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I.A4 &

223 MA A ol¥ HeE FHo2 H{AHY] AIRY BzxeIe Fg
ERE FUUEAA FxUY S AT AZH AYL A7V ol
AEF9] AL 7|Nteg & R=2gY3L FEugene lonesco, Harold Pinter,
Samuel Beckett, Edward Albee& 422 A/MEY o|ge BxeF &=
“God is Dead!"2} Nietzsche] M oj% FF3A @ Aol i@ 59 ¥z}
AA A b33 AP He doigeel gAsE ¥ TEAYHy
Foui@el @ #EYH Uk Camusol 33 AL A7 P& WMo
FF FoM Aol o FAYE =7 ZAHE 299 FY 2R, o2 A%
&9 X7t g0 F e FxUHe Aol oL AP Awdy)
AN SEAtEL FY EY WAL Wolu M2 wAE 3754 "
Ionescod] <3 Ajzg F2FL AdUAY FAui@ & Yehdrld) H{e
F4eltt. Martin Esslin® #x23¢ E3& 123 o] 49stn o

The Theatre of the Absurd attempts to make him face up to the
human condition as it really is, to free him from illusions that are
bound to cause constant maladjustment and disappointment. . . .
For the dignity of man lies in his ability to face reality in all its
senselessness.!)

1) Martin Esslin, The Theatre of the Absurd (London: Penguin Books, 1968),
pp. 418-19.



MY FnA AYeld 73 JM Ze AW R¥AH 9 A gl
FARE 3% SoA Fz¥ WA £AHA A} Ade] FHUG
Ade] EA®E FAY + YE AUYY Pelgn WE Ao R=xeFe JE
A el

Albeer: ©¢3 F2E AFE 1L} AR €Y Utz HAF
Y ad29 UG 234 JAHA e ExE AF9 78 E2FL AA @}
aE BdH FREEA vd AN Y 1z, A9 Y2 SF AN
7R dE v@Fos A fAH A £A|, AT 2999 FAl, U
@i S5 EAFE 29 TN AXn Utk Albeed] FHL Azl
Absier BElE A & 5 flemz2 Ad RxEd de] ivtd ARE A=Y
W& At AZE ALHE TE Yol AMAANA Ak Aotk oMY
ALZ AH 9 BIHES BAE AT Albee: F22 A% IJHL 93
2HY Hdol UEE SANA FYANA FE Aol AN UFgn gt
B3 2c 309 A £93 8 P9 deel ANA $39} A 4331
@dE JtAgen vIAdge] AFY NYH ou I8 &Y FAHAH
5ol 2 “American Dream"e] Y% J@Fojs} Bgo w4 Fos AW
A& v @32 9l Martin Essling ©|g| ¢ & §°] “Edward Albee (born in
1928) comes into the Category of the The theatre of the Absurd precisely
because his work attacks the very foundations of American optimism."2g} il
TA G

a2y Albee ¢Izte]l #38 MA WAA 23 Ae o] A sy
IHE obFL QAo =2A PFY THH Foi AL FUY ML Zu

2) Ibid, p. 267.



At FFEY. 2E ded RS 4% awded a1l 439 p=e
FATTERE € A% A3 43} 2Rd §A HIAg F¥ Y
L& FEY & e FHY 399 0F Rz AEL FURAL
Hurley= o & FA|3dM €34 FAMEH vF9 IRHEL g3} ol
TE3ta gl

In America we are quite willing to believe that society is
ridiculous, but not life itself. The French are capable even willing,
it often appears to accept the absurdity of existence; but
Americans do not, perhaps cannot, relinquish their belief that man
and society can be changed and improved.3

ZFs 27 IFF7MEC] & AANE FYuE Roe2 WelEoln TYFH
ALEIY A FAYL FAFAAN R 4% 2 JAVL 28 Y&y
Watel wFe Rz IFFHILE FolAM, B3 Albeer Ayl RzE@ AL
ARH#AL & A7t FzYHdes @dE WYolEelR o&u 49 JHE
YR NG F e Aoz WAY aE FAe NG Transatlantic
Reviewsto] QIEJHel 4 “ . . . the responsibility of the writer is to be a sort of
demonic social critic to present the world and people in it as he sees it and
say <Do you like it? If you don't like it, change it>!"#2}3x W3]z U}

A Ao i@ @5tz & wBIIQ Albeert 19 FEEL 3o AF
FAEL Ad AHHAA HA FUSED e AT 29 FA, 943 Aoz

3) Paul J. Hurley, “France and Awerica: Visions of the Absurd,"” College
English, 26 (1965), p. 635.

4) Gerald Weals, The Jumping off Place: American Drama in the 1960's
(London: Macmillan, 1969), p. 35.
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7HSR A 1S B3 EAl, €FF Fad v FLH JHA9 {Fez
AY A B EA, B o] &= FLAA Hoyr] 93oq §4E
BEojUl I o2 =AW & Hole EA Fold. olFAME Albeew
AL 299 &3 Fx9 EAE /MF F8A % Y. Bigsbye Albeed]
HEd o9& Fo] ¥3tan ok

Absurdity lies in a continued adherence to illusion. . . . Only
when he cuts himself off from the reality of his situation does he
lose his humanity and become absurd. Albee is not concerned
with the absurdity of illusion.5

oJAY Ut F2YPY FHL Y AN Fxgdd YE Aol oz A
B8 AdRA g1 =EMFeEH YAG oz FH sMeHe AT
Ao JAE ko AUtt.  Albeer €% FAE FEIHd Ay Ty
8¢ WAYEANA AAE &9 JHANE FTH] AHME dAH Aol
o AL A2z A FEQ The Zoo Sory (1958)4 o|l& 4 FA=
9F3 gl

The Zoo Storyl4 Albeet & wWee ¥l AYJAIHAAM Qo) FH:
AEY Fzg 299 A A=A dFn Utk o] FEFAM Albee:
Q3] 208 FHHE P @A F A ZUE 2 gl AAE
29 # SHAHY] AW AR 2229 YAAY xFHoW, FAL AT B3 31
A& 3ok gt Aol o AFANN FUAF Jerry: Peters}s] A
#d A9 ¢A44E& ANHT A YL vz & AFY PN F

5) C.¥.E. Bigsby, Confrontation and Commitment: A Study of Contemporary
American Drama 1959-66 (Missouri: Univ. of Missouri Press, 1968), p. 78.

_4_



743 £ @48 FT

3L HEn YA FyuAHor ke Albeed AMdo]l ¥ B YEhd
ZEL Who's Afraid of Virginia Woolf? (1961)e|t}. Albee= #-X2|8 A%
AA3 gAY YA B3 “false illusion"€ FR3d Loz Ty e
AL 238 WAL dIEEY /Y& Adde AomE YL AAN}L A&
Aot Rz JFE FHE F£ A FFE. Albeed] A A
E-A= Tiny Alice (1964), A Delicate Balance (1966), Seascape (1966), 12|31 The
Lady from Dubuque (1980)0 41X A& oFolgdr # =EANME Albeed
B zolet & 5 A+ The Zoo Story$t Who's Afraid of Virginia Woolf?d] Vel
Adigle] AN Rz AFL FAe= A 499 EAst 1 FH Pig
ABpaz @



TT. <QItA2]e}t xpole] WA: The Zoo Story

F2YIAA 713 ol Fu e FA F9 HUst AL 299 FA,
AT FERA A 20 A2 o|FAXA g YoM L292E Ao
BB, ojRe2 A AR AAFY ovlg 39 EI2REY 1¥H} GHE
AA Ae Ao

Albeet= oA} 2Fo] o|RojAA ¢u EAFYY AFH A VAU =
A At2le] R&E The Zoo Storydl A & BASZ It = o] FEA
do ALSe B3 e 4%E AH4HA BT 2@ A A7 Jdy gL
@ A 3R AL AFHE UBE FEHA AL 299 FAE BAFT

Martin Esslin® Absurd Drama®] X &4 The Zoo Story$] F A& “an
image of man's loneliness and inability to make contact, and also, on the
ritual and symbolic level, an act of ritual self-immolation that has curious
parallels with Christ's atonement"®'2tz & ¥t} ¥¥ Brian Way: “man's
failure to make contact with one another"”@x H7}8tz It E¥ Mary M.
Nilan® o] zFe9 Fa¢ 5 FA& “the polarization of modern society” <}
“the difficulty of human communication”®&x X H#z U} v HI}E)
W3 e ulY Zo] Albee: The Zoo Storys)lA HrjoAEo] oA} A%

6) Martin Esslin, Introduction, in Absurd Drama (New York: Penguin Books,
1965), p. 22.

