Lindenwood University
Digital Commons@Lindenwood University

Theses Theses & Dissertations

2008

Enmasking Beckett: The Use of the Commedia dell'Arte in Waiting
for Godot

Shaun Sheley

Follow this and additional works at: https://digitalcommons.lindenwood.edu/theses

b Part of the Theatre History Commons












Sheley 168

I1 17. Welcome Distraction: Vladimir inspires Estragon, Estragon
deflates Vladimir. Pozzo pleads and bribes, Estragon barters. Driving
tempo of a motivational speech.

II 18 a In the Muck: Vladimir entreats Estragon. Estragon
threatens/scolds Vladimir, Vladimir bargains with Estragon, Estragon
chastises Vladimir. Medium tempo as the situation unfolds. Lines are
short, intensity builds as desperation develops, collapse literally into
silence.

IT 18b. Bit of a Lay Down: Pozzo begs, Vladimir mocks Pozzo, prods
Estragon, Estragon belays Vladimir. Slow tempo as they are pulled down
into the earth, sinking feeling, until the striking of Pozzo.

IT 19. Name Game: Vladimir rescues Pozzo, Estragon berates Pozzo,
Estragon coerces Vladimir, Vladimir quashes Estragon, Pozzo beseeches.
This has a jaunty feel to it, light hearted. As always the game descends
into silence.

II 19 b. Shapes in the SKy: Estragon enchants Vladimir, Vladimir rejects
Estragon. Light, airy, wistful against pragmatic.

I1 20 a. Question of Will: Estragon (once again in the position of initiator)
enkindles Vladimir, Vladimir redirects Estragon. Vladimir
comforts/confirms Pozzo, Estragon tags along. Pozzo probes Vladimir.
Humor in the matter of fact nature of a crisp delivery.

I 20 b. Blind Leading the Blind: Pozzo interrogates/bemoans Vladimir

and Estragon. Vladimir reassures Pozzo, Estragon fuddles Vladimir.



Sheley 169

Vladimir rejoins Estragon. Tempo quick, light except for Pozzo's I am
blind.

11 20c. Time Is Blind: Estragon henpecks Vladimir, Vladimir chastises
Estragon, Vladimir comforts/encourages Pozzo, Pozzo
informs/admonishes Vladimir. Keeping the pace of the previous beats,
Vladimir remain upbeat, light, Estragon harsh abrupt blasts, Pozzo
growing impatience.

II 21. Reviving Lucky: Pozzo commands Vladimir shuns Estragon,
Estragon shames Vladimir, defies Pozzo, Vladimir humors Pozzo, coerces
Estragon. Pace remains quick.

I1 22. Pozzo and Lucky ON!: Pozzo consigns Vladimir, reclaims Lucky.
Estragon (asleep), shuns all, Vladimir delays, entices Pozzo. Unfolding of
events, moves quickly, urgently. Pozzo's speech very much in the clear,
major philosophical statement, let it breath.

I1 23. Waking Estragon: Vladimir arouses Estragon, Estragon bemoans
Vladimir. Vladimir enlists Estragon, Estragon dismisses Vladimir. Up
tempo, keep it moving, can't lay down here, have to earn stillness of the
next beat.

II 24. Didi’s Awakening: Estragon beseeches Vladimir, Vladimir ignores
Estragon. The most profound of the speeches, firmly places Viadimir in the
leading role, the almost epiphany, Shakespearean, as “Tomorrow and

Tomorrow and Tomorrow”.
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I 25. The Shepherd: Boy feels out Vladimir, Vladimir probes Boy, Boy
informs Vladimir, Vladimir engulfs Boy. Boy fades away. The play begins
to wind down here, afier his near epiphany and escape, Vladimir is being
pulled down by hopelessness.
II 26 a. Hope Deferred, Again: Estragon prods Vladimir, Vladimir resists
Estragon. Viadimir almost chanting, sleep walking, Estragon quicker in
tempo. The two work almost contrapuntally
I126 b. Judas’ Tree: Vladimir spurs Estragon, Estragon delays. entices
Vladimir. Viadimir begins to build back up, slowly, while Estragon reverts
back down into his normal state.
I1 27. Another Day: Estragon beseeches Vladimir, Vladimir heartens
Estragon. Though broke comically with the panis bit, there is a prayer like
quality, resoluteness to this final passage. Not fast, not deadly slow, it is
as an inhalation, leaving us expecting more.

IV Character Analysis

“Estragon is on the ground: he belongs to the stone. Vladimir is light; he is oriented

towards the sky.” (McMillan xiv)

Estragon: Combination of Chaplinesque clown and First or Second Zanni from the

Commedia dell’Arte.

“Too tired to go on and reduced to a rag, the character appears to be a worn out scrap of

cloth physically.” ( Fava 101)

“Status: Bottom of the pecking order. Zanni is that regrettably eternal unfortunate, the

dispossessed immigrant worker.” (Rudlin 67)
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A. Desire: Based in hungers, sleep and immobility,

“He suffers from the spasms of an ancestral hunger which is his basic everyday
condition; he is, as a result, insatiable, but capable of being spiritedly ironical about his
plight . . . Zanni is ignorant and loutish, and has no self awareness. The very act of
thinking is alien to him . . . he never . . . looks for somewhere to sleep. sleep just happens
to him.” (Rudlin 71)

John Rudlin and Antonio Fava’s description of the Commedia dell’Arte’s
traditional Zanni from their respective books and Beckett’s various inspirational sources
for his characters combine to offer a clear picture of Estragon and Vladimir.

Estragon desires nothing more than to be left to sleep “I was asleep! (Despairingly) Why
will you never let me sleep?” (Godot 7) Beckett based Estragon on the character of

Belacqua who, in Dante’s Divine Comedy, is confined to a rock, spiritually immobile.

Beckett uses this character as bases for both Estragon and Belacqua in his work Dream of

Fair to Middling Women .as James Knowlson explains, “who arrogantly refuses to wear

two pairs of thick socks or to bandage his feet with rags. . . . soon finds himself utterly
fatigued, the new boots sprawled in the ditch where he had cast them from him, the
bloated feet trembled amongst the little flowers . . .” (Knowlson, Damned 85) The event
described in the novel comes directly from a personal moment Beckett had when he was
travelling through Italy. A walking expedition had gone horribly wrong and he caused
painful damage to his feet so that he had to spend the remainder of his time being nursed
to health by an old Italian peasant woman who soaked his feet in herbs and hot water

every few hours. Vladimir attempts to cheer Estragon in Waiting for Godot with the

promise of socks, “Perhaps you’'ll have socks someday.”(59)
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Belaqua. the character in Dante’s Purgatorio. “seemed to me exhausted./ was
sitting with his arms around his knees:/between his knees. he kept his head bent down./
“Oh my sweet lord,” I said. “look carefully/ at one who shows himself more languid than/
he would have been were laziness his sister!™ (Dante, Purgatorio IV 106-111). inspires
the image of Estragon on the rock. The parallels are obvious and the lines and behavior of
Estragon not only find their sources in Beckett's life and reading. but also match well
with the descriptions of the Commedia Zanni whose stands with “arched back. with his
knees bent and apart and his feet splayed.” (Rudlin 69)

Estragon resists activity and thought and provides much of the resistance and
conflict to Vladimir’s more inquisitive and peripatetic nature. That is not to say that he is
incapable of activity. Estragon does engage in the games and knockabout of the play. but
left to his own devices, he would remain on the rock, inert. and asleep. Perhaps this
realization is what spurs Vladimir to chastise him. “ When I think of it . . . all these years
.. .but for me . . . where would you be ...? (Decisively) You'd be nothing more than a
heap of bones at the present minute. no doubt about it.” (Godot 2)

B. Will: Malleable but resistant. Estragon’s will is like a chunk of modeling clay. It's
hard to work until it gets warmed up. So too with Estragon, it is a matter of hitting the
right buttons and playing into his desires:

VLADIMIR: Hmm. It might give us an erection.

