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To anyone rolling a boulder up a curve only to watch it roll back again:  

To all the absurd heroes 
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Abstract 

 

This inquiry aims to identify the influence of Albert Camus's responses to the absurd, as 

articulated in his philosophical essay The Myth of Sisyphus (1942), on Samuel Beckett's  play 

Waiting for Godot (1952). Both Camus and Beckett were influential figures of the twentieth-

century absurdist movement, grappling with questions of meaning, existence, and the human 

condition. This study will investigate the connections between Camus's ideas and Beckett's play, 

seeking to illuminate the ways in which Camus's thoughts on the absurd may have influenced 

Beckett's exploration of similar themes. Through a comparative analysis of key concepts such as 

the absurd, the search for meaning, and the absurd condition, this research will provide insights 

into the intertextuality between The Myth of Sisyphus and Waiting for Godot. By examining the 

shared philosophical underpinnings and thematic resonances, this study will contribute to a deeper 

understanding of the intellectual and philosophical landscape that informed the creation of 

Beckett's seminal work. The findings will shed light on the ways in which Beckett may have drawn 

inspiration from Camus's writings and offer a nuanced perspective on the absurdist themes present 

in Waiting for Godot. 

 

Keywords: Absurdism, The Myth of Sisyphus, Waiting for Godot, Intertextuality, 

Meaninglessness, The Absurd Theater  
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  “At this point of his effort, man stands face to face with the irrational. He feels within 

him his longing for happiness, and for no reason. The absurd is born of this confrontation between 

the human need and the unreasonable silence of the world” (Camus 26). Influenced by his 

predecessors and branching from existentialism, Albert Camus's philosophical and literary works 

have altered the twentieth century and our perception of reality in the contemporary age. His 

absurdist philosophy arose in the aftermath of massive social, political, and economic 

transformations, as well as the atrocities of two world wars. According to him, humans use reason 

in order to fulfill their sustained desire to comprehend the world. However, from a humanistic 

standpoint, the world is rather unreasonable, making the contradiction between the two result in 

absurdity and calling one’s sensibility of it a divorce between man and his life and actor and his 

setting (6). He investigates one’s options when confronted with this contradiction in his book, The 

Myth of Sisyphus (1942). 

During this period of time, Europe, and mainly France, was the heart of philosophy and 

drama and, therefore, the destination for many thinkers and artists. Among the people who chose 

France as a destination was Irish playwright Samuel Beckett, who moved to Paris in 1928. A 

decade later, Albert Camus chose to go back to his home country after spending a good proportion 

of his life in Algeria. It was customary at the time for the philosopher and artist to be melded 

together in one person; philosophers wrote literature, and writers, in turn, wrote philosophy. This 

continued to be the case until the Second World War started. The Nazis invaded France, fusing 

philosophers, creative artists, and resistance fighters into a single person, as many of the thinkers, 
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including Beckett and Camus, joined the underground resistance, a thing that was hugely 

influential for both literature and philosophy and was the context in which Camus and Beckett 

wrote their most famous works. 

The Myth of Sisyphus presents Albert Camus's profound contemplation of the absurdity of 

existence and the predicament faced by human beings in grappling with the absence of inherent 

purpose in an indifferent universe. Through the essay, Camus utilizes the Greek mythological 

figure of Sisyphus, who is condemned to eternally roll a boulder uphill only to watch it roll back 

down, as a powerful metaphor for the human struggle to find meaning and purpose in life. Drawing 

upon this myth, Camus explores the existential dilemma of individuals who are confronted with a 

universe that seems devoid of inherent meaning. 

Camus's exploration of the absurdity of life leads him to propose a philosophical rebellion 

against this predicament. Rather than succumbing to despair or nihilism, Camus argues for the 

embrace of one's condition. In the face of a seemingly purposeless existence, he advocates for a 

defiant approach that acknowledges the absurdity and challenges individuals to find significance 

through their own actions and choices. Camus invites readers to engage in a philosophical journey 

that questions traditional notions of meaning and offers a pathway towards personal freedom and 

authenticity. 

In parallel to Camus's existential contemplations, Samuel Beckett's Waiting for Godot 

(1952) stands as a remarkable example of absurdist theater. Set in a desolate and timeless 

landscape, the play portrays two characters, Estragon and Vladimir, who pass the time waiting for 

a mysterious figure named Godot, who never arrives. Beckett's work confronts the audience with 

themes of meaninglessness, futility, and the cyclical nature of existence. Through their interactions 
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and repetitive routines, the characters grapple with the absurdity of their situation and the inherent 

challenges of finding purpose in a seemingly purposeless world. 

Waiting for Godot challenges conventional narrative structures and opts for a fragmented 

and episodic presentation. The play unfolds in a series of encounters, dialogues, and digressions 

that reflect the disjointed nature of human experience. The absence of a clear plot or resolution 

adds to the sense of absurdity and emphasizes the cyclical nature of existence. Beckett's characters 

find themselves caught in a perpetual cycle of waiting, mirroring the futile and repetitive tasks of 

Sisyphus in Camus's essay.  

In the vein of Camus's ideas, Waiting for Godot reflects the human search for meaning and 

purpose within a world that often seems devoid of both. The play does not provide definitive 

answers but invites audiences to reflect on the nature of existence and the absurdity of human 

endeavors. Through the portrayal of Estragon and Vladimir’s interactions, Beckett presents a 

profound exploration of the human condition, where the characters confront the absurdity of their 

existence while grappling with questions of identity, mortality, and the fleeting nature of time. 

Both Albert Camus's The Myth of Sisyphus and Samuel Beckett's Waiting for Godot offer 

compelling examinations of the absurdity of existence and the human search for meaning. Camus's 

essay challenges readers to confront the inherent absurdity of life and advocates for the creation 

of personal meaning in the face of an indifferent universe. Beckett's play, on the other hand, depicts 

the futility and cyclical nature of existence through the experiences of Estragon and Vladimir. 

Together, these works invite audiences to reflect on the complexities of the human condition and 

the existential challenges inherent in our search for meaning in an absurd world. 

Undertaking this comparative analysis of Albert Camus's The Myth of Sisyphus and Samuel 

Beckett's Waiting for Godot stems from the profound relatability these works have had to my 
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personal experience of life. As I first encountered The Myth of Sisyphus, its resonance had a huge 

impact on my personal perspective of life. It was later recommended to me by my supervisor to 

read Waiting for Godot, and the link between the two struck immediately.  

The impetus for this study stems from a curiosity to comprehend the lasting significance 

of these works in today's society. Despite being written several decades ago, both The Myth of 

Sisyphus and Waiting for Godot continue to captivate audiences and provoke profound 

introspection. By studying the impact of these works, an insight into the universal nature of 

existential questions and the ways in which literature and theater engage with and challenge our 

understanding of the human condition is gained. 

This research work aims to identify the absurd, its origins and formation, its traces in 

literature, and its particular influence on the theater of the absurd, as well as investigate the relation 

between the two works through an intertextual lens and depict the manifestation of the Camusian 

absurd in Waiting for Godot, as well as undertake an aesthetic study of the play, by posing the 

following research questions: 

1. How does the Camusian absurd represented in The Myth of Sisyphus manifest in Waiting 

for Godot? 

2. In what way do the characters in the play reject rebellion against an absurd reality? 

3. How pivotal is the contribution of the language used to make sense out of a literal mess? 

Based on the former questions, these hypotheses were formed:   

1. The play demonstrates all of the Camusian responses to the absurd coined in his essay 

The Myth of Sisyphus, starting with literal and philosophical suicide, eluding through distractions, 

and replicating reality throughout its entirety. These provoked behavioral responses were evident 

in the characters' dialogues, their actions, reactions, thoughts, and emotions. 
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2. Acceptance, thought of as an act of rebellion throughout the book, is neither accepted 

nor acknowledged by Vladimir, Estragon, and Pozzo, as they have instead opted for every other 

coping path. The character of Lucky, on the other hand, showed tremendous tolerance and 

acceptance of his absurd circumstance, making him the sole character who demonstrated rebellion 

by Camus' standards. 

3. The uniqueness and peculiarity of the play’s language, putting to use the different literary 

elements and techniques that contributed to the establishment of its ordered chaos, made  it the 

ideal allegorical representation of the human experience. Vacant of everything, it rendered the 

truth the only thing that man was left with. 

This research paper is broken down into three distinct chapters. The first chapter is an 

introductory chapter that discusses absurdist philosophy, its beginnings, and the historical events 

that led to its construction, as well as the main figures that contributed to its establishment. It will 

also follow its traces in literature and wander through the realm of the theater of the absurd. 

The second chapter will attempt to identify the intertextuality between the two works 

manifested in the presence of the Camusian absurd within Samuel's play, Waiting for Godot, going 

through the characters' attempts to commit suicide, reveals the traces of denial reflected in Estragon 

and Vladimir's religious beliefs and existential endeavors to make sense out of their critical 

existential predicament, distraction, and eventually replication, embodied in the acts of artistic and 

literary creation, drama and acting, and imposing authority. And will finally look for acceptance—

therefore rebellion—within Lucky’s character.  

In chapter three, the primary concerns shift to an examination of the efficient use of 

language, which is a significant aspect of the convenience of the messages intended to be delivered 

through the play’s use of a specific assortment of literary elements and techniques. 
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Introduction 

Since the beginning of time, humans have sought meaning. That sense of meaning, 

typically rooted in belief in a higher power, satisfied the fundamental human need to belong and 

to make sense of reality and was conveyed through all forms of human expression, beginning with 

petroglyphs and ending with motion pictures, passing by all the remaining exhibitions of it that lay 

in between.  

Absurdist philosophy, a captivating and thought-provoking school of thought, challenges 

the traditional notions of meaning, purpose, and rationality in human existence. Emerging in the 

aftermath of World War II, this philosophical movement sought to grapple with the profound sense 

of disillusionment and existential angst that permeated post-war society. Absurdism questions the 

fundamental assumptions and structures upon which human life is built, confronting the inherent 

absurdity and inherent meaninglessness of existence. Drawing inspiration from the works of 

philosophers such as Albert Camus and Jean-Paul Sartre, absurdist philosophy explores the tension 

between the human desire for meaning and the universe's indifference to our aspirations. It invites 

us to confront the unsettling truth that life, devoid of inherent purpose, is a perpetual search for 

meaning in the face of the absurd. Through its exploration of the human condition, absurdist 

philosophy provides a lens through which we can analyze and interpret works of literature and art 

that grapple with the complexities of existence.  

1.1 Absurdist philosophy 

Frequently conflated with nihilism and existentialism, absurdism is a philosophy that has 

conquered the twentieth century and proceeded to influence a wide range of thinkers, artists, and 

writers to this day, as its themes of existential angst, meaninglessness, and absurdity have 

resonated with generations of people grappling with the challenges of modern life. Like many of 
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its contemporaries, it fell under the umbrella of continental philosophy, a school of thought mainly 

associated with its geographical marker and the reason behind its name, the old continent 

(mainland Europe). It is usually thought to have existed only from the twentieth century onward 

but had its precursors in the nineteenth century, when the ideas of figures like Danish philosopher 

Søren Kierkegaard, who considered life to be a reality to be experienced rather than a problem to 

be solved (Hipkiss 83), started to surface. It was concerned with subjectivity, human mortality, 

and being—questions that have made a strong reappearance as a response to the emergence of 

analytic philosophy, which adopted a positivistic approach to tackle philosophical matters. Instead, 

and heavily influenced by German philosopher Emanual Kant’s assertion to emphasize a domain 

of thought that is purely philosophical and differentiated from scientific thinking, continental 

thinking developed a critical and skeptical attitude towards science and positivistic ideals that 

implied reducing truth to scientific truth and factual knowledge. It was therefore interested in 

discovering the limits of human understanding rather than looking for infallible knowledge and 

acknowledged the importance of the subject (human beings) for philosophical thinking, contrary 

to the analysts who simply ignored it as a factor. This subjective and individualistic approach 

merged with the horrors of World War II, the rise of totalitarian regimes, and the breakdown of 

traditional values and beliefs, resulting in the establishment of an absurdist philosophy that was 

strongly correlated with subjective human experience and being. 

 Due to the term's ambiguity, absurd meant a multitude of things. The origins of the term 

absurd are traced back to the Latin word ‘absurdus’, which meant out of tune, uncouth, 

inappropriate, and ridiculous; derived from ‘surdus’, an adjective that signified something or 

someone that is deaf or dull. When looked for in a dictionary, it is defined as unreasonable, 
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unsound, incongruous, or having no rational or orderly relationship to human life: meaningless 

(Absurd). However, its meaning takes a different route in a philosophical context. 

Albert Camus fundamentally understood the concept as the innate human desire to 

understand a world that is unintelligible. This inescapable contradiction makes it challenging to 

make sense of existence, leading one to question whether life is meaningful at all. Until he explored 

the concept in an attempt to answer the question of whether it is legitimate and necessary to wonder 

whether life has a meaning (i) and included the most apparent description of it in his essay The 

Myth of Sisyphus, Camus’s focus was laid on illustrating the absurd through his works’ characters 

and how it surfaced in their daily lives. In other words, he painted a picture of absurdity within the 

human experience (Sleasman 3).  

During an interview for Les Nouvelles Littéraires in November 1945 with Jeanine Delpech, 

Camus identified his philosophical orientations and denied being a philosopher. Despite his 

declaration and the truth that he had not officially defined the concept of the absurd, the author’s 

primary inputs into said postmodern philosophy made him undeniably one of its pioneers. This 

absence of an official definition allowed different scholars to define the concept. 

R. D. Gorchov, in his doctoral dissertation entitled Albert Camus' Concept of Absurdity 

(1976), wrote that Camus had defined the word by saying: It means déraisonnable, which translates 

to without reason, and may also be defined as irrational. He continued suggesting that this word is 

the adjective employed to describe the world as it presents itself to rational scrutiny and concluded 

that the complete otherness of reason and the world might therefore characterize that absurdity 

(94-95).  

John Cruickshank dedicated a chapter to addressing the nature of the absurd in Albert 

Camus and the Literature of Revolt (1959). In it, he initially comprehends Camus' use of the term 
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as the absence of correspondence or congruence between the mind's need for coherence and the 

incoherence of the world that the mind experiences (41). Later in the chapter, he adds, in agreement 

with Gorchov's conclusion, that the absurd is the conclusion arrived at by those who had assumed 

the possibility of a total explanation of existence by the mind but who instead discovered an 

unbridgeable gulf between rationality and experience (49).  

Most recently, Joseph McBride claimed the absurd to be, for the most part, associated with 

the meaninglessness of life in his book  Albert Camus: Philosopher and Litterateur (1993). He 

initiated by clarifying two fundamental distinctions made by Camus. The first one is between the 

fact of absurdity and the awareness of that fact, which implies that man’s existence is absurd but 

not everyone is aware of that, and the second one is between the feeling of the absurd and the 

notion of the absurd, representing the difference between its intellectual grasp and the affective 

and vague awareness of it, noting that the latter oftentimes triggers the rise of the former and 

therefore the notion of life’s meaninglessness (3). To justify his claim, the author attempted to 

answer a set of questions that guided him toward understanding Camus’s ideology: Why does 

Camus regard man’s existence as absurd? What are the logical implications of accepting the 

absurdist stance? And what does he mean when he says that human existence is meaningless? (4). 

McBride suggests that man’s existence is absurd, not due to the limitations of human reason but 

to the inherent human desire for understanding faced by those limitations; stripping away the 

satisfaction of that desire, he concludes that for Camus, it is not the world but the human condition 

that is absurd. However, Camus' argument that the absurd is a permanent human condition has 

been questioned, given that the human species' inability to answer questions is only relative—

mostly to time—quoting Sartre, There are only relative absurdities and only in relation to absolute 

rationalities (5). Camus reacts to the critique by stating that the meaninglessness and absurdity of 
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man's experience are born of his mortality, as death is regarded as the focal point of Camus' 

perspective. This brings us to the second inquiry, which aims to establish the logical implications 

of Camus' claim that death renders man's existence meaningless. McBride argues that, in Camus' 

view, death represents utter annihilation, denying the prospect of immortality with god, or that 

death implies the complete demise of a creature that is naturally made for god, drawing on J. P. 

Makey's suggestion that: 

Death can be the source of the absurdity of life if it involves complete annihilation. But in 

fact, that is not entirely accurate. Only the death of a creature who needs or desires 

immortality renders that creature's life absurd. The real source of absurdity for Camus, 

therefore, is his refusal to accept that immortality with God is possible, his belief that death 

is the annihilation of a creature who needs immortality with God, and that death is the focal 

point of absurdity rather than the cause of it (5-6). 

Ultimately, the answer to his third question pertaining to the meaninglessness of life found 

fault in an assortment of other scholars' and philosophers' definitions of the absurd, describing 

them as inaccurate or lacking precision and declaring that to be absolutely accurate, one would 

have to say that when Camus speaks of the meaninglessness of man's life, he intends to say not 

that it is altogether meaningless but that it does not have the kind of meaning it would have if God 

existed and immortality were possible for man (6). 

McBride's ideas were shared by Robert Solomon, who associated the absurd with the 

meaninglessness of life. In his Dark Feelings, Grim Thoughts: Experience and Reflection in 

Camus and Sartre (2006), he indicates the ways human reason reinforces the notion of life being 

absurd.  As a result, people resort to religion in both conscious and unconscious ways, which, 

according to him, does not deny the absurdity of life but rather leverages it to sell hope and 
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rationalization. He goes on to say that the absence of value in a world of facts prevents the reality 

of ideals and values from becoming reality, as well as the notion that life is meaningless since 

there is no rational justification for values in a universe that is indifferent to man's needs and hopes. 

The truth of human morality renders whatever values one adopts and good deeds one does pointless 

considering that they will cease to exist after one's death. He comes to the end of his argument 

when he says, From the viewpoint of the universe, from an objective viewpoint, who cares? Life 

is indeed absurd. The absurd, as dictated by Solomon, is the human condition that lies in sensing 

that something is wrong, not with life or its meaning but with life and that sense of meaning that 

allows it to be meaningless and absurd (34-35).  

In 1945, Camus' old friend and existentialist peer Jean-Paul Sartre claimed in “A 

Commentary on The Stranger” that in Camus' works—most notably The Myth of Sisyphus—the 

absurd is simply man's relationship to the world, one which is consequently perceived on two 

levels. The first is a factual state of existence, and the second is the lucid awareness that some 

people acquire from that state (74). He describes the primary absurd—also referred to as the feeling 

of the absurd—as a schism between man’s aspiration for unity and the unsurmountable dualism of 

mind and nature, between his drive to attain the eternal and finite nature of his existence, between 

the concern that constitutes his very essence and the vanity of his effort (74), and asserts that death, 

alongside the irreducible pluralism of truths and of beings, and the unintelligibility of reality, make 

up the core components of the absurd (74–75). He regards the absurd as something that resides 

neither in man nor the world one lives in if they were to be considered separate entities; however, 

since they are strongly associated with one another and humans naturally exist in this world, the 

absurd is ultimately an inseparable part of the human condition (76-77). 
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Sartre emphasizes in the same commentary that Camus' views, and hence the absurd, were 

not new, nor were they presented as such, and that they were a transcendence of other philosophers' 

tenets such as Kierkegaard, Pascal, Heidegger, and others. 

1.2. History and Origins 

Although Camus was not the first to articulate either the experience or the concept of the 

absurd, he was perhaps the first to articulate the particular sense that it has for us (Sherman 22). 

The absurd antecedents had an immense influence on its formation and development. When 

observing the gradual changes that occurred in philosophy, especially after the Renaissance, 

accompanied by the historical events that followed, the absurd formation is lucidly noticeable. 

David Sherman's analysis unveils the evolution of the absurd sensibility, tracing its lineage through 

influential thinkers like Descartes, Hume, and Kant. Building on their groundwork, Kierkegaard 

and Nietzsche delve into the practical and existential implications, while Albert Camus's 

meticulous depiction of the lived experience sheds light on its paradoxical nature (26).  

The absurd emerges as a consequence of the demise of God, stemming from the void that 

separates humanity from the divine due to the adoption of a detached, rational, and objective 

worldview. This perspective can be traced back to Plato's theory of forms, wherein human 

perception offers only subjective images or experiences, leaving individuals vulnerable to 

deception when confronted with an unadorned reality. When this adopted worldview loses its 

significance and fails to comprehend existence, when human limitations are reached, the sense of 

the absurd is awakened. 

Descartes, through his philosophy of subjectivity, instigated a momentous shift in the realm 

of philosophy, leaving an indelible mark on contemporary thought. His influential Cartesian 
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doctrine boldly challenged the prevailing tenets of realism, which asserted that human experience 

faithfully mirrored the external world. By boldly questioning and scrutinizing the foundations of 

knowledge within the confines of a church-dominated perspective, Descartes paved the way for a 

broader, more humanistic understanding that ventured beyond the limitations of theological 

constraints. 

At the core of Descartes' transformative ideas lay his theory of mind-matter dualism, a 

conceptual framework that sought to disentangle human consciousness (the mind) from the 

physical realm (matter). In his relentless pursuit of attaining objective certainty through 

skepticism, Descartes inadvertently created an opening for theologians and philosophers to employ 

his very methodology in order to challenge the claims he had put forth (Sherman 26). This 

unexpected turn of events exemplifies the intricate interplay between Descartes' groundbreaking 

contributions and the subsequent theological critiques that unfolded. 