7) Brian Way, “Albee and the Absurd: The American Drama and The Zoo Story,”
American Theatre 10 (London: Edward Arnold, 1969), p. 202.

8) Mary M, Nilan, “Albee’s The Zoo Story : Alienated Man and the Nature
of Love,” Modern Drama, 16 (March, 1973), p. 55.



oBifoz A3 Hxe 29 WAL, 293 2949 AFE Aol YA} 2%
E ¥ YEZ o]FojX=rtR AMAH Fu Q1o

o] F& ¥HY M HEZ YFojA. AA HREJME Peters} Jerryd
& T4 289 4F, J13 BEFY Hold dIx, 4 HREJHE
Jerrye] “The Story of Jerry and the Dog'gl: 3 Ewlog 93§ F& A}
2% & °FHE Jeryd x¥HE& 2o F31, AA FEAME Jery’t FEUI
AP olffE WL FEHAM I ¥, & EUFAY JIFE KAE
ZHA kAT AANE olok7|& €3 F™ Peterste] J4E fof @AE o2
Fo7e Jerrys) 24€ 29 24

o] Sl & 39 FAFQU Peters} Jerrywto] 53} Albees] HA}
T2 Peters 40t 249 FFIHAT nfEAE ¢ FYVAE @ WY
HAYE & F Utk Petere: oV Az F BH JERAECl UoH
18,000€2]¢] d8& ¢ dd 9T 29 AYHA FAFd &3 Ao

Jerys A9 713 @73 @8 ool FH Ade] YL A
=713 e Hd F = AW &4 M3 Ue JEYE et Jerry9)
£2¢ oy E Jerrys} Jerryd] oA & ¥glu Wton Agjxrlxgl Hdg9
FEA A7 Hol Eol2d. I dF A€ol Jerryd of¥AE &
%o B2d Aol A @4, Jeryd w A% €A $271 Jery@ ERF AL
27t 2R E E]4d ¢ AddN 28 F2 vk Jerry:s © Yopst
gAdte FAAME A&Heln guigle K& FYIA P I
a2A 9 28 AR F4 AAE FT FAYIAE Boln EY omy
o4d e ded TAE /1A BAed o4 AE “I love the little
ladies . . . for about an hour"® (p. 106).& L¥WE & wWgolt). oY BYPH



14 233 A% WAE T Jerryst EIRIEFHS 48 AR #AR ¥HE
4+ &S FAHGT HA

Jerryel 94 ¢ 3L 24A 71ES flo] West sided] AAELEY 3=
439 o @gdd EX At Avde e HFIA AFHe
ol ZAE FolFE AF flol A AUE T4 dAAS Pl HA
EoAE FdzEgag JER 2& A ¥I ¥F &UWde @ FU
k. F<¢ oA “fat, ugly, mean, stupid, unwashed, misanthropic, cheap,
drunken bag of garbage" (p. 120)2 F¥do] & A U}A EAHY U4
olE2 ANAM wigwe AgEeld o ol el fE AHEEIT
Jerrye w2 ol ¢ BiP g g g3 ERA Y

Jerry@ 3L gle EAExA 94 EEAY FIE AE Rolt-
Zag Pgd HolFxm U: A 29 A A FHE AAY
ARHez Hulol itk fuisd gz Lo gotg Aol 24 §i7]
fEeltk a7t AL Qe UAE 23 F hiE A “Please letters"s}
“When letters"@o.2 omglu AL #EY d3d e Aldol L&
BeFoh o] Fd AEHE gflo] FursA 4 ARt {Y Az, AEATE
Bg & e gHolZst & o g 222 Jerye 298 YUY A¥H
Rgoln, 9 WHAe nuyd FAHod.

A9 dig R71E AT 298 YA Jerye ERAFHY e
oj#fo] TEUIAE BAHY =¥ & 7]&U. JerryE “I've been to the zoo"
(p. 106).8+= o] T2 4ol Hi Ut FEY ololV| 2 Peterdll Al & At}

23y Petere “Hm? . . . What? . . . I'm sorry, were you talking to me?" (p.

9) Edward Albee, The Zoo Story, Best British and American Plays, ed., Suh
Kuk-Young, Kim Yong-Duk, Kim Jong-Sun. (Seoul: Hak Mun Sa. 1992), p. 105.
UO T UE o] &2 o] Mo AN mHo|x|qt WY,

_8._



106)2t F@#AHA Jery® ozt el du e TimeX& Al gy
@} TimeA st & dFvide Hae UL o THH 4 daw
ARE 4 d& & A= FFEel At 2YHY AR FoY HAFXY g5
g484e =7A REE ¢ F Ut Peter: dHE JAHT Jerryol A
PRy IE9¥ & vl o=z Jerryd i fF9) “Oh?, oh?" (p.
108)gtuwt & #olvt. Y Jerrye ASHA dgE 3ok

Jerry: Do you mind if we talk?

Peter (obviously minding): Why . . . no, no.

Jerry: Yes, you do; you do.

Peter (puts his book down, his pipe out and away,
smiling.): No really; I don't mind. (p. 108)

Jerryel x8d 9| - tA] di3tE A Z§ Peter= “I like a great many
writers; I have a considerable . . . catholicity of taste, if 1 may so" (p.
113).8}2 @3, AF Baudelaire$} Marquand:s F¥ A £33z g o]d
Peter?] 2¢e MAE 43 Yd3tg duide AYolth. Petere & Central
Parkol 4 E}AE ¢JA 9, “I don't express myself too well, sometimes. I'm
in publishing, not writing" (p. 113).8l2 %3l AL 2229 Al &4
HeE A& IR JdA #&E Uehd €v.  Mary Castiglif Andersono]
“Peter demonstrates the passive acceptance of a child rather than the
independence of thought which should characterize an adult."1008}3 @& u}s}
o] JerryE Peter7} @2 +%3 748 e dol glenz 18 YUA22M9

10) Mary Castiglif Anderson, “Ritual and Intiation in The Zoo Story,” In
Edward Albee: An Interview and Essays, ed. Julian N. Wasserman (Houston:
Univ, of St. Thomas, 1983), pp. 93-94.

-9-



549 Atu# 89N 4T 5 UEE Sof FE do| AN dRgn YZed,
Peter= 2229 A3 §¥o] gt YUY Y€ 8 ozt ¥d A9
A EFAR PR T wdHo Ye QY& oW EAF A=z
Peter= 17t i@ JAE #AHF oj#fudE 1 AgY A A A9 $40¢
e Jlgez Aed. o siN@o HUHY JAAY AU BAE )8 &
it

Peterste] “Communication"& o|#3d Jerryd R¥A AEE Petero
FRdos A €t Peterd] F@A o] th2ta] Bennett: ol g A ¢t}

In The Zoo Story the three attitudes of love, hate, and
indifference provide the general frames of reference for the
conflicting forces within Jerry himself and between Jerry and
Peter. Kindness proceeds from spiritual nature; cruelty from
animal nature; and indifference from social conditioning which
reduces one's personity, Jerry suggests, to the level of a
vegetable. 1)

ol HEN= TEHoz A, T2, FRYUoHE M /1A FAHe] JYEYEH
Peter= Jerrydl Al F3d¥228 249 AL FAsn Y8 Fyz GA
€. Aol He A9st FEUY FYos eAZe ARE AU gi=
B8] AjHEHE €2 U Jerry: “real experience as a substitute for the
fantasy” (p. 119)8t2 AFHY h2 49 FYEL E3d Peter A AR
fd& HAEE {284 do.

