is not allowed to hpld the position or status
 of a giver. Again, words like "arrangement", "deal", "cl~im" are all functional in i
 suggesting the act of buying «md selling.
 IDGGINS. [revolted] Do you mean to say that )iou would sell your daughter
 for£50?
 DOOLITTLE. Not in a general way I wouldnt; tiut to oblige a gentleman like
 you I'd do a good deal, I do assure you.
 PICKERING. Haive you no morals, man?
 DOOLITILE. [unabashed] I cant afford them, Gpvemor. Neither could you if
 you was as poor as me. Not that I mean any h~, you know. Bur ifLiza is
 going to have a bit out of this, why not me toot (Act II)
 Doolittle has his own morality - he politely wanted oJly a five-pound note in
 exchcmge ofhis daughter. When Higgins offers ten po~s, he insists on just five
 pounds - "not a penny more, and not a penny less." !Doolittle thinks that ten
 pounds is a lot of money that can upset his prudence. this shows a remarkable
 sense of morality on the part ~fa poor man like him.
 Doolittle is not at all ashamc::d of using such a term as •'interesting" in denoting
 Eliza's position as a girl. He knows that Eliza is an ':·interesting" presence to . .
 Higgins. Here also lies his "interest" about the hithertn uninteresting Eliza who
 developed naturally and instinctively to make herself "interesting" to the two
 male patriarchal egos for different purposes. So, the \\)ord having its source in
 the unrefined vocabulary of a dustmcm comes to the audience with a value-laden
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 significance - how a father makes a commercial tlansaction with a professional
 man by offering his daughter as capital. The daughter, however, is keenly aware
 of the need of independence which she can achiev( by learning to use language
 according to the upper-class norm. Higgins thinks that Doolittle has sent the girl
 to blackmail him, but actually Doolittle blac~mails his own daughter's
 endeavour to attain an independent status and car~:er. Doolittle's speeches are
 marked by comicality, as they are mostly inco(tgruous with the Standard
 English. But what is remarkable is his deep-rooted s1~nse of possessiveness. This
 is evidently revealed when he does not forget to tell Higgins that Eliza is a credit
 to him, though he has never looked after her at all. Doolittle is quite confident
 that his daughter will soon "pick up" the "free-an-e~.y ways" of the upper-class
 society. Higgins occasionally boasts that he has "t•icked up" Eliza from the
 gutter to make her a duchess; here Doolittle unconsci(•usly uses the same phrasal
 verb, but it strikes the audience as an expression with a deeper significance.
 While Higgins means to pick up Eliza as an objec~ Doolittle means Eliza to
 "pick up" better knowledge and learning to have ber mind cultivated. This
 particular pattern of language in different dramatic siluations for creating more
 important meanings is pe4::uliarly Shavian, as the art of moulding dramatic
 language and idiom for an intended impact. The iro~1y of the entire dramatic
 situation lies in the fact that to Doolittle taking Eliza \,ack home is nothing but
 losing his "booty", and to Higgins retaining her in his custody is profitable for
 his pedagogical interest. Thus, Shaw has shown how th1e single female existence
 is potentially powerful enough to bring benefit for the tl.vo male characters, busy
 in their respective spheres of existence.
 The episode ends when Eliza is made ready to underg<• the course of language
 learning - a preparatory stage for her to break the cultural barrier. Eliza is
 naturally n~rvous, tension-ridden. Higgins is still stubb,lm in d~aling with the
 "unfortunate animal," Eliza, helping her enter th<. linguistic world of
 Shakespeare and Milton. Eliza suffers a lot to pronou.t11ce specific words, but
 fmally comes out triumphant. .Pickering is open-hearted t() appreciate her success
 and congratulates her openly. Higgins is still worried about his mission of
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 making her a duchess. Tht! dramatic representation of the scene of Eliza's taking
 of lessons in Pygmalion is not very elaborately enacted which only the film . d 3 versiOn oes .
 VII
 Higgins's enthusiastic declaration that he has "picked up a girl" is immediately
 countered by his mother: "Does that mean that some girl has picked you up?" -
 with a hope that this might end the perpetual bachelorship of the professor.
 Higgins tells his mother that he has no love affair, as young women do not
 impress him at all: "My idt~a of a lovable woman is somebody as like you as
 possible." Higgins's only "purpose" at the moment is to see the extent of success
 of his experiment on the common flower-girl whom he has taught the speech and
 manners of polished society. With this purpose Higgins will present Eliza at his
 mother's At Home party this evening. He, therefore, asks his mother to be very
 careful in observing not only how Eliza pronounces, but what she pronounces
 and where. Higgins's dramatic language is marked by a note of didacticism in
 suggesting that in order to be successful as a new entrant into the genteel society,
 Eliza must learn the propriety of use of words which should be made well
 adjusted in the fusion of mattt~ and manner. Not only that, she must be aware of
 the expectation of the persons she speaks to, of the situation or environment
 before she opens her mou~h, so that she does not look ridiculous. This
 apprehension of Higgins becomes prophetic, for a little later the audience will
 note how Eliza suffers discomfiture before the fashionable gentry.
 Meanwhile Mrs Eynsford Hill and her daughter (Clara) arrive and attend the
 party as guests. They represent the elite society. Actually, they are the same lady
 and her daughter who took shelter under St. Paul's portico in Act I. Mrs Hill's
 son Freddy also arrives, follow1ed by Pickering. The parlor-maid announces Miss
 Doolittle. The stage direction presents Eliza with a gorgeous visual effect:
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 Eliza, who is exquisitely dressed, produces an impression of such remarkable
 distinction and beauty as she enters that they all rise, quite fluttered. (Act m, 734)
 Eliza is presented before the audience/spectator in a graceful manner. Her mode
 of speaking and formal approach to Mrs Higgins and Pickering can be seen not
 simply as a judicious Shavian dramatic trick, but also as a necessary outcome of
 the training of a "doll", who has successfully completed her course of training.
 Her studied grace amply justifies it. She impresses everyone including Mrs
 Eynsford Hill who feels confused having met her before: "I feel sure we have
 met before, Miss Doolittle. I remember your eyes." Her polished talk has a kind
 of perfection but sounds Jmechanical. When asked about prospects of rain, she
 speaks with scientific precision and then goes on to describe how an old woman
 in her family suffering from influenza was nursed by her father by " ladling gin
 down her throat." The ignorance and low culture of her slum-life persist in her
 mind, as she speaks to the guests in the house of Mrs Higgins:
 What call would a woman with that strength in her have to die of influenza?
 What becom~: of her new straw hat that should have come to me? Somebody
 pinched it; and what I say is, them as pinched it done her in.
 However, Shaw is so staunch a realist as to make us realise that it is also
 difficult for Eliza to forget or deny her roots. So she speaks in two languages
 simultaneously, which can be funny to the audience, but it places Eliza in a
 peculiar situation, showing that her new cultural acquisition is yet to take its root
 firmly. Class-barriers still hold firm, a lady cannot be created only by a change
 of accent, and what Higgins has managed is a comic tour-de-force, as signalled
 by his occasional guidance to Eliza by body languages and different gestures.
