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      Context

      
      Samuel Beckett's minimalist, bleak writings about alienation, death, and language made him one of the 20th-century's most
         influential playwrights, one of the founders of the Theatre of the Absurd, and a favorite of academic and avant- garde intellectuals
         alike. Beckett was born in Foxrock, Ireland, in 1906, lived an unhappy but uneventful childhood, and after he graduated from
         Trinity College, moved to Paris. There he became friends with fellow Irish expatriate James Joyce, and became the venerable
         author's personal assistant, taking dictation for Joyce's novel Finnegan's Wake, which was no simple task. The men's friendship was broken after Beckett rejected the advances of Joyce's schizophrenic daughter,
         Lucia. Beckett proclaimed he had no feelings that were human.
      

      
      During World War II, Beckett joined the French Resistance and fled from the Nazis; he hid in a village in Southern France
         with his girlfriend, Suzanne Dechevaux-Dumesnil, for over two years (he and Dechevaux-Dumesnil would marry in 1961). He wrote
         poetry and prose while in France, but it was not until his French-language theatrical masterpiece—Attendant en Godot—which he later translated into English as Waiting for Godot—was staged in Paris in 1953 that Beckett gained his own renown. The play was hailed for its stark portrayal of two tramps
         who wait endlessly on a deserted road for a man named Godot who never arrives. Beckett was also later recognized for his novel
         trilogy written in the late 40s and 50s: Molloy,Malone Dies, and The Unnamable.

      
      While Beckett considered himself separate from the French Existentialist playwrights, such as Jean-Paul Sartre and Eugène
         Ionesco, their shared themes and technical innovations united them under the umbrella "Theatre of the Absurd." Taken from
         an essay of French philosopher Albert Camus, the Absurdists believed that the world was beyond rational explanation, that
         the universe was chaotic, and that man had to commit himself to something important to make life meaningful. They employed
         new techniques to communicate their ideas; while the static, stripped action and dialogue of Beckett's plays may now seem
         like bad performance art, at the time they were revolutionary (and remain so, for many devotees). He focused especially on
         silences and the unspoken desires of humans, and the ways death dominates our thoughts.
      

      
      Endgame is considered, alongside Godot, Beckett's theatrical masterpiece. It was first performed in London on April 3, 1957, in French under the less catchy title
         Fin de partie; Beckett wrote much of his work in French, later translating it into English, under the assumption that writing in a foreign
         tongue would force linguistic discipline. He developed his work in Krapp's Last Tape (1958) and Happy Days (1961). He received the Nobel Prize for Literature in 1969, but refused to go to Switzerland to accept the award in person
         (it is also rumored that he gave the prize money to needy artists). He continued writing for the theater, as well as for radio
         and television, through the 60s and 70s, though he never regained the startling success he had with his early plays. He maintained
         a quiet life in Paris until his death, of respiratory problems, on December 22, 1989. His influence is far- reaching; his
         plays are still among the most-performed in the world, and actors as varied as Buster Keaton and Robin Williams have tackled
         his philosophical, comic roles. The name Samuel Beckett transcends mere ideas or theatrical schools; it stands for a cosmic
         and comic vision of pessimism and paralysis, despair and destiny, wanting and waiting.
      

      
   
      
      Plot Overview

      
      The setting is a bare interior with gray lighting. There are two small windows with drawn curtains, a door, and two ashbins
         covered by an old sheet. Hamm sits on an armchair with wheels, covered by an old sheet. Clov stares at Hamm, motionless. Clov
         staggers off-stage and returns with a stepladder and draws open the curtains for both windows. He removes the sheet from the
         ashbins and raises the lid of both and looks within. He removes Hamm's sheet. Hamm, in his dressing-gown, a whistle hanging
         around his neck, and a handkerchief over his face, appears to be asleep. Clov says, "It's finished." He says he'll go to his
         kitchen and wait for Hamm to whistle him. He leaves, then comes back, takes the ladders and carries it out. Hamm awakens and
         removes the handkerchief. He wears dark glasses.
      

      
      Hamm folds away his handkerchief. He questions whether anyone suffers as much as he does. He says "it's time it ended," but
         he "hesitate[s]" to end. He whistles and Clov enters. Hamm insults him and orders Clov to prepare him for bed. He asks what
         time it is, and Clov replies "Same as usual." Hamm asks if he has looked out the window, and Clov gives his report: "Zero."
         Hamm commands him to get him ready, but Clov doesn't move. Hamm threatens to hold back food from him, and Clov goes for Hamm's
         sheet. Hamm stops him and asks why Clov stays with him; Clov asks why Hamm keeps him. For Hamm, there's no one else; for Clov,
         nowhere else. Hamm accuses Clov of leaving him—Clov concedes that he's trying to do so—and that Clov doesn't love him. He
         asks why Clov doesn't kill him; Clov replies that he doesn't know the combination of the larder. From one of the ashbins,
         Nagg emerges in a nightcap. Nagg cries for his pap, but since there's none left, Hamm whistles for Clov to get a biscuit.
         Nagg complains, and Hamm directs Clov to close the lid on him. Clov says there's no more nature, and Hamm refutes this, arguing
         that their bodies and minds change. After some more debate, Hamm asks him what he does in his kitchen. Clov says he looks
         at the wall and sees his light dying.
      

      
      Nagg emerges from his bin, biscuit in mouth, and listens. Hamm tells Clov to leave, which Clov says he's "trying" to do and
         then does. Nagg knocks on the other bin, and Nell emerges. Nagg asks her to kiss him; they try but cannot reach, and Nell
         asks why they go through the "farce" every day. Their sight (and Nell's hearing) is failing. Hamm tells them to quiet down,
         and thinks about what he would dream of if only he could sleep. Nell rebukes Nagg for laughing at Hamm's misery. Nagg tells
         her a story about a tailor that has often made her laugh, especially the first time he told it to the day after they'd gotten
         engaged: a tailor keeps botching and delaying a customer's orders for trousers until the customer explodes and points out
         that God created the world in six days, while the tailor has taken three months for the trousers. The tailor tells him to
         compare the world with his beautiful trousers. Hamm calls for silence. Nagg disappears, and Hamm whistles for Clov and tells
         him to throw the bins into the sea. Clov checks Nell's pulse and says she has none. They discuss Hamm's painkiller medicine
         and Hamm's deceased former doctor. Hamm asks Clov to move him around on his chair and, as he can't see for himself, to hug
         the walls. Hamm directs Clov to return him back to his spot in the exact center.
      

      
      Hamm tells Clov to check outside with the telescope. Clov's report is "Zero." Clov asks why they go through the farce everyday,
         and Hamm answers that it is routine. Hamm wonders if he and Clov are beginning to "mean something"; Clov scoffs at this notion.
         Clov scratches a flea on his body. Hamm is astounded that there are still fleas, and begs Clov to kill it, as "humanity might
         start from there all over again!" Clov gets some insecticide and sprinkles it inside his pants. Hamm proposes that he and
         Clov leave for the South. Clov declines, and Hamm says he'll do it alone and tells Clov to build a raft. Clov says he'll start,
         but Hamm stops him and asks if it's time for his painkiller—it's not—and inquires about Clov's ailing body. Hamm asks why
         Clov doesn't "finish" them, but Clov says he couldn't do it, and will leave. Hamm asks him if he remembers when he came here,
         but Clov says he was too small. Hamm asks if Clov remembers his father—he doesn't—and says that he was a father to Clov.
      

      
      Before Clov can leave, Hamm asks Clov if his dog is ready. Clov returns with a three-legged toy dog, which he gives to Hamm.
         Hamm tells Clov to get him his gaff, and Clov wonders out loud why he never refuses his orders. He gets it for Hamm, who unsuccessfully
         tries to move his chair around with it. Hamm recollects a madman painter-engraver friend of his who thought the end of the
         world had come, seeing ashes instead of nature. Hamm asks how he'll know if Clov has left. Clov decides he'll set an alarm
         clock, and if it doesn't ring, it means he's dead. Hamm says it's time for his story, but Clov doesn't want to hear it. Hamm
         tells him to wake his father, and Clov looks into the ashbin of the sleeping Nagg.
      