Jerye 84o1¥ FAFAQY FARGDE THAQ olopr|g FHA HL

11) Robert B. Bennett, “Tragic Vision in The Zoo Story,” Modern Drama, 20
(March 1977), pp. 56-57.

_10_



ZzEdz F33%H o] F9 F¥A HEQ “The Story of Jerry and Dog")
olob7|& 7AWtt. “The Story of Jerry and Dog"® dtigle] Aste] of%
+32A o F9 ARRH AANE FAY Jery’t FEU A olf s
FENAAM A Ao A AFE W7 A8 Jenryd BF dBFolT. Jerrye
“Sometimes it's necessary to go a long distance out of the way in order to
come back a short distance correctly” (p. 123).8t& @24 1 SHE A e}
Aol ZAYHA R YL olokr|g FIAM €3 AUE €A & AVE
AR E 3= Jerryst FHoke] Ateldl NG o]okr)= Peterst &9 A=
AAE oA 8¢:

Jerry's account and interpretation of his encounter with the
dog climaxes his attempt to make spiritual contact with Peter,
that is, to achieve a meeting of the minds, sympathy, and love.
He knows that if the story succeeds in removing all the
remaining barriers of ignorance and insensitivity that still seperate
Peter, who will then be spiritually free, and he will also have
resolved his own emotional conflicts.12)

Peters}o] <o}, & AHE ¢ w4 AEZ2 Jerys Hhe ZFPAM A&
“teaching emotion"& 7}A i Peter@ AZtA)7)12z $l,

Jerye A &A9 FAvids BUH#Y w9 oL APHAUA A
d Ao BA HEo] LA o]Fo|NA ¥E& Afde FEHY BAdAGE
H&E Aol #riAA “It's just that if you can't deal with people, you
have to make a start somewhere With Animals!" (p. 130)8}lz @&}

12) Ibid, pp. 63-64.

_11_



AHEZ Jeryst /ste] BANA de ZEL EBARY i} 2Fo] oy
498 AdAEAA W= gadt  Jerys #HAS WAE Fdo 19
THY ZE AR FEEC 2 FRARALY o] A R@ANA ¥
Jerrye] &U& ¥3¥d.  Rutenberg® 34d 939 AF Ay AZe
A9 ol o YA Hg gt

The symbolism, unmistakably, is that the dog represents that
vicious aspect of society which attacks whenever Jerry tries to
gain entrance, The dog never attacks when Jerry leaves the
promises, only when he enters. Later in the play, Peter “will
respond to the invasion of his ‘property’ with the same ferocity
the dog has shown," clearly illustrating this animalistic reaction to
an invasion of one's private thought.13)

Jerry= A9 Wgle] &Yed ARF7] AHA ¢4 P MEL R0
TN %o A AHEUE F4A HHE AFVh WA, Jery:s VWS
TE AEY Ax2 Y UL AV A EMAE 29 gy A
TE AEY ANEE 42 gotn ol Jery: HE Folrlz FAwo
Jery= A& 2837 AN & We 2E AdA YolAut AE A
BEA AU B, Folx dHe AA¥Y. st YAN HBY T Jeryy
AAbeldle F@Aolgte B#7t HEET. AN Jerry: st AAS
H&o) 23 gagg =7

But during that twenty seconds or two hours that we looked

13) Michale Rutenberg, Edward Albee : Playwright in Protest (New York: Drama
Book Shop, 1969), p. 31.

_12_



into each other's face, we made contact. Now, here is what I had
wanted to happen: I loved the dog now, and I wanted him to love
me. I had tried to love, and I had tried to kill, and both had been
unsuccessful by themselves. (p. 129)

olAl= M7t Jerryg& HB22A Jerrysb s U oA 9
“free passage’7} RAHAL FEIH}Y AN 2} FAFE =7A R
2o 223 71AHA Jfee @AM A& AL FAZRo|AT
ol 7§¢] ¥ 84 & Jerrye “The dog and I have attained a compromise; more
of a bargain, really. We neither love nor hurt because we do not try to reach
each other” (p. 132).8tz EH3HY oL JerryAAel M HE:g
AFo2q PAG Aolgte 4L Tk Jerrys Ae o ol &L ¥ FU)
R dde A2 sk U Atk 2EL oA FaULe WA
T, Aoy FoFAM FEHLZ q3E Y H¥FL Peterr}
Jerrydl Al A&d 24 FIE FBYH S

Jerry7t ol9p3ko] 7ste] BANAM AZA B AL 29 diE HYo
TIHLZ A7) AAAA Ave AHA F EAVE od NoezE #AE dz
Ae & HAdFE Zring ey F@Hel dde Aol oA set9
@A AN AEL “teaching emotion”22M Jerry: EIQIFHY {E Ay m
g@n. 23 299 #HYo] AL AU A Yomz PJAH 4% M
dE g ALAA 273 Aol

Iy Peteres  Jerrydl MfAA  oloprl&@ ER 1 DON'T
UNDERSTANDING" (p. 133). =& “I don't want to hear any more" (p.
133).3H4 AAoA Fojd dA& dsa] @vh.  Peterd TN YA

_13_



Hoe HEZE JFE AdE o€ 471 $ith Robert S. Wallace:
°1l& t&} go| ANH @)

Jerry's abundance of words in creating his stories has the
ironic effect of adding to his isolation from others. It also has the
effect of isolating the audience from the plays. In both cases, the
impliction is that words-the chief mode of fiction—are inadequate
in communication real experience. Jerry finally communicates with
Peter not through language and stories but through sheer physical
contact. The devaluation of words inherent in this fact is one of
the reason that The Zoo Story is discussed as Theatre of the
Absurd.14)

dole) 7HA FHU2 ARG FE FZ L o)FA RE Jemy: o] I A @A
HENM Peterg DA2WA K48 HEE ASHed 1 an%E 2F4Ho|n
Y T Ao 49 SMAH B2 L A e B L A 9 Peters
Ago2 Jerys oloprle] wge 2. We sAE BAR Jery:
AN FEHA W o8 olokr)d Fuk

I went the 200 to find out more about the way people exist
with animals, and the way animals exist with each other, and
with people too. It probably wasn't a fair test, what with
everyone seperated by bars from everyone else, the animals for
the most part from each other, and always the people from the
animals. But, if it's a zoo, that's the way it is. (pp. 135-136)

14) Robert S. Wallace, “The Zoo Story: Albee’s Attack on Fiction,"”
Modern Drama, 16 (March 1973), pp. 49-54

...14_



&, Jarys dd@ dobte AVECl FEY AFY unz AL wEnm,
A27 Ao 43 g ALY 2EE 23 AN AR&L BA €.
TEUANN & AUF Aol Aty @AM AL FYe2 Jerrys FolE
Peter 9N 8499 FEEHNF P s18d Q4L FUsHA R
UE2 H]H{FY. Mary Anderson® SEQ o|u]A 2 Peter§ dWatn 719
£9E vt O Aol wEe] d Y 7AY Aoz HAPk

However, society, implicitly equated with the zoo within
Albee's play, tends to seperate human emotions and impulses into
appropriate categories or “cages." In extreme cases, such as that
of Peter, the result of such careful isolation of emotion is a lack
of identity or completeness of self.15)

Jerry7b H&dd gy  ojoprlg EBFE AL FELOT onx s
AN AbBoA 29 FE Peterg AU AANEE 317] Y¥o|g. Bigshy:
FTEETH ALY BAE UdSH Po] Ak

To Albee, the zoo has suddenly become a horrifyingly
accurate image of a society where furious activity serves only to
mask an essential inertia and whose sociability conceal a
fundamental isolation.16)

A4S Jerrys) xdol® #7843 Peterrt AA9 298 4E A

15) Anderson, p. 102,
16) C.W.E. Bigsby, Edward Albee (Edinburg: Oliver and Boyd, 1969), p. 9.

