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ABSTRACT -. 

This t h e s i s  views Samuel Becke t t t s  f i c t i o n  a s  

r a d i c a l l y  d i f f e r e n t  from t r a d i t i o n a l  prose f i c t i o n ,  

- .  
and a t t empts  t o  l o c a t e  the  sources o f  th i s  d i f f e r -  

e 

ence. The d i f f e r e n c e ,  i t  i s  argued, proceeds from 

a changed way of perce iv ing  r e a l i t y .  In v i s u a l  a r t  ' 

a  d i s t i n c t i o n  hzs long  e x i s t e d  between " r e a l i s t "  

and "abs t r ac t "  perceptual  modes, bu t  t h i s  -has been 

much l e s s  t r u e  of  verba l  a r t ,  p a r t i c u l a r l y  i n  the  

/ novel.  Prose f i c t i o n  t r a d i t i o n a l l y  l o c a t e s  i t s e l f  - -- 
k within the perceptual  r ea l i sm  of sub jec t /ob jec t  

s epa ra t i on ,  sanct ioned by t h e  conventions of om- . 

n i s c i e n t  n a r r a t i  on, t r anspa ren t  language, and l i n e a r  

perspect ive .  By c o n t r a s t ,  Becke t t t s  work i s  ab- 

s t r a c t :  sub j sc t / ob j ec t  r e l a t i o n  is presen t  i n  a +&- 

non-separated ccndi t  ion ,  ,implemented in  the work 

through d i r e c t ,  non-omniscient n a r r a t i o n ,  an opaque 

language, and a non- l inear  n a r r a t i v e  method. 

C r i t i c a l  methodology must acknowledge these  

changes , through appfoaching the  Beck8 t t  t e x t  a s  
- - - - - - -- - - - -- 

an "ac t ion  i n  language" r a t h e r  than a s  a "language 

object.* In t h i s t K e s i a  ttie s i x  works s t u d i e d a r e  



approached as a  dynamic f i e l d  o f  language ,  w i t h i n  

which each  h a s  only a  p r o v i s i o n a l '  s e p a r a t e n e s s .  

The a c t i o n a l  n a t u r e  of t h e  Yield i s  emphasized by 

a  d i r e c t  a t t e n t i o n  t o  l i t e r a l  t e x t  a s  b o t h  a 

l s p a a k i n g t  and a ' w r i t i n g ,  and th rough  f o c u s i n g  

upon r e l a t i o n s  i n  t h e  whole language f i e l d ,  r a t . he r  

than upon a n a l y s i s  o f  s p e c i f i c  t e x t s  o r  o f  the  

f i e l d  i t s e l f  a s  a lwhole o b j e c t . '  
*. 

Though one h e s i t a t e s  t o  draw dogmatic  con- 

c l u s i o n s ,  it seems c l e a r  t h a t  E e c k e t t l s  work e f f e c t s  
9 

a break  w i t h  a dominant t r a d i t i o n  o f  p rose  w r i t i n g ,  

b e s t  unders tood i n  terms of a  c o n f l i c t  between "ab- 
- 

s t r a c t "  and " r e a l i s t 1 '  p e r c e p t u a l  modes. A s  a  d i f -  

f e r e g t  k i n d  of w r i t i n g ,  B e c k e t t l s  work p rov ides  a  

unique exper i ence  u n a v a i l a b l e  i n  t h e  t r a d i t i o n a l  

n o v e l ,  and makes p o s s i b l e  a whole r e v a l u g t i o n  of 

t h e  t r a d i t i o n a l  way o f  perce  i v i n g  prose  f i c t i o n .  

. - 





& 

-. 
"She f e l t ,  a s  she f e l t  so  often with Murphy, 

spattered with words that rent  dead as soon a s  they 

sounded; each word obl i terated ,  before it had time 

t o  make sense,' by the word that came next;  so  tha t  

in the end she d id  not  know what had been sa id .  I t  

was l i k e  d i f f i c u l t  music heard for the f irst  time.' 
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e t t f a  f i c t i o n  runs quickly aground in a pecul ia r ly  

obvious fashion. In an opening sequence Molloy do- I 

? 

sc r ibes  two t r a v e l l e r s ,  i den t i f i ed  a s  "A" and "C" 
i 

< 4 --- -" - 

Theae t r a v e l l e r s  are mentioned by name only once or 

twice in  the t t ~ o l l o y n  ha l f .  of the book (8-15; 4'11, 

and n o t  a t  a l l  in the "Moraa" half .  Yet Jbhn Fletcher ,  

a respected Beckett c r i t i c ,  wri tes  a s  though " A t t .  and . . - -  

I tCn are present throughout, and i d e n t i f i e s  them w i t h  

other, unnamed, charac ters  in  the work. - 

The man C has a cocked ha t  which Moran describe 8 ,  - 
when he sees  i t  l a t e r  in the s torx ,  a s  

raordinaqy, i n  shape and color. 
had e v e r  seen ' ; tmd he carrfes a s t o u t  

which Molloy l a t e r  c a l l a  a club.. ,and it is) with 
t h i s  club i n  hand t h a t  C approaches Mo- the 