Descartes' philosophical endeavors not only reshaped the intellectual landscape of his time 

but also laid the foundation for a profound exploration of human existence that transcended narrow 

epistemological boundaries. His enduring legacy serves as a catalyst for ongoing critical inquiry, 

underscoring the intricate relationship between philosophical exploration and the realm of 

theological discourse. His philosophical journey stands as a testament to the power of audacious 

questioning and the enduring quest for a deeper understanding of the human condition. 

Sartre posits that Pascal, a contemporary of Descartes and a staunch critic of his Cartesian 

methodology, metaphysical contemplations, and unwavering deference to theological authority 

during the Middle Ages, laid the foundational bedrock for Camus' philosophical ideas. 

His intellectual dissent against Descartes challenged the prevailing philosophical landscape of his 

time. He expressed skepticism towards Descartes' heavy reliance on rationality and the dominance 
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of metaphysical inquiries. Pascal's own philosophical insights provided a crucial departure from 

the Cartesian paradigm, presenting alternative perspectives that resonated profoundly with 

thinkers like Camus. 

Pascal's critiques and his refusal to embrace theological dogma as absolute authority 

became the building blocks for Camus' exploration of the human condition. Drawing inspiration 

from Pascal's rejection of intellectual conformity and his emphasis on individual existence, Camus 

embarked on a path that defied conventional notions of meaning and truth. Thus, Pascal's 

opposition to Descartes' ideas, combined with his penchant for critical thought and rejection of 

blind adherence to theological frameworks, exerted a profound influence on the philosophical 

trajectory that Camus would later follow. This intellectual dialogue between these thinkers 

exemplifies the dynamic interplay of ideas and influences that shapes the ever-evolving realm of 

philosophy. 

 He mentions in his commentary that it was Pascal who stressed that the natural misfortune 

of our mortal and feeble condition is so wretched that when we consider it closely, nothing can 

console us and that custom and division conceal from man his nothingness, his forlornness, his 

inadequacy, his importance, and his emptiness (qtd. In Sartre 75). 

According to David Hume, the degree of necessity attached to different truths varies 

significantly. Hume posited that while truths pertaining to logic and mathematics possess a higher 

level of necessity, those related to the world and existence exhibit a lesser degree of necessity. In 

his perspective, the latter truths remain more elusive and constrained by the limitations of human 

reason and knowledge, rendering discussions surrounding them often unproductive or fruitless 

(Sherman 26-27). 
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Hume's insight sheds light on the inherent challenges and limitations of human 

understanding when it comes to comprehending the intricacies of the world and its existence. By 

emphasizing the relative attainability of logical and mathematical truths, Hume underscores the 

idea that these areas of inquiry offer a more reliable foundation for knowledge while 

acknowledging the inherent difficulties in grappling with the mysteries of our existence. Thus, 

Hume's observations prompt a thoughtful reflection on the varying degrees of necessity in different 

domains of truth and serve as a reminder of the limitations inherent in our attempts to unravel the 

complexities of the world around us. 

Continuing the trajectory set by Descartes, Immanuel Kant further advanced philosophical 

thought by introducing the concept of transcendental idealism. In response to Hume's exploration 

of necessity, Kant proposed that there is indeed a sense of necessity inherent in our empirical 

truths. According to Kant, these truths are not mere subjective constructions but rather products of 

our own minds, which serve as the very framework through which objective truths can be discerned 

(Sherman 27). 

Kant's perspective offers a nuanced understanding of the relationship between our 

cognitive faculties and the formation of knowledge. By asserting that our minds play an active role 

in shaping empirical truths, he acknowledges that the human capacity for perception and 

understanding serves as a vital component in establishing what can be deemed objective within 

our own experiential realm. His notion provides a compelling framework that bridges the gap 

between subjective experience and the pursuit of objective truths. It invites us to contemplate the 

intricate interplay between our cognitive faculties and the inherent necessity that arises from our 

engagement with the world. 
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Kant's perception unveils a fundamental distinction between the Noumena, representing 

the true nature of the world and things in themselves, and the phenomena, which encompass our 

human experiences. This differentiation arises from the structural impositions our minds place on 

the actual structure, which exists independently of our perception. Our consciousness acts as a 

lens, limiting our direct encounter with this underlying structure. Hence, subjectivity becomes the 

necessary starting point for our methodological thinking, as Kant argues that absolute objectivity 

lies beyond the reach of our reason. 

Moreover, Kant asserts that this inherent limitation creates space for faith, which he 

considers the essential condition for the possibility of pure practical reason. Shifting from the 

theoretical aspects of his philosophy to the practical realm, Kant recognizes that while faith in a 

supernatural higher power may lack rational grounding, it does not provoke a sense of absurdity. 

By acknowledging the boundaries of human reason and the role of subjectivity, Kant's 

philosophical framework prompts contemplation on the significance of faith and its impact on our 

understanding of the world. It invites us to navigate the intricate interplay between reason, 

subjectivity, and the realm that lies beyond our direct perception as we grapple with the 

complexities of existence. 

Søren Kierkegaard emerges as a key figure in the exploration of the absurd. According to 

him, the absurd represents a state of being that defies rational explanation. In his work Fear and 

Trembling, Kierkegaard presents the gripping example of Abraham's predicament as recounted in 

the book of Genesis. Abraham faithfully follows God's command to sacrifice his own son while 

simultaneously holding the belief that his son will be kept alive. This paradoxical clash between 

belief and reason and the ethical principles that govern them renders Abraham's situation 

inherently absurd (35-36). 
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Kierkegaard introduces the concept of a "leap of faith" to encapsulate the human capacity 

to embrace beliefs that surpass the boundaries of rationality. He argues that reason alone is not 

always the answer, and there is a need to transcend and liberate oneself from the confines of solely 

reflective reasoning. In his concluding work, Concluding Unscientific Postscript, Kierkegaard 

asserts that faith necessitates risk-taking. The greater the risk, the greater the faith, as objective 

security diminishes inwardness (which is synonymous with subjectivity). Conversely, the absence 

of objective security allows for deeper levels of inwardness, leading to profound subjective 

experiences (Kierkegaard 188). 

By emphasizing the significance of subjective faith and the courage to take existential risks, 

he challenges conventional notions of objective certainty and calls for a deeper engagement with 

the profound mysteries of human existence. His exploration of the absurd calls for confronting the 

limits of reason and embracing the possibilities that lie beyond rational comprehension.  

In contrast to Kierkegaard's focus on the existential paradox between religion and ethics, 

Friedrich Nietzsche's primary concern revolves around his famous proclamation, "God is dead." 

This statement serves as a powerful critique of the sociocultural landscape, pointing to the loss of 

faith within European civilization. According to Nietzsche, the absence of faith, which had served 

as a foundational element in the formation of European society, has left behind a void. In place of 

God, there is now a perceived emptiness (Roubiczek 39). 

Nietzsche's assertion challenges the prevailing religious and moral framework that has long 

shaped European civilization. He observes the waning influence of religious beliefs and the 

consequences this holds for societal values and meaning. The death of God signifies the erosion 

of traditional religious certainties and the subsequent questioning of established moral systems. 
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In the absence of a divine foundation, Nietzsche suggests that society is confronted with 

the task of redefining its values and creating new systems of meaning. This calls for a reevaluation 

of traditional norms and an exploration of alternative sources of significance. His proclamation of 

the death of God signifies a profound societal shift, highlighting the need for introspection and the 

search for new foundations upon which to build a meaningful existence. It urges individuals and 

societies to confront the challenges presented by the loss of faith and engage in a process of 

reinvention and self-discovery.  

The philosophy of the German ontologist Martin Heidegger introduced a profound division 

in the realm of philosophy. In his seminal work Being and Time, Heidegger delved into the essence 

of human existence, known as "Das Sein," and argued that Western philosophy had strayed from 

addressing the fundamental questions of being. According to Heidegger, humanity finds itself in a 

perpetual state of evading its opposite, "Das Nicht," or nothingness. He posited that by confronting 

our mortality, engaging in self-analysis, and actively participating in the world, one can genuinely 

and authentically exist (Menouer 106). 

While Heidegger's philosophy marks a significant contribution to the philosophical 

landscape, it is essential to recognize that Albert Camus's absurdist philosophy would not have 

reached its current form without the profound absurdity that the thinker himself experienced 

throughout his life. Camus's exploration of the absurd draws upon various philosophical 

perspectives, including those of Descartes, Hume, Kant, Kierkegaard, and Nietzsche, among 

others. However, it is through Camus's unique personal encounters with the absurdity of existence 

that his philosophy takes shape and resonates with readers. 

By integrating the insights of these thinkers and infusing them with his own lived 

experiences, Camus brings forth a distinct and compelling perspective on the human condition. 
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His exploration of the absurd serves as a testament to the complexities of existence and the ongoing 

quest for meaning in a seemingly irrational and chaotic world. 

1.3. Figures and pioneers 

1.3.1. Albert Camus 

Albert Camus, a multifaceted figure encompassing the roles of novelist, philosopher, and 

journalist, entered the world on November 7, 1913, in Mondovi, Algeria—a French colony during 

that time. Born to Lucien, a cellar man for a wine company, and Catherine Sintès, a French mother 

with Spanish origins, Camus experienced a childhood marked by tragedy. Orphaned at a young 

age, he shared a home with his mother, older brother, uncle, and stern maternal grandmother, 

Madame Sintès. The loss of his father, who perished in the brutal battle of Marne during World 

War I, compelled his mother, despite her hearing impairment, to work as a maid to provide for her 

children. This circumstance left Camus and his brother in the care of their grandmother, whose 

physical and emotional abuse they endured and resented.  

Camus's life was woven with formidable hardships, yet his love for life persevered. In his 

essay "Return to Tipasa," he expressed deep affection for the part of his life spent in Belcourt, 

which was enriched by its proximity to the beach. This environment influenced Camus's fondness 

for soccer and swimming, activities that held great significance for him (Sherman 11).  

Camus's educational path showed promise, securing him a full scholarship to one of the 

region's most esteemed secondary schools. A significant influence on his intellectual development 

was his mentor, Louis Germain, who recognized Camus's talents and sparked his fascination with 

ancient Greek philosophy, Neo-Platonism, and modern thinkers like Friedrich Nietzsche. 

However, tragedy struck again when, at the age of seventeen, Camus was diagnosed with severe 

tuberculosis, a condition that would persist until he reached thirty. As his physical abilities 
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diminished and he struggled to perform even the simplest tasks, his outlook on life gradually 

shifted towards a more pessimistic stance.  

It was Camus's protracted battle with tuberculosis, a potentially fatal threat during that era, 

that deeply influenced his thinking and worldview. The abrupt deprivation of his zest for life, 

seemingly without reason, played a significant role in awakening his sensibility to the absurd. This 

newfound awareness of life's inherent absurdities served as the pulsating core of Albert Camus's 

literary endeavors, breathing life into an array of profound works. Within the realm of novels, his 

exploration of the human condition encompassed A Happy Death (written 1936–38, published 

1971), The Stranger (1942), The Plague (1947), The Fall (1956), and the posthumously published 

The First Man (incomplete, published 1994). Through these captivating narratives, Camus 

masterfully weaved the threads of absurdity, inviting readers to confront the paradoxes and 

complexities of existence. In parallel, this unwavering sensibility to life's inherent contradictions 

permeated Camus's philosophical writings, leaving an indelible mark on the intellectual landscape. 

Notably, his influential work The Myth of Sisyphus (1942) delved into the profound exploration of 

the absurd, challenging conventional notions of meaning and purpose. Additionally, his collection 

of Lyrical and Critical Essays (1967) offered a thought-provoking tapestry of insights, reflecting 

Camus's relentless pursuit of truth and his ability to evoke introspection in readers. 

Through his literary and philosophical oeuvre, Albert Camus etched a legacy that resonates 

with individuals across generations, captivating minds with his poignant exploration of the absurd 

and igniting a profound contemplation of the human experience. 

Tragically, three years after being honored with the Nobel Prize in Literature in 1957, 

Albert Camus's life was cut short at the age of 46 in a fatal car crash. Curiously, he had altered his 
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plans to take the train, as evidenced by the train ticket found in his pocket, ultimately leading to 

the unexpected end of his remarkable journey. 

1.3.2. Franz Kafka 

 Franz Kafka, a literary figure of profound significance, was born on July 3, 1883, in 

Prague, Bohemia, Austria-Hungary, into a well-to-do Jewish family. However, his early life was 

marked by relentless hardship and emotional turmoil. As the eldest son of Julia Lowy and Hermann 

Kafka, he experienced the profound loss of his two older brothers, and his relationship with his 

father was marred by neglect and strained dynamics. In a poignant letter to his father, never 

delivered but reflective of his inner struggles, Kafka revealed how this troubled relationship 

hindered his pursuit of personal aspirations and compelled him to find solace in writing. The 

weight of these experiences, combined with his own self-doubt, left Kafka with a sense of terrible 

self-esteem, leading him to leave much of his major work unfinished and even requesting that his 

close friend Max Brod destroy what remained. Against Kafka's wishes, Brod defied his request, 

ultimately preserving and publishing the works we know today (Kaufmann 121). 

Kafka's literary legacy is synonymous with the notion of the "Kafkaesque," a term that 

encapsulates the bewildering and nightmarish circumstances faced by his protagonists. His 

writings explore the maddening loops of frustration, confusion, and futility that permeate their 

lives, capturing the essence of existential anxiety and absurdity. 

In addition to his emotional struggles, Kafka endured a multitude of physical and mental 

ailments. Diagnosed with tuberculosis at the age of 34 and later afflicted by the Spanish flu, he 

battled against these illnesses, which further exacerbated his delicate mental state. Kafka's ongoing 

struggle with depression led him to contemplate the darkest depths of despair, as evident in the 

profound themes echoed in his writings. 
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Regrettably, Franz Kafka's arduous and protracted battle with his deteriorating health 

reached its poignant culmination in 1924, bringing an untimely end to a life that would forever 

shape the literary landscape. However, from the depths of his tumultuous existence emerged a 

collection of works that have since attained legendary status and are hailed as some of the most 

influential and profound contributions to twentieth-century literature. Among these luminous 

creations stand resolute: Metamorphosis (1912), Amerika (1911–1914), The Trial (1914–1915), 

and The Castle (1922). 

Kafka's literary legacy resonates with an enduring power, casting an enchanting spell that 

captivates readers and beckons them into an intricate world of introspection. With unflinching 

insight, his narratives plunge into the depths of existential turmoil, inviting us to confront the 

enigmatic nature of our own identities and the labyrinthine constructs of society. Within his 

evocative prose, reality and illusion entwine, blurring the boundaries between the tangible and the 

ethereal, as we are immersed in a realm where the essence of human longing and anxiety is laid 

bare. 

As we traverse the tapestry of literary history, Kafka emerges as an indomitable figure, his 

words serving as a testament to the profound depths of the human experience. Each page brims 

with unparalleled resonance, challenging our preconceptions and inviting us to ponder the intricate 

fabric of our existence. With unwavering dedication, Kafka unfurls the rich tapestry of the human 

psyche, delving into the shadows and illuminating the most profound recesses of our collective 

consciousness 

In this ever-evolving landscape of literature, Kafka's voice echoes across time, forever 

capturing the imagination and curiosity of generations. His introspective narratives, steeped in a 

haunting melancholy, pierce through the veil of the mundane and awaken us to the mysteries that 
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lie beneath the surface. Through his unwavering commitment to exploring the complexities of the 

human condition, Kafka has bequeathed to us a transcendent gift—an eternal testament to the 

power of art to illuminate our deepest truths. 

1.3.3. Samuel Beckett 

Samuel Beckett, an illustrious Irish author, critic, and playwright, stands as a towering 

figure within the realm of the theater of the absurd. Born on April 13, 1906, into a middle-class 

family in Foxrock, Dublin, Ireland, he embarked on a remarkable journey that would shape the 

course of literary history. After his education at Portora Royal School and Trinity College in 

Dublin, where he acquired a bachelor's degree in romance languages, Beckett's path led him to 

Paris in 1928, where he became an English tutor at the renowned École Normale Supérieure. It 

was during this time that he encountered the legendary Irish writer James Joyce and found himself 

immersed in the vibrant intellectual circles of the city. 

Beckett's restless spirit guided him back to Ireland in 1930, where he briefly served as a 

lecturer at his alma mater. However, the allure of adventure and discovery beckoned, prompting 

him to embark on a European odyssey that traversed continents and cultures. In 1937, he returned 

to the enchanting embrace of Paris, a city that would become his spiritual home. It was here, amidst 

the turmoil of World War II, that Beckett witnessed the harrowing atrocities that would leave an 

indelible mark on his creative conscience. 

Motivated by a fierce sense of justice and resistance, Beckett joined an underground group 

in 1941, defying the oppressive forces that sought to silence truth and freedom. When his comrades 

were captured, he found himself living a life on the run, seeking refuge in the unoccupied zone of 

France until the liberation of the country. In 1945, he briefly revisited his native Ireland, only to 
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return to the vibrant streets of Paris, where his dedication to the French resistance was rightfully 

acknowledged with the prestigious Croix de Guerre. 

Beckett's artistic contribution transcended boundaries and genres, leaving an indelible 

imprint on the theater of the absurd, a movement later coined by Martin Esslin. Works such as 

Waiting for Godot (1952), Endgame (1957), and Happy Days (1961) exemplify his unparalleled 

ability to plumb the depths of human existence, revealing the absurdity and profound beauty 

hidden within life's most mundane moments. His literary prowess garnered global recognition, 

culminating in the Nobel Prize in Literature bestowed upon him in 1969, a testament to his 

profound impact on the world of letters. 

In 1989, Samuel Beckett's earthly journey came to an end, but his legacy endures as a 

timeless beacon of artistic innovation and existential inquiry. His works continue to ignite the 

imagination and provoke contemplation, ensuring that his profound insights into the human 

condition will resonate across generations. Through his uncompromising vision and 

uncompromising honesty, Beckett has left an indelible mark on the literary landscape, forever 

enriching the tapestry of human thought and creativity. 

1.3.4. Eugene Ionesco 

Eugene Ionesco, an eminent playwright hailing from Romania, emerged as a captivating 

contemporary in the realm of absurdist theater alongside the likes of Samuel Beckett. Born on 

November 26, 1906, in Slatina, Romania, Ionesco's artistic odyssey traversed geographical 

boundaries, ultimately finding resonance in the cultural epicenter of France. A prodigious talent, 

he embarked on a quest for knowledge, pursuing a doctorate degree upon returning to his homeland 

in 1939, following his French studies at the University of Bucharest. However, it was the vibrant 

city of Paris that would truly become his artistic haven and spiritual home by 1945.  
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Recognized as a transformative force in the theatrical landscape, Ionesco's prolific body of 

work continues to shape the boundaries of artistic expression. His untimely demise in 1994 left 

behind a lasting legacy. According to the Encyclopedia Britannica, Ionesco's accomplishment lies 

in his ability to popularize nonrepresentational and surrealistic approaches, deftly transcending the 

constraints of traditional theater and captivating audiences attuned to a naturalistic standard. With 

his tragicomic farces, he skillfully exposes the absurdity of bourgeois life, unravels the 

meaninglessness of social customs, and highlights the futility and mechanistic nature of modern 

civilization. 

Within the realm of Ionesco's imaginative landscapes, his plays unfold in surreal and 

illogical settings, immersing audiences in a realm where the boundaries of reality are blurred. 

Employing inventive techniques, such as the comic multiplication of objects on stage until they 

overpower the characters, he unveils the deadening futility of most human interactions, exposing 

the clichés and tiresome maxims of polite speech in unlikely and incongruous contexts. As his 

artistic evolution progressed, Ionesco's later works delved deeper into the realms of dreams, 

visions, and the profound exploration of the human psyche, seeking to unravel the enigmatic forces 

that govern our innermost selves. 

This groundbreaking philosophical and literary movement found resonance in the works 

of an illustrious array of figures, whose contributions shape the very fabric of the absurdist 

tradition. Alongside luminaries like Samuel Beckett, Franz Kafka, Eugene Ionesco, and Albert 

Camus, numerous other notable voices have emerged, each adding their unique perspective to this 

rich tapestry of existential exploration. 

Among these extraordinary individuals, the enigmatic Daniil Kharms (1905–1922) stands 

as a testament to the power of artistic defiance in the face of adversity. Edward Albee (1928–
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2016), with his masterful theatrical compositions, delved deep into the human condition, exposing 

the intricate web of societal constructs and the disquieting emptiness that often pervades human 

interactions. Alfred Jarry (1873–1907) challenged conventional norms with his audacious and 

subversive approach, leaving an indelible mark on the absurdist landscape. 

The inimitable Harold Pinter (1930–2008), renowned for his masterly manipulation of 

language and silence, unraveled the intricacies of power dynamics and the absurdity lurking 

beneath the veneer of social order. Vaclav Havel (1936–2011), not only a prominent playwright 

but also a political figure, fearlessly confronted the oppressive nature of totalitarian regimes, 

merging the personal and the political in his poignant works. 

Robert Sheckley (1928–2005), with his imaginative and satirical prose, delved into the 

realms of science fiction, exploring the absurdities of human existence through speculative 

narratives. Lastly, Arthur Adamov (1908–1971) challenged traditional dramatic conventions, 

forging a distinct path through his evocative explorations of the human psyche. 

