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Nothing hut fruitless repettion can take plece. Pozzo 1s by no means the
only one to express the barren cycle of li% which ends wagrs it staris, 2st-
ragon affirms the same idea when he says”’, Nothing happens, »o-body
comes, ncbody goes, it’s awfull” (wmrmg For Codet, 0, 41). This lack of

chenge presents the suffering of human & boings. Thus Beckett presents i
waiting for Godot a new way of looking at the %urfermg and sadaes” r.n"
man in a society which 5 vied of humanizic ch acteristics. Hg prosaais
a new ccarch for thereality that Hes behind insre reasoning 1n ¢concontunl
terms.
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pass the dme®. For them thio 7o - sty Godot saves them from

puers Corpoor, Toeanse they still Travs fiope thiat Giodat wilt eoms and five
Lnireriiionee a purpose and meanin L As Favopent Doaed! ey, Leck-
citg achioveinentin tie jlay iz to v 0T o e NIRRT AR B
recented by Vindimir and Tetro-oc 110 505 e 0 ey
s, o nl e vnid wf ey B e Uit
Codet 18 going to rescue them oo o 0 0 g
Viadimic sh: uis cxpressmg s
Let us not waste o t w2 Ty 77 e (e Vihmmentlv)y Let
us do something, while we have the chiaacs It is nos creryday that we

are £otded.., To all mankind they vwere 2d¢ rf“.\f‘d thess cries for help
stifi vinging in cur ears. But at thiy piace at this moment of time, all
mankind is us, whether we like it ¢r not. it us make the most of it
befere 3tis too late... What arc we doing here, that is the question.

And we are blessed in this immensc confusion nne th ing alone i3 clear.
We are waiting for Godot to come.

(HBaiting I'or Godot, p. 79-80)

The essence of Beckett’s play is that there is an action which demon-

strates the absence of action. If, for cxample, in the well-made play  “the

core of diama is action happenings, here the very purpose of the play is

tc say that nothing happens™ (21), Thus Huiting For Gedor is o drama of
mection.,

veckett's idea that human beings are waiting lor the arrival of  some-
thing or someone with whom they may ¢t may not have any previous app-
ointment, and his idea about his f*Tm-:'cter‘? prove that his  characters
Fave psychological reality and probably Escia’s intcrpretation is the most
sound of them:

the psvchological reality of Becke!i's ovirn io73 has ofizn hazn
noticed. Pozzo and Lucky Lisve been internes ol s body and  minl
Viadinir and Lgiragon have boen seen a5 50 complementary that they
might e the two kalves of a sing!> porsanality, the conscious and
sub-conccious mina (22).
Crnen otices that Beckett’s characters becom: nrchatypal figures repi-
frenting certain aspects of man. Viadbnir and Fsiragon represent a social
kind of insecurity and comic helplessness .They ave tramps  who have no



an event,a letter,a news or someene to come. and man s deprived of any
freedem or choice, for he is governed by external powers greater than him-
celf. Yet he hopes for some change. Both Vladimir and Estragon find
themseives in  a similar situation. They are faced witha choics between
two illusory things: the itlusory meaning of waiting for Godot and a vis-
jon of meaninglesseness which overshadows their static situation. The
theme also is enhanced by the language used and the stage directions;
when both tramps do not move at the end of both acts:

Estragon: We’ll, shall we go?
Viadimir: Yes, let’s go
(They do not move)

(waiting For Godot, p. 54)

These lines are repeated in the sccond act. According to the stagz  direct-
ions, this inability to move is a sign of peaceful mind but *an iadica-
tion of resignation and weakness while the tramps retain their yearnings
and illustons” (18).

Some interpreters have casually talked about the two tramps wailing
as something which deserves careful thinking, that it is not senseless or
absurd because it iS waiiing which creates the goal.Viadimir’s and Estra-
gon’s waiting or the spiritual search: 15 set up in a way that the two tramps
are lost as soon as they entcr into it, Their behaviour generates their pur-
pose. Then Godot will not come as long as they wait. This wvision reflects
Ecckett’s idea that man was born to suffer “for reasons unknown”, and
people will hear *‘ail the dead voices”.

(waiting For Gedot, p.  54)

Other averucs have to be appreached in treating Becket’s waitiag
For Gedot. Since the play does not care for story teliing in the convanti-
onal senss, still the task is not casy. Hence in considering this play,
cne could not apply the traditional yardstick, because it proves its fai-
lure with Beckett’s plays. In this new form, Beckett can very wiell reveal
himself &5, “the mest tormented and sensitive of human beings” (19}, This
baffies beth critics and audience who come out with severa! instaphysi-
cal interpretations cf the piay. Viadimir and Estragon have an appointme-
nt and they wazit for Godot. While they wait, they argue and “play just to
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Viadimir: (to Estregon, indignantly) That’s criough!

Estragon: 1 couldn’t accopt less.
Pozzc: Is it encugh? No deul:t. But T am liberal.