 The ''unladylike" Eliza fails to understand that the upper-class gentry would
 judge and dissect her by their own standard, and her unhappy and deplorable
 situation - both physic:al and mental - would only evoke an aura of superficial
 sympathy in their minds. Hence the baftlement of Eliza which is surely touching
 to the audience: "If I was doing it proper, what was you laughing at? [To
 Higgins] Have I said anything I oughtnt" (Act III, 736). Eliza does not know that
 her flower-girl existence has now overtaken her prospective ladylike life, nor
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 does she measure the wound in the moral world of the aristocracy caused by her
 slang word which is taboo to them: ''Not bloody likely":
 FREDDY. [opening the door for her] Are you walking across the Park, Miss
 Doolittle? If so -
 LIZA. [wi.rh perfectly elegant diction] Walk! Not bloody likely. [Sensation]. I
 am goiing in a taxi. {Act Ill)
 And the real irony of her life has been revealed by Mrs Higgins in a genuinely
 effective dramatic spe1ech. When asked by Higgins- "Is Eliza presentable?"
 Mrs Higgins says: "Of course she is not presentable. She's a triumph of your art
 and of her dressmaker's." That Eliza would never be accepted in the upper-class
 world is clearly suggested here. Shaw seems to propagate that with the
 advancement of Eliza's speech formation she is gradually being dislocated from
 the social centre. Reyo][}lds says:
 As Eliza's command of "new speech" grows, she is both empowered ~d
 alienated, admired and rejected. Despite her dazzling success at the embassy
 reception, Eliza remains a "disclassed" flower girl who will never be
 completely accepted in British society. Even Heruy Higgins, her creator, is
 ambivalent about the transformation he has wrought. She is both a "consort for
 a king" and "a common idiot." {421)
 The play poses the problem of language and shows the gap between
 appearances and realities. Higgins discovers that teaching Eliza good phonetics
 cannot complete her education, but requires something more. Margery Morgan
 says:
 The meeting with the Eynsford Hill family, at Mrs ·Higgins's At-Home,
 demonstrat<'s plainly that 'you have to consider not only how a girl pronounces,
 but what she pronounces'; and Eliza's conversation at this stage is nothing but
 the utterance of an automation that betrays its lack of individuality .... ( 171)
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 VIII
 One of the crucial dramatic speeches in the entire Pygmalion world of action is
 Higgins's "Is Eliza presentable?"(737) The word "presentable" is to suggest the
 power-relation between a man and a woman in which the man has to 'present'
 the woman as one of his possessions - gorgeous and glamorous, capable
 enough to satisfy the male 'pleasure.' This sort of argument might hold true
 when Higgins proudly says that she is useful. Eliza is nothing better than a doll,
 a triumph of artifice. Therefore, the beautifully intoned and phonetically perfect
 words only sound very grotesque to the audience, while the squalid tale of
 poverty suits her better as it represents her actual reality- ''that drunken father,
 that.hat, that hat-pin"- all these constituent elements are used as signifiers to
 point out the unbridgeable gulf between afiluence and poverty, "education and
 ignorance, privilege and deprivation." Leon Hugo includes all these elements as
 the burning issues of "Liza~'s discourse" (171). He says that all the characters
 present there, and even the audience, who feel amused at Liza' s ignorance, stand
 indicted. He comments:
 That stricken aunt, that drunken father, that hat, that hat-pin- these are all very,
 very amusing, yes. ~ut these are images pointing to the chasm between money
 and no money; education and ignorance; privilege and deprivation: the bedrock
 of our laughter, we are brought to realise, is a social and human tragedy ....
 Comedy cannot lx: more masterfully realised (171).
 Berst is of the opinion that Eliza "has the manners but not the soul" (71) of a
 duchess. But this is no fair judgement, for in the entire process of teaching,
 Higgins has no interest in searching for the soul of the girl, nor does he try to
 make her conscious of her individuality, her inner resources, her soul at all. The
 great phonetician has been ultterly busy in ''watching her lips· and her teeth and
 her tongue" only (Act III, 737). Higgins has tried his best to "change" the
 flower-girl from his socialistic point of view, ·by giving her "new speech." He is
 naturally very jubilant in "Inventing new Elizas", and does not think at all for the
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 future of this Elizat. Here, the metaphorical relationship of the artist and the
 artifact becomes prominent. When Higgins, the inventor, announces that "She
 can go her own way with all her advantages I have given her," the audience can
 realise the tension between the two. It is a foreshadowing of the unhappy
 Shavian ending of the play. "The advantages I have given her" may be ascribed
 as essentially male-dominated linguistic expression, but the underlying irony of
 the speech is that Higgins does not know that mere "advantages" of phonetics
 can never be a passport for a girl to "go her own way" alone. This basic truth of
 life has been well captured by the sympathetic mother of Higgins who
 immediately undercuts her son's insistence on the "advantages" given to Eliza
 by saying that what the girl wants is "a fine lady's income," to have a life of
 independence. Both Higgins and Pickering are now busy handling Eliza, their
 new invention, in their own way, in their egoistic pursuits and pleasure. That is
 why when Higgins proposes to take Eliza to the Shakespeare exhibition,
 Pickering becomes joyous with a prospect of having delicious remarks from that
 flower-girl: "Yes: lets. Her remarks will be delicious."
 The fmal episode of the third Act at the Ambassador's garden party offers a
 remarkable theatrical show. Eliza is now in a dream and walks like a
 "somnambulist" before a lot of fashionable people who are ready to fmd her out.
 They are to "discover" lmd "dis-cover" her. And when Nepommuck announces
 that Eliza is a "fraud", the audience senses that the poor flower-girl should go
 back to her Lisson Grove life, at least to fmd her own identity there.
 Nepommuck, who claims to be Higgins's best student and now to be the greatest
 international phonetician (speaking 32 languages), tells Higgins that while
 Higgins can place any speaker anywhere in London from his accents, he himself
 (though Hungarian in origin) can "place any man in Europe." But by calling
 Eliza a "fraud'~, he actually means that she speaks English too perfectly for a real
 English woman- she is actually a Hungarian of royal blood. "She is a princess,"
 he asserts. This produces a flutter of admiration for Eliza among all the elite
 guests. The hollowness and hypocrisy of the glamour world is really unbearable
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 to the flower-girl. Eliza herself knows the truth about the areas of her success
 and failure in the role of a duchess or a princess:
 LIZA. I dont think I can bear much more. The people all stare so at me. An old
 lady has just told me that I speak exactly like Queen Victoria. I am sony if
 I have lost your bet. I have done my best; but nothing can make me the
 same as these people.
 PICKERING. You have not lost it, my dear. You have won it ten times over.
 (Act III)
 Eliza, we find, has become acutely aware that in spite of all her linguistic
 training, she can never bt: the same with the elite class. She must find her own
 identity, her real life.
