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1.0 OBJECTIVES

Theobjectivesof this unit are to introduce you to the idea of tragicomedy, thetheatre
of the Absurd, and to enable you to appreciate how waiting for Godot isdifferent
from other plays prescribed in your syllabus.

1.1 INTRODUCTION

Waitingfor Godot was originally written in French entitled En attendant Godot in
1952. The play broke new ground in theatre history and isrightly called an avant
garde play. There are certain distinct features of it, which makeit markedly different
from other plays you may haveread in this course. Some of the thingswhich
distinguishit from other plays could be:

i) the austere stage-setting,

}Q tramps as protagonists,

1if) use of language and linguistic devices such as, speech-pace, pauses,
silences etc.,
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iv) Beckett's incorporating elementsfrom different performing artslike,
mime, music hall cross-tak, circus, stylized movements etc.,

V) static nature of the action,

vi) absence of conventional plot, and,

vil) asymmetrical structureof the play.

These features are meant to giveyou a sense of direction. Y ou shouldtry to apply
theseideas as you read and reread the text. The text referred to in the discussion on
Godot is Faber and Faber, London, 1979 edition.

1.2 TRAGICOMEDY

In order that you are able to appreciatethe play better, especialy in relation to
Beckett's use of the resourcesof the performing arts, and as a literary genre(i.e. asa
tragicomedy), | would urge uponyou to read T.S. Eliot's essay, "Tradition and the
Individual Talent". Thereading of thisessay should enable you, in general, to see
how awriter draws from the tradition and at the same time enriches it. In the light of
Eliot's ideas of tradition and the individua talent, you should be able to see how the
tradition of tragicomedy is continued by Beckett and how it undergoes a change a his
hands.

Waitingfor  Godot was originally writtenin French. The French version did not have
the subtitle underscoringits nature. Beckett trandated the play himself into English
and gave it the subtitle: ' A Tragicomedy in Two Acts." We shall see how thisplay is
different from tragicomediesof the past.

Stated simply, tragicomedy is a blend of the elementsof tragedy and comedy. To
guotethe Seventeenth Century playwright John Fletcher from the preface to his play
The Faithful Shepherdess (1608); atragicomedy

isnot so called in respect of mirth and killing, but in respect it wants deaths,
which isenoughto makeit no tragedy, yet brings some near it, which is
enough to makeit no comedy.

In the 18th century Dr. Samuel Johnson defined tragicomedy as "drama compounded
of merry and serious events'. Contrary to classical injunction against mixing the
tragic and the comic in one composition (asisinsisted by Socrates at the end of
Plato's Symposium), Dr. Johnson praises Shakespeare'smixture of the two, when he
says, " Shakespeare has united the powers of excitinglaughter and sorrow not only in
one mind, but in one composition." In Shakespeare'stragedies the comic element,
though a part of the play, nonethelessremains adistinct constituent in the sense that
whereasit intensifiesthe tragic effect, it doesn't threaten to influence the action of the
play. Porter in Macbeth, Fool inKi ng Lear, and the gravedigger in Hamlet, area
casein point. In Shakespeare'stragicomedies t0o, the tragic element constitutesa
significant part of the action of theplay. But heretoo, tragedy is threatened, yet
avoidedin timeso that ultimatelyit doesn't affect the fortunes of the protagonists.
Thetwo elements, the tragic and the comic, thusremain distinctly apart, asisthe case
in Much Ado About Nothingand other tragicomedies.

Modern playwrights, on the other hand, mix the two elements differently and perhaps
far more effectively. The two elementsinterpenetratewithin the same character and
the boundary between the two in acompositionisblurred. This also projects their
conception of the human existenceand the audience, accordingto Styan, "istreated to
the absurdity of human life inoculated first with laughter." So you will seethat in
Wiaiting for Godot, Beckett has, to use Styan's wordsagain, "filtered the nightmare of
human existence through the screen of laughter,” Or, shall we say, that the
protagonistsin Waitingfor Godot laughto save their tears?



You will further note that Beckett uses various theatrical devices, such asmime,
music hall cross-talk, varying pace and rhythm of dialogue, etc., in an attempt a
cheerfulness in aworld of weariness and despair, which the trampsinhabit. Beckett,
to quote Roger Blin (the first director of and also an actor in Waitingfor Godot, when

+ it made its debut in Paris), "is unique in his ability to blend derision, humour and
~ comedy With tragedy : his words are simultaneously tragic and comic.” Fletchers
* (Beryl S. and John), critics on Beckett, also speak of Beckett's ability to harmonize

tears and laughter.

1.3 WAITING FOR GODOT AND THE THEATRE OF THE
ABSURD

What is the theatre of the Absurd? Thelabel Theatre of the Absurdis often applied
to the playsof Engene lonesco, Jean Genet, Arthur Adamov, Samuel Beckett, and the
early playsof Edward Albee. Playswritten by these playwrightsflout all the
standards by which drama has been judged over the centuries. Structuraly, in
contrast to awell made play with a beginning, a middle and aneatly tied up ending,
the plays by the absurdist playwrightsoften start at an arbitrary point and end just as
arbitrarily. Thearbitrary structureof the playsreflectsthe arbitrary and irrational
nature of life. Toput it differently, the playwright of the absurd views life
existentially, he expresses the sensel essness of the human condition by abandoning
rationa devices. Most of the plays, thus, express a sense of wonder and
incomprehension, and at times despair at the meaninglessness of human existence.
Since they do not believe in arational and well-meaning universe, they do not see
any possibility of resolution of the problems they present, either.

When you read Waitingfor Godot, try to seeif the play has conventional structure. If
not, what are the points of difference?

Do you see adefinite ending or a conclusion? Can we call the play open-ended?

14 AN AVANT GARDE PLAY

Waitingfor Godot isalandniark in modem drama. When it premiered in Paris, its
originality-stunned audiences; no one had seen or heard anything like it before.
Initially, some were disgusted; some were puzzled; and some were wildly
enthusiastic. Within a short time, audiences came to the theatre prepared for a wholly
new dramatic experience and went away with praises for Samuel Beckett. Let usnow
have alook at the distinct aspects of Waiting for Godot S0 asto highlight'the devices
which made it an avant garde play.

141 TheAustere Stage Setting

Compared to the elaborate stage-setting in other plays in your course, you will notice

that in Waitingfor Godot, the stage is almost bare and shorn of stage properties. This
is characteristic of Beckett's plays. See the stage-setting in playslike Endgame,

Happy Days, Krapp's Last Tape, €etc..

Compared to the stage-setting in some of his own plays the onein Waitingfor Godot,
ismuch barer : an open road, a mound of earth and abare tree.

Read other plays of Beckett to get an idea of stage setting in them and their
significancefor the theme, action and plot of the plays. Also, you will observe that

Waitingfor Godot:
Avant Grade Play
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the stage-setting in Shakespeare's, Marlowe's and other writers' plays creates the
ambience (in which the protagonists--Kings, Princes, heroes etc.--are placed), to
heighten the tragic effect.

Do you think the stage setting has necessarily to be in tune with the protagonists
tragic situation?

1.4.2 Tramps as protagonists in Godot

Have a close look a the protagonists in the playsyou have studied. Notice the
gradual transformation in the idea of the protagonist over centuries from Kings,
Princes, heroesto the common man and even tramps. For example, from Prince
Hamlet in the play by the same name, again, Dr. Faustus in Marlowe's Dr. Faustus,
to Professor Higgins and Flower Girl in Shaw's Pygmalion and finally, the two
tramps in Beckett's Waiting for Godot.

Don't you think the tramps conform to the bare setting they are placed in? If so, what
purpose does Beckett wish to achieve thereby?

1.4.3 Linguistic Devices

Thereligio-political and socio-cultural developments from the late 19th century to the
middle of 20th century, brought about a profound sense of meaninglessnessand
rootlessness inlife. Such asense of meaninglessness naturally led to aloss of faithin
a coherent and cohesive universe. Thiswasfurther manifested in the breakdown of
communication, and the inability of languageto communicate the illogicality of
human situations. Thus thelanguage of the absurd is very often at variance with the
immediate action and i s reduced to meaningless patter, to show the futility of
communication. Sometimes what happens on the stage transcends, and often
contradicts the words spoken by the characters. Have alook at the following
dialogue between Vladimir and Estragon in Godot:

Vladimir: Pull onyour trousers.
Estragon: You want meto pull off my trousers? Again,
"Let'sgo". (They do not move) saysthe stage direction, at theend of Act i

No wonder, at times, these tramps lapse into monologues and silencesin much the
same manner as Beckett the playwright also lapsed in Breath (1966).

Thus, asis the case with the stage setting and the nature of the protagonists, thereis

also a very close interrelation between these two and the language (used by the
protagonists),

While reading the tragedies of Shakespeare and Marlowe, you will find that the
poetic intensity of the language used by the protagonists not only expresses their
character but also intensifies their tragedy. Their language is al so attended by a
certain degree of formality. They useimagery, rhythm, and other prosodic devicesto
heighten theeffect.

Contrasted with the above what significance do you see in the use of communicative
devices by Beckett, like, common idiom, the pauses, repetition, monologues, the
speech-pace, the silences etc.

1.4.4 Godot and Performing Arts

Closely related to the distinct communicative devices mentioned above are some of
the non-verbal acts, accompanying them in Godot. Beckett makes extensive use of
deviceslike gestures and mannerisms employed in various other performing arts.
Let'sfirstlook a
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a) Mime: An Avant Grade Pl

Vladimir's mimickry on pp.40, 89.
Pozzo mimicking a public speaker in Act I.
Estragon and Vladimir playing Pozzo and Lucky in Act II.

Banalities of mother and wife.

Boots must be talten off everyday

I'm tired telling you that - p. 10, and,

There's man al over foryou, blaming on his boots thefaults of hisfeet - p.
10

b)

o) Music Hall Cross-Tak : on pp. 18-19.

Also crosstalk between a straight and afunny man, when they contemplate suicide,
onpp 17-18.

Estragon Let's hang ourselves immediately!
Vladimir From abough?. . .| wouldn't trust it.
Estragon We can alwaystry.

Viadimir Go ahead.

Estragon After you.

Viadimir No no, you first.

Estragon If it hangs you, it will hang anything.

Does it remind you of the typical aristocratic etiquette and mannerism of the Nawabs
of Lucknow--"Pahle Aap"-~(You first!), giving precedence to the other person over
oneself. See how the two tramps give precedence to each other while suggesting
suicide! What effect would it have on the audience?

d) Elements of Circus: Clowning as isdonein acircus,

In the beginning itself Estragon struggling to take off hisboot and panting asif it
involvesgreat effort.

When they purposely misunderstand: "Pull on you trousers." See the dialogue
between Estragon and Vladimir quoted on p.8 above. (iii) Linguistic devices.

e) Stylized movement;

1 Valdimir walking with stiff strides, legs apart, reminding readers of
the Chaplinsque gait.

2. Lucky sagging slowly and sleeping on hisfeet in Act 1.

Thelist of examples given above, however, is not exhaustive. Please do look for
other examples in the text.

145 Static natureof the play

The last line of the play typifies the nature of action: "They don't move."
The entire action takes place at one place.

The only movement is from wings to the stage and vice versa.

The plot lacks linear progression. Thereis no basic change in the protagonists
situation.
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The wait seems endless. The curtain goes up on the two tramps waiting for the
elusive Gadot and it comes down with the two tramps hinting to come the next day,
and wait for himal over again.

The only thing that really movesistime.

1.4.6 Lack of coherent story, plot, etc.in Godot

The static nature of the play isreinforced by the absence of a coherent story in it.

Please try to locate the primary movementsof the play--movements which take the
action, if any, forward.

Do these movements cohere and form a chain, or are they logically linked up with
each other?

Theplot of aconventional play has an opening leading to aclimax and finaly the
resolution. Inaplay with a deterministic conception, do you think Waiting for Godot
follows this conventional pattern?

1.4.7 Structure--symmetrical or asymmetrical?

The play hastwo Acts. In both Acts, the two tramps meet, they are joined by Lucky
and Pozzo, who |eave the two of them together after sometime. The trampsare
finally visited by the Boy who inboth the Actsconveys an identical message.

Note therepetition of actionin the two Acts.

Graph o ‘action’ follows identical path in the two Acts.

The structureis sustained by the refrain: "We are Waiting for Godot".

15 SAMUEL BACKETT (1906-1989): LIFE AND
IMPORTANT WORKS

Beckett was not forthcoming in accepting that he was autobiographical in his
writings, yet one continuously hears echoesof certain incidents of hislifein his
writings.

Samuel Barclay Beckett was born in Foxrock, in the Southern part of Dublin, Ireland
in aProtestant family on April 13, 1906--that happended to be Good Friday. He went
to Earlosfort House, a preparatory school, in Dublin, and from 1920 to 1923, he
attended Portora Royal School, in Enniskillen, Northen Ireland. Asa student he
showed aremarkable talent for cricket and swimming. In 1923, hejoined Trinity
College, Dublin, where hedid his graduationin 1927 with honours in French and
Italian, together with a sound knowledge of German and Spanish. Hisinterestin
French language, life, and culture was stimulated by French lectuer, Alfred Peson, a
Surrealist poet who later became a good friend of his.

Beckett began his career asaschool teacher, and after a few months in October 1928,
he was appointed to aprestigious position of Lecturer d'anglais at E'cole Normale
Superieure i n Paris. In ParisBeckett moved in both French and Anglo-Irish
intellectua circles. In particular, he camein close contact with James Joyce. It was
during this period that Beckett began writing seriously--poems, short stories and
criticism. Thepoem Whoroscope (1930), and criticism, "Dante . . . Bruno, Vico,
Joyce" (1929) belong to thisperiod, as does Proust (1931). On the expiry of histerm
at E'cole Normale Superieure, Beckett was appointed as assistant Lecturer in modern

L



languagesat Trinity College. Dublin, which he joined in October 1930 and resigned
about 15 months later. He felt he was teaching something he knew nothing about.
That decision was the birth of awriter.

Beckett had always had aliking for the anti-academic jokes. At Trinity he
successfully lectured to the University M odem Languages Society on a non-existent
group of French poets called Les Convergistes. No one has exposed the follies of
pseudo-intellectualism more hilariously yet more ruthlessly.

Beckett cameto London and took up ajob as an attendant in a mental home for a
year. Jack Mac Gowran (an Irish actor) believed that Beclett's first novel Murphy
(1938), cameout of hisexperiences as an attendant in the mental hospital, during
which period he had seen many people who were handicapped severely in some way.
Besides, therewas a war pensioners hospital very close to where he was born. When
he was young, he saw them regularly everyday, they were at various stages of
physica disability. No wonder many of Beckett's characterslike Hamm, Clov, Nell,
Nagg, Pozzo, Lucky, etc., are damaged people. Speaking of his childhood to
MacGowran, though, Beckett stated: "People must think | had a very unhappy
childhood, but | hadn't really. | had avery good childhood, and avery normal
childhood as childhoods go. But | was more aware of unhappiness around me than
happiness.”

Beckett thus grew to be very sensitive to his surroundings.

The next fiveyears beginning end of 1934 Beckett moved from London to Dublin,
and from Paristo Kassel and Munich. 1n 1934 Beckett published hisfirst volume of
storiesMorePri cks Than Kicks. Thebook was banned by the Irish authorities and it
appearsthat thereafter Beckett decided to spend as little time as possible in his
country of birth. He took up residence in Parisin 1937. There on January 7, 1939,
an incident occurred that had a deep and |asting effect on hislifein many ways.
Whilewalking out at night he was accosted and stabbed by a pimp named Prudent.
Hewas administered the first aid by apassing conservatoire student, Suzanne
Deschevaux Dumesnil, who thus entered Beckett's life and after 22 years of live-in
relationship with him eventually became hiswifein 1962.

In June 1940, when the German Army occupied Paris, Beckett and Suzanne moved to
Areachon, and returned to Pal-is. He was so disgusted with the Nazi's treatment of the
Jews, who wereforced to wear ayellow star of David stitched onto their clothing,

that he felt compelled to act: "I couldn't stand withty arms folded.” And, he became
actively involved with a Resistance group with its agents spread out all over France
collecting information about enemy troop movement. But in August 1942 the group
was betrayed and out of about 82 members |ess than twenty survived. Beckett and
his'wife' were aerted and they escaped barely half an hour before the Gestapo came
for them. For the next four months they were on therun and lived life dangerously.
At last they crossed into unoccupied France ending up at Roussillon, avillagein high
mountainsfamous for itsred clay. Herethey remained in semi-hiding until the
German occupation collapsed. He worked as a farm labourer during the daytime,
while in the evening he wrote Watt (1953), a comic-novel. This, asBeckett put it,

hel ped to take his mind off the German occupation.

Between 1945 and 1952, in addition to Véi tingfor Godot, Beckett wrote trilogy of
novels,Moalloy (1951), Malone meurt (Malone Dies, 1951) and L'Inrnommable (The
Unnameable, 1953), some short stories, the prosetale Mercier and Camier (1970) and
an unpublished play Eleutheria (1947) whosetitle is the Greek word for freedom.
Beckett'strilogy isamajor achievement in the history of novel. Inworking onit he
turned his back on the realistic mode and instead chose to explorethe boundaries of a
totally hermetic sphere. Beckett had abandoned writing in English. He believed,
"perhapsonly the French language can give you the thing you want. ... It wasmore
exciting for me--writing in French.” He felt that writing in English "you couldn't help

Waiting for G'edot
Avant Grade Pla)
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writing poetry in it." Beckett thus became a "double expatriate'--first from his
country and then from his mother tongue.