ESTRAGON: (Highly excited) An erection!

VLADIMIR: With all that follows. Where it falls mandrakes grow. That’s

why they shriek when you pull them up. Did you not know that?

ESTRAGON: Let’s hang ourselves immediatelv! (Godot 9)
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Of course he can revert quickly to his innate state “VLADIMIR: Well? What do we do?
ESTRAGON: Don’t let’s do anything. It’s safer.” (Godot 10) Part of the recurrent
structure of Beckett’s play is to explore the resulting effects of two men who have no
will, that are incapable of furthering their position:

ESTRAGON: That’s enough. I'm tired.

(He pulls his arm free and moves away.)

VLADIMIR: You’d rather be stuck there doing nothing?

ESTRAGON: Yes.

VLADIMIR: Please yourself.

(He picks up his coat, puts it on, and paces about the stage.)

ESTRAGON: Let’s go.

VLADIMIR: We can’t.

ESTRAGON: Why not?

VLADIMIR: We’'re waiting for Godot.

ESTRAGON: Ah yes! (Godot 60-61)
C. Moral Stance: Estragon’s moral stance is directly influenced by his will and his
desires. He lacks the humility and pride of Vladimir as evidenced in the begging scenes
with Pozzo. He also attacks the boy at the end of Act One:

ESTRAGON: That’s all a pack of lies. (Shaking the boy by the arm) Tell

us the truth.

BOY: (Trembling) But it is the truth, sir!

VLADIMIR: Will you let him alone! What’s the matter with you? (

ESTRAGON releases the BOY, moves away towards the stone covering
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his face with his hands. VLADIMIR and the BOY observe him.

ESTRAGON drops his hands. His face is convulsed. VLADIMIR goes to

ESTRAGON.)

What’s the matter with you?

ESTRAGON: I'm unhappy.

VLADIMIR: Not really! Since when?

ESTRAGON: I'd forgotten. (41-42)
Estragon may be best summed up by John Rudlin who describes the Zanni as “the
complete egoist. His good humored exterior conceals a ferocious interior and he cares no
more for human life than for that of a flea.” (141) There is, in Estragon. a much more self
centered viewpoint than in Vladimir. More the opportunist who attacks or appeases based
on his own needs. Of course this is not an absolute, as he offers comfort and
companionship to Vladimir as well. His moral stance is that of a pragmatist, a survivor,
prone to a certain amount of viciousness, such as when he kicks Lucky, literally kicking a
man while he is down, in an act of revenge. Nor is he above tormenting Didi, playing on
his insecurity by calling into question where and when they are to meet Godot in Act I.
Estragon also makes Didi laugh, knowing that laughing causes him to suffer.
D. Decorum: An older gentleman., anywhere from 40-70 usually. Estragon is usually
portrayed as somewhat heavy set, his weight giving him the appearance of being
anchored more to the earth. As a tramp, he wears the clothes of someone who once was
well off, but has fallen onto hard times. His clothes are threadbare and patched. His
boots, ill-fitting, cause his feet to swell, causing him to limp, painfully swaying from side

to side. In terms of behavior he is aware of decorum, can demonstrate some sense of it
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when it suits his purpose, as when playing with Pozzo in the hopes of getting a handout,
or mockingly when bantering with Estragon, which degenerates into real insults:

ESTRAGON and VLADIMIR: (Turning simultaneously) Do you —

VLADIMIR: Oh. pardon!

ESTRAGON: Carry on.

VLADIMIR: No no, after you.

ESTRAGON: No no, you first.

VLADIMIR: | interrupted you.

ESTRAGON: On the contrary.

(They glare at each other angrily as they draw closer.)

VLADIMIR: Ceremonious ape!

ESTRAGON: Punctilious pig!

VLADIMIR: Finish your phrase, I tell you!

ESTRAGON: Finish your own!

(Silence.)

VLADIMIR: Moron!

ESTRAGON: That'’s the idea, let’s abuse each other. (Godot 65)
Generally, Estragon is more lethargic, preferring stillness and sleep to any form of
physical exertion.
E. Summary: It would be a mistake to paint Estragon in a completely negative light. He
balances Vladimir and though his demeanor is more sullen and lethargic than Vladimir’s,
they tend to absorb each others personalities so that the one often takes on the behavioral

aspects of the other. These are complicated characters, though Beckett would say
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otherwise claiming to know them enough. Beckett gives us a rich portrait with complex
and shifting motives which must be explored. Estragon may desire more often than not
to sit on the stone and sleep. but he is capable of physical activity and creative play:
A scenario must have two Zanni (at least), the first is foxy and astute, the
second more siultus—an ox, beast type . . . but this distinction should not
be absolute. Between them they make up one person of less than average
intelligence. (Rudlin 71)
Viadimir: A combination First Zanni and Pantalone of the Commedia dell’ Arte with
influences from the silent film and music hall. Peripatetic in his nature both physically
and mentally, but pained by his walk because of bladder problems. I incorporated the
physical walk of Pantalone more than the characteristic behaviors of lechery and greed
associated with the famous Magnifico. Pantalone’s pelvis thrusts forward and he walks in
a heel to toe motion, slightly turned out. Borrowing this walk and applying it to Beckett’s
tramp helps to demonstrate more clearly the bladder condition that plagues Vladimir . but
in terms of character behavior. he is more aligned with a later form of Commedia mask,
Pedrolino who later developed into the famous Pierrot. Though not a perfect match, as
the pure Pierrot character is more of a loner, the characteristic stoicism in the face of
adversity fits Vladimir very well. as does the fact that Pierrot is described as being
“conscientious and full of remorse at the slightest harm to another.” (Rudlin 136) Pierrot
is also a very loyal, honest and dedicated character, which fits with Vladimir, as does the
Commedia character’s frequent association with the moon, obviously an important

association in Beckett’s play as well.
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A. B. Desire and Will: Vladimir hopes for salvation at the hands of Godot. Vladimir is
constantly reminding Estragon that they are waiting for Godot and that they must
continue to wait until he shows up:

ESTRAGON: You gave me a fright.

VLADIMIR: I thought it was he.

ESTRAGON: Who?

VLADIMIR: Godot.

ESTRAGON: Pah! The wind in the reeds.

VLADIMIR: I could have sworn I heard shouts.