Collectively, these intellectual luminaries expanded the frontiers of thought and 

expression, elevating the absurdist movement to new heights. Their works continue to inspire, 

provoke, and captivate, offering profound insights into the paradoxes and contradictions that 

define the human experience. Through their artistic endeavors, they invite us to question, reflect, 

and engage with the fundamental absurdity of our existence. 

1.4. Absurdism in literature  

“A novel is never anything but a philosophy expressed in images. And in a good novel, the 

philosophy has disappeared into the images. But the philosophy need only spill over into the 

characters and action for it to stick out like a sore thumb, the plot to lose its authenticity, and the 

novel its life” (Camus 199).  



 

37 

 

The absurdist philosophical movement, with its profound examination of the human 

condition and the inherent absurdities of existence, has roots that extend far beyond its emergence 

in the twentieth century. In fact, the origins of absurdist tendencies in literature can be traced back 

to ancient times, finding expression in the earliest stages of Greek theater and even beyond. Among 

the notable precursors to absurdist theater is the work of Aristophanes, the renowned Greek 

playwright of the Old Comedy. While Aristophanes' theater is known for its intellectual wit and 

satirical commentary, it also draws inspiration from pre-dramatic forms of performance such as 

mumming and mime. In the scenes and dialogues of Aristophanes' plays, a discernible sensibility 

emerges—one that reflects a lucid understanding of the absurd and an inclination to satirize the 

complexities of existence. For instance, in his masterpiece Birds, the characters are portrayed as 

dim creatures of the earth, ephemeral beings in a state of constant agitation, offering a poignant 

reflection on the fleeting nature of human life (Cornwell 34). 

Beyond the realm of theater, the influence of the absurd can also be found in classical 

tragedy and comedy, which share geographic and cultural roots with Greek theater. Ancient 

mythology, a wellspring of storytelling and symbolism, contains numerous instances of absurd 

situations and fates. These tales, often depicting the wrath and capriciousness of the gods, illustrate 

the inherent contradictions and irrationality of the human experience. Consider the tragic destinies 

of figures like Oedipus, bound by a prophecy he unwittingly fulfills, or Odysseus, condemned to 

endure a decade of wandering on his arduous journey home. The punishment of Tantalus, eternally 

tormented by hunger and thirst amidst a tantalizing array of nourishment that remains forever out 

of reach, epitomizes the absurdity of his plight. Similarly, Prometheus, subject to the perpetual 

torment of an eagle devouring his liver, only to have it regenerate each day, confronts the 
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incomprehensible nature of suffering. And Sisyphus, forever condemned to roll a boulder uphill 

only to witness it roll back down again in an endless cycle, embodies the futility of his task. 

The presence of the absurd in these ancient myths and theatrical traditions underscores 

their enduring significance in human storytelling and artistic expression. Across the ages, from the 

ancient stages of Greek theater to the modern works of the twentieth century, the recognition and 

exploration of life's inherent absurdities have remained a fundamental theme. This profound 

insight into the paradoxical nature of existence invites us to contemplate the transient and often 

nonsensical aspects of our own human condition, propelling us to question the very foundations 

of meaning, purpose, and the boundaries of our understanding. In embracing our absurdist 

inclination, we embark on a profound journey of self-reflection, grappling with the enigmatic 

complexities of our existence and inviting a deeper exploration of the mysteries that lie at the core 

of our being. 

Continuing on the trajectory of absurdist exploration, it becomes evident that even the 

works of the revered playwright William Shakespeare resonate with a profound sense of the futility 

and absurdity intrinsic to the human condition. Within his tragedies, Shakespeare weaves a 

tapestry of existential contemplation, exposing the inherent limitations and insignificance of 

human endeavors (Esslin 333). This sentiment finds powerful expression in Macbeth's poignant 

soliloquy upon hearing of the queen's death, where he laments the relentless passage of time, 

likening life to a mere fleeting shadow on a stage. Macbeth's words, "Life's but a walking shadow; 

a poor player, that struts and frets his hour upon the stage," encapsulate the essence of the absurdist 

perspective—life, in all its grandeur and drama, ultimately amounts to nothing more than a tale 

told by an idiot, devoid of true meaning and purpose (Macbeth 5.5). 
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Shakespeare further delves into the absurd through the character of the blinded Gloucester 

fool in King Lear. The fool's profound observation, "As flies to wanton boys, are we to th'Gods; 

they kill us for their sport," exposes the arbitrary and cruel nature of existence, hinting at the futile 

struggle of humanity against the whims of higher powers (King Lear 4.1). Through these powerful 

expressions, Shakespeare illuminates the fundamental absurdity that lies beneath the surface of 

human life, provoking introspection and challenging conventional notions of meaning and 

significance. 

Moving beyond Shakespeare, the legacy of absurdist literature extends into the realm of 

satirical techniques and the subversion of traditional narratives. Jonathan Swift's renowned work, 

Gulliver's Travels (1726), stands as a significant testament to this tradition. By literalizing 

metaphors and employing a logic of absurdities within the worlds visited by Gulliver, Swift 

masterfully constructs a satirical narrative that evokes the age-old concept of 'mundus inversus,' 

or 'The World Upside Down.' Through these fantastical shifts and inversions, Swift exposes the 

inherent contradictions and follies of the human condition, inviting readers to question the 

absurdity of societal norms and power structures (Cornwell 42). 

Similarly, the writings of Laurence Sterne, particularly his saga The Life and Opinion of 

Tristram Shandy (1759), embrace a distinct sense of absurdity through the employment of self-

parody, narrative digressions, bathos, and dislocations of conventional storytelling devices. 

Sterne's deliberate disruptions and complexities of communication mirror the inherent challenges 

of navigating the convoluted and nonsensical aspects of human existence (42-43). In this way, 

Sterne, like Swift and Shakespeare before him, forges a path in literature that delves into the 

intricacies of the absurd, exposing the fragility and illogicality of human endeavors. 
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Through their profound insights and unconventional narrative techniques, they contributed 

to the rich tapestry of absurdist thought, challenging conventional notions of meaning, purpose, 

and rationality, urging readers to confront the absurdities that lie at the core of our existence, and 

prompting a deeper reflection on the nature of reality itself. 

The traces of the absurd extended their influence beyond the confines of English literature, 

making their presence felt in the works of Russian authors, notably Nikolai Gogol and Fyodor 

Dostoevsky. Gogol's distinct brand of stylistic absurdism, replete with Sternean quirks, narrative 

digressions, inflated similes, zany dialogue, and syntactic non-sequiturs, showcased his mastery 

of employing absurdity as a literary device (Cornwell 45). In his acclaimed novel, The Nose 

(1836), Gogol pushed the boundaries of conventional logic, immersing readers in a world that 

defied rationality. As the protagonist wakes up to discover his nose is missing, a series of bizarre 

events unfold, challenging the reader's perception of reality. 

Fyodor Dostoevsky also delved into the depths of the absurd, exploring existential themes 

and the contradictions inherent in human consciousness. In his seminal work, Notes from the 

Underground (1864), the nameless underground man engages in polemic conversations with an 

absent interlocutor, purposefully discussing glaring absurdities. Through this introspective 

dialogue, Dostoevsky poses profound questions about the nature of consciousness itself, ultimately 

suggesting that consciousness can be viewed as a kind of affliction or malady. Moreover, 

Dostoevsky's exploration of the absurd extends to other notable works, such as The Devils (1871), 

where Kirlov's metaphysical quarrel exemplifies an absurd condition defying rational explanation, 

and The Brothers Karamazov (1879–1880), where Ivan Karamazov's mental unraveling serves as 

yet another manifestation of the absurd within Dostoevsky's literary tapestry (Cornwell 53–54). 
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Gogol and Dostoevsky, prominent figures in Russian literature, harnessed the power of the 

absurd to delve into the complexities of the human psyche and societal constructs. Gogol's 

predilection for eccentricity and narrative subversions, coupled with Dostoevsky's introspective 

explorations of existential themes, invite readers to confront the inherent absurdity of human 

existence. These authors challenge established notions of rationality and meaning, immersing 

readers in worlds where the absurd becomes a catalyst for profound introspection and an 

instrument for questioning the fundamental nature of reality. Through their literary endeavors, 

Gogol and Dostoevsky expanded the horizons of absurdist thought, transcending borders and 

leaving an indelible mark on the annals of literature. 

Lautreamont's enigmatic novel Les Chants de Maldoror (1868) unveils a provocative 

narrative where the character Maldoror rebels against God, weaving a grotesque and poetically 

humorous plot. Similar to Dostoevsky, Lautreamont employs a critical style of delivery, traversing 

through tales and fantasies that exhibit elements of sadism, nihilism, and a cosmic revolt against 

humanity (Cornwell 58). The author's audacious exploration of these themes challenges societal 

norms and confronts the reader with unsettling and thought-provoking imagery. 

In a parallel vein, Lewis Carroll's literary contributions, most notably observed in Alice in 

Wonderland (1865) and Through the Looking Glass (1871), embrace the Carrolian manner of 

literalizing phrases and meticulously dissecting the nuances of language. Carroll's whimsical 

narratives, replete with nonsensical situations and characters, have become emblematic of the 

absurd tradition. Through Alice's encounters in these fantastical worlds, Carroll exposes the 

inherent absurdity of human existence and satirizes societal conventions with a delightful blend of 

wit and imagination. Moreover, Carroll's narrative nonsense poem, The Hunting of the Snark, has 
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been interpreted as a profound exploration of existential agony, evoking a sense of existential 

uncertainty and the futility of human pursuit (Cornwell 62). 

In their distinctive ways, the two contribute to the richness and depth of the absurd tradition 

in literature. Lautreamont's daring and subversive narrative, with its fusion of grotesque and poetic 

elements, challenges the reader's perceptions and pushes the boundaries of conventional 

storytelling. Meanwhile, Carroll's imaginative worlds and linguistic acrobatics invite readers into 

a topsy-turvy realm where meaning is both elusive and fluid. These authors, each in their own 

unique style, navigate the intricate terrain of the absurd, provoking introspection and questioning 

the established order of reality. Their works, infused with philosophical nuances and an irreverent 

spirit, add to the tapestry of the absurd, leaving a lasting legacy of literary innovation and 

intellectual exploration.  

The influence of absurdism extends beyond the implicit themes found in earlier works to 

the explicit exploration of the absurd in the writings of Camus and Kafka, ultimately culminating 

in the emergence of the theater of the absurd. This philosophical and literary movement has not 

only permeated ancient and older works but continues to endure in contemporary literature and 

even the realm of cinema.  

Within the domain of literary expression, we find Kurt Vonnegut's science fiction novel 

Cat's Cradle (1963) and his anti-war masterpiece Slaughterhouse Five (1969), both exemplifying 

the absurd through satirical lenses. Joseph Heller's Catch-22 (1961) presents a narrative that defies 

logic and reason, showcasing the inherent absurdity of war. Franz Kafka's novella The 

Metamorphosis (1915) thrusts the reader into the surreal existence of Gregor, trapped in the body 

of a giant insect, while Kafka's The Trial (1925) explores the absurdity of a man standing trial for 

a crime he knows nothing about. Tom Stoppard's Rosencrantz and Guildenstern Are Dead (1966)  
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a deviation from the familiar story of Hamlet, presenting the absurdist perspective of two minor 

characters. 

Within this literary landscape, we encounter Albert Camus' existential works, including 

The Plague (1947) and The Stranger (1942), which confront the absurdity of human existence and 

the search for meaning. Thomas Pynchon's enigmatic V. (1963) delves into the labyrinthine nature 

of reality, while Murakami's Kafka on the Shore (2002) explores the convergence of surreal and 

ordinary worlds. Harold Pinter's The Birthday Party (1958) embodies the unsettling atmosphere 

of the absurd, challenging the boundaries of communication and identity. 

Moving beyond literature, the absurd finds its place in the realm of cinema. Stanley 

Kubrick's Dr. Strangelove (1964) presents a darkly comedic portrayal of the absurdity of nuclear 

warfare. The whimsical film Swiss Army Man (2016) embraces absurdity through its 

unconventional story of friendship. The more recent cinematic offering, Everything Everywhere 

All at Once (2022), delves into a multiverse of interconnected absurdities. Animated works like 

BoJack Horseman (2014–2020) and Rick and Morty (2016–present) utilize absurdity as a lens to 

explore existential themes and societal critiques. 

Through these diverse literary and cinematic works, the absurd remains a cohesive and 

powerful force, challenging our perceptions of reality, confronting existential questions, and 

provoking contemplation of the human condition. Whether through the written word or on the 

screen, the exploration of the absurd continues to captivate and challenge audiences, offering a 

sophisticated and cohesive reflection on the inherent contradictions and absurdities of existence. 

1.4.1. The Theater of the Absurd 

In the aftermath of the harrowing Second World War, humanity found itself adrift in a sea 

of uncertainty, grappling with the shattering collapse of once-firmly embraced religious beliefs 
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and political systems. Paris, the very epicenter of a nation deeply scarred by the ravages of war, 

emerged as a vibrant hub of artistic expression where the transformative power of the dramatic 

arts took center stage. It was within this tumultuous backdrop that a groundbreaking form of 

theater, later christened the Theater of the Absurd by Martin Esslin, began to take shape, 

captivating a diverse audience that included both restless students and intellectual seekers yearning 

for a new artistic resonance. 

While the seeds of this theatrical movement were sown in the 1950s, it is noteworthy that 

it did not conform to the traditional notions of a literary or theatrical trend. Rather, it emerged as 

a collective manifestation of shared characteristics and aesthetics, uniting creators who hailed from 

disparate theatrical, artistic, and literary backgrounds but were bound together by a profound 

sensibility rooted in the absurd (Esslin 23). Departing decisively from the conventions of 

nineteenth- and twentieth-century theater, which relied heavily on realism and illusionism, the 

theater of the absurd boldly ventured into uncharted territories. It adamantly rejected the worn-out 

tools of its predecessors, instead choosing to forge its own path in the portrayal of scenes, even as 

Esslin asserted that at its core, the absurd theater remained firmly rooted in a reflective portrayal 

of reality as perceived through the individual's consciousness. Thus, it was an audacious attempt 

to present reality on its own terms (353). 

Indeed, the theater of the absurd fearlessly confronted the stark reality faced by those for 

whom the world had relinquished its once clear-cut explanations and meanings. It 

courageously acknowledged that art forms predicated on standards and concepts that had 

lost their relevance could no longer be embraced by individuals who found themselves 

adrift in a universe devoid of decipherable laws of conduct and definitive values. It was an 

art form that defied the notion of revealed certainties and instead grappled with the 
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profound implications of mankind's purpose within the vast expanse of existence 

(Hinchliffe 29). 

In this realm of artistic exploration, where uncertainty reigned supreme and the very fabric 

of meaning and purpose was unraveled, the theater of the absurd emerged as a beacon of 

courageous defiance. It shattered the confines of convention, challenging audiences to confront 

the existential void and grapple with the profound questions that echoed within the depths of their 

own consciousness. Within this hallowed space, the theater of the absurd dared to give voice to 

the inexpressible and unveil the enigmatic complexities of the human condition in all its 

bewildering glory. 

This unique form of theater was renowned for its profound ability to show rather than tell. 

It eschewed lengthy discussions in favor of a visceral portrayal of the human condition, employing 

evocative images to convey the profound sense that the world defies explanation and cannot be 

reduced to a system of values. Within the realm of the absurd theater, an empty, purposeless world 

devoid of a unified center or meaning was artfully presented to audiences, often through plots that 

were nonexistent or deliberately absent (441). 

This theater had little regard for the seemingly simplistic question of solving the 

conundrum of absurdity; it recognized the futility and insignificance of such inquiries (25). As 

Martin Esslin astutely observed, the theater of the absurd was, at its core, a response to the 

metaphysical anguish that arises from contemplating the inherent absurdity of the human condition 

(23–24). It achieved this by objectifying the mental state of individuals into vivid imagery, making 

the unfolding and amplification of these states the primary source of suspense and drama within 

the plays. Through this intricate tapestry of imagery, the heavy thematic undercurrents gradually 
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coalesced, providing the audience with a unified, albeit fragmented, understanding over the 

passage of time (361, 405, 416). 

In addition to its nonlinear and non-cohesive nature, this theater of vivid imagery and 

metaphor harnessed the elements of time, space, and language to its advantage. It skillfully 

employed the passage of time to underscore the mundane, repetitive nature of the characters' 

existence. Language, deliberately weakened and seemingly devoid of meaning on the surface, 

along with unconventional symbolism and dialogue that lacked genuine communication or logical 

coherence, instead comprising disjointed and absurd utterances (22), contributed to the 

distinctiveness of this avant-garde movement (Esslin 398). Minimalistic and often bare settings 

further heightened the impact, allowing the audience to engage with the weighty themes that 

unfolded before them. 

Esslin posited that, while the theater of the absurd drew inspiration from the philosophical 

musings of Camus and Sartre, it excelled in expressing their philosophies even more effectively 

than the philosophers themselves did in their own literary works. This success could be attributed 

to the seamless fusion of philosophy and aesthetics, a harmony that transcended the mere 

manifestation of absurd notions and sensibilities within their writings. Instead, it drew upon the 

rich traditions of ancient Greek theater and myth (327), the eighteenth-century commedia dell'arte, 

as well as the modernist and postmodernist movements of expressionism, Dadaism, and 

surrealism. Moreover, influences from artistic realms such as cubism and abstract painting further 

accentuated the rupture of the subject's epistemology, enhancing the profound impact of the theater 

of the absurd (26, 392). 
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Conclusion 

  In conclusion, this chapter has delved into the philosophy of the absurd, exploring its 

definition, historical context, influential figures, and manifestations in literature. The absurd, at its 

core, captures the inherent tension between human desire for meaning and the indifference of the 

universe. It emerged as a philosophical concept in the mid-twentieth century, finding expression 

in the works of key thinkers such as Albert Camus, Søren Kierkegaard, and Friedrich Nietzsche. 

Through a thorough examination of the history of absurdism, it was prevalent how it challenges 

traditional notions of rationality and offers a unique lens through which to view the human 

condition. It invites individuals to confront the inherent contradictions and uncertainties of 

existence, urging them to embrace the absurdity rather than seek futile answers or escape.  

Literature has served as a rich playground for the exploration of the absurd. From the works of 

Samuel Beckett to Franz Kafka to the most recent works of cinema, we have witnessed the 

portrayal of characters trapped in absurd situations, caught between the desire for meaning and the 

absurdity of their circumstances.  
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Introduction  

In the realm of literature, the post-structuralist perspective unveils a fundamental truth: 

works are intricately woven together by a vast network of influences and intertextuality. The 

concept of originality, once celebrated as the pinnacle of creativity, gradually dissipates as one 

acknowledges that every creation is rooted in the thoughts and works that preceded it. This 

realization challenges the myth of originality, debunking the notion that ideas emerge solely from 

individual brilliance. Thus, it becomes imperative to delve into the interplay of influences, 

examining how ideas and themes migrate and transform across different literary works. 

Within this broader framework, this chapter undertakes the exploration of an intriguing 

interrelationship: the profound impact of Albert Camus' philosophy of the absurd, as expounded 

in The Myth of Sisyphus, on Samuel Beckett's renowned play, Waiting for Godot. By delving into 

the philosophical foundations laid by Camus and uncovering their echoes in Beckett's work, a 

clearer understanding of the intricate connections between these two influential authors emerges. 

It ventures beyond surface-level analysis, delving into the rich tapestry of intertextual dialogue 

that binds Camus and Beckett together. Through a critical examination of their works, the subtle 

threads of influence and inspiration that have shaped Beckett's exploration of the absurd are 

unraveled. This exploration aims to deepen our understanding of how ideas circulate, evolve, and 

reshape within the literary landscape. 

By tracing the lineage of the absurd from Camus' seminal ideas to Beckett's masterpiece, 

a journey unfolds that transcends individual brilliance. Instead, an intellectual pilgrimage that 

illuminates the collective nature of literary creation is embarked upon, where ideas intertwine and 

transform across time and space. Ultimately, this chapter seeks to shed light on the profound 

interrelationship between Camus' philosophy of the absurd and Beckett's Waiting for Godot, 
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unlocking new dimensions of understanding within the realm of literary influence and the 

perpetual evolution of ideas. 

2.1. Dual Literary Explorations: Unveiling the works  

 2.1.1. The Myth of Sisyphus  

 The Myth of Sisyphus is an extended essay written by Camus in 1942. In this essay, Camus 

attempts to envision the awakening of the absurd through Sisyphus, who is the titular figure and 

protagonist—or antihero—of an ancient Greek myth. The myth, officially introduced in Homer’s 

famous Odyssey, unravels the story of a tyrant ruler who was doomed to roll a boulder up a hill 

for eternity as a punishment for challenging the gods. This mundane and tough task takes him a 

very long time to accomplish, and he finally succeeds only to watch it roll down again and have 

to roll it up over and over eternally. Camus retains that, while Sisyphus' actions appear to represent 

the epitome of mechanical life, it is his relationship to that mechanical life that makes all the 

difference. Once one awakens to the absurd, their life does not always alter; in fact, life may 

continue very similarly, perhaps indistinguishably, to before, but what has changed is their 

attitude towards it. 