- --'- < -\ 

(emphasis mine ) 
P 

Thera-is, however, n e  tex/tual bas is  for  theae ident i -  

2 

~ t i o n s .  Molloy spsaks of the hat'''ct' i s  wearingr 
C - * 

---- - -- - 3  
It seemed t o  me he wore a cockad hat.  I yemem- i 

ber being atruck by it, aa  I wouldn l t have been 2-- -- 
- - 

- 
- - - f a ~ e x a x q 4 . a  BjFa cap o ~ b p a - b t m 3 e w i  - 2 - - -  - T -  



s ing him is wearing: - 
d 

> 
- 

L 

* :il h :-: : I was thinking he could not  be much over f i f t y -  
f ive  when he took off  6is hat ,  held it f o r  a ' 

moment in h i s  h a ~ d ,  then put i t  back on h i s  
head. No resemblance t o  what i s  ca l led  r a i s i n g  L - 
one's hat, But I thought it advisable t o  nod. I 

..'he hat las-quite-mtPaozdfnary, iq shape m d  - .  - 
colour. I a h a l l  not  a t t ampt r to  dqscribe it, it 

QI 

was l i k e  n m e  I had ever seen. ( l k 6 )  

The reader does no t ,  and cankot, lmok - that it is I1C"  - 

who approachea Moran, f o r  the t e x t  daea n o t  mention 

tt cw , nor t h a t  the ha t  inaqueation is a "cocked ha tw 
- 

1 since Moran gives no part'iculars about it, Even in '1 
-7) 

Molloyts d e s c r i p t i m s ,  i s  a "cocked hat" the same 

/ as "an old-fashioned t o m  hat"? The reader' can only 

wri tes  a s  though these a re  tex tua l ,  na r ra t ive  facta ,  

and thereby d i s t o r t s  the work as  it ac tua l ly  is, 

whioh ceases t o  be. Beckett '8 Molloy t e x t  and becomes 
i- 

instead the c r i t i c l s  reconstruction of Molloy, a re- 

cms t ruc t ion  which goes unacknowledged. 

Both Mollo + and Moran speak -- of a power, 
-- 

malevo ent th-m- bmrevakt,  which 
p l e a  ~ r i  th- t h e i r - m e s ,  Yolloy r e f e r s  *- thtrpowel--as t h o p  ,- M h s  i r -mi r  - 

r ep resen ta t ive  whom he .sea8 is Gaber.. , 
t m ~ t  pag tiim f a r u x f t i n g  h i s  s tory ,  o r  
a l t e r n a t i v e l y  scold him twough Gaber, 
when h e  i ~ i 1 ~  t o  d0 SO$---' - 



4- 
d 

Molloy in  f a c t  does no t  encounter  anyone named Gaber, . 

n o r  mention anyone by. t h a t  name a t  any po in t  in  h i s  

n a r r a t i v e ,  a l though  Gaber, named as  such, is an im-  

p o r t a n t  f f g u r e  i n  the "Moran" text .4 Molloy says! 

I am i n  my mother1 s room, It s T who l i v e  there  
now. I don ' t  know how I got there .  Perhaps in 
an ambulance, c e r t a i n l y  a veh i c l e  of some kind. 
L was helped. I 1 d  n e v e r  have got  t h e r e  alone. 
There ' s  t h i s  man who comes every week. Perhaps 

. I got  the re  t h a r k s  t o  him. ( 7 )  
f 

.A 

Gabar, named, ' i s  a d e f i n i t e  beink and has a n a t u r a l  
' _  

place in  Moranls well-ordered,  c l ~ a r l y  d e t a i l e d  world, 

s o  d i f f e r a n t  from Molloyls,  charac te r ized  by vagueness, 

f o rge t fu lnes s ,  and uncer ta in ty .  Theae d i f f e r e n c e s  a r e  

n o t  merely s t a t e d  in ,  bu t  r e f l e c t e d  by the "Molloytl 

and "Moran" t e x t a ,  ' Che need only a u b s t i t u t s  the  name 

"Gaber" f o r  n t h i s  man" i n  the paaaags above t o  f e e l  

immediately the ahrinkage t h a t  t e x t  (and w i t h  it, 

Molloyla world) undergoes, through such an exac t  

i d e n t i f i c a t i o n .  h c a  again, the reader  can only 

decide t h a t  t he  man Molloy r e f e r s  t o  i s  the  lGaber1 

of t he  'Morann t e x t .  There a re  suggestion8 in  both 

t e x t s  that t a n t a l i z e  towards such an i d e n t i f i c a t i o n ,  

b u t  t he se  only underscore t he  f a c t  t h a t  p r o b a b i l i t y  
- 