ESTRAGON: And why would he shout?

VLADIMIR: At his horse.

(Silence.)

ESTRAGON: Let’s go!

VLADIMIR: Where? (Moves toward ESTRAGON. Seducingly.) Perhaps
we’ll sleep tonight in his loft. All snug and dry, our bellies full, in the hay.
That’s worth waiting for. No?

ESTRAGON: Not all night.

VLADIMIR: It’s still day. (Godot 12)

Godot holds the promise of a better life and a sense of purpose. It is Vladimir whose
desire keeps both tramps resolute “What are we doing here, rhat is the question. And we
are blessed in this, that we happen to know the answer. Yes, in this immense confusion
one thing alone is clear. We are waiting for Godot to come . . . We have kept our

appointment, and that’s and end to it.” (Godot 70) Will and desire are concurrently
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manifested through Vladimir’s altruistic nature. He entertains, creates, comforts, he even
provides affection and food for Estragon and is willing to carry Estragon, “if need be”, to
see that they are both saved. Of course just as Estragon occasionally shows signs of
optimism, so too Vladimir, though “oriented toward the sky”, the more curious, vigorous
and optimistic, can fall prey to doubt and question as well. especially after the repeated
failure of Godot to keep his appointment. He is quick to recover however. Vladimir’s will
is tied directly to his desire to be saved, the one feeds the other.

Didi is at heart a caregiver, with a strong empathetic connection to the underdog,
being one himself. This is best demonstrated in the scene with Pozzo and Lucky in Act
One. First Vladimir expresses his disapproval of Pozzo’s mistreatment of Lucky and then
when Pozzo is on his knees complaining of how Lucky is driving him mad, Vladimir
takes up Pozzo’s cause. It is primarily Estragon that Vladimir must look out for though
sometimes “it’s too much for one man”, but “what’s the good of losing heart now, that’s
what | always say.” (Godot 2)

C. Moral Stance: Though the relationships and resulting actions and interactions of all
the characters help crystallize the overall effect, Beckett seems to express the core
philosophy of Godot through the voice of Vladimir

If there is a main character in Waiting for Godot it would have to be Vladimir,

because of his propensity for thought and his empathy for others. He is the most capable
of change. Of the four main characters it is Vladimir that comes closest to self
understanding and revelation. He is more human. more sensitive than the other
characters. For instance, though both Estragon and Vladimir are drawn to Lucky, while

Estragon is begging for bones and money, looking after his own hungers, it is Vladimir
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who addresses the inhuman treatment of the slave by the master. In Act II Vladimir
attempts to rally Estragon to assist Pozzo and Lucky, prostrate on the ground, “To all
mankind they were addressed. those cries for help still ringing in our ears! But at this

place. at this moment of time, all mankind is us.” ( Godot70) While Estragon bargains

haggles over the price of his services, Vladimir philosophizes about the duty of the
individual toward their fellow man. This line of thought is brought to a near conclusion
just before the entrance of the boy toward the end of the play, “Was I sleeping while the
others suffered? Am I sleeping now? Tomorrow when I wake, or think I do, what shall |
say of today? . .. Astride of a grave and a difficult birth. Down in the hole, lingeringly.
the grave-digger puts on the forceps. We have time to grow old. The air is full of our
cries.” (Godot 80) It is precisely this ability for self-reflection that makes Vladimir the
most morally forthright character in the play and, consequently. the closest to salvation.
However, when he comes close to a full realization, distraction from outside events such
as the entrance of the boy or Estragon’s call for help, pull him back into the struggle.

D. Decorum: Vladimir still retains some sense of self respect and pride. He speaks
fondly of the past “Hand in hand from the top of the Eiffel Tower. among the first . We
were presentable in those days™ (Godot 2), or his chastising of Estragon *“We are not
beggars!™ (ibid. 31) Even when acting out of anger, such as when he kicks Pozzo’s stool
over after failing to urinate, he rights it again, as an apology for losing his head. Whereas
Estragon uses civility and decorum as a means to an end, Vladimir's sense of decorum is
an honest reflection of his empathy and self-awareness. He is usually portrayed as a taller
actor, inclined toward the sky. Peripatetic in thought and physical activity, he is rarely

still, unless devoting all of his energies to solving a problem, or trying to remember



Sheley 180

something. Like Estragon, Vladimir’s walk is hampered by a troublesome prostrate
which gives him a tucked and tight kind of walk. He is older, like Estragon, but more
youthful in his nature. Again, the costumes generally reflect the worn and patched clothes

of someone who at one point in time, could actually afford nice things.

E. Summary: Estragon and Vladimir are two sides of the same coin and the coin is very
much Samuel Beckett. From chapter one of this paper, we get a sense of the dual nature

of Beckett’s personality and in Waiting for Godot we see this personified in the

presentation of two beings, Vladimir ebullient, empathetic, humanistic and generous and
Estragon who is depressive, stoic, sedentary and more or less disinterested. Vladimir
represents Beckett’s gentler nature and is the balance to Estragon, they are, as Beckett
told Peter Woodthorpe all symbiotic pairings. Many Beckett scholars have pointed to the
revelation in his mother’s bedroom as the pivotal moment where Beckett realized that his
subject matter would find its source from the dark recesses of his own personality. those
aspects of self that he so often fought to keep under. As Krapp tells himself in Krapp's
Last Tape, it’s “clear to me at last that the dark I have always struggled to keep under is
in reality my most” (Centenary Edition, Volume III 226), *precious ally” finishes the
thought. Beckett’s success lay in his embracing of what Carl Jung called the Shadow Self
Beckett referred to as “the within, all that inner space one never sees.” (qtd. Graver 7)
The shadow is the neglected and suppressed portions of us that. if left unattended. can
seep into the conscious unexpectedly and wreak havoc on our lives. Beckett, who
suffered many ailments, most of which, as described in chapter one, appeared to be
psychosomatic, used his Shadow Self to inform his characters, and Estragon and

Vladimir taken together with Pozzo, Lucky and the Boy, may be seen as a fairly complete
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expression of the Beckett psyche. Together they embody the humanistic and generous
Beckett, the isolated and withdrawn Beckett, the brilliant but mockingly erudite Beckett,
the cruel and insecure Beckett and the innocent child ful] of hope that lies in all of us.
Pozzo: The mistake to be avoided with this character is to make him too cruel and
inhuman, too one-dimensional. He is a perpetrator of inhuman and callous actions, but it
is a mistake to disregard the fragile nature of the mask he wears, everything Pozzo does is
an attempt to cover his own feelings of inadequacy and uncertainty. Everything is for
show; he is the great performer, the actor, the politician and like all actors and politicians.
he hides a needy, temperamental and ultimately egocentric child underneath. To that end,
the Capitano of the Commedia dell’ Arte becomes the perfect construct upon which to
build the character of Pozzo. The Captain is the braggadocius foreigner. In the traditional
Commedia he hailed from Spain, more impressive for his foreign origins. He strutted
about with inflated chest, stuffed codpiece, feathered hat, over large sword and pompous
air, propounding endless arias of his great deeds of conquest, heroics and
accomplishments, always in the face of overwhelming diversity. In reality he is a coward
who folds at the first sign of confrontation. As Antonio Fava states, “The Capitano’s
boast is a grotesquerie of elevated conceits and low egoism, altruism and narcissism, high
culture and tavern brooding.” (90), adding further on, . . . he is the foreigner , the
stranger who comes from far away speaking unheard of tongues, who has seen never-
before-seen things, and done unheard-of things™ (118). So too with Pozzo, the self-
proclaimed keeper of the great secrets of the world and the codes of civilization: he is the