 Higgins seems to justify that love among the artists is unwanted, for they are
 merely experimenters. The Professor finely justifies his experimentation on Eliza
 as a right, because ''the gjrl doesnt belong to anybody - is no use to anybody
 but me" (Act II, 724), and when finally Eliza is bold enough to state that Freddy
 loves her and would makt: her happy, Higgins reacts sharply to the question of a
 woman's happiness, and is still guided by a sort of utilitarian philosophy: "Can
 he make anything of you? Thats the point." He is not yet ready to sacrifice his
 possessive right over Eliza, though he will not marry her. Eliza is still a ''thing"
 to be experimented on.· Wherever she goes, this is her plight. The teacher-taught
 relationship is changed into that of the ruler-ruled one.
 J .Ellen Gainor, a feminist critic of Shaw, has opined in "lhe Daughter in Her
 Place" that Higgins has crt:ated Eliza out of his own image:
 He has reared Eliza in his own image, a male image. Significantly,
 language, the instrument of male paternity, is the medium through
 which Eliza assumes her resemblance to Higgins. (520)
 Again, when Eliza says to Higgins that now she knows how to deal with him,
 she feels a new strength emerging out of her womanly self. Now she is a woman
 who to his eyes resembles a man like himself. Gainor continues:
 This characterological mirroring corresponds to the physical mirror
 emblem that runs through the play. Higgins's mirror reflects Higgins in
 Eliza. (523)
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 The setting of the fourth Act is in perfect consonance with the mental state of
 Eliza who is now depict{:d as a deranged person after the discomfiture suffered
 in the garden party. The striking of the clock at midnight breaks the illusion of
 the Cinderella motif in which the flower-girl has so long been absorbed. Shaw's
 dramatic language as asc:ribed to her here perfectly reveals how she gradually
 sheds her own mask and ~;omes to terms with reality. The words and expressions
 used by her show that she now wants to assert her individuality. Now, she is no
 longer a "live doll" or a 'captive lady.' Education has both transformed and
 trapped her in such a world which would never receive her on her own terms at
 all. Eliza feels that she has to improve her accent and intonation of speeches at
 the cost of self-respect, something which every individual must have, and this
 flower-girl, we have seen, upholds it right from her arrival in the Pygmalion
 world.
 However, Pickering's observation that he was "frightened ... because Eliza was
 doing it so well" (Act IV, 739) strikes a new chord of meaning, for the word
 "doing" places her in the role of a performer and establishes the concept that an
 actor or an actress is actually a performer. Eliza has successfully performed her
 role as a duchess in the party which may be viewed as theatre-within-theatre. But
 the irony lies in the fact that she does not want to be labelled just as a doer or an
 object in Higgins's experiment. The intellectually transformed woman now asks
 a series of questions whkh puzzle the stubborn teacher, for he has not at all
 taken into account the total impact of his experimentation:
 LIZA [crushed by superior strength and weight] Whats to become of me?
 Whats to become of me?
 IDGGINS. How the devil do I know whats to become of you? What does it
 matter what becomes of you?
 LIZA. You dont care. I know you dont care. You wouldnt care if I was dead.
 I'm nothing to you- not so much as them .slippers.
 IDGGINS [thundering] Those slippers.
 LIZA [with bltter submission] Those slippers. I didnt think it made any
 difference now. (Act IV, 740)
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 Higgins-Eliza relationship has been artistically objectified with the help of a
 single term- "slippers." The dramatic language of Shaw in Pygmalion shows
 how he has been able to objectify his vision or message through certain objects
 or stage props. "Slippers" can be viewed as one of them.
 The whole incident takes place after their return from the gorgeously successful
 garden party. Though Pickering acknowledges Eliza's performance as "fine,"
 Higgins gives her no credit. Higgins's total indifference towards her, her
 growing sense of failure as an individual, her beauty and performance drawing
 no appreciation from Higgins - all these gather up inside into an explosive
 anger. The dramatist's desc:riptive direction follows:
 Eliza's beauty becomes murderous . ... Eliza tries to control herself .. she is
 on the point of screaming . .. Finally she gives way and flings herself furiously
 on the floor, raging.
 At this moment, Higgins appears at the door to ask for his slippers, and Eliza can
 control herself no longer -- [snatching up the slipper, and hurling them at him
 one after the other with all her force] and says:
 There are yow· slippers. And there. Take your slippers; and may you never
 have a day's luc;k with them!
 Higgins is tremendously shocked and cannot understand the real reason of
 Eliza's reaction. When he narrates the incidents later on to his mother, she says:
 "I should have thrown the :fire irons at you." The "useful" Eliza fmds the slippers
 for her master and throws them at him. This is not only a sign of protest against
 the humiliation she has suffered from his end, but also a sign of her assertive
 individuality. Eliza wonders at the fact that Higgins is concerned only with the
 bet, not with her self and individuality. The expression "I dont matter," with the
 italicised "I" amply proves this. But the Professor brushes it aside and says that
 he himself has won the bet: "You won my bet! You! Presumptuous insect! /won
 it" (Act IV 740). The egoistic ·notion of Higgins is revealed through the verbal
 clash between ''you" and "I." It establishes the notion of power-relation which
 the language of Shaw pe:rfectly conveys. Eliza seeks emancipation from the
 world of polished languages, tones and intonations and wants to get back to her
 earlier self so that she CEIIl at least speak naturally. Hence her protest: "Why
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 didnt you leave me where you picked me out of- in the gutter?" Higgins has
 occasionally boasted of the: fact that he has "picked up" Eliza from the gutter to
 give her social accomplishment, but now when he thinks that he has succeeded
 in his mission, Eliza herself seeks refuge in that very gutter. And the throwing of
 the slippers at him by his pupil can be judged metaphorically as the beginning of
 her assertion of individual freedom, for she now believes that her existence and
 value to Higgins are no better than slippers: "I'm nothing to you - not so much
 as them slippers." This culminates in her outburst: "Whats to become of me?
 Whats to become of me?" Higgins here faces a tremendous set-back: he cannot
 but watch a sort of re-birth of Eliza.
 It is evident that when Shaw's Galatea comes to life, his Pygmalion cannot
 control her. A series of interrogations as put forward by Eliza amply substantiate
 this:
 What am I fit for? What have you left me fit for? Where am I to go? What am I
 to do? Whats to become of me? (Act IV, 741).
 The indifference of the patriarchal society towards the growth and development
 of the female psyche is perfectly dramatised here by the Shavian language. The
 independent Eliza with her new insight firmly announces: "I sold flowers. I didnt
 sell myself' - this is the point of culmination in her struggle for survival and
 social identity. She makes a fine discrimination between the selling of flowers
 and the selling of her body. She feels that since she has been made a lady, she
 would not be able to sell flowers now, but her self-respect and dignity, evidently
 proved from the very start of the play, must not allow her to adopt the alternative
 way. The inner voice of the flower-girl, sounded through her language, is
 essentially feministic; som1ething which the Professor fails to grasp as he has
 been busy only training a111d remoulding Eliza. The metaphor of buying and
 selling is recurrent in the play. To the polished sensibility of Higgins, Eliza's : I •
 comment "I didnt sell mysdf' might appear to be derogatory, an "insult" to his
 moral sensibility, but the dlramatic situation, which reveals the helplessness of
 Eliza, is perfectly heightem~d by it as it exposes the basic truth in the life of the
 flower-girl. In that sense, Eliza now becomes the representative of her own class,
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 not a mere isolated example. Higgins understands all about how people talk but
 grasps nothing of what they feel, and thinks that he can "sell" the newly
 improved Eliza into the marriage market. While Eliza hankers after an emotional
 relationship with Higgins, he takes pleasure in using her as an amusing live
 object of experiment, and objectifies her as a product of his own skill.