(Wuiting Fer Godot, p. 39)

Such a dialogue reveals the vanity of human existence precisely. It shows
Peckett’s aim i$ to stress the idea that man is detachxd in such a world,

where Beckett’s characters fail to communicate even when using the same
language and he strips the language of its essential elements. The quest-

ions somctimes terminated orend ina full stop insiead of aquestion mark

The circularity of plet, time and structure which one notices in the
play shows that plot is circular which is distinguiched from the linear ones:
shows that there is no sensce of time which surely expresses the hopeless-
ness of Viadimir’s and Estragon’s wait. Structuraily, the second act rep-
eats the first act. This repetition puts them in perspective. Then they be—
come recognizable as “the tracks ofa rolling wheel or circlzand thess
are transmutad into symbols of never ending return of all that happens.
In term of physical space,the 1dca of waiting isthe attitude to waitand
sce on the one hand, and on the other hand,1tis an expectation at a spirt-
tual level. The two tramps knew thot o changs in location will solve
their problems:

Viadimier: We've nothing more to do here.

Estragonr: Nor any whaere else.

(Waiting For Godot, p. 52)

The general theme in waiting For Godot is velated in one Wiy or anoth>r
to Beckett’s conception of human existence, When his characters yearn
for death, this clearly expresses the greatest suffering ¢f man in the twen-
tieth centuuy as one sees Valdimir and Estragon try to commit suicide

several times:
We should have thought of it a million years ago, in the nineties
Hand in hand from the top of the Eiffel Tower, amoag the first.
(waiting For Godot, p.10)
This shows the futility of patience; that waiting patiently without end 18
a form of mental inertia. The act of waiting itself i3 an important aspsc
of our haman condition. Everyone always waits for something fo happ:zn

44



In anattemrt fo associate Beckett’s work with the philosophy of dcan
Fau!l Saitre, Esslin thinks that both of them hold the hope of salvation.
as an invasion of the suffering and anguish facing the humaa conditinn
The savicur should cmerge, then,from inside man, uniike ihe roiigious
point of view:
There i here a truly astonishing paralle I Dotwesn the exisuniiniug
phitesephy of Jean-Faul Sartre and the creaiive intwition of Beckett,

who has never consciously expressed existentialist views (14).
When man has the duty of facing the human conditicn as a recognition
that there is nothingness then“Godot might well become en image of what
Sartre calis bad faith.The first act of bad faith consists in evading what
one cannot cvade, in evading what onc i’ (I5).

The absurdist’s technique and form prove that the conventional forins
of reatism are a [ailureIn Waiting For Godot, the sudisnce for the first
time found a new experience on Stage. The play presented to them “in u-

ction aystalizod nto dramatic action™ (16). Because Beckett's plays are
also character zed Gy diflerent kinds of structure which is mainly vased an
repetition, ke producer must take this {act carefully into account, beca-
use thie traditionui ¢aposition, development and denoucinent do nut ach
ieve the proper valuc of the play. The comic eicynents in Waiting For Godet
could not be brought out accurately to enable the play giving serious med -
itation on the heman condition without a meticulous produciion of this
kind:

Pozzo: Gentlemen, you have been. ..civil to me,

Estrascn: Not at all

Viadimir: What an idea!

Pozzo: Yes, ycs, you have been correct. So that T ask myseif is there
anything 1 can do in my turn for these honest fellows who are
having such a dull iime.

Estra-on: Even ten francs would be welcome

Viadimir: We are not Leggars!

FPozzo: Is there anything 1 can do, that’s what I ask mysclf, to cheer
them up? I have given them bones, I have talked to them ab-
out this and that, I have explained the (wilight, admittedly.

But 18 it enough, that is what tortures me, is it encuzh?
Estragon: Even five.
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tracvuionoily Fos Lod Hitde paticned for the tfe of the vaad,away from the
soc'if-.';i cnd meral dosnsibnDiama ususly tackies te problem of good or

bad (oils more L‘ilf“;i;_}' !h'_en oo on Lhe mﬁzrvit_'y of knowing the form ot the
geod, For Dockett, however, cinma raises, “quesiions about the social
foCC—croaticrns ghovt cocia! justice and moral cosmu.ity—are apparvently
secordary a:*;c';' cver irecievant 15 Ue mind eannst bnovy f (ha-zond iselfd
exitte (16)7.Jn sueh @ case, the p!aj,'v-.-';';gh!;’ s role 18 0 kold a mirror un to
the aci of reflcction, not orly the owiside aprcarance but the inside.