proprietor of materialism and culture, but terrified of the truth.
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A. Desire: Pozzo wants nothing more than respect and companionship. He desperately
needs to be accepted as a superior individual, “I am Pozzo . . . Does that name mean
nothing to you? (Silence) I say does that name mean nothing to you?” (Godot 15) and
“Yes, gentleman I cannot go for long without the society of my likes. . . even when the
likeness is an imperfect one™ (ibid. 17) In spite all of this posturing there lies a deep truth
behind these lines that serves as the early key to Pozzo’s underlying insecurity. The fact
that he needs the company of Estragon and Vladimir is demonstrated in Pozzo’s delaying
of his departure, “I don’t seem to be able to . . . (long hesitation) . . . to depart.” (Godot
38) He admits his reliance on Lucky as his benefactor and teacher, “Guess who taught
me all of these beautiful things. . . . My Lucky! But for him all my thoughts, all my
feelings, would have been of common things.” (ibid. 26), and demonstrates his fragile
nature and insecurity, “I can’t bear it . . . any longer . . . the way he goes on” (ibid.) and in
the lines after his failure to finish his performance “How did you find me? . . . Good?
Fair? Middling? Poor? Positively Bad?” (ibid. 30) He finds security in his possessions,
his link to a civilized, affluent life. Watch, pipe, monocle, atomizer, all are stripped away
exposing him further, but he holds onto the hope that all will be well, he explains to Didi
and Gogo that he probably left his watch “at the manor, on the Steinway™ (Godot 38). He
is able to maintain his illusion of superiority through his possession and control of Lucky
and his claims of a better life awaiting him in other lands. Of course, upon his return in
Act Two he is stripped of his sight. and even time, the great god of civilization, has
abandoned him, “The blind have no notion of time. The things of time are hidden from
them too™(ibid. 76). The only choice is to go on, and with one of the greatest exit lines in

the history of theatre, he is able to maintain his sense of superiority with, “They give birth
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astride of a grave, the light gleams for an instant, then it’s night once more.” (Godot 79)
and his new desire replaces the old, to go “On!” (ibid.)

B. Will: Pozzo’s will seems strong, but is perhaps the weakest of the four main
characters. He frequently loses energy and drive throughout the scenes in which he
performs and in the second act loses even the will to walk, lying prostrate for several
minutes and needing Vladimir, Estragon and finally Lucky to help him achieve
movement. This point is brought home when Estragon and Vladimir recover from their
fall, in which, significantly, Estragon serves as the impetus, “Estragon. Suppose we get
up to begin with. Vladimir. No harm in trying. (They get up) Estragon. Child’s play.
Vladimir. Simple question of will-power.” (Godot 74)

Again, the will is directly connected to desire. Some have argued that Pozzo is in
fact Godot, but the fact that Pozzo comes back on his hands and knees, blind and stripped
of the possessions that made his materialistic world view seems safe and plausible, makes
him a poor choice for savior. In fact, Pozzo’s shift in circumstances puts him on the same
rung as Vladimir and Estragon.

C. Moral Stance: Pozzo’s morality is defined by his supposed wealth and possessions.
His self worth is measured by the outward possession and presentation of material things.
Toward the end of Act One when Pozzo, Estragon and Vladimir, are searching for
Pozzo’s watch, which they believe is in his stomach, the imagery and lines provoke two
interesting thoughts. The first is that Pozzo’s is a consumer of “things™ and so the
metaphor is pushed to a literal interpretation, that he may have actually consumed the

watch. The second thought comes from the probing for the watch when the metaphor is



Sheley 184

pushed further and Pozzo, being so completely dependant on possessions becomes the
embodiment of his possessions when the watch is compared to his heart:

POZZO: ( Doubles up in attempt to apply his ear to his stomach, listens.

Silence.) 1 hear nothing. Come and have a listen.

(He beckons them to approach. VLADIMIR and ESTRAGON go

towards him, bend over his stomach one (o either side of him.)

Surely one should hear the tick-tick.

VLADIMIR: Silence!

(All listen, bent double)

ESTRAGON: I hear something.

POZZO: Where?

VLADIMIR: It’s the heart.

POZZO: (disappointed) Damnation! (Godot 37)
The allusion to Pozzo’s heart being like a clockwork mechanism, and the disappointment
resulting from the realization that it is the beating of his actual heart and not the “tick-
tock™ of the watch that they hear, suggests an inability for Pozzo to feel. Pozzo is so
given over to the need to prove himself socially by demonstrating his wealth, that he is
literally, the sum of his possessions.

Paradoxically, though Pozzo’s possession of a slave puts him solidly on the
negative side of social morality, it also gives him access to the only remaining bits of
humanity that remain to him. If not for Lucky, Pozzo would have only his possessions.
Lucky has not only taught Pozzo how to think but also serves as his only human contact,

though Pozzo does not acknowledge the relationship with Lucky as anything resembling
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equality, “Yes, gentleman, I cannot go for long without the society of my likes . . . even if
the likeness is an imperfect one.” (Godot 17) Clearly Lucky does not rank among those
that Pozzo considers human. However. Lucky causes Pozzo to think, even to suffer,
without which he would go for unknown stretches of time without any emotional contact
or interaction with humanity. His morality is that of a capitalist or a power driven fascist,
but the more he loses in terms of material possessions and physical well being, the more
dependent and therefore “human” he becomes.

Beckett strips Pozzo of all of his protective possessions, so that by Act Two, when
he enters, blind and incapable of movement without the help of Lucky, the pompous,
shallow, consumer-morality has been shed. The thin mask that Pozzo wore in Act One
has been torn from him. Instead of the insecure, egoistic child glimpsed in the first act, he
is now a realist, a survivor. As is the case in much literature and mythology. though blind,
Pozzo can see more clearly his life in relation to something else, in this case death. Being
blind, he lives between the world of the dead and the living. He has shifted from actor to
philosopher or mystic, from an external presentation of a false social persona to a truer
representation of the inner monster. though the transformation remains centered on the
self in relation to self.

D. Decorum: Everything about Pozzo should express the ostentatiousness of landed
gentry. Wearing tweeds or very nice modern suits. he struggles to maintain a position of
superiority throughout the play. Generally portrayed as a big man with a booming voice,
he’s bit of a bull, and a bully. Pozzo presses his will and his size on those around him.
Pozzo is the guardian of social order. In the first act he practices the rules of etiquette and

decorum and demands that they be followed at all times. For him decorum is the bastion
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of civilization, from initial formal introductions, to administering of the discarded bones.
the proper way to seat oneself. the presentation of favors, the commanding of Lucky and
the ritual that these acts are encoded in. All are wrapped in an air of civility, interrupted
by cracks in his demeanor when insecurity overrides any sense of social interaction. In
the second act, decorum is superfluous and the dominant directive is survival. Though the
dignity returns toward the end of the scene, once Vladimir and Estragon help Pozzo and
Lucky to their feet, Pozzo is able to assume some of his previous grandiosity.