In writing The Unnameable Beckett found himself meeting the wall. The work, he
said, "finished me or expressed my finishedness.” Hewas, he observed, " not so
much bogged down as fogged out.” 1t wasduring the interval between Malone Des
and The Unnameable, that heturned to writingaplay as a""relaxation, to get awvay
from theawful prose | vzas writing & thetime." In 1985, he further remarked, "
needed a habitable space, and | found it on the stage.” That is how Waiting for Godot
was bom.

Beckett followed up Godot with Endgame (1958, English version) which Beckett
dedicated to Roger Blin, who you will recall directed and acted in thefirst stage
production of Godot in 1953, in Paris. The play which first appeared in French,Ain
De Partie (1956), borrowsits title from thegameof chess. In the sameyear, 1956,
Beckett also wrote, hisfirst radio play on commission, 41! That Fall and Actes Sans
Paroles 1 and 11, thelatter two were subsequently transated as Act Without Words |
(1958) ad Act Without Words7 (1959).

Fin De Partie (Endgame)

Itisaplay inone Ad. It wes origindly written in French and Beckett himself
trandated it into Englishin 1957. Theplay had itsfirst productionin Frenchin
Londonin 1957, since no French management would put on the play in Paris.

Beckett himsalf called the play "rather difficult and elliptic . . . more inhuman than
Godct," Jack Mac Gowran stated, "If Godot is theanguish of waiting, Endgame,is
the anguish of going." In Endgame Beckett recreatesDante's Purgatory in a 20th
century claustrophobic setting--bothliterally and metaphorically. Theroom with two
eye shaped ventilatorsisinhabited by Hamm and Clov, besidesthe former's parents,
Nagg and Nell. Of the two protagonists, Hamm and Clov, Hann isblind and is
confined to an arm chair on castors, while Clov isnot able to sit. The Pozzo-Lucky
rel ationship between authoritarianmaster and dave iscontinued in this play.

Krapp's Last Tape

Krapp's Lug Tepe (1958) was written for the Irish actor Patrick Magee. In fact he
called the early draft "Magee Monologu€'. It isBeckett's first uninterrupted
monologue for the live theatre. Like other charactersof Beckett, Krapp, an old man,
too, is a marginalised human being with physical infirmities: heisnearsighted, and
hard of hearing. The"protagonists” in thisplay are two voices: one that of Krapp
himself on stage and the other recorded on audio-tape, which the same actor had
recorded a two points of time--when he was 39 (about 30 years ago) and the other 12
yearsprior to that. The tapesunfold Krapp'sunhappy love affair, hisintellectual
pursuits and hisrelationshipwith his parents. Listening to tapes, Krapp responds and
reactsto his past. Krapp's Last Tape, moves not only in time, but movesthrough
time. In thisplay Beckett dramatizeslistening. Pierre Chabert, who played Krapp
under Beckett'sdirectionsin Parisexplained it thus: "Listeningis here
communicated, by thelook. It isliteraly theeyewhichislistening." Hindi film
Anupama, played in thelead role by Sharmila Tagore, is one such film in which
listening and speaking are communicated by the eyesby her.

Happy Days

Happy Days (1961}, the next important play bringsto a close the first great period of
Beckett's writingsfor the stage. Alan Schneider directed its world premiere in New
Y ork on September 17, 1961. Haopy Daysisscenographic,in‘that the set and the
characterscoalesce. It has a couple asthe protagonist. Willie, about 60 can moveon
all fours; he passes his day reading newspaper or looking at a naughty postcard.
Willielives at the back of the mound, in the exact centre. of which stands buried his



Waitingfor Goedot: An
wife, Winnie, @ woman of about 50. She can move her arms and handle her few Avant %?;de Play

possessions: atooth brush, atube of toothpaste, asmall mirror, arevolver, a
handkerchief and spectacles, Sincethereisnio nightin her life, her wakingand
deeping are governed by a bell off stage. In Act II, she isburied to the neck and can't
even move her head. She can't use her possessions, but can only talk about them.

She whilesaway her time inventing stories. Willie, with great difficulty, crawlSupto
her, and is "dressed to kill," but Winnie can nolonger givehim ahand. Williealso
falls back twice - but Winnie findsin hisvisit matter good enough to makeit "one

more happy day!"

Beckett continued with experimentation to create and remake the playwright's space,
with playslike Play (1962-63), Come and Go (1965) and Breath. Beckett
communicated by progressively diminishing presence of the protagonist on the stage.
In Breath a curtaifi rises and falls interrupted by an infant cry. In Not 7 (1972)
Beckett achieves new height in stage technology: there isa gaping Mouth and
opposing it isthe Auditor, which islarger than lifefigure. Mouth's words passby
quickly and are intelligible. To the furious monologue of Mouth, Auditor responds
four timesin the play with "a gesture of helplesscompassion.” Beckett told Jessica
Tandy who played Mouth in the world premiere directed by Schneider, at Lincoln
Centrein New York in 1972, "I hope the piece may work the nervesof audience, not
itsintellect.”

That Time (1975) which Beckett called "abrother to Not I," issimilarly concerned
with theatrical form. A disembodied head hangs suspended in aframe 10 feet above
stage level and the faceisitsown auditor. Once again Beckett fills the void with
language, Three prerecorded VoicesA, B, and C, broadcast memoriesfrom three
fixed positions, "both sides and above." Each Voiceisthe samevoice. yet each
narratesdifferent story. In Footfalls(1975) the presence of the character isfelt
through the sound of steps falling through space in time.

In hislater writings for the theatre Beckett brought his experiencesin radio, film and
television to bear on the contingencies of the stage. Thisis amply demonstratedin
new ideas Beckett introduced in theatricality of A Piece of Monologue (1980),
Rockaby (1981), Ohio Impromptu (1981) etc.

1.6 HISTORY OF GODOT: IN PRINT AND
PERFORMANCE

Written in the 1940s and published in text formin 1952 in French, Waiting for Godot.
receivedfair to mild reviews on its stage debut directed by Roger Blin in Parisin
1953. Gradudly it gained acceptance and ran for more than four hundred
performances. While some critics objected to Beckett'sdisregard for such
dramaturgical elements as plot, scenery, and dramatic action, othersargued that the
play'sstrength lay in its opposition to rules of convention. The play had, despite
numerous successful runsin major citiesin Europe, including a highly acclaimed
German-language version performed in Berlin, encountered opposition. These
includedaban on reviews and advertisements of the play in Spain, where its message
was considered pessimistic, and also its threatened cancellation in the Netherlands.

Prior to the first London production of the play in 1955, Beckett rerised and

tightened the play's dialogue in the second Act and translated it into English. The

original French title of the play En Attendant Godo! trandates moreliterally as While

Waitingfor Godot. However, Beckett while giving thetitle in English opted for a

phrase as easy for the English tongue astheoriginal isfor the French. Beckett didn't

do the German trandlation--it was made by Elmer Tophoven. Heretoo the audience

responsewas amixed one. Some dismissed it as pretentious, while others praised its ,

power to disturb and disquiet audiences. Encouraged by the London production A o
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American producer Michael Myerberg presented the play first in Miami, Floridain
1956. Theplay failed due to its misleading billing in area newspapers, which caled

it: "thelaugh hit of four continents." Myerberg attempted to correct the wrong,
before attempting a second production in New Y ork city, by giving a statement in
New Y ork's most prominent newspapers which read:

Waitingfor Godot isaplay for the thoughtful and discriminating theatergoer.
. .. | respectfully suggest that those who come to the theater for casua
entertainment do not buy ticket to this attraction.

American critic Walcott Gibb came heavily on the play, stating "All | can say, ina
critical sense, isthat | have seldom seen such meagre moonshine stated with such
inordinate fuss." Most people, however, acknowledge Wuitingfor Godot, as an
enduring and important contribution to world drama. American dramatists Thornton
Wilder and Tennessee Williams endorsed the play, while William Saroyan remarked:
"It will make it easier for me and everyoneto write freely in the theater." Thornton
Wilder called the play "a picture of total nihilism and a very admirable work; and also
added, "I don't try to work out detailed symbolism. | don't think you're supposed to."

Norman Mailer in a public advertisement in The Village Voiceof May 7, 1956,
apologised for hisinitial reaction on Waitingfor Godot, published in its preceding
issue. In hisremarks he had stated that Beckett's play was'a poem to impotence and
appealed precisaly to those who were most impotent.” Subsequent reading of the
play, watching its performance at Broadway, and again reading it struck him with a
sense of guilt for hisharsh initial response. Hein the abovementioned apology
stated: ". . . | was most unfair to Beckett. Because Waitingfor Godot is a play about
impotence rather than an ode to it, and whileitsview of lifeisindeed hopeless, itis
an art work, and therefore, | believeit isgood."

On Broadway Waitingor Godot also created extraordinary phenomena in American
show business. For, after thefinal curtain on many nights, the audience remained
and, joined by interested literary figuresand laymen, debated the play's meaning and
merit. Inthese debates clergymen were sometimes pitted against each other on
whether Godor wasreligious or atheistic. The strategy has since been used by many
feminist women playwrightsalso, but for alimited purpose of highlighting and
discussing woman-issues, to create awareness among women.

The play kept generating alot of interest and enthusiasm among theatergoers. The
play was revived in September 1958 in New Y ork by San Francisco Actors
Workshop, which took the play to Brusselsthe same month. At many of the
performances spectators were asked to write comments on Godot. At least one
quarter of over 200 returns were unfavourable, another third bewildered or
undecided, and therest favourable (Contemporary Literary Criticism, Vol.57, p. 74).

As often happenswith many popular plays, they are tinkered with by the Directorsor
the playwright-director himself, and the focus of the play and its scenario changesin
different performances. Godot wasno exception.

"One thing interesting about Beckett and Waiting for Godot i s that whenever Beckett
took interest in a particular production of the play, hetinkered with the references to
time and place. ... Inany strict sense;” says Denis Donoghue, "thereis no
established text of the play. The New Y ork production, used "atext provided by
Samuel Beckett in August, 1988, which will be published soon by Faber and Faber."
(Beckett died in December 1989, and to date the revised version does not appear to
have been published). Certain detailsfrom the current published text of 1954
probably cannot survive. When Pozzo says "I've lost my Kapp and Peterson!” the
reference must be obscure to anyone who doesn't know that Kapp and Peterson isa
distinguished Dublin pipe making firm. For the play'sfirst several years, such loca
references as the play had were French : the Eiffel Tower, the Macon country, the
Rhone, Rousillon, etc. Inthe Dublin production, the Macon country became the



Napa Valley, thereby facilitating a bout of rage--"the Crappa Country"--from
Estragon.

In the new version staged in California, the sceneis"somewherein the United States-
-badlands, abit of desert, a waste patch littered with afew stones, rusty detritus of
trucks, hubcaps, atruck tire, bumper, a broken spring, abuffalo skull, a sheep skull.

It istheater in the round, befitting arigmarole in which Estragonand Vladimir,
agreeing to go somewhere, do not move. . .." About Caiforniasetting, Robert
Brustein finds it difficult to believe that Beckett himself could have authorized such a
radical shift in geography. Beckett intended Godot to be situated in ageneralized
purgatory.

1.7 DIFFERENT ARTISTIC FORMS OF GODOT

Godot has been made into an opera, atelevision movie, and has al so been adapted to
two dancerecitals--one called May B, performed by the French troupe Maguy Marin,
and another called La Espera, choreographed by Rolando Beattie and performed in
1987 a the Teatro de Bellas Artes in Mexico city.

Thereiseven an unauthorized sequel called Godot Came, writtenin 1966 by the

Y ogodav playwright Miodrag Bulatovie. Further, inan Isragli productionin Tel
Aviv, Pozzo and Lucky were cast asa Jew and an Arab respectively. Brecht, the
German playwright wanted to change them into landowner and peasant in the Marxist
counterplay he thought of writing before he died.

Writerslike Harold Pinter, Alain Robbe, Grillet, Athol Fugard, Sam Shepard, David
Mamet, Eugene lonesco, Tom Stoppard, Vaclav Havel, Caryl Churchill, and Maria
Irene Fomes have expressed their indebtedness to Godot in variousways. Lillian
Hellman, American woman playwright when asked in 1972 about which plays she
liked to follow, replied: "Everything by Beckett."

1.8 GODOTININDIAN LANGUAGES

Godot has been trandated into several Indian languages. Notable among them are:

a) Waitingfor Godot (Hindi) translated by A.N. Prasanna, pub. by Anuvad
Sagar, Akshara Prakashan, 1974.

b) Godo di Udik (Punjabi) translated by Surender Mohan, pub. by Sanket
Prakashan, Jullunder, 1971.

c) Godo Pratikhaye (Bengdi) translated by Kabir Chowdhury, pub. by
Muktadhara, Dacca.

d) Waitingfor Godot (Bengali) translated by Ashok Sen, Calcutta.

BesidesWaiting for Godot is al so available on video-cassette produced by E.M.R.C.
Poona University, Poona.

1.9 LET USSUM UP

The information in this Unit isof two kinds: material that is not directly about the
play but deepens our understanding of it which includes information about
tragicomedy, theatre of the Absurd and life and works of Beckett, and material
directly about the play such asan avant grade play, history of the play in print and
performance, and different artistic forms. Our purpose hasbeen to familiarize you
with the play as also sharpen your wits to examineit critically.

e ity ' wwLuees
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UNIT 2 GODOT : A CRITICAL ANALYSIS |

Structure

20 Objectives
2.1 . Introduction
2.2  Brief Commentsand Key Questions

2.3 Critical Analysis: Act |

20 OBJECTIVES

To anayse thetext of the play in thebackground of the distinct aspects of the play
discussed briefly in Unit 1.

21 [INTRODUCTION

Wewill raise somekey questionshere, which you should bear in mind when you
start reading theplay aong withthecritical analysis. Asyou look for answersto
these questions, you will get to understandthe play better.

2.2 BRIEF COMMENTSAND KEY QUESTIONS

Let usfirst look at the stage decor in Waitingfor Godor: Compareit with the
elaborate stage decor in other playsyou have studied.

In thisplay it isan open country road with alesflesstree--atreeif we can cdll it.
Beckett has not placed his charactersin a'specific' placeor time. By refusing to
mention the specifics, is Beckett trying,

i) to decontextualizethe play and lend it, simultaneously,a‘universal’
dimensionin terms of time and space?

i) Do you think this dramatic device makesthe play an open-ended play which,
inturn, reinforces (i) above?

iii) Further, can we take the road as an emblem of movement, future, and
progress, where other people might come along?

iv) Do you think apositive answer to (iii) abovewill possibly nake theplay, a
play of hopewhichthe word "waiting" in thetitle seemsto denote?
However,if read ironically, will "waiting" acquire different connotations? If
S0, what?

In case of the dramatis personae too, Beckett stripsthem of their genealogy and
renders them rootless. We are not told anything about the two main characters,
Estragon and Vladimir. We are left to hazard a guess about their nationalitiesas dso
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about their background only by their names. Beckett, thus, takes away man's Analysis |

individuality,identity, his property, hisfamily, hisplace and function in society, and
then beginsto strip man of his normal "human equipment’ also as is seen in Endgame,
where the main characters are deprived of their legsand mobility.

It isnot just that the two tramps, Estragon and Vladimir, have no home and no locale,
what isworse, they seem unawarethat they have neither.

We will talk about the significance of these aspectsin thelater units. Pleasefirsttry
and find out the significance of the 'names’ of the dramatispersonae as you attempt
to find answers to the questions that follow.

As gtated above, Beckett doesnot give the nationality, history or past life of the
characters. So,

i) What, in your view, is Beckett trying to convey through this device?

i) Do their names hint at their possible nationality?

iii) Doeshe wish to make the play cross-cultura in its content and intent,
although Beckett denied any attempt to "internationalize" the play by giving

the characters French (Estragon), Russian (Vladimir), English (Lucky), and
Italian (Pozzo, pronounced Podzo) names?

23 CRITICAL ANALYSIS: ACT |

The play starts with the reunion of two trampsVladimir and Estragon. Y ou will note
that in beginning of Act |, Vladimir says, "I am glad to seeyou back . ... Together
againa last" (p. 9). The use of the word "again" shows that they have been here
earlier also. Compare Vladimir'sremark in Act II "You again!” (p.58)

Thereisalot of exaggerated physical action in the play, which provokes laughter.
Note how Estrogon pullsa his boots "with both hands panting” and is"exhausted."

Beckett believes, that "the first words should introduce the theme of theplay, The
openingwordsin Godot "Nothing to be done” do precisely that. These words will
echo again and again during the course of the play.

In line with the exaggerated action we observe that VVladimir moves with " Short, stiff
strides, with legs apart” as he suffers from the enlargement of the prostate gland--a
complaint common 1n old age. Hisgait reminds us of the king of comedy, Charlie
Chaplin.

On their meeting the two tramps embrace each other; whenever they meet they go
through the same motigns of greeting.

Also, you will note the mock-heroic manner in which Vladimir addresses Estragon,
"May oneenquire. , .?" The latter's responseto it, “In aditch” instantly pricksthe air
bubble of the heightened style.

Eastragon informsthat he had been beaten by some people whom he identifies only
as,"They". What "they" refers to remains a mystery, much like the malevolent
cosmic forces, the tormenters of humanity. "They" are as mysterious as Godot isto
be later. Beating here signifies human suffering. So when Vladimir remarks that
"We should have thought of 1t [the human suffering] a million yearsago" Beckett
attemptsto historicizeit and also bringsit closer toour times (in thenineties").

