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	Learning Outcomes

To be able to:

· Discuss and explore the subject matter of Samuel Beckett’s “Waiting for Godot”
· Explore the characters in “Godot”, showing practical insight and interpretation.
· Focus on specific incidents in the play and demonstrate how meaning can be interpreted.
· Explore in detail the importance of physical action within the context of the play.
· Apply a range of different vocal techniques to select important outcomes. 
A collection of resources including challenging essay questions are included in this pack



	WEEK No.


	CONTENT OF LESSON

	1
	GENERAL

· General introduction to Absurdism (Handout)
· Give out info sheet on the life of Beckett
· Absurdist warm-up: natural situation improvised and then made absurd, focussing on language and movement.
· Write up first two lines of “Godot” on the board; pupils to perform them in a number of different styles, focussing both on style (exaggerated, physical, suspicious etc) and genre (soap opera, tragedy, romance, comedy etc).
· Learning point: that absurdist texts (especially “Godot”) are very susceptible to having meaning imposed upon them.
· This is a play about everything and nothing at the same time: reference Ancient Greek maxim: “All I know is that I don’t know”.
· Homework – diary (restate importance of this) and to read Act 1


	1
	CHARACTERISATION

· Who are Estragon and Vladimir?

· Perform the first three pages of “Godot”. 
· Pose the question about who exactly are V and E?
· Three big sheets of sugar paper given out with the titles: “Vladimir”, “Estragon” and “History”.
· Pupils to note down their initial findings on these sheets.
· Watch the same section from the film version of the play – does this clarify anything? Or does it just confuse further?
· Discuss symbolic possibilities – are the characters to be taken literally? Reference the Medieval play “Everyman”.


	2
	PLOT

· Pupils to feedback on the plot of Act 1.

· Is there really “nothing” to be done”?

· As a group pupils to create a series of frozen pictures to illustrate the “action” of Act 1.

· Each frozen picture is to be accompanied by a caption.

· ICT – photograph each one using a digital camera and display on Smartboard.

· What conclusions do we draw from the sequence?

· How would you characterise the plot?  Linear narrative? Cyclical narrative? Or something different altogether?

· Homework – write a summary of Act 1 and read Act 2 of the play. 



	2
	CHARACTERISATION (2)

· Refer back to last week’s lesson on Character within the play.
· Is there anything the pupils wish to add to our three big sheets?
· Discuss the importance of status within any dramatic text but specifically within “Godot”
· Pupils to write eight lines of dialogue between them (a conversation between two people); the more boring the better.
· Pupils to then learn the exchange.
· Then it is performed in pairs – but before the performance each draw a playing card from a deck. They must then assume the status according to the card (ace is low).
· Audience must guess which card each actor has.
· Repeat the exercise but this time formalise the roles – make one actor the master, the other the servant. Etc.
· Repeat again, this time the actors must  pass a pen between them – the rule being that if the pen is offered the other must take it; if it is asked for it must be given; if it is dropped the other must pick it up.
· Then discuss the relevance of these exercises; what are the power relations within the play? Who has power? Who is subservient? What is the role of Godot in the play? What is his power over the action and how is it exerted?


	3
	LANGUAGE (Rhetoric)

· Read through Lucky’s speech in Act 1
· Show the speech from the film version. 
· Absurdist issues? Does it matter what Lucky is actually saying?
· Give out copy of the speech. Pupils can attempt performing it. 
· What is the function of the speech in the play? Actually, it is a perfect example of the Absurdist paradox in that it means absolutely nothing and absolutely everything at the same time.
· In many ways it is Beckett having fun with language – the art of Rhetoric: Greek concept – the art of speaking for effect.
· Stream of consciousness exercise – in silence pupils have five minutes or so to just write down anything that comes into their heads. Extract from Joyce’s Ulysses is useful here. 
· Then read these out in sequence.
· Pupils then to find an interesting way of performing their new text using any means they can.
· Give out example from previous Year 12 students.
· ICT – you may want to record these.
· Only real criteria is to fill the space with language in the same way that Beckett does with Lucky’s speech.
· Final conclusions about the role of the speech within the play and Beckett’s use of language generally – why is this speech so different from V and E’s sparse non-sequiters?


	3
	APPLYING PHYSICAL ACTIONS TO THE TEXT

· Explain that the usual “off-text” exercises do not really work with “Godot”. Ask why?
· In this lesson pupils are to being preparing a reaction to the whole play which is to be performed at the end of next lesson.
· Pupils need to summarise key themes, essential plot elements as well as capture a flavour of Beckett’s language in a piece of theatre of their own devising.
· This is not easy so be prepared to cajole and encourage with this exercise.
· They can use any means that they wish – quote from the play; perform a “reduced” version; use music, dance, physical theatre, anything, as long as they can discuss their decisions in a feedback session after the performance.
· As mentioned, this will last for two lessons.



	4
	APPLYING PHYISICAL ACTIONS TO THE TEXT (2)

· Pupils to continue working on the piece started last week.