_15_



%31 ¥ & £o2 =9 A Jery: & o FAE ¥ “physical
contact"®& A E®H. Jerry: Peter/l & FEQAAM 431 dd diHAME
E€& 32 943 Peter’} Shol AE WAHE L78T. o] AHE Peterd Al
AAR 29 &9 =HAEHN AU BlozRY YA Faelth. Mary
Andersong ©o] WA} Z& AW g o] FA MYk

Within the play, Peter's bench quickly become the focal point
of the complex web of contradictory desires and fears, intentions
and obessions competing beneath the character's surface
rationalization. . . . He cannot, as yet, consciously appreciate that
his weekly sojourn in the park is a small but symbolically
significant gesture violating the role of the group man. This is
the one way Peter has devised to detach himself from the larger
group.1?)

ol AR HEgoZ Jerrye Peterst ol 299 FaQ w4
ZARY. Jerry: “move over" (p. 136).8t0) 234 W Fug Wsioir} ‘1
want this bench. You go sit on the bench over there" (p. 137).8% W3
A& 99 a3Y Peter: 2 WHE FEUBIL A %oy JerrvE
FE2E2 §3 ZPEAZIA AHE PolgsT ¥ AL M99 stz Fae
a8 &4 HE® Wololth.  Peter= W 4fAd diHM YL 7T
Peterdl A& Jerry7b QAR At 299 oo thsjx dFs & o] ol7d
e FA ZARAG. WHE Wol|¥IHE Peterd HEXE Bigsby: o] ¥A
A gt

17) Anderson, p. 95.

_16_



When his right to possession of the bench is challenged
Peter's indignant reply shows that all of Jerry's comments about
t“e evil of human isolation have had no impact. . . . Jerry
recognises that his defence of the solitariness of the human
condition but also a justification of the values of a society which,
it is implied, distracts man from the real problem of human
existence.18)

Jerrye JAE AHY HEZAA RS TYATI= Peterd] P9 st
“You're a vegetable!" (p. 138).8}1 %20 Peterg& A&£AHo2 7d3iu
ENAN22H Peter/t B3 E A3 AN} R¢EE {8 30 JdA 2&
9 &4 283 129 E49uE ¥4 Fed ¥ob €@n A& Peterdl A
Jerye W2 AL 21 &3 ZEAHQ AAE MRed Yoz FIA RIe
Peterz 9@ & FHoE€Z JerydlAl 71gx AHET. o wol Jerrys
Peter7} 972 i 1= Zd Holgo AU & Favn.

Jerryel £8&& RUA Petere 4% “Oh! my God" (p. 138).& %231
e, Jerrye Peterol Al “You're an animal' (p. 139).0]83 @& . W&
A8 REAA ZAF Jaury’t FHR/D Jerys Aol AEE oo @
FAFo2 FAqYD Peterdl AlA 2919 AU W& Re Aol ojHH
Jerye A& AAANZAo2A BHAAY AFA HFoY diE dEE A
Zot7te Peterd] &l oul& Ro3tnx ¥tk Peter EH FEoldhs I
AMdel Ad#e2A A4 dAL FTE HERE AN Rad £FE AL
ZAe] E984E& AHA do @BFA Jeryd FEE dAAHNAY v #AQ
Aoz BopME NP, FF ALY 7sdE FANA FAdE HAA
TAHLE HHH AF ¥ Aot

18) Bigsby, Confrontation and Commitment, p. 74.
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Aok Jerye BARY “WAE S8 olFA HUY. FortH Jery:
FEHAAN UUAY UL PeterolA AYBT. Jerry: SELAM 47 Yo
A% FEY %Zoz Fojg FI/lE WuL Ja g sobAn: FUL @
Aol@L ¥ U Peter: Jemry® A§ Wt W I# ol#sx)
£53 oY LE X W& HAoA FBUY “Vegetable's] Feho] Uit
old Ngd Aol Ut Peter® TFEEI ANME Jeryd aua Aol
ga#ch Richard E. Amacher: 17+l 4%¢ SEHA 483 YEAY
Ago2 YrojAgn we

That man's condition is not only absurd but also subhuman
is perhaps what, in the last analysis, Albee means by the title,
The Zoo Story. Yet for Jerry, who knows life closely and well, all
man are divided into two classes-vegetable and animal; the
former comprise those who merely subsist and the latter those
who are willing to fight and kill, as animals do, for survival.19)

Peterz oAl © o]d 2o Fe HEY UL & gon Aoty WYY
TdE AFE £E 4 9VA Jemye 993 A&d Uy v
|83t d, Petere 717t A AHgE A3 Qo] ¥ 4 Y] §Ro|g.
283 Jerrye Peter7b thAle 19 mYe FAZ Folex ¥e AL WA
H3 Peter7b B&E& A AYWHA A4n F& WA 9= AHe
‘animal"e] Y4Ho2 Hol £ AL A{¥}. Jery: AN P& Ui
AFAAT 7HAW & AXHe) AFE AAE o)A IAL Jery: gHoz
T8 Fo|7tx Peterd] FJEEL TFEE Aoy Jerryd FEYNAM Peter:s

19) Richard E. Amcher, Edward Albee (Boston: Twayne, 1982), p. 40.
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AdE WA H3 Jemryst 2 2981 WYLe AEA FE ume
TE A4& =712 € 4 Ak Jery: F99719A Peterl A fiE 713
% ANTHE ®EFE YehA™ “Thank you, Peter' (p. 143).2% 3o ¢&
Fth

olsh ol 299 WU ¥We Fum=m APEe] AelA A=
A% & AE /YT D Jemyrt AE AV H4BelY.  Jeryd 4L
Aobg WoldA Eld @AE HAA AJAT Jery: olAE TAZ HAG
ANe YRz AYse "W TY'& oI Zimbardort AHEE wio]
Ged o]d WA Jerryd) AL JIEnFolt. Jerry: ©liA AAre] ¥
A MAY  "Oh! my God" & AW Fojstd ol§ Bigsby: “Jerry is

X

‘crucified’ so that Peter and his fellow men may be redeemed. When he
accepts the need for sacrifice it is with the biblical expression of acceptance,
‘so be it." He collapses onto the bench and in doing so changes its symbolic
value that of a refuge from human contact to that of the ultimate embracing
of humanity the Cross."20)2}w Jerry®] ZI5uZ<Ql A9 ARZ HA .
A AL FH FxIP FRAA A XLz THHste gAL
THIL FoUte Jeryd R dFrt ARl BERdeE AR 3AE
olu| @ &t old BHANAM Bigsbyr o3¢ FAE ojefst go] Yok

The Zoo Story, is concerned, then, with redemption, for Peter
is not only brought into a new and more meaningful relationship
with reality but is introduced to the need for that genuind human
contact which is the antithesis of absurdity.2V

20) Bigsby, Edward Albee, p. 14.
21) Ibid, p. 75.
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Peter= Jerryd] 833 Algez Q3 oy d4& JA}A d@d. admz
Jary7t HEda A o] REL F4 JteAel AlEAE A& = oplh
A3 Jerrye A AA4E FIHAH EHUALE WA JAHREE §U)
& olc}.

Albeex &3 7HA7F AR ZHAA $4d3e €A AN AN FA3
FRHE AARY AL FY €% FHE Ol added XA %
29H3 33 JHAd HE AP dE FL 54 E€ YEn e
o]Z o] ut2 AlbeeZ9 EXo] J3 qith Bigsby: o] A€ ol¥A Uik

Where society is attacked, where bourgeois standards are
ridiculed and where the fierce undercurrents of personal
relationships are critically examined this is essentially an aspect
of an affirmative response to the human situation.22)

Albees) =& Azbe]F ANA Fojd A% HARI okl e
a2l el 71U AN Rz ARE I Uste el Assge
Ag BeiFd Utk Albeet o E9] Peterd@ F84 fabol A=A
A7) Z1vke) aHe AI UE BRE ANAE WA, 288 Aoy BEolR
AL A AAY Aol WIAW AT AFE T WA IAY &
ke Ade Yehiz Qo

22) Ibid, p. 20.