E. Summary: Rather than a symbiotic relationship, often the interaction of Pozzo and
Lucky seems to be of a thinly disguised parasitic nature. By Act Two Lucky, who has
lost his ability to talk, is nothing more than a human crutch to Pozzo. He still treats Lucky
in the same cruel manner. Even in his deteriorating state, Pozzo is able to maintain a
sense of power and control. In this way he is just the opposite of Estragon and Vladimir.
Unable to take a stand or act on their own behalf, the two tramps sit passively and wait,
whereas Pozzo, for all his posturing and insecurity, is actually driven to action, even if it
is seemingly unfocused or immoral. In Act One he intends to go to the market to sell his
“menial”, though when asked, he has difficulty explaining why. Upon returning in Act
Two he is driven to go “on!” To where? Unknown. However, he will not descend into
apathy and immobility; driven by an absolute will, though perhaps misguided, Pozzo is as
much a slave to his will and pride, as Lucky is to Pozzo.

Lucky: Lucky’s physicality is a combination of Zanni and Magnifico. Old and bent, less
upright than Zanni tends to be, his feet are splayed in a balletic second position with bent
outturned knees and hunched back. Lucky’s shoulders sag from the weight of the bags he

carries. His whole physicality is that of one sinking into the ground: “LUCKY sags
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slowly, until bag and basket touch the ground, then straightens up with a start and begins
again. Rhythm of one sleeping on his feet.” (Godot 18) For the great “think™ in Act One
the character of the Commedia’s Dottore provided the physical movement, “Walks
peripatetically in figures of eight. using tiny mincing steps. His walking posture descends
while he thinks (out loud, of course) and rises up again on the solution of the problem.”
(Rudlin 100) Using this same pattern in the speech, Lucky starts out at a clip, gradually
descending as the thought process slows down, then he pops back up and resumes
walking and talking at the same pace. This is repeated in much the same way that
Beckett’s directions describe Lucky’s sleeping on his feet.

The Dottore also offers a traditional lazzo that Beckett seems to incorporate for
the “think™ and the subsequent de-hating/suppression of the speech. In the Commedia
tradition, the Dottore would be ejected from the stage during one of his nonsense
monologues by other members of the company, only to reappear from another entrance
and then be thrown off again. This was a form of jack in the box lazzi. In Beckett’s
Schiller Theatre production, Estragon and Vladimir exited and entered the stage,
alternately during different points in the monologue. Combining Beckett and the
Commedia, Lucky walks in a figure eight in the fashion I described, descending and
rising. until he gets rolling in the monologue, at which point Estragon and Vladimir begin
their various entrances and exits. Toward the end of the speech. as Lucky begins to wind
out of control, Estragon and Vladimir physically try to push him down, literally like a
jack in the box (replacing Beckett’s more violent punching and kicking) until finally they
remove his hat and Lucky collapses to the ground. knees first, then face down. The lazzi

and the Dottore’s walk gives a shape to an otherwise traditionally stagnant set piece.
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Instead of an incomprehensible tirade, the action gives the speech a shape and specific
activity that tells a clearer story. suggested both by the Commedia and by Beckett’s notes
on his directing of the Schiller production and his revisions for that production.

A. Desire: Nearly impossible to assign desire to Lucky. He does not interact as
traditional characters do. However, his kicking of Estragon’s shin does hint at a
rebellious nature. His continued walking when Pozzo stops, as well as his falling down
and repeated defiance of certain commands may further suggest a certain amount of
passive rebellion. He tests Pozzo’s will repeatedly, which could be interpreted as a form
of disobedience and self assertion.

This could also be interpreted as an internal disconnect. in the manner of a self
induced trance. Following this interpretation, he has to be brought back to reality in order
to perform any task. His desire then becomes to escape mentally. not physically, from his
situation. A combination of the two would serve to give any Lucky some intentions and
tactics to inform his repeated actions.

B. Will: Lucky is either the strongest willed of the four characters or the weakest.
Obviously he does not attempt to escape from Pozzo so there is no evidence that he
desires to be free from his master. On the other hand, his will may be demonstrated
through a kind of defiant acceptance of his situation, which fits with Beckett’s
philosophy. It has been suggested by some scholars that Lucky is so named because he
has a freedom of the mind, which is arguably more important than a freedom of the body.
His great think is his last outward expression of this internal freedom. Turning to Hamlet
once again, | am reminded of the exchange between the prince and Rosencrantz and

Guildenstern, “. . .I could be bounded in a nutshell and/ count myself a king of infinite
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space, were it not /that | have bad dreams.” (2.2, 273-75) This passage could very well

become a metaphor for Waiting for Godot. It places Lucky in direct contrast to Estragon,

both of whom drift to sleep, the one accepting his lot in life, the other plagued by
nightmares. The allusion is clear. Those that are free in the mind can endure the confines
of the physical world, “there is/ nothing either good or bad but thinking makes it/ so.”
(ibid. lines 268-70) Lucky’s will expresses itself through his ability to endure the
tribulations of his physical existence, in which case it must be considered to be
formidable.

C. Moral Stance: [ would have to put Lucky in a neutral moral stance. There is nothing
in the play to suggest anything ¢lse. Even when he kicks Estragon it seems more of a
warning, a form of self defense. He is the philosopher, the observer of life and keeper of
truth.

D. Decorum: Emaciated, thin, drawn out, everything about Lucky should be the opposite
of Pozzo. He should almost look like a prune or a dehydrated vegetable, drained of his
life force by Pozzo. Dressed as a servant or lower middle class worker such as a
mechanic, bell hop, porter etc, Lucky is subjected to the social situations that Pozzo
insists upon. He is made to adhere to and facilitate the master’s standards. Otherwise,
there is no attempt at any formal or informal behavior. In many ways, Lucky just is. he is
silent and except when commanded or falling asleep, perfectly still. I suppose that his
obeying and stillness can be seen as a form of decorum. He is behaving in the way that a
slave of Pozzo must behave.

E. Summary: Probably the most difficult character in the play. the physical stillness and

manipulation that the actor must practice, not to mention the monologue, are all very
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demanding. The character of Lucky may. as has been suggested, be the great thinker who
has uttered the final truth, has been scorched by the intensity of truth and remains only a
shell. incapable of further communication. Pozzo could not see. so he went blind. Lucky
saw the future of man and by speaking the truth, is rendered mute, through choice. or
stricken. The truth shall set you free. so the proverb goes, and perhaps Lucky is free, his
life simply a moving meditation of suffering, his mind far removed from the confines of
his physical existence.

The Boy

A. Desire: The boy or boys want nothing more than to deliver the message from Godot
and be gone. They are timid and terrified of the older men. delaying their departure out of
politeness and perhaps because they have to bring back a response to their master.