 Dismissing Eliza's independence as a flower-seller, Higgins in effect has
 enslaved her, and she has apparently complied. At the end of the play Eliza
 likens herself to one: who has forgotten her own language, yet she has learnt
 enough of the master's knowledge to abandon him.
 In this Act, again and again, Higgins has to suffer a terrible reversal of fortune.
 This is established by the fact that the intellectual transformation of Eliza has
 been complete. The professor himself now feels the power of language. Once
 with the help of this power he has controlled Eliza, has relished a sort of egoistic
 exaltation. Now he is paid back in the same coin. Eliza is essentially sarcastic in
 saying that her clothes, the borrowed robes of a duchess, might be required by
 her male teachers for another experiment upon another girl:
 LIZA. Do my clothes belong to me or to Colonel Pickering?
 IDGGINS. (coming back into the room as if her question were the very climax
 ofunreason] What the devil use would they be to Pickering?
 LIZA. He might want them for the next girl you pick up to experiment on. (Act
 IV, 741)
 The audience can easily note that the expression "pick up" which Higgins has
 used a number of times to derogate Eliza, now is used by that very "picked up"
 girl who strikes at the root of the social hierarchy by asserting that "There cant
 be any feelings between the like of you and the like of me." It is enough
 indication of the ~completion of Eliza's education. Higgins has earlier stated that
 he wants to utilist;! language as a means of abolishing class barrier, but now Eliza
 brings out the real truth that such a reform is impossible, unless the real feelings
 are exchanged b1~tween two individuals belonging to different social categories.
 In spite of her 1mderstanding that there can be no emotional relation between
 their two classes, she has a lingering yearning for it - as the following dialogue
 objectifies:
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 LIZA .... Please will you tell me what belongs to me and what doesnt?
 IDGGINS. [very sulky] You may take the whole damned houseful if you like.
 Except the jewels. Theyre hired. Will that satisfy you? [He turns on his
 heel and is about to go in extreme dudgeon].
 LIZA. [drinking in his emotion like nectar, and nagging him to provoke a
 further supp(y] Stop, please. [She takes off her jewels]. Will you take these
 to your room and keep them safe? I dont want to run the risk of their being
 missing.
 Higgins becomes furious while accepting the jewellery from her. Then she takes
 off a ring, saying that though he bought it for her in Brighton, she wants it no
 longer. Higgins is so shocked that he "dashes the ring violently into the
 fireplace." As he goes away damning her as "a heartless guttersnipe", "Eliza
 goes down on her knees on the hearthrug to look for the ring." When she fmds
 it, she hesitates for a moment and finally flings it and "goes upstairs in a tearing
 rage. " This act of throwing the ring away underlines her realization of the
 impossibility of bridging up the class-barrier between Higgins and herself. A
 moment earlier she got tetrified by Higgins's violent mood and cried out: "Dont
 you hit me." The expression "Dont you hit me" uttered by Eliza hurts Higgins's
 sensibility, and he says that she has ''wounded" him to the "heart." Shaw shows
 how a dramatic situation creates meaning. So, when Higgins accuses Eliza of
 wounding him, the flower-girl's retort "I'm glad. Ive got a little of my own back,
 anyhow" is essentially generated by the situation. The emancipated but
 disappointed "lady" now decides to leave Higgins. A number of non-verbal
 elements like hat, shoes and gloves become very much eloquent, and all seem to
 be decoding the deplorable situation of Eliza. However, nothing can change the
 inner strength and firm rc~solution of the Shavian flower-girl.
 IX
 The last Act of the play can be divided into three brief episodes - interlinked
 with each other by the fact that each one encircles the fate of Eliza. The first

Page 34
                        

132
 episode, constituting the conversation between Higgins and his mother,
 dramatises the after-effiect of Eliza's departure from Higgins's custody. Higgins
 and Pickering, worried by Eliza's disappearance, have the police to search for
 her and have now come to Mrs Higgins's place to report the matter. Higgins
 assures his mother that they have not maltreated her in any way - rather it was
 she who behaved outrageously, ''threw my slippers in my face" without the
 slight provocation. But l\1rs Higgins fmds out that instead of congratulating her
 or saying any affectionate words for her wonderful success on ''the great day of
 trial," Higgins and Pickt:ring were simply congratulating each other. "And then
 you were surprised because she threw slippers at you!"- she exclaims. Both
 Higgins and Pickering are much tense about Eliza being lost. "But we want to
 fmd her" (Act V, 743), Higgins says to his mother, and is much eager to know
 from Doolittle whether he has traced his daughter: ''Have you found Eliza?",
 only to hear "Have yoUt lost her?" The two words "found" and "lost" -
 antithetically balanced with each other - heighten the dramatic tension, and
 connect the first episode with the second, where Doolittle upgraded to the status
 of a gentleman from a dustman, blames Higgins for destroying his happiness. He
 complains that Higgins bas delivered him "into the hands of middle-class
 morality":
 MRS lllGGINS. But what has my son done to you, Mr Doolittle?
 DOOLITILE. Done to me! Ruined me. Destroyed my happiness. Tied me up
 and delivemd me into the hands of middle class morality.
 lllGGINS. [rislng intolerantly and standing over Doolittle] Y oure raving.
 Y oure drunlk. Y oure mad. I gave you five pounds. After that I have two
 conversations with you, at half-a-crown an hour. I have never seen you
 since. (Act V, 743)
 It comes out that Higgins rt!commended Doolittle as ''the most original moralist
 at present in England" to ~~ American gentleman w~o leaves him a share of
 three thousand pounds a year in his Pre-dige~ted Cheese Trust on condition that
 he would give six lectures a year for his Moral Reform World League. As a
 result Doolittle has become a rich gentleman, but this has entailed a dilemma for
 him. Doolittle reveals an important fact that both the father and the daughter
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 have been the poor victims of Higgins's empire of language. The daughter has
 learnt the language of a duchess, and the father "will have to learn to speak
 middle class language, instead of speaking proper English" (743). Doolittle's
 accusatory speech is just a prelude to the serious charges brought by Eliza
 against her teacher with which the play virtually ends.
 Contrary to her first appearance, Eliza now appears really self-possessed. She
 throws a glaring searchlight upon her teacher. Her powerful introductory speech
 radiating her confidence makes Higgins almost speechless. Having failed in
 getting an access into the Higgins world of heartless aristocracy, she asserts the
 victory of her own world. Most critics have not paid sufficient attention to the
 intellectual transformation of the flower-girl as a vitalist woman. Marriage with
 Higgins would have ruined this possibility in Eliza. So, in an indirect way,
 Higgins through his rejection becomes instrumental in Eliza's pursuit of self
 sufficiency. In that sense the Pygmalion-artist is successful:
 HIGGINS .... By George, Eliza, I said I'd make a woman of you, and I have. I
 like you like this.