      
      Clov reports that Nagg doesn't want to hear Hamm's story, and wants a sugarplum if he must listen. Hamm agrees, and Clov leaves.
         Hamm asks Nagg why he produced him, and Nagg says he didn't know that it would be Hamm. Hamm tells a story about how a beggarly
         man came crawling to him on Christmas Eve. The man revealed he had left behind a small boy in his distant home, alone, and
         wanted food for the boy. Hamm says he took the man into his service, and was asked if he would take the child, if he were
         still alive. Clov comes in and reports that there's a rat in the kitchen, and that he's exterminated half of it. Hamm says
         he'll finish it later, but now they'll pray to God in silence. They are all disappointed by the lack of a godly response,
         and Hamm believes God doesn't exist. Nagg remembers how Hamm would call him when he was scared as a child, and not his mother.
         He didn't listen to him, he says, but he hopes the day will come again when Hamm will depend on his father. He knocks on Nell's
         lid, but with no response he retreats into his bin and closes the lid.
      

      
      Hamm gropes for his dog. Clov hands it to Hamm, who soon after throws it away. Clov cleans up the room, as he loves order,
         but Hamm makes him stop. Before Clov can leave, Hamm tells him to stay and listen to his story; he repeats the last bit, and
         says he's too tired to finish it, or to make up another story. He tells Clov to see if Nell is dead; he looks into the bin
         and says it looks that way. Nagg hasn't died, but he's crying. Hamm asks Clov to push his chair under the window, as he wants
         to feel the light on his face. He says he feels sunshine, but Clov says it isn't really the sun. Clov pushes Hamm back to
         the center. Hamm twice calls for his father, and tells Clov to see if Nagg heard him. Clov investigates and says Nagg isn't
         crying anymore, but sucking his biscuit. Hamm asks Clov to kiss him on the forehead, or hold his hand, but Clov refuses. Hamm
         asks for his dog, and then rejects the idea, and Clov leaves, vowing that either he'll kill the rat or it'll die.
      

      
      Alone, Hamm takes out his handkerchief and spreads it before him. He considers finishing his story and starting another, or
         throwing himself on the floor, but he isn't able to push himself off his seat. He ruminates on his eventual death, and then
         whistles. Clov enters with the alarm clock. He reports that the rat got away from him. Clov says it's time for Hamm's painkiller,
         which relieves him until Clov reveals there's none left. Hamm tells him to look at the earth. Clov reminds him that after
         Mother Pegg asked Hamm for oil for her lamp, and he refused her, she died of darkness. Hamm feebly says he didn't have enough,
         but Clov refutes this. Clov wonders why he obeys Hamm, and Hamm answers that perhaps it's compassion.
      

      
      Clov finds the telescope. Hamm asks to be put in his coffin, but Clov says there is none left. Clov takes the telescope, goes
         up the stepladder, and sees a small boy out the window. He says he'll investigate with the gaff (a hook-like tool), presumably
         to kill off the "potential procreator," but Hamm says the boy will either die outside or come inside. He tells Clov that they've
         come to the end and he doesn't need him anymore, and asks him to leave him the gaff. Before Clov leaves, Hamm asks him to
         say something "from your heart." Clov repeats a few things "They said to me," and reflects on the pain of life.
      

      
      Hamm stops him before he leaves and thanks him for his services. Clov thanks him, and Hamm says that they are obliged to each
         other. He asks him to cover him with the sheet, but Clov has already left. He tries to move the chair with the gaff. Clov
         enters, outfitted for his journey. Hamm doesn't know he's there, and throws away the useless gaff. He resumes telling his
         story about the man and his child, repeating how the man wanted his child with him. Hamm recalls it was the moment he was
         waiting for. Hamm twice calls out "Father" and, not hearing anything, says, "We're coming." He discards his dog and his whistle.
         He calls out for Clov, but hears nothing. He takes out his handkerchief, unfolds it, and says "You�remain." He covers his
         face with the handkerchief and sits motionless.
      

      
   
      
      Character List

      
      
         Hamm - 
            Hamm is the protagonist of the play, though his unlikable demeanor at times makes him the antagonist to his servant, Clov.
            Blind, immobilized by old age in his wheeled chair, Hamm believes no one suffers more than he does. To him, there is no cure
            for being on earth, especially not in the dank hole where he also rules over his father, Nagg, and mother, Nell.
            
         

      

      
      
         Clov - 
            Clov is the other protagonist of the play, the servant to Hamm despite his own infirmity. He was taken in by Hamm as a child,
            and the play's tension pits Clov's desire to leave against his obligation to stay with Hamm (an obligation he questions many
            times). He performs various tasks for his master, such as wheeling him around and reporting on the landscape outside the windows.
            
         

      

      
      
         Nagg - 
            Nagg is Nell's husband and Hamm's father. Contained in an ashbin next to his similarly trapped wife, he emerges now and then
            to cry for food or to try unsuccessfully to kiss Nell and tell her the same story he always tells. At times he is childlike,
            barely verbal, but he can be profound and articulate.
            
         

      

      
      
         Nell - 
            Nell is Nagg's husband and Hamm's mother. She seems most resigned to their lives of routine, calling the daily attempt to
            kiss Nagg a "farce." Though her part is minimal, she seems to be the one reason Nagg keeps living and stands as the sole example
            of healthy love in the play.
            
         

      

      
   
      
      Analysis of Major Characters

      
      
         
         Hamm

         
         Hamm controls everyone in the play while having absolutely no control over himself or his environment. He bosses Clov around
            to no end and silences his parents, Nagg and Nell, whenever they talk for too long, but as for his own unrelenting misery
            and the gray, unchanging fallout around him, he is powerless. He is like the King in chess, the most powerful piece whom all
            others serve, but who is also the most vulnerable.
         

         
         Hamm's great fear is that existence is cyclical; that beginnings and endings are fused in the grand scheme of things and that
            life will spring up again. But contradictions confuse his desires. He is terrified of the flea and rat that Clov finds and
            wants to exterminate them in case "humanity might start from there all over again," but he also proposes that he and Clov
            go South to other "mammals." He wants to be left alone, but clings to Clov and does anything he can to pull him back into
            the room. Most confusingly, he believes that nature is changing, though all evidence indicates that it has "zero" change.
            Under his misanthropic exterior is a desperate neediness, a fear of being alone that has been with him ever since childhood
            (as Nagg tells it).
         

         
         Light, which is used as a symbol of hope and life, expresses many of the nuances of Hamm's personality. He is attracted to
            whatever light there is in the gray world, asking Clov to push him under the window so he can feel it on his face. But we
            also learn that he withheld light from someone named Mother Pegg, who died of darkness. Compounding this is Hamm's blindness;
            he has been cursed with darkness, and he wants others to share the same miserable fate. When he polishes his dark glasses,
            it is a futile routine of equal parts poignancy and resentment.
         

         
         Indeed, Hamm's routines are all futile. As in many of Beckett's plays, routines are what humans perform to convince themselves
            that death is not imminent, that each day is the same. Ironically, the empty, absurd practices only inch them closer to death.
            In the "endgame" of his life, Hamm is only partially reconciled to death—he wants it to come, but he admits that he "hesitate[s]"
            to "finish." The routines fill this middle ground, staving off death while drawing it ever closer. Hamm is attached to the
            middles of things, harboring a compulsive need to return to the middle of the room. Much of his routine day is spent bickering
            with Clov, whom he took in as a child years ago and to whom he became a surrogate father. Both men question why they put up
            with each other, and at one point Hamm suggests that Clov help him out of compassion. The real reason is that both are dependent
            on each other and afraid to leave and be alone, despite their constant threats (Beckett has compared their relationship to
            his own with his wife in the 1950s, when both were afraid to leave each other though they wanted to). The play takes a surprisingly
            moving turn at the end when both men sincerely thank each other for their services before Clov's departure, but after Clov
            has returned, unbeknownst to Hamm, we get the feeling that they will be back at square one tomorrow.
         

         
      

      
      
         
         Clov

         
         Clov is the submissive Knight to Hamm's King; he staggers around erratically, performing errands and letting Hamm virtually
            ride him (Hamm pushes him around on his chair). Nevertheless, he stands up for himself at times, even going so far as to hit
            Hamm with his toy dog. He is less hostile than Hamm, but he harbors a deeper sadness. While Hamm never had anything, it seems,
            Clov seems to have lost something dear to him; the story Hamm tells about the beggar and his child may be a reference to Clov's
            father and Clov (Beckett was ambiguous about this in conversation). No matter what the situation, it is irrefutable that at
            some point Hamm took Clov in and became a father figure to him. While Clov wonders repeatedly why he stays with Hamm, his
            lifelong sense of obligation is one apparent reason out of a possible three. He shares another major reason with Hamm; both
            men are afraid to be alone, despite their constant declarations otherwise. The final reason, which Hamm offers at the end,
            is that Clov has compassion. Though Clov shatters the illusion that mercy is one of life's consolations in his final monologue,
            it may indeed be that from the wasteland of their post-apocalyptic endgame he has retained some humanity.
         