B. Will: The boy exhibits a strong will. accepting that his desire is to be as far away from
Vladimir and Estragon as possible: he has to overcome his fear. which can be expanded
to include traveling in the dark of night. The boy is like a small field animal. like a rabbit
or a mouse, who pauses in the open field to eat, but whose senses are on high alert for
any sign of danger. at which they spring off into the cover of the tall grass. To me the
boy. though strong of will. always has one foot pointed in the opposite direction, ready to
bolt at the first hint of danger. Something to consider when looking at the will is that the
force which drives the boy to deliver this message may be more terrifying than the fear
endured in presenting the message to Vladimir and Estragon.

C. Moral Stance: The boy represents innocence. He stands outside any culpability. He is
the messenger., a part of the machine. both the machine of the play and the machine of

the world in large. As such. he bears no real moral responsibility. He serves as a
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reflection to the others. Pale. small and dressed in white. he represents hope and
innocence.

D. Decorum: Waifs, pale. wane and small, the boy(s) are dressed in shredded knickers
and dirty white shirts, no shoes. Their look should suggest a sort of Victorian Era
workhouse boy, not unlike Oliver Twist. The boy(s) are a model of politeness and
respect, as their “Yes, sir”. “No. sir” responses in the conversations with Vladimir
demonstrate. It should seem though, especially for the goat herder in Act One. that his
politeness has been beaten into him and that every word he utters expects to be answered
with a slap or physical strike of some kind. A good deal of timidity and wincing is in
their behavior, like small rodents in the wild; waiting for a predator to strike.

E. Summary: Symbolically. the boy represents the innocence of humanity. but also the
futility of struggle. Juxtaposed against four old men all trapped to circumstances. the boy
is trapped too, enslaved from the beginning of his life. to a higher power. He may also
represent Beckett as a boy. which has been suggested, demonstrating the strictly enforced
Protestant politeness Beckett’s mother was so adamant about. The boy also serves as the
one proof that there is someone outside of the world, his message from Godot gives
credence to Vladimir’s insistence that the tramps wait.

Dramaturgically. the boy provides a continuation of suspense both in terms of the
message he delivers and his association with Godot and his anticipated arrival. Beckett
heaps a deal of religious ambiguity onto the boy as well. In the first act he is a shepherd
in the second act a goatherd. reflecting the sheep and goats of Jesus™ parable in the Bible.
In the play Beckett reverses the preferred order, and it is the goat herder who is favored

by Godot while the shepherd is abused.
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Also Beckett ties the joke of the Englishman in the brothel, from the beginning of
the play, into the boy and the possible identity of Godot as well. Lawrence Graver
explains the joke thus: “An Englishman, having drunk a little more than the usual, goes to
a brothel. The bawd asks him if he wants a fair one, a dark one, or a red-haired one. The
Englishman replies that he wants a boy. Shocked, the bawd threatens to call a policeman,
and the Englishman pleads: “oh. no, they’re too gritty.””’(40) Viadimir asks the boy at the
end of Act II if Godot has a beard, “Fair or. . . or black . . . or red?” to which the boy
replies “I think it’s white, sir.” and Vladimir responds “Christ have mercy on us!™ (Godot
82) This gives rise to the often proposed theory that Godot is actually God. Beckett was
adamant that Godot was not God, claiming that he would have said so if that was what he
intended. Having the boy admit to the white beard, which is the Western perception of
God. also brought up in Lucky’s speech “a personal God quaquaquaqua with white beard
quaquaquaqua outside time without extension” (ibid. 36), could certainly be interpreted
as a open reference to God. Whether or not this is the case, the boy brings the news and
then runs off, leaving all to wonder. characters and audience included.

V. Idea

A. Meaning of the title: Probably the most straightforward aspect of this play, the title
tells you exactly what the play is about. It is about waiting and what happens while
waiting, how people pass the time. The sub title of the play is “A Tragicomedy in Two
Acts” and though some past productions have focused more on the tragic and the solemn,
I think it is critical that the play be very funny when it is funny and very solemn when the

tragic is present. The balance between the two levels of the play is essential for the
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overall message. Of course the beauty of Godot is that it can be many things to many

people, but overall, it embodies the idea of hope:
That Godot should be performed again and again in prisons quite nicely
fits Beckett’s own sentiments about the work. He once told the journalist
Alden Whitman that ‘the true Godot was the one produced in a German
prison, with the convicts as actors. They [and the audience] understood
that ‘Godot’ is hope, “Godot’ is life—aimless, but always with an element
of hope’ (New York Times, 24 October 1969, p. 32). (Graver 88-89)
Hope is the message in the title, but there is no place for those who place their hope in
another. “Hope deferred maketh the something sick. Who said that?” (Godot 2) The
answer to the question is Proverbs 33:12 and the “something” is “the heart™ that grows
sick. (Notebooks 94) Hope must rest in the person, action must come from the individual,
and it is in the Existentialists that we find the idea that we are responsible for our own
life, our own actions. To sit and wait for another to solve the problem, to look to the
guidance of an institution or a mythical figure to lead one to a better life, or the promise
of something beyond, is to wait, like Estragon and Vladimir, deferring as their hearts

grow sick with the struggle against time, monotony, and the absurd.

B. Philosophical Statements in the Dialogue:

VLADIMIR: When I think of it . . . all these years . . . but forme . ..
where would you be . . ? (Decisively) You'd be nothing more than a heap
of bones at the present minute, no doubt about it.

ESTRAGON: And what of it?
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VLADIMIR: (Gloomily) 1t’s too much for one man. (Pause. Cheerfuily)

On the other hand what’s the good of losing heart now, that’s what [ say.

We should have thought of it a million years ago. in the nineties.(Godot 2)
Vladimir voices the philosophy of persistence found in much of Beckett’s work and his
life, the necessity to continue the struggle, taking comfort in the company of our friends.

our companions, in the face of adversity. In the end. for Beckett. to be born is the biggest

sin or catastrophe, but if we must be on this earth (suicide is not an option, it leaves too

much of a mess for others) then the best thing we can do is to give ourselves freely. to

alleviate the suffering of those that are near to us:
The message that emerges most clearly from his work is that one should
do whatever possible to alleviate the suffering of others, and where
possible prevent it, while ignoring one’s own problems, whatever they
might be, reducing by act of will one’s own capacity to feel pain. But the
most effective way to reduce suffering is to bring no new life into the
world, thereby symbolically avoiding the mortal sin of Adam, which for
Schopenhauer and Beckett—they use almost the same words—is
procreation. not. as in Genesis. the acquisition of forbidden knowledge.
(Calder 129)