  The book explores one’s options facing this absurd new perception of reality. One can 

take one of the following paths: the first is self-abliteration—or literal suicide—and the second is 

philosophical suicide, which implies the complete denial and rejection of the world's absurdity 

and adopting—according to Camus— a rather erroneous philosophical reasoning such as 

existentialism, a religious belief system, or, in our secular age, anything that provides a total 

explanation of our existence, like the case of science. This is a common decision in which humans 

go about life believing that the world makes sense and that they can, as a result, pursue clear 

objectives that give their lives meaning. Other paths would be that of replicating one’s reality 
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through the act of creation, acting, or conquest and imposing authority, or that of fleeting it 

through distractions, while the last option lies in acceptance, which he considered to be an act of 

rebellion, suggesting that the absurd is not something that can be overcome; overcoming the 

absurd means resolving the fundamental gap between our desire for meaning and the 

unreasonable silence of the world, which according to him is beyond the limits of our reason. 

Camus thinks that the gap needs to be preserved and revolted against, that it must not be agreed 

to but must be accepted overall. Only through accepting the absurdity of life and choosing to live 

in spite of it can one find a sense of freedom and liberation.  

    2.1.2. Waiting for Godot  

Widely regarded as one of Samuel Beckett's most renowned works, Waiting for Godot 

made its debut in French in 1953 and was subsequently translated into English two years later. 

The play revolves around the characters Vladimir and Estragon, who find themselves engaged in 

a seemingly endless, purposeless, and often repetitive task. Waiting for Godot is the entire reason 

they are there, yet he never appears, similar to Sisyphus' plight.  

The work’s intent is to make the audience feel what the characters do. It deliberately 

avoids providing any conclusive answers, immersing the audience in a situation that parallels the 

characters' interminable wait. In this regard, Waiting for Godot itself assumes the same 

significance as the elusive Godot, regardless of who or what he is. The play is an exploration of 

how humans grapple with the absurdity of existence and their desperate search for meaning in a 

world that inherently lacks it. 

Throughout the play, the characters contemplate suicide, wrestle with religious notions, 

and repent as they confront their existential despair. Their hope and yearning, rooted in 

existentialist ideals, manifest in their longing to meet Godot, as they cling to the hope that he may 
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save them from their absurd condition. In the absence of meaning, they resort to indulging in 

pleasure and engaging in distracting behaviors, whether simple movements or repetitive dialogue, 

as a means of filling the void left by their perpetual waiting. They act, dance, and sing in an 

attempt to create a meaningful replica of the world devoid of meaning that they’re in. 

Furthermore, Waiting for Godot encapsulates Albert Camus's concept of conquering the 

absurd through the characters of Pozzo and Lucky. Pozzo represents Camus's notion of the absurd 

conquered through rebellion. His authoritative and domineering nature reflects the human 

tendency to assert control and impose order upon an inherently chaotic and meaningless world. 

On the other hand, Lucky personifies the enslaved individual, burdened by the weight of 

existence. His nonsensical, rambling monologue captures the essence of human existence's 

inherent absurdity. In this play, one can find various means of confronting the absurdity of 

existence as proposed by Camus. 

Waiting for Godot serves as a theatrical exploration of the human response to the absurd 

and the quest for meaning in a world devoid of inherent significance. Through the characters' 

existential hope and evasion tactics, the play confronts the absurdity of existence and the ways in 

which individuals seek solace and purpose amidst the void. By incorporating Camus's notions of 

rebellion and the absurd, Beckett's work resonates with the themes and philosophies prevalent in 

the realm of existentialist thought. 

 2.2. Camus and Beckett 

Literary works and authors share an intricate symbiosis, wherein their interplay yields 

profound influence and transformation. Authors, driven by an unwavering reverence for the 

literary canon, deftly weave together the threads of past masterpieces to craft their own narratives. 

They engage in a dynamic dialogue with the legacy of literature, defying conventions and 
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expanding horizons. In this intertextual tapestry, their literary creations become both homage and 

departure, perpetuating the ever-evolving trajectory of artistic ingenuity. By channeling 

intertextuality and employing nuanced literary allusions, authors honor their predecessors while 

imprinting their distinct voices onto the collective literary consciousness. Thus, the reciprocal 

relationship between literary works and authors manifests as a flourishing realm of innovation, 

inspiration, and enduring artistic expression. 

During the Second World War, the literary domain underwent a profound transformation 

as writers grappled with the devastating realities of the conflict. The war's pervasive atmosphere 

of chaos, destruction, and existential uncertainty had a profound impact on literary expression. 

Samuel Beckett, a prominent figure of the time, captured this somber mood in his works, 

particularly in the form of absurdism. Shobeiri suggests that Beckett's exploration of absurdity in 

his literary works served as an echo of the sordid conditions that engulfed Europe during the war 

(229). By delving into the realm of the absurd, Beckett effectively conveyed the sense of 

disorientation, meaninglessness, and existential crisis that permeated the war-torn continent. In 

this way, Beckett's literary response to the war mirrored the tumultuous and desolate state of 

Europe, providing a poignant commentary on the human condition in the face of unprecedented 

destruction and uncertainty.  

According to Kirschen, the erudite observations of Beckett's influences reveal the 

profound impact they had on his artistic development. Foremost among them was his mentor, 

James Joyce, whose tutelage left an indelible mark on Beckett's use of language and daring 

narrative techniques. Drawing from the existentialist philosophies of Friedrich Nietzsche, Søren 

Kierkegaard, and Jean-Paul Sartre, Beckett delved into the complexities of human existence, 

plumbing the depths of absurdity, the quest for meaning, and the enigma of human freedom. The 
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Surrealist movement, championed by luminaries such as André Breton and René Magritte, ignited 

Beckett's exploration of the irrational and the recesses of the subconscious mind. In addition, 

Beckett's deep connection to Ireland's literary heritage infused his works with the rich tapestry of 

Irish folklore and linguistic nuances. It is through the prism of classical luminaries like Homer, 

Sophocles, and Dante that Beckett artfully contemplated universal themes, shaping his unique 

artistic voice and leaving an indelible imprint on the annals of literary history (Kirschen 143–

148). 

 The intertextuality between Albert Camus' essay The Myth of Sisyphus and Samuel 

Beckett's play Waiting for Godot has been widely discussed and is considered significant in 

understanding both works as they both explore the theme of absurdity in the human condition. 

On that note, and unlike these direct and explicit connections and inspirations, there is no concrete 

evidence of a direct meeting between Samuel Beckett and Albert Camus. However, the familiarity 

of their works opens the door for investigation. 

In the crucible of France's German occupation in 1943, a profound encounter occurred 

between Albert Camus and Jean-Paul Sartre, forging an intellectual alliance that would 

reverberate throughout the twentieth century. Their friendship, rooted in shared pursuits and an 

unwavering commitment to resisting Nazi oppression, solidified amidst their explorations of 

existentialism, human freedom, and the inherent absurdity of existence. The two collaborated 

beyond intellectual discourse and co-founded the literary journal Les Temps Modernes  in 1945.  

Parallely, in the mid-1940s, Sartre discovered Beckett's work and recognized its profound 

resonance with his own existentialist philosophy. Deeply moved by Beckett's evocative depiction 

of human despair and the quest for meaning, Sartre reached out to the young Irish writer, and they 

soon formed a connection that transcended mere admiration. Samuel Beckett and Jean-Paul 
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Sartre, born in close succession in 1906 and 1905, respectively, were not only contemporaries but 

also intersected within intellectual circles. Their initial encounter took place at the esteemed Ecole 

Normale, forging a connection that endured, albeit from a distance, throughout the 1940s. Beckett, 

deeply aware of Sartre's esteemed literary reputation, seized the opportunity to contribute to the 

intellectual discourse of the time. In 1946, Beckett, cognizant of Sartre's influential journal, Temps 

Modernes, submitted a poignant short prose piece titled Suite and a series of captivating poems. 

This gesture demonstrated Beckett's keen desire to engage with Sartre's intellectual realm, seeking 

recognition and an avenue for his creative expression (Moron 99). 

Publishing in the same journal however was not the only link that tied Camus to Beckett 

Their parallel existence in Paris for nearly two decades and their shared publisher, Merlin, suggest 

that their paths likely crossed at some point. As mentioned earlier, after Sartre’s fascination with 

Beckett’s work, he was frequently invited to join Sartre’s circle in the Cafe de Flore in Paris, 

which Camus was then still a member of. 

 In a curious coincidence, Beckett attended Camus's adaptation of Dostoyevsky's The 

Possessed (1959), featuring Beckett's friends Roger Blin and Jean Martin, who had previously 

performed in the premiere of Waiting for Godot. Beckett's appreciation of Camus's work is 

evident in his recommendation of Camus's novel The Stranger in a letter to his literary agent, 

George Reavey: “Try and read it. I think it’s important” (qtd. In Poštić 57). The Stranger, 

published in the same year as Camus's The Myth of Sisyphus, resonates with similar existential 

themes of alienation and the loss of illusions. Beckett's own writings, such as the novel Molloy, 

reference the influence of Camus's essay, suggesting the impact it had on his literary perspective. 

Scholars have noted the transformative effect of Camus's essay on Beckett's writing style and 

themes, reflecting the interplay of influence between these two seminal figures. 
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 2.3. The Return to the Mud: Literal Suicide  

“There is but one truly serious philosophical problem, and that is suicide” (Camus 1). 

From that, Albert Camus concludes that the meaning of life is the most urgent of all questions 

after starting his book The Myth of Sisyphus by reflecting on the reasons humans attempt suicide, 

not as a social phenomenon but as a consequence of individual thought. In order to justify his 

claims, he points to the truth that he had never seen anyone die for the ontological argument and 

mentions the case of Galileo, who held a scientific truth of immense significance but disposed of 

it as soon as it endangered his life, making the truth relatively unworthy of sacrificing one's life 

for. Camus feels indifferent when it comes to these kinds of truths. He, on the contrary, points out 

the human tendency to self-annihilate when the conclusion that life is not worth living is drawn 

or to die for what gives them meaning and therefore a reason to live. The apparent complexity of 

arriving at a solution to the problem of suicide made the shift to a more achievable concern; that 

is what it signifies. To kill one’s self is merely an admission that life is more than one can take 

and that it is neither intelligible nor deserving of endurance. Voluntary death implies the 

realization of life’s vacancy of meaning; it is recognising that one’s own biological perseverance 

is essentially the consequence of habit—the habit of living. Therefore, to answer the question 

regarding the meaning of life, a balance between reason and lyricism is required. Only through 

that, Camus asserts, are we to reach both intellectual and emotional clarity. According to him and 

what will later be evident in Beckett’s play, suicide is almost never the outcome of mere reflection 

but mostly the result of the unverifiable, the ethereal, kept between one and one’s self (Camus 2-

4). The first act begins in the evening on what seems to be an empty country road, where all there 

is a tree. Gogo and Didi meet again to wait for Godot. While desperately waiting, they start 

conversations to pass the time until they decide to hang themselves: 
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VLADIMIR. What do we do now? 

ESTRAGON. Wait.  

VLADIMIR. Yes, but while waiting. 

ESTRAGON. What about hanging ourselves? 

                        ESTRAGON. Let’s hang ourselves immediately! (Beckett 9). 

Nothing concrete that would drive one to self-annihilate happened. In fact, nothing happens the 

entire time; it is, however, the meaninglessness of their predicament and life in general that drives 

them to do so—the thing that only verifies Camus’ claims about what induces voluntary death.  It 

is the perpetual waiting for what they think would save them from their absurd reality and its 

emptiness of distractions or any source of alternative hope rather than what they are waiting for 

that makes the idea of death so appealing. to the point where they are even excited to make the 

attempt, for anything is better than the existential angst they are experiencing.  

This one attempt fails, but the act is repetitively recurrent or thought of during the play. Just like 

it started, at the end of the first act, the idea is still present: 

ESTRAGON. [Looking at the tree.] Pity we haven’t got a rope. 

VLADIMIR. Come on. It’s cold. 

ESTRAGON. Remind me to bring a bit of rope tomorrow. 

VLADIMIR. Yes. Come on (Beckett 46). 

Estragon’s expression of how unfortunate it is that they do not have a rope to hang themselves 

with while looking at the tree; his asking Vladimir to remind him to bring one the next day, to 

which he agrees after Pozzo and Lucky had left them to their realization that once again their 

flickering hope to meet Godot had faded, all show how desperately they wanted to cease to exist 

when left to the torment of their own consciousness. 
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At the ending scene of the play, Estragon once again proposes that they hang themselves and asks 

Vladimir if he has any rope: 

ESTRAGON. Why don’t we hang ourselves?  

VLADIMIR. With what?  

ESTRAGON. You haven’t got a bit of rope?  

VLADIMIR. No  

ESTRAGON. Then we can’t  

[Silence.] 

VLADIMIR. Let’s go. 

ESTRAGON. Wait, there’s my belt. 

VLADIMIR. It’s too short  

\…\ 

ESTRAGON. You say we have to come back tomorrow? 

VLADIMIR. Yes. 

ESTRAGON. Then we can bring a good bit of rope. 

VLADIMIR. Yes. 

          [Silence.] (Beckett 86–87). 

After Pozzo and Lucky leave, Gogo and Didi are informed by the boy that once more Godot will 

not show up that day, and they contemplate suicide again only to realize they have no rope, saying 

that since they are to wait again tomorrow they might as well bring some. It seems that suicide is 

considered whenever their hope to meet Godot is not met, whenever they distract themselves with 

the very limited options they have in a setting as such and it wears off, or whenever they attempt 
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to find or create another source of meaning and are faced with the sense of dissatisfaction of their 

intellect. 

Literal suicide in this play, although desperately wanted, is never achieved. Camus declares at 

this point in his argument that the human brain is designed to learn to live before learning to think 

(6). Arriving at the conclusion that life is not worthwhile on the conscious level would not cancel 

the innate and unconscious instinct of survival. Trapped in a mind that is made to survive, the 

human consciousness of the absurd creates a contradiction that instinctively seeks elusion. They 

therefore endlessly spiral back to their sought-for meaning or distractions while waiting, not 

encountering the dreadful absurdity of their reality when put in between the paradoxical nature of 

this coexistence. 

 2.4. The Act of Elusion  

    2.4.1. Eluding Through Denial: Philosophical Suicide 

When faced with the absurd, man can, as said earlier, confess that life is unintelligible, 

not worthwhile, or too much through the act of committing suicide. However, Camus thinks that 

due to the survival nature of human beings, they are more susceptible to eluding their absurd 

reality, mostly through a religious belief system, which would give them the explanations they 

are longing to receive when asking the most fundamental questions regarding their existence and 

state of being on the one hand and a sense of justice in the world on the other.  

 Coming from an era when existentialism was widely adopted as a way to view life, one 

that gave people hope during what they had endured at the time, he considered all of the existential 

philosophies without exception a form of escapism, calling their reasoning the leftover that 

remained after the destruction of reason. According to him, existentialist reasoning seeks meaning 

while oppressing and depriving those who adopt it of staying in touch with reality. What he 
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designated as forced and false hope felt familiar and almost identical to the manner in which 

religious belief systems operate. At this point in his argument, Camus gives an example of the 

existentialist attitude toward existence present in Jasper’s philosophy, where the unjustified belief 

that one’s failure to understand the transcendent proves its existence rather than its absence is due 

to one’s inability to understand what is beyond the senses and the physical world. This erroneous 

reasoning, according to Camus, is a blind act of human confidence that deifies the absurd (31). 

Like Jasper, Camus found fault in Chestov’s existentialist ideas when he claimed that the 

only solution is precisely where human judgment sees no solution; otherwise, what need would 

we have for God? We turn toward God only to obtain the impossible; as for the possible, men 

suffice (qtd. in Camus 32). When confronted with the absurdity of all existence, Chestov, 

according to Camus, ties it to God—instead of recognizing the absurd—calling to rely on him 

even if he does not belong to any rational category (Camus 32). 

Correspondingly, Kierkegaard takes a leap of faith. Camus asserts that for him, as well as 

for Chestov and Jasper, antinomy and paradox become religious standards. Thus, the very factors 

that prompted him to doubt the significance and complexity of his existence gave it its truth and 

lucidity, calling for the trade of one's intellect, in which God delights (36). He makes the absurd 

criteria by which one's condition in the other world is determined, whereas Camus regards it as 

nothing but the remnant of this world's experience (36).  

According to Kierkegaard, in his failure, the believer finds his triumph (qtd. in Camus 

36). Certain of his inability to escape the irrational, he wishes to spare himself from the frantic 

desire for the absolute, which appears to him to be devoid of meaning, and thereby escape this 

antinomy of human existence (Camus 36–37). Camus proceeds to explain that death, for the 

devout, is not the end of the world. That indicates significantly more hope than life does for us, 
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even when life is packed with good health and strength; for it permits one to gain hope from its 

polar opposite, death (Camus 38), the thing that makes it more appealing to believe in such 

systems that promise the mortal driven by the instinctive need for survival with the eternal. 

Eagerly awaiting Godot, a theme that runs throughout the play and serves as the focal 

point for the two main characters, displays their source of purpose and hope. The universe of 

Vladimir and Estragon is devoid of all types of distraction; all that exists is a nearly vacant and 

bleak hill, whose most intriguing thing may be a tree. This setting, emptied of any form of  stimuli, 

creates the ideal context in which a sense of their absurd state of being easily surfaces, and hence, 

while still waiting for Godot, they hold onto anything that would provide them with hope and 

explain their condition. The most prominent of all hopes they grip on is their continuous attempt 

to philosophically commit suicide through Waiting for Godot: 

ESTRAGON. Let’s go. 

VLADIMIR. We can’t. 

ESTRAGON. Why not? 

VLADIMIR. We’re waiting for Godot (Beckett 6). 

The endless cycle of Estragon wanting to leave and Vladimir reminding him that they 

can't, given that they're waiting for Godot, depicts their reliance on him, a person they have not 

yet met or spoken to but are waiting for nonetheless, driven by their undying certainty that he 

could rescue them from the meaninglessness of their lives. That hope is what keeps them waiting 

as time passes; living in the uncertainty of not receiving what they have been promised, despite 

their efforts to escape and distract themselves from their reality until it potentially occurs that they 

meet Godot, fails to make them stop. They return in their conviction that Godot will appear today; 
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they do not remember or know what it is they asked Godot for (Beckett 10); all they know is that 

his response to their prayers will thereby save them from their insufferable condition of being. 

In this play, Godot appears to be a person with powers that Gogo and Didi do not possess 

and knowledge that they lack, making this formula the manifestation of Camus' incentive to 

equate existentialism with religion as well as any belief system that provides unjustifiable 

responses to the core questions of being, essence, and existence, considering them a form of 

flawed reasoning. Although the play is not an existentialist one due to its failure to create, arrive 

at a resolution, or determine any essence, the realization that one is completely alone in this world 

and that there is no god or source of a higher power that decides one’s fate is the existential angst 

that Waiting for Godot represents. The thought that what a person is and what their life turns out 

to be is completely in that person’s hands creates the tendency to escape the heavy burden of 

responsibility of being in control of one’s fate. For that reason, and although it was short-lived, 

the two attempted to hang that responsibility on a belief system. 

Aside from Godot, the two discuss repentance and biblical stories. Estragon sarcastically 

addressed the monotony and absence of events in their lives, stating, Repented what?\...\our being 

born? (Beckett 3); in response to Vladimir's suggestion that they repent, they proceed, as he later 

tells Gogo the narrative of the two thieves from the gospel of Luke (Beckett 4-5). Although the 

attempt to seek hope from the religious is made, they shortly after deviate, remembering that they 

are waiting for Godot, and in the split second they are confronted with the absurd, they choose to 

spiral back to their starting point and elude instead. 

 2.4.2. Eluding Through Distraction 

Both Estragon and Vladimir do not appear to remember what they are doing during the day and 

seem to be trapped in a loop of forgetfulness. Induced by the existential distress caused by Waiting 
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for Godot, who, as previously said, represents their entire source of hope and meaning and thus 

the purpose of their entire existence. They, particularly Gogo, reject interaction given that they 

are terrified that their long-awaited hope will not arrive or that they will miss it. For this reason, 

he appears to avoid the doubt whenever it arises by dozing (Beckett 8), getting preoccupied with 

taking off his shoes and switching hats with Vladimir (Beckett 1, 63), or gazing away (Beckett 

6). Didi, on the other hand, is frequently lonely and attempts to lure Gogo into dialogue shortly 

after they cease to speak, as silence allows for contemplation, which generates the absurd 

sensitivity they are avoiding. 

When they think of hanging themselves, they consider who goes first based on their 

weight, and soon later they cancel for the sole reason that the bough might break and one of them 

might stay alone, something that they cannot afford. At this point, they only have each other, and 

the thought of being left to one’s self is even scarier than the idea of death itself (Beckett 10). 

They instead try to pacify themselves by waiting for Godot. Each other's company, as well as the 

company of the man and his servant, is, in essence, another form of distraction. It is noticeable 

that they use the two in order to pass the time, to the point where they both find it difficult to let 

them leave and try to elongate the goodbye as they are leaving (Be40–41, 40–41). Similarly, 

Pozzo finds it difficult to go as he gets up to leave and then tries to find another reason to stay, 

such as forgetting his watch (39) or wanting to smoke a pipe (20–21). 