ha8 rep laced  c e r t a i n t y  a s  t h e  context  f o r  such con- 

jec ture .  The u n c e r t a i n t y  i n  IUolloy extends beyond 



the  n a r r a t i v e  i n t o  the -reader 's  own s i t ua t i an ' ,  f o r  

the  only "sure ground" ava i l ab l e  t o  t h e  r eade r  i s  

the  l i t e r a l  t e x t  i t s e l f ,  ground immediately ahan- 

dcmed when one provides names f o r  unnamed cha rac t e r s .  5 

John F l e t che r  i s  n o t  alone among Beckett  c r i t i c s  

i n  t h i s  s o r t  of c r i t j c a l  procedure. S imi l a r  d i f f i -  

c u l t i e s  a r e  apparent  in  Northrop F'ryels esaay "The 

Nightmare L i f e  i n  ~ e a t h . "  Refer r ing  t o  Murphy, an 

e a r l i e r ,  more conventional  novel than thojd of the 
7 

Tri logy,  Frye says:  

Murphy looka f o r  communication in  the  
eye of  Endon, h i s  be s t  f r i e n d  among the 
p a t i e n t s ,  but  s e e s  no recogni t ion i n  the 
eye, an1 his  own image r e f l e c t e d  in the 
pupi l .  'The l a s t  Mr. Murphy saw o f  M r .  
Endon was M r .  Murphy uns en by M r .  Endon." 
He then commits su ic ide .  8 

But it i s  n o t  a t  a l l  c l e a r  t h a t  Murphy commits s u i -  

c idez  h i s  dea th  i s  just a s  probably an accident .  

F'rya s d e f i ~ i t e  statement ("He then commits su ic ide  ." ) 
impl ies  t h a t  the 'book i s  e x p l i c i t  on t h i s  po in t ,  but 

the  f a c t  t h a t  the  t e x t  leaves open the  exac t  na tu re  

of Murphy's dea th  makes t h i d  a decis ion the  r eade r  

must make f o r  himself.  Unleaa t h i s  i s  acknowledged, 

Bfurphy i s  not being clearly seen, and an important 

dimeneim of the u o ~ k  i s  being ignored* 
7 



bfolloy i s  far more problematic than Murphy. 

Writing of Moran, F'rye says:  

He s t a r t s  ou t  wi th  h i s  son, whom he is 
t r y i n g  t o  nag i n t o  becoming a f a i t h A t l  
rspXica of  h imse l f ,  and he t i e s  h i s  son 
t o  him with a rope,  a s  ozzo does Lucky. 
The son breaks  away,. . , 8 

The "Moran" t e x t ,  however, reads  q u i t e  d i f f e r e n t l y .  

I toyed b r i e f l y  wi th  the idea  of a t t a c h i n g  
h i m  t o  me by means of a long rope,  i t s  two 
ends t i e d  about our waf s t a .  There a r e  ' 
var ious  ways of a t t r a c t i n g  a t t e n t i o n  and I 
was n o t  sure  t h i s  was one of the  good ones 
And he might have undone h i s  knots  i n  si-  
lence and escaped, l e av ing  me t o  go my way 
a lone,  followed by a long  rope, l i k e  a 
burgess of Calais .  U n t i l  such time as ths  
rope ,  ca tch ing  on some f ixed  o r  heavy ob- 
j e c t ,  should s top  me dead in  my s t r i d e .  
We ahould have needed, n o t  t he  s o f t  and 
s i l e n t  rope,  bu t  a chain,  which was n o t  to 
be dreamt of.  And y e t  I d id  dream of it, 
f o r  an i n s t a n t  I amused myself dreaming 
of it... (129) 

The s t a r t l i n g  d i s p a r i t y  between the c r i t i c ' s  vers icn 

and the a c t u a l  t e x t  c a l l s  s e r i o u s l y  i n t o  quest ion 

Frye ' s  c r i t i c a l  approach, a s  well a s  eva lua t ions  

a r i a i n g  from t h a t  approach, f o r  how can these  be 

t r u s t e d  when it i a  apparent  the t e x t  has n o t  been 

c l e a r l y  se-en even on the most obvious l eve l ?  The 

s i t u a t i o n  $3 f ~ t k e r  complicated, s t h e r  W a  c l a r i -  

f i e d ,  by t he  a l l u s i o n  t o  Wai t in~SFor  Godot, which i s  

misleading i n  a double senseo Pozzo and Lucky ars 



l i n k e d  toge the r  by a rope,  but they a r e  n o t  t i e d  
- - - t oge the r ;  r a t h e r ,  Lucky i s  dr iven - before  Pozzo, - 