Vladimir is there to comfort and “carry . . . if necessary” Estragon. What makes Godot so

touching is the humanity in the piece. The theme of sacrifice and help recurs in the play:
Let us do something while we have the chance! It is not every day that we
are needed. Not indeed that we personally are needed. Others would meet

the case equally well, if not better. . . To all mankind they were addressed.,
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those cries for help still ringing in our ears! But at this place, at this
moment of time. all mankind is us. (Godot 70)
Beckett’s philosophy is at times demonstrated through the negative. The meaning lies not
in a successfully demonstrated example, but in the failure of the characters to achieve
their goal. By showing the result of the wrong behavior, the audience, it is hoped, sees the
virtue of an opposite way of life. It is an almost Artaudian concept. Beckett’s is a theatre
of cruelty, which submerges the audience into a blasted wasteland full of the destitute and
the dead. Perhaps like Artaud. Beckett hoped to drown his audience in so much misery.
that they would do anything to escape that way of life.
POZZO: They give birth astride of a grave, the light gleams for an instant,
then it’s night once more. (ibid. 79)
Astride of a grave and a difficult birth. Down in the hole, lingeringly. the
grave-digger puts on the forceps. We have time to grow old. The air is full
of our cries. (He listens) But habit is a great deadener. (He looks away
upstage right.) At me too someone is looking, of me too someone is
saying (he looks front) he is sleeping, he knows nothing, let him sleep on. .
.. I can’t go on! (Pause. He looks back front to where he stood before.) What
have I said? (ibid. 80-81)
For me, these lines round out the philosophy discussed above as well as the remaining
themes in the play. Echoing one another, Pozzo and Beckett delve into the immediacy
and futility of existence. Beckett’s notion of time and how he addresses it is

Shakespearean. It rings of Lear or Macbeth, both men who deal with companionship,
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faith, trust in others and the results of misplaced trust and false hope, a blindness that
leads to misery:

Tomorrow, and tomorrow, and tomoIrrow

Creeps in this petty pace from day to day

To the last syllable of recorded time,

And all our yesterdays have lighted fools

The way to dusty death. Out, out, brief candle!

Life’s but a walking shadow, a poor player

That struts and frets his hour upon the stage

And then is heard no more. It is a tale

Told by an idiot, full of sound and fury,

Signifying nothing. (Macbeth 5.5 19-28)
Like Vladimir, Macbeth too will decide to push forward though with a warriors
determination, “Lay on, Macduff/And damn be him that first cries, “Hold, enough!™”
(Macbeth 5.8 33-34) Time is the fifth character of Beckett’s play. Vladimir and Estragon
both “strut and fret”, but the difference is that they remain hand in hand, through time,
like Lear and his fool.

An obsession of Beckett’s that is explored in Godot is that of existence through
perception. Bishop Berkley, the Irish philosopher, is famous for the statement “esse est
percipi (‘to be is to be perceived’)” (Graver 55) The statement claims that existence is
contingent upon perception. In order to exist, a person or thing must be in the perception
of another’s experience. Beckett explores this theme throughout much of his writing. In

Godot, Vladimir shouts at the boy, “Tell him . . . (he hesitates) . . . tell him you saw me
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and that . . . (he hesitates) . . . that you saw me. (With sudden violence) You're sure you
saw me, you won’t come and tell me tomorrow that you never saw me!” (Godot 82) This
follows Didi’s near realization, “at me too, someone is looking.” and earlier “Do you
think God sees me?” (Godot 67) For Berkley the answer to the question of existence is
not that we must all be watched by each other to maintain existence, but that God
perceives all in His omnipotence and will do so eternally. It is in God’s eyes, that the
world and life exist, for Berkley. Beckett and his tramps have given up their rights to
God:; all that can be done is to struggle onward in defiance of the author of so much
suffering and pain. To exist and create, in spite of the struggle, in spite of the difficulty, “
weary of the puny exploits. weary of pretending to be able, of being able, of doing a little
better the same old thing, of going a little further along a dreary road.” (Beckett 4: 556)
In the end for Beckett, and his creations, the only hope is to “fail better”. To find a
way through the “muck”. taking comfort in companionship and struggling onward hand
in hand until death finally comes or life on earth ends altogether. As John Calder
explains, the key is to “go on™:
Beckett’s most important work shows us how to face and accept the
inevitable and the importance of doing it with dignity. ... We know that
we shall be nothing in the future, just as we were nothing in the past. We
must also accept that we are nothing in the present, looked at by the eye of
time, but that does not stop us from doing something, which may help
others to endure their existence a little better, and through the realization

of their own nothingness, go to help still others in the same way. Only
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when that realization sinks in can we finally re-enter the void from which
we came and the peace where there is ‘Nohow on’. (Calder 142)
Vladimir at the end of Act Il is so close to that realization, but the entrance of the boy
pulls him back to the futility of waiting. So, the next day perhaps he may get a little
closer to the truth. Perhaps tomorrow he will find a way from the nowhere. to the peace
of the void. Lucky has achieved his peace, freedom of mind. Pozzo will continue. blind to
the true cause of his situation, his own limited view of the world, he will push on.

Estragon has, like his counterpart Belacqua in The Divine Comedy. succumbed to the

weight of the ever repeating day. Habit is the great deadener, and Estragon will, one day.
be unable to get up, unless Vladimir can keep him hoping, just one more day, then they
can go hand in hand into the void.

Perhaps the most striking paradox of Waiting for Godot lies in Beckett’s notion of

a work of art being a prayer, “the art (picture) that is a prayer sets up a prayer, releases

prayer in onlooker” (qtd. in Knowlson, Damned 222). This statement is similar to

Schopenhauer who claimed:
Our pleasure in tragedy belongs, not to the sense of the beautiful, but to
that of the sublime . . . For, as at the sight of the sublime in nature we turn
away from the interests of the will on order to be purely perceptive, so in
the tragic catastrophe we turn away from the will to live. In tragedy the
terrible side of life is presented to us, the wail of humanity, the reign of
chance and error, the fall of the just, the triumph of the wicked . . . At this
sight we feel ourselves challenged to turn away our will from life, no

longer to will it or love it. But just in this way become conscious that then
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there still remains something over to us, which we absolutely can not
know positively, but only negatively, as that which does not will life . . .
the conviction becomes more distinct to us than ever that life is a bad
dream from which we have to wake. So far the effect of the tragedy is
analogous to that of the dynamical sublime, for like this it lifts us above
the will and its interests, and puts us in such a mood that we find pleasure
in the sight of what tends directly against it . . . the awakening of the
knowledge that the world, life, can afford us no true pleasure, and
consequently is not worthy of our attachment . . . (Dukore 519-520)
The nineteenth century Romantic notion of the sublime reaches to Beckett as well.
Schopenhauer’s philosophy weaves its way into Beckett’s work, from Estragon’s dreams
and nightmares, to the cry of Schopenhauer’s voices, the “wail of humanity™, the random
occurrences and the notion of the fifty-fifty chance found throughout the play, starting
with the two thieves, to Beckett’s notion of presenting the negative so that the audience
may better see the positive aspects via their absence. The stoic acceptance of life
combined with the beauty of the art which is as a prayer, led me to use Leonard Cohen’s
“Hallelujah™ as sung by Rufus Wainwright as the main theme to our production. It is a
“cold and it’s a broken Hallelujah™ the prayer which shows the pain of life while making
us look at the beauty of detachment from a world that can afford us no true or lasting
pleasure.
In the end I return to the notion that it is not personal success or pleasure that is
presented or rewarded in Beckett’s work. Basing a life upon self-success is a dangerous

and ultimately futile mind set. No one that seeks happiness in self aggrandizement can
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ever be satisfied. As John Calder tells us, the beauty of the artist lies not in the success
but in the journey, the result is never enough (141-142). The only true happiness is found
in true companionship. Only by giving over freely to another individual can one find a
deeper and more legitimate happiness, the happiness that comes from making another’s

life less miserable.