Both men strive to escape the existential hope they obtain from Waiting for Godot, but 

they appear to be trapped in it due to how it gives them hope. Abandoning it would almost surely 

bring them into contact with the absurdity of life. Immediately after feeling that anxiety, Gogo 

attempts to flee by telling Didi the erotic story of the Englishman in the brothel. This attempt 

fulfills what Victor Franki says about pleasure: When a person can’t find a deep sense of meaning, 
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they distract themselves with pleasure, which Camus agrees with and mentions. The act of 

following pleasures to distract from the absurdity of life was portrayed in the absurd condition of 

Don Juan. Camus suggests that his story as the charming seducer implied the logical 

consequences of a life completely imbued with the absurd and that its ending was that of an 

existence turned towards short-lived joys (74). Familiarity is what Estragon seeks to trigger when 

telling Vladimir the story. Another form of short-lived joy mentioned is that of enjoying food. 

Humans are designed to be rewarded whenever they fulfill tasks that would ensure their 

continuity; consequently, they are neurologically rewarded for fueling themselves with nutrition. 

It is apparent in the play that, primarily, Pozzo engages in said task in order to first fulfill himself 

but subsequently to escape his long,continuous, and repetitive journey with Lucky. While 

encountering our two main characters, he orders his servant Lucky to hand him his food basket 

as he sits and enjoys his piece of meat and wine (Beckett 17). At the moment he is done, he throws 

what is left of the chicken piece on the ground, which Gogo asks to take (Beckett 19), making the 

two elude through the pleasures derived from food. 

When Pozzo tells the two that his servant is a superb performer and thinker and that 

everything he knows and what makes him an outstanding man stems from him, they ask him to 

dance and think. Their request shows their frantic need to be entertained and detached from the 

world around them. And by watching someone entertain them, people forget about their current 

situation. 

 2.5. The Replication of Reality 

Leaping, for Camus, comes in many shapes and forms (40). Besides belief systems, 

whether religious or secular, there are different ways and sources from which one can extract 

meaning. What will be explained in the following part of the chapter will be referred to as a form 
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of illusion.  "The latter will facilitate the understanding of the three following categories, for 

Camus himself did not give them any signifier that grouped them together despite the existence 

of a pattern. Primarily, the aim behind Camus’s philosophy was to find out whether it is possible 

for man to live merely with the limited knowledge he possesses when stripped of any 

philosophical or spiritual system that provided what is thought of in his book as unjustified 

answers arrived at by flawed reasoning (38). Camus proceeds by asserting that in order to reach 

total lucidity, any illusion has to end, and at that moment, the absurd man is born (75). This just 

like the implication of the previous responses Camus mentions is prevalent in the play of Beckett  

   2.5.1. Conquest: The Case of Pozzo and Lucky  

Conquest, a social phenomenon witnessed throughout history from ancient civilizations 

to the modern era, involves the evaluation and comparison of individuals and societies to 

determine who serves whom. According to Camus, conquerors understand that the act of 

imposing power and authority over others ultimately holds no intrinsic value (84). While they 

may speak of vanquishing and overcoming, they are, in fact, referring to conquering themselves 

(85). Camus suggests that humans possess a tendency to elevate themselves to the status of gods 

when they briefly experience the incredible magnificence of the human mind (86). Conquerors 

are those who recognize and maintain an awareness of this grandeur, which instills in them the 

belief that they can remain at the pinnacle of power (86). 

The theme of conquest in Samuel Beckett's Waiting for Godot takes on a complex and 

ambiguous role, reflecting the play's exploration of power dynamics, control, and the human 

struggle for dominance in a world devoid of meaning and resolution. While the concept of 

conquest is not explicitly depicted in the play, it permeates the interactions between the characters 

and the underlying themes of power and submission. 
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The characters Vladimir and Estragon find themselves trapped in a cycle of waiting, 

unsure of the purpose or outcome of their existence. Their lives are marked by a sense of futility 

and a constant longing for something beyond their reach. This sense of longing can be seen as a 

form of conquest, as they strive to conquer their own sense of emptiness and find meaning in their 

lives. 

The character of Pozzo, with his authoritative demeanor and control over his servant 

Lucky, embodies the notion of conquest more directly. Pozzo exerts power and dominance over 

Lucky, treating him as a subservient figure who exists solely to serve his needs. This power 

dynamic reflects the conquest of one individual over another, highlighting the inherent struggle 

for control and dominance that exists within human relationships. 

However, it is important to note that the conquest portrayed in Waiting for Godot is 

ultimately futile and absurd. Despite Pozzo's perceived control and dominance, he too is trapped 

in the same cycle of waiting as Vladimir and Estragon. The characters' attempts to conquer their 

circumstances and find resolution are constantly thwarted, emphasizing the underlying existential 

dilemma of the play. 

The concept of conquest can also be viewed in the context of the characters' quest for 

meaning and purpose. They long for a higher power or figure, symbolized by the absent Godot, 

whom they hope will provide answers and direction. This quest can be seen as a form of conquest, 

as they strive to conquer their existential uncertainties and find a sense of fulfillment. 

The theme of conquest underscores the struggle for power, control, and meaning in a 

world that is inherently absurd and devoid of resolution. Through the characters' interactions and 

their relentless waiting, Beckett explores the futility of conquest and the existential challenges 

that arise from the human desire to conquer the uncertainties of existence. 
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 2.5.2. Creation, Mirroring Existence  

Nietzsche asserts that humans have art and nothing but art; we use art in order not to die of the 

truth (qtd. In Camus 90). Camus initiates this part of his work, aligning with what was previously 

quoted. He interprets the quotes, suggesting that the works of art are man’s sole opportunity to 

keep his consciousness in the universe he experiences (91). The premise of creation lies in its 

allowance to live in duality (90). Art is the recreation of reality through the subjective filter of the 

individual who creates it. What the artist exhibits regardless of the nature of his art is achieved 

through the primitive act of miming; the latter operates in a way that repeats and recreates reality, 

for all existence for a man turned away from the eternal is but a vast mime. Under the mask of 

absurd creation is the great mime (Camus 91). 

Art involves both the death and multiplication of an experience since it is a tedious and 

passionate repetition of themes already staged by the world. Although it seems like an escape, 

Camus believes that perceiving artistic creation as a refuge for the absurd is incorrect because it 

is an absurd phenomenon in and of itself. Artistic creation does not provide an escape from the 

intellectual dilemma but is rather one of its indicators, as it is mirrored through a man's entire 

thought (92). He justifies his claim by pointing at the essence of creation, which is induced by the 

adoption of an indifferent attitude and a curiosity followed by discovery. As a result, it denotes 

the beginning of the absurd and the end of logical reasoning (Camus 92), for the work of art is 

born of the intelligence’s refusal to reason the concrete (Camus 94).  

Vladimir begins the second act of the play by singing (Beckett 48–49). Since he was alone, 

he found the means to project meaning through artistic creativity, expressed in singing, 

considering that singing is essentially a sort of poetry that adheres to a precise rhythmical 

structure. This demonstrates his attempt to reconstruct existence in a manner that can be 
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recognized as a retreat while Estragon arrives, but it boils down to the absurd reality depicted in 

verse. Even if it illustrates the absurd sensibility of existence, creation in this sense is called upon 

in the play anytime the two experience the anguish of waiting or realize that their waiting will be 

prolonged once more. According to Nietzsche's assessment of the human act of artistic 

production, it is surely their means of retaining their sanity while waiting: 

ESTRAGON. What do we do now? 

VLADIMIR. Wait for Godot. 

ESTRAGON. Ah! 

         [Silence.] 

VLADIMIR. This is awful! 

ESTRAGON: Sing something (Beckett 54–55). 

Estragon's desire for Vladimir to reconstruct their reality is the plan of action that will 

alter their perspective of the passage of time, as well as the horrible and everlasting position of 

Waiting for Godot. Another example of creation is Vladimir's attempt at replicating Lucky's 

performance (Beckett 61), which will be viewed in another manner later in the chapter and reflects 

the duality of the original conduct and its recreation. It verifies Camus' arguments regarding art 

as a response to the absurd reality of being in the same way that the first example did.  

The two travelers bring their source of meaning with them when they try recreation, 

similar to Didi and Gogo. As the evening nearly ended, Pozzo took the initiative by poetically 

performing a speech that described the sunset: 

[Who hasn’t listened.] Ah, yes! The night. [He raises his head.] But be a little more 

attentive, for pity's sake; otherwise, we'll never get anywhere. [He looks at the sky.] Look. 

[All look at the sky except Lucky, who is dozing off again. Pozzo jerks the rope. Will you 
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look at the sky, Pig?" [Lucky looks at the sky.] What is so extraordinary about it? Qua 

sky. It is pale and luminous, like any sky at this hour of the day. [Pause.] In these latitudes. 

[Pause.] When the weather is fine. [Lyrical.] An hour ago He looks at his watch, posaic] 

roughly [Lyrical] after having poured forth ever since [He hesitates, prosaic] say ten 

o'clock in the morning [Lyrical.] tirelessly torrents of red and white light it begins to lose 

its effulgence, to grow pale [Gestures off the two hands lapsing by stages], pale, every 

little paler, a little paler until [dramatic pause, ample gesture of the two hands flung wide 

apart] pppfff! finished! it comes to rest. But, [hand raised in admonition], behind this veil 

of gentleness and peace, night is charging violently and will burst upon us [snaps his 

fingers] like that! [His inspiration leaves him] just when we least expect it. [Silence. 

Gloomily.] That's how it is on this b**** of an earth. [Long silence.] \…\How did you 

find me? [Vladimir and Estragon look at him blankly.] Good? Fair? Middling? Poor? 

Positively bad? (Beckett 30-31). 

This act represents the meaning sought by Pozzo in the midst of his interaction with Gogo and 

Didi. His description of a time that signifies the transition between day and night in a lyrical 

manner showcased an attempt to recreate their reality through a filter that would give it meaning 

or at least a deeper meaning than just the passing of time, which they are dreading because it only 

signifies that the day is going to end and increases the possibility that Godot will not make it. 

Even if it does not concern Pozzo, it triggers him to partake in the artistic performance. The man 

shortly before that mentions Godot before trying to leave; he then finds a reason to stay and 

engages in his artistic act. The explanation of this might deductively be that Pozzo, since he 

decided to spend more time with the two, is intrigued to meet Godot, given the truth that there is 

not much to be done in the given setting of the play.  
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After their extended stay and following their discovery of Lucky's talents to perform and 

think, his performance, which included dancing (Beckett 33–38), seemed to represent the 

three's desire to escape by seeing it. However, as his master, Lucky's act most importantly 

echoed Pozzo's ambition to recreate their absurd reality. 

 2.5.3. Drama and the Life of the Actor  

Camus's purpose in quoting Hamlet's famous line, The play's the thing wherein I'll catch 

the conscience of the king, is to depict humanity's fascination with theater and acting. He explores 

how the stage provides a range of destinies and an opportunity to embrace artistry while remaining 

oblivious to sorrow. Through this, individuals can find hope and disengage from their absurd 

circumstances (Camus 75). 

Camus emphasizes the transient nature of an actor's fame, stating that their recognition 

derives meaning from something fleeting. He explains that all forms of fame, regardless of their 

nature or magnitude, eventually vanish as time erases everything. Unlike writers, who find solace 

in the hope that their work may be appreciated even after their lifetime, actors must find 

fulfillment in their success or failure. For an actor, not being known means not acting, which 

equates to dying. They leave behind only the presentation of consciousnesses that are not their 

own (76). 

Camus draws a parallel between the actor and the absurd condition of the traveler. Like 

the traveler, the actor constantly moves and consumes something. He ponders the extent to which 

actors identify with the characters they portray, noting that they often carry these roles with them. 

There is no clear distinction between who they want to be and who they are (77). 

The actor perpetually strives for better representation, dedicating themselves entirely to 

being nothing and being several. The more diminished their presence, the more space they have 
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for their talent. Camus explores scenes where the characters engage in acting, highlighting the 

concept of acting as a central theme in the theater of the absurd (77). 

In the seminal play Waiting for Godot, the art of acting takes center stage, becoming an 

integral part of the play's exploration of existential themes and its portrayal of the human 

condition. Through the characters' performances and the meta-theatrical elements woven into the 

fabric of the play, Beckett highlights the transformative power of acting as a means of expression, 

self-discovery, and connection in a world characterized by waiting, uncertainty, and absurdity. 

From the opening moments of the play, the audience is confronted with the theatricality 

of the characters and their existence. Vladimir and Estragon engage in witty banter, perform 

physical comedy routines, and engage in exaggerated gestures and expressions. Their actions and 

interactions are marked by a sense of performative artistry, blurring the lines between reality and 

the stage. By embracing the artifice of theater, Beckett underscores the inherent theatricality of 

human existence itself. 

The theme of acting is further emphasized through the characters of Pozzo and his servant 

Lucky. Pozzo, with his grandiose mannerisms and commanding presence, embodies the 

theatricality of power and control. His interactions with Lucky, the obedient and tormented 

servant, reflect the dynamics of performance and submission. The relationship between Pozzo 

and Lucky serves as a microcosm of the power struggles inherent in human interactions, 

showcasing the role of acting in constructing and challenging social hierarchies. 

Moreover, the repeated theme of waiting in the play parallels the waiting experienced by 

actors before they step onto the stage. The characters wait endlessly for the arrival of the elusive 

Godot, mirroring the anticipation and uncertainty that actors often experience in the wings. This 
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waiting becomes an opportunity for self-reflection, introspection, and the exploration of the limits 

of human agency, much like the process an actor goes through while preparing for a performance. 

The concept of acting also extends to the relationship between the characters and the 

audience. The characters in the play acknowledge the presence of the spectators, directly 

addressing them and engaging in moments of meta-theatricality. This interaction blurs the 

boundaries between the fictional world of the play and the real world of the theater, inviting the 

audience to reflect on their own roles as observers and participants in the act of storytelling. 

Acting serves as a vital element within the play, offering a lens through which the play 

explores existential themes and the nature of human existence. Through the characters' 

performances, the play highlights the transformative power of acting as a means of expression, 

self-discovery, and connection. The meta-theatrical elements woven into the fabric of the play 

further emphasize the artifice of theater and the blurred lines between reality and performance. 

By delving into the realm of acting, Beckett invites audiences to contemplate the complexities of 

the human condition and the profound possibilities that lie within the realm of artistic expression. 

 2.6. The Act of Rebellion: Lucky and Sisyphus  

Camus transitions from contemplating whether life must have meaning to be lived to the 

conclusion that life can be lived even better when it lacks inherent meaning. By embracing and 

fully accepting one's fate, he believes that life can be lived more authentically (Camus 51). He 

argues that denying the opposition between human reason and the world's unintelligibility only 

leads to escapism, and putting an end to conscious revolt through acceptance is a way of avoiding 

the problem (Camus 52). According to Camus, living, as opposed to self-obliteration, keeps the 

absurd alive, and the act of revolting against it gives life value (53). He understands why 
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explanatory doctrines can provide relief from the weight of one's own life but ultimately 

debilitate, as one must bear the burden alone (53). 

The absurd individual can only deplete themselves to the very end, constantly maintaining 

extreme tension through solitary effort. They know that by remaining conscious and engaging in 

daily revolt, they demonstrate their defiance, which is their only truth (Camus 53). The absurd 

man embraces this truth, and their effort becomes ceaseless. While personal fate may exist, there 

is no higher destiny, or at least one that they find inevitable and contemptible. They recognize 

themselves as the masters of their own days (Camus 119). Oedipus and Sisyphus both conclude 

that all is well, understanding that the struggle itself is enough to fill their hearts. Sisyphus is 

imagined as happy in his eternal task (119). 

The crucial point is not to seek a cure but to live with one's ailments. The absurd man 

acknowledges the struggle and does not completely reject reason. They embrace the irrational and 

encompass all the experiential data, often inclined to take a leap. However, they also realize that 

hope has no place (Camus 35). Camus notes that this way of thinking merely presents a 

perspective, but the ultimate goal is to live (Camus 91).  

Man finds himself in a position where he must either live alongside time, perish with it, 

or perhaps elude it for a greater existence (84). Conquest, play-acting, multiple lovers, and absurd 

revolt are all tributes that humans pay to their dignity in a campaign in which they are destined to 

be defeated (90). For the absurd man, it is not about explaining and solving but rather about 

experiencing and describing (Camus 91). Conscious individuals have been observed fulfilling 

their tasks amidst senseless wars without perceiving themselves as contradictory because they are 

committed to eluding nothing (90). Thus, enduring the absurdity of the world carries a 

metaphysical honor (90). 



 

74 
 

The Myth of Sisyphus by Albert Camus delves into the philosophical concept of the absurd 

through the narrative of Sisyphus, a prominent figure from Greek mythology. Condemned by the 

gods, Sisyphus is tasked with perpetually rolling a heavy rock to the top of a mountain, only to 

witness it roll back down again, signifying ceaseless and seemingly pointless labor. He explores 

various aspects of Sisyphus' character, offering different interpretations. According to Homer, 

Sisyphus was considered the wisest and most prudent of mortals. However, another tradition 

portrays him as a potential highwayman, blurring the boundaries of his personality. Camus sees 

no contradiction in these interpretations, suggesting that different perspectives highlight the 

multifaceted nature of Sisyphus' existence (Camus 115). 

The essay delves into the reasons behind Sisyphus' punishment, with accusations of his 

levity towards the gods and his theft of their secrets. For instance, when Jupiter abducted Egina, 

the daughter of Esopus, Sisyphus, aware of the incident, offered to disclose the truth to Esopus in 

exchange for water for the citadel of Corinth. By prioritizing water over celestial thunderbolts, 

Sisyphus incurred punishment in the underworld. Additionally, it is mentioned that Sisyphus once 

imprisoned Death itself, causing Pluto, the ruler of the underworld, to send the god of war to free 

Death from Sisyphus' grasp (Camus 116). 

Further exploration reveals that Sisyphus, nearing death, sought to test his wife's love by 

ordering her to leave his body unburied in the public square. As a result, he woke up in the 

underworld but managed to obtain permission from Pluto to return to Earth and punish his wife. 

However, upon rediscovering the earthly pleasures of water, sunlight, stones, and the sea, 

Sisyphus was unwilling to return to the dark depths of the underworld. Despite the warnings and 

anger of the gods, he continued to live for many more years, enjoying the beauty of the world 

(Camus 117). 
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Camus emphasizes that Sisyphus represents the absurd hero. Through his passions, his 

defiance of death, and his love for life, he is subjected to an incomprehensible penalty where his 

entire being is devoted to accomplishing an ultimately futile task. The essay highlights the 

absence of information about Sisyphus' experiences in the underworld, leaving room for the 

imagination to breathe life into the myth 

The essay further examines the significance of Sisyphus' task, depicting the physical 

exertion and mental strain involved in repeatedly pushing the rock uphill. Camus describes the 

facial expressions of Sisyphus, with his cheek pressed tightly against the stone, his shoulders 

straining against the weight, and his feet wedging it in place. The image of Sisyphus embarking 

on a fresh attempt with arms outstretched reveals the resolute determination of a human facing an 

absurd fate. It is during Sisyphus' descent, the moment of pause, that Camus finds particular 

interest. He observes that a face that labors so closely with stones becomes akin to stone itself. 

This descent is the time of consciousness for Sisyphus, where he surpasses his fate and 

demonstrates a strength that exceeds the limitations imposed upon him. The essay asserts that 

Sisyphus' torture would be meaningless if he were constantly hopeful of succeeding. In drawing 

parallels to the modern worker, who tirelessly performs repetitive tasks every day, Camus 

suggests the absurd (Camus 118–119). 

Similar to Sisyphus, in Samuel Beckett's iconic play, the character of Lucky stands out as 

a pivotal figure whose rebellion against his circumstances offers a thought-provoking 

commentary on the human condition. As one of the play's central characters, Lucky's sudden 

outburst of speech and subsequent performance captivate both the other characters and the 

audience, challenging the established order and introducing a moment of profound existential 

reflection. 
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Initially portrayed as a subservient and silent servant to the character Pozzo, he becomes 

the embodiment of the oppressed and voiceless. However, during his unforgettable monologue, 

known as Lucky's thinking or dance speech, he defies his usual submissive role and delivers a 

torrent of words, spewing forth a seemingly nonsensical yet poetic stream of consciousness. This 

unexpected eruption of language becomes an act of rebellion, an assertion of individuality within 

a world that is characterized by waiting, repetition, and existential uncertainty. 

The significance of Lucky's rebellion lies not only in the content of his speech but also in 

the manner in which it is delivered. His language is convoluted, fragmented, and filled with 

contradictions, reflecting the chaotic nature of existence itself. Through his nonsensical yet 

profoundly expressive words, Lucky encapsulates the absurdity of human communication and the 

struggle to find meaning in a world that often appears devoid of purpose. It disrupts the 

established power dynamics within the play. His sudden outpouring of speech challenges Pozzo's 

authority and dominance, momentarily shifting the balance of power. This subversion of 

traditional roles and hierarchies reflects the underlying themes of existential rebellion and the 

quest for autonomy in the face of the absurd. It also serves as a catalyst for introspection and 

contemplation for the other characters, particularly Vladimir and Estragon. His monologue 

prompts them to question their own existence, their reliance on waiting for an elusive Godot, and 

the meaninglessness of their repetitive routines. Through Lucky's defiant act, the characters and 

the audience are confronted with profound questions of purpose, freedom, and the nature of 

human agency. 