- - 
- 

----- -- 

one end of t h e  rope around Lucky's neck, the  o ther  

i n  Pozzofs hancl, Even i n  Act 11, when Pozzo i s  

b l i n d ,  the  rope i s  merely shortened.-9 For Morpn, 

ty ing '  Jacques Jr, t o  himself  is never  more than a 

daydream. 

These problems p e r a i s t  throughout the essay ,  

and con t inua l ly  undermine the  c r i t i c a l  pos i t ion .  

When r e  read  ".. .Moran sees  Molloy but  does no t  
10 

r e a l i z e  who he is..." we want t o  know where in  the  

n a r r a t i v e  t h i s  occurs ,  and what t e x t u a l  evidence i s  

ava i l ab l e  f o r  such an i n t r i g u i n g  sugkest ion,  bu t  

these  a re  n o t  provided. Again, i n  r e f e r r i n g  more 
v 

d i r e c t l y  t o  a s t r u c t u r a l  concern, r a t h e r  than t o  

n a r r a t i v e  con t e n t s ,  the  same d i f f i c u l t y  recurs .  

Moran ' 8  n a r r a t i v e ,  which s t a r t s  out i n  
c l e a r  prose ,  soon breaks down i n t o  the 
same a s s o c i a t i v e  f ~ r a g r a p h l e a a  monologue 
t h a t  Molloy uses ,  

T h i a  simply does n o t  happen, even though one would 

almost expect  it to.  Merely glancing through the 

two t e x t s  comprising l o l l 6 y ,  even s h o r t  o f  read inq  

them, r evea l s  the discrepancy here.  oflo lo^" has 

only an opening paragraph covering two pagea, f o l -  

lowed by a second paragraph of e ighty- three  pages. 



- 
- 

- - 

- - 

H ~ o n m "  is much more - orthodox: -- - tm paragraphs of  
- - 

the  f i r s t  f i v e  pages a r e  balanced by ten  paragraphs 

over the  concluding s i x  pages, and the paragraphing 

i n  general  i s  qu i t e  t y p i c a l .  Moran does s l i d e  i n t o  

paragraphs s eve ra l  page s in  l e n g t h  ( four  paragraphs 

over pages 140-54) midway through the book, dur ing 

hia c r i s i s ,  bu t  he never  does succumb e n t i r e l y  t o  

the  " a s soc i a t i ve  paragraphless  monologue" of  Molloy, 

Though very  changed, he i s  s t i l l  Moran a t  the end of - 
h i s  s t o r y ,  and t h i s  i a  r e f l e c t e d  i n  h i s  w r i t i n g  s t y l e  

a a  f u l l y  a s  in the s ta tements  and events  of h i s  l i f e ,  

once re turned from h i s  journey. While it is  q u i t e  

important t o  note  where the w r i t i n g  i n  "Moran" is  

most l i k e  t h e  w r i t i n g  in "Molloy," 14 i s  c e r t a i n l y  

not the case t h a t  Morants 'style1 i s  ever  subsumed 

i n t o  Molloyt s. 

Unl ikely  a s  it may seem, these  problems a re  

common in the  Beckett c and t h e i r  preva- 

lence emerqes a s  symptomatic of a genekal d i f f i -  1 

cu l ty .  Were t hey  confined t o  m e  c r i t i c a l  work, 

o r  even t o  one c r i t i c ,  they could be explained 

perhaps a s  aimply a s l i p  of the eye in  reading,  

o r  a badly pr fn t ed  vsrsfon of t e x t ,  d.r s hurrfud 



e f f o r t  in o rde r  t o  meet a  deadline,  or an overwean- 
-- 

ing b i a s  e i t h e r  f o r  o r  aga ins t  the au thor ,  o r  in  

support  o f  some extreme c r i t i c a l  viewpoint.  There 

a r e  examples of these  i n  the  c r i t i c i s m  a s  ~ e ' l l ~ ~ b u t  

the  most unusual ,  f r u s t r a t i n g ,  and puzzling aspec t  

of the  c r i t i c i s m  in  genera l  remains t h e  too-obvious 

d i a t o r t i o n  of t ex tua l  s tatement through u n c a r e h l  

reading,  and the  seemingly unknowing and c e r t a i n l y  

unacknowledged s u b s t i t n t i o n  of personal  concep t im  

of the work, f o r  the  i n - f a c t  t e x t  a s  it appears  on 

the  page. To some e x t e n t ,  of course,  t h i s  occurs 

i n  the w r i t i n g  about any author ,  but r a r e l y  80 

b l a t a n t l y  n o r  embarrassingly a s  wi th  Beckett. That 

t h i s  i s  n o t  e n t i r e l y  acc iden t a l  (even i f  we al low 

f o r  t he  'good i n t e n t i o n s '  of the c r i t i c )  f a  sug- 

gested in  a remark by Ruby C o b ,  r e f e r r i n p  t o  t he  

Tri logy:  