17
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How do human beings cope with their suffering? Estragon and Vladirnir had, during
their younger days, together planned to commit suicide by jumping off the Eiffel
Tower. But, VIadimir thinks, in their present condition, they would not be allowed to
go up the Eiffel Tower and will thus be denied even the most despairing choice (of
committing suicide).

Eastragon, however, remains occupied with his personal "suffering” caused by his
hurting shoes. Aghast when asked by Vladimir if his shoes hurt, Estragon addresses
the audience directly, "Hurts! He wantsto know if it hurts!" He, thus, drawsthe
audience into the play -- an instance of Brechtian influence on Beckett, who through
such theatrical devices, breakstheillusion of being in atheatre.

A little before this VIadimir mimics materna scolding to a child: " Shoes should be
taken off everyday. I'm tired telling youthat." (p.10). Such acharacterstic feminine
banality isfurther repeated in a conjugal tone: "Thereis a man all over for you....
Fault of hisfeet." (p.11). Vladimirsuddenly hasan urgeto passwater - his kind of
suffering due to the prostate problem. The play introduces a more sombre note,
which, with thetramps comic manner in the background is further accentuated.
When Vladimir plays upon the Proverb, "Hope deferred maketh the heart sick,” and
uses the word 'something'in place of 'heart' Beckett introduces ‘uncertainty’ asa
theme.

Both, remain preoccupied with their respective problem, Estragon with his boot and
Vladimir with hisintense urge to passwater. Hefeels it coming and yet it doesn't.
So heis"Rdieved and at the same time appalled. Estragon in order to even up with:
Vladimir asksif hisdifficulty in urinating hurts, VIadimir'sresponsetoitisidentical
to Estragon’'s. He too addresses the audience directly: "Hurts...". Vladimir keeps
examining his hat for some foreign body-in it and Estragon, in the meanwhile,
succeeds in taking off hisshoe. The play once again moves from banality to the
bibilical plane when VlIadimir refersto the story of the two thieves and Christ.
Beckett himself referred to St. Augustine's words about the two thieves: "Do not
despair, one of the thieves was saved; do not presume, one of the thieves was
damned." Beckett claimed that he had always been impressed by the symmetry of St.
Augustine's words

You will observe that such asymmetry works at different levelsin the play: it
corresponds to Estragon's feet, one of which is'damned’, the other is'saved'. Later, of
the two tramps, Estragon is 'beaten’, the other, Vladimir 'saves him and is 'saved'
himself.

Vladimir, ever resilient, finds the percentage of being saved 'reasonable’-- as chances
are fifty-fifty.

Also, itisinteresting to note that only in the list of characters are the tramps named
Estragon and Vladimir. Right through the play the two addresseach other by their
nicknames, Gogo and Didi. Could we say that with passage of time their eight-
lettered names (Vladimir and Estragon) have been reduced to four-lettered each
(Gogo and Didi), which fallsin line with what, Lucky later says about man "that man
inspite of thestrides of physical culturethe practice of sports. ., shrinks and
dwindles."

Eastragon's proposal to"repent” for the sin of their being born, which brought about
their respective suffering, evokes a hearty laugh from Vladimir which he stifles
immediately as laughter revives his pain (dueto prostate gland enlargement).

Beckett quoted Calderon who said, 'Man's greatest sinis to have been born." It seems
to be Beckett's oneof the most deeply felt convictions.

Having stifled hislaughter suddenly Vladimir smiles as suddenly from ear to ear.
Laughing and smiling mechanically highlight VIadimir's clownish antics. On being



asked if he had read the Bible, Estragon'sreply, "I must have takenalook at it" is g:gl(;t; QICrItIC(:ﬂ

characteristic of hisinconsistency”, since later in the play he affirmsthat al hislife
he has "compared himself to Christ" (p. 51). Estragon goes on to speak graphically
about the maps of the Holy Land, and his deep desire to go to the Dead Sea. Since
there is"Nothing to be done" Vladimir offersto tell the story of two thievesin the
Bible to pass time. Eastragon, however, is disinterested in the story and declares: | an
doing. Yet he doesn't move. Such a dichotomy between proposal and action
underlines element of the absurd in the play, which will be repeated several times.

The story of two thieves was used by Beckett in Murphy also, where Neary says,
"Remember also one thief was saved”. In the Bible three Evangelistsspeak of the
thieves: St. Luke 23:43 speaks of athief being saved. Of the other three Evangelists,
St. Matthew 27:38 and 27:44, and St. Mark 15:27, contrary to VIadimir's assertion,
do mention the thieves. Thus, an inaccuracy is committed by Vladimir when he says,
"Only one speaks of athief being saved . .. of the other threetwo don't mention any
thieves." Thisinaccuracy can be attributed to the theme of "uncertainties' in the
play. Besides, Vladimir is not a student of theology.

VlIadimir maintains that people believe the kindlier version of the story because they,
possibly, hope that they too shall be saved if they have the faith even of one of the
malefactors.

After some feverish movement Estragon alternately turning his back to the
auditorium and then facing it, is appreciative of the Inspiring propects™ and suggests
they leave. Vadimir, however, reminds him: We are waitingfor Gadot. This, like"
Nothing to be done," is one of the leitmotifs that run through the play and giveit
cohesion. The two tramps, however, are not sure about the place and day they were
to meet Godot. As they stand by the |eafless tree near which they were to meet
Godot, Vladimir tries to guessabout the species of the tree. Perhapsitis awillow, a
weeping-willow. With itsleaves now dead, there will be no more weeping.
Suffering, in case of human beings too, ends with death. In the existentialist view
living is suffering.

Gogo and Didi keep contradicting each other about time and place of their
appointment with Godot, Vladimir, finally, turns towards the auditorium, which
alongwiththetree, should be the the place to meet Godor, Vladimir calls the
auditorium "that bog". Vladimir draws the audience too, into the absurd situation in
which the tramps themselves are. Here isanother example of Brechtian influence.

Further, bog isa wet, muddy area, or, atoilet ininformal British English. Look how
Beckett isreductive of the auditorium and audience. If Estragon sleptin aditch,
audienceisin "the bog". Would you say that Beckett is, thus, trying to universalize
the absurd situation,

Estragonand Vladimir's uncertainly about their appointment further reinforcesthe
elusive and shadowy nature of Godot. Finally, Estragon fallsasleep and has a dream,
during which VlIadimir feels lonely, which shows that the two tramps need each
other'scompany very badly, Thisisfurther reinforced when they planto commit
suicide together later in the play.

Estragon desires to narrate his dream to Vladimir, who declines to share his
nightmares. Theintellectual, rational mind, Vladimir recoilsin horror from the
fantasiesof the creative mind, Estragon. Their conversation leads Estragon to an
obscene French joke which turns on the alleged preference of the English for
sodomy. Estragon invites Vladimir to embrace him which the latter does
relunctantly, Estragon, however, recoils since Vladimir stinks of garlics. So, if
Estragon has stinking shoes, Vladimir has stinking breath. Such paralellismsarea
pervasivefeature of the play.

19
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Since they have nothing to do, Estragon and Vladimir think of hanging themselves.
They, by mentioning " mandrakes", (p.16) give an evidence of their lovefor
knowledge. An ancient fertility symbol, mandrake, is believed to grow below the
gallows. Note that death and birth being two facetsof the same coin, Gallows, a
symbol of death,is put side by side with mandrakes, fertility symbol.

Also see the humorous situation how each is urging the other to commit suicide first,
They in the end decide not to do anything but wait for Godot to see what he hasto

offer them.

Estragon's question: What exactly did we ask him for? sets off the first music-hall
type crosstak between the two trampsat the end of which the two sink into abrupt,
temporary silence. After awhile they adopt agrotesquely rigid posture, remain
frozenin this postureasthey hear someindiscerniblevoicesor shouts. These give
them ascare and also ahope--hopeabout Godot's arrival.

Eastragon asks Vladimir whether they aretied. They aretied to "waiting" for Godot,
They cannot get away from it as doing so would mean giving up hope, howsoever
illusory that hope may be? Notice how VIadimir does not reply and the question is
dropped and then picked up again. In doing so Beckett replicatesthe
inconsequentiality of every day conversationin which the subject of discussion gets
dropped, and then is either lost sight of completely or picked up again much later.
Estragon's remark about the carrot, which heiseating, that "the more you eat the
worseit gets', elicitsasick responsefrom Vladimir: "I get used to themuck as| go
along." His concluding remark that " The essential doesn't change™ isan expresson
of despondency about human condition. Or, may be of the futility of human struggle.
Or, further till, abelief that, at one level, change changesnothing, essentially
speaking. Or, asPozzo would state: "The tearsof the world are a constant quantity.

The trampsonceagain hear aterriblecry. They feel threatened and aso wait
expectantly for the human source of cry to emerge on the stage. Their responsetoitis
amixture of the comic and the pathetic. It aso underlinestheir vulnerability and
need for each other.

Lucky enters, driven by Pozzo by meansof arope. Though Pozzo drivesLucky, heis
no lessbound to Lucky himself. Thereiscomplementarity in the master-dave

rel ationship, which gets further reinforced in the Second Act, where Pozzo's
dependence on Lucky, as he goes blind, increases.

Beckett's "drama of inaction” does not really lack in action and suspense. See how
suspenseis created about Pozzo's appearance on the stage. The audiencetoois
wondering, like the two tramps, whether thisisn't Godot at last.

Pozzo, a local landlord introduces himself in ahighly dramatic manner, which,
reflectshis pride, his loudness and the pompousattitude. His arroganceand
pompousness are further reinforced, when heispeeved to find that his name doesnot
stir them. The two tramps on their part put on an act of not recognizing him in order
either to deflate Pozzo of his pompousness, or to make fin of him.

Pozzo on the other hand, i s condescendingin his attitude towards the two tramps,
who, he grants, belong to the same species as he (Pozzo), and have been madein
God'simagePozzo, thusis not only self-elevating, but is also, on the other hand,
undercutting God'simage.

Estragon and Vladimir make statementsin which they contradict themsel ves, about
their initial reaction to Pozzo and instantly create a comic situation.

The question, "Why doesn't he put down his bags?' asked on p.25 too is dropped, and
isnot answered until p. 31, by Pozzo. Pozzo's exaggerated behaviour is quite comic
and in this backdrop his treatment of Lucky as abeast of burden underscores humen
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tragedy. Lucky, in order to impress Pozzo, doesn't put down his bags. In the Analysis|

meanwhile they have acloselook at Lucky and describe him by themselves lapsing
into amusic hall cross talk. Pozzo feasts on chicken and wineand Estragon craves
for the discarded bones, which Pozzo maintains should go to the carrier (Lucky).
However, in face of Lucky's silence, they are offered to Estragon, who, to Vladimir's
embarrassment, darts at them and gnaws them.

Writing about Lucky, Professor Duckworth while making two suggestions about the
source of hisname, says (i) Lucky is'lucky' because he gets the bones or (ii) heis
lucky because he has no expectations, hence hell not be disappointedin life. cf.
"Blessed are those who do not hope, for they shall not be disappointed.” s Estragon,
in usurping Lucky's role as ataker of discarded bones, identifiable with him, ina
limited sense?

Pozzo's Speech on pp. 29-30 is noteworthy for its monologic quality. Besides he
mimics anervous public speaker, as Pozzo himself admits. 'Y ou're making me
nervous." Before starting to answer the question, he " Sprays histhroat . . . clearshis
throat, spits'. His exaggerated action heightens the comic effect.

Thereis drama with in drama, when Pozzo forgets the question he was asked and,
Vladimir and Estragon act as prompters. Theformer promptsby mimicking Lucky
and the latter by uttering monosyllabic words and half sentencesto help him recall
the question, which hefinally does and gives his own explanation for this, ridiculing
"Lucky, son of Atlas" trying to impress him [Pozzo] in vain.

Pozzo nonethel essrealizes the blind freakish nature of fate. He could have been in
Lucky'sposition, if fate had so willed.

Lucky begins to cry when helearns that his master wishesto get rid of him. Thereis
an instance of black humour as black humour as Lucky's suffering affords Pozzo an
opportunity to poke fun at him and playfully suggest to Estragon to wipe away his
tearsbefore he stops crying. As soon as Estragon approaches Lucky, the latter kicks
him violently in the shins. Estragon starts bleeding, and howlswith pain. He, asif,
has replaced the weeping Lucky.

"Pozzo suddenly turns very philosophical, when he says: "The tears of theworld are
aconstant quantity: for each one who begins to weep, somewhere else another stops.
That is, human suffering remains unmitigated, Lucky, Pozzo acknowledges, taught
him all beautiful things.

The intellectual barrenness of Pozzo issymbolized by his baldness, in contrast to
Lucky'sabundant white hair. Pozzo's baldnessfits well in the scheme of things.
Thereisall round barrenness! The subject of turning Lucky out of job isresumed and
we have the two tramps mockingly sympathizing with Lucky and Pozzo by turns. On
his part, Pozzo too acts as an aggrieved person at the hands of Lucky, He, however,
puts on a brave face when he asserts, " Do look like aman that can be madeto suffer”
(34). The tramps are having a charming evening..

Hereisan example of dramawithin drama, in which the two tramps now play the
role of audience to Pozzo's performance. It ismade more apparent alittle later. On
the next page (P.35) when Vladimir comparesit [Pozzo's rol€] to the pantomime, the
music hall, and thecircus. Theidea of drama-within-drama reaches a climax when
Vladimir wishes to relieve himself of full bladder and asks to Estragon to 'Keep my
seat' (p. 35). Inanimmediate reverseal of roles Eastragon hurries Pozzo (to be a
spectator and) to watch Vladimir urinating.

Beckett, thus, breaks theillusion of the world of drama, which, paradoxically, at one

level, gets accentuated, |n the meanwhile Pozzo |oses his smoking pipe, of Kapp and

Peterson make, ‘which he had smoked after eating chicken. Another comic situation

ariseswhen Pozo who had got up to leave wants to sit for a while but wishes 21
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Estrragon to request him to take a seat with al theformality attending it. The latter
in arather comic and circumlocutory way askshim "to take weight off your feet. |
implore you, you'll catch your death” When asked by Pozzo, Estragon giveshis name
as"Adams". Either Estragon assumes"Adams' to be (i) acharacter in the gamehe
playswith Pozzo, when he requestshim to be seated, or (ii) Beckett thereby attempts
to add to thesymbolic meaning of tie play representing the entire mankind.

Pozzo'sindulgesin a harangue about night; where it becomes synonymous with
death, with Vladimir longing for night, "Will night never come?' - whichwill bring
relief, albeit temporary, fromtheir long Waiting for Godot. Pozzo hasfound the two
of them quite civil to him and wondersif he could do somethingfor them, whereon
Estragon grabs the opportunity and says," Even ten francs would be welcome.™ A
comedy of errorensueswhen Vladimir is outraged at Estragon's loweringhimsdlf toa
beggar's level. Estragon, however, interpretsVladimir'sangry words, "That is
enough,” to mean that five francs would be sufficient, and is quick to declare that he
wouldn't settle for anythingless than that.

Desiring to do something for the two, Pozo wishesto know what they would want
Lucky to do for them: dance, or going, or recite, or think. Vladimir, the intellectual
wishesto "hear him [Lucky] think but later on goes along with Estragon's preference
for 'dance’ first and 'think' afterwards.

L ucky dances, which is another exampleof 'performance’ withindrama. Asthis
point Estragon playing the'critic’, attemptsto dancelike Lucky but fails.and almost
falls Becket t, thus, under scoresthe big hiatus between 'creativity' and ‘criticism’. A
little later VIadimir too feels called upon to make somecritical comment on Lucky's
dance. His"squiriminglike an aesthete” only revea shis pretentiousness. Thus
Vladimir failsasacritic while Estragon fails as aperformer.

Eootnote

Beckett mentions anumber of dances here which areasfollows:

Farandole French dance performed in a long string.
thefling Scottish impetuousdance.
- the brawl old French dance: mentioned in
Love' sLabour Logt, I11, i, 5-6.
thejig alively (jerky) dance.
thefandango 'lively Spanish dance.
the horn pipe Sailor's dance.
Caper (ed) : danced in a frolicsome manner.

Lucky calls his dancevarioudy, "'The scapegoat's Agony,' ‘The Hard Stool' and 'The
Net' atrap, Lucky's danceis supposed to convey agony, strain and entrapment. 1t
calls up the sehseof being hunted, . . . having no escape in much the sameway as
Estragonand Vladimir remain on sage(they do not move- p, 54 and p. 94); as there
is no other world for them.

* When Estragon says"My left lungisvery wesk! But my right lungisassound as

bell" it echoes the motif: One thief was saved the other was damned! Chances of our
being saved are fifty-fifty.

Reflectingon the basic situation of their life, Estragon notes: "Nothing happens
nobody comes, nobody goes, it isawful!™ It applies, in alimited way, to the play as
well.

After watching Lucky's dance the two of them want him to think. Pozzo tellsthem
that Lucky can't think without his hat on. Thisis comic, because the other three

cannot think with their hats on. You will see how in order to terminate Lucky's



thinking they have to remove his hat, asif an energizer has been removed from a
machine. Thinking, thus, becomes mechanical. Thisisinlinewith "thinking" later,
as acommand performance. Lucky stops suddenly after commencing "thinking"
when he is commanded to "stop,” and resumes when asked to "think" by Pozzo

(p.42)
MacGowran is of the opinion that Lucky's speech isreally onelong sentence.
General points from Lucky's speech are enumerated herebel ow:

1. We are told God exists and loves us, yet we cannot be sure;

2. Wework, play, apply our rationale, yet none of these activitiesis able
indefinitely to avert decay;

3, The physical world of water, earth, air and fire (or the elemental forces are)
isindifferent to man;

4. We must face the incapacity of our reason to make sense of life and the
inevitability of our extinction.

5. Lucky's speech is a monologue of non-sequitur. Beckett has modified a
specific form of dramatic convention. He has altered the stream of
consciousness deviceto jar coherence at every level.