         
         Clov's other main similarity to Hamm is his fear that existence is cyclical; he kills (or tries to kill) the flea and rat,
            potential regenerators, and he wants to kill the boy at the end, the "potential procreator." He opens the play by announcing,
            "it's finished," and brings up a question that underscores the play's ideas of repetition: when does an accumulation of distinct
            grains become a heap? In Clov's view, since each grain is always a distinct grain, then what we call a heap is really an "impossible
            heap," since it is made up of those distinct grains. In the same vein, a life is not really a life, but a sequence of moments—until,
            of course, death closes off those moments and the moments can be viewed as a single unit. For Clov, these moments are simply
            repetitive, part of a repetitive existence, and finality is impossible—he laughs at Hamm's suggestion that they are beginning
            to make meaning in their world since a repetitive, cyclical world is in a constant state of flux and conclusion is unattainable.
            This lack of finality and the fusion of beginnings and endings is the ultimate reason for his inability to leave Hamm at the
            end of the play: he cannot leave, for leaving would imply that there is such a thing as ending one's tenure in one place and
            beginning a new one elsewhere.
         

         
      

      
   
      
      Themes, Motifs, and Symbols

      
      
      Themes

      
      
      Cyclical, Repetitive Nature of Beginnings and Endings

      
      Endgame's opening lines repeat the word "finished," and the rest of the play hammers away at the idea that beginnings and endings
         are intertwined, that existence is cyclical. Whether it is the story about the tailor, which juxtaposes its conceit of creation
         with never-ending delays, Hamm and Clov's killing the flea from which humanity may be reborn, or the numerous references to
         Christ, whose death gave birth to a new religion, death-related endings in the play are one and the same with beginnings.
         While Hamm and Clov are in the "endgame" of their ancient lives, with death lurking around the corner, they are also stuck
         in a perpetual loop that never allows final closure—Hamm claims he wants to be "finished," but admits that he "hesitate[s]"
         to do so. Just as death cannot arrive to seal off life, neither can Hamm or Clov escape to close the book on one existence
         and open another—note Clov's frequent failed attempts to leave the room (and his final return after vowing to leave) and Hamm's
         insistence on returning to the center of the room. Nell's death may be an aberration in a play where death seems impossible,
         but since she is the one character who recognizes the absurdity of the situation, perhaps she is rewarded by dying.
      

      
      Several of Beckett's dramatic designs elucidate this notion of a circular existence. As mentioned above, Hamm has a compulsive
         need to return to the exact center of the room after Clov takes him on chair-rides. His oblique comments about the environment—beyond
         the hollow wall in their hole is the "other hell"—suggest an allusion to Dante's Inferno, another work that used images of circularity. And just as Dante's infernal images emphasize the eternal misery of its inhabitants,
         Beckett's characters are stuck in eternally static routines. They go through the "farce" of routine actions, as they call
         it, because there is nothing else to do while they wait for death. Even the environment around them is static; everything
         outside is "zero," as Clov reports, and the light, too, is forever gray, stranded between light and dark.
      

      
      Beckett also makes use of repetitions to underscore the cyclical stasis in Endgame. The play systematically repeats minute movements, from how many knocks Hamm makes on a wall and how many Nagg makes on Nell's
         ashbin to how many steps Clov takes. The repetitions prohibit the discernment of meaning, since there is never a final product
         to scrutinize. At the start of the play, Clov questions when individual grains become a "heap." In his view, the heap is "impossible";
         any single grain is not a heap, and a "heap" is just an accumulation of single grains. When Hamm later considers how individual
         moments make up a life, the analogy should hold—it is an "impossible" life, consisting not of a life but of discrete moments,
         until death terminates it. At one point, Hamm excitedly believes he is "beginning" to make some meaning out of the environment,
         but he will keep beginning to make sense of it and never finalize the meaning.
      

      
      
      
      Emptiness and Loneliness

      
      The constant tension in Endgame is whether Clov will leave Hamm or not. He threatens to and does sometimes, but he is never able to make a clean break. Likewise,
         Hamm continually tells Clov to leave him alone but pulls him back before an exit is possible. Both wonder out loud why they
         stay with each other, but both men give reasons in long monologues for why they put up with each other: their empty lives
         are filled only with unyielding pain, and none of life's typical consolations help them—there is no cure for being on earth,
         as Hamm often says. One of the unspoken themes in the play is that having someone else around, even an irritant, helps assuage
         that pain. But Hamm and Clov's unwillingness to face this pain alone somehow makes the pain greater, and their complementary,
         dominant-submissive pairing (a staple of Beckett's plays) highlights their numbing dependency. Beckett has compared Hamm and
         Clov's tense co-dependency to his own relationship with his wife in the 1950s; both wanted to leave the other, but were afraid
         to. Nagg and Nell have a happier marriage in part because Nell, at least, is willing to accept that they cannot rely on each
         other (she calls their futile kissing routine a "farce") and must exist in their separate ashbins.
      

      
      
      
      Theatre of the Absurd

      
      Beckett was one of the lynchpins behind the French theatrical movement called the Theatre of the Absurd. The Absurdists took
         a page from Existentialist philosophy, believing that life was absurd, beyond human rationality, meaningless, a sentiment
         to which Endgame subscribes, with its conception of circularity and non-meaning. Beckett's own brand of Absurdism melds tragedy and comedy
         in new ways; Winnie gives a good definition of his tragicomedy when she says, "Nothing is funnier than unhappiness" (Beckett
         believes this was the most important line of the play). Self-conscious form in the theater was another feature of Absurdism,
         and there's no shortage in Endgame, from Clov's turning the telescope on the audience to Hamm's showy references to his own acting. But Beckett's self-consciousness
         is not merely for laughs. Just as the characters cannot escape the room or themselves, trapped in self-conscious cages, neither
         can the audience escape their lives for a night of theatrical diversion.
      

      
      
      
      
      Motifs

      
      
      Chess

      
      The "endgame" of chess is the series of moves at the end of the game, one whose outcome is usually decided before the formality
         of the endgame occurs. Beckett was a chess player and, in Endgame, parallels the chess conceit to the endgame of life, in which death is the inevitable outcome. The characters—or players—enact
         repetitive rituals that are part of their endgame. Like a losing player who strains through the final moves even though his
         demise is imminent, the characters make routines out of their lives and do whatever it takes to get through one more day,
         even though the game has lost whatever appeal it may have once had. Beckett constructs the chess motif with movements on stage.
         Hamm, who sometimes utters the cryptic line, "Me to play," is the King, the most powerful and yet the most vulnerable piece
         on the board. His movement is restricted, and he relies on Clov for protection in the center. Clov might be considered the
         Queen, as he can move better than anyone else, but his erratic, staggering gait is better suited to the L-shaped movement
         of the Knight. At one point Hamm alludes to Shakespeare's equine-bartering Richard III when he declares "My kingdom for a night-man!" Since the night-man replaces Shakespeare's horse the allusive pun recalls
         a chess piece's capture. Night-man (knight) takes knight. Nagg and Nell are relatively valueless Pawns, appearing only when
         the King allows it. Nell's death hardly disturbs him. The chess motif amplifies Beckett's vision of a repetitive, cyclical
         universe: the play ends with a stalemate, a game no one has won that will be played again tomorrow.
      

      
      
      
      
      Symbols

      
      
      Light and Darkness

      
      As is often the case in literature, light connotes life and death connotes darkness. Clov says he watches his light dying
         in his kitchen; the unseen character Mother Pegg died of light-deprivation. Beckett's revises this somewhat clichéd trope
         by making his Seasonal Affective Disordered (SAD) world gray. In this medium shade, the characters hold out minimal hope for
         life while despairing under death's shade. Hamm's blindness is another gray lampshade. He says he can feel the light on his
         face, and he cleans his glasses as if they were useful to him. His blindness also lends an extra level of selfishness to his
         refusal to give Mother Pegg his light.
      