However, i f  d e t a i l s  a r e  glossed over, 12 s k e l e t a l  p l o t  o u t l i n e s  may be attempted. 

Other c r i t i c s  immediately follow t h i s  l e ad ,  as  when 

Edi th  Kern, w r i t i n g  of Mollox, says:  

Yet t h i s  bewilderment i s  e a s i l y  d i s -  
posed o f ,  i f  we reverae  the order  of 

. the  two parts.13 



An e x c e l l e n t  example of  what happens "when the d e t a i l s  

a r e  glossed overn i s  provided by Frederick Hoffman i n  

h i s  d i scuss ion  of Molloy, a  t y p i c a l  s ta tement  from 

which i s  : 
1, 

Mollay apeuula tea  about another  being, 
rho i s  i d e n t i f i e d  i n  p a r t  two as Moran, 
searching f o r  and merging with Molloy. 

Example upon example can be c i t e d ,  From the c r i t i c i s m  

i n  general  and from s p e c i f i c  worka of ind iv idua l  

c r i t i c s ,  a l though space does n o t  here permit an 

extensive  examination of a l a r g e  body of c r i t i c i am.  1 5  

It i s  a measure of  the  power of Becke t t l s  work 

t h a t  c r i t i c a l  essays  a r e  s o  revea l ing  of t h e i r  

own au thors ,  f o r  t he  Beckett t e x t  provides an ex- 

a c t i n g  guide a g a i n s t  which t o  measure anything 

w r i t t e n  about it. 

But what s o r t  o f  e x p l a n a t i m  can be o f fe red  f &  

the  kind of procedural  e r r o r  here noted? And why la  

it so  preva len t  T Much of the problem would seem t o  

l i e  wi th  the  way a l i t e r a r y  t e x t  

tendency i m p l i c i t  i n  Ruby Calm's 

nori i ig froublesonta d e t a i l s  i n  an 

aome romdeb af'f 'whole pict -me'  

is  perceived. The 

remark, t h a t  of ig- 

e f f o r t  t o  achieve 
- 

9 

of tk wwk, i a  irmi- :-* ire - 

& a  

d e n t a l  t o  an approach t h a t  d e f l e c t s  a t t e n t i o n  away 

from the t e x t  i t s e l f ,  towards i n t e r p r e t a t i o n a l  meanings 

only the  c r i t i c  can provide,  - - 



When the  t e x t  i s  looked a t  c lo se lg ,  i n  f a c t  l i t e r a l l y ,  

and its d e t a i l s  a re  allowed t o  s tand f o r t h  a s  they 

were w r i t t e n ,  i n  a l l  t h e  ir i r r e s o l v a b l e  complexit ies , 
a very d i f f e r e n t  and much c l e a r e r  p i c tu re  o f  the work 

begins t o  emerge. Becke t t l s  w r i t i n g  haa d i f f i o u l t i e  s 

of . a  s p e c i f i c  kind which requ i re  a  d i f f e r e n t  a o r t  of 

reading o r i e n t a t i o n  than more t r a d i t i o n a l  novels  

Habits- engendered by the  bulk of prose f i c t i o n  reading 

111 serve the  r eade r  who i e  confronted wi th  a  Beckett 

t e x t ,  These h a b i t s  include,  t a c i t l y  i f  n o t  e x p l i c i t l y ,  
. 

a  number of assumptions about the na ture  of  f i c t i o n ,  

of reading,  and of  w r i t i n g ,  asaumpt ions gene ra l l y  

shared by w r i t e r  and r eade r  a l i k e  bu t  which Becke t t l s  

work d i r e c t l y  challenges. Theae mat te r s  a r e  d i a -  

cussed a t  more l eng th  l a t e r  i n  t h i s  In t roduc t ian ,  

The re luc tance  of many c r i t i c s  t o  deal  d i r e c t l y ,  o r  

more d i r e c t l y ,  wi th  the  Beckett t e x t s  perhaps stems 

from an i n t u i t e d  sense of the  t e x t  as a  t h r e a t  t o  a 

world view they  no t  only  share bu t  eapouse. A major 

concern i n  t he  p re sen t  t h e s i s  i s  t o  show .how the  . 
# 

Beckett Tr i logy  is a  r a d i c a l  depar tu re ,  i n  form, 

from the  t r a d i t i o n a l  novel ,  t h a t  Becke t t l s  wr i t i ng  

i s  revo lu t ionary  i n  t h i s  regard. To t h a t  end, it is - 

f i r a t  necesaary t o  review some broad a u r r e n t s  o f  

twent ie th  c e n t u q  i n t e l l e c t u a l  and,:r&"$$hetic h i s to ry .  
I- 