6. Lucky's attempt at thought stands as a brilliant monument to man's
entanglement in uncertainties.

Ruby Cohn has stated that "the repetitive passages summarize or parody several of
the play'sthemes: the erosive effect of time, therelativity of facts, thefutility of
human activity, faith in God, and proof through reason” Samuel Beckett: The Com ¢
Gamut, p. 217.

"Lucky'sspeech is, thus, morethan a continuous run-on of unpunctuated idiotic
words and phrases; thereis a latent intelligibility” (Open University Lesson, p. ).

Lucky's speech begins with "Given the." We know "Given that" is a traditional way
of introducingarational argument and a basis of deductive logic. Parody of
rationality in one sense, Lucky's speech is, in another sense, the ultimatein
rationality, because it makes the overall point that thefaults of existence and the
surrounding universe do not submit to reasoned exposition or rational explanation.

Lucky invents names like, Puncher and Wattmann which literally mean, ticket
puncher and tram-driver. Here they are supposed to be authors of theological works.
And in hisin corntation of " Quaquaquagua,” theological jargon is mimicked.

When Lucky speaks of " divine apathia, divine athambia divine aphasialovesus
dearly with some exceptions for reasons unknown ,”. ... he highlightsa God whois
insensitiveto human suffering, God whose existence too is questioned.'

Beckett,it seems, isbeing ironical when herefers to-God's heightsof divine apathia:
which means freedom from or insensibility to suffering, or athambia, that is,
‘imperturbability’ or unsurprisability; or, aphasia, which means muteness, or
inability to communicate. In addition, the unsyrnpathatic universe isconvyed by the
stage decor, and the futility of life through the sand that Lucky carries.

Acacacacademy of Anthropopopometry: Academy of man measurement.

Anthropometry is measurement of the human body, distortion of spellings by adding
'caca’ and 'popo’ to academy and anthropometry respectively.

Godot: A Critical
Analysis-|
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cacaand popo: Childish words for excrement and chamberpot respectively.
Crowned: awarded (a prize).

Essy-in-Possy: Lat. esse, to be, and posse, to be able, being able, potential existence:
areterms from medieval scholastic jargon, here conveying parody of university
training in philosophy and theology.

Testew, Cunard: Names coined after private human parts. Testicle: mae
reproductive gland. Cunt: avery rude and offensiveword that refersto a woman's
vagina

Fartov, Belcher: Namesof vulgar origin. Fartov: derived from 'to fart', 'Belcher'--
from 'to belch.’

In Lucky's speech, Beckett wishesto underlinethat inspite of the shrinking and
dwindling over ages and the knowledge of the decline of man and his unmitigated
suffering, thelabours of Testew and Cunard (i.e. procreation) continue.

Fletcher calls Lucky, "senile professor, decayed scholar and degraded man of
reason,” who makesakind of statement that in spite of the existence of a loving God
(of sorts) and progressof various kinds, manisin full decline." Science offersno
more consolation than does theology.

Human activity issummarized, in brief, asalimentation and defecation.

Does Beckett, through Lucky's surface gibberish, demonstrate his irreverence for
logically connected thought?

It isinteresting to note that Wellwotth in The Theatred Protest and Paradox,
identifies this parody of stream of consciousnessmonologue as the clearest statement
of Beckett's belief in the usel essness of thought.

Feckham: Invented name of a fictitiousLondon district.

Peckham, Fulham: Possibly two places where the poet Blake had visions.
Clapham: anareain London district.

Per caput: per head

Bishop Berkeley: The French version reads Voltaire; an earlier English version reads
Samuel Johnson. All these thinkersare of the 18th century, called the age of Reason
and Enlightenment. Berkeley, an Irish philosopher (1685-1753), was one of the great
empiricists and a leading representative of the brand of philosophy known as
idealism. According to Berkeley, things which cannot be perceived cannot be
supposed to exist; since God perceives everything, this, thus ensures its existence.
Perhaps Beckett introduced Berkeley into Lucky's speech to link with Estragon's
question: ‘Do you think God seesme? (Fletcher, p. 76) i.e. Estragon while seeking
reassurance of God's existence seeks hisown.

Lucky's thinking aloudisa" command performance". Thetorrent of his incoherent
speech isa paraody of stream of consciousness monologue and is clearest statement
of Beckett’s belief in the uselesness of thought. Lucky's thought can be terminated
by taking hishat off his head.

Thinking thus, becomes amechanical process, asdo the subsegquent movements of

- Lucky, who appearscompletely exhausted.
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To ensure that there isno possibility of Lucky going into his fit' of thinking again, Agal(;/tsisrl ritica

Pozzo crushes Lucky’s hat under his feet.

Pozzo Who had earlier lost his dudeen and, vapourizer, finaly loses his watch too. It
remains @ mystery as to how and where they are gone!

Half-hunter: Hunter: a watch whose face is protected with ametal case (a
half-hunter, if that case has asmall circle of glasslet in).

Dead-beat: Quite overcome, exhausted, tired.

Escapement: An escape: part of a time piece connecting the wheel work with
the pendulum or balance, and allowing a tooth to escape at each vibration.
The 'dead-beat escapement’, connects up with the theme of exhaustedness of
the tramps, Pozzo and Lucky.

Instead of searching his fob (asmall watch poclcet in the waistband of trousers) for
watch, P0zzo doubles up, and tries to apply hisear to his stomach, to hear its
(watch's) tick-tock rather than feel it and see whether it isthere or not. The play isfull
of such clowning or comic actions, which in the present case is made funnier by
Estragon and Vladimir's joining Pozzo to hear the watch's ticking.

When told that ticl -tock isnot of the watch but of his beating heart, Pozzo's response
is: "(disappointed) Damnation!" Hisresponse raises many questions: Is Pozzo
disappointed with life ticking away? Or, with life continuing like this7 Or, with not
being able to locate his watch? Does hisresponse not take the play off to
existentialistlevel? The comic situation is carried further as Pozzo's interest right
now seems to be more in his watch than in his heart. Pozzo who got ready to depart
an a couple of occasions but did not, appears to feel tied down to the situation asdo
Estragonand Vladimir.

Further, Estragon's response: 'Such is life, shows that it is difficult to depart both
from the 'situation’ oneisin, and also from 'life’; as has been shown by the failed
attempts of the tramps to commit 'suicide’ and thus depart fromit. Finaly, the two of
them leave and Vladiinir, with a sense of satisfaction remarks: "That passed the
time". Estrogon’s reaction to it that "It would have passed in any case" brings into
sharp focus asense of inevitability, and acceptance of the redlity of life.

Vladirnir and Estragon's talk about the change, both, Pozzo and Lucky have
undergone, shows that they have met them before.

For Vladimir, this encounter has happened before and will happen again, in Act II,
when the two have "changed"--Pozzo having gone blind and Lucky dumb. Estragon
seems to have forgotten about their earlier meeting, but he questions VIadimir why
did they not recognize them? Vladimir with asense of self-importance says: "1 too
pretended not to recognize them"” It shows not only the hurt 'self-esteem’ of the tramp,

but simultaneously such reactions, comic in nature, evoke laughter too.

The appearance of the Boy (Godot's messenger's) towards the end of Act | does many
things simultaneously. In thefirst instance his words assure us that Godot exists.

The Boy's appearance brings hope and terminates it in the same breath. He,

however, regenerates hope when he holds out promise for Godot's arrival the next
day. Heintroduces some mystery, and also establishes connection between Godot
and the God of the Bible by disclosing the work which he and his brother are engaged
in: looking after the sheep and the goats, afamiliar biblical image. And, finally, the
word "again" in Vladimir's "Off we go again”, showsthat the boy has been here
before,
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The Boy addresses Vladimir as Mr. Albert and Vladimir responds to it. He is land
and more humane towards the Boy, whereas, Estragon is harsh in tone, and behaves
likeabully.

Vladimir attempts to pacify Estragon by indirectly reminding him of his[Estragon's|
own plight at the hands of histormentors. Estragon's attitude towards the Boy shows
that the victimized don't hesitate in victimizing others, asis seen in Lucky'skicking
of Estragon earlier in the play. In the course of their conversation we are informed
that Godot beatsthe Boy's brother; and thusthe play's leitmotif, " one thief was
saved, the other damned™ in repeated. One brother is beaten, the other isnot.

When the Boy states that he does not know whether he is happy or unhappy living
with Godot, Vladimir includes: You are asbad as myself. Suddenly the light fails
and in a moment it is night which brings a sense of relief to him, asthat will put an
end to their futile wait for Godot, and will, possibly, bring rest and sleep to them.
Thisal so provokes Estragon, the poet, to quote from P.B. Shelley's poem "To the
Moon": "Art thou pale for weariness/Of climbing heaven and gazing on the earth.”

Eastrogon leaves his boots at the edge of the stage and intends to leave barefoot. To
Vladimir’s suggestion that he can't go barefoot, Estragon, who has al hislife
compared himself to Chrigt, replies: Christ did.

Estragon wishesto bereminded to bring a bit of rope to commit suicide the next day,
and also recalls an abortive attempt at suicide he had made earlier in hislife by
jumping into theRhone. He was, then, fished out by Vladimir. Twicedid hetry to
'depart’ from life, but could not. Having stayed together for about fifty years
Estragon, wondersiif they wouldn't have been better off alone. The two are different
in character and in action, yet at some level they are so very similar, and
complementary that they realize that separting now from each other is not worth its
while. Together they decide toleave but do not move, and remain frozen in their
situation.

Thefact that they do not move after suggesting so underscores the disjunction
between language and its meaning, besides highlighting the static nature of the play
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3.0 OBJECTIVE

Theobjective of this Unitisto completethecritical analysisof the play and relate the
Second Act of the play to Act .

31T INTRODUCTION

Beforewe resumeanalysis of the text, we will raise some questions, whichyou will
do well to answer so that you can follow the discussion of the play later in Units4
and 5 better.

3.2 BRIEFCOMMENTSAND IMPORTANT POINTSTO
PONDER OVER: ACT II

Asthecurtain goesdown on Act |, wefind the two trampsfrozen in their situation.
Going by your experience of reading plays by other playwrights, what expectation do
you havein this play when the curtain goes up in the second Act?

In thefirst Act we found Estragori and Vladimir waiting for theelusive Godot. Do
you think the two tramps would not be Waiting for Godot as expectantly as they did
in thefirst Act? You would recall that in thefirst Act, the two tramps do not state
exactly what they expect Godor to do for them. Can you make a guess about their
expecation?

Do they expect him to improve their lifein any specific manner? Isthereany
indication about it in the play?

Or, do you think they will give up their wait for him?

If they terminatetheir wait, wherewould they go? Do they have anywhereto go?
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As noted earlier, Beclcett presents astarkly austere setting and deprives his characters

of any antecedents, and gives them little human dignity. In view of thisexistentialist
situation do you think the tramps will achieve anything even if Godot came? To put
it differently, would their waiting or not-waiting for Godot make any difference to
their life?

And, in the background of this existentialist situation, is any fulfilment possible in the
life of Estragon and Vladirnir?

We will discuss various aspectsof the play in later units of the study material,
However, to understand the structure of the play, please make note of repetitions and
differencesat al levelsin the play, especialy keeping in mind the situation of the
two tramps and their relationship with each other.

Towards theend of both the Acts the two tramps propose to move and yet don't and
the curtain in both cases, falls with the stage directions: "They don't move."

Isthere any finality in the ends of the two Acts? Why or why not?

3.3 CRITICAL ANALYSISOF ACT II

When the curtain goes up at the bepinning of Act II, we see that the tree, which was
leaflessin thefirst Act, has four or fiveleaves. Vladimir, however, exaggerates on p.
60 and says "It's covered with leaves." The swift leafing keeps the tree at the centre
of attention and speculation. Beckett getsagreat deal from this visual image: it can
stand for spring, as Estragon comments; for renewals, and the cycle of life. The
leafing can stand for hope as well. Yet the tree is associated with death, since the two
planed to hang themselves from it, and reminds us of Christ's crucifixion.

Vladimir moves about feverishly on the stage and suddenly begins to sign adog
song-- an old German ballad.

When we go through the seemingly circular dog song, it appears we could go on and
onwith it; it seemsnever-ending, but VIadimir's brooding repetition of the word
"tomb" "tomb" "tomb" gives that idea a conclusiveness, a finality; the word itself
conveys afina destination. Thesong iscircular, but the effect islinear. Itssyntax,
using so simple avocabulary, with itsrepetition and its emphasis on death, bringsto
mind Lucky's very different speech in Act I. Thedog song ends with "tomb", Lucky's
speech ends with " the labors abandoned left unfinished . . . socam ... cunard. ..
unfinished . . .." We thus see presentation of balance and antithesis throughout the

play.

Meeting of the two trampsin Act 11beginson anote identical to the one we have at
the beginning of Act 1.

In Act |, Estragon was joined by Vladimir, it isvice-versa here. Also, Vladimir's
invitation to embrace in Act I isslightly differently worded. At the end of the
embrace Estragon who is no longer supported by Vladimir, ailmost falls. This
manifests the complementary nature of their relationship, Nonetheless, their nagging
continues and each claims to be better off without the other. Vladimir also questions
Estragon about histormentors and whether they beat him again. Their beating of
Estragon defiesall reason.

Both the tramps, nonetheless, feel happy having come together, and would wait for
Godot. Things also seem changed since the previousday. But Estrogon’s statement:
It'snever thesame pusisasick remark about living and the passage of time; it hints



also @ its (lifeand time's) irreversibility/irreversible movement/unidirectional Critical Analysis-|1

movement.

Estragon has forgotten everything which took place the previousday. Vladimir's
attempts to remind him end up with another sick remark about his life condition. He
has, he states, crawled about in the mud all hislousy life, and never stirred from the
muck heap of lit. Vladimir unsuccessfully attemptsto calm him down, but Estragon
expresseshis disgust at his failed life saying, " I've puked my puke of alife" (p.62).
He aso echoes Pozzo’s words about L ucky (p.32) and wishes." The best thing would
be to Kill me, like the other." Vladimir, however, reminds him of the Biblical saying,
“To every man hislittlecross... Till hedies..... And isforgotten.”

The two areinexhaustible in inventing new ways of passing time (see discussion of
the play). They once again lapse into music hall crosstak wherein they speak of the
dead voices, which according to Martin Esslin are "the rustling, murmuring voices of
the past, are the voices we hear in the three novelsof his trilogy; they are the voices
that explorethe mysteries of being and self to the limits of anguishand suffering.
Vladimir and Estragon are trying to escape hearing them."

The cross talk here stresses that death is as inadequate aslife, and at the end of it they
onceagain fall back on Godot.

As ameansof passing time they propose different things: to sing, to think or to
contradict each other, or ask each other questions. They also agreethat if they

thought less, there will be that much less misery, since "'to think isto be full of

sorrow"" — as Keats would have usbelieve.

To the two tramps the audience and the auditorium assume metaphorical and
existentialist propoi-tion. In another example of Brechtian influence, their remark,
"Where arethese corpses. . , skeletons. . . A charnel house! A charnel house™
embracesthe audience and the auditorium (wherein copses/skeleton and charnel
house refer to audience and auditorium respectively).

Lucky's speech in Act | emphasized the failure of religion and scienceto help
mankind in such a world, Estragon now suggests that they turn to Nature for
'succour'. But Vladimir knows that that too has failed.

Looking at the tree™ covered with leaves™ they become unsure about the placeof their
last vigit. Their inability to recall the past truthfully is compounded by the fact that
nothing has happened in their lifefor over haf a céntury. Besides, thereisnothing
certain in Beckett's world. Estragon, by association; triesto recall their earlier visit
through the kick Lucky gave him; he, however, does not remember the bones given
by Pozzo. Vladimir wishes to confirm it by showing the wound Estragon had
received, which has begun to fester in aday's time--so fast is the process of
degenaration. Theidea of the uncertainty isfurther underlined by Estragon’s
unsurenessabout the colour of hisboots.

Throughout this exchange Vladimir has been patiently leading his friend towards
what he hopes (vainly, as it turns out) will be an incontrovertible demonstrationof the
fact that they were in very truth at the same spot the previous evening. Such small
insignificant and absurd situationsin their lifeenable the two to have the
"impression” that they exist, The use of the word 'impression’ gives afeeling of
vaguenessabout their existence; "the impression” meanswe believe that somethingis
the case, often when it isnot actualy so. Such istheir life,

In line with the motif of uncertainty (and vaguenessabout theidentity of Godot, the
exact time and place of their appointment with Godot) is their indefiniteness about

" the boots which Estragon had left behind when the curtain went down on thefirst
Act. Further, the boots, which Estragon now finds "'too big," reinforcewhat Lucky's
gpeech had stated about human life. About the boots Beckett wrote *o Duckworth:



Waitingf or  Godot

- 30

"The second day boots are no doubt the same asfirst and Estragon's feet wasted,
pined, shrunk and dwindled in interval;' as Lucky'sspeech had warned. Thisevokes
further questions. How doesit happen overnight? Istherea longer interval between
thetwo Actsthan isindicatedin the play? Isthe 'Next Day' being used
metaphoricalyrather than literally?