· ICT – video camera and smartboard projection.

· Pupils to perform piece.

· Play it back to them on the big screen.

· Comprehensive feedback session.

· How did your piece react to the ideas posed by Beckett in “Godot”?

· Make notes on the board from this discussion and pupils to copy down for future use.

	4
	SUB-TEXT

· What is sub-text? Why is it significant?
· Predictably, the sub-text is “Godot” is very difficult to define.
· Almost, the sub-text is the “Meaning” and the meaning is in the sub-text. “God is in the details”??
· Hand out John’s sub-text exercise sheet and follow the good man’s instructions.
· This exercise bears repeating.
· Feedback session necessary.
· Is it possible to plot the sub-text (as it were) onto a diagram of the play’s narrative?
· Possibly! Worth a try certainly.
· Highlight a few exchanges from the play and discuss the sub-text at work at each point.
· If there is time, thought-tracking would work well in the above exercise.


	5
	STAGING THE PLAY

· Discuss symbolism within stage design.
· Useful to reference Craig here.
· Why is Beckett’s stage description so minimal?
· What does the tree represent? And why do the leaves appear in Act 2?
· Watch a further extract from the film.
· Discuss the director’s decisions. Why did he choose the quarry setting?
· In pairs, pupils to design their own staging (with illustrations) and present to the group at the end of the lesson.
· Also discuss essential props and their symbolic resonance: the boots, the hat, Lucky’s hat, Pozzo’s lead, the trousers.
· How does this add to an understanding of the Absurdist ethic?


	5
	DRAWING TOWARDS A CONCLUSION

· As part of the drawing together of the work on “Godot”, pupils to watch all of Act 1 from the film version.
· Discussion session at the end of the lesson.


	6
	DRAWING TOWARDS A CONCLUSION (2)

· Pupils to watch Act 2 of the film version.
· Discussion on the issues raised.
· Begin to formally discuss Coursework tasks.


	6
	SO WHAT IS IT ALL ABOUT THEN? (1)

· Explain that we have finished our formal study on the play and so it is time to ask a few important questions (all of which will have been touched upon in previous weeks).
· Who is Godot?
· What does he represent?
· Who are Vladimir and Estragon? What are they doing?
· Who is the Boy? Who is Lucky and Pozzo?
· Why does everybody in the play forget everything from one minute to the next?
· What was Beckett’s reason for writing the play? What are his major comments on the nature of humanity?
· What role does religion play in the text?
· Hand out both the “difficult questions” and the “analysis” sheet for reading and discussion.
· Pupils to have thinking time before formulating their response.
· A good idea to take notes during this conversation and display them for discussion on the board.


	7
	PREPARING FOR THE COURSEWORK TASK 

· Examine coursework tasks from EDEXCEL specification.

· Write each category up on the board and discuss with pupils the possibilities for writing under each heading.

· Encourage pupils to quote examples from our own practical work and research tasks to support points made in their writing.

· Suggest that the A3 format is the better way of organising their work.



	7
	OVERSPILL LESSON

· Use for tidying up any loose ends; formally setting the deadlines for coursework submission etc.

· Return to first lines: “Nothing to be done” – could we have just taken these lines as the perfect synthesis of not only “Godot” but also the whole Absurdist movement?

· Yes, probably.




	 DRAMA DEPT

UNIT INFORMATION SHEET

	PUPIL NAME:
	FORM:

	DATE:                                                                         UNIT: ONE – Exploration of Drama and Theatre:

                                                                                                               Samuel Beckett – Waiting for Godot

	UNIT DESCRIPTION

In this Unit pupils will explore Samuel Beckett’s “Waiting for Godot”.  They will be assessed on their Exploration Notes that will cover: Plot, Language, Form and Structure, Visual Aural and Spatial elements and Contextualisation. They will also be assessed on their personal ability in: Subject matter and its treatment, Characterisation, Interpretation if Meaning and Applying physical actions to the text.

	OUTCOMES:

Pupils will:

· Recognise the dramatic potential of a text.
· Use drama to extend understanding.
· Communicate through the medium of drama.
· Appraise drama by review and evaluation.

	PUPILS OWN ASSESSMENT:

	TARGETS: (pupils’ own)


SAMUEL BECKETT – A BRIEF HISTORY

"We all are born mad. Some remain so." 

(from Waiting for Godot, 1952)
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Samuel Beckett was born in Dublin, Ireland in 1906. He was born to a Protestant family and was educated at Trinity College, Dublin. After graduating he left Ireland to live in Paris, the city that was eventually to become his permanent home. It was in Paris that he met the writer James Joyce, a fellow Irish exile and a man who was to remain Beckett’s life long friend. It is perhaps no coincidence that Beckett and Joyce are remembered as two of the greatest literary figures of the Twentieth Century. 

Beckett’s early work was as a novelist, albeit a fairly unsuccessful one. After working as for the French Resistance during the Second World War, Beckett published a trilogy of novels, all written in French: Molloy (1951; Eng. trans., 1955), Malone Dies (1951; Eng. trans., 1956), and The Unnameable (1953; Eng. trans., 1958).