" ~ s a l i a t *  and "Abstract"  A r t  

Dora Val1 i e r  i n  h e r  impre a s  ive book Ab8traot 

A r t  l o c a t e s  a major change i n  twentieth-century - 
eonsciouaness by desc r ib ing  t he  oon f l i u f ing  views 
*) 

of  r e a l i t y  des ignated by the  t e r m  'I-realfstn and 

"abstract . '  The s p e c i f i c  o r ig in  o f  t h i a  c o n f l f c t  

she t r a c e s  t o  changes i n  n ineteenth-century physics ,  

i n  which i n v e s t i g a t i o n  s h i f t e d  away f r o m  d i r e c t  ob- 

se rva t ion  of the  n a t u r a l  world towards the  invisible 

realm surrounding the narrow range o f  phenomena i m -  

mediately ava i l ab l e  t o  t h e  senaa a. Perceptual  norma 

e s t ab l i shed  dur ing  t he  Renaissance, pr imar i ly  thaae  

of  l i n e a r  perspect ive  an@ a human-rcala world cen- 

t e r e d  i n  "man's confidence in  the abso lu te  pa re r  of 

h i s  i n t e l l i g e n c e  t o  achieve i t s  mission of unve i l ing  
16 

the  ex t e rna l  world," were d i r e c t l y  challenged by 

the  new order  of 

space-time. m. 
* .- s 

o f  the  Newtonian 

wave mechanics and Eina te in ian  

Eaanck a r t i c u l a t e d  the displacement 

system by quantum theory:  

J u s t  an c l a e s i c a l  phyaioa spatially d ia in -  
t e g ~ a t e s  the  system, considered in  its 

- 

'B 
smalleat p a r t a ,  and thereby reduce8 the  move- 
ments of m a t e r i a l  bodies t o  the ,movemente o f  
their mattrial poknta m a t c h w d  a r t o r i  as 
i nva r i ab l e s ,  s o  quantum phyaics dTs f- n t e g r a t e s  
every movement i n t o  pe r iod i ca l  mate r ia l  waves,. . 



13. 

Simi l a r ly ,  t h e  common ssnae r ea l i sm  of sub jec t -  

ob j ec t  apace, i n  which aeparate  sub j ec t  views sepa- 

r a t e  ob j ec t  , each d i s t i n c t  unto i t s e l f  in  t r anspa ren t  

space, vanished i n  the E ins t s  i n i an  space -time continuum. 

Space and time were m e .  Though concre te ly  
measureable, t h i s  o the r  space and o the r  
time which order  our  dally exparience were 
shame, pure convent ims.  Perception was 
the  v i c t im  of  decept ion,  while the i n t e l l e  c t  
was aware t h a t  t he re  was only a s i n g l e  I 

s h i f t i n g  u n i t y ,  of apace plus  time plus  
energy. There was only m e  band between i t  
and man r abstraction. Conceiving replaaed 
saeing.18 

A major consequence o f  t h i s  change waa the disappearance 

k of the ' o b j e c t 1  i t s e l f ,  and wi th  it the  whole o rder  o f  

c e r t a i n t y  c o n s t i t u t e d  by the  human s c a l e  o f  sub jec t -  

ob j ec t  percept ion,  a s  succ inc t ly  summed by Werner 

He isenberg. 

This new s i t u a t i o n  i n  modern n a t u r a l  sc ience  
shows us t h a t  we can c e r t a i n l y  no  longer  con- 
s i d e r  a s  'a t h i n g  in  i t s s l i ~  t h e  buildi$g- 
blocka o f  mat te r ,  which o r i g i n a l l y  were Held 
t o  be t he  ob j ec t i ve  r e a l i t y ,  t h a t  they es- 
cape from any a t tempt  t o  pin them dam o b  
j e c t i v e l y  i n  space and i n  time, an4 t h a t  d 