Desiringto rest now Estragonangrily puts an end to discussion about the boots. He
soon fallsaslegpin afoetal posture while Viadimir sings lullaby in aloud voice. The
whole sequence brings out mother-child relationship between the two tramps, (cf.
Shoesshould beaired.) Thisisreinforced by Viadimir's |aying his coat across
deeping Estragon's shoulder and his materna assuranceto the scared 'child

(Estragon), when the latter "wakes with a start,” and, "' casts about wildly."” (p.70).

Tired, Estragon suggeststhey leave, but isreminded by Vladimir that they are
Wdi tingfor Godot. He also complainsabout the night that does not fall. Night
which will bring only temportary relief followed by along period of despair, thenext

day.

Vladimir rebukeshim for always complaining about things. To be able to passtime
and fill the void, the two, now, decideto re-enact the Pozzo-L ucky drama, with
Vladimir choosing to play Lucky. He asks Estragon to curse him, as Pozzo cursed
Lucky earlier in the play. Estragon beginswithmild oneand later callshim
""Gonococcus! Spirochaete!™ (p.73). In ahuff Estragon exits left but rushes back to
Vladimirfearingthearrival of histormentors. He, however, is uncertain about their
identity and their number. Vladimir, nonetheless, assures Estragon that it is Gedo,
and that they are saved. Estragon next rushesto the right and finds them coming
theretoo. Itisa"noexit" situationfor him when Vladimir tells him: Thereis no way
out there.

Beckett thus humorously exploitsthefact of beingin athestre. Fletcher remarks,
"the stage, in Beckett, hasa particular reality, It isnot afacsimile of amiddlieclass
living room asin a'drawing room comedy', but aplacein itsownright.... The
stage isan emblem of the notion of imprisonment."

In yet another exampleof Brechtianinfluence, Vladimir gestures towardsthe
audienceand remarks: There! Not a soul in sight! The statement further bringsinto
focusthe existentialist themein the play.

Vladimir suggests Estragon to disappear, whereon the latter attempts to hide himsalf
behind thetree, but fails. They now stand back to back to watch out for the 'coming'
people. Once again they suggest to play gameto passtime. Now they decideto
abuse each other.

They call each other moron, vermin, abortion, sewer-rat, morpion, curate, etc.

" EstragoncallsVladimir “Crritic™ and silence's him. Beckett, the creative writer

seems censoriousof critic, using the term opprobriously. Using "critic” asan abuse
seemsthe ultimate. Besides, from a highly formal note, their banter degeneratesinto
personal abuse.

Soon they makeit up. Vladimir acts maternally once again and inviteshim to his
'breast’. They, onceagain, lapseinto amusichall crosstalk, and then decide to do
their exercises, including deep brcathing. Estragonhowever istired breathing. A
seemingly innocuousremark, once more, points at the existentialist dimensionsof the
play and expresses Estragon's sense of futility of living. He shouts for God's pity and
isjoined in by Vladimir.

Pozzo and Lucky enter, Pozzo is blind and isnow led by the latter Lucky. Rope has
become much shorter. Thistoo fitswell in the scheme of things where humans
shrink and dwindle. With distance between the two reduced, they seem to have come




closer to each other, existentially, too. One may ask: Has Pozzo, the master, become Critica Andyss-11
his servant's dependent? Are the roles reversed?

Pozzo-Lucky couple here seemsto illustrate Gloucester's linein King Lear, "Tis the
time's plague, when mad men lead the blind."

Lucky and Pozzo fall and shout for help. With their arrival, Vladimir hopes, they
will be ableto see the evening out. While these two discuss whether to help the
fallen Pozzo or not, the latter keeps shouting for it. VIadimir does not wish to waste
time in idle discourse and wishes the two of them to avail of the chance to help
Pozzo, asarepresentative of "manltind"”, the*'foul brood to which acruel fate has
consigned us™. (p.79).

Lost in diatribe against fate and humanity, Vladimir, goes tangential and does not
hear Pozzo's cries for help. In this "immense confusion™, that the world is, he finds
only one thing certain that they are Véi ti ng for Godot.

Vladimir is conscious of the unavailing nature of the gamesthey play to fill the void
while Waiting for Godot. It's asort of self-deception.Vladimir looks at the chance to
help Pozzo asa"diversion” in the midst of immense confusion, in the midst of
nothingness.

Vladimir, finally, tries to pull Pozzo to feet, but fails and himself falls. He too shouts
for help now. After along dilly dallying Estragon extends a helping hand to
Vladimir, but hefalls on the " sweet mother earth,” where he wantsto have alittle
nap. "Thismultiple fall Beckett sees as 'the visual expression of their common
situation and as being related to the threat in the play of everything falling” (Fletcher,
p. 68).

Disturbed by Pozzo's cries, Estragon suggests Vladimir to silence him by kicking
himin the crotch, which he does. Crying with pain Pozzo crawls away. Onceagain
they invite Pozzo, who does not respond. They call him Abel, and Lucky Cain, and
imaginethe blind Pozzo to have the power to see into the future.

Together they hoist Pozzo, his anns around their necks. They cart him around, for a
while. Vladimir usesLatin Memoriapraeteritorum bonorumto describe Pozzo
thinking of his past happiness. The two tramps, you will observe, can quote the
Bible and Shakespeare, and speak Latin. How lightly they carry their erudition! Is
Beckett ridiculing scholarly pursuit in much the sameway asheridicules a critic's
vocationin Godot?

Speaking of hisblindness Pozzo informs them that he " wokeup onefineday as blind
as fortune" (86). Pozzo questions them about their whereabouts and asks, "isn't by
any chance the place known as the Board"--a humorous reference to thesatre. .
Vladimir's faithful description of the stage and its properties, and Pozzo's response
theretoon p. 87: "Then it's not the Board," isreminiscent critics initial reactions to
Beckett's avant garde theatre. It also shows how Beckett was able to anticipate
critics response to Godot.

Pozzo enquires about his menial and suggests ways of awakening him from hissleep,
which will provide Estragon an opportunity to "*revenge™ himself, Finding Lucky

- breathing, Estragon begins to kick him, but in turn he hurts himself and comes
limping and groaning. Pozzo who had till now not recognized Vladimir and Estragon
doesso now, and getsready to leave. Lucky we learn carries sand, asymbol of

burden and of time (in hour glass), in his bag.

Pozzo, in hisblindness, has acquired a new insight into the meaning of life and
human existence, which underlines the absurdity of life, Lifeis amere series of
meaninglessrepetitious activities. Journey from womb to tombisfull of miseries. _
Delivery isno deliverance. 3
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Pozzo'slast word "On!" as he leaves the stage, (on p. 88) now closely tied to Lucky,
is leading them both to death. That "On!" isitself tied to Pozzo's most important last
words. " They giveus birth astrideof a grave...”, which make thefirst significant
existentialist statement on human life.

After Pozzo and Lucky leave Vladimir makes comments on his own condition, on the
criesof tormented man and innocent babe, on watchers and watched, on those awake
and those asleep. A seriesof seeming balancesand anti-theses, and
complementarities, but again the emphasisis on death. He repeats Pozzo's words,
"Agtrideof agrave. . . putson the forceps” (p.89). He uses the imagery of achild
birth by forceps: Obstetrician becomes grave digger, and forceps correspond to
shovel. Vladimir'sjourney isdower than Pozzo's, the crucial word is"lingeringly".
Hisis along day'sjourney into night--so painful that he says, "I can't go on!"

In arepeat of thefirst Act we havethe Boy. Vladimir, unlikein Act |, asks the Boy
no questions. Instead he makes statements. For thefirst time VIadimir askshim
about Godot, andif he hasabeard. TheBoy replies, "l think it iswhite Sir"
According to Beckett, the whitenessshowsthat Godot is very old: if he wereless
experienced there might be some hope" (Fletcher, p. 70).

Under these circumstances, VIadimir asksfor God's pity for both, and possibly for the
entire humanity. Disappointed with Godot’s non-arrival and the futility of wait they
think of leaving, bowing they can't go far away from here as they will haveto come
back to wait for Godot the next day. Estragon proposes'Let's go," but "*they do not
move." The patternisrepeated. It further reinforcesthe static nature of action in the
play. They have nowhereto moveto. Itisall alandscape of barrenness and despair,
of Dr. Faustus:

Faustus: Whereare you damn'd?

Mephostopheles: Inhell.

Faustus: How comesit then that thou art out of hell?
Mephostopheles: Why, thisishell, nor am | out of it. (I, iii, 75-78).

Nor are the two trampsout of their hopelesssituationin life.

34 LETUSSUM UP

Vdi tingfor Godot isaplay with a differenceand so it has been called an avant garde
play. Inunits2 and 3 we have analysed the play covering both the acts, highlighting
scenes, sequences, characters, language and issues that the play raises.

35 GLOSSARY

MuscHall:

Variety entertainment of songsand comic turns at which the audience could buy
drink. It developed from thetavern entertainments. Gradually with changesin the
theatrical licensing laws, the pub connection vanished though it was normal for there
to be barsaround the main music hall so that the entertainment could be combined
with alcoholicrefreshment. The programmesof the music hall inits heyday were
really 'variety' showsin nature. Songs and comedy were accompanied by acrobats,
animal acts, and even interludesby legitimate actors, ballet dancers etc. The 1960s
have seen something of arevival, however, starting, just where music hall did
originally, as free entertainmentin bars of working class public houses.



CrossTalk:

In 'cross-talk' two comedians swap gags or fail comically to understand each other.
Nowadays it isno longer aliving form of entertainment. Usually, of the two
comedians, one is a'straight' man and the other a'funny' man. The comedy arises out
of comedian'A’ trying, for instance, to explain to ‘B, the complexities of the traffic
system Or income-tax rules, and feign exasperationsat thelatter'scomic propensity
for getting the wrong end of the stick. An echo of this sort of comedy can be heard
frequently in the quickfire exchanges between Vladimir and Estragon in this play.

Myth of Sisyphus:

In Greek mythology son of Aeoluswhence heiscalled Aeolides. He was mamed to
Merope, adaughter of Atlas, became by her the father of Glaucus, Ornytion,
Thersander and Halmus. In later accounts heis called ason of Autolycus, and the
father of Ulysses by Anticlea; whence we find Ulysses sometimescalled Sisyphides.
He issaid to have built the town of Ephyra, afterwards Corinth. Asking of Corinth
he promoted navigation and commerce, but he was fraudulent and avaricious. His
wickednesswas punished in the lower world, where he was condemned forever to
roll uphill amarble block, which as soon as it reached the top awaysrolled down

again.
Vaudeville:

Moreor less the American equivalent of British music hall, vaudeville consistsof a
seriesof comic, musical, acrobatic actions, deriving from the rough vulgar beer. hall
entertainmentsof the middle 19th century. The heyday of vaudeville was almost
exactly contemporary with that of music hall, from the early 1890sto the mid 1920s;
and in Americaas in Britain, it was ousted mainly by the cinema, particularlythe
talkies.

Existentialism -

May be defined as a school of thought based on the conception of the absurdity of the
universe and the consequent meaninglessness and futility of human life and action; as
Sartre has put it--all human activitiesare equivalent, all are destined. . . . to defeat.
One of the basic tenets of Sartre's existentialism, is that man can shape hisown
destiny by the exercise of hiswill in the face of the given set of potentiaitieswhichis
hislife. Themain premissisthe concrete fact that man exists; predeterminationis
denied. Man has freedom of choice and action; and each man's actions, while
subjectively inspired, influence other people, so every individual isresponsibleto
humanity as a whole. No dogmatic solutions of the eternal questionsof ultimate
originsor endings are offered. A man can choose hisfaith. An existentialist, says
Sartre, can be Christian or atheist.

(From Everyman's Encyclopaedia)

Adamov, Arthur (1908-70) French playwright of Armenianorigin. Adamov's
twentiesand thirties, were marked by loneliness and neurosis, chronicledin L'4veu

(The Confusion, 1946) and L'Hommie et L'Enfant (Man and Child, 1968). He began
writing plays after the Second World War. The masterpieceof thisperiod is
Professor Taranne (1953). In 1955 when the theatre of the Absurd, with which his
name had been linked, was becoming well known, Adamov'sPing Pong heralded a
movetowards amore politicized theatre. Hisother plays are Paolo Paoli (1957) Off
Limits(1969) If Summer Returned (1970).

Balzac, Honore'de (1799-1850) depicted French society with utmost realism. His
greatnesslies in his ability to transcend mere representation and to infuse his novels
withakind of "suprarealism”. Another aspect of Balzac's extremerealismliesin his
attention to the prosaic exigencies of everyday life.

Critical Analyss1
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Bertolt Brecht (1898-1956). During his early period in his career Brecht trained
actorsand began to develop theory of dramatic techniqueknown as epic theatre.
Rejecting the methods of traditional realistic drama, he preferred aloose narrative
form in which he used distancing devices such asasides and masks to create a
historical frame around the action. The technique prevents the spectator from
identifying with the characterson stage. Thisisknown as alienation effect.

Camus, Albert (b. Mondovi, French Algeria, 1913, died France, 1960). Hewasa
philosopher, novelist, and playwright. He believed human beings are not absurd and
theworld is not absurd, but for humansto bein the world isabsurd. Attracted by the
theatre, he organized the avant-gardedrama group Theatre de Equipe in 1935 and
worked with it until 1938. Among hisimportant plays are The Misunderstanding,
Caligula, Sate of Sege, 1948, The Just Assassins1950. His Tie Myth of Sisyphus,
1955, brought immediate recognitionto him. In 1957, Camus was awarded the
Nobe Prizefor literature, no mean achievement for a person born of humble parents-
- an itinerant agricultural labourer for father and acharwoman for mother.

Heidegger, Martin (1889-1976), German philosopher, who devel oped existential
phenomenol ogy.

In Sein und Zeit (Beingand Ti n&, 1927), Heidegger was concerned with the
philosophical question: What isit, to be? What kind of "being" human beingsare?
They are, he said, thrown into a world that they have not made, but that consists of
potentialy useful things, including cultural aswell as natural objects. Heidegger
posited a fundamental relation between the mode of being of objects, of humanity,
and of the structureof time. The individual, accordingto him, is however, alwaysin
danger of being submerged in theworld of objects. The feeling of dread (Angst)
brings theindividual to a confrontation with death and the ultimate meaninglessness
of life, but only in this confrontation can an authentic sense of Being and of freedom
be attained.

I onesco, Eugene (b.Romania, 1912, naturalised French citizen). At aperformance of
an lonesco play, there is a considerablelaughter in the audience: it is man laughing at
his own emptiness, hisown triviality. lonesco'sfirst few plays are The Bold Soprano
and La Lecon (TheLessons, 1950), Rhinocerosand Anedee 1953. He calls his plays
"comic dramas' or "tragic farces," because the elements of the comic and tragic are
not fused. For lonescothey co-exist, and each stands as a criticism of the other. In
1981, anew play Voyages Chez Les Morts (Journeys to the Homes of the Dead)
recaptured the hallucinatory quality of early work.

Kierkegaard, Soren Aabye (1813-1855), Danish religious philosopher, whose
concern with individual existence, choice, and commitment profoundly influenced
modem theology and philosophy, ezpecially existentialism. He applied the term
existentia to his philosophy because he regarded philosophy as the expression of an
Intensely examined individud life. Kierkegaard stressed the ambiguity and
paradoxical nature of the human situation. The fundamental problems of life, he
contended, were to defy rational, objective explanation; the highest truth is
subjective.

F
Kierkegaard maintained that systematic philosophy not only imposes afalse
perspective on human existence, but that, it also, by explaining life in terms of logical
necessity, becomesa means of avoiding choice and responsibility. Individuas, he
believed, create their own natures through their choices, which must be made in the
absenceof universal, objective standards. The validity of a choice can only be
determined subjectively.

Sartre, Jean Paul. First gavethe term existentialismgeneral currency by using it for
his own philosophy. Sartre's philosophy is atheistic and pessimistic. He declared that
human lifeisa"futile passion." Sartre, nevertheless, insisted that his existentialism IS



a form of humanism, and he strongly emphasised human freedom, choice and Critical Analysis-IT

responsibility. Much of Sartre's work focuses on the dilemmacf choice faced by free
individuals and on the challenge of creating meaning by acting responsibly in an
indifferent world. In stating that "man is condemned to befree," Sartre remindsus
of the responsibility that accompanies human decisions.

36 QUESTIONS

1 What changes have Pozzo and Lucky undergoneduring the course of the
play? |
f
2. Do you observe any difference in Pozzo's demeanourin Act 11? Doeshe f

seem to be more serious and more philosophical than heisin Act 1?What do i
you think isthe reason for it, and what is its significance? |

3. Do you see any change in the language of Pozzo compared to that he usesin
the first Act?

4, Doesthe language used in Act II expressthe sense of metaphysical anguish
moreexplicitly than it did in the first Act?

5. What difference do you see in the relationship between Lucky and Pozzo? Is
thereareversa of rolesin Act I17?

6. How far, do you think, is Act 1T arepeat of Act I? Do you see any
development in terms of plot, theme and charactersin Act 11?