However, Beckett’s biggest success, and the work for which he most famous, is the play En attendant Godot (Waiting for Godot), first performed in 1953. It tells the “story” of two tramps, Vladimir and Estragon, who call each other “Gogo” and “Didi”. They meet near a bare tree on a country road and wait for the promised arrival of Godot, whose name could refer to 'God' or also the French name for Charlie Chaplin, 'Charlot.' 

To fill the boredom they try to recall their past, tell jokes, eat, and speculate about Godot. Pozzo, a bourgeois tyrant, and Lucky, his servant, appear briefly. Godot sends word that he will not come that day but will surely come the next. In Act II Gogo and Didi still wait, and Godot sends a promising message. Gogo and Didi try to hang themselves and then declare their intention of leaving, but they have no energy to move.

Waiting for Godot has defied interpretation. It is literally a play in which nothing happens and, unsurprisingly, it confused its first audiences as it still continues to confuse audiences today. Godot is about everything and nothing at the same time. This is its genius. Some have interpreted the play as a comment on the monotony of everyday life and the inescapability of death. Vladimir and Estragon, after all, can do nothing but wait for someone or something that never turns up, surely a metaphor for the most desperate example of human existence?

Some have suggested that the play represents the plight of modern man, forced by society to be an individual and suffering extreme loneliness as a consequence. Perhaps in the modern world, genuine and meaningful communication with another human being has become impossible? 

Others have said that the play suggests that self-knowledge is unachievable and no matter how much one tries; we remain a mystery to ourselves and to others. 

You must draw your own conclusions. It is we as an audience who define the play’s meaning, not the playwright. However, one certainty is Beckett’s extraordinary use of language. The way that his characters speak in stripped-down, emotionless, non -sequiters was revolutionary at the time of the first performance and critics rushed to pin labels, “modernist”, “absurdist”, “tragic-comic” on to the play. Whether you agree with such descriptions is up to you but Beckett’s style changed theatre forever. Pinter could not have written in the way he did had Beckett not first pioneered the “absurdist” style. 

Beckett followed the success of Waiting for Godot with a series of increasingly experimental plays; plays that some found hilarious, some found unbearably sad and some found utterly incomprehensible. Famous examples include Endgame (1957; Eng. trans, 1958), Krapp's Last Tape (1959, notable for it use of only a single tape player on stage, no actors!) Happy Days (1961), Play (1964), Not I (1973), That Time (1976), and Footfalls (1976).

However, it is Waiting for Godot that remains Beckett’s masterpiece. It is a work that continually asks questions and refuses to offer up simple answers. It seeks to reflect the human condition without preaching to its audience in the manner of Brecht. It is a play that somehow epitomises the brilliance and power of theatre whilst at the same time presenting the bare minimum of action on stage.

Samuel Beckett died on 22nd of December 1989. He is buried in Montparnasse Cemetery, Paris. 
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ABSURDISM

The 20th century's most popular non-realistic genre is Absurdism. The root "absurd," connotes something that does not follow the roots of logic. In the Absurdist school of drama this holds true. Existence is fragmented, pointless. There is no truth so the search for truth is abandoned in Absurdist works. Language is reduced to a bantering game where words obfuscate rather elucidate the truth. Action moves outside of the realm of causality to chaos. Absurdists minimalize the sense of place. Characters are forced to move in an incomprehensible, void-like realm.

Avant-garde drama originating with a group of dramatists in the 1950s, including Samuel Beckett, Eugène Ionesco, Jean Genet, and Harold Pinter. Their work expressed the belief that in a godless universe human existence has no meaning or purpose and therefore all communication breaks down. Logical construction and argument gives way to irrational and illogical speech and to its ultimate conclusion, silence, as in Beckett's play Breath 1970.

……………………………………………………

Vladimir: 'That passed the time.'

Estragon: 'It would have passed in any case.'

Vladimir: 'Yes, but not so rapidly.'


……………………………………………………

One of its most potent theoretical sources was The Theatre and Its Double (1938; Eng. trans., 1958) by Antonin ARTAUD. 

The term Theatre of the Absurd derives from the philosophical use of the word absurd by such existentialist thinkers as Albert CAMUS and Jean Paul SARTRE. Camus, particularly, argued that humanity had to resign itself to recognizing that a fully satisfying rational explanation of the universe was beyond its reach; in that sense, the world must ultimately be seen as absurd. 

The playwrights loosely grouped under the label of the absurd endeavour to convey their sense of bewilderment, anxiety, and wonder in the face of an inexplicable universe. They rely heavily on poetic metaphor as a means of projecting outward their innermost states of mind. Hence, the images of the theatre of the absurd tend to assume the quality of fantasy, dream, and nightmare; they do not so much portray the outward appearance of reality as the playwright's emotional perception of an inner reality. 