sti l l ,  fundamentally, the only obj60,t o f  
soience a t  o u r  d i sposa l  i s  what we know of 
these  particler...Ue f i nd  ourselves i n  ttr, 
middle af a dia logue between na tu re  and 
man, of which sc ience %a o n l y  m a  part, M 
t h a t  the  c o n v e n t i m a l  d i v i s i o n  of t he  world 
i n t o  sub j ec t  and ob j ec t ,  i n t o  i nne r  world 
and outs ide  world, i n t o  soul and body, i s  
n o  longer app l icab le  and g i v s s  r i s e  t o  d i f -  
f i c u l t i e  a ,  For n a t u r a l  science..  .the sub j ec t  



of reaearch i s  there fore  no longer  nature  
i n  i t s e l f ,  but na ture  e u b j e d e d  t o  human 
in t e r roga t ion ,  and t o  t h i s  e x t e n t  man. ., 
here  meets only  himaelf, ,  ..For t h e  f i r s t  
time in  h i s t o r y ,  man f inds  himself alone 
wi th  himself  on t h i s  e a r t h ,  without p a r t -  
n e r  o r  adversary.19 

The d i scove r i e s  i n  physics were p a r a l l e l e d  by 

the  many ohangea in  the  styles of  European pa in t ing  

In  the l a t e  n ine t een th  and early twent ie th  cen tu r i e s ,  

from Impressionism through Cubism, Nonetheless, a l l  

those ohanges occurred within  the precincts of sub- 

j ec t -ob jec t  perceptual  real ism: the  human sca l e ,  the  

s a n c t i t y  o f  the  ob jec t ,  waa maintained. Even in  

Cubism 

the  cen t r a l  r o l e  of the  senses remains 
uncontested, a3 m e  hand the pa in t e r ,  
on the o the r  f e a l i t y .  Between t h e  two, 
t o  un i t e  them, p e r ~ e ~ t i r m ~ 2 ~  

It was only when t h i s  arrangement was andmed t h a t  

a r e a l  change, an a c t u a l  break with  the  )xys+ occurred: 

the changa t h a t  was (and i s )  a b s t r a c t  a r t J  

Whereas formerly the  senaea e s t a b l i r h e d  
a d e f i n i t e  band between man and the  out- 
a ide  world, a b s t r a c t  ion,. ,dug an abyss. 21 

- 
- - - 

- 



H Abst rac t  a r t  was n o t  simp17 a tendency" but 

"a phenomenon," even though t h i s  was no t  immediately 

apparent  and i s  a v a i l a b l e  a8 such only t o  the h i ~ d -  

s i g h t  of half a century  l a t e r .  V a l l i e r  n o t e s  a his- 

t o r l c a l  d i v i s i o n  wi thin  a b s t r a c t  a r t  i t s ~ l f .  The 

i n i t i a l  phase, most prominently represen ted  by Kan- 

dinaky and Mondrian, was more i n t e l l e c t u a l  and Idea l -  

i a t i c ,  dominated by t be  search  f o r  'a geombtrical ab- 
w 

aolute  t h a t  would expreas the v i s u a l  world," 

. He i senberg ' s  Uncer ta inty  Pr inc ip le  (1927 )T2 however, 

'ended such a h o p ,  i n  science aa well a s  a r t .  Af ter  

a period of  i nne r  retrenchment,  a  second phase of  

a b s t r a c t  a r t  emerged i m e d i a t e l y  a f t e r  World War 11. 

The new works were oharac te r ized  by a "growth 

of t he  a b a t r a c t  wi thin  f f g u r a t t a n  ;" e x p l i c i t  a b s t r a c t  

i n t en t ion  i s  replaced by "8betract im. .  .as an inner  

value inseparable  Qom.. .substance ." 
These a r t i s t s . .  .are c e r t a i n l y  n o t  a b s t r a c t  
. .and y e t  t h e  forms they c r e a t e  do  n o t  con - 
t a i n  a recognizeable reality. They a r e  
forms connected c l o s e l y  w i th  r e a l i t y  - but 
what i s  t h i s  r e a l i t y  which i s  n o t  the  same 
aa  the  one we- see?...which inescapably d i a -  
t u r b s  t he  s t r u c t u r e  of our th inking,  because 
i f  f o r ce s  ua t o  a it t h a t  f i gu ra t i on  doea $9 n o t  man real iam? 