      
      
      
      Youth

      
      The two young boys mentioned in the play—the boy in Hamm's story about the beggar and the boy at the end of the play—function
         as symbols of regeneration. Hamm's story takes place on Christmas Eve, giving the sense that the boy, who may or may not be
         Clov (Beckett was ambiguous about this in conversation), is a Christ-figure. In fact, Clov's opening words echo Jesus's last
         words. At any rate, Hamm's story contrasts the withering state of the boy's beggarly father and the boy's youthful blooming.
         The boy at the end of the play is a more explicit symbol of regeneration—Clov calls him a "potential procreator." Hamm, of
         course, was also once a boy, the son of Nagg, but the Biblical Ham was the son of Noah. While Noah and his ark is a story
         of regeneration, Hamm's is one of sterility, and youth is further evidence that existence is cyclical and that Hamm will live
         forever in static misery.
      

      
      
      
   
      

      
      Beginning–Nagg's appearance

      
      
      Summary

      
      The setting is a bare interior with gray lighting. There are two small windows with drawn curtains, a door, and two ashbins
         covered by an old sheet. Hamm sits on an armchair with wheels, covered by an old sheet. Clov stares at Hamm, motionless. They
         stay like this for a moment, then Clov, with a bowed head, surveys the room—he looks at Hamm, then out the window facing the
         sea, then out the one facing land. He staggers off-stage and returns with a stepladder, which he sets under the sea window.
         He climbs it, draws open the curtains, looks out, and laughs briefly. He repeats this for the land window. He removes the
         sheet from the ashbins, raises the lid of one and looks within, briefly laughs, and closes the lid. He repeats this for the
         other bin. Trailing the sheet, he walks to Hamm and removes his sheet. Hamm, in his dressing gown, a whistle hanging around
         his neck, and a handkerchief over his face, appears to be asleep. Clov returns to his original spot and turns to the audience.
         Clov says "Finished, it's finished, nearly finished, it must be nearly finished Grain upon grain, one by one, and one day,
         suddenly, there's a heap, a little heap, the impossible heap." He says he'll go to his kitchen and wait for Hamm to whistle
         him. He leaves, then comes back, takes the ladder and carries it out. Hamm awakens and removes the handkerchief. He wears
         dark glasses.
      

      
      Hamm removes and then replaces his glasses and folds away his handkerchief. He questions whether anyone—his parents, his dog—suffers
         as much as he does. He calls for Clov, but gets no response and believes he's alone. He says "it's time it ended," but he
         "hesitate[s]" to end. He whistles and Clov enters. Hamm insults him and orders Clov to prepare him for bed. Clov argues that
         he just woke Hamm up. Hamm asks if Clov has ever looked at his eyes while he sleeps—Clov hasn't—as they've turned white. He
         asks what time it is, and Clov replies "Same as usual." Hamm asks if he has looked out the window, and Clov gives his report:
         "Zero." Hamm asks Clov if he's had enough of "this thing." Clov says he always had, and Hamm agrees.
      

      
      Clov laments their life of the same, repetitive questions and answers. Hamm commands him to get him ready, but Clov doesn't
         move. Hamm threatens to hold back food from him, and Clov goes for Hamm's sheet. Hamm stops him and asks why Clov stays with
         him; Clov asks why Hamm keeps him. For Hamm, there's no one else; and for Clov, nowhere else. Hamm accuses Clov of leaving
         him—Clov concedes that he's trying to do so—and that Clov doesn't love him. When Clov says he doesn't, Hamm says he did once,
         which Clov admits to. Hamm asks if he's made Clov suffer too much, a sentiment Clov finally supports, to Hamm's relief. Hamm
         asks for forgiveness, and inquires about Clov's bad health. He tells him to move around and come back. He asks why Clov doesn't
         kill him; Clov replies that he doesn't know the combination of the larder.
      

      
      
      
      Analysis

      
      Two designs should be apparent with Beckett's set. The bare-bones construction recalls a skull, with the two windows as eyes,
         the two ashbins as nostrils, and Hamm's central position as the mouth. The constant visual reminder is of death, and the second
         design feature also heralds death in subtler ways. Endgame is named for the series of moves that constitute the end of a chess game. The outcome is usually inevitable; the memorized
         moves are a mere formality for experienced chess players, and the player with the advantage coming into the endgame will almost
         always win. Beckett, a chess player himself, draws a parallel to the endgame of life, in which death is the inevitable outcome.
         The characters—or players—enact repetitive rituals that are part of their endgame. Repetitions are the basis of much of Beckett's
         dramatic work, exposing the ways we while away time before death (Waiting for Godot repeats most of its first act in its second act), but Endgame expands the playwright's view of repetitions.
      

      
      The first use of repetitions, as in Godot and Beckett's short play Happy Days, is to show dependency between complementary figures, either human or inanimate. The set is filled with doubled props—the
         windows to land and sea, the ashbins, and the sheets. Hamm and Clov are the most obvious pair; Hamm is incapacitated but holds
         sway over Clov, who can perform simple functions. The underlying tension in the play is whether the submissive Clov will leave
         the dominant Hamm, but their co-dependency makes this possibility seem unlikely. The dominant-submissive couples in Beckett's
         other work—Vladimir and Estragon in Godot, Winnie and Willie in Happy Days—exhibit similar co-dependencies, and Beckett has described Hamm's and Clov's tension as analogous to his experiences with
         his wife in the 1950s, when both wanted to leave each other but felt they couldn't.
      

      
      The more philosophical use of the repetitions is to demonstrate the stasis in the world of Endgame. While repetitions performed the same purpose in Beckett's earlier work, here he refines his ideas through the conflation
         of beginnings and endings; the opening words of the play are Clov's announcement that it's finished. Jesus's last words are
         also "It is finished," also delivered with a bowed head (John 19:30), and his death marked a momentous fusion of ending and
         beginning, the end of his life with the birth of Christianity. The major theme of Endgame is that life is a circular existence without a specific beginning or ending, and as such creates a sense of repetitive stasis.
         Clov's definition of the "impossible heap" couches this idea in paradoxical terms. Since one grain is not a heap, when does
         an accumulation of distinct grains become a single heap? While it will at some point be informally considered a heap, the
         mass of grains will always be composed of individual grains. It is, therefore, an "impossible" heap. The grains keep repeating,
         growing larger, but never become a final heap, and in the same way, an existence consisting of individual moments will never
         become a final "life." This lack of closure is why Clov keeps amending his initial definition of "finished" to "it is finished"
         to "nearly finished" to "it must be nearly finished"—nothing is ever truly finished until death says so. Our repetitive actions,
         then, cycle around and become static, just as the "Same as usual"-world of "Zero" change is.
      

      
      
   
      
      Nagg's appearance–chair ride

      
      
      Summary

      
      From one of the ashbins, Nagg emerges in a nightcap. Clov exits to his kitchen. Nagg repeats "Me pap!" over and over. Hamm
         whistles Clov in and commands him to give Nagg his pap. There's no more left, so Hamm orders a biscuit, and Clov departs and
         brings one back to Nagg. Nagg complains, and Hamm directs Clov to close the lid on him and then sit on it. Clov reminds him
         he can't sit, and Hamm reflects on how he can't stand. Clov says there's no more nature, and Hamm refutes this, arguing that
         their bodies and minds change. After some more debate, Hamm asks him what he does in his kitchen. Clov says he looks at the
         wall and sees his light dying. Hamm mocks this, and then apologizes when Clov reprimands him. Nagg emerges from his bin, biscuit
         in mouth, and listens. Hamm asks Clov if his seeds have sprouted yet. They haven't, Clov responds, and never will. Hamm reflects
         that the end of the day is always depressing and like all others. Hamm tells Clov to leave, which Clov says he's "trying"
         to do, then does.
      