EXISTENTIALISM

I stick my finger into existence---It smells of nothing. Where am I? What is this thing called the world? Who is it who has lured me into the thing, and now leaves me here? How did I come into the world? Why was I not consulted? --Søren Kierkegaard  (19th Century Danish Philosopher)

Existentialism, philosophical movement or tendency of the 19th and 20th centuries. Because of the diversity of positions associated with existentialism, a precise definition is impossible; however, it suggests one major theme: a stress on individual existence and, consequently, on subjectivity, individual freedom, and choice.

Freedom of choice, through which each human being creates his or her own nature, is a primary theme. Because individuals are free to choose their own path, existentialists have argued, they must accept the risk and responsibility of their actions. 

Themes of Existentialism: 

Existentialism says I am nothing else but my own conscious existence. --by T. Z. Lavine

A second existentialist theme is that of anxiety, or the sense of anguish, a generalized uneasiness, a fear or dread which is not directed to any specific object. Anguish is the dread of the nothingness of human existence. 

A third existentialist theme is that of absurdity. Granted, says the existentialist, I am my own existence, but this existence is absurd. To exist as a human being is inexplicable, and wholly absurd. Each of us is simply here, thrown into this time and place---but why now? Why here? 

The fourth theme which pervades existentialism is that of nothingness or the void. I am my own existence, but my existence is a nothingness. I live then without anything to structure my being and my world, and I am looking into emptiness and the void, hovering over the abyss in fear and trembling and living the life of dread. ----by T. Z. Lavine 

Because of the diversity of positions associated with existentialism, the term is impossible to define precisely. Certain themes common to virtually all existentialist writers can, however, be identified. The term itself suggests one major theme: the stress on concrete individual existence and, consequently, on subjectivity, individual freedom, and choice. --Encarta(R) 98 Encyclopedia

Hope

Although very existentialist in its characterisations, Waiting for Godot is primarily about hope. The play revolves around Vladimir and Estragon and their pitiful wait for hope to arrive. At various times during the play, hope is constructed as a form of salvation, in the personages of Pozzo and Lucky, or even as death. The subject of the play quickly becomes an example of how to pass the time in a situation, which offers no hope. Thus, the beginning sets the theme of the play: 

Estragon: Nothing to be done.
Vladimir: I'm beginning to come round to that opinion. 

Although the phrase is used in connection to Estragon's boots here, it is also later used by Vladimir with respect to his hat. Essentially, it describes the hopelessness of their lives. 

Time

A direct result of this hopelessness is the daily struggle to pass the time. Thus, most of the play is dedicated to devising games, which will help them pass the time. This mutual desire also addresses the question of why they stay together. Both Vladimir and Estragon admit to being happier when apart. One of the main reasons that they continue their relationship is that they need one another to pass the time. After Pozzo and Lucky leave for the first time, they comment:

V: That passed the time.
E: It would have passed in any case.

And later when Estragon finds his boots again: 

V: What about trying them.
E: I've tried everything.
V: No, I mean the boots.
E: Would that be a good thing?
V: It'd pass the time. I assure you, it'd be an occupation.

Since passing the time is their mutual occupation, Estragon struggles to find games to help them accomplish their goal. Thus they engage in insulting one another and in asking each other questions. 

The concept of the passage of time leads to a general irony. Each minute spent waiting brings death one step closer to the characters and makes the arrival of Godot less likely. The passage of time is evidenced by the tree, which has grown leaves, possibly indicating a change of seasons. Pozzo and Lucky are also transformed by time since Pozzo goes blind and Lucky mute. 

Forgetfulness

The difficulty for Beckett of keeping a dialogue running for so long is overcome by making his characters forget everything. Estragon cannot remember anything past what was said immediately prior to his lines. Vladimir, although possessing a better memory, distrusts what he remembers. And since Vladimir cannot rely on Estragon to remind him of things, he too exists in a state of forgetfulness. 

A second reason for why they are together arises from the existentialism of their forgetfulness. Since Estragon cannot remember anything, he needs Vladimir to tell him his history. It is as if Vladimir is establishing Estragon's identity by remembering for him. Estragon also serves as a reminder for Vladimir of all the things they have done together. Thus, both men serve to remind the other man of his very existence. This is necessary since no one else in the play ever remembers them: 

Vladimir: We met yesterday. (Silence) Do you not remember?
Pozzo: I don't remember having met anyone yesterday. But to-morrow I won't remember having met anyone to-day. So don't count on me to enlighten you.

Later on the same thing happens with the boy who claims to have never seen them before. This lack of reassurance about their very existence makes it all the more necessary that they remember each other. 

Estragon and Vladimir are not only talking to pass the time, but also to avoid the voices that arise out of the silence. Beckett's heroes in other works are also constantly assailed by voices, which arise out of the silence, so this is a continuation of a theme the author uses frequently: 

E: In the meantime let's try and converse calmly, since we're incapable of keeping silent.
V: You're right, we're inexhaustible.
E: It's so we won't think.
V: We have that excuse.
E: It's so we won't hear.
V: We have our reasons.