WM. A4 FA Aol 38

Who's Afraid of Virginia Woolf?

The Zoo Storydl X 3 9le] 7tx2 FAE AR && AA37] AAME
A AAle o] My ojol Ftyn Fx% Albee= Who's Afraid of Virginia
Woolf?oll 4 ThA] & ¥ ORd @4 o2 Zydo dLEL A% A &2
dot7te AU EEE& YEhHZ €0l dHA HIr HHAME IRd
g4 AAY 4718 7HAF ¥da Fxdta Ao

of Sl dFY ol BAE HFRE HAPAY =Y B AAHI
o] Richard Schechnerz& ®|H7}& o] #FE “a classic example of bad
taste, mobility, plotless naturalism, misrepresentation of history, American
Society, philosophy and psychology"2)2ta ujd3tn ltd.  ¥bde]  Alan
Schneider € H|¥7}= “a classic of the modermn theatre"248 i o] ZEE
SR, oA BNtE JUAdE EFEHIL o] AFol JTYU & UUQG A&
Albee7} o] Fe|A A A3 “moral vision"d| Ut} Bigsbyre o] 39 FAg
o&3 o] dEh

The play is about the “necessity of illusion." Who's Afraid of

23) Richard Schecher, “Who's Afraid of Virginia Woolf?” Edward Albee :
A Collection of Critical Essays, ed. C.W.E. Bigsby
(Englewood Cliffs: Prentice-Hall, 1975), p. 64.

24) Alan Schneider, “Why So Afraid?,” Edward Albee: A Collection of
Critical Essays, ed. C.W.E. Bigsby (Englewood Cliffs:
Prentice-Hall, 1975), pp. 66-67.
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Virginia Woolf? is in fact centrally concerned with the need to
abondon fantasy in order to return to a real relationship with
one's fellow man. It is an attempt to penetrate beneath the
appearance of modern society to get down to “the bone . . . the
marrow."25)

of & dd AHY IR ohlF H& WAL A Jdow dY A9
ol i Albeed] BAe] Z ey gl

¥ o] & wi@FY Fof FATFTol AMAFAAHQA Fuo] FEHAT The
Zoo StorylX AY AolHA A &£F VT AL BAFoER £¥
P23 g4E wEI Y. F &9 FHIEEL M2 YA 42T
o|FoiA)2] & EL AF Fu ¥erh. Fo] AFAFHT ¢ H uE Yo
Georgest Martha?] dig}st & dojth

Martha: Jesus .

George: . . . Shhhhhh . ..

Martha: . . . H. Christ . . .

George: For God's sake, Martha, it's two o'clock, in
the . . .26)

Y EAAAM u)7t F3HA &E old A9 didst AF yen.  aHY
oli¥ Foluiyt g T3 Albeet A9 FE& WolM AFxze] AN
Terg £t ddAdEC] A2E &7 ARME o IFo YeUE AT g
ARY PAE THAL JMsddE AL B Fa gl

25) Bigsby, Edward Albee, pp. 37-38.

26) Edware Albee, Who's Afraid of Virginia Woolf? (New York: P in Books,
1962), p. 11. YO F YF o] &2 o] Mof o] A3l Ho|x|gt w3yl
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ol dE 833% Jdudes dz Ay AL BB Hdrt
o|FoA A @7 Wi Ao7t AYUE YA} 28 7% A HAE Aot
Martin Esslin® d0j¢] 7}27F 34 € Ao thsteo] o]¥A watn ok

The Theatre of the Absurd has regained the freedom of using
language as merely one sometimes dominant, sometimes
submerged component of its multidimensioned poetic imagery. By
putting the language of a scene in contrast to the action, by
reducing it to meaningless patter, or by abandoning discursive
logic for the poetic logic of association or assonance, the Theatre
of the Absurd has opened up a new dimension of the stage.2?)

o) F& AYE FHoE 3oz TAH Uk 1%e FAABE|
A FzxeE Aol BAIEIL, 2% “Walpurgisnacht"s E391&8¢] 71a
ety 47, & HAGNoE A5} 4& FEE] 4¥ 94& Yehiz, 39
‘Exorcism'e SFUAEEC] WU AVatw Wt = Bye Bob We
A AL Utk oJ¥A BEHY AYE o= @ AYY FAL
584 39 FA7 vu IPeA AADL A, Bigsby: o] 9 FAol
FAd BXNE de T ol Ytk

This progression accurately describe both Albee's method
and his theme. The humor of the early part of the play gives
way to a witches' sabbath in which dangerous truths are exposed
while the final act drives out the deadly fantasies and lays the
ghost which George and Martha have created but by which they
have been haunted. Word gives place to act, illusion to reality.28)

27) Esslin, The Theatre of the Absurd, p. 396.
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Albeerx #4¢ B3ty ¥4 JAE A& A73HY Albeec]dd W=
FF7ME L  Clife-illusion"e] FEEAF AF] & FobtedH daHdn
FEHET. E® Albee ©l T AEFL “Who's Afraid of life withowt false
illusion?"T31 dggezs o 9o FAE £ ¥HFH UG A
49 wHd @ Albeed FFEL FHY FMEH g4 Aolrt doh
Ionesco7t “Absurd is that which is devoid of purpose . . . cut off from
religious, metaphysical, and transcendental roots, man is lost; all his actions
become senseless, absurd, useless."®2tx 31 fIxo] ABAAAH FiH,
Yol g, 2493 ZdUo| s Yl 29 TAVM Fovva ¥3= 4
Hhata]  Albees QU AA 2o e Q48] AAHOE A 9A @
Ao s devda FFFe2M 39 F2E5 Zrte AME et

Georgedt Martha: o] AZA{AMFEH F&9 FEX& Aohiie A
AEE HAT. o3 E 589 EAVIE A4 olEE George’t %=
o] AN YYEY. George: ANEC] 7H A4S Az AL U=
a2 Poled 2§ 42 498 42 + AE IgUdE AAE HE}I=S
X3 Aot o]E ¥ Georged] BlE& Allan Lewist o] g7 43¢k

George, the man, not the one who gives birth, destroys his
child by an act of the will. His act is bloodless and intellectual,
symbolizing the last stage in a world where love and life and
passions and the creative act are machine-made,30)

28) C.W.E. Bigsby, A Critical Introduction to Twentieth-Century
American Drama 2 (London: Cambridge Univ. Press, 1984), p. 264.

29) Esslin, Absurd Drama, p. 23.