      
      Nagg knocks on the other bin, and Nell emerges. Nagg asks her to kiss, but she says they can't. They try but cannot reach,
         and Nell asks why they go through the "farce" every day. Their sight (and Nell's hearing) failing, they both can hardly see
         each other. They laugh over a series of memories, though with less vigor on each remembrance. They're both cold, and Nagg
         suggests they go in, but neither does for fear of being alone. Nell asks if "he" has changed Nagg's sawdust. Nagg corrects
         her; it's sand, though it was once sawdust. Neither his nor Nagg's has been changed. Nagg offers her the remainder of his
         biscuit, but she doesn't take it. Hamm tells them to quiet down, and thinks about what he would dream of could he sleep. He
         blurts out "a heart, in my head," and Nagg laughs at this, out of earshot. Nell rebukes him for laughing at misery. Even though
         "Nothing is funnier than unhappiness," she says that after a while one stops laughing at it, as if it were a once-funny anecdote
         that has lost its punch. Nell wants to leave, while Nagg wants her to scratch his back, as she did yesterday, but she can't.
         Nagg wants to tell her a story about a tailor that has often made her laugh, especially the first time he told it to the day
         after they'd gotten engaged. Nell attributes her laughter to her happiness that day, but Nagg believes it was solely due to
         his story. He tells the story, switching between the voices of a narrator, tailor, and customer: a tailor keeps botching and
         delaying the customer's orders for a pair of trousers until the customer explodes and points out that God created the world
         in six days, while he has taken three months for the trousers. The tailor tells him, with disgust, to "look at the world,"
         and then, lovingly, to "look at my TROUSERS." Nell is motionless, and Nagg lets out two forced laughs until Hamm calls for
         silence.
      

      
      Nagg disappears, and Hamm whistles for Clov and tells him to throw the bins into the sea. Nell says a few things that Clov
         takes for nonsense as he approaches her. He checks her pulse and says she has none. Hamm tells him to screw down the lids,
         but before Clov can leave to perform the task, Hamm says "Time enough." Hamm says he'd like to pee, but before Clov can get
         the catheter, he again says "Time enough." They discuss Hamm's painkiller medicine and Hamm's deceased former doctor. Hamm
         asks Clov to move him around on his chair and, as he can't see for himself, to hug the walls. He tells him to stop, and then
         twice strikes the hollow wall, beyond which is the "other hell." Hamm directs Clov to return him back to his spot in the exact
         center. After Clov makes several adjustments of the chair, he declares that if he could kill Hamm, he'd die happy.
      

      
      
      
      Analysis

      
      Hamm's unyielding misery stems from his contradictory impulses towards humans and change. He claims he wants others, especially
         Clov, to leave him alone or be silent, but he's always worried he's alone or that Clov can't hear him. Just as he has said
         he "hesitate[s]" to end life, he hesitates to drive out others and live in solitude, as when he says "Time enough" to Clov.
         He wants to believe that their minds and bodies are changing, but he fears any change and has a compulsive need to be in the
         exact center of the room. He is much like the King in chess; the most powerful piece on the board, he is also the most vulnerable,
         with limited mobility. The analogy works for the other characters. Clov might be considered the Queen, as he is Hamm's constant
         companion, but a more precise position for him is the Knight. His movement is irregular (he even travels vertically up the
         stairs), and Hamm virtually rides him when Clov pushes his chair around, as a horse would exert effort to transport a rider.
         Nagg and Nell are the Pawns, able to emerge from their bins only at the King's bidding.
      

      
      Hamm also resembles a hammer, one of his name's several allusions. He drives the action from a distance while the others,
         like nails, move in and out of their positions. His striking the wall clarifies this image (repeating Nagg's double strike
         of Nell's ashbin), as do his instructions for Clov to screw down the lids to the ashbin. Another meaning behind his name is
         that of a "ham" actor (an aggressive, attention-getting actor). When Nagg tells his story and switches between three voices,
         it is a reminder that Hamm is the foremost actor, a virtual narrator who directs the three characters around him. Just as
         Hamm's life is one of delays and hatred for the world around him, Nagg's story is about delays and disappointment over natural
         creation.
      

      
      Beckett also provides a good definition of his brand of absurd comedy when Nell says, "Nothing is funnier than unhappiness."
         Mining laughter from misery is Beckett's theatrical goal. He does this not to alleviate the misery, but to expose the absurdity
         of man's condition. Another staple of Beckett's work are his frequent pauses, which speak volumes about his characters' alienation
         and their gradual, silent approach to death.
      

      
      
   
      
      Chair Ride–Nagg Wakes Up

      
      
      Summary

      
      Hamm tells Clov to check the earth outside the window with the "glass" (the telescope). After making two trips for the stepladder
         and telescope, and viewing the audience, Clov checks and reports: "Zero." Hamm reflects, "Nothing stirs." Clov looks into
         the ocean and sees that the lighthouse is now completely sunken, the horizon is barren of gulls, and the waves are still.
         The sun is "zero," even though it is not yet night, and gray light blankets everything. Clov asks why they go through the
         farce everyday, and Hamm answers that it is routine. He then says that he saw a sore inside his breast last night. Clov thinks
         it was his heart, but Hamm insists it was "living." Hamm then wonders if he and Clov are beginning to "mean something"; Clov
         scoffs at this notion. Hamm is taken with the idea, and imagines that if someone observed them for long enough he might get
         ideas, and that they, too, might be verging on something meaningful. He is interrupted when Clov scratches a flea on his body.
         Hamm is astounded that there are still fleas, and begs Clov to kill it, as "humanity might start from there all over again!"
         Clov goes and gets some insecticide, which he sprinkles inside his pants. He thinks he has gotten the flea, although he and
         Hamm debate the verbs "laying" and "lying."
      

      
      Hamm pees, then zealously proposes that he and Clov leave for the South, "to other mammals!" Clov declines, and Hamm says
         he'll do it alone and tells Clov to build a raft. Clov says he'll start, but Hamm stops him and asks if it's time for his
         painkiller—it's not—and inquires about Clov's ailing body. Hamm reminds Clov that one day he'll be blind, like he is, and
         that he'll be alone, surrounded by infinite emptiness. Clov says it's not a certainty, and asks if they all want him to leave.
         Hamm says yes, and Clov says he'll leave. Hamm says Clov can't leave them, so Clov says he won't. Hamm asks why Clov doesn't
         "finish" them—he'll give him the combination to the larder—but Clov says he couldn't do it, and will leave.
      

      
      Hamm asks him if he remembers when he came here, but Clov says he was too small. Hamm asks if Clov remembers his father, but
         Clov doesn't remember for the same reason, and says Hamm has asked him these questions millions of times. Hamm says that he
         was a father to Clov, and his house was a home for him—statements that Clov agrees with—but that he himself had no father,
         no home. Before Clov can leave, Hamm stops him again and says that there may be greenery beyond the hole they're in, and asks
         Clov if his dog is ready. Clov returns with a three-legged toy dog, which he gives to Hamm. Hamm wants Clov to see if the
         dog can stand, but he can't. Clov says he is and holds it upright so Hamm can pet it. Before Clov can go, Hamm asks if he
         has had his "visions," and they discuss an old woman named Mother Pegg. Hamm tells Clov to get him his gaff (a large iron
         hook), and Clov wonders out loud why he never refuses his orders. He gets it for Hamm, who unsuccessfully tries to move his
         chair around with it.
      

      
      After they fight about Clov's retrieving the oilcan for the chair's wheels, Hamm recollects a madman painter-engraver friend
         of his who thought the end of the world had come, seeing ashes instead of nature, and that "He alone had been spared." Clov
         asks when that was, and Hamm says a long time ago. Hamm asks how he'll know if Clov has left. Clov says if he whistles and
         he doesn't come, then he's left. Hamm is not convinced—Clov might just be dead in his kitchen. He orders Clov to come up with
         an idea, and after some pacing on his bad legs, Clov decides he'll set his alarm clock, and if it doesn't ring, it means he's
         dead. He retrieves the clock and tests the alarm. Hamm says it's time for his story, but Clov doesn't want to hear it. Hamm
         tells him to wake his father, and Clov looks into the ashbin of the sleeping Nagg.
      

      
      
      
      Analysis

      
      While it is purposely unclear exactly what has happened in Hamm's vacant world, it is obvious that not only is he living in
         his own personal endgame, but in some kind of physical "endgame," a post-apocalyptic landscape in which he and the others
         are the sole inhabitants—everyone else has been "finished," to use his vocabulary for death (in fact, his frequent references
         to his home as a "shelter" evokes a postwar shield from nuclear radiation). His misanthropy is so great that he fears the
         rebirth of humanity, evidenced by his anxiety over the flea. This anxiety takes off from an idea explored at the start of
         the play, that existence is cyclical—that the ending is the beginning is the ending. When Hamm suggests they leave, it is
         a futile effort; in this cyclical world, there can be no such things as "leaving" or "arriving," as one always ends up back
         in the same place—note Clov's frustrating inability to leave the room in this section (no wonder he prefers the sound at the
         end of the alarm, while Hamm likes the middle).
      