1. How does the ending of Act IT compare with the ending of Act 1? Doyou

fmd I)h% end of Act IT more optimistic or pessimistic than that of Act |? If so
Ive examples.
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40 OBJECTIVES

The objectivesof thisUnit are to discussin detail various aspects of Waiting for
Godot,

41 INTRODUCTION

A reading of thefirst three Units should have by now given you an idea of what the
play isabout. In thisUnit we propose to discuss Godot (i) asatragicomedy, (ii) asan
absurd play, (iii) asan existentiaist play, andfindly, (iv) its structure.

42 GODOT ASATRAGICOMEDY

Aswe pointed out earlier, Beckett, in hisEnglish trandation, calls Godot a
tragicomedy, while in the origina French it ismerely a"piece en deux actes."
Waiting for Godot isatragicomedy because it combinestragic and comic elements.

Jacobsen and Mueller point out the " constant simultaneity of tragedy and comedy" in
Godot. If accordingtothem, its barrenness situates the tragedy, then its construct
makes possiblethe comedy. David Grossvogel speaks of "part-tragedy, part comedy”
in theplay.

Let usfirst seewhy Waitingfor Godot isnot atragedy, in spite of undertones of
tragedy init.



Waiting for Godot cannot be called tragic in the traditional or any other sense because
it lacks the kind of sublimity which isbelieved to be the common attribute of most
tragedies. Yet we observe that Godor depicts adespair which in view of the
slenderness of hope in it, is nothing short of "heroic," heroic in the manner of "robust
optimism." Estragon and Vladimir will come back and wait for Godor day after day,
although through their daily experience, they should know in their heart of hearts
(See Vladimir'sresponse to the Boy'sarrival on the second day--he seems to be able
to anticipate the message from Godot "Here we go again”) that Godot will never
come, thereisreally little hope which they can look forward to. Besides, it won't
help even if he comes and is willing to grant their request, for they did not ask him to
do anything tangible for them. What they said to him was only "a sort of prayer, a
vague supplication” (p. ).

There isalso something very moving in the plight of Estragon, who sleeps, asthe
Boy tellsVladimir that Godot won't come even that day. Hisbeing beaten by the
mysterious persons, in Act |, in addition to the kick from Lucky underscores his
unenviable position fate has consigned him to.

In the Second Act Pozzo has al but disintegrated. He, thus, acquires anear tragic
status. Hispitiable criesin thesecond act are in stark contrast to hisdemeanour in
Actl. Hiscriesof "help" however, do not remain specific but also symbolize human
suffering. The tragic element is moreexplicit in Pozzo-Lucky relationship. Pozzo,
like Marlowe's Tamburlaineis, in Act I, arrogant and domineering, treating Lucky as
beest of burden. (Tamburlaine too yokes his vanquished Asian potentates, to chariot,
and compelsthem to pull it.)

All through the play Vladimir has behaved as a sober, level-headed person capable of
enduring hopel ess agony patiently. In the second Act even his pain seems beyond
endurance, aswe see in his soliloquy in which he repeats a sentence of Pozzo,
elaborating it so as to give it an altogether new significance:

Astride of a grave and difficult birth. Down in the hole, lingeringly, the
grave-digger puts on theforceps. We have timeto grow old. Theair isfull
of our cries (he listens). But habit isa great deadener.

Vladimir and Estragon create a situation of pathos. Itis their dissimilarities--and also
their deep sense of mutuality--which bind them together, The relation between them
isso profound that it evokes in the spectators and readers a sympathy for them.

Vi ting for Godot isalso adramatic statement of the human situation itself. The play
isametaphor of one'stragic awareness of one'sown self. The self that is caught up
in the endless process of decay and destruction.

In spite of atragic scenario building up, the play successfully avoids being a tragedy.
How isit achieved by Beckett? Let ussee.

Beckett deals with such atragic situation of human life comically, and thus offers us
asubdued form of comedy to illustrate Nell's profound dictum in Endgame;

To (be'able to) laugh at our misery is the only way we have found of coming

| to terms with'it.

You must have observed that the two trampsinvent various games to fill the "void"
that their life is. This is amply illustrated by Vladimir and Estragon when they make
such statements: "', , . we are inexhaustible" (62) and "We always find something. . .
to give us the impression we exist?" (p.69). Thisinnovativeskill of theirs keeps them
going in aworld which otherwise isvery stifling.

Further, Beckett uses various devicesto camouflage thetragic nature of their
stuation. Lawrence Graner is Of the opinion that Waiting for Godot isaresolutely

Themes and Issues-I
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comic play, its comedy is borrowed from the most direct of all forms of humour, the
circus. As hasaready been pointed out in Unit 1 Section 'Distinct features of the
play," Waiting for Godot has many touches which are genuinely comic, whether
because of wit of thedialogue or the humour of character or situation or mime. There
isalso comedy on the lower plane, comedy of thetype seen on the music hall stage.
Quite understandably this occasionally degeneratesinto the farcical, or it would be
more correct to say that it assumes the aspect of the Absurd. Often, of course, the
comedy is not unalloyed with more seriousimplications, so that the total atmosphere
iscloser to "dark-comedy.” The witisat timesa cover for amore profound response,

Estragon'smime when he struggles to take off his shoes and gives up in frustration, is
soon followed by Vladimir's Chaplinesque gait and his cry of pleasure. Thetwo
emotional states areat variance. Either thetwo do not feel together or they
misunderstand each other, at timesdeliberately. Again, Vladimir utters characteristic
feminine banalities"Boots must be. . . ,* and "There's man all over for you,..." The
two statements, we note are maternal and "wifely," respectively. The question that
needs to be asked is whether these linesare solely pathetic, comic, or amixture of the
two. It appearsthey are both. The pieces of mimeare funny, but moving too.

Throughout the play thereis a sort of tragi-comic double vision--in a single utterance
and action. Tragic and comic feelingsare visually underscored by mime. For
example, Vladimir is determined not to hear Estragon’'s nightmares. The latter pleads
with himin vain to listen to him, saying that there is nobody el se to whom he may
communicate his private nightmares. When Vladimir is umelenting, Estragon turns
thetableson him by implying that Vladimir isafraid of listening to his dreams
because he finds it impossibleto cope with another nightmare,.the Universe, in which
he himself is placed:

Estragon | hed a dream.

Viadimir Don't tell me!

Estragon | dreamt that . . .

Vladimir Don't tell me!

Estragon (gesture towards the universe) : Thisoneis enough
for you?

Here, Estragon’s buttonholing of Vladimir isquite comic; his dream istragic; and,
referenceto the Universe makesit existentialist, simultaneously. Notice how the
three elements interpenetrate each other.

Further, sometimes the wit arises from the fact that one of the speakers, either really
mistakesthe meaning of the other, or pretendsto do so; i.e., the speaker putsa
construction on the words of the other. Thus, when Viadimir wishes to tell Estragon
that he has done"enough™ of begging and must stop it now; the latter appliesthe
word to the five francs he has asked for from Pozzo, rather than to his own beggar
like behaviour, whichis actually intended by Vladimir. Look at the exchange
between Estragon, Pozzo and Vladimir:

Estragon Even ten francs could be welcome.

Viadimir We are not beggars.

Pozzo ... Butisit enough, that is what tortures me, isit
enough?

Estragon Evenfive.

Viadimir fTo Estragon, indignantly) : That is enough!

Estragon couldn't accept less.

Pozzo Isit enough?

See how Estragon deliberately misunderstands the word " enough™ and adds to the
comic effect of the situation.



Another example of farcical situation is when Pozzo, not knowing the reason why” Themesand |

Vladimir has gone away, says to Estragon that VIadimir ought to have waited.
Estragon, who knows why Vladimir couldn't have waited longer (since he was feeling
the pressureof a full bladder), makesa witty comment on it.

Estragon Hewould have burst.

The useof theword 'burst' combines, both the farcical and the pathetic elements--as
Vladirnir suffers fi-om enlarged prostate gland.

During the course of the play the ways by which the two tramps pass time seem
funny a first sight, yet we feel that al of us at sometime or the other, passour lifein
such transparent deceptions. We, thus, seethat Beckett uses various devicesto
subsume the tragedy of life by interlacingit with comedy.

43 TRAGIC, COMIC, ABSURDIST AND GODOT

Let us seeto what purpose Beckett uses the tragic and comic elementsin the play,
and how effectiveis their "commingling" in portraying Man's valiant attempts to face
up to the absurdity of life.

Explaining the absurdists' resistance to "the traditional separationof farce and
tragedy,” Oliver |. William states that "the subject of the farceisthe same as that of
tragedy: the terrible or comic discovery of man's absurdity, ignorance and impotence.
The essentia difference between the two formsisone of quality: farce arouses
laughter and tragedy draws out tears--tragedy awakens our sympathy, while farce
dispelsour sympathy and frees our crudty..' William goeson to add that the
absurdists, as Euripides once did, "comminglethe qualitiesof farce and tragedy,
making us laugh at that which hurts us most, making us weep a that which is most
foolishin our nature." Most absurdistsare best describedas “ironists.”

The absurdists' picture of life--reasonable though it is-isnot avery popular view. A
confrontation with the absurdity of one's condition is an inescapable prerequisiteif
one hopesto live sanely. William asks how then to administer this view to an
audience optimistically rooted in the certainty of faith--beit a God, or culture, or
even in potency of their own individuality. The answer, according to him, issimple:
pretend to give them something else. Make the play as amusing and sensational and
surprisingas possible but bury the message in symbols. Theironic approachto life
and dramatic action i sjustified rhetorically since mogt of the audience findsiit
difficult to equatethe farcical cavorting with anything asdisturbing as absurdity.
Furthermore, this approach isalso justified thematically since the absurdist thinks of
life in the light of a tragic joke or comic tragedy.

4.3.1 Godot and theTheatre of the Absurd

In section (i) Unit 1," Vi ti ng for Godot and the Theatreof the Absurd' we have said
that an absurd play reflects the arbitrary and irrationa nature of life, usually through
an arbitrary structure. Let uslook at Godot as aplay writtenin the "tradition” of the
Theatre of the Absurd.

What do we mean by absurd?

In philosophy, the term absurd means out of harmony with reason, or plainly opposed
to reason. The word is a compound of the Latin prefix ab meaning 'from' and the
Latin adjectivesurdus meaning irrational. Thus, philosophically the term appliesto a
vision of the condition and existence of man, his place and functionin the world, and
his relationshipwith the universe. Theideaof the absurd condition of man has arisen
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mainly from the need to provide an explanation of an's purposeless existence in a
world which seems to be devoid of any meaning.

According to William, "The absurdist playwrightsbelieve that our existenceis absurd
because we are born without asking to be born, we die without seeking to die. We
live between birth and death trapped within our body and reason, unable to conceive
of atimein which we were not, or atime in which wewill not be--for, nothingnessis
very much the concept of infinity: something we perceive only in so far as we cannot
experienceit. Thrustinto life, armed with our senses, will and reason, we fed
ourselves to be potent beings. Y et our senses give thelie to our thought and om
thought defies our senses. There, ultimately, comes a sense of helplessness and
impotence--something, which the plays of Beckett also deal with.

What do the absurdists deal with?

The Absurdist playwrights deal with purposelessnessof life and human existence
which they find out of harmony with its surroundings. The Absurd Drama asagenre
is based on the tenets summarised by Albert Camus in his essay "The Myth of
Sisyphus' (1942). The situation of Sisyphus(see NotesUnit 111), for ever rolling a
stone up ahill, for ever aware that it will never reach the top is a perfect metaphor for
the play Waiting for Gedot too.

Such afutile action symbolises all human effort on earth. Awareness of this lack of
purposein all we do produces astate of metaphysical anguish which is the theme of
writersin the Theatre of the Absurd. Thisideaisallowed to shape the form aswell
as the content of the plays; all semblance of logical construction of the rational
linking of ideasin an intellectually viable argument, is abandoned, and instead the
irrationality of experience is transferred to the stage.

So, in Véi ting for Godot everything can be looked up asa metaphor for the human
situationat its most 'absurd." Godot could betaken for anything or nothing.
Similarly with regard to Vladimir's and Estragon's journey through time, it is
pointlessto consider whether it is better to travel hopefully than to arrive, because
arrival isnever seriously in question and even hope is scarcely possible.

Just as we quizzically question the purpose of life, so do we question the playsof
Beckett and what they are about. Usually they leave the audience with a vague sense
of uncertainty about the theme of the play. Indeed, Beckett himself has made gentle
fun of spectators eager to know what his plays mean or who is Godot? In his third
full length play Happy Days, he has his heroine Winnie (who isthroughout the play
largely buried inamound of earth, first up to her waist, then up to her neck) take
exception to the comments of a couple of passers-by who want to know 'What's the
idea?. .. stuck up to her diddles in the bleeding ground? What doesit mean? What
IS it meant to mean? To herself obviously, she does not mean anything. shejust is.
And in all of Beckett's plays we find a similar avoidance of exact definition. Itis
because either Beckett himself does not know, or isnot willing to define for himself,
who Godor is, what Winnie means, what is the significance of master-servant
relationship in Waiting for Godot and in £ndgame, or any other of the questions
which arise while watching his plays. Beckett'sattitude to the sense of uncertainty
that he sees around himself isreflected in aremark that he made about himself: ". .. |
have never in my life been on my way anywhere, but smply on my way." Hislife
seemed open-ended, as are his plays.

We will discussthe structure of Godot later. Here, however, let us see how the
structure of the play and the idea of "absurd’ form the warp and woof of the play.

Beckett rejects the received logic of form and conventional structure, so that both
form and content support the representation of what may be called absurd
predicaments. In fact, as Beckett reminds us, in art matter and form must be the same
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may seem, isrepresentative of irrationaity and the messcalled life. That iswhy it
makes sense or has alogic of its own in the ultimate analysis.

But one must ask whether the writer of the absurdist play does believe in the total
meaningless of life and human existence. If the author weretotally convinced of the
meaninglessness of life, why would he go on living? Also, wouldn'tit be pointless to
go on writing about the act of living? The mere fact of writing is an expression of
meaning by imposing some kind of an order or value on experience. AsEric Bentley
remarks, "Artistic activity isitself atranscendence of despair, and for unusually
despairing artists that isno doubt chiefly what art is. atherapy, afaith.”

Therefore, paradoxical as it may seem the very act of writing about despair or the
mess of life, is an attempt by the absurdist writer to impose an order on 'disorder.'

4.3.2 Theatreof the Absurd and the Audience Response

Writing about the absurdity of life and theatre Martin Esdlin states that the theatre of
the' Absurd has renounced arguing about the absurdity of human conditions; it merely
presentsit in 'being--that is, in terms of concrete stage images of the absurdity of
experience. Besides, the audience is often confronted with characters whose motives
and actions largely remain incomprehensible and ridiculous, henceit is amost
impossible to identify with them, even when the subject matter itself is of a serious
nature. Then, how does the playwright elicit empathic response from the audience?

The playwright uses various devices to achieveit: it is done by actual separation of
the speaker from his words, by burking and hiccuping to defeat heroic proportions the
character may assume, by direct address to the audience breaking the illusion of

being in a theatre, and by use of asides, etc. These make emotional identification with
the characters difficult. Instead, anew form of empathic response is produced--one
through direct experience and through the metaphor of direct expression. The
dramatists of the absurd, Beckett, lonesco, Genet and Adamov seek not so much to
create an initiation of absurdity asto conceive awork of art which when heard or read
will transport the audience into the very sense of absurdity--will draw them into the
very experience itself.

Hence, communicating an experience of being sums up the purpose of absurdist
drama.

44 GODOT ASAN EXISTENTIALISTPLAY

What is existentialism?

Existentialist thought starts from the view that in our age man no longer knows what
he essentially is. Existentialism portrays man as thrown into this world as a diseased
animal. Thevery fact of his being conscious is hisdisease. Existentialism isopposed
to all formsof utopian thinking. It constantly underlines human finitude, and the
misery and despair that dog human life from cradleto the grave.

What isvaluablein the existentialist thought is not the exaltation of the antirational--

“this isa negative feature of the thought. Rather, what is of great value is the
passionate insistence that human existence has many elementsthat cannot be fitted
into the tidy logic of philosophy. Or as Ernest Hemingway states. "thereisn't always
explanation for everything." Existentialism, however, hasfounded alogic of persons
in addition to thelogic of things.

According to Katharine M. Wilson:

Themes and | SSUE
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Waiting for Godot exactly fulfils Sartre's definition of an existentialist play as

one which sets out to present the contemporary situation in its full horror o
that the audience, findingit unendurable, may feel forced to remedy it.

Eric Bentley talking about man's hopeless positionin a universe devoid of meaning
and purpose, asreflectedin Godot observesthat:

Samuel Beckett's point of View seemsclose to that of Anouilh or Sartre.
Waiting for Godot 1S, S0 t0 speak, aplay that one of them ought to have
written. It is the quintessence of "existentialism™ in the popular, and most
relevant sense Of the term--a philosophy which underscores the
incomprehensibility,and, therefore, the meaninglessness of the universe, the
nausea Which man feels upon being confronted with the fact of existence, the
praiseworthiness of the act of defiance man may perform--acts which are
taken, on faith, as self-justifying, while, rationally speaking they haveno
justificationbecausethey have no possibility of success.

Waiting for Godot is also about the emptiness of modern world that does not know
that itisempty. What isincomparable in thisgreat solitary play isitsinsistence upon
sending us back to the darkest part of the spirit that created it and upon permitting
illuminations only through darkness. In Godot the characters like Vladimir,
Estragon, Lucky and Pozzo are seen struggling with the irrationality of experience.