Religion

One of the questions which must be answered is why the tramps are suffering in the first place. This can only be answered through the concept of original sin. To be born is to be a sinner, and thus man is condemned to suffer. The only way to escape the suffering is to repent or to die. Thus Vladimir recalls the thieves crucified with Christ in the first act:

V: One of the thieves was saved. It's a reasonable percentage. (Pause.) Gogo.
E: What?
V: Suppose we repented.
E: Repented what?
V: Oh . . . (He reflects.) We wouldn't have to go into the details.
E: Our being born?

Failing to repent, they sit and wait for Godot to come and save them. In the meantime, they contemplate suicide as another way of escaping their hopelessness. Estragon wants them to hang themselves from the tree, but both he and Vladimir find it would be too risky. This apathy, which is a result of their age, leads them to remember a time when Estragon almost succeeded in killing himself:

E: Do you remember the day I threw myself into the Rhone?
V: We were grape harvesting.
E: You fished me out.
V: That's all dead and buried.
E: My clothes dried in the sun.
V: There's no good harking back on that. Come on.

Interpretations

Beckett is believed to have said that the name Godot comes from the French "godillot" meaning a military boot. Beckett fought in the war and so spending long periods of time waiting for messages to arrive would have been commonplace for him. The more common interpretation that it might mean "God" is almost certainly wrong. Beckett apparently stated that if he had meant "God," he would have written "God". 

There are numerous interpretation of Waiting for Godot and a few are described here:

· Religious interpretations posit Vladimir and Estragon as humanity waiting for the elusive return of a saviour. An extension of this makes Pozzo into the Pope and Lucky into the faithful. The faithful are then viewed as a cipher of God cut short by human intolerance. The twisted tree can alternatively represent the tree of death, the tree of life, the tree of Judas or the tree of knowledge. 

· Political interpretations also abound. Some reviewers hold that the relationship between Pozzo and Lucky is that of a capitalist to his labour. This Marxist interpretation is understandable given that in the second act Pozzo is blind to what is happening around him and Lucky is mute to protest his treatment. The play has also been understood as an allegory for Franco-German relations. 

· An interesting interpretation argues that Lucky receives his name because he is lucky in the context of the play. Since most of the play is spent trying to find things to do to pass the time, Lucky is lucky because his actions are determined absolutely by Pozzo. Pozzo on the other hand is unlucky because he not only needs to pass his own time but must find things for Lucky to do. 

LUCKY’S SPEECH

LUCKY: 

Given the existence as uttered forth in the public works of Puncher and Wattmann of a personal God quaquaquaqua with white beard quaquaquaqua outside time without extension who from the heights of divine apathia divine athambia divine aphasia loves us dearly with some exceptions for reasons unknown but time will tell and suffers like the divine Miranda with those who for reasons unknown but time will tell are plunged in torment plunged in fire whose fire flames if that continues and who can doubt it will fire the firmament that is to say blast hell to heaven so blue still and calm so calm with a calm which even though intermittent is better than nothing but not so fast and considering what is more that as a result of the labors left unfinished crowned by the Acacacacademy of Anthropopopometry of Essy-in-Possy of Testew and Cunard it is established beyond all doubt all other doubt than that which clings to the labors of men that as a result of the labors unfinished of Testew and Cunnard it is established as hereinafter but not so fast for reasons unknown that as a result of the public works of Puncher and Wattmann it is established beyond all doubt that in view of the labors of Fartov and Belcher left unfinished for reasons unknown of Testew and Cunard left unfinished it is established what many deny that man in Possy of Testew and Cunard that man in Essy that man in short that man in brief in spite of the strides of alimentation and defecation wastes and pines wastes and pines and concurrently simultaneously what is more for reasons unknown in spite of the strides of physical culture the practice of sports such as tennis football running cycling swimming flying floating riding gliding conating camogie skating tennis of all kinds dying flying sports of all sorts autumn summer winter winter tennis of all kinds hockey of all sorts penicillin and succedanea in a word I resume flying gliding golf over nine and eighteen holes tennis of all sorts in a word for reasons unknown in Feckham Peckham Fulham Clapham namely concurrently simultaneously what is more for reasons unknown but time will tell fades away I resume Fulham Clapham in a word the dead loss per head since the death of Bishop Berkeley being to the tune of one inch four ounce per head approximately by and large more or less to the nearest decimal good measure round figures stark naked in the stockinged feet in Connemara in a word for reasons unknown no matter what matter the facts are there and considering what is more much more grave that in the light of the labors lost of Steinweg and Peterman it appears what is more much more grave that in the light the light the light of the labors lost of Steinweg and Peterman that in the plains in the mountains by the seas by the rivers running water running fire the air is the same and then the earth namely the air and then the earth in the great cold the great dark the air and the earth abode of stones in the great cold alas alas in the year of their Lord six hundred and something the air the earth the sea the earth abode of stones in the great deeps the great cold on sea on land and in the air I resume for reasons unknown in spite of the tennis the facts are there but time will tell I resume alas alas on on in short in fine on on abode of stones who can doubt it I resume but not so fast I resume the skull fading fading fading and concurrently simultaneously what is more for reasons unknown in spite of the tennis on on the beard the flames the tears the stones so blue so calm alas alas on on the skull the skull the skull the skull in Connemara in spite of the tennis the labors abandoned left unfinished graver still abode of stones in a word I resume alas alas abandoned unfinished the skull the skull in Connemara in spite of the tennis the skull alas the stones Cunard (mêlée, final vociferations) tennis . . . the stones . . . so calm . . . Cunard . . . unfinished . . . 