The act represents a significant turning point in the play, challenging the status quo and 

introducing a moment of existential reflection. Through his outburst of language, Lucky defies 

his usual silence, disrupting the established power dynamics and prompting the other characters 
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to question their own existence. His act of rebellion embodies the spirit of existential defiance 

and serves as a reminder of the human capacity to assert individuality and seek meaning in the 

face of absurdity. Lucky's character and his transformative monologue continue to resonate, 

inviting audiences to contemplate the complexities of the human condition and the possibility of 

rebellion against the confines of an uncertain world. 

Conclusion  

In conclusion, the investigation into the manifestation of the Camusian absurd in Samuel 

Beckett's Waiting for Godot has shed light on the intricate relationship between Camus and 

Beckett as well as the profound influence that Camus's philosophy had on the writing of the play. 

The absurd finds its resonance in the characters' existential predicament in the play. Estragon and 

Vladimir, caught in a cycle of waiting and uncertainty, reflect the human struggle to find purpose 

and understanding in an indifferent universe. Their conversations and interactions highlight the 

absurdity of their situation and the futility of their attempts to derive meaning from their existence. 

The cyclical nature of their existence, marked by repetitive routines and elusive answers, mirrors 

the Sisyphean task of finding meaning in a world devoid of inherent purpose. 

The influence of Camus on Beckett's writing is evident in the philosophical underpinnings 

of Waiting for Godot. Beckett, influenced by Camus's writings and the absurdist movement, 

masterfully incorporates elements of the absurd into the play, presenting a world where logic and 

rationality break down. The interplay between Camus and Beckett becomes apparent when we 

consider their shared concern with the absurdity of existence and the search for meaning. While 

Beckett developed his own unique style and artistic vision, he undoubtedly drew inspiration from 

Camus' philosophical insights. The relationship between the two writers highlights the intellectual 
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and creative exchange that often occurs between thinkers and artists, where ideas are assimilated, 

transformed, and reinterpreted in new and innovative ways. 

By identifying the manifestation of the Camusian absurd in Waiting for Godot, it gains a 

deeper appreciation for its complexity and depth and serves as a testament to the enduring 

relevance of Camus's philosophy and its impact on the literary landscape. 
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Introduction  

In the realm of postmodern literature, Waiting for Godot by Samuel Beckett, as mentioned 

earlier, stands as a seminal work that resonates with the principles of the Camusian absurd. The 

play's utilization of various literary devices not only captivates the audience but also evokes a 

profound awareness of the absurdity of human existence, a central theme in Camus' philosophy. 

Through its strategic use of dialogue, symbolism, repetition, and stage directions, Waiting 

for Godot masterfully captures the essence of the absurd. The sparse and circular conversations 

between the characters, Vladimir and Estragon, echo the existential anguish and sense of futility 

present in Camus' works. The repetition of phrases and actions highlights the monotony and 

meaninglessness of life, while symbolic elements like the barren tree and the character of Godot 

himself serve as enigmatic representations of the human search for meaning and the elusive nature 

of hope 

By examining the ways in which Beckett employs these literary devices, one gains insight 

into how Waiting for Godot aligns with the Camusian concept of the absurd. The play invites the 

audience to confront the contradictions and uncertainties of life, prompting contemplation of the 

human condition and the absurdity of existence. In this sense, with its intricate deployment of 

literary techniques, it provides a powerful medium through which audiences can explore and 

engage with the profound insights and sensibilities of the Camusian absurd. The play's ability to 

elicit contemplation and challenge conventional notions of meaning and purpose makes it a 

significant contribution to both postmodern literature and the existentialist tradition. 

This chapter delves into the implications of these devices for triggering the audience's 

profound awareness of the absurdity of human existence. Investigating the ways in which Beckett 

employs these devices, we can uncover the nuanced ways in which the play invites the audience 
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to confront the inherent contradictions, uncertainties, and futilities of life. Through a 

comprehensive analysis of the literary techniques employed in the play, one can gain a deeper 

understanding of how these devices contribute to the play's ability to evoke this sensibility and 

provoke contemplation on the human condition. 

3.1. Literary Techniques in Waiting for Godot  

The iconic play crafted by Samuel Beckett, Waiting for Godot, encountered an initial wave 

of critical dissent and perplexity upon its debut. However, remarkably, it discovered profound 

resonance and significance among a diverse audience, most notably among the incarcerated, who 

formed a deep connection with its themes of existentialism, despair, and the intricacies of the 

human condition. This connection can be linked to Albert Camus' essay, The Myth of Sisyphus, 

which also explores existential themes and the struggle to find meaning in an absurd world. 

Together, these works capture the shared experiences of individuals facing despair and the 

cyclical nature of existence, resonating deeply with incarcerated audiences. 

In 1953, when Waiting for Godot graced the stage, it confounded and bewildered many 

theater critics and traditionalists. The play's audacious departure from established theatrical 

conventions, characterized by its unconventional structure, minimalist plot, and seemingly 

repetitive dialogue, defied easy categorization, inviting dismissive reviews and an initial lack of 

comprehension from certain segments of the critical community. The play's enigmatic and 

abstract nature left some critics perplexed, prompting questioning of its artistic merit and fostering 

a hesitancy to fully embrace its unconventional approach. 

However, outside the realm of conventional theater criticism, Waiting for Godot 

discovered an unexpected following that found deep resonance in its themes and characters—

incarcerated individuals. Despite their confined circumstances, the prisoners of San Quintin 
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recognized in the play a profound reflection of their own existential predicaments. The carceral 

environment, often mirroring the absurdist and cyclic nature portrayed on stage, provided a fertile 

ground where the prisoners sought solace and understanding in the struggles of the play's 

characters and in the exploration of life's futility and the yearning for meaning. 

For prisoners, the play became an instrument of profound contemplation and 

introspection. Its exploration of isolation, uncertainty, and the ceaseless quest for purpose struck 

a profound chord with their own experiences of confinement and existential questioning. The 

characters' endurance, resilience, and unwavering pursuit of hope in an absurd world resonated 

with their own struggles for survival and their relentless search for significance within the 

confines of their circumstances. 

This unforeseen affinity between prisoners and Waiting for Godot underscores the play's 

remarkable universality and the compelling potency of its existential message. Despite the initial 

skepticism and rejection from mainstream critics, Beckett's masterwork found a home in the 

hearts and minds of those who identified with its unflinching portrayal of the human condition. 

The prisoners' embrace of the play serves as a testament to its transcendent power, capable of 

transcending social boundaries and touching upon shared existential concerns that resonate deeply 

with individuals from diverse backgrounds. As time progressed, Waiting for Godot gained 

widespread recognition as a groundbreaking masterpiece of postmodern theater. Its influence and 

impact extended well beyond the confines of traditional critical circles, cementing its status as a 

cultural touchstone that continues to provoke contemplation and ignite intellectual discourse. 

Notably, within prison walls, the play's presence took on a special significance. Performances, 

often staged by incarcerated individuals themselves, became transformative events that provided 

catharsis, fostered empathy, and engendered profound discussions on the nature of existence, the 
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complexities of hope, and the indomitable resilience of the human spirit within the confines of 

incarceration. 

Beckett demonstrated a discernible attraction to characters stripped of pretenses, whether 

by the relentless march of time or the weighty burden of circumstance. In his artistic tapestry, an 

inexorable yearning to unearth the very essence of human existence pervades as he delves into 

the depths of individuals liberated from the trappings of youth, vitality, and societal expectations. 

Within this realm of vulnerable authenticity, he discovered an unadorned truth that resonates with 

unparalleled profundity.  

By stripping away the veneer of youth, health, and external trappings, Beckett's characters 

were afforded a rare opportunity to confront the unfiltered core of their being. Released from the 

illusory armor of invincibility and the comforting illusions of a purpose-driven existence, they 

stood exposed in their existential nakedness. It is within this profound state of vulnerability that 

the characters' unblemished authenticity blossoms, free from the shackles of pretentious facades. 

The author embarked on a quest to unveil the fundamental fabric of humanity, deliberately 

eschewing conventional markers of identity and the shelter of belonging. Through this deliberate 

act of artistic purging, his characters became emblematic of the universal human condition, 

transcending societal constructs and appealing to the elemental commonalities that bind us all. 

Beckett's artistic vision embraced the notion that the least adorned, the most stripped-

down embodiments of existence, held a reservoir of sublime truth. By peeling away the layers of 

external distractions, he embarked on a poignant exploration of existence itself, plumbing the 

depths of profound questions surrounding purpose, meaning, and mortality. It was through this 

conscious excavation of human vulnerability that Beckett exposed the delicate fragility and 

fleeting nature of life. 
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In his compelling portrayal of stripped-down characters, Beckett beckons us to interrogate 

the multitude of pretenses that often obscure our true selves and hinder our understanding of the 

world. He urges us to embrace the simplicity of our existence, shedding the superfluous trappings 

that entangle us. In this earnest pursuit of authenticity, Beckett illuminates the path towards a 

profound comprehension of the human experience—one that transcends transient diversions and 

guides us towards an unadulterated apprehension of our mortality and the profound verities that 

lie beneath its veneer. 

The playwright espoused a language that transcended the bounds of conventionality, 

embodying a form of communication that achieved a remarkable semblance of universality. 

Stripped of superfluous embellishments and ostentatious adornments, this language resonated 

with a resounding purity that surpassed cultural and societal barriers. Paradoxically, it was within 

the confines of the penitentiary, rather than among the sophisticated audience, that Beckett's opus 

found its most profound reverberations. This intriguing dichotomy can be elucidated through the 

insights of Martin Esslin, who posited that the sophisticated audience approached the theatrical 

realm burdened by preconceived notions of artistic expectations, hindering their capacity to fully 

grasp and assimilate the profundity of Beckett's work. 

His artistic lexicon, characterized by its unadorned simplicity and stripped-down 

aesthetic, evoked a profound resonance within the incarcerated population. Deprived of the 

freedoms and privileges that society so often takes for granted, these individuals found solace and 

comprehension in the unvarnished truths that Beckett's creations unveiled. Bereft of the trappings 

of societal roles, material possessions, and the distractions of quotidian existence, the prisoners 

became uniquely receptive to the raw essence of the human condition that reverberated through 

the theatrical medium. 
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In contrast, the sophisticated audience, steeped in the accustomed rhythms of artistic 

norms and predefined notions of aesthetic form, encountered a veritable labyrinth when 

navigating Beckett's uncharted artistic territory. Bound by their preconceived expectations of 

what art should be, they grappled with the absence of traditional plot structures, the cyclic nature 

of dialogue, and the elusive quest for meaning that permeated Beckett's works. The dissonance 

between their predetermined artistic frameworks and Beckett's nuanced vision engendered a sense 

of bewilderment, preventing them from fully apprehending the depths of Beckett's artistic vision. 

In this captivating dichotomy of reception, we discern the dichotomy between the 

receptive openness of the prisoners, unburdened by societal expectations, and the fettered 

preconceptions of the sophisticated audience. The prisoners, unencumbered by the fetters of 

societal norms, unreservedly embraced the universality of Beckett's crafted language—an artistic 

discourse that transcended the confines of particular contexts and resonated directly with the 

quintessence of human existence. 

This intriguing phenomenon attests to the indelible impact of Beckett's oeuvre and its 

unrivaled ability to transcend the trappings of conventional artistic paradigms. By dismantling the 

presuppositions and preconceived notions of artistry, Beckett beckons us to confront the raw 

truths of our existence, unencumbered by the shackles of societal constructs and the fetters of 

cultural norms. It is within this austere artistic realm that the authentic power of Beckett's 

language unveils itself, forging an immutable connection with those who approach it with an open 

mind and a willingness to embrace the inherent ambiguities and intricacies that lie at the core of 

the human condition.   

3.1.1. Dramatic and Verbal Irony  
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Dramatic irony is a significant literary device employed in Waiting for Godot to enhance 

the audience's comprehension of the characters' predicaments and the underlying themes. Several 

instances of dramatic irony can be found throughout the play. It occurs in the audience's 

knowledge of Godot. Throughout the play, the audience possesses information about Godot that 

the characters lack. The audience is aware that Godot never actually arrives, despite the characters' 

unwavering belief in his eventual appearance. This creates a sense of dramatic irony as the 

audience witnesses the characters' futile anticipation and their continuous hope for something that 

will never come to fruition. It arises from the discrepancy between the characters' perceptions and 

reality. The characters' understanding of their own situations often contradicts the audience's 

perspective. For instance, Vladimir and Estragon believe they are waiting for Godot, whom they 

consider to bring meaning and salvation. However, the audience recognizes that their wait is futile 

and that their hopes are unfounded. This creates dramatic irony as the audience observes the 

characters' misunderstandings and the stark contrast between their perception of reality and the 

actual reality depicted in the play. 

Another instance can be seen in the dynamic between Pozzo and Lucky. While Pozzo 

claims to be the master and Lucky his servant, the audience becomes aware that it is, in fact, 

Lucky who holds power over Pozzo. The audience witnesses Lucky's intellectual prowess and 

control, while Pozzo remains oblivious to his own subservient position. This creates dramatic 

irony as the audience perceives the reversal of power dynamics, which contrasts with the 

characters' own understanding of their roles. 

This form of irony emerges from the cyclical nature of the characters' existence. The 

repetitive routines, circular discussions, and forgetfulness exhibited by the characters contribute 

to this irony. While the characters remain unaware of their own patterns and lack of progress, the 
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audience recognizes the cyclicality of their existence and the futility of their endeavors. This 

contrast between the characters' perception and the audience's understanding creates a sense of 

dramatic irony, underscoring the themes of existentialism, meaninglessness, and the human 

struggle for purpose in an absurd world Emphasizing the disparity between the characters' 

perceptions and the audience's comprehension, enhancing the exploration of existential themes in 

the play. The audience's privileged knowledge adds depth to their interpretation of the characters' 

experiences and offers a critical perspective on the characters' futile pursuits. 

While it is true that Waiting for Godot is often categorized as a tragicomedy, some scholars 

argue that it is similar to the story of Sisyphus, which portrays Sisyphus' eternal punishment of 

rolling a boulder uphill, only to watch it roll back down. Without any underlying revelation or 

hidden knowledge for the audience or the characters, the play lacks the conventional elements of 

dramatic irony. Unlike traditional dramatic works, where irony arises from the audience's superior 

knowledge and the characters' ignorance, Beckett's play challenges these expectations, resulting 

in a unique narrative experience. Within the intricate tapestry of Samuel Beckett's tragicomedy, 

Waiting for Godot, a distinct absence of dramatic irony emerges, presenting a unique departure 

from traditional dramatic conventions. In this enigmatic play, resolution remains elusive as the 

narrative concludes in a striking parallel to its inception. Although the passage of time is subtly 

hinted at through the transformation of the tree, the absence of character and spectator resolutions 

persists, challenging the expectations of the audience. 

The play's deliberate employment of vulgarity and repetition contributes to its 

unconventional nature, further alienating certain spectators who yearn for conventional narrative 

arcs and distinct resolutions. The relentless repetition embedded within the play's structure, 

coupled with its disregard for hierarchical distinctions between characters and audience, disrupts 
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the traditional comedic reliance on the audience's sense of superiority. Unlike in classical comedy, 

where the audience relishes their elevated understanding and superior knowledge over the 

characters, in Waiting for Godot, no such hierarchy exists. The characters are not inherently 

inferior or superior to the audience, dismantling the foundation for dramatic irony to take hold. 

In this absence of dramatic irony, the tragicomic nature of Beckett's play is accentuated. 

It becomes a unique amalgamation of comedy and tragedy, where the audience finds themselves 

positioned in both realms simultaneously. They possess a certain superiority through their 

awareness of what the characters do not know, yet they lack the traditional tragic irony, as the 

characters in Waiting for Godot do not embody the archetype of a tragic hero who possesses 

exceptional qualities or elevated status. Thus, the audience is denied the satisfaction of 

experiencing dramatic irony as their knowledge is just as limited as the characters', emphasizing 

the play's inherent lack of resolution and closure. Beckett's intentional departure from 

conventional dramatic irony challenges the audience to confront the complexities of existence 

without the comfort of traditional narrative devices. The absence of a clear hierarchy between 

characters and spectators, coupled with the absence of traditional dramatic irony, plunges the 

audience into a realm of uncertainty and introspection. It is within this unsettling space that 

Beckett invites us to contemplate the limitations of our own knowledge, the elusive nature of 

resolution, and the inherent absurdity of the human condition. Intricately weaving together 

elements of comedy and tragedy, Beckett's Waiting for Godot defies traditional expectations, 

presenting a world where dramatic irony remains elusive. The absence of resolution, the subtle 

passage of time, and the disruption of hierarchical structures between characters and audience 

contribute to the play's unique tragicomic essence. As spectators, we are challenged to embrace 

the ambiguity and relinquish our desire for definitive answers, immersing ourselves in the 
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enigmatic journey that Beckett masterfully crafts. Through this thought-provoking exploration, 

Waiting for Godot invites us to confront the very essence of existence and grapple with the 

inherent contradictions and uncertainties that define the human experience. 

Verbal irony is another prominent literary device skillfully employed by Samuel Beckett 

in his play to emphasize the absurdity of the characters' situations. One example occurs when 

Estragon muses about the nature of waiting, stating, “We always find something, eh Didi, to give 

us the impression we exist?” (Beckett 35). Here, Estragon's statement ironically suggests that 

their continuous waiting for Godot and their mundane activities only serve to provide them with 

a false sense of purpose or existence. The irony lies in the fact that, despite their desperate longing 

for meaning, they remain trapped in an endless cycle of waiting. 

Another instance of verbal irony can be seen in Vladimir's remark about the passage of 

time: “Time has stopped. I'm going to sleep” (Beckett 50). Vladimir's statement, made in response 

to the slow passage of time and the repetitive nature of their existence, is ironic. Although he 

claims that time has stopped, his intention to sleep implies that time is, in fact, passing, albeit 

monotonously. The irony lies in the contradiction between the characters' perception of time and 

the reality of their experiences. 

Pozzo, another character in the play, contributes to the use of verbal irony. He remarks, 

“They give birth astride a grave, the light gleams an instant, then it's night once more” (Beckett 

26). Pozzo's statement presents a paradoxical observation about the human experience. The irony 

lies in the contrasting imagery of birth and death, light and darkness, suggesting that life is fleeting 

and transient. Despite the irony, Pozzo's words resonate with the overall theme of the play, 

highlighting the ephemeral nature of existence. 
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Furthermore, verbal irony is apparent in the dialogue between Vladimir and Estragon 

regarding Godot. Estragon asks, “And if we dropped him?” to which Vladimir responds, “He'd 

punish us” (Beckett 70). This exchange highlights the ironic dependency of the characters on 

Godot, despite his absence and their frustrations. Their fear of potential punishment reflects their 

reliance on an authority figure who is never actually present. The irony lies in their willingness 

to endure their futile wait and the consequences they believe await them. 

   3.1.2. Dialogue and the Implementation of Dark Humor  

Waiting for Godot revolves around two central characters, Estragon and Vladimir, who 

engage in a series of dialogues as they wait for the arrival of Godot, a character who never appears. 

The dialogues in the play serve multiple purposes, ranging from providing moments of 

introspection and philosophical contemplation to showcasing the characters' frustration and 

desperation. One significant aspect of the dialogues is their portrayal of the characters' attempts 

at communication. Throughout the play, Estragon and Vladimir engage in countless 

conversations, yet their exchanges often result in misunderstandings, confusion, and the inability 

to effectively convey their thoughts and emotions. This lack of meaningful communication 

underscores the play's theme of the human struggle to find connection and understanding in a 

world that seems inherently devoid of meaning. The dialogues also reveal the characters' 

existential dilemmas and their grappling with the absurdity of existence. Estragon and Vladimir 

engage in philosophical discussions, questioning the purpose of life, the existence of God, and 

the nature of their own existence. In one dialogue, Estragon says, “Nothing happens; nobody 

comes; nobody goes; it's awful!” Vladimir responds, “You're sure it was here?” (Beckett 67). The 

exchange highlights their longing for something significant to occur, their sense of emptiness, 

and their uncertainty about the purpose of their waiting. 
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 Beckett takes inspiration from the Greek myth, as the story of Sisyphus does contain 

elements of dark humor. Albert Camus, in The Myth of Sisyphus, explores the absurdity of 

Sisyphus' eternal task and the human condition. This absurdity can be seen as a source of dark 

humor. The humor arises from the juxtaposition of the seemingly meaningless and repetitive 

nature of Sisyphus' punishment with the profound significance he finds within it. Despite the 

futility of his task, Sisyphus is depicted as defiant and accepting of his fate. Camus suggests that 

Sisyphus finds freedom and a sense of purpose in his own rebellious attitude towards the absurdity 

of his situation. This absurd humor is a form of gallows humor, where the inherent tragedy of the 

situation is met with a sardonic or comedic response. The irony lies in the fact that Sisyphus, in 

fully embracing and accepting the meaninglessness of his task, ultimately transcends his own 

suffering. By presenting the story with elements of dark humor, Camus highlights the absurdity 

of life and the human capacity to find humor and meaning in even the most seemingly futile and 

tragic circumstances. 