CharlesMcCog urges that we distinguish between "nihilistic existentialism" of Sartre
and Chrigtian existentialism of Kierkegaard, and insists that the latter offersone of
the essential keysto Beckett'splay. Martin Esslin also |eans strongly towards
Kierkegaardas a shaping influence on Beckett. Yet he insists elsewhere on the
Sartrean (nihilistic existentialism) side of Godot. Although Beckett himself isnot
awareof any such influence, hiswritings might be described as a literary exposition
of Sartre's existentialism. 1nthe play thereisaperpetua series of rebounds, in which
man i s constantly thrown back into his solitude. All of Beckett's charactersarein
essencesolitaries. for Beckett, manisnot or never willingly, a social animal.

In Waiting for Godot the non-action of futile waiting by the two tramps is enacted
twice. In the play we are not told who Godot isand what the two charactersreally
expect himto do for them. They keep on Waitingfor Godot, but Godot never comes
to meet them. Theplay, therefore, shows how man isthrown back into solitude ad
non-action. The two tramps Waiting for Godot may be representing human beings
whose waiting may thus be humanity'svain hope of salvation or as others cdl it
"hopelessly hoping."

The final night makes all waiting unnecessary. The way the two tramps passtimeis
indication of boredom and triviality of human activities, the lack of significancein

life and the constant suffering which existence is. Suffering, as per existentiadismis
an inseparable part of human condition. It remainsunmitigated: "The tears of the

world are a constant quantity” ( p.33), or, mark, "No use strgggling ... the essential
doesn't change" (p.21). Vladimir and Estragon suffer intensely and incessantly.
Vladimir cannot laugh without suffering excruciating pain " One dare not even laugh"
(p.5). In ActII both Pozzo and Lucky have suffered great physical affliction.’ There
doesn't seem to beany reason for it al.

The hope of salvation may be merely an evasion of the suffering and anguish that has

sprung from facing the reality of the human condition. Martin Esslin is of the view .,

that "there is here a truly astonishing parallel between the existentialist phi Iosoph%/ of
Sartre and the creativeintuition of Beckett. 1f, for Beckett asfor Sartre, man has the

duty of facing the human condition as arecognition that at the root of our being there

is nothingness, liberty, and the need of constantly creating ourselvesin asuccession
of choices, then Godot might become an image of what Sartre calls "bad faith."



44.1 Estragon and Vladimir as Existentialist Characters

Writing about Existentialism and Wi ti ngf or Godot Andre Gunthershas givena
somewhat hopeful and positive interpretation of man's existentialist existence. In the
twentieth century there appears to be nothing to do any longer since"actions' have
become more and more questionable. . . because millionsand millions of people who
aein fact ill active, increasingly feel that they are acted upon: that they are active
without themsel ves deciding on the objective of their action, without even being able
to discern the nature of their objective or because they are awarethat their activity is
suicidal in itsobjective. In short, action haslost so much of itsindependencethat it
itself has become aform of passivity, and even where action isdeadly strenuous or
actualy deadly, it has assumed the character of futile action or inaction. That
Estragon and Vladimir, who do absolutely nothing, are representative of millions of
people, is undeniable.

In addition, Estragon and Vladimir lack firm outline about their character and
personality and we have only the scantiest biographical data. They aredefined not in
relation to time, place, or social circumstance, but in relation to eternity and to human
longings for asense of purpose. The problem of Vladimir and Estragon isthat they
aealive.. Like everyone and like Everyman, they are trapped between birth and
deeth. What is happening to them does not seem to be consequent either on a specific
st of circumstances (situations) or on their behaviour patterns (characters).

But they are so fully representativeonly becausein spite of their inaction, and
pointlessnessof their existence, they still want to go on, and thus do not belong to the
iragic class of those who consider suicide. And it isnot despite the pointlessness of
their life that Estragons and Vladimirs wish to go on living, but, on the contrary, just
because their life has become pointless, ruined by their habit of inaction or of acting
without their own initiative, they havelost their will power to decide not to go on,
their freedomto end it all, to terminateit.

It iswith thiskind of life, with man who continues existing because he happens to
exis, that Beckett's Godot deals. But it dealswith it in amanner basically different
from al previous literary treatment of despair. Estragon and Vladimir seem to be
saying, "Weremain, therefore we must be waiting for something.” And: "We are
waiting, therefore there must be something weare waiting for."

To characterize this mode of life in which man continues to wait merely because he
happensto be, French commentators have used Heidegger's term " Geworfenheit” (the
fact and state of having been "thrown™ into theworld). Quite wrongly. For while
Heidegger, in using this term, designates the contingency of each individual's being
jugt himself (and demands that each take possession of his contingent being in order
to makeit thebasis of hisown "design") the two heroes of Beckett's play do neither,
like the millions whom they represent. They neither recognize their own existence as
contingent, nor think of abolishing thiscontingency, transforming it into something
positive with which they can identify themselves. Their existenceisfar less heroic
than that meant by Heidegger, far more trustful, far more "redlistic.”

Vladimir and Estragon conclude from the fact of their existence that there must be
something for which they are waiting; they arechampions of thedoctrine that life
must have meaning even in a manifestly meaninglesssituation. To say that they
represent "nihilists" is, therefore not only incorrect, but the exact reverse of what
Beckett wantsto show. As they do not lose hope, are even incapable of losing hope,
they arenaive, incurably optimistic ideologists. What Beckett presentsi s not
nihilism, but the inability of man to be a nihilist even in asituation of utter
hopelessness. Part of the compassionate sadness conveyed by the play springs not so
'muchfrom the hopeless situation as much as from the fact that the two heroes,
through their waiting, show that they arenot nihilists. 1t isthisdefect which makes
them so incredibly funny.

Themesand | ssu
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The play seems to have been constructed primarily on sets of binaries. Beckett once
said, "It is the shape that matters." He wasreferringto aremark of St. Augustine's
"Do not despair one of the thieveswas saved. Do not presume: one of the thieves
was damned,” but it appliesto hisown play moreaptly. Referring to the two acts of
the play, Beckett maintained, "One Act would have been too little . . . and three Acts
would have been too much." The two Acts purport to dramatize two consecutive
evenings in thelife of itscentral characters. The play hasa symmetrical structure like
amathematical formula in which one side balancesthe other. This symmetryis
evident in the manner Beckett conceivesthingsin pairs: two Acts, two messenger
boys and two sets of characters, and each set a pair again--pairs of apparently
disparate constituents, yet complementary.

t us see whether structure of Godot 1 metrical or asymmetrica

As stated earlier the play hasa'symmetrical’ structure. The apparent symmetry of the
play islike the order that every human being attemptsto impose on the constant flux
of discrete phenomenaaround him. Y ou'll notice that everyday routine of ahuman is
apparently the same--but scratch a bit and the differences come to the surface.

Let uscompare the opening and ending of each Act, the sequence of eventslike the
entry of Pozzo and Lucky and the Boy, and the stage directions in the two Acts as
also the dialogues.

Do you find a symmetry--asimilarity—in the two acts?

Y ou will observe that both acts start with the union of the two tramps. Similarly the
ending of each act isalmost identical. Further thereisa repetition of certainincidents
in the second act; arrival of Pozzo and Lucky, coming of the messenger Boy towards
the end to announce that Godot will not comethat day etc. Such arepetitionstrikesa
bal ance between two acts.

Similarly in both acts Estragon handles food (p. 20, p. 68), plays with his boots (p.
11, 69), sleeps (p. 15, 70), in both actsthe two central figures contemplate suicide
(pp.17-18, pp. 93-94), etc. The comparisonof the eventsin the two Acts showsthere
isrepetition, but a closer reading will bring out the difference, which underscoresthe
asymmetrical nature of the structure of the play.

The following table will further illustrate the asymmetrical nature of the play's
structure:

InActl In Act II
Estragon accepts acarrot Estragonrejects aradish
Takes off his shoes Finds his bootstoo big
Nibblesachicken bone Recallsit asafish bone
Estragon rejects suicide Deferssuicide for want of a
as the survivor will be suitablerope
solitary
Tree- bare Has sprouted 4-5 leaves
Lucky isPozzo's slave Symboalically, Pozzois dave to Lucky
Boy arrives Boy denies heis the same who came the day
before
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Ad do not exactly repeat those of Act 1. You must also have noticed that the
punctuation of the last spoken lines of each act is different and the lines are switched
fromone tramp to the other. You may try to find more examples showing similarities
and dissimilarities in the two Acts.

Beckett was impressed by the syntactical balance of St. Augustine's statement
mentioned earlier. He isreported to have told MacGowran that St. Augustine's
remark isthekey to the whole play. Further, Beckett told Harold Hobson that the
production of the play should bring out stylized movement--a movement which relies
heavily on asymmetry.

The asymmetrical structure of the play helps achieve a disparity between thetwo time
scales. the human and the natural. Look at the stage direction that precedes
Vladimir's song at the beginning of ActII. It reads. ". .. thetree hasfour or five
leaves'--which denote cyclical phenomenon in nature, although we have just read in
the beginning of ActII: "Next day. Sametime. Saine place.” Does Beckett, thus,
seek to removethe play from its temporal locations? He has also stripped the stage

of physical detailsother than amound and a tree. Does Beckett underline the
difference between human and natural time scales?

It is these stage directionsthat initially connect the two acts.

Duckworth iscritical of Vivian Mercier who described Godot as aplay in which
"nothing happens twice."

Duckworth highlights the circularity of the whole structure; "the return to zero leaves
uswith an overall impression of themonotony and futility of the eternally repeated
ritual enacted on that deserted road. The symmetry, and the differences between the
two Acts--by which our interest has been kept alive--are quietly subordinated.

Beckett thus solves the immense problem of how to create repetitious inonotony
without being repetitious and monotonous."

Going a step further Duckworth also discernsthe Aristotelian elements or the
conventional structure in the play when he saysthat itisnot really trueto say that
"the categories of exposition, inciting moment, rising actions, turning point, falling
action, climax and conclusion are not observed in any strict sense” in Godot. These
categories do exist in each act--with the notable and inevitable exceptions of the
inciting moment (i.e. incitement to action), for, thisis theatre of situation, of inaction.
The order in which they (the categories) appear ischanged, however: exposition (of
underlying themes), rising action (in the sense of increased activity, especialy in Act
I, climax (arrival of Pozzo and Lucky), turning point (the boy, announcement that
Godot isnot coming), falling action. (IXXXIEX - XC, Duckworth).

How does the choice of two acts help in achieving dramatic interest in spite of
repetition?

It would be pertinent to recall here Beckett's statement that “One Act would have
been too little.. . . and three Acts would have been too much."”

According to Duckworth, the situation in Godot is one of monotonous sameness, and
Beckett had to suggest this perpetual recurrence in the most economical way possible.
Surely, one act would have been too little, three too much. Two isthe magic number
denoting continuous repetition--not just a single repetition, explains Duckworth. In
our everyday vocabulary (we use or repeat a word to convey a sense of continuous
repetition), it went on and on, it grew smaller and smaller, it went round and round
... forever and ever, etc. InActl, itishinted that exactly the same thing happened
beforethe beginning of the play; by the end of Act II we realize that the cyclic pattern
will continue like an unbroken circle until the end of time.
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Duckworth finds the structure of i ti ng for Godot "tight and economical" andis
critical of Hugh Hunt who opined that "Samuel Beckett in Vi ti ng for Godot . .,
symbolizes that chaotic state of existenceby a corresponding anarchy in the
construction of the play itself, Play architecture asit was understood by the writer of
the well made play . . . has given place to a seemingly abstract void in which plot, or
dramatic story telling, isalmost non-existent." Duckworth further quotesM. A. Scott
who found "absolute clarity of form" (in Godot) that is possessed by such modem
masterpieces asKafka's Das Schloss (The Castle), Faulkner's As | Lay Dying, Camus'
La Peste, and William Golding's Lord of theH i €S, " in spite of its meaning being
obscure and ambiguous.

The structure, as stated earlier, appears symmetrical, but is asymmetrical at one level,
too. "Within the symmetrical, circular structure of each act there are smaller circles
represented by

Vladimir's repetition,.pantomime, taking off his hat and knocking out
an invisible foreign object

- Estragon's repeated fussing with his boots

- Lucky'srecurrent acts of picking up and putting down the luggage

- the hat-exchangingroutine

- Vladimir's endlessly repeatablé round-song at the beginning of Act
II."

Besides, "Weare Vi tingfor Godor" recursin the play like arefrain. It occurs three
timesin thefirst Act and adozen timesin Act I, indicating an increasing impatience
astimegoes on. The monotony becomesimperceptibly cumulative and more
unbearable for thetwo tramps as the play progresses.

One thing that hasto be bornein mind i sthat the structure of the play is sustained by
the themes which keep recurring bothin Act | and Act 1.

Both Acts continue with reference to the tree and "to the capriciousness of memory."
In Act | it is Estragon who remarksthat they were by the tree theday before; in Act IF
itisVladimir, and Estragon remembersnothing, alittle diversity within the repeated
pattern, such dissimilarities and variationswithin the seeming similarities make the
structureasymmetrical as hasalready been pointed out.

Further, the structural balance of two actsissubtly varied by the relation of Pozzo-
Lucky scene to the structureof each act. .The dominant factor in Act | isthe Pozzo-
Lucky scene, whereasin Act II thefirst half is taken up by the two tramps preceding
the return of Pozzo and Lucky from thefair. This happensin the middle of the Act.
Note how the two of them contribute to the theme of the play in each Act.

In Act | itis hinted that exactly the same things happened before. By theend of Act
II werealize that the cyclic pattem will continue like an unbroken circle until theend
of time.

Cyclic pattern notwithstanding there isan accompanying "down movement” and the
shadow of the first Act gets darker astheplay progresses. The darker sideis
explicitly articulated by Pozzo and further expanded by VlIadimir'in the statement
about human lifeand birth. ("They gave usbirth astride of a grave. ., .") Itisfurther
suggested in various ways. Lucky has degenerated and has worsened in Act II, Pozzo
has lost hispossessions one by one, besides he has gone blind and cannot stand up in
Act1l Vladimir and Estragon too have degenerated—earlier they were presentable
enough to be admitted to Eiffel Tower but not now. In Act I Pozzo has nothing to
eat at all; the more Estragon eats of the carrot, theworseit gets--the two trampsfind



communication more difficult in Act II. Inadditionthereisagreater lack of
coherence; the pauses arelonger and often thereisa painfully strained effort to keep
up thedialogues. Estragonismore sulky and depressed and Vladimir agreesat the
e of the play to the idea of suicide. The structure of Godot thus achievesthe rare
qudity of being both static and dynamic--aquality whichisdefined at the beginning
of Act I'with Vladimir'sround song.

426 LET USSUM UP

In this unit we have discussed Godot (i) as atragicomedy, (i) asan absurd play, (iii)
asanexistentiaist play, and also its structure. The play statesmetaphysical anguish
of the Theatre of the Absurd. We areleft to dwell in theirrationality of experience
that istransferred to the stage.

Themes and | ssues
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50 OBJECTIVES

Continuing our discussion from Unit 4 we will befocussing on more technical
aspectsof the play. We will also touch up Godot's contributionto modern theatre.

51 INTRODUCTION

Y ou areby now familiar with the new ground Waitingfor Gedot brokein thehistory
of theatre and the reasons why it isrightly called an avant garde play. We shdll
further continue our discussion on Godot by taking up aspectssuch as:,

Godot and the Theme of Time

Godot asaChristianPlay

Godot and the Use of Language
Languageand Theatricality

Godot and Theatricality and

Contribution of Godot to Theatre and Drama

sk wpnE

52 GODOT AND THE THEMEOFTIME

Relating the theme of 'waiting' to time in Godot, Eric Bentley states:

The subject of the play is not Godot but waiting, the act of waiting asan
essential and characteristicaspect of the human condition. * Throughouour



liveswe always wait for something, and Godot simply represents the Themesand Isues11

objectiveof our waiting--an event, athing, a person, death. Moreover, it is
the act of waiting that we experience the flow of timein its purest, most
evident form. If we are active, wetend to forget the passageof time, we pass
thetime, but if we are merely passively waiting, we are confronted with the
action of timeitself. . . Theflow of time confronts us with the basic problem
of being--theproblem of the nature of self, which being subject to constant
changein time, isin constant flux and therefore ever outside our grasp . . .

Being subject to this process of time flowing through us and changing us in doing so,
we are, at no single moment in our lives, identical with ourselves.. .. Itissignificant
that the Boy who acts as go-between in Godot fails to recognize the pair from day to

day.

Similarly, when Pozzo and Lucky first appear, neither Vladimir nor Estragon seems
to recognizethem; Estragon even takes Pozzo for Godor. But after they have gone,
Vladimir commentsthat they have changed sincetheir last appearance. I1n the second
Act, Pozzo and Lucky are cruelly deformed by the action of time. Waiting is thus to
experiencetheaction of time, which is constant change. And yet, as nothing real

ever happens, that change isinitself anillusion. The ceaseless activity of timeis
self-defeating, purposel ess, and therefore null and void. The more things change, the
morethey arethesame. That is aterrible stability of the world. Oneday islike
another, and when we die we might never have existed. AsPozzo exclamsin his
great outburst:

Have you not done tormenting me with your accursed time?. .. Oneday, is
that not enough for you, one day like any other day: one day he went dumb. .
. one day we are born, one day well die, the same day, the same second. . . .

Still Vladimir and Estragon live in hope: they wait for Gedot, whose coming will
bring the flow of timetoa stop. In the French version Beckett wrote: " Tonight
perhapswe shall sleep in his place, in the warmth, dry, our betlies full, on the straw.
Itisworth waiting for that, isit not?" This passage, omitted in the English version,
clearly suggests the peace, therest from waiting, the sense of havingarrived in a
haven, that Godot represents to the two tramps.