 LIZA. Yes: you turn round and make up to me now that I'm not afraid of you,
 and can do without you. (Act V)
 Eliza has rejected the extt!mal polish of the duchess, as signified by her rejection
 of hat and gloves, and acquired the inner resolll'ces of maturity and subtlety of a
 woman. And that is why her ardent protest: "Will you drop me altogether now
 that the experiment is ovt;:r, Colonel Pickering?" Eliza gives a new definition of a
 'lady'. She tells Pickerilllg that Higgins has made her learn language as it is his
 "profession", but her real education seems to begin when she is called "Miss
 Doolittle" by Pickering. Higgins has not shoWn her any respect, nor has he made
 her learn the very truth that the difference between a "lady" and "a flower girl"
 is not how she behaves, but how she is treated.
 When Eliza says, "WeU, I am a child in your country. I have forgotten my own
 language, and can speak nothing but yours," the modem audience can feel the
 pangs and torments of a culturally displaced being:
 PICKERING. [much a/armedj Oh! But youre coming back to Wimpole Street,
 arnt you? Y oull forgive Higgins?
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 HIGGINS. [rising] Forgive! Will she, by George! Let her go. Let her find out
 how she can get on without us. She will relapse into the gutter in three
 weeks without me at her elbow.
 Doolittle appears at the centre window. With a look of dignified reproach at
 Higgins, he comes slowly and silently to his daughter who, with her back to
 the window, is unconscious of his approach.
 PICKERING. He's incorrigible, Eliza You wont relapse, will you?
 LIZA. No: not now. Never again. I have learnt my lesson. I dont believe I
 could utter one of the old sounds ifl tried. [Doolittle touches her on her
 left shoulder.. She drops her work, losing her self-possession utterly at the
 spectacle of her father's splendor] A-a-a-a-a-ah-ow-ooh!
 HIGGINS. [with a crow of triumph] Aha! Just so. A-a-a-a-ahowooh! A-a-a-a
 ahowooh! A-a-a-a-ahowooh! Victory! Victory. [He throws himself on the
 divan, folding his arms and spraddling arrogantly]. (Act V, 747)
 The Shavian irony is that the flower-girl herself wanted to learn that language,
 but now she wants to unlearn it. Here the play comes full circle. Eliza points out
 that she has no longer any need of the fine cover of Phonetics in her speeches,
 since she has learnt her 'lesson'. Higgins is satisfied that the girl could go back
 to her old world and old vocabulary.
 Eliza-Higgins confrontation at the end of the play is a classic one - tension
 ridden and conflict-oriented. The audience is kept in suspense, eagerly expecting
 a resolution. Shaw has cn~ted the Candida situation with the help of a single
 word repeated several timt~s in course of their conversation - the monosyllabic
 "care." Candida has brushed aside all the domestic care of Morell to be
 independent in offering her motherly love to Eugene; similarly, Eliza is now
 strong enough to say that she does not "care" for Higgins at all. Moreover, from
 the beginning of the dramatic action Eliza knows that Higgins does not care for
 anybody at all. So, the final outburst of Eliza seems dramatically appropriate.
 Eliza's "I can do without you: dont think I cant" is a classic example of feminine
 independence. But what is important is that Higgins cannot actually manage his
 own personal affairs without Eliza's constant help. And when he says that "I can
 do without anybody," we observe only a linguistic clash, while actually he
 indicates his total depend,~nce on her:
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 HIGGINS. Goodbye, mother. [He is about to kiss her, when he recollects
 something]. Oh, by the way, Eliza, order a ham and a Stilton cheese, will
 you? And buy me a pair of reindeer gloves, number eights, and a tie to
 match that new suit of mine. You can choose the color. [His cheerful,
 careless, vigorous voice shews that he is incorrigible].
 LIZA. [disdai'!j'itlly] Number eights are too small for you if you want them
 lined with Jamb's wool. You have three new ties that you have forgotten in
 the drawer of your washstand. Colonel Pickering prefers double Gloucester
 to Stilton; and you dont notice the difference. I telephoned Mrs Pearce this
 morning not to forget the ham. What you are to do without me I cannot
 imagine. [She sweeps out]. (A.C.Ward 104)
 Berst comments that Eliza actually pursues Higgins to many her; and so places
 Freddy as his rival in love, showing her middle class mentality (73 ). Berst has
 perhaps missed the point that Eliza is no Ann in this respect in chasing Higgins
 as a predatory woman. She has actually failed to understand the worldview of
 the aristocratic society.. Here lies the real tragedy in her life, and the aid of
 linguistic competence f:ails to uplift her to the higher station of life:
 LIZA .... Freddy Hill writes to me twice and three times a day, sheets and
 sheets ... .
 HIGGINS [getting off the ottoman] You have no right to encourage him.
 LIZA. Ev•~ry girl has a right to be loved.
 HIGGINS. What! By fools like that?
 LIZA. Freddy's not a fool. And if he's weak and poor and wants me, may be
 he'd make me happier than my betters that bully me and dont want me.
 IDGGINS. Can he make anything of you? Thats the point.
 LIZA. Perhaps I could make something of him. But I never thought of us
 making anything of one another; and you never think of anything else. I
 only want to be natural.
 HIGGfNS. In short, you want me to be as infatuated about you as Freddy? Is
 that it?
 LIZA. No I dont. Thats not the sort of-feeling I want from you. And dont you
 be! too sure of yourself or of me. I could have been a bad girl if I'd liked.
 Ive seen more of some things than you, for all your learning. Girls like me
 c:an drag gentlemen down to make love to them easy enough. And they
 wish each other dead the next minute.
 HIGGINS. Of course they do. Then what in thunder are we quarrelling about?
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 LIZA [much troubled] I want a little kindness. I know I'm a common ignorant
 girl, and you a book-learned gentleman; but I'm not dirt under your feet.
 What I dom: [correcting herselj] what I did was not for the dresses and the
 taxis: I did iit because we were pleasant together and I come - came - to
 care for yolll; not to want you to make love to me, and not forgetting the
 difference between us, but more friendly like ....
 ···················~·············································································
 LIZA .... You know I cant go back to the gutter, as you call it, and that I have
 no real friends in the world but you and the Colonel. You know well I
 couldnt bear to live with a low common man after you two; and it's wicked
 and cruel of you to insult me by pretending I could. You think I must go
 back to Wimpole Street because I have nowhere else to go but father's. But
 dont you he too sure that you have me under your feet to be trampled on
 and talked down. I'll marry Freddy, I will, as soon as I'm able to support
 him. (Act V, 750)
 X
 What makes Pygmalion :a more widely significant play than the earlier ones is the
 fact that Shaw has b~:en dramatically successful in making his flower-girl
 heroine utter words imJJlying her desire for freedom from both Higgins and her
 father:
 I should lx: independent of both you and father and all the world! Why did you
 take my independence from me? Why did I give it up? I'.m a slave now, for all
 my fine clothes. (Act V, 749)
 This is the outcry of a feminine yearning soul to have freedom from the shackles
 of both patriarchy and hierarchy. She is genuine and sincere in her belief that
 class-barrier is a great stumbling block in the formation of any normal human
 relationship between them. Hence her plain confession that her caring for
 Higgins was not intended as a love-trap, but a genuine mode of affection, as has
 already been asserted by her. There is an implicit rejection of both Higgins and
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 his scientific experimentation by a humanistic viewpoint, and along with it the
 related ideas of social and linguistic controls over individuals are rejected.