Beckett, therefore, employs dark humor within his dialogues to add a layer of complexity 

to the play. The characters' witty exchanges and banter serve as a coping mechanism, offering 

temporary relief from their predicament. The use of humor reflects the characters' resilience in 

the face of absurdity and their ability to find moments of levity even in the bleakest of 

circumstances.  

In Act I, Estragon and Vladimir engage in a humorous dialogue about suicide. Estragon 

suggests, "Let's hang ourselves immediately!" to which Vladimir replies, "Don't let's do anything. 

It's safer." This exchange highlights the characters' contemplation of extreme measures as they 

grapple with the absurdity of their existence and find dark humor in their desperate circumstances. 

In Act II, Pozzo and Lucky's interaction showcases dark humor through their master-servant 
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relationship. Pozzo frequently mistreats and belittles Lucky, treating him as a mere object. The 

ironic and darkly humorous nature of their exchanges lies in Pozzo's authoritarian behavior and 

Lucky's subservient responses, reflecting the absurdity and power dynamics present in their 

relationship. 

The play also includes moments of physical comedy and slapstick humor, often involving 

falls, tripping, and physical mishaps. These comedic elements provide a contrast to the existential 

angst and the characters' futile waiting, offering a temporary respite from their existential 

predicament. The circular nature of the dialogues between Estragon and Vladimir contributes to 

the dark humor in the play. Their futile attempts to remember and make sense of past events lead 

to humorous exchanges filled with confusion and absurdity. For instance, they engage in 

humorous banter about forgetting, memory, and the inability to recognize each other, finding 

humor even in their forgetfulness and disorientation. In a dialogue between Estragon and 

Vladimir, they engage in a repetitive conversation about whether they have met before. Estragon 

says, “I don't recognize you. Recognize! What is there to recognize? All my lousy life, I've 

crawled about in the mud! And you talk to me about scenery!” (Beckett 54). This exchange 

showcases the characters' frustration with their own existence and their futile attempt to find 

meaning or recognition in their mundane lives. 

The dialogues between Pozzo and Lucky provide a contrasting dynamic. Pozzo frequently 

commands and belittles Lucky, who, in turn, responds with nonsensical and fragmented speech. 

In one exchange, Pozzo says, “Give him his hat. [Lucky puts on his hat.] He doesn't know it's his 

hat. Show him his hat.” This dialogue emphasizes the power dynamics and the arbitrary nature of 

communication, as well as the characters' lack of agency and control over their own lives.  
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The masterful use of dialogue as a vehicle for exploring the human condition within the 

framework of absurdity contributes to the play's enduring impact and its status as a seminal work 

of existentialist literature. 

 3.1.3. Imagery and Symbolism  

The Myth of Sisyphus brims with vivid imagery and profound symbolism, enlivening its 

philosophical exploration of the human condition. The unyielding boulder, burdening Sisyphus 

eternally, becomes a poignant symbol of life's struggles and hardships, while the steep hill 

embodies the daunting obstacles we face on our journeys. Sisyphus' ceaseless task of pushing the 

boulder uphill, only to witness its inevitable descent, serves as a poignant metaphor for the 

relentless and seemingly futile cycles of existence. Within this myth lies the essence of the absurd, 

unraveling the paradox between our quest for meaning and an unconcerned universe. And in 

Sisyphus' unwavering smile lies a profound symbol of rebellion, defying conventional notions of 

suffering as he finds joy and purpose amidst his circumstances. Through its imagery and 

symbolism, The Myth of Sisyphus invites profound contemplation on the human experience, 

resilience, and the eternal quest for meaning. In the same vein, Waiting for Godot employs rich 

imagery and symbolism to convey its themes and enhance the audience's understanding of the 

characters' existential predicament. With the former utilizing symbols like the hill, the rock, and 

the passing of time through the changes between day and night, the latter’s utilization of symbols 

to convey meaning is as apparent and similar. 

Tree: The lone tree that stands in the barren landscape serves as a prominent symbol in 

the play. It represents the enduring nature of life as well as the characters' futile search for 

meaning. The tree's leafless and lifeless appearance mirrors the characters' sense of emptiness and 

the stagnation of their existence. In Act I, Estragon remarks, “And yet... and yet...,” while looking 
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at the tree. The repetition of “And yet” suggests the characters' hope and desire for something 

more, even in the face of the seemingly lifeless tree (Beckett, Act I). 

 Boots: The boots worn by Pozzo and Lucky carry symbolic significance in the play. They 

represent power, authority, and the societal roles that individuals adopt. The changing ownership 

and control of the boots highlight the shifting power dynamics and the arbitrary nature of social 

hierarchies. In Act I, Estragon attempts to put on Pozzo's boots but struggles with them, 

emphasizing his inability to attain the power and control associated with them (Beckett, Act I). 

Estragon's Suffering Feet: Estragon frequently complains about his painful feet, which 

symbolize the physical and emotional burdens that the characters carry. The suffering feet 

represent the characters' hardships and their inability to find comfort or relief from their struggles. 

It also underscores the physical limitations and decay that come with existence. 

Pozzo's Whip: Pozzo's whip is a symbol of dominance and control. It represents the 

oppressive forces in society and the characters' submission to authority. The whip is used to keep 

Lucky in line and emphasizes the power dynamics between Pozzo and his slave. It also reflects 

the characters' desire to break free from the constraints of their existence. 

Vladimir and Estragon's Hats: Vladimir and Estragon often exchange their hats throughout 

the play. The hats symbolize their shifting identities and their attempt to find meaning and purpose 

in their lives. The constant swapping of hats reflects their uncertainty and confusion about who 

they are and their inability to establish a stable sense of self. 

Lucky's Hat: Lucky, the slave of Pozzo, wears a hat that holds symbolic significance. The 

hat represents power and authority, as it is later transferred to Vladimir, who temporarily becomes 

the dominant figure. The exchange of the hat reflects the shifting power dynamics in the play and 

the characters' search for control and meaning. The removal or placement of the hat signifies the 
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characters' shifting roles and their control over one another. Pozzo commands Lucky to put on 

and take off his hat repeatedly in Act I, highlighting the characters' arbitrary exercise of power 

and control over each other (Beckett, Act I). 

Moon and Evening: The imagery of the moon and evening conveys a sense of cyclicality 

and the passage of time in the play. The recurring presence of the moon and the transition from 

day to night reinforce the repetitive nature of the characters' existence and the eternal waiting they 

endure. During the second act, Vladimir comments, “Was I sleeping while the others suffered? 

Am I sleeping now? Tomorrow, when I wake, or think I do, what shall I say of today?” (Beckett 

61). This dialogue reflects the characters' awareness of time passing and their uncertainty about 

the significance of their actions (Beckett, Act II).  

Godot, the elusive character who never arrives, represents an abstract concept of salvation, 

hope, or purpose. The characters' constant waiting for Godot reflects their longing for something 

or someone to give meaning to their lives. Godot's absence can be interpreted as a commentary 

on the uncertainty and futility of seeking external validation or answers. 

The cold, carrots, and radishes: Within the larger context of post-war France, Waiting for 

Godot not only captures the personal experiences of Samuel Beckett but also resonates with the 

collective struggles of a nation grappling with scarcity and deprivation. The symbolic exchange 

between carrots and radishes, a seemingly mundane interaction, takes on profound significance 

as it represents the limited food options available during that era. This poignant portrayal of 

scarcity, mirrored in the characters' meager sustenance, serves as a poignant symbol of the 

challenging post-war environment. By intertwining these symbols, Beckett subtly highlights the 

harsh realities of a nation and its people striving to navigate a world marked by scarcity and the 

existential uncertainties that accompany it. 



 

96 
 

 

 3.1.4. Parallelism and Repetition  

Pivotal elements in the story of Sisyphus—parallelism and repetition—underline the 

cyclical nature of existence and the futility of Sisyphus' task. The structure of the story itself 

embodies parallelism, as Sisyphus endlessly repeats the act of pushing the boulder uphill, 

mirroring the repetitive nature of human life. This repetition highlights the monotonous cycle of 

striving, with the boulder's inevitable descent forcing Sisyphus to start anew. Moreover, repetition 

within the narrative reinforces the relentlessness of Sisyphus' punishment, emphasizing his 

perpetual toil and the eternal recurrence of his labor. Through these literary devices, the story 

accentuates the absurdity and unchanging quality of Sisyphus' plight, shedding light on the 

pointlessness of his efforts. In this manner, parallelism and repetition heighten the exploration of 

the human condition, the cyclicality of existence, and the sense of futility arising from repetitive 

and seemingly meaningless actions, inviting readers to contemplate the complexities of their own 

lives. 

These exquisite devices lend an exquisite symphony to the very fabric of Beckett's Waiting 

for Godot and orchestrate a masterful exploration of structure, rhythm, and thematic depth. Within 

the tapestry of this enigmatic play, one discerns an abundance of instances where parallelism and 

repetition converge, engendering a profound artistic resonance that reverberates throughout the 

work's core. 

As the curtain ascends and descends, an enchanting circularity enfolds the audience, for 

the opening and closing dialogues between Estragon and Vladimir mirror one another with poetic 

precision. The resounding echo of the initial utterance, "Nothing to be done," entwines 

harmoniously with the closing refrain, "Let's go," transcending the mere confines of the stage to 
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unveil the eternal recurrence that permeates the characters' existence. The circular structure, a 

testament to their perpetual waiting, invites contemplation of the ceaseless cycle in which they 

find themselves ensnared. 

Embedded within the fabric of the play, parallelism and repetition manifest as artistic 

rituals, recurring gestures that serve as haunting reminders of the characters' entrapment. 

Estragon's relentless struggle with his boot, a Sisyphean endeavor par excellence, intertwines with 

Vladimir's incessant pocket-checking, each action etching a profound impression of monotony 

upon the audience's consciousness. Through the repeated attempts to remove the boot, punctuated 

by the exclamation, "Nothing to be done," the characters' futile striving and resolute surrender to 

their circumstances become palpable, exposing the inescapable grip of their predicament. 

Within the very tapestry of Beckett's words, certain phrases and lines echo with 

heightened significance, their repetition casting a luminous spotlight upon the play's essential 

themes. The resounding refrain, "We are waiting for Godot," reverberates throughout the play, 

akin to a haunting leitmotif that encapsulates the characters' purposeless anticipation, their 

yearning for redemption, and their relentless pursuit of meaning in a bewildering world. Such 

repetition, a meticulously woven thread, becomes the cornerstone upon which the play's thematic 

depth is constructed. 

In the delicate interplay of dialogues and exchanges, parallelism dances with eloquence, 

imbuing the very words spoken by the characters with a symphonic harmony. Lines intertwine, 

mirroring each other in a balletic display of rhythmic precision, evoking a profound sense of unity 

amidst the characters' shared experiences and arduous struggles. Act II bears witness to a 

mesmerizing mirrored dialogue between Estragon and Vladimir, wherein their lines resonate in 

elegant unison. From Estragon's poignant declaration, "I'm going," to Vladimir's solemn reply, 
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"So am I," the parallelism resounds, illuminating their indivisible connection and shared destiny, 

ultimately underscoring the poetic unity that binds them. In this enchanting tapestry of words, 

Beckett's ingenious use of parallelism and repetition reveals itself as a melodic chorus, a 

symphony of intricacies that elevates Waiting for Godot to the realm of timeless artistry. These 

devices, meticulously deployed throughout the play, imbue the work with a sophisticated and 

layered resonance, inviting audiences to partake in a transcendent journey of introspection and 

contemplation. It is through the meticulous interplay of parallelism and repetition that Beckett's 

opus embraces its full potential, enveloping the audience in a web of profound philosophical 

inquiry and artistic craftsmanship. 

3.2. Literary elements of Waiting for Godot  

In Samuel Beckett's play Waiting for Godot, the meticulous adherence to the classical 

unities of the stage, as outlined by Aristotle, reflects similarities to Albert Camus' The Myth of 

Sisyphus in terms of the exploration of existential themes and the representation of the human 

condition. Just as Camus explores the absurdity of Sisyphus' eternal punishment and the search 

for meaning within it, Beckett's adherence to the unities of plot, time, and place in Waiting for 

Godot creates a cohesive and concentrated dramatic experience that captures the essence of the 

characters' existential struggles. 

The unity of plot in Waiting for Godot mirrors the cyclical nature of Sisyphus' 

punishment in The Myth of Sisyphus. Each action and exchange between characters, much like 

Sisyphus rolling the rock up the hill, serves a purpose within the narrative, intricately woven 

into a seamless progression. The repetitive and seemingly futile nature of the characters' 

interactions parallels Sisyphus' repetitive task, inviting the audience to contemplate the 

absurdity and meaninglessness inherent in their endeavors. 
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Similarly, the unity of time in Beckett's play, compressing the events within a 

concentrated period, creates a sense of urgency and immediacy that mirrors the temporal 

restriction of Sisyphus' punishment. Both works highlight the transitory nature of existence, 

emphasizing the fleeting and ephemeral essence of life itself. The compressed time in Waiting 

for Godot intensifies the emotional impact of the characters' struggles, drawing parallels to the 

heightened emotional state of Sisyphus as he engages in his eternal task. 

Furthermore, the unity of place in Beckett's play, confining the narrative to a singular 

locale, echoes the spatial confinement of Sisyphus' punishment. The familiar backdrop becomes 

a character in itself, representing the confined reality in which the characters of Waiting for 

Godot navigate their existential dilemmas. This confinement serves to emphasize the 

complexities of human relationships and the nuances that arise within limited spaces, mirroring 

the introspective exploration of the human condition found in The Myth of Sisyphus. 

By weaving together these classical unities, Beckett's composition in Waiting for Godot 

captures the essence of the human condition in a manner akin to Camus' depiction of Sisyphus' 

story. Both works invite contemplation of the absurdity of existence, the search for meaning, 

and the struggles that arise within the confines of repetitive and seemingly futile endeavors. 

Through their adherence to these unities, Beckett and Camus offer profound insights into the 

complexities of human existence and the eternal questions that plague humanity. 

    3.2.1. The Thematic Significance  

The Myth of Sisyphus delves into profound thematic significance that strikes a chord with 

readers, offering insightful glimpses into the human condition. The story explores the concept of 

the absurd, portraying existence as inherently devoid of ultimate purpose. Sisyphus' eternal task 

embodies the repetitive and futile nature of life, provoking contemplation on the challenges of 
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finding meaning in an indifferent universe. Yet, Sisyphus becomes a symbol of defiance, 

rebelliously embracing his punishment and finding joy within it. His unwavering determination 

showcases the resilience of the human spirit, inspiring reflections on enduring and persisting in 

the face of adversity. Moreover, the story prompts contemplation on the search for meaning, as 

Sisyphus' task and his acceptance of it invite philosophical musings on the individual's quest to 

create significance and purpose. Within the narrative, Sisyphus' persistent smile symbolizes the 

capacity to find joy within suffering, embodying a refusal to be defined solely by external 

circumstances and an affirmation of the present moment. Overall, the thematic layers of The Myth 

of Sisyphus evoke profound philosophical reflections on existence, the pursuit of meaning, and 

the inherent possibilities for defiance, resilience, and joy within the human experience. In a 

comparable manner, Waiting for Godot explores several themes that hold literary significance 

within the play. One of the primary themes in the play is existentialism, which examines the 

human condition in a seemingly meaningless world. The play highlights the characters' struggle 

to find purpose and meaning in their existence, emphasizing the absurdity of life. The characters' 

endless waiting for Godot, who never arrives, reflects the existentialist notion of the futility of 

human endeavors. Their futile search for meaning mirrors the broader human experience in a 

universe that appears indifferent and devoid of inherent purpose. 

Time and the act of waiting are central motifs in the play. The characters spend their days 

waiting for someone or something, evoking a sense of anticipation, boredom, and uncertainty. 

Time becomes a tangible presence, emphasizing the characters' sense of entrapment and their 

perception of time as both a source of hope and despair. The recurring dialogue about waiting, 

such as Vladimir's line, "We're waiting for Godot," highlights the characters' preoccupation with 
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time and their desperate desire for change or resolution. The passage of time amplifies their 

existential angst and the weight of their situation. 

The theme of isolation pervades Waiting for Godot, as the characters exist in a desolate 

and barren landscape. They are isolated from society and yearn for companionship, but their 

attempts to connect often fall short. This theme underscores the characters' profound sense of 

alienation and their longing for human connection. Estragon's poignant line, "We always find 

something, eh Didi, to give us the impression we exist?" reflects the characters' longing for 

validation and the struggle to find a sense of purpose in their isolated existence. The play explores 

the human need for companionship and the impact of isolation on one's sense of self. 

The play delves into the interplay between hope and despair. The characters oscillate 

between moments of optimism, clinging to the hope that Godot will arrive and bring meaning to 

their lives, and moments of despair as they confront the harsh realities of their existence. The 

repeated question, "What do we do now?" reflects the characters' uncertainty and their wavering 

between hope and despair. The play examines the human capacity to endure in the face of 

uncertainty and the fragile nature of hope. 

The play examines questions of identity and self-awareness. The characters, Estragon and 

Vladimir, grapple with their own identities and their understanding of themselves in relation to 

others. In the first act, Estragon questions his own identity, saying, "I'm asking you if I know 

him," referring to Pozzo. This moment reflects the characters' uncertainty about their own 

identities and their struggle to make sense of themselves in a world that lacks clear definitions. 

Waiting for Godot delves into the themes of memory and nostalgia. The characters 

reminisce about the past and often seek comfort in memories, yet these recollections are hazy and 

unreliable, blurring the line between reality and imagination. Estragon recalls a vague memory 
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involving a boy who brought a message. This instance highlights the characters' reliance on 

memories as a source of solace and their attempt to cling to the past in the face of a disorienting 

present. 

Power and Submission: Power dynamics and the dynamics of control are explored in the 

play. The relationship between Pozzo and Lucky exemplifies a power imbalance, as Pozzo asserts 

dominance over Lucky, who is subjected to his commands. Pozzo proclaims, "I am master here!" 

This line underscores the power dynamic between Pozzo and Lucky and raises questions about 

the nature of power and the role it plays in human interactions. 

The play examines the limitations of language and the challenges of effective 

communication. The characters often struggle to express themselves, leading to 

misunderstandings and miscommunication. The two engage in a nonsensical conversation where 

their words fail to convey clear meanings. This instance emphasizes the breakdown of 

communication and the difficulty of achieving mutual understanding. 

 3.2.2. The Setting’s Implication in the Plot  

Identically to the vacant settings in the Myth of Sisyphus, which hold profound 

implications for the plot and themes within the narrative, the settings in Waiting for Godot play a 

significant role in shaping the atmosphere, symbolism, and thematic implications of the play.  

Situated in the realm of the afterlife, it creates an atmosphere of otherworldliness and 

metaphysical significance. This setting accentuates the timeless nature of Sisyphus' punishment, 

emphasizing the eternal cycle of his task and intensifying the futility and repetitiveness of his 

labor. It raises questions about divine justice and the consequences of human actions beyond 

mortal existence. Furthermore, the afterlife setting deepens the exploration of the absurdity of 

human existence, portraying a universe where actions may lack inherent meaning and individuals 
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are subject to arbitrary punishments or rewards. In this way, the setting's implications in the story 

of Sisyphus enhance the plot's existential contemplation and provide a backdrop for themes 

surrounding meaning, morality, and the human response to the absurdity of life. In Samuel’s play, 

these implications evoke a sense of desolation, confinement, and the characters' existential 

predicament. The barren landscape, the tree, the road, and the changes in the surroundings all 

contribute to the play's themes of stagnation, longing, and the search for meaning in an indifferent 

world, providing an examination of the human condition within the context of absurdity.  

In a captivating departure from Aristotelian conventions, Samuel Beckett's seminal work, 

Waiting for Godot, defies the traditional notion of drama as action, deftly subverting and 

redefining the classical unities. Within this innovative composition, the absence of tangible action 

emerges as a central motif, propelling a profound exploration of human existence within a realm 

suspended in perpetual anticipation. 

Rather than adhering to the conventional understanding of action, Waiting for Godot 

envelops us in a realm characterized by existential inertia, where characters find themselves 

ensnared in an eternal cycle of expectant yearning. The very essence of the play revolves around 

the conspicuous absence of definitive action as the protagonists engage in conversations, 

exchanges, and seemingly mundane tasks while awaiting the elusive Godot. This deliberate 

departure from conventional action serves as a thought-provoking commentary on the human 

condition, illuminating the universal experience of longing, uncertainty, and the ceaseless quest 

for purpose in a world seemingly devoid of inherent meaning. 

Regarding the unity of time, Beckett defies Aristotle's prescription for a concentrated 

temporal framework by presenting an undifferentiated and cyclical temporality. The flow of time 

becomes amorphous, devoid of distinct markers denoting significant events or chronological 
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progression. Instead, the moments within Waiting for Godot reverberate with eerie repetition, 

blurring the boundaries of temporal order and immersing the audience in a state of existential 

suspension. This audacious departure from the classical unity of time intensifies the play's 

exploration of the human experience, wherein the perpetual present underscores the futility of 

temporal constraints and magnifies the relentless nature of waiting itself. 

Moreover, while the play adheres to the unity of place by unfolding within a singular 

setting, this very setting defies conventional notions of tangible reality. The stage evolves into an 

ethereal space removed from the trappings of the material world, an enigmatic and indeterminate 

backdrop that transcends the confines of specific locales. Beckett deftly constructs a theatrical 

landscape that shatters the constraints of physicality, evoking an atmosphere of existential 

dislocation. This absence of a tangible place engenders a sense of universality, allowing the play's 

themes and characters to resonate on a broader, archetypal level, transcending the confines of 

particular contexts. 