Beckett  reficcls  las ideas and concerns in a fotion:l woy  and adants
his way (o the reed of the sfige and he aiways trics to give his work an
aspect of detachment  when he says:“If Uknow, would have said so in
the play (I1),ie., the meamng of the work of art 55 @ whoie cannot be
separated from the form, structure and fro m artist’s statement.He is not
concert.d wiihr abstract truth or universal lessons or philosphies but he
is concorned with siivations that explore the meaning of human life as it
18 i ifs full resuty. Thus, accordingly, Esslin desoribes Beckett’s work as,

“spoentencous  and always has s starting peint  the deepiy concentrated
evoceaiion of the veice within hiz own depths(12)”. From the above disc-
USSIon one may venture to conclude that Beckett’s drama shares one thing
with the theatre of  ideas. it 15 less boring than it scems at the first impres
sicn, It makes one “ihink™, After watching or reading a Becketi play, ¢ne
finas onceslf directly involved in thinking, and since thought is always,
n a sense, comforting; Beckett’s plays become less boring

The reaiistic ideas that  ave refected in Waiving For Gedot have clearly
expressed Beckett’s influence by some other antecedent writers and phi-
losophers. This influence is quite certin despitc his ingistence that he has
not read them: or understoed their writings. He is {ascinated ny the Divine
Crniee)y and he alludes to it frequently. For example ,the enigma of the
tree which grows leaves in Act 11,despite the fact that it was bare comp—
letely in Act .
Viadimir: But Yesterday evening it was all hizst ~11 - . And now
it's covrn ol with leaves.
Estragon: I veut
Viadirmir: In o single 11k
Estoocen: It must be E-Ipri;:g
t
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suffering, the sense of despair and hopelessness are amogng  the ideas
reflected in Waiting For Godot and the other plays., Although the
chauacters in the absurd theatre lack the motivation found in realistic
drama, they “share a realist despair” (5). J.L.Styan adds affirming why
absurdists do not follow tradition in their plavs:

The absence of plot serves to reinforce the monotony and re-
petiiivencss of time in human affairs. The dialogue is comm-
only no more than a serics of inconsequential cliches which
rccuce those who speak them to tzlking machines (6).

Accordingly, the writers of the absurd thestic present different types of
practical problems. They draw new centent and techniques, neot to make
people faugh,but to represent the business of everyday living.However,
cne sheuid not expect to find a plot in the traditicnal which develops
from the expozition to the climax and dencuement, ner could one seek or
find logical ceveloping action or character, because Backett a3 well as the
absurdists, “cljected to the realist drama... that realism was an irritating, if
not inferior,form cof art that enslaved the artist in a photographic relati-
ionship to lifc (7). The absurdists belicve also that thcy reacted for a dee-
per-tock to humean life and such a look enabies them to penetrate reality.
Thus the principal direction is to use the new frrm in an attemnpt to dise-
over the causes of human being’s failure and to find a way bevond it.
Also the absurdist does not believe in surface reality,asheis a thinker
érd Telieves that man must reccgrize his absurd  existence, otherwise
he wiilbe a “puppet dangled on the strings of dozma and illusion(8)”.
Theugh Ecckett’s plays lack traditionai plot, they present the dramat-
ist’s intuition of the human conditicn, as Martin Esslin puts it:
they confront their audience with an organized structure of statements
and images that interpenetrate each other and that must be aporeh-
rcneded in their totality,rather like the different themes in a Symp
hony which gain meaning by their simulancous interaction 9.
Becket(sheaiting For Godor actually has its impact on the theatre and
aucierce as well.People are faced with serious and fundamental questions
concerning the nature of the play. The world of the play has empty and
sterile heres,although it seems that the tramps believe that Godot may
ceme tomorrow. Beckett decides o restate concerns in a medium that
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Beckett’s waiting for Godot is one of most popular and distingusihed
works of Modern Drama.lt is ponular not only among th2 large num-
ber of audience, but among critics who consider it a great Iandmark in
the English theatre. 1t is also popular because o7 the large ambdunt of
scholarly attenticn it has been paid to 1. When Waitine  For Godot-
was first performed in Paris at the Theatre de Babylone in 1953, it attr-
acted increasing critical attention. ”*hc critical attention ucfu.illy Caimes
fiom the new movement of drama which breaks the law ol traditional
and conventional drama. Most properly this new tread is explained ;

a reaction to the atrocities and the atomic brribs of the necond \vor!d
war. According  to dramatic stage conventions, it is  true tI«. such a
pley hike Waiting For Godot dees net follew the conventing Faspects of
drama. It lacks “conventicnal plot and setting”(1),but it reficets vealistic
ideas that are felt by audience and readers,and it is natured that plays
written in such “unusual and baffling a conventinn should be £ ' to be in
special need of an explanation that... would uncover their hiden mean-
ing” (2). The theatie of the absurd Goes not inend 1o provake iaushter
and to give entertainment only, but its basic purpose is “to ¢ xpress  the
heiplessness and futility of a ‘woxld which seemed to have no  puipo
¢e”(3). Thus, this attempt is meant o show that the idens rof fiected in

n

Weaiing For Ceaet are & reflection of reaitty  buat in an absurd jorm.
According to the concept of the realisfs, thie seiting usualdy gives what
15 there in reat life, The clharacters develep and they arc not static, They
alsohave stories to tell,whereas Beckett appears to present unlocaiized and
bare scttings. His charactcxs are not full or round and they cannot be Spe-
cificaliy placed in a time or place. He does not nresent plots but he has
stories to tell (4).When he has stories to tell,it means that there are ide:
to present to people. Beckett reflects these ideas in a new form but the