 Michael Woolf rightly comments:
 At the centre of the play is an exploration of the relationship between language
 and class. Language is the means of defining social relations and of
 transforming self, but it is also an instrument for repression. (Woolf in Clive
 Bloom 107)
 Throughout the drama Eliza is aware of her real status. So, her decision to marry
 Freddy is a result of her own beliefs. She wants to have real feelings of "love"
 and "care", not dry phonetics.
 The process of evolution of Eliza from a flower-seller into a Duchess and fmally
 into a self-conscious woman seems to be complete in the movement of the
 drama. The Shavian Superwoman now comes out with a clear vision and a goal
 of her future. When she says that she will teach phonetics, it is a sweet revenge
 on her teacher; but in the dramatic framework, Eliza's ambition of becoming a
 teacher gets related to the Shavian concept of the need of evolving new
 professions for women - a concept which started from Mrs Warren's
 Profession through Major Barbara (the alternative title being Andrew
 Under shaft's Profession), cullminating in Pygmalion. The baffied teacher-
 .sculptor (Pygmalion) now sees that a new life has been infused into his
 student/statue (Galatea), and that is why she has experienced a rebirth. Higgins's
 helplessness is beautifully dramatised by the weight and force of Eliza's speech
 that she knows how to "deal" with her teacher or the possessive master. In an
 implicit way, Eliza's manner of dealing with her master has a faint echo of
 Caliban's "curse" to Prospero: but while Caliban can only curse the exploiter,
 Eliza has evolved a more tactft1l, civil and kind linguistic style towards people,
 which even Higgins could not acquire. When she is sure of her power, she can
 express it to Higgins through her original language: "Thats done you, Enry
 lggins, it az" (Act V, 751), forcing the professor only to accept the situation,
 now out of his control: "By George, Eliza, I said I'd make a woman of you; and
 I have. I like you like this". He now confuses "lady" with ''woman", but the
 audience gains ample proof that Eliza is now a lady and a woman incarnate
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 together. Eliza the linguistically and culturally empowered individual is the
 glowing example of Shavian feminism.
 The ending of the play is enigmatic. The enigma is heightened by Shaw's greater
 fondness for unresolved tension than for the desirable resolution of a romance.
 The two different endings of the two versions of the play - one of the 1914
 version, and the other, of the screen version of 1941 - defy the popular demand
 of the marriage between Eliza and Higgins. The film version called the "Pascal
 film", ending with Higgins asking for his slippers, only produced a faint smile
 on Shaw's lips above his white beard, because it was inartistic and bathetic.
 Perhaps, it resembles the ending of My Fair Lady which shows Higgins offering
 a bunch of flowers to Eliza, contrary to the Shavian objection in the prose sequel
 of the play in which Shaw intrudes to comment at the end:
 Galatea nev<::r does quite like Pygmalion: his relation to her is too godlike to be
 altogether agreeable. (757)
 Shaw also contends that Eliza knows that Higgins does not need her, just as her
 father did not. This has been dramatically shown also. So, when Higgins
 cautions her that he would never be so infatuated about her as Freddy, Eliza's
 womanly pride is touchcxl, and she takes no time in saying that "Thats not the
 sort of feeling I want from you. And dont you be too sure of yourself or of me!"
 (Act V, 750). Through the transformation of Eliza the warmth of life appears to
 be victorious over the coldness of art. The fmal confrontation between Eliza and
 Higgins points at no fmality, but at certain possibilities. It is in this sense that
 Berst feels ''the play ends in tension, not in resolution" ( 60). The observation of
 Eric Bentley that the ending of the play is only a beginning (62) is confirmed by
 Arthur Ganz's fmding in the essay "The Problematic Ending of Pygmalion" that
 the ending is elusive:
 The ending cf Pygmalion is remarkable not because it is elusive - it could
 hardly be otherwise - but because it holds in complex balance so much of the
 richness ofth·e play. (106)
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 XI
 "Pygmalion manifc~sts Shaw's mythopoeic powers at their most adroit, and it is
 certainly Shaw himself who is still central and triumphant both in the film
 (which he wrote) and in the musical My Fair Lady" (6)- Harold Bloom in his
 Introduction to George Bernard Shaw's Pygmalion (1988) observed. Shaw is
 Q'triumphant", no doubt, both in the film and in the musical, but the real problem
 lies in the ending of both the works of art. The leading actor of the stage-play did
 not obey the producer-writer (Shaw was the producer of the play) and threw a
 bunch of flowers to Eliza to give the play a "happy" ending. Beerbohm Tree
 who played the role of Higgins did so, perhaps being tempted by the word
 "romance" in the :subtitle. But the Shavian meaning of "romance" would not
 conform to the generally accepted sense of the term, and would mean something
 beyond the happy union of man and woman. Shaw had to write an elaborate
 epilogue as a defence of his own preference for rather an 'unhappy' ending.
 Giving the Shavian play a happy resolution Tree perhaps committed the same
 mistake as Nahum Tate who thought of a happy ending for King Lear. The
 underlying meaning of the Shavian 'poetic injustice' is not so easy to understand
 and re-interpret by an actor like Tree.
 Pygmalion as a work of art offered Shaw the highest pleasure and satisfaction as
 its creator. It is not possible for him to do something inartistic as a playwright.
 The presentation of the "Miltonic Professor of Phonetics" throwing flowers to
 . Eliza as a token of love would have been an artistic flaw. Higgins has no passion
 for Eliza. This is made clear in the dramatic speeches. Shaw thinks that the artist
 should not be a captor or captive in the narrow boundaries of domesticity. This /
 has been well realised by the eighteen-year old poet Eugene (in Candida), and
 how it can be ignored by a middle-aged professor. Just as the professed aim of
 the play is the transformation of a cockney-girl into a duchess, so also the
 underlying purpose of Shaw the playwright is to turn his Galatea into a woman.
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 The infusion of the qualities of individuality into Eliza is enough to enable her to
 decide her own prospect of marriage with a person of her choice:
 HIGGINS .... 1'11 adopt you as my daughter and settle money on you if you
 like. Or would you rather marry Pickering?
 LIZA. [looking fiercely round at him J I wouldnt marry you if you asked me;
 and youre :nearer my age than what he is.
 IDGGINS. [gently] Than he is: not ''than what he is."
 LIZA. [losing her temper and rising] I'll talk as I like. Youre not my teacher
 now.
 IDGGINS. [reflectively] I dont suppose Pickering would, though. He's as
 confirmed an old bachelor as I am.
 LIZA. That's not what I want; and dont you think it. Ive always had chaps
 enough wanting me that way. Freddy Hill writes to me twice and three
 times a day, sheets and sheets.