EXAMPLE OF A YEAR 12s INTERPRETATION OF LUCKY’S SPEECH

I don’t know what to do I can’t find it it makes no sense I don’t care who knows who can find it it’s nowhere it’s everywhere it’s nowhere nowhere no no no no no  I can’t find it makes no sense I don’t care if it makes no difference whether I do or don’t don’t don’t don’t does it I won’t find it even if I try I try so hard but I can’t find it it won’t come it won’t given the existence of light and fire blazing through the sky if deep and utter misery happy and blazing life flowing amongst a sky bright endless eternity of emotions why on this earth as on the next why if not how or why fly regret amongst such angelic race of zebra without if any a thought of pain in their race for the end end of that which cannot be resolved in the distance which cannot be defined the end which shall never come nor go but be forever life without meaning is a life without sorrow feeling deeply into a whole of contempt a void in my heart like a whole in my sock unravelling slowly mediating through the structured mountainous rocks of Bali my soul is crucified and reincarnated into a guitar slit strings and wrists in anguish my body lies bare falling dying without a name or a face being subjected to this world of waste for nothing why I ask why these clear powers of the earth that I am imprisoned here until death grants me my freedom then the world will be no more! The sound of her eyes shutting bled into the sunset like a river and I said that she said that she would deny the existence of a very God amongst the woodland but somehow everything changed that summer’s morning when I saw the water glistening on her naked back and snap came the darkness a big black darkness like a crow with appointed beak flying too close to the sun flying too close to the sun the fish of the deep thoughtful gaping hole of the planet God created swerve and stop swerve and stop in their skools of pataphysicians which rule life and its existence and existence of man life man woman life people in which evolution is the key to the problems we need to solve questions left unasked unknown qua qua qua stop think like the fish and its family of friends and stop and look at what they have each other do we have each other do you have each other look they are the best examples of love and how? Why? Existence with beginnings and ends again again again again over and over waiting sitting standing it does not matter for we are here trapped in a spell along with nature wind rain storms floods turn on and off switch switch switch empty full finished. 

ROPES AND TIES IN WAITING FOR GODOT

Interpersonal relationships, including those involving Godot, are generally represented in rope images, specifically as nooses and leashes. 

These metaphors connect the dead with the living. Only an appreciation of these complicated rope images will provide a truly complete reading of Godot 

The only rope that appears literally is the leash around Lucky's neck that Pozzo holds. This pair of characters appears separated by a rope that is half the width of the stage. In terms of the rope, the relationship between these characters is one of consistent domination. 

Despite his miserable condition, Lucky does not seem to desire change. Perhaps he is happy. Or perhaps he is not miserable enough. Or perhaps he has no sense of the world beyond his present situation; perhaps, as Vladimir and Estragon, he cannot envision himself any differently.

Vladimir and Estragon have a similar relationship in many ways, for there is a certain amount of submission and domination in their interactions with one another. The submission and domination, however, is less consistent and less rigidly defined than it is for Pozzo and Lucky. But when the two principal characters seek to play a game, Vladimir suggests they "play at Pozzo and Lucky" [p47], a game that requires them to abuse one another for amusement. But Vladimir asks Estragon to play Pozzo and dominate him, a situation that diverges from Vladimir's seemingly normal assertiveness in their relationship. Overall, their relationship is one of misplaced dominance, where Vladimir is generally the stronger of the two, but he clearly wishes he were not.

As yet another way to pass the time, Vladimir and Estragon also consider suicide, by hanging with a rope. The rope that they would hang themselves with, however, is not the rope that ties their relationship together; their binding rope is figuratively present throughout the entire play and yet they cannot find a rope suitable for hanging. 

Vladimir and Estragon's sad situation of waiting endlessly for the mysterious Godot is another form of inescapable frustration. Vladimir, typically certain of his words while questioning their veracity upon the slightest prodding, denies Estragon's suggestion that they are tied to Godot. "To Godot? Tied to Godot! What an idea! No question of it. (Pause.) For the moment." 

While Vladimir and Estragon are tied to Godot in the typical manner, Godot's rope to them is tied uniquely. Estragon questions what would happen if they left Godot, asking, "And if we dropped him? (Pause.) If we dropped him?" [p59.5] Godot, who the reader has assumed to be in control of his own actions, is apparently hanging, most likely from a noose. 