30) Allan Lewis, American Plays and Playwright of the Contempory Theatre
(New York: Crown, 1970), p. 92.
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§3€¢ HAF22H Martha Ao AUHEE Axde J¥E FIYse
George: Martha® 3] A4te] ofeld] dis] n¥ & 3I=& Fxch

FEAA HAE AYL FLE UL FYEd 2 FLEYE A=
84% £ U9 AA, Georges} Marthavt 4z e MA ALA(E
TEOA Aol AL F2FHE UL +£Ysn A, Georgest Nick¥+#-9
ZE AR 438 48F2 38 Hdd e F2Y% 4¢ s3UE 98¢
3tal, vtA e g Albeed] Q17te] diE F& FAHE AANFE UL FY3}n
Aot 222 Albeet ol AYE EF3td AQde] AL FAR oy
AdAEel FFHoz2 JHAE 4L HIFHA AL ol dig JEFHQY
WEE AT A olEe AU Ay v A AE Albee:
Georgeg F3A Ytz AEvl George: MAE FEH T A4@Foz
g T Ae YEolth. Georger 339 AYS I3 84 Fo =9s=
Martha@ @43 F L34 31 dAE 28 3oz oA %A ¢ AYe
AYZ A% AM. StenzE Georges] & ol¥A NHstz ok

George knows that Martha is disappointed, frustrated and
unhappy that she has been losing her grip on the difference
between reality and illusion. To save them both, wittingly as well
as unwittingly, he guides Martha to the point from which no
escape or evasion is possible.31)

84E& N=g7] A% x=¥22 Georget Martha7l $3ASHZ AE oy A4

th3td “Your father has tiny red eyes . . . like a white mouse. In fact; he is

31) A.M. Stenz, Edward Albee: The Poet of Loss (Hague: Mouton, 1978),
pp. 48-49.
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a white mouse" (p. 51).8}2 R E{T}. Marthad] <oA= & BL AA9%
AES Hold AY/HH Fgoz J|RFE Rol dHE HHI}A FFo=
ool k. 3 wF Abgd] B8 Marthad) ol 2|7t George® AMIZ AHe
AL Aol o]F% ALY E Georgesl clo|F7]|& d¥7] Wit iS5
3 @A g W= Marthad] of A& Hl {2 Georget ¥idEc] £33
tA & FFEe A& AFA & Aol oA Lok

But the old man is not going to be buried under the

shrubbery . . . the old man is not going to die. Martha's father
staying power of one of those Micronesian tortoises. There are
rumors . . . which you must not breath in front of Martha.

(p. 32)

Martha= 217t $3A8e ofA]9] %o m2} Georgerl Hold &
T3t ol¥ix 9 HE V]E ¥4¥T. 22U MarthaE George’lt F5 839
AN £7& FFEANA & F7F Y9 B g4& WHEn 1 o2
Tt HE QP Fn|FE Qo3 @t} Marthat: Georged F5¥H &
“You never do anything; you never mix. You just sit around and talk" (p.
13).2ta BdsEE o] HE GeorgeAd: UAE 3 o wpz o] W&o
AAE viHEA @ Aotk o]AY F5HE Georged] Mel& Bigsby: o] %A
ki Ridas

George, the historian, looks to the past both as protection
from reality and as a welcome escape from conformism. An
intellectual, his intellect is directed, for the most part, into sterile
argument which gives him the illusion of vitality and positive
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existence. Yet underneath this delusive animation, he remains
impotent and his life pointless.32)

At @ FQl George’t €FA JMAE FFe A€ AN FEHAH
Ae EFEPol wEd A AR ANF 7X@ HHI}: U=
FAolth.  Albeert o] 9 wWiFE digtez F3 Ue AL HE ¥TY
Aol A AterA 7he AAA X9 A& £33 7] Aol

o et B gz WoXe AN FHY HEHE vz i uedd
Nick¢} GeorgeZt W& olobr]dlA 4% & 71 vt He 99 T
ABEY Agd HAEE AFdYou, A Y YAt A 439
gHE YAt JAGH 25 GeorgeZ2 AWSHE M7 AN £
George®] Yo7} x\dd 7t7skARo| 4H3n ey #g F9& dWdtE
BECF a5 Nickd] Yeol7t 28 AHdojzt= HddAM WHFH L ASE
& 71 Aok Georges #e £ WHE A H3F}AA Nickol Al “You're the
one! You're the one's going to make -all that, trouble . . . making everyone
the same, rearranging the chromozones, or whatever it is" (p. 29).8f3 &%}
a3 Nickst &€ 3zt Yozt 89 AL B9 i@ @il Az
ZAeolgt “perhaps when you're forty something and look fifty—five, you will
run the history department” (p. 30).2}3 ¥@o =N et Ego] MAE Ay
Aolgte A& FAEY. Y Hee (Y wEol AT EFE AAY
Aolg i George: Tt}

You take the trouble to construct a civilization . . .

32) Bigsby, Edward Albee, p. 39.
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to build a society, based on the principles of . . . of principle . . .
you endeavor to make communicable sense out of natural disorder
of man's mind . . . you make government and art, and realize
that they are, must be, both the same . . . you bring things to
the saddest of all points . . . to the point where there is
something to lose . . . then all at once. (p. 73)

Het EHe wEe A¥Y AFAAA dPe] szst x| geow
APzl Edsitke Zelth. a2y Georgeol Al e Ewe] YA
Bolz F8% olfres Al EF Edd AN fIgE YL Az
Bux Y £o02 =YY Ut YD George: BAE Am:
ol Ao Rzeg AgolM o] FILE & Y& PolFu W)
George Y& A#Aoz weld $7} glomz 84 £ ¥u Y=
Al 222 FE AL Yo YUY 4 UEE A58 Ust: Albeed]
QS Y4 AUk Albeed] $4 BN YL $WE Georgest FAL
A7l AN E 28] Y BYA AP AFo] Qlojo @wu:= gugs
Marthaz 249 @4be} o} &l th3lA Honeyol Al 22§ #rd. A9 oL
W@ Hho] Z252} George: AYPA AYL AP v George7}
Marthao] A 218 WA %u4 AYE NFsE= ol 29 sy Nickol A
“You must not forget that Martha is the daughter of our beloved boss" (p.
34).23 e & £7 vk &, Georges} Martha: 83 7}3jo] o
% ¥A& °F3 Y& Aol MarthaodlA &L @ George B ¥
FH2 3IAEE €3 UM Marthad FAH o2 Asatsd, oz s Pye=2
George= ®49 olgg AdHsd uEHYE YNEg 3 FeAq F7=
89 E9718® 2z,



284 Marthat Georged] #91: 1ai3tA @31 Georged) ¥AQY B &
Hddtes Ao Feolge AL ¥ FAHY AAoBm AF}m
$AHo2 AZY NickdA: 238 Fo e Az D39 Georged
FTEeHE 3P oA BRI M2 udsis AL Bigsby: tgd o
Ay gk

The breakdown in relationship between husband and wife is
indecative of a more fundamental failure in communication, while
the impotence of the male is a particularly accurate symbol of
what he takes to be the sterility, is not marriage but society; his
real aim human contact and not sexual reconcilation, and his real
enemy illusion and not feminine dominance.33)

aHe2 F OAEY A BAE FIHoz HHE A By g
FTEA ¥ W ANOlAN g2 #AS3 Qe B FHld] mA FaG
B3l Al233 1 Marthaol Al v 29 Relt},

a9 g a4 §4E Zohlyl HMA 29l “Walpurgisnacht"o] 4 =
TAAEEC] Bt Adel A APA Ao o3y 2 gHo] Hojzie},
2%l M Albee HE@ AYE F3o TZUBEY ANl B 3= AL
HUA FAIL2ZAN O o3 2o FHSAAM M ¥ WAL WY $)8
=g .

83 o] dg HY A& L7 George: M2 AYL WolwA
Nicket Honeye] d4& ¥drth Nick® Honeyst ZEY o)lg7} 219

33) Bigsby, Edward Albee, p. 47.
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“hysterical pregnancy"sj&olgtz ©¥ct. Honey®olus Martha ofelg
7FA A E#+=d Oswald Spengler:s o Alflojr AAEo] ofol& 1A R
Z3E olfE ol¥A AP ¥

Children do not happen, not because children have become
impossible, but principally because intelligence at the peak of
intensity can no longer find any reason for their existence.34

o AHEe] §29E 23 ABEC] FF 7% AAE ARs=dA 4PFes
BAH3 o ofejxA 7HA A B3t Honeydt Nickol HEH F 88 o]
Honey7t Ad & wiEelth. Honeyd oA FZE WAstd AAE A
de& Lol ARE ¢ HEY Fadeloh

Nick: He . . . my father-in-law . . . was called by God
when he was six, or something, and he started
preaching, and he baptized people, and he saved
them, and he traveled around a lot, and he
became pretty famous . . . and when he died he
had a lot of money.

George: God's money.