      
      Ham was the son of Noah in the Bible, and Noah's story, of course, is one of regeneration, of an ending that yields to a beginning.
         The allusion is ironic, and Hamm's father in Endgame, we learn, is Nagg; Hamm is a surrogate father to Clov, so the three generations are all infirm, near the end of their lives,
         and no new beginnings will issue from them. Whatever path Hamm's life takes, it will be less of an arc and more of a circle;
         and since even a dot is a circle, then his static position in the center of his room can itself be considered a cyclical journey.
         Healthier, in Hamm's opinion, is to be like his engraver friend (whom some critics compare to English Romantic poet William
         Blake) and see everything as already finished. At least the engraver can make some meaning out of the world, as he works with
         a finished product; in Hamm's circular existence, he never has the closure necessary to make a final statement. This is why
         he feels it is "beginning" to mean something; each day he starts to see significance, but because of the endless repetitions, he can never finish ascribing meaning. Clov's definition of routine as a "farce" (something Nell also says) makes it evident that, in Beckett's
         view, only absurdity can result from repetition, not significance.
      

      
      There are several allusions to Dante's Inferno which solidify the idea of circularity. They're in a hole, and Hamm has previously mentioned the "other hell" beyond the
         wall. The Inferno also worked on a circular system; its nine descending circles of Hell promoted the idea that those inside
         would be doomed to repeat their misery for all eternity, and the whole work was based on motifs of halves, of being stuck
         in the middle of something. The light in Endgame has a similar purpose; neither light nor dark, it is gray, a medium shade without a definite beginning or end. It also underlines
         Clov's difficult position between staying and leaving. Light seems to be a symbol of hope to him (he stares at his light dying
         in his kitchen, and he is dismayed when he sees the lighthouse is completely sunken), but since it is half-light, he retains
         only enough hope to desire leaving and not enough to make himself leave.
      

      
      
   
      
      Nagg Wakes Up–Hamm's Monologue

      
      
      Summary

      
      Clov listens to something Nagg says. He reports that Nagg doesn't want to listen to Hamm's story, and wants a sugarplum if
         he has to listen to it. Hamm agrees, and Clov leaves. Hamm asks Nagg why he produced him, and Nagg says he didn't know that
         it would be Hamm. Hamm promises to give him the sugarplum after his story. He commences telling it after ruminating on his
         ill health. In a narrative tone, he relates how a pale, thin man came crawling to the narrator (called Hamm hereafter). He
         stops the story, comments on how he's done that bit, and continues: it was Christmas Eve, and he asked the man why he came
         his way. The man said for Hamm not to look at him. Hamm persisted, and the man revealed he had left behind a small boy in
         his distant home, alone. He wanted food for the boy, but Hamm argued that food did little good—there's no cure for being on
         earth. Eventually, Hamm says, he took the man into his service, and "in the end" was asked if he would take the child, if
         he were still alive. Hamm says he's near the end of the story, unless he brings in other characters—but he wouldn't know where
         to find them.
      

      
      Hamm whistles, and Clov comes in. Nagg cries for his sugarplum. Clov reports that there's a rat in the kitchen, and that's
         he's exterminated half of it. Hamm says he'll finish it later, but now they'll pray to God. Nagg begins reciting the prayer,
         but Hamm cuts him off and insists they do it in silence. They pray silently, and then Hamm asks "Well?" They are all disappointed
         by the lack of a godly response, and Hamm believes God doesn't exist. After Nagg asks for his sugarplum and Hamm tells him
         there are none, Nagg discusses his role as Hamm's father. He remembers Hamm would call him when he was scared as a child,
         and not his mother. He didn't listen to him, he says, but he hopes the day will come again when Hamm will depend on his father's
         listening to him, and on his father's talking to him. He knocks on Nell's lid and yells to her but, with no response, retreats
         into his bin and closes the lid.
      

      
      Hamm gropes for his dog and, not finding it, believes it has gone away, a theory Clov finds impossible, as it's a fake dog.
         After more groping, Clov hands the dog to Hamm, who soon after throws it away. Clov cleans up the room, as he loves order,
         but Hamm makes him stop. Before Clov can leave, Hamm tells him to stay and listen to his story, as he's "got on with" it.
         He resumes telling it, often stopping for asides with Clov: he gave the man a job as gardener, and the man asked if he could
         take his boy with him. Hamm says that's where he got up to, but now he's too tired to finish it, or make up another story.
         He tells Clov to see if Nell is dead; he looks into the bin and says it looks that way. Nagg hasn't died, but he's crying.
      

      
      Hamm asks Clov to push his chair under the window, as he wants to feel the light on his face. Clov does so, and Hamm asks
         if it's light; Clov says it is. Since it's the earth window, Hamm says there's no light and orders Clov to push him to the
         other one. He says he feels sunshine, but Clov says it isn't. Hamm orders Clov to open the window, as he wants to hear the
         sea, but Clov says it won't matter. After Hamm insists, Clov pretends to open it. After Hamm remarks on the calmness of the
         sea, he asks Clov to close the window (he pretends to do so again). Clov pushes Hamm back to the center. Hamm twice calls
         for his father, and tells Clov to see if Nagg heard him. Clov investigates and says Nagg did, once only. He says Nagg isn't
         crying anymore, but sucking his biscuit. Hamm asks Clov to kiss him on the forehead, or hold his hand, but Clov refuses. Hamm
         asks for his dog, and then rejects the idea, and Clov leaves, vowing that either he'll kill the rat or it'll die.
      

      
      
      
      Analysis

      
      Creation is further lambasted in this section; Hamm didn't want to be born and Nagg didn't want to have him. Still, Nagg recognizes
         that despite the disappointment and randomness of creation (he points out that if he weren't Hamm's father, someone else would
         be), there exists a deep bond between parent and child. It may seem anomalous for Beckett to wax sentimental about familial
         affections, but in this case the stress is less on Hamm the child's love for his father and more on his fear of solitude and
         dependency. The theme is paralleled in the story Hamm tells. While the detached narrator is a stand-in for Hamm, and Clov
         may be the young child, Nagg's recollection of Hamm as a scared, lonely child means that Hamm may be projecting himself as
         the abandoned child in the story, left behind by his father. Tellingly, Hamm never relates the story from the child's point
         of view, since this one is all too painful for him.
      

      
      Hamm again hams it up in the story, performing in four distinct voices: his own, the narrative, himself as the narrator, and
         the beggar. There are also four numbers related to the weather in the story, and their order—0–50–100–0—revolves in circular
         form back to the beginning. The story's combination of endings (the father's imminent death) and beginnings (Hamm's taking
         in the child), along with its Christmas Eve setting, associates it with the modern era's most important ending and beginning,
         Christ's birth. Another fusion of ending and beginning is Clov's desire for an ordered universe to be "A world where all would
         be silent and still and each things in its last place." He dislikes entropy, the tendency of things to become disordered but,
         in fact, a perfectly disordered universe would have equal distribution of energy and motion would cease—exactly as it would
         in Clov's vision of a perfectly ordered universe.
      

      
      Hamm's attachment to light—something he scoffed at previously, when Clov said he watched his light dying in the kitchen—shows
         his slight optimism, as light is a source of hope and life in the play. But Clov wants to deprive him of it (and other things,
         such as his dog), for reasons not yet fully known, except for their otherwise tense relationship.
      

      
      
   
      
      From Hamm's monologue–end

      
      
      Summary

      
      Alone, Hamm takes out his handkerchief and spreads it before him. He speaks about weeping so as not to laugh, and about grieving.
         He folds the handkerchief and pockets it. He thinks about all the people he might have saved, but then remembers that there
         is no cure for being on earth. He angrily thinks about humans, then about his current situation, devoid of even a real dog.
         He considers finishing his story and starting another, or throwing himself on the floor, but he isn't able to push himself
         off his seat. He thinks about how "It will be the end" and he'll have wondered what provoked it and why it took so long. He'll
         be alone in his silent and still shelter. He'll have called his father and his son. He ruminates more on his eventual death,
         then whistles.
      

      
      Clov enters with the alarm clock. Hamm is surprised he's not gone or done, though Clov says he has gone, in spirit. He reports
         that the rat got away from him. Clov says it's time for Hamm's painkiller, which relieves him until Clov reveals there's none
         left. Clov puts the alarm clock down, and hums, though Hamm tells him to stop and to look at the earth. Clov looks out the
         window with the ladder, and sees water everywhere. Confused, since it hasn't rained, he realizes he's been looking at the
         sea window. Hamm keeps asking if Clov knows what's happened, but Clov doesn't understand the question, and then says it doesn't
         matter. Clov reminds him that after Mother Pegg asked Hamm for oil for her lamp, and he refused her, Hamm knew what was happening—and
         that she died of darkness. Hamm feebly says he didn't have enough, but Clov refutes this. Clov wonders why he obeys Hamm,
         and Hamm answers that perhaps it's compassion.
      