Chapter IV: Process for Waiting for Godot.
Audition, Rehearsal, Coaching and Commedia

The rehearsal process for our production of Waiting for Godot covered the time

from February 5" until the opening of the show on Thursday March 1*'. That gave us
twenty days, not including tech rehearsals, to mount one of the most confounding and
provocative plays of the twentieth century. This may seem like a fair amount of time at
face value, roughly three weeks, but when considering some of the initial and persistent
challenges we faced as a cast, the schedule was daunting.

I tried to limit intellectual talk about the play, introducing the actors to the key
concepts and philosophies that I was focusing on, namely the ideas of the observed
observer, the symbiosis of the relationships and the humanity of the piece. The rest would
take care of itself. I wanted the production based in the physical action of waiting. The
focus was on what waiting meant to the characters at different moments of the play and
how it defined their relationship. The metaphysical traps of the play were avoided. unless
a misunderstanding of a concept led to a confused interpretation of the character, in
which case the cast and [ would talk about the various interpretations and meanings. For

the most part I try to follow the guiding principle that actors should only know what they
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need to know in order to perform honest action, otherwise they risk getting too analytical,
too much in their head.

As for the staging, | worked in sections, blocking most of Estragon and
Vladimir’s scenes in order. four pages at a time, roughly an hour and fifteen minutes per
block. I gave the movement and then the actors had time to process the blocking and
work the scene, finding their own adaptations to the movement. We reviewed work at the
end of the night when time allowed and slowly built the show section by section. The boy
that we used in the production was brought in last, as he had some distance to travel to
get to the rehearsals, and the scenes with Pozzo and Lucky were worked when their
schedules allowed.

When I direct I like to give the actors some initial, rough movement, encouraging
them to explore the space and their interactions with one another. Taking the advice that

William Ball gives in his book A Sense of Direction in the chapter entitled “Intuition,

Creativity, Positation™, I like to offer the actors something to grab onto so that they can
launch their creative process from a secure place as opposed to throwing them on stage
and saying “go”. Different directors have different approaches. Some like to dictate each
move and gesture, others give nothing at all, in my experience as both actor and director.
I find the middle ground works best for everyone.

The first challenge I faced in directing and producing this play was developing a
concept that would be markedly different from the traditional presentation of the work.
which tends to be fairly dour and stagnant, without going so far away from it as to go

against Beckett’s original vision and intention of the piece. After much research and
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investigation, I accidently stumbled upon the idea to present Godot with an emphasis on
Commedia dell’ Arte and the archetypes already discussed in chapters one and two.

Knowing that the play required a good deal of physical capability, even
athleticism, I was reading over books on Jacques Lecoq and Michael Chekhov., to review
my own training and gather some ideas to assist the students in the challenges they would
face in the rehearsal process. While I was reading the chapter in Lecoq’s book on
Commedia dell’ Arte, it struck me that I could use the physical qualities of the Italian
improvisational theatre to assist in our production. I then began expanding my knowledge
of Commedia historically and on a practical performance level, exploring the books of
Antonio Fava, John Rudlin, Winnifred Smith, Alardyce Nicoll and many others, all
mentioned in the bibliography.

Initially I began to adopt some of the Commedia’s techniques as a valuable means
of training, but then the possibilities of the masks as actual presentation of character
began to manifest themselves in my imagination. One key question that | asked myself
was should I actually fashion half masks for the characters. I began to sketch and design
ideas for Pozzo, Lucky, Estragon and Vladimir, combining elements of several of the
traditional Commedia masks. It occurred to me though that the mask, though brilliant,
powerful and necessary in the traditional Commedia, would limit the actor’s ability to
communicate Beckett’s characters. It seemed to me that using the masks would
homogenize or perhaps even take over Beckett’s tramps, stamping them in a predefined
form that at first glance may seem appropriate. even on some level called for. Ultimately,
I realized that the Commedia form in its pure presentation with masks and stock

characters, would overwhelm Beckett’s more subtle work. Though I was confident that
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the idea to use Commedia as a base for the characters was correct, to mask them would
be to manipulate the play too much. I did, however, want to find a way to suggest the
innate archetypal elements of the Commedia, while also giving the students something to
assist them in their communication of these traditionally older roles.

One of the prevailing understandings of the Zanni of the Commedia is that the
larger the nose of the mask the baser the character. The nose is the dominant
characteristic of the mask. next to the eyes, which in Commedia are always the eyes of
the actor. The nose is the simplest mask to create and wear, the red nose of the clown
being perhaps the most common of all masks.

For a brief moment, | had dreams of making the noses from scratch, getting
plaster busts of the actor’s heads and creating negative molds etc., but time and money
were scarce, so | eventually ordered pre-formed noses. Estragon, being the closest to a
second Zanni of the two main characters, got a long thin nose that would help to motivate
his search for food. It gave the character a decidedly bird like quality. Vladimir was given
a more bulbous nose, calling to mind the Dottore of Commedia as well as the more snub
nose of Arlecchino. It also took on an Emmet Kelly, American Clown quality which I
thought appropriate for the part, ultimately something that the audience could recognize
and connect to. For Pozzo, I looked for something of a beak, a large protruding angular
form. not calling to mind any Commedia character as much as a bird of prey. Not unlike
Beckett’s own nose in fact. | was hoping to reflect something of the institutional or
capitalistic in its use. Lucky’s nose reflected the sagging physicality of the character,

teardrop in shape it was long and drooping toward the floor. There was never any
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intention of masking the boy: he would ideally take on the unmasked, but powdered or
pale look of Pierrot.

Having decided on a concept, or at least a way into the play, the auditions were
scheduled by the department for the second week of the spring semester. It was going to
be a tight race to the opening of the play, and time quickly became a major factor.

All of the roles in this play require actors with the ability to handle difficult and
technically challenging work. Even in a university production (where students are
generally less experienced in creating certain roles), unless the director wants to spend
the entire rehearsal process coaching every moment in the script, it is desirable for the
performers to have a certain amount of experience and maturity. In addition to the innate

difficulty in the writing and performance of Waiting for Godot, my approach required

actors with agility and strength who would be able to embody the physical challenges that
[ felt must be incorporated into the production. I knew the department had students who
could handle the material, what I did not count on was that they would all be in larger
shows with higher priority attached to them, making the students unavailable for casting.

Therefore, the next challenge to face was the lack of actors from which to cast. As
I mentioned above, two rather large main stage shows plus a dance concert were in
rehearsal when I went into casting, taking up almost all of the actors capable of, or
interested in, performing in the play.

The initial turnout for the audition amounted to five students. In a play that
requires four men, the odds that they would all be castable were not good. Though I was
able to cast two of the initial five auditioners, I was lacking further options with no one,

at this point, able to perform the remaining two roles.