And Vladimir and Estragon somehow know that they have the power to drop Godot from his noose.  As Vladimir says virtually immediately after Estragon's questions, "Everything's dead but the tree." [p59.5] But even though Godot is dead, "he'd punish us" if Vladimir and Estragon cut him free from his noose. 

With everything dead but the willow, what other punishment could there be but the death or defacement of the one glimmer of life and hope in an otherwise bleak existence - the tree. Here the tree perhaps represents Godot, Vladimir's and Estragon's only hope. Since Vladimir and Estragon are fundamentally hopeful individuals who would not want to see this last glimmer of hope destroyed, Vladimir's message is that they should not drop Godot. Instead, they should allow him to hang, and they should ignore his death; as humans should ignore Nietzsche's decision that the belief in "God is dead." And this, it seems Beckett hopes, must be the strongest rope of all in Waiting for Godot - the noose surrounding Godot's neck that is held aloft, and out of sight, by hope.

PINTER ON BECKETT

The farther he goes the more good it does me. I don't want philosophies, tracts, dogmas, creeds, ways out, truths, answers, nothing from the bargain basement. He is the most courageous, remorseless writer going and the more he grinds my nose in the shit the more I am grateful to him. He's not fucking me about, he's not leading me up any garden path, he's not slipping me a wink, he's not flogging me a remedy or a path or a revelation or a basinful of breadcrumbs, he's not selling me anything I don't want to buy — he doesn't give a bollock whether I buy or not — he hasn't got his hand over his heart. Well, I'll buy his goods, hook, line and sinker, because he leaves no stone unturned and no maggot lonely. He brings forth a body of beauty. His work is beautiful  - Harold Pinter
LESSON 4 - SUBTEXT EXERCISE ( Thanks to Ken Taylor)
Sub-text is what is going on under the surface of dialogue/script and is such a valuable tool in interpreting script and even for learning the lines and yet getting students to understand the nature of this is sometimes difficult. Subtext is also the factor in  a performance which can raise that performance from pedestrian to the level of genius. Stella Adler is quoted as saying… “the genius lies in the choice” an actor makes. How an actor interprets and uses the subtext is very important - it relates to his/her character’s through line and each objective encountered.

Here is an exercise that is useful as an introduction to subtext.

Ask the group to get into groups of three. 

A: parent, B: teenager and C: the parent’s brother/sister who is staying with them. 

It is breakfast time around the table and the group is told that all they can talk about is breakfast. It is an improvisation so they don’t need to prepare this.

The resultant piece is rather boring and lacking in tension, direction or interest on the whole. 

Now take each character aside and give them the following information:

A: You invited your brother/sister to stay because s/he has been suffering from depression and you were worried about them spending too much time alone in their flat. You felt that for them to be a part of a family would be good for them. However, you are going on a three-day course after breakfast and will be away for that time.

B: You know that your parent is going away today for three days on a course connected with their work. However, you are not happy about this as you suspect that your Aunt/Uncle is having an affair with your other parent. Your loyalty lies with the parent at breakfast and you are angry with the behaviour of your aunt/uncle.

C: You were really pleased that your sister/brother invited you to stay, as you have been very depressed. However, you have recently started a secret affair with your sister/brother’s spouse and you are really pleased that you’ll be here when s/he is away on the course.

They are to do the scene again… still only talking about breakfast. This time the tone and tension of the piece will be entirely different. It will be quite interesting to see how each of them react… especially the parent who may be really in the dark about what is happening. Talking to them afterwards will show how they each experienced the scene - either from the point of view of an onlooker or as a participant.

Now clearly this is very powerful sub-text but it should give them a good idea of what it is and how it can affect characters and their relationships in a scene. 

Once they have the idea of the nature of sub-text and how to work it out for themselves when working with script… they will also have the means to enrich their work. It is my inner monologue, and my moment-to-moment reactions to what is happening in the play. The subtext is their reaction to other characters as well as their interpretation of their own lines. As such, they can not limit it to simply "how do I speak this line, where do I put the stresses, what is my pitch and intonation?" The subtext includes restraining the desire to punch one’s  boss in the face, to pull his nose, to rip off that ridiculous toupee, to circulate the blackmail photos around the office. It is the desire that motivates the speech, and that can also motivate movement as well… and so can become the heart of the performance.

A small piece of script is now useful for trying out this in practice. Something along the lines of:

A: Hello

B: Oh it’s you.

A: Come here I want to speak to you.

B: I’m not in any trouble am I?

Clearly the exchange will be different depending on their status relative to each other and how they each view each other. B may have complete disdain for A and reply with sarcasm or contempt. A might have seen B in trouble at work and feel that his/her promotion will now be assured when it comes out. 

The possibilities are enormous and will incorporate decisions as to location, relationship and status, whether others are involved in the action/scene etc. It is the sub-text that will bring it to life and allow the students to feel that they have a handle on the text and to bring it to life. 