In essence, Waiting for Godot traverses the boundaries of the unities by reshaping their 

contours. It upholds the unity of action by delving into the profound significance of inaction and 

the existential resonance of waiting itself. It challenges the unity of time by presenting an 

undifferentiated and cyclic temporality, boldly defying conventional notions of linear 

progression. Furthermore, it embraces the unity of place by establishing a surreal and transcendent 

theatrical space that defies the limitations of the palpable world. 

Through this audacious reimagining of the classical unities, Beckett beckons us to 

confront the inherent paradoxes and intricacies of human existence. Waiting for Godot 

metamorphoses into a metaphorical stage upon which the universal human experience unfolds, 

beckoning us to contemplate the nature of time, the ceaseless yearning for meaning, and the 
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profound futility of our endeavors. By transcending the confines of conventional dramatic norms, 

Beckett's work dauntlessly challenges and expands our understanding of the dramatic form, 

unveiling hitherto unexplored possibilities for probing the intricacies of the human condition on 

the theatrical stage. 

 The play is set in a desolate and barren landscape, which serves as a physical 

manifestation of the characters' existential condition. The absence of natural elements and the 

bleakness of the surroundings contribute to an atmosphere of emptiness and despair. Estragon 

describes the landscape, saying, "Nothing to be done... Landscape... Estragon... Silence." This 

description highlights the barrenness of the setting and its impact on the characters' perception of 

their existence. 

The lone, leafless tree on the stage holds symbolic significance and embodies themes of 

hope, decay, and resilience. The tree serves as a visual focal point and a symbol of the characters' 

enduring struggle and cyclical existence. The characters often refer to the tree, noting its 

unchanged state and their expectations of change. Vladimir says, "One day we'll come back to 

the same tree, and we'll find it... bare... perhaps... Estragon... perhaps" (Beckett, Act II). This 

reference emphasizes the stagnant nature of the environment and the characters' longing for 

transformation.  

The road that the characters constantly mention and observe represents a metaphorical 

journey and a symbol of progress. It signifies the passage of time, the hope of change, and the 

search for meaning and purpose. Estragon remarks, "What about hanging ourselves?" to which 

Vladimir responds, "Hmm. It'd give us an erection." This dialogue underscores the characters' 

dark humor and their contemplation of escape or finding meaning along their journey. 
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Shelter and Landscape Changes: The characters seek shelter in various places and make 

observations about changes in the landscape, which symbolize their shifting circumstances and 

the impermanence of their surroundings. The characters discuss finding shelter, with Estragon 

suggesting a ditch. Vladimir responds, "We can't. There are no more D.P.'s" (Beckett, Act I). This 

dialogue highlights their struggle to find stability and their realization of the changing nature of 

their environment. 

The play is primarily set on a country road, which represents a liminal space between 

destinations. It symbolizes the characters' perpetual state of waiting and their journey through life. 

Vladimir and Estragon discuss the road, with Vladimir saying, "This is where we were yesterday... 

and I was looking for you... to tell you... [He hesitates.] He came yesterday" (Beckett, Act I). The 

road serves as a point of reference, highlighting the characters' repetitive existence. 

The arrival of the characters Lucky and Pozzo introduces a contrasting setting within the 

play. Their arrival disrupts the monotony of the characters' waiting, injecting brief moments of 

interaction and diversion. Lucky and Pozzo enter the scene, bringing a different dynamic and 

altering the setting. The encounter with Lucky and Pozzo introduces a shift in the atmosphere, 

revealing new facets of the characters' existence. 

The play features nighttime scenes, emphasizing the sense of uncertainty, isolation, and 

vulnerability experienced by the characters. The darkness heightens their existential anxiety and 

the unknowable nature of their surroundings. Estragon remarks, "Let's go. It's night already" 

(Beckett, Act II). The setting of night underscores the characters' perception of time and the 

underlying themes of darkness and the unknown. 

The minimalist and sparse stage design itself becomes a symbolic setting. The absence of 

props or elaborate scenery focuses attention on the characters and their interactions, intensifying 
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the sense of isolation and confinement. The empty stage serves as a canvas for the characters' 

actions and dialogues, emphasizing their existential predicament and the bareness of their 

existence. 

    3.2.3. The point of view, Tone, and the Utilization of Stage Directions  

Point of View: The play employs a limited third-person point of view, allowing the 

audience to observe the actions and dialogues of the characters while gaining insight into their 

inner thoughts and motivations. This narrative choice provides a sense of intimacy and proximity 

to the characters' experiences, inviting the audience to empathize with their struggles. The stage 

directions In Act II, describe Vladimir's reaction to Estragon's actions: "Vladimir, noticing him, 

stops. Then he comes towards him" (Beckett, Act II). The limited third-person point of view 

allows the audience to witness Vladimir's observation of Estragon and his subsequent movement, 

offering a glimpse into his thoughts and intentions.The point of view and tone in the story of 

Sisyphus contribute to the overall narrative and philosophical exploration. Parallel to this, in the 

myth, the third-person point of view provides an objective perspective on Sisyphus' predicament 

and his eternal task. This narrative choice allows readers to observe Sisyphus' actions and reflect 

upon the broader themes without being fully immersed in his subjective experience. It creates a 

sense of distance and objectivity, inviting readers to engage in philosophical contemplation and 

draw their own conclusions. 

Tone: The tone is one of the points of similarities between the two works. The tone in the 

latter is contemplative, introspective, and at times existential. It reflects the weighty themes of the 

human condition, the absurdity of life, and the search for meaning. The tone conveys a sense of 

profound reflection and invites readers to question the nature of existence, the consequences of 

our actions, and the potential for defiance and resilience in the face of adversity. It oscillates 
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between moments of somber reflection and hints of defiant optimism, capturing the complex 

emotions and philosophical inquiries surrounding Sisyphus' plight. The same impression is given 

to the reader while dealing with Waiting for Godot.  It is a delicate balance of comedy, despair, 

and existential contemplation. The play combines moments of absurd humor, witty banter, and 

slapstick comedy with underlying themes of futility, isolation, and the search for meaning. The 

shifting tone reflects the characters' fluctuating emotional states and the existential uncertainties 

they grapple with. In the first act, Estragon and Vladimir engage in a humorous exchange about 

the nature of the appointment they are waiting for. Their banter lightens the mood and adds a 

comedic element to the play. However, this humor is juxtaposed with the underlying sense of 

emptiness and uncertainty that pervades their existence. 

Utilization of Stage Directions: The stage directions in the work play a crucial role in 

shaping the visual and physical aspects of the performance. They provide detailed instructions for 

the actors' movements, gestures, and interactions with the set, influencing the dynamics and 

atmosphere of the play. In Act I, the stage directions describe Estragon's physical struggle to 

remove his boot. The detailed instructions convey his physical exertion and frustration, 

emphasizing the characters' struggle against the absurdity and challenges of their existence. The 

stage directions become a means of conveying the characters' inner turmoil through physicality. 

 Silence and Pauses: Silence and pauses are significant elements in Waiting for Godot, 

punctuating the dialogue and adding layers of meaning. The deliberate use of silence underscores 

the characters' struggle to communicate effectively and find meaningful connections in their 

absurd world. Throughout the play, there are moments of extended silence indicated in the stage 

directions. These pauses heighten the tension and reflect the characters' difficulty in expressing 

themselves or finding words to convey their thoughts and emotions. The silence becomes a 
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powerful tool for emphasizing the characters' existential quandaries. Like in Waiting for Godot, 

silence and pauses serve as powerful symbols in The Myth of Siyphus, conveying the essence of 

the human predicament and the absurdity of existence. Silence represents the void of meaning 

and purpose, accentuating Sisyphus' eternal, futile labor. Pauses, on the other hand, offer moments 

of reflection and contemplation amidst Sisyphus' ceaseless task, allowing him to confront the 

absurdity of his situation and consider the possibilities of freedom and rebellion. These silences 

and pauses resonate beyond Sisyphus' story, emphasizing the importance of introspection, the 

search for meaning, and the transformative power of choice in the face of an absurd world. 

The point of view immerses the audience in the characters' experiences, while the tone 

blends humor and despair to create a rich emotional landscape. The stage directions provide 

guidance for the actors' movements, amplifying the physicality of the performance and 

reinforcing the themes and mood of the play. The deliberate use of silence and pauses adds a layer 

of contemplation and introspection, highlighting the characters' struggles with communication 

and existential dilemmas. Together, these elements contribute to the distinct theatrical experience 

of Waiting for Godot and deepen its exploration of the human condition. 

    3.2.4. Waiting for Godot: An Allegorical representation of life  

Waiting for Godot by Samuel Beckett is a profound exploration of the human condition 

and absurd existence. Central to its enduring significance is its allegorical representation of life. 

The allegorical nature of the play provides a lens through which one can contemplate the 

complexities and uncertainties of one’s own life. Camus’ work being a source of influence for 

this play is evident in the way that it seeks to allegorize life in a similar manner, making the two 

works two faces of the same coin. 
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The characters in Waiting for Godot symbolically represent different aspects of human 

existence. Vladimir and Estragon, the two main protagonists, embody the struggles, hopes, and 

vulnerabilities that characterize the human condition. Their perpetual waiting for the arrival of 

Godot metaphorically represents the human quest for meaning and fulfillment. 

Godot himself, the enigmatic figure who never arrives, represents the elusive nature of 

ultimate truth or salvation. His absence prompts introspection and forces the characters to 

confront the inherent uncertainties and ambiguities of life. Additionally, the interactions with 

other characters, such as Pozzo and Lucky, further contribute to the allegorical nature of the play 

by exploring power dynamics, dependency, and the complexities of human relationships. 

The themes explored in the play serve as allegorical reflections of the human experience. 

Time, futility, and the cyclical nature of existence resonate on a universal level. Time, symbolized 

through the motif of waiting, represents the passage of life and the relentless march towards an 

uncertain future, as the characters' repeated actions and routines reflect the cyclicality of human 

existence, suggesting that life is a series of repetitions and patterns. 

Futility is another significant theme that adds to the allegorical nature of the play. The 

characters' endless waiting and their inability to find meaning or resolution highlight the 

existential struggle faced by individuals grappling with the inherent absurdity of life. The 

repetitive nature of their dialogue and actions further accentuates the futility of their endeavors 

Beckett's use of symbolism and stage directions enhances the allegorical nature of Waiting 

for Godot. The sparse and minimalist stage design, coupled with symbolic elements such as the 

barren landscape and the solitary tree, evokes a sense of isolation and insignificance.  

Furthermore, the stage directions guide the actors' movements and gestures, adding 

physicality and visual cues that enhance the allegorical dimensions of the play. Deliberate pauses, 
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silences, and the repetition of certain actions emphasize the monotony, existential angst, and 

search for meaning embedded within the allegory. 

Likewise, The story of Sisyphus unfolds as a profound allegory of life, offering deep 

insights into the human experience. Sisyphus himself becomes a universal representation of 

humanity, while his eternal task symbolizes the perpetual struggles and challenges we face 

throughout our existence. In this intricate allegorical tapestry, the boulder embodies the burdens 

and obstacles that beset us on our life's journey, signifying the hardships and responsibilities we 

must confront. Sisyphus' relentless efforts to push the boulder uphill, only to witness its inevitable 

descent, mirror the repetitive cycles and seemingly futile nature of our own endeavors. Yet, within 

this existential predicament, Sisyphus stands as a testament to the indomitable spirit of humanity, 

defying the absurdity of his punishment and discovering personal fulfillment and resilience. In its 

entirety, the allegory of Sisyphus calls us to reflect on the repetitive patterns, challenges, and 

choices we encounter, urging us to find meaning, embrace the present moment, and forge our 

own purpose within the intricate fabric of our lives. 

Eventually, both works offer a profound allegorical representation of life, inviting 

audiences to reflect upon the complexities and uncertainties of existence. Through the play’s  

characters, themes, symbolism, and stage directions, it provides a unique lens through which we 

can contemplate our own journey, the elusive nature of truth, the cyclical nature of time, and the 

perpetual quest for meaning. By exploring these allegorical dimensions, one can gain a deeper 

understanding of one’s self  and the intricacies of the human condition. 

Conclusion 

In conclusion, the exploration of the literary devices used in Samuel Beckett's Waiting for 

Godot reveals their profound impact on triggering the audience's absurd sensibility. Through the 
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strategic implementation of dialogue, symbolism, repetition, and stage directions, Beckett 

skillfully immerses the audience in the existential themes and absurdity of human existence 

portrayed in the play. 

The dialogue, characterized by its circular and fragmented nature, reflects the futility of 

language in conveying meaning and accentuates the characters' sense of helplessness and absurd 

predicament. Symbolism, embodied by the elusive character of Godot and the barren tree, deepens 

the audience's understanding of the characters' futile search for meaning and the barrenness of 

their existence. 

Repetition, both in phrases and actions, reinforces the monotonous and cyclical nature of 

the characters' lives, intensifying the sense of absurdity. The precise and detailed stage directions, 

coupled with the minimalist set design, create an atmosphere of desolation and isolation, further 

enhancing the audience's immersion in the characters' existential plight. 

By analyzing and unraveling the implications of these literary devices, the appreciation 

for Beckett's mastery in crafting a play that evokes contemplation and challenges conventional 

notions of meaning and purpose deepens. The interplay of these devices serves to provoke the 

audience's existential awareness, inviting them to reflect on the inherent contradictions, 

uncertainties, and futilities of life. 

In essence, the examination of the literary devices used in Waiting for Godot reveals their 

integral role in shaping the audience's engagement and understanding of the absurdity portrayed 

on stage. The combination of dialogue, symbolism, repetition, and stage directions cohesively 

contributes to the play's ability to provoke thought, elicit emotions, and confront the audience 

with the enigmatic nature of human existence. 
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It is evident that Beckett's astute employment of literary devices in Waiting for Godot 

serves as a powerful tool in triggering the audience's absurd sensibility. These devices transcend 

mere storytelling and elevate the play to a thought-provoking exploration of the human condition. 

By delving into the implications of these devices, it unravels the intricate layers of meaning and 

deepens our understanding of the play's enduring impact. 

 

 

  



 

114 
 

 

 

 

 

 

      General conclusion 

 

 

 

 

 

 

 

 

 

 

 

 

As this  comprehensive inquiry comes to an end, it is safe to note that it has intricately 

examined and thoughtfully unraveled the interplay between Albert Camus's seminal work, The 

Myth of Sisyphus, and Samuel Beckett's monumental play, Waiting for Godot. Throughout the 
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study, profound insights and connections have been artfully uncovered, illuminating the profound 

philosophical underpinnings and nuanced literary elements that exist within the tapestry of these 

two works 

The introductory chapter laid a firm foundation, meticulously exploring the rich 

philosophical landscape of absurdist thought. It skillfully traced the historical origins of this 

profound movement, delving into the intellectual influences and formative events that contributed 

to its emergence. By providing this contextual backdrop, the chapter masterfully positioned this 

play within the broader realm of the theater of the absurd, showcasing its deep alignment with 

Camusian philosophical tenets. 

Building upon the solid groundwork laid in the introductory chapter, the subsequent 

chapter deftly explored the intertextuality between the two works. It embarked on a captivating 

journey, carefully analyzing the manifestations of the Camusian absurd within the fabric of 

Waiting for Godot and scrutinizing the characters' responses to their absurd predicament. The 

hypotheses presented throughout the study, with their thought-provoking propositions, were 

meticulously substantiated through profound analysis and a nuanced examination of the play's 

intricate nuances. 

The characters' contemplation of suicide, exemplified by Estragon's fleeting suggestion of 

hanging themselves from a tree, along with their relentless quest to derive meaning from their 

predicament, offer poignant glimpses into the existential struggles inherent in the Camusian 

concept of the absurd. Furthermore, the characters' coping mechanisms, such as artistic creation, 

dramatic performance, and the imposition of authority, demonstrate their ceaseless pursuit of 

purpose in a world inherently devoid of inherent meaning. While the characters of Vladimir, 
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Estragon, and Pozzo may initially seem to diverge from traditional rebellious responses to the 

absurd, the enigmatic character of Lucky emerges as a contrasting figure. His submissive 

acceptance of his absurd circumstances, epitomized in his mindless monologue and obedient 

servitude, can be interpreted as an act of rebellion within the parameters set by Camus. By 

embracing his predicament, Lucky becomes a beacon of resistance amidst existential turmoil, 

underscoring the notion that acceptance can be a potent form of defiance. 

The third chapter delved into the intricate role of language in Waiting for Godot and its 

profound contribution to the play's effectiveness in conveying its profound messages. It skillfully 

explored the strategic deployment of various literary elements and techniques, including dialogue, 

stage directions, imagery, and symbolism, to construct a multi-layered narrative. These artistic 

choices elevate the play to an allegorical representation of the human experience, engaging the 

audience in a profound exploration of existential questions and inviting them to reflect upon the 

enigmatic nature of existence. 

The findings of this study have not only confirmed the proposed hypotheses but have also 

deepened our comprehension of the intricacies of Waiting for Godot and its resonances with 

Camusian philosophy. The study underscores the play's remarkable embodiment of Camusian 

responses to the absurd and its contemplation of the inherent futility of human existence. By 

challenging traditional narrative structures and inviting introspection, the play compels audiences 

to confront the inescapable absurdity and inherent meaninglessness of life, fostering introspection 

and philosophical inquiry. 

The research adhered meticulously to the 9th edition of the MLA Handbook for Writers 

of Research Papers, ensuring meticulous citation and adherence to the required format. 
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In conclusion, this extensive research endeavor has not only successfully explored the 

profound intertextuality between Albert Camus's The Myth of Sisyphus and Samuel Beckett's 

Waiting for Godot, but has also unravelled a rich tapestry of connections and insights. The study's 

findings have deepened our appreciation for the philosophical depth of Waiting for Godot, the 

characters' responses to the absurd, and Beckett's masterful deployment of language. Through its 

timeless exploration of existential themes, the play stands as an enduring masterpiece of absurdist 

theater, captivating audiences and beckoning them to engage in profound introspection and 

contemplation of the mysteries of human existence. Waiting for Godot stands as a resounding 

testament to the enduring influence of Camusian philosophy on Beckett's remarkable literary 

craftsmanship, forever securing its place as an invaluable contribution to the realm of dramatic 

literature. 
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Summary  

This comprehensive research delves into the intricate nuances of Absurd philosophy, 

tracing its genesis, key proponents, and profound impact on the realm of literature. With a focused 

lens on Samuel Beckett's masterwork Waiting for Godot and Albert Camus' seminal essay The 

Myth of Sisyphus, the study meticulously unravels the intertextual relationship between these 

influential works. It unveils the profound influence of the Camusian Absurd on the creation of 

Waiting for Godot while conducting an erudite aesthetic analysis of the play. Remarkable parallels 

between the existential despair, cyclic repetition, and the inherent absurdity of human existence 

emerge, illuminating the profound interplay between these artistic expressions. By delving into 

these intertextual connections, the research illuminates the profound philosophical underpinnings 

of Absurdism and its timeless reverberations within the literary landscape. 

Resume 

Cette recherche approfondie explore les nuances complexes de la philosophie de 

l'Absurde, retraçant ses origines, ses principaux défenseurs et son impact profond sur le domaine 

de la littérature. Avec une attention particulière portée à l'œuvre magistrale de Samuel Beckett, 

En attendant Godot, et à l'essai phare d'Albert Camus, Le Mythe de Sisyphe, l'étude dévoile 

méticuleusement la relation intertextuelle entre ces œuvres influentes. Elle révèle l'influence 

profonde de l'Absurde camusien sur la création de En attendant Godot, tout en réalisant une 

analyse esthétique érudite de la pièce. Des parallèles remarquables émergent entre le désespoir 

existentiel, la répétition cyclique et l'absurdité inhérente de l'existence humaine, mettant en 

lumière l'interplay profond entre ces expressions artistiques. En explorant ces connexions 

intertextuelles, cette recherche illumine les fondements philosophiques profonds de l'absurdisme 

et ses résonances intemporelles dans le domaine littéraire. 
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 ملخص

تتقصى هذه الدراسة الشاملة جوانب الفلسفة العبثية، حيث تتتبع نشأتها وروادها وتأثيرها العميق على مجال الأدب. 

دقة ، تكشف الدراسة باسطورة سيزيفومقال ألبير كامو البارز  في انتظار جودو خلال التركيز على عمل سامويل بيكيتمن 

، ار جودوفي انتظ علاقة التشعب النصي بين هذه الأعمال المؤثرة. تكشف الدراسة عن التأثير العميق لعبثية كامو على إنشاء

هر هذه الدراسة العديد من التوازيات الملحوظة بين اليأس الوجودي والتكرار مع إجراء تحليل جمالي للعمل المسرحي. تظ

المتكرر والعبثية المتأصلة في وجود الإنسان، مما يسلط الضوء على التفاعل العميق بين هذه التعبيرات الفنية. من خلال استكشاف 

 ة للعبثية وتأثيرها الخالد على الساحة  الأدبية.هذه الروابط التشعبية، تلقي الدراسة الضوء على الأسس الفلسفية العميق