Nick: No . . . his own. (pp. 68-69)

olstde FuYY HFe AUUYE ANY FEL dL F U= 29
AR Y€ RAFth  Nickt: oJAY el 837 spxlo] Fols
AEJE SA3A o

34) Oswald Spengler, The Decline of the West 2: Perspective of Forld History
(New York: Alfred Knopf, 1926), p. 104.
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Nick9] ¢]ot7]& €3 P George: E W& g AYE AFA3d R g
a3 239 ojoprl&  NicklAl E3&oh.  olopy] &9 42de REg
dE F ALFLA €oUHA Hu 308 F¢ olFEE X gn Bl
FAUE S RE A dobte 1EE ZEE RAFoEZA dd ANy Az
a9 VAL A gtk Bigsby: &9 €& AT of 2ddAA
JH49Y TEFE oA R3q 4F FEHF @Y £o2 e AdA9Y
2&E 243 n g, Martha® George/lb %8 AW ojoprl7 AL
George7t 2#37] $A3td & 249 FAFo|W U opgiA7t 1 4249
2% AUTL DA Georger 1Mol P AFE A T AL Ry

Martha: And he didn't run on about how he tried to
publish a goddamn book, and Daddy wouldn't let
him,

Nick : A book? No.

George: Please, Martha . . .

Nick(egging her on): A book? What book?

George(pleading): Please. Just a book.

Martha(mock incredulity): Just a book! (p. 77)

Marthasl obxo] SlajA &@ol I 2L George A4 3o
A clob/l® BT Uth A WAGA dzte) Adglel A FH U
A9 & Martha %ol o8 ML 31 Georgerl ZAro|WM HE YES ¥
& 9 19 ABE Wk

The discarded novel represented George's one chance at
creativity. . . . His reference to the long silence retained by the
pychotic boy in the asylum is in reality an allegory of his own
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silence as a writer, for which he had to suffer a marital life of
insanty.35

George= AHAS ARE 2% cHAUL &9 AL JAPd o] Fa ¢ ol
BHES 89 71NE WY 4 U 2= $M HoneyolAl ofol@ 713 #
Qe Re VY Ao A T AvYL Yae WU ABHEE
SFEG

Honey: No!. ... 1 DON'T WANT ANY. ... I DON'T
WANT THEM . .. GO 'WAY. . . . (begin to
cry.) IDON'T WANT ... ANY . . . CHILDREN.
...l...don't...want...any. ..
chil-dren. I'm afraid! I don't want to be hurt . .
. PLEASE!

George (nodding his head . . . speaks with compassion):
I should have known. (p. 105)

oAl ymA TF AEBEY HFE #AHIY GeorgedlA d& UL Marthad]
A4E wIde 21 §44¢ HUle Aotk Marthat &4 &AM 4o} 7ty
FEEE HYAE T34 FvE o addiz wH{a . 249
TR JBAE Lewist o|¥A g@ch

Martha is the professional bedmate, the courtesan of the
campus, but she is also a woman of tremendous energy who is
unfulfilled. Promiscuous sex is an outlet for Martha as Mother
Earth, comfort to all men, but a deformed Cybele whose body

35) Rutenberg, p. 70.
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seeks pleasure but will never bear a child.36)

Martha: ol X7} et 33U L v712 @& dx §A03 #AE 7HAY
AZA e FAEY Feyo AWgch  Marthadl @8 Ao o= AE
FagHA2 219 = H PP Jx§ Georger “I'm numbed enough . . .
and I don't mean by liquor, though maybe that's been part of the process a
gradual, over the year going to sleep of the base cells"(p.93).8t2 @3ty ¢
ol FE 71 foAH 8L 4 AL FAHEY.  Nick®t Marthad] E&
EAE Georgexs ol g RE PAE ¥ AL ¢S 2A AAHEH
Lewist George®t Martha7t M 29 J¢o He 2= Ao disfid o|gA
A gk

George and Martha are worthy opponents, incapable of love,
skillful in the destruction of another's self, enjoying the negation
of love, in a “total war" that brings a sexual elation without
completion. Locked in 'mortal combat, they need each other to
destrory each other. Barred from giving life, they exult in the
preparations for humiliation and death.37)

grkg FH37] AG AdHAM A=27F Ad A& A TRAEEL 1Rd
4L Yoz FYd Ao ¥rf. Marthae Nickste] 1¥& ¥4
ol Axe ¥A ANE A du. guEge2 Yeye Nicks 33
A FFHAAUY Marthar Nicko]l dA2E F5E dA%s AL
"t

36) Lewis, p. 91.
37) Ibid, p. 91,
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Nicks}te] Hgez2 dAE Y& Y Marthas FA9 ESE
ABAANE B3 Aol o] MPAM ARE FU® AHHL Georgestu
28 ol AFAYAAM EF3F XS SulHEE FHEEdAMAE FAA A4
e Yo o= FEE ol YL RAFEHT HYdd.

George: o] Ax9 VL& A Martha’l &€ &43 vz A&
€71 QA AAE}7IE 713 “Bring up Baby' & ofX% AJE Al
George: ©] AU F3d J4E W3 7t= 29 43¢ APk

When you get down to bone, you haven't got all the way,
yet. There's something inside the bone . . . the marrow . . . and
that's what you gotta get at. (p. 125)

George= Marthadl Al “Exorcism"& #3=dl, 22 o3 ofoje gAo]
Alzte H2HE dRd olE2Y|7A 9 ofgd FF RE AL AL FHn
AAJESE fx@c. o FHEL /M daxz A 34 T MY F8E
FEolg ¥ £ Ao 2V &R o wHA olge] HIYE #

AARTE R, & ®dd 289 dUGE A, FE B UiYE AT
Z¥o. IE Marthad] ojopr]d] RAFE NAY dEHE €& 39 14E ¢
JAA & 8o ®MPUth Marthag 8439 Fe72 BLL Georgex =ti9
YA olge F&E& AT e olEe]l Xy AA WHE Az
AE2HE Bt ARZAA FESHG FUAGn FIed oA w2 A9
AAEAN dojtd 2d9 Aln HHA w§ FAMETE George: Marthast
A Aol & A4 odd so A:e HAY JAE WAz 214
719 449 okeg At 22y Marthad] $4& ¥ A% Ao

U7l figt =9 3elm2 3= “Truth or illusion, George. Doesn't it matter

o
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to you . . . at all?" (p. 120)2}" & £o8 oA =V33 . ¥
Marthad) /] George= €9 o}ge¢] v @33 Ty,

GeorgeZt 9] ol&5g& AHE AL AW LRVI=E gAY
BHolng Georger A9 Yoz HUEe] &d FJAY & Y=F @4
George®) 342 x¥o2 Honey: otolg ZHE Aol tidtd o o &<t
32 g Zlolty. Bigsbyw @02 o]Fo] Aotz 4l didty] oA Hgoh:

They cling together, freely admitting their fear, but no
longer sublimating that fear in fantasies or hiding their sense of
isolation behind a barrage of language. Hence at the end of the
play, the dilogue becomes for the first time drastically simplified
as contact is established at a more meaningful level. The violent
rhythm and splendid articulateness of the linguistic battles give
way to a slow and simple dialogue which mirrors the
uncomplicated state to which their relationship has returned.38)

Georgest Marthat E014 $AYUE && Aote Re FaASA 98
Folgt= A& Boly “Who's Afraid of Virginia Woolf?"8 ¥ &1},

MY WUE =vsie] B4 A Fople &L oAy A
2227k wEold Folmz ALY w8 gel: AUSHA @Eth &
FZAG BFE A% IAA Ane BHE FRAAL UL FYHA
BohgolL &€ AUNA g AT FASTY 4F Adel Sssige
Albees) A'de] o] ZEAMNE 3 Ueht gtk Bigsby: o] ZENA Albeest
BeFE 244 WY AN o¥A dYeh