 IDGGINS. [disagreeably surprisedj Damn his impudence! [He recoils and
 finds himself sitting on his heels].
 LIZA. He has a right to if he likes, poor lad. And he does love me. (Act V,
 749-50)
 Shaw wants Higgins to perform the role of Eliza's spiritual-father, not a
 domestic husband. At. a subtextual level, Eliza may have some unexpressed
 desire to have Higgins as her husband, to indulge lovingly in all his whims of
 dependence. But the action of the play does not make any such matter
 dramatically explicit - it rather keeps the issue totally ambiguous. Eliza is a
 culturally re-constructed persona who has her own cultural prejudices which
 cannot be easily uprooted. She does not want to be "trampled on" or "talked
 down" by the Pro£essor of Phonetics (her professed creator). This upsets
 Higgins's ideas and ideologies. He is further shocked when Eliza announces that
 she would marry fr,eddy and support him with her own earnings; and that she
 would have her earntings from a teaching job in collaboration with Nepommuck,
 the hairy-faced Hungarian. She triumphantly asserts:
 Aha! Now I know how to deal with you. . . . You cant take away the
 knowlf!<ige you gave me .... I'll advertize it in ~e papers that your duchess is .,
 only a flower girl that you taught, and that she'll teach anybody to be a duchess
 just the same in six months for a thousand gaineas. (Act V)
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 The play is marked by a sort of open-endedness. This is in accordance with its
 internal spirit. Shaw has nothing to do with the Cinderella motif of the play. The
 long sequel, however Shavian it may be, is soon forgotten, the effect of the play
 stays long in the mind of the audience/spectator. David Hare opines that "the
 writer was only a pen. The hand, meanwhile, was controlled largely by the social
 and economic conditions of the time" ( qtd. in Page 18). The Higgins-Eliza
 relationship is actually constructed, controlled and moulded by such conditions.
 So what starts potentially to be a Cinderella 'romance' ends as a 'dark comedy. ' 4
 The Postscript of the play categorically notes that Eliza should marry Freddy and
 not Higgins, because with Freddy she will be able to establish her
 "independence", which she wins from her 'master', and both will lead a life of
 happiness. Curiously enough, in the play, Eliza when rejected by Higgins takes
 pride in saying that she will teach phonetics, but in the Postscript, Shaw
 prescribes for her the life of a flower-seller and hopes that she would perform it
 well with the help of her previous knowledge of business. The entire play
 appears to be an 'exJperiment' of Shaw, who places Eliza and Higgins in some
 given dramatic situation and leaves them to 'choose' their respective ways.
 The Postscript is a revelation of the Shavian wishfulfilment. It is actionless, for it
 does not have any. m:ed to be dramatised, but it has enough 'internal' action, as it
 denotes the Shavian tension in relation to his failure to 'prove' his thesis in the
 main drama. Shaw admits that the rest of the play need not be shown on the
 stage; it should be ldl: to the imagination of the audience.
 The end of the text edited by A. C. Ward (1941 version of Pygmalion which is
 also the film version) dramatises the possibilities of the marriage of Eliza either
 with Pickering (as Mrs Higgins thinks) or with Freddy. Higgins discloses to his
 mother that Eliza intends to marry Freddy and has a sarcastic laughter over
 . Eliza's foolish choice. I~ Paul Hamlyn text (The f;omplete Plays of Bernard
 Shaw), the play is not dragged so far and the ending is marked when Eliza does
 not 'care' at all fi>r Higgins's gloves and neckties, but goes away, leaving the
 task for his mother to perform. This is rather a smart ending which leaves much
 to the power of the 'reception' of the audience. This conclusion keeps up the
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 internal spirit of Eliza, showing her independence. Higgins's sarcastic laughter is
 the outcome of the male dominance over the female entity. He remains the
 Shavian Pygmalion throughout and constructs his Galatea accordingly. But
 Eliza's understanding of the male world is also complete. The drama virtually
 ends where she asks Higgins to send her back to her early life. And therefore her
 preference for marrying Freddy is only a sweet revenge for her being neglected
 by Higgins, since the drama does not depict Freddy as a competent partner for
 Eliza.
 Shaw wants to endl his play on a note of triumph of the female sex. Higgins may
 win his bet in educating Eliza, but Eliza also completes her education on
 becoming a woman of independence, sensitive and humane, capable of
 competing with he1r so-called master.
 XII
 The film verston of the play was extremely popular, in spite of Shaw's
 objections to it, because he thought the makers of the film had violated the very
 Shavian norms of theatre. Having gained a tremendous success in theatre, Shaw
 felt that the cinema would, "form the mind of England. The national conscience,
 the national ideals and tests of conduct, will be those of the film" (Dukore I 0).
 Shaw's entrance to the film industry was primarily for spreading his 'ideas' to a
 world-wide audience which the stage could not provide for him, but he was
 worried to fmd the studios enthusiastic in capitalising on his popularity and
 name to make the films far more attractive and popular, thus destroying their
 aesthetic values.
 In a questionnaire··interview with Dennison Thornton in Reynolds News (22
 January 1939), Shaw was asked why he allowed readymade happy endings in
 the film version of Pygmalion. Shaw commented:
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 I did not. I cannot conceive a less happy ending to the story of Pygmalion than
 a love affair between the middleaged, middleclass professor, a confmned old
 bachelor with a mother fixation, and a flower girl of 18. Nothing of the kind
 was emphasized in my scenario, where I emphasized the escape of Eliza from
 the tyranny of Higgins by a quite natural love affair with Freddy. (Dukore 141)
 It is clear from the above n:mark that Shaw never conceived of a happy ending
 either for the play or its fi.lm version. In fact, the possibility of the marriage
 between Eliza and Freddy was an afterthought, not a natural outcome of the play
 itself, because of the tremendous demand of the audience for a happy ending.
 There had been a tendency for the directors of the Pygmalion film to romanticize
 its ending - on one occasion showing Eliza purchasing necktie and gloves,
 perhaps a misleading concf:ption of the ending of the play where Eliza is ordered
 by Higgins to do so. Again, another ending presents Higgins as offering a
 bouquet of flowers to Eliza. Shaw was much disturbed by the famous actress
 Patrick Campbell who, by her own innovation, asks Higgins of the size of the
 flower. Being dissatisfied with the ending of the German film version (1935)
 showing Higgins requesting Eliza to stay with him, and also with that of the
 1937 Dutch version picturing Higgins following Eliza to the church to witness
 her father's marriage drawing the clue from the drama, Shaw endeavoured to
 write the screenplay of the 1938 British Film. He naturally concluded it keeping
 up the spirit of the play and advised Pascal, the director, to end it with Eliza and
 Freddy as happily married couple running a flower shop. As it was apprehended
 to be a commercial failure, Pascal had to indulge in a little change and make
 Eliza come back to Higgins. All these changes affected Shaw much. Though he
 tried his best to retain the "purity" of his play, he finally relented, because he
 felt, the public would lik~e to see Higgins marry Eliza "which is just what I don't
 want."( qtd. in Crompton 149)
 Shaw always believed that "filming ·is fatal to a live play, though of course it
 cannot harm a dead one" (Dukore 24 ). He goes on to say, "So if I do anything
 for the cinema it will be an original scenario, and not an adaptation of one of my
 plays'' (24 ). This is a conclusive proof of his up willingness to witness an
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 'Alternative Shaw' on the screen. So what he says about the film version of the
 play Pygmalion, whether it is silent or talking, illustrates his genuine belief that
 he would not tolerate any distortion of his play for the sake of public
 amusement. This is evident in a letter to William Lestocq (19 February 1919):
 Pygmalion is not available for filming.