Alvarez relates time to memory and functioning of the memory. Frequent
forgetfulnessbrings about the invalidity of time--asis borne out by Vladimir and
Estragon'suncertainty about the time, place and human beings. Boredom hangs over
every word and Estragon's constant forgetfulnessisanswered by Vladimir's"Try and
remember.” One goes through life, its boredom and pain by force of habit - "the great
deadener," - absurdly and hoping for an elusive rescue.

Ruby Cohn compares the effect of time on the two pairs, Vladimir-Estragonand
Pozzo-Lucky, who represent antithetical attitudesto infinity--waitand wander
respectively. Vi ti ng for Godot, or nothingness or infinity, Vladimir and Estragon
are agelesswith only the haziest past and a hazier future, tied to Godot. Ignorant of
Godot, Pozzo and Lucky live in time. Pozzo's watch tellshoursand years, but Pozzo
loses his watch, and considers his heart apoor substitute, changed and changel ess,
each couple lives by its own compulsions.

93 GODOT ASA CHRISTIANPLAY

Many commentators have interpreted Godot as areligious parable, although Beckett

himself disclaimed it saying, "If by Gedot | had meant God, | would have said God,

not Godot." Asfor thepresence of Christian elementsin his works he maintains,

‘Christianity is a mythology with which | am familiar, so | naturally use it." Beckett 49
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isinterested in mythologies for their own sake, without any commitment to them
whatsoever. Speaking in a characteristic Beckettian manner, he stated: 'I'm not
interested in any system. | can't seeany trace of any system anywhere."

Beckett, according to Fletchers, isthe complete agnostic. He is simply not interested
in whether the Christian Church istelling fairy storiesor not. Beckett isessentially
interested in probing into the state of man in thisUniverse. Even were God to exist
he would make no difference, maintained Beckett. He (God himself) would be as
lonely, and as endlaved and isolated and ridiculousas man is, in a cold, silent,
indifferent universe.

But, "trust thetale and not the teller” goesthe saying. Critics would liketo judge the
play onits own merits, rather than on the basis of what its author says about it. Those
commentators who have viewed Godot as Beckett's reaction to his Roman Catholic
background consider Viadimir and Estragon as representatives of the fallen state of
humanity faithfully awaiting thearrival of an elusive God who promisessalvation but
never arrives. Despite their inability to thoroughly explain Godot, most critics agree
that the play'sreligious associationsenliven and enrich itssense of fluidity and
ambiguity.

As Beckett himself has admitted the fundamental imagery of Godot isdrawn from
Christian mythology. There are numerousreferencesto the Bible, Christ/God, to the
"two thieves" and the four Evangelists(pp.11, 13), asalso to certain Christian beliefs,
asyou will see from thelist.

Suppose we repented "Our beingbor™ (p.4)

| must havetaken alook at it[The Bible] (p.12).

Estragon has al hislifecompared himself to Christ” (p.12).
Pozzoi s"made"i n" God' si mage" (p. 23).

Referencesto Adam, Abel and Cain, p.83, tc.

arwNE

The protagonists have come from nowherein particular and have nowherein
particular to go. Their lifeisa state of apparently fruitlessexpectation. Their attitude
towards Godot is one partly of hope, partly of fear. The orthodoxy of this
symbolism, from a Christian point of view, isobvious. The tramps with their rags
and their misery as already stated, represent the fallen state of-man. The squalor of
their surroundings, their lack of a"stakein theworld,” represent the idea that here in
this world we can build no abiding city. The ambiguity of their attitude towards
Godor, their mingled hope and fear, the doubtful tone of the boy's messages,
represents the state of tension and uncertainty in which the average Christian must
livein thisworld, aveiding presumption, and al so avoiding despair.

Finally, thetree, as hasalready been explained in some detail in Unit 3, can variously
symbolize death, the crucifixion, the tree of knowledge of good and evil, and when it
puts on green leaves, the Tree of Life.

54 GODOT AND USE OF LANGUAGE

Y ou would recall that in Unit 1 we pointed out the inability of languageto be an
effective means of communication in modem times. Besides, we also broughtinto
focushow this "breakdown of language” successfully conforms to the "absurdity of
life" asis portrayedin Godot. Ironicaly, the writer must uselanguage itself to be
able to show itsinadequacy as amedium of communication. That is why wesaid that
Lucky's speech which on surface is amere barrage of words and appearsillogical
does have alogic of itsown.
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into monologues; besides, there are often pauses, too. All these further reinforce the
idea of the inability of language to communicateeffectively. If 'silences connote
difficulty in expressing one's thoughts, leading to withdrawing within oneself, the
monologues signify their inability to understand each other. That languagefailsboth
at the encoding and decoding levels, isto befurther seen in the greeat ded of 'verbal
repetition’ and 'echoing’ in the play. These theatrical devices, used by Beckett, also
serve the dramatic purpose of emphasizing the existentialist situation of the two
tramps, in which they are essentially lonely and cannot communicate with each other.

We have earlier al so referred to the heightened use of language to communicatethe
emotional intensity in plays by Marlowe, Shakespeare, Webster, etc., and attempted
in the present timesby T.S. Eliot in his poetic drama. Beckett, however, inverts the
conventional use of language. Thereis little imagery or figurativelanguagein the
speeches of the characters. Y ou will find that much of the dialogue consists of
studied banality and cliches interspersed with silences. Some of the examples of such
usage have been pointed out in the annotations to the play and in the first Unit.

Also, thereis aspectrum of usage ranging from the highly colloquial, including
Irishisms, to the self-portraying formality (e.g. "All my life I've tried to put it from
me), and "And | resumed the struggle,” respectively, and again to mock-heroic
formality "May one enquire where His Highness spent the night?' and "Y our
Worship wishesto assert his prerogatives?' (p.19).

With all this the dialogue comes to span the earthy and realistic a oneend and the
mysteriousand disturbing at the other.

Esslin rightly observesthat the disintegration of languageis central in Beckett's
drama, and there is a steady progression until in the later plays the aadience is
fortunateto be able to make anything out of what issaid on stage. Niklaus Gessner
points out ten different modes of disintegration of language in theplay. They are
misunderstandings, double entendre, monologues, dialogues, cliches, repetition,
inability to find the right word, telegraphic style (loss of grammatical structure,
communication by shortened commands, etc.) culminating in Lucky's speech. In his
speech there isa complete breakdown of syntax. Thisreflects Beckett's inability to
see "any trace of any system anywhere" ("I am not interested in any system. | can't
see any trace of any system anywhere.") Such alack of coherence, system, and
'structure’ in languagein the play, implicitly becomesa fitting vehicleto convey the
playwright's sense of uncertainty, meaninglessness and absurdity in the universe
surrounding us. As Eliopolus observes, "the essertial purposein relating the genera
breakdown of language is to demonstrate its rel ationship to one of the main themesin
Beckett's plays - "where there isno certainty there can be no definite meanings.”

5.4.1 Languageand Theatricality

Underscoring the complementarity between languageand theatricality, Morris
Freedman suggests that "language isfar too straightforward an instrument to express
the multiple complex and multi-dimensional aspects of reality. Reality can only be
conveyed by being acted out in all its complexity. Henceit is thetheatrewhich isthe
only instrument to express the bewildering complexity of the human condition."”

What language, thus, failsto convey is sought to be communicated by effective use
of techniques borrowed from various performing arts such as music, circus, music
hall crosstalk, vaudeville, stylized movementsand gesturesetc. Together they take
on therole which language does not or cannot. Where one language has broken
down, anew one has been devised to take its place.

Ostensibly, language may have lost itsconventional role and communicability--ashas
been brought out by the foregoing discussion, yet, paradoxically the play makes its
profoundest statementsin truly evocative language - which exploitsthe traditional
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stylistic devices like, metaphors, images, connotations, etc. "From the play of
contradictory hypotheses down to the most gritty, concrete images of human
functions, the words swirl about embracing al the nuances of existences." When
Vladimir says, "one of the thieveswas saved" or gives his name as" Adam," Beckett
has, in one sweep, historicized and compressed millenia of human existence,
something which language alone could have achieved.

55 GODOT AND THEATRICALITY

We havein Unit 1 hinted a the uncharacteristically bare stage in Godot, and how it
forms the fitting backdrop to the meaninglessexistence of the protagonists. The
empty stageis, thus, adevice to magnify theatricality. The stageitself becomes a
character undergoing achange asthe play progresses. One can go to the extent of
saying that the two protagonists (Estrogan and Vladimir) do not undergo so much
transformation as does the stage during the course of the play.

The emptiness of the stage, highlighted and filled by a mound and abare tree, is
further filled with words, actions, and images, such as the moon rising at the end of
Act |; interestingly, the words themselves match the stage-setting in " emptiness."

During the course of the play the stage becomes an extension of the auditorium as
does the auditorium become an extension of the stage. Besides, the tramps assume
therole of audience vis-a-visPozzo-Lucky. What Beckett isdoing is to consciously
construct a"play withina play" in the form of Pozzo-Lucky episodes. The
protagonists are'entertained by the master slave pair and they find that they are
having "charming evening." They thus assumethe role of an audience, as also of
critics.

In the middle of the first Act Pozzo-L ucky episode when Pozzo is speaking in his
most histrionic manner, the two of them are aware of the spectacle they are enjoying:

Vladimir, Charming evening we are having.
Estragon. Unforgettable

Viadimir. And it's not over

Estragon, Apparently not

Estragon. It's awful.

Vladimir. Worse than mime.

Estragon. Thecircus.

Their remarks do not confine themselvesto the Pozzo-L ucky performance but are
also apointed referenceto the play itself which has incorporated elements from these
performing arts.

The two protagonists thus, during the performanceof Pozo-Lucky, identify
themselves with the audience, and alternatetheir roles as audience and characters.
Beckett, according to June Schlueter, endows his tramps with aduality of which the
audience isconstantly aware - they are not only characters but also participants in
theatre. The tramps' running commentaiy on the progress of the play reflectstheir
awareness of the presence of an audience. Some of their comments reflect their
consciousness of themselvesin relation to the audience: upon Pozzo's and Lucky's
second entrance, for example, Vladimir assuresanyone who feelsthe play is
dragging, "We were beginning to weaken. Now we're sure to seethe evening out.”
And as we approach theend of the play, we areagain comforted by Vladimir, who
assures us. "It isvery near theend of its repertory.”



In the Second Act, the stage, more specially, becomes a microcosm of the Universein
which the two tramps are trapped. Such inward-pointing theatre metaphors are
intensified when the two find themselves surrounded and realize there are no exits:
"We are surrounded--Theres no way out there. Therel Notasoul in sight." The
latter referenceto the audience in the auditorium brings to mind the earlier references
to the auditorium as a "Charnel house!" and "abog" and the audience as "corposes”
ad "skeletons." So Beckett usesclown's jestsfor effect. Thus, throughout the
performance of Godot, the spectator watches "from without": hefinds no opportunity
o identifying himself with the characters or projecting his own personality on to the
play or living through their tragedy asif it werehisown. And itisthisvery
detachment which produces acatharsis in the audience. Since the spectator doesn't
og emotionally involved in the play, he can enjoy the acting jests and admire the
literary and artistic skill of the play very objectively.

Yau will observe that in Waitingfar  Godot the audience isnever allowed to settle
down. Thereis always "uncertainty” and questioning - beit "the tree,” the'shoe or
Pozzo himself. Their understanding isbeing questioned at every step. Inal this
questioning the tramps are compelling the audienceto questionthe reality--to which
they and the audience have together been awitnessto. By extension, they question
the very nature of existence--hence they are not sure whether they were here
yesterday or day before. Particularly the shoe which earlier was very tight in the
beginning of Act I, on Estragon’s feet, is now too big for him. Has Estragon
"dwindled" or the 'shoe’ grown in size'? Either way theredlity is at stake: Pozzo
doubling up to search for his watch in hisfob, Estragon's trousers slipping down,
Estragon going through the motion of civility giving precedence to Vladimir to
commit suicide, are all farcical geswres which by their theatricality underline the
absurdity of human life.

56 CONTRIBUTION OF GODOT TO THEATRE &
DRAMA

Ruby Cohnin "Growing up?with Gedot," maintains that #aiting for Godot is
Beckett's most resonant play. After Godot it wastheatrically viableto perform a
deeply serious and playful play. After Godot plots could be minimal; expositions,
expendable; characters, contradictory, settings, unlocalized; and dialogue,
unpredictable. Blatant farce could jostle tragedy; obscenity could pun on the sacred.
One actor could recite a ten-minute monologue, and other be mute, or the same actor
could be both monologuist and mute. Delicate verselines could mourn the humanist
tradition-like leaves, like ashes - while the stage showed the cruelty of that tradition -
acharnel house! (p.23).

Beckett's unique contribution also liesin giving a new idea of drama which focussed
on situation rather than on story and also on direct experience than indirect
description. Heisan innovative dramatist who does imaginativethings with old
ideas. Besides, Beckett while rejecting didacticism, strikes a universal note with his
concept of impotence and its subsequent implications for morality, society, and
communication. And finally, Beckett imaginatively creates situations which
demonstrate rather than rhetoric which describe.

5.6.1 Godot's Appeal to Modern Times

Writing a bout the contemporaneous appeal of Véi ti ngfor Godot Enoch Brater
writes.

In Vdi ti ng for Godot, Beckett succeeded in writing alyrical play for an age
that had almost nothing poetic to say for itself. Thescenein which 'nothing
happens, twice' was somehow not merely diagnostic, but prophetic: it was
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suddenly mankind, not just any poor player, who was waiting for something
to arrivewhich never comes. The lines echoed recent European history, byt
they also had at their core the substance of myth. Beckett was with the
empyrean. Godot, in Alan Schneider's words was something more than a
play. It had become, he wrote, 'a condition of life.'

57 LETUSSUM UP

I this unit besides discussing the themes of time, Godot asa Christian play and
Beckett's use of language, we have deliberated on Godot and theatricality to ascertain
Godot's contribution to modem drama.
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Duckworth, Colin. Angels of Darkness: Dramatic Effect in Samuel Beckett with
Special Reference to Eugene I onesco. London: George Allen and Unwin Ltd., 153
pp. (1972).

StudiesBeckett's playsand attemptsto explain their effectiveness. Duckworth
compares Beckett's playsto those of 1onesco becausethey frequently elicit similar
kinds of responsefrom empathic spectators. The author triesto discover and describe |
the function and effect of dramatic structures of these two dramatists as a form of
inner exploration leading to deepes self-knowledge. The problems of dramatic

impact and intensity are examined to find out how and why people react to
performanges, and to account for the degree and kind of tension created by plays
written with a minimumof conscious control. Duckworth illustrates his theory
through theresults of a survey of audiencereaction to performances of Waiting for
Godot and Endgame that he compiledin 197 1.

Cohn, Ruby. Samue Beckett: The Comic Gamur. New Brunswick, N.J.: Rutgers
University Press, 1962.

Connects Beckett's use of the term tragicomedy with Sir Philip Sidney's mungrell
Tragy-Comedie" of his Defense of Poesie.

Duckworth, Colin. Ed. Samuel Beckett: En attendant Godot Piece en deux actes.
Nelson, 1966.

A detailed analysisof theplay dealing with its genesis, composition, structure and
style, symbolism, characterization ¢tc. Interestingly Duckworth viewsthe structure
of the play assimilatingthe conventional and the unorthodox elements. Duckworth
makesa detailed study of the structureand attempts to show how the play achievesa
rarequality of being both static and dynamic.

Eliopulos, James. Samue Beckett's Dramatic Language. The Hague and Paris:
Mouton, pp. 131, (1975).

This concise description of Beckett'sdramatic styleis developed through three
phases: (1) an examination of therhetorical poetic elements (author, purpose,
audienceand occasion, method, medium, and subject matter); (2) a portrait of
Beckett'sliterary development followed by an interpretation of the modern theatre
movement; and (3) an anaysis of Beckett's dramatic languagefrom a structural



approach. In conclusion these stylistic qualitiesare assessed as they impose upon
dramatic situation, ideas, and characters.

McCary, Judith D. and Ronald G. McCary. "Why Wait for Godot? " Southern
Quarterly 14, no.2 (Jan): 109-15. (1976).

Studying the audience reaction to Waitingfor Godot, demonstrates how Beckett
forces the spectator to become an integral part of the play: " Beckett supplied the
theme, waiting, and each spectator must wait, in his own way and on his own terms.”
The study analyzes various reactionsto the play's premier performanceand illustrates
the effectivenessof the play in itslack of conventiona dramatic structure by the
play's performance at San Quentin Penitentiaryin 1957.

Bair, Deirdre. Samuel Beckett: A Biography. London: Cape, 1978.

Exhaustivelife history of Beckett, which received a controversial reception. While
some thought it authoritative, others did not think so.

Esdin, Martin. Theatred the Absurd. Re. & enlarged edition. 1961,
Harmondsworth: Pelican Books, 1968.

Attempts to link Albert Camus' term "absurd" to the theatre of Beckett, 1onesco,
Adamov, Genet etc. Esslin accepts the philosophies of Sartre and Camus as the basis
of Godot, but heiscareful toindicate that the playsof these two dramatistsare
markedly different from Beckett's plays, the differenceisin the form. The texture of
Waitingfor Godot, with all itsdramatic irregularitiesmirrorsits metaphysical basis.
While the theatre of Sartre and Camus remainsformally traditional.
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