38) Bigsby, Edward Albee, p. 50.
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He<Albee> sees in the confrontation of reality the first step
towards a genuine affirmation, which lies not through
“pipe—dreams," but through a positive acceptance of human
limitations and of the need for real human contact.39)

The Zoo Story& &34 Fz2 4% I/ 7154L AV HAE xHYd
Aty FHE A& Albeed Who's Afraid of Virginia Woolf?ol = EU3HA
Hehd ok 1k WAH el ohFE FuiEA =AIAYE oAy
ol Aol FAHort ¥ el AdAE Ut oz AR
TouEa AT HE AdHr ¥oe GBY AYE slAcr @t
ggold A AN =N ERa UTEC] AIL Y& )FE A A
SEHQ HEHo) | F Y2BE Georgert HAUF uin A: FAY WA
Aol AU Wadth o AFANE FA Albeet QUzto] AY MM g
AEE 7HAL e %S WY 8718 sHAokte] Rz Pgo] ML
T A& UA ¥H FxHa o

39) Bigsby, Confrontation and Commitment, p. 64.
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V. 48

Edward Albeex dd9 ul= A7t ¢tz Qe $2$ ¥dg =8uz
FEYF9 FH Jmst dojE FASL UAdE AN BzRy Fars
AHES. AT & AT 29 XY 3B e ANsm AR
Fx 3% d@ 3¢ AY YXE FPGeIA £ Rz s
THEEY. 293 aE AWy B2y Aol JRA AH 294 o8
HelFr|nrtE AL Ao 93 HER Roz )

The Zoo Storydl A Jerry®] n@# ellze] i3 A S& 171 Bug
4 AAATETF A TAMUTDGES FE IEH AAE YAT, )
Adel FA BAAY ¥WE #m dHE AEHA YYE Hol Fy
a]lejty.  @#, Peter® Jerryst: €3 BEEE A gE 8ASAA ohus
oel7h 1d, AAH /8 Fets Agolnt AW 2+ Jemrys} BL Qzlo]
=7 LU diNst ARy A% e A Y AT Rz gFux
3A Feo BTty 222 BEold Aole TEHE Yol ¥ A= ugd
At Aol

Jerrye HI& olA7AAE nYHI AR EI® F& Aol 9
Mste] HEAA de uA FAL NtAT Rxe] g FH Y2 Lo
Hedes F=29 AAUE /M2 28 dgid A7t 23L Furgs Sgiosm
B 2= e FAFE /A E9. 83 AYyg FepuAE
LHHH FRYEGE B ALLE 9T IRE FEOA gAY
ALY vhEE ZUld) o8} 2t v SEQY T LYHD vEY AR
SEH7IAN A7) AMAA AR Yoz AE ABYL HAL A F) 79
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o|&t}. The Zoo StroylX Albee’t BiFuz & A& AT A7t F& ZFEE
Z3] ARHY &9 FAMAE AFsE Jerryst Aol AR nEH AL
ERIGA Adstz, APHA Aol g A% ¥R YAt 233 FIE
o|R& BHAolr},

Albee= Who's Afraid of Virginia Woolf?sl & <+-&% 8o A 3A
APsA] X3 YA =09 Fgoz fAL FRI}L I &4 mAE
TUAFES B3 UAEY 39 4N g Agsin ARE §AoA Holy e
a2 ddd A[Y F Ae LU1§ M AL d4dEd.  agms
Bigsby’l Albee] =& “Drama of Confrontation”olg} Hd$ AL Aoz
AdAdgda .

Albeex o] ZHFANAM Georged@ HIZEH RE FTHAEER 39T
‘Exorcism'e]gt o4& F¥ ¥ WA ) A NE¥EH 28 HF9
AR a28 ¥del =Uu glen, RRENY I AP Foyx
BASIL glth. E Nick# Martha® ¥4, ZE B8 A4 oyt
ALRA TS $4 €98 Tt o) AUy 428 HAEL v@HT U}
& &S AEE 4939 2f FNo2N AP U] B 2R
BEHA Xdte dAx A F24L a1 FEFAA U] Y3
‘ol Aol BYAY &£ NickMy QA3 &MY 83 37w Age
U047l Wd& PR fFE TEOUY 2 ¢ ¢FHB Ha 2R
Uy HAY el Exsu TN FUATFES SPAA Albeet WA
AAE 2Y3 F7U Y Yn|dA AlbeedtEs Arte Rz @ nFe ¥A
£l 59t ojd WHozE UFY EA HAL AN=HRIE= F3ye
AUz e Atgeln aRel & A 63 AT YAFYY £43 ¢AH:
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Aoz AZEY. 2dA Slold $2AE dAY FAH ¥Woz umu,
wehy Rxe 2%e AY 4+ 9F ¥ TAez ANEY 2HY Albeet
Fze g%e IEHT AWNE HBY 4 UAo: SBd AdP e
AYD ANl 29 FEFAN F =en Q. EE old FAY Wit
de uHAES A AL Re ohIAT Holx of LEAA THRol
F REANE Albeed) ARFF six@e] 4FY A AL vk
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<Abstract>

Human Alienation and the Ways of Resolution

in Edward Albee's Plays.

Kang, Hee-young

English Language Education Major
Graduate School of Education, Cheju University
Cheju, Korea

Supervised by Professor Byun, Jong-Min

After the second world war, the modern people who have
experienced the misery of the war lost the sense of purpose and
wandered without concrete faith. This miserable situation of
modern men has been depicted by the Theatre of the Absurd,

which has been popular around Paris.

* A thesis subnitted to the Committee of the Graduate School of
Education. Cheju National University in partial fulfillment of the
requirments for the degree of Master of Education in June, 1994,
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Edward Albee is the first American playwright who introduced
the Theatre of the Absurd to the American stage. He adopts
many elements of the Absurd into his plays in order to describe
American society which has been corrupted by conformism,
bourgeois complacency, and a falsified American Dream. But there
are great differences between Albee's plays and European absurd
ones. Albee's plays are not, though they exhibit techniques related
to The Theatre of the Absurd, examples of a universe rendered
completely random and disordered.

While the European absurd dramatists emphasize abandonment
and the dilemma of humankind in the face of an empty universe,
Albee stresses man's positive action to eliminate the absrudities.
Albee believes that humankind's absurdities stem not from the
human situation itself, but from mankind's response to that
situation. Albee asserts that the human situation can be changed
for the better by humankind's efforts for improvement. In spite of
their stylistic similarities, this makes Albee quite different from the
European absurdist playwrights.

As a solution to the absurd situation, Albee stresses

communication between human beings, genuine commitment instead
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of indecisive idealism, real values, instead of artificial values and
confrontation with reality. The major themes he continues to
dramatize in his plays are complacency about human suffering, the
destructive passion to dominate, loneliness, and the difficulties of
communication. Those who live in a money-oriented society show
their hypocritical attitude toward others and reveal a dismal lack of
understanding people. They live in a state of self-isolation.

In The Zoo Story, the protagonist Jerry tries to convey to Peter
the lessons which he learned from his contact with the dog, while
the antagonist Peter is totally indifferent to his words. Jerry, who
tries to win the attention of Peter and convey his message, fails in
spite of all his efforts. At last he sacrifices himself to save Peter
from his alienated situation. In this respect, Rose Zimbardo says
that Jerry is a Christ figure.

In Who's Afraid of Virginia Woolf?, Albee takes two childless
families and shows how hollow and sterile American society is.
Albee himself is a fatherless son as well as a childless father. In
a sense, the childlessness of the characters reflects the writer's
autobiographical background. George and Martha play fierce verbal

games by which they could reach at each other when at last



George becomes disillusioned.

Albee attacks American materialism in various ways. Because
of his concerns about the society, his search for new dramatic
devices is part of a deep-rooted instinct to find adequate
expression for the social dilemma at the heart of a society like
that, in order to keep a sane contact and confrontation with the
truth. Albee, in his plays, emphasized man's sincere efforts against

the absurdity and meaninglessness of the world.
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