 Never let anyone tempt you to have a play of yours filmed until it is stone
 dead. The picture palace kills it for the theatre with mortal certainty.
 Pygmalion is still alive and kicking very heartily.
 Besides, how c~ you film ''Not -likely"? (Dukore 24)
 Shaw did not mention the word "bloody" which created a lot of sensation among
 the audience, but Dukore imagined that the word might be used in the
 "Subtitles" of the film.
 In spite of his general objection to the filming of Pygmalion, Shaw had to see it
 filmed by several hands and express his anger about its distortion. He
 remonstrated that not a single word of his own play should be altered, but
 pitifully found its distmtion in many places - particularly in the ending. The
 language of the film is less explosive than that of the play, rendering Higgins
 less domineering a phonetician, Eliza more attractive and docile a heroine. Shaw
 thinks that the film has dragged the matter too far and destroyed the theatrical
 suspense. Not only that, he even objected to the use of his name in connection
 with the film. He could not but express his anger, saying: "They thought they
 knew better than I. If they had, they would have been Super Shaws" (Dukore
 125). He regretted that the film falsified all the characters. To Shaw, "The
 production of a drama on the screen is a highly skilled art" (130). On one
 occasion he says: "I have no objection at all to seeing my plays filmed", but
 wishes that "this one of Pygmalion will really be my Pygmalion" (132).
 Shaw was somewhat happy with the ending of Pygmalion in the British film
 made by Gabriel Pascal, though he expressed his strong dissidence over the
 ending as conceived by the director Anthony Asquith who designed to conclude
 it in a gorgeous way. Shaw still sticks in the flower shop, drawing sustenance
 from his original ending of the play. He did not like Higgins and Eliza go back
 to the Covent Garde:n and drag Doolittle to the ceremony of his marriage. This
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 he considers to be silly. Vlhat he wanted to have is, as expressed in a letter to
 Pascal, (24 February 1938)1:
 An all British film made by British methods without interference by American
 script writers, no spurious dialogue but every word by the author, a revolution
 in the presentation of drama on the film. (Dukore 135)
 That the American film also gave him much pain is expressed in a Spoken
 Preface to the American audiences (7 December 1938) where he strongly
 announced that all the American films would become much more like his own
 films. Not only that, he expresses that he has to educate all the nations including
 the English and the American. However, in America the film earned so much
 success that Pascal wrote to Shaw: "You are a greater boxoffice star here than
 their Greta Garbo" (qtd. in Costello 167). Shaw did never agree to turn
 Pygmalion into an opera. He had no interest in musical theatre, though he
 utilised musical mode in dramatic action. In reaction to composer Franz Lehar's
 plan to make a light opera. on Pygmalion, an angry Shaw remonstrated:
 if they attempt to use a word of my dialogue, or to connect my name or my
 play in any way to their abominable opera I will let loose all the engines of the
 Copyright law to destroy them utterly. ( qtd. in Everding 316)
 In 1948 he again rejected! a request to set the play to music with more firmness
 "My decision as to Pygmalion is fmal: let me hear no more about it. This is
 final" ( qtd. in Everding 316). The film was finally musicalised by Gabriel Pascal
 after Shaw's death.
 The endeavour to transform the Shavian plays into crowd-pleasing pieces of
 entertainment reached its acme with the release of My Fair Lady (1964),
 something which the artistic impulse of Shaw could never endure. This motion
 picture musical which won Oscar and eight Academy Awards, was made by
 Alan Jay Lerner and Fn:derick Loewe. My Fair Lady maintains the spirit of a
 musical romance throug-,hout. It has some farcical situations, mainly for the
 entertainment of the audience. The film reaches its climax when Eliza boldly
 says to Higgins that she sells flowers, not her body. When she feels that Higgins
 will not provide any further shelter for her, since his experimentation is over, she·
 leaves him, and along with Freddy goes to accept her real-life situation. But
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 perhaps she receives a great blow from her father who says that all his rapport
 with her has ended, as she was sold off to Higgins, and that he is going to marry
 again. A mentally perturbed Eliza does not fmd any solace in her companionship
 with Freddy, and comes back to Higgins who also suffers some mental
 uneasiness and feels that the voice of the flower girl as recorded in his
 gramophone is no substitute for the flesh-and-blood Eliza Doolittle. The film
 ends with a re-union betvveen the two - that is to say, between Galatea and
 Pygmalion.
 The idiom of theatre cov1~ring Shaw's total attitude to Pygmalion appeals to us
 as a remarkably cogent one, since it adequately embodies multiple aspects of an
 individual's struggle to explore and assert her identity. On the strength of this
 dramaturgy Shaw can reign the theatre world not just as a comic playwright but
 as a master of the art of theatre, with an 'inclusive' attitude to theatre. Richard
 Burton says, "Eliza is a remarkable creation, not needing a Mrs Patrick
 Campbell to show it, since one gets her clearly in the reading" (182). Here lies
 the success of the Shavian theatre idiom which dissolves the breach between the
 verbal and the visual- or it may be said that the visual is reflected/anticipated in
 the verbal. Shaw the realist and Shaw the humanist are one in his language of
 theatre. It may be further said that his position or ability as a playwright in
 Pygmalion shows him at his highest powers - with which he can take more
 challenges in dramatising the greater complexities of Heartbreak House.
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 1. The term 'other' shows the binary separation of the socially dominant and
 the marginalised, the coloniser and the colonised- asserting the primacy
 and the superiority of the former over the latter. The 'Other' (with '0'
 capital) is called the grande-autre (the great Other) by Lacan, meaning that
 the gaze of this sup(!rior entity gives the subject, that is, the 'other'
 his/her/their identity.
 2. Henry Sweet (1845-1912) was the Reader in Phonetics at Oxford
 University from 1901. He earned the fame of being the most important
 pioneer of modem phonetics. He wrote many books on that subject. Shaw
 could take pride in de:scribing Pygmalion as an experiment to show how
 the science of phonetics could destroy the prejudiced class system of
 Britain. The men of words, he believed, could be called the most important
 people in England. Henry Sweet died when the play was being written.
 3. Shaw has allowed this for the sake of the Box Office, and the film version
 has been a massive success. It has been discussed in the last section of this
 chapter.
 4. The "Dark Comedy" as a genre in the twentieth century has been
 developed by Strindberg, Chekhov, Beckett and others including Shaw.
 J.L.Styan defmes this 'dark tone' as ''the shift between comedy and pathos,
 and their delicate balance" (278).
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