      
      Clov looks for the telescope and moves Hamm's chair in the process, which frightens Hamm, who wants to be returned to the
         center. Clov gets the telescope, but Hamm asks for his dog. Clov retrieves it and hits Hamm with it. Hamm says that if Clov
         must hit him, he should use an axe or the gaff. Clov hands the dog to him. Hamm asks to be put in his coffin, but Clov says
         there are none left. Clov takes the telescope and goes up the stepladder. Hamm says a few things, and when Clov asks if he's
         talking to him, Hamm retorts that it was an aside and he's warming up for his last soliloquy. Clov sees a small boy out the
         window. He says he'll investigate with the gaff, presumably to kill off the "potential procreator," but Hamm says the boy
         will either die outside or come inside, if he exists at all. He tells Clov that they've come to the end and he doesn't need
         him anymore, and asks him to leave him the gaff. Before Clov leaves, Hamm asks him to say something "from your heart." Clov
         repeats a few things "They said to me," such as "That's love" and "That's friendship." He says he'd decided to suffer the
         pains of life, but one day "it ends," and now he'll "weep for happiness" when he dies.
      

      
      Hamm stops him before he leaves and thanks him for his services. Clov thanks him, and Hamm says they are obliged to each other.
         He asks him for a last favor, to cover him with the sheet, but Clov has already left. He tries to move the chair with the
         gaff. Clov enters, outfitted for his journey. Hamm doesn't know he's there, and throws away the useless gaff. He cleans his
         glasses, and recites some poetry (the opening quatrain of Charles Baudelaire's sonnet, "Recueillement"). He resumes telling
         his story about the man and his child, repeating how the man wanted his child with him. Hamm recalls it was the moment he
         was waiting for; he asked the man if he didn't want to abandon his son and prevent him from blooming while the man dies. He
         also addresses the child, and says that his father knows only death. Hamm twice calls out "Father" and, not hearing anything,
         says, "We're coming." He discards his dog and his whistle. He calls out for Clov, but hears nothing. He takes out his handkerchief,
         unfolds it, and says "You�remain." He covers his face with the handkerchief and sits motionless.
      

      
      
      
      Analysis

      
      The ending is the beginning; Clov has not left after all, Hamm is again covered with the handkerchief, and they are doomed
         to repeat the same day over again. Beckett teases us by briefly resolving the tension over Clov's departure, but he returns,
         and neither death nor a willful escape will ever arrive in his cyclical existence. The child who appears outside is a figure
         of resurrection and recreation that Hamm and Clov fear, as his ability to procreate confirms their fears that life is, indeed,
         cyclical.
      

      
      But it is their fault alone that life is cyclical; Clov chooses to return, and Hamm is reluctant to end the game, and even
         to end his final story, to which he keeps adding. But his attachment to life is hardly positive, and if he can't enjoy it,
         then he tries his best to make sure others can't, either. With the knowledge of his heinous refusal to give Mother Pegg the
         light she needed to live, alongside his stinginess with food in his story about the man and child, Clov's cruel deprivation
         of Hamm's pain-killer and other amenities makes sense. The irony is also apparent; blind Hamm wants to keep others in the
         dark as well, and his cleaning his glasses is a poignant, futile act. Clov, too, ends pessimistically; his dour list of the
         things "They said" are, according to a journal of Beckett's, the five dispensers of life's consolations (in Clov's order):
         love, friendship, nature, science, and mercy. He is a believer in none of these things, all having betrayed him (the first
         three are obvious; science proves no cure to their problems, and no one has mercy on them, nor do they have mercy on anyone
         else).
      

      
      The play also finishes on a self-conscious note designed to make the audience more aware of its status as a play; just as
         neither Hamm nor Clov can escape, neither should the audience be allowed to escape into the fantasy of the theater. Hamm makes
         references to his aside, his final soliloquy, and an "underplot," and his replacing the handkerchief creates a final image
         of a theater curtain closing—one that will only open again tomorrow.
      

      
      
   
      
      Important Quotations Explained

      
      
         
         
            
            "Nothing is funnier than unhappiness"

            
         

         
         
         Nell makes this statement (in Part two) when she criticizes Nagg for laughing at Hamm's misery. Beckett has called it the
            most important quote in the play, as it defines the essence of his absurd tragicomedy. Beckett peppers his generally somber,
            philosophical plays with an astounding amount of low comedy; after seeing one production of Endgame, he was outraged that Clov's pants did not fall all the way down to his ankles at a specific moment. The example says much
            about Beckett's view of theater. He wants it to be a naked experience that reveals the grotesqueness and comic nature of his
            characters. Beckett is by no means a make-lemonade-out-of-lemons writer—he does not force comedy onto a tragedy to make it
            more bearable—but he sees humor wedded to our pathetic nature. Whether it does one any good to see life this way is up to
            the audience.
         

         
         
      

      
      
         
         
            
            "Finished, it's finished, nearly finished, it must be nearly finished Grain upon grain, one by one, and one day, suddenly,
               there's a heap, a little heap, the impossible heap."
            

            
         

         
         
         Clov says this in the play's opening words. In his view, the heap is "impossible"; any single grain is not a heap, and a "heap"
            is just an accumulation of single grains added to each other. The philosophical way of looking at this quandary is that repetitions
            prohibit meaning from obtaining, since there is never a final product to scrutinize; it is constantly repeating itself. At
            the end of the play, Hamm applies the image of the grains and a heap to that of individual moments and a single life. Calling
            an existence a "life," then, is also "impossible," as it is merely a series of repeating moments. Beckett's view of existence
            as circular, with beginnings and endings fused, supports Clov's argument. Only death can finalize the moments into a life,
            and this seems to be what all the characters are after—though they also shy away from such finality.
         

         
         
      

      
      
         
         
            
            "Look at the world—and look at my TROUSERS."

            
         

         
         
         Nagg says this in the tailor's voice as part of his story about the tailor and the customer (Part two). The story juxtaposes
            the horror of God's creation, the world, with the beauty of man's creation, the trousers. The earth is given a hard time in
            Endgame; Hamm frequently says there's no cure for being on it, he compares it to hell, and the landscape is battered, gray, and lifeless.
            The story is also about delays and repetitions (the tailor keeps putting off the man's order), another major theme of the
            play. Finally, Nagg switches between four voices in the story (himself, the narration, the tailor, and customer), just as
            Hamm essentially controls himself and the three other characters in the play. Nagg's acting emphasizes the self-consciousness
            of Beckett's play, a feature of the experimental Theatre of the Absurd.
         

         
         
      

      
      
         
         
            
            "We're not beginning to to mean something?"

            
         

         
         
         Hamm poses this question to Clov, who ridicules him for his naïveté (in Part three). What prevents him from making meaning
            is that his world is a repetitive one built on cycles. Since any ending is also a beginning, there is never any finality,
            and conclusive meaning is impossible. The syntax of Hamm's very question exposes this problem; he delays and repeats words
            as he attempts to finish the sentence. The idea of meaninglessness (itself a somewhat paradoxical combination) was a major
            emphasis of Existentialist philosophy, from whom the Absurdist playwrights (of whom Beckett was the major figure, though he
            denied his place in the school) took much of their ideology. The Existentialists believed that the universe was absurd, beyond
            the limits of human rationality. While many of them prescribed a solution—devote oneself to a meaningful task—Beckett offers
            little hopeful advice in Endgame and his other works.
         

         
         
      

      
      
         
         
            
            "A world where all would be silent and still and each thing in its last place"

            
         

         
         
         Clov explains his desire for order as he tidies up the room (in Part four). Unbeknownst to him (but known by Beckett), a perfectly
            disordered room would also be "silent and still"; it would have equal distribution of energy and motion would cease. Just as beginnings
            and endings are the same in Endgame, disorder and order can be viewed as the same thing.
         