Naturally within a play one has a greater grasp on a larger situation but the same principles apply. When Nora (A Doll’s House) tries to capture Helmer’s attention with her tarantella she is actually trying to prevent him from finding the letter from Krogstad, which will damn her in her husband’s eyes, and her objective is to avoid his condemnation.

Subtext can also be helpful to use when learning scripts. If one has a good grip on the subtext they will know where they are within the context of the play. If students can become focused on the unwritten motivation/emotional content, the lines will come as they will make ‘emotional sense’.

QUESTIONS TO MAKE THEM THINK

Life and times of Beckett

1. How do you think Beckett’s stabbing and near death experience in 1938 influence his writing?

2. How did Beckett’s continuing depression influence his work?

3. After viewing the Beckett timeline, what do you think were his most momentous influences to his writing?  Why?

4. How do you think growing up in volatile Ireland effect him and his writing?

5. How do you think living in German-occupied France during WWII influence WAITING FOR GODOT?

6. How did Beckett’s journeys through Europe influence him when determining the characters in WAITING FOR GODOT?

Themes
7. After reading WAITING FOR GODOT, what do you think the play means?

8. What do you think the meaning of “Godot” is?

9. Do you think the meaning of WAITING FOR GODOT is that there is no meaning?  Why or why not?

10. Where and how is “symbolism” used and seen in WAITING FOR GODOT?

11. What does “existence” mean to you?

12. Why is the tree barren one day and covered with leaves the next?

13. Why is time considered meaningless in WAITING FOR GODOT?

14. Has time ever been considered a mess in your life?  When?  Describe.

15. How do the characters in WAITING FOR GODOT impose meaning on their world?

16. How do you impose meaning to your world?

17. Have you ever waited for something that you were not sure if and when it or who would arrive?  What or who was it?  How did the waiting make you feel?  Describe the situation.

18. Why did Beckett choose to have his characters on a bare stage with one tree?  Do you think this is a good choice?  Why or why not?

19. What does the boy represent in WAITING FOR GODOT?

20. Do you believe that “hell is others?”  Why or why not?

Characters

21. After reading WAITING FOR GODOT, what character did you like the best? And why?

22. With what character did you most identify?  Why?

23. Why do Vladimir and Estragon need each other?  Or why do they not leave each other?

24. Why is Lucky not allowed to speak?

25. What makes the absurd characters in WAITING FOR GODOT human?

26. Why cannot Estragon and Vladimir kill themselves?

27. Why does it appear that Estragon and Vladimir are on the stage without a part to play?

28. Who do you think Godot is?  Why?

29. What does time mean to the characters in WAITING FOR GODOT?

30. Why do you think the tramps in WAITING FOR GODOT are noble?

31. Why are Lucky and Pozzo important to the play?

32. Why are the characters drawn to the tree?

33. What makes the characters funny?  Why?

34. What makes the characters sad?  Why?

Existentialism

35. What is existentialism?

36. How is the existentialism philosophy used in WAITING FOR GODOT?

37. How is Existentialism seen in your daily life or in the world today?

38. How do Absurdism and existentialism relate to one another?

39. What do you think existentialism meant to Beckett?  Why?

40. What does freedom mean to an existentialist?

41. Do you agree or disagree with the fundamental principals of existentialism?  Why or why not?

42. Why do you think existentialism was a prevalent philosophy during the 1940’s & 50’s?

Absurdism

43. What does “absurdity” mean?

44. Why is WAITING FOR GODOT considered the benchmark for Absurdist Theatre?

45. Why do you think absurdity became a prevalent idea after WWII?

46. Why are the words “I” and “the world” important elements to Absurdism?

47. List several examples from your own life that are considered as absurd.

48. List several examples from the world today that are considered as absurd.

49. Why does absurdity make us laugh?

50. Why does absurdity make us cry?

51. Have you ever been in an absurd situation?  Describe it.

52. According to absurdists, what is the basis of human freedom?

53. Why is it that in Act II--on the second evening Vladimir and Estragon wait--the tree has leaves, Pozzo is blind, and Lucky is mute? Why do things change so drastically? 

54. What is the function of the boy in Waiting for Godot?  Please note that I am not asking for a summary of what he does, but of what his significance is for the play. Why is He (!) - and what he does - important? 

55. One critic of Godot has observed that the boy's response to Vladimir's question about what Godot does is "He does nothing, Sir," and has concluded that "Godot, by implication, lives in the same condition, the same spiritual insomnia, agony, limbo, the same despair of one's failing powers which has hung over the play." Agree, disagree, or otherwise comment on this analysis (with evidence from the play, please). 

56. Discuss the function of the audience in Waiting for Godot. After all, do we not wait with Didi and Gogo? Are we not caught up in their dilemmas? Are we not as uncertain about Pozzo and Lucky as they? Are we not as confused? Is Beckett, then, using us? How? and to what end? 

T http://ahnville/Webst/chenets/Chenetwebquest.htmhe prisoners of San Quentin had no difficulty understanding WAITING FOR GODOT. 