         
         
      

      
   
      
      Key Facts

      
      
         Full title · 
            Endgame
            
         

      

      
      
         Author · Samuel Beckett
         

      

      
      
         Type of work · Drama
         

      

      
      
         Genre · Absurdist drama/comedy
         

      

      
      
         Language · Originally french; translated into English by Beckett
         

      

      
      
         Time and place written · Paris, mid-1950s
         

      

      
      
         Date of First Production · London, April 3, 1957
         

      

      
      
         Publisher · Grove Press
         

      

      
      
         Narrator · No narrator; drama
         

      

      
      
         Climax · The climax occurs when Clov finally leaves
         

      

      
      
         Protagonist · Hamm; Clov
         

      

      
      
         Antagonist · At times Hamm; the environment; death
         

      

      
      
         Setting (time) · Modern day
         

      

      
      
         Setting (place) · A hole near the sea
         

      

      
      
         Point of view · The audience empathizes most with Clov, though we spend the most time with Hamm
         

      

      
      
         Falling action · Clov returns as Hamm soliloquizes
         

      

      
      
         Tense · Play; present tense
         

      

      
      
         Foreshadowing · Clov frequently threatens to leave, and Hamm often tells him to
         

      

      
      
         Tone · Absurdly comic, philosophical
         

      

      
      
         Themes · Cyclical, Repetitive Nature of Beginnings and Endings; Emptiness and Loneliness; Theatre of the Absurd
         

      

      
      
         Motifs · Chess
         

      

      
      
         Symbols · Light and darkness; Youth
         

      

      
   
      
      Study Questions and Essay Topics

      
      
         
         Study Questions

         
         
            
            
               Hamm says Clov loved him once, and Clov emphasizes "Once!" Nagg says the sand in his ashbin was "once" sawdust, and Nell also
               emphasizes "Once!" What are the possible reasons behind Beckett's emphasis on this word?
               
            

            
            
            The word "once" is often used ambiguously; does it mean "one time," or "formerly" (i.e., was the sawdust used one time, or
               was it previously used all the time)? In other words, is "once" an indicator of a single instance or of an entire collection
               of instances? The question is similar to Clov's grain/heap question; is a pile of grains simply an accumulation of distinct
               grains, or is it a heap? This tension seems less important for Nagg and Nell's example (although sand and sawdust, of course,
               are also composed of grains). It is more crucial to Hamm and Clov's relationship. First, can love truly be so fleeting as
               to exist at one point only? Second, once love has existed, how can it be extinguished? In Endgame's miserable landscape, it's easy to see how hatred can overtake love, but it is not so clear that Clov has truly stopped
               loving Hamm. He complains incessantly about servicing Hamm's every whim and even goes so far as to hit him with the toy dog,
               but there must be something beyond obligation, fear of solitude, and a cyclical universe that prohibits departures and arrivals
               keeps Clov next to Hamm. Near the end of the play, Hamm suggests it is compassion. While Clov doesn't openly agree with this,
               he doesn't reject it either. Perhaps, then, the "once" has overcome its state of singularity ("one time") and past tense ("formerly")
               and flows through time after all.
            

            
            
         

         
         
            
            
               Why does Nell die in a play where everything is cyclical? Shouldn't she live forever, just like the others?
               
            

            
            
            It is unclear if Nell truly does die—Beckett was opaque about this in conversation as well, even with the actors he was directing.
               Assuming she has died, perhaps it is only temporary, and she will be resurrected the next day. In the cyclical world the characters
               inhabit, this is not an implausible idea—maybe her death is a daily routine. A more likely reason for her death is that Nell
               is the one character who understands her limitations—she knows that she and Nagg can't kiss, and calls the routines they go
               through a "farce." Her reward, then, is death, since she is the only one who accepts it in her life, while the others, Hamm
               especially, "hesitate" to "finish" life though they despise it. Her death also exposes the callous attitudes to death of the
               others. Nagg eats his biscuit and seems unfazed, and Hamm is even less perturbed. Ironically, while he shows little emotion
               at his mother's death, he remarks that Nagg seems to have quickly forgotten Nell, though Nagg was crying at one point. Once
               a person is out of their lives, or knocked out of their circular loop, it is as if she has never existed. The characters'
               memories extend back to childhood, unlike in Waiting for Godot, where they have trouble remembering yesterday's events. Even so, they seem to displace that which has preceded them because
               if it does not affect them currently, it never will.
            

            
            
         

         
         
            
            
               Discuss the role of Hamm's toy dog.
               
            

            
            
            Most obviously, the toy dog shows that Hamm can show affection only to that which is inanimate. Even in a ravaged world with
               little remaining life, he is afraid to devote himself openly to other humans. Later, however, he rejects the toy dog, throwing
               it away with his whistle at the end of the play. The whistle, of course, was his tie to Clov, the real object of Hamm's affections—though
               he was loath to admit it. The dog also plays a role in Clov's life. Though he doesn't admit it, Clov seems jealous of the
               attention Hamm lavishes on the dog. At first, Clov holds up the dog and pretends it is standing up for Hamm, letting the old
               man believe it is a functional pet. But later he waits before retrieving the dog for Hamm, who believes it has gone away.
               Finally, he hits Hamm with the dog after being sent on one errand too many. Hamm bitterly says Clov should not hit him with
               the dog; he'd rather Clov used the gaff or an axe. His point is clear: Clov has used the one object that gives Hamm some human
               joy against him.
            

            
            
         

         
      

      
      
         
         
            Compare Hamm and Clov to the main couples in Beckett's Waiting for Godot and Happy Days.
            
         

         
         
            Discuss the physical movement in the play—Clov's, Hamm's movement on his chair, Nagg's and Nell's popping in and out of their
            ashbins.
            
         

         
         
            Endgame is highly self-conscious of its status as a play; Hamm even refers directly to his soliloquy at the end, and Clov turns his
            telescope on the audience and comments. Discuss.
            
         

         
         
            Discuss the allusions in Endgame—especially those to the Bible and Dante. How do these add to the themes of the play?
            
         

         
      

      
   
      
      
         
         Quiz

         
         
            1.	Who is Hamm's father?

            
               A.	Clov
B.	Nagg
C.	The beggar
D.	He has no father
               

            

         

         
         
            2.	What did Mother Pegg die of?

            
               A.	Malnutrition
B.	Loneliness
C.	Lack of light
D.	Cirrhosis
               

            

         

         
         
            3.	The theatrical movement Beckett is considered a major figure of is the Theatre of the _____

            
               A.	Absurd
B.	Pauses
C.	Existential
D.	Repetitive
               

            

         

         
         
            4.	Who dies in the play?

            
               A.	Hamm
B.	Clov
C.	The audience
D.	Nell
               

            

         

         
         
            5.	What does Clov usually say when he looks out the window?

            
               A.	One
B.	Have you seen this view?
C.	Nothing
D.	Zero
               

            

         

         
         
            6.	What occupation did Hamm's friend, who saw everything as the end of the world, have?

            
               A.	Poet
B.	Painter-engraver
C.	Professor
D.	SparkNote writer
               

            

         

         
         
            7.	What do the windows look out on?

            
               A.	Clouds
B.	Land and sea
C.	A hole
D.	More windows
               

            

         

         
         
            8.	What does Hamm say he fears might regenerate humanity?

            
               A.	The rat
B.	The child
C.	The flea
D.	Cloning
               

            

         

         
         
            9.	Who makes them all pray?

            
               A.	Clov
B.	Nagg
C.	God
D.	Hamm
               

            

         

         
         
            10.	What does Hamm spread on his face?

            
               A.	Acne medication
B.	A handkerchief
C.	A sheet
D.	Dirt
               

            

         

         
         
            11.	With what vehicle does Hamm want to leave?

            
               A.	A raft
B.	An airplane
C.	A car
D.	His chair
               

            

         

         
         
            12.	What color is the light everywhere?

            
               A.	White
B.	Gray
C.	There is no light
D.	Neon
               

            

         

         
         
            13.	What is the first word of dialogue?

            
               A.	"Start"
B.	The entire play is silent
C.	"Finished"
D.	"Antidisestablishmentarianism"
               

            

         

         
         
            14.	What does Nell think nothing is funnier than?

            
               A.	Happiness
B.	Unhappiness
C.	Adam Sandler
D.	Samuel Beckett
               

            

         

         
         
            15.	What day is Hamm's story about the beggar set on?

            
               A.	Christmas Eve
B.	Christmas
C.	Halloween
D.	April Fools
               

            

         

         
         
            Answer Key:

            1: B; 2: C; 3: A; 4: D; 5: D; 6: B; 7: B; 8: C; 9: D; 10: B; 11: A; 12: B; 13: C; 14: B; 15: A
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