- - 



J u s t  where, . in  appaalaance, an abyss aepa- 
r a t e s  creator '  !"ram spec t a to r ,  t he re  i-s on1 y 
proximity be tween the t h ing  and , i t8  ex- 
presaion--a proximity i ncmce  ivable  in  the 
p a s t  . . .The i n i  t i a l ,  gd ome'trical 'remote ab- 
s t r 4 c t i o n  has been succeeded by a  f i  u r a t i s  + in-proximitg, which defea t s  c r l  t i c a  lang- 
uage. It does, in f a c t ,  f igure  t he  ex te r -  
rial world, b u t  because it does no t  s t e p  
back from t h i s  t o  see it a t  a  distance, 
because it is a t t e n t i v e  t o  the r e l a t i o n s h i p  
which makes p a r t  merge i n t o  whola, it i s ,  
t o  the understanding,  a b s t r a c t ,  In t h i s  
way, a b s t r a c t f a n  and f f p a t i o n  have be- 
come, i n  our day, reveyeible  . They have 
i n f i l t r a t e d  each o ther ;  'while the  words 
designating t h  m continue t o  t r e a t  them 
as oppoaite s. 2& 

(emphasis h e r s )  

The a l t e r a t i o q  of  a rscognieeable  content  (and with 

i t ,  the  viewer ' s  expec ta t ion  of an apprehendable in- - \. 
t e l l e c t u a l  meaning) by Hfiguration-in-proximity" 

v i o l a t e s  t r a d i t i o n a l  spec t a to r / c r ea to r  r e l a t i onah ip ,  

sustained by the  primary given o f  c r i t i c a l  d i s tance ,  

With t h i s  new d i r ec tnes s ,  a  gap amergea betwee 6\ 
'[sensibility, pro jec ted  forward by p l a s t i c  exper - i 
menta t h a t  sharpen it ," and "understanding, held  

back by i t s  ca tegor ies .  I'25 Thia gap i a  p a r t i c u l a r l y  

f e l t  i n  any a t tempt  t o  analyze o r  deacr ibs  e i t h e r  

the  work or the  exper ience provoked by it, s ince  the  

p e r c e i v a r l s  e x p r i e n c s  Ls no longer  sopapate earn 

the  work i t s e l f ,  In t he  t r ad i t i cma l  u n d e r ~ ~ e n d i n g  

of 
F 



4 
Tha very term '9bs t rac t  ar tv&containa a  ccm- 1 

26 ' g 

tradict4011, a contradiction representat ive o f  an 

inherent c o n f l i c t  between the language s t ruc tu res  . B 

which are  the p r h a r y  means for describing expsr i-  

once, and the kind of experience abat rac t  a r t  pro- < 

'.I v den. Marahall McLuhan has exposed t h i a  conf l i c t  b 

in h i s  luc id  a t t a c k  on the "tyranny of p r i n t  culture ." ' 
Not only does modern phyafca abandon the 
special ized v i sua l  space of Descartes and 
Newton, it re-enters  the subt le  auditory 
apace of the n m - l i t e r a t e  world, And in  
the most primitive society,  a s  in the 

- present age, such auditory space i s  a  
t o t a l  f i e l d  of simultaneous re la t fons , .  , 
A l l  values apar t ,  we must learn today 

- - -- - 
- - t h a t  our e l e c t r i c  technology has. conse- 

quences fo rpour  G a t  ordinary 
and hab i t s  of  action which are  quickly 
recrea t ing  in us the mental processes of 
the most primitive men. These conse - 
quencea occur, not  frr  o m  thoughts or  
opinions, where we are t ra ined  t o  be 
c r i t i c a l ,  but in our most ordinary sense 
l i f e ,  which c rea tes  the vor t ice  and the 
matrices of thought and act ion.  37 

- - 

Technological innovations r a d i c a l l y  a l t e r  the experience 

of everybody ( the  atomic bomb and t e l ev i s ion  are events 

of global umaequence), y e t  the mean8 f o r  describing 

t N a  change, a t  l e a s t  In western l i t e ~ a t e  cul ture ,  

are s t i l l  those of the pas t ,  the or ig lns  of which 
- - -- p p -  - -  - 

were the r i s e  of l i t e r a c g  in  the Renaiasance, and 

the coincident e levat ion of the v isua l  sense as  supreme. 



- 
a The new physic8 is. an aud i to ry  domain 

and l o n g - l i t ~ r a t e  s o c i e t y  i s  n o t  a t  home 
i p  the new .physics,  nor  w i l l  it eve r  be. 28 

* 

Language s t r u c t u r e s  a r e  the most in t imate  form ' 

of the o ld  rea l i sm,  the  foundat ional  per imeters  of  

our t r a d i t i o n a l  "way of see  ingo"= V a l l i e r  c o r r e c t l y  
- 

n o t e s  t h a t  c r i t i c a l  language, a s  p r e sen t ly  cona t i -  

t u t e d ,  . i s  a t  a dead end when confronted wi th  r e c e n t  

A 

a b s t r a c t  - a r t ,  and McLuhan 1s r i g h t ,  m e  feels, in  

a s s e r t i n g  t h a t  " l m g - l i t e r a t e  soc i e ty"  w i l l  never  

- ba a t  home i n  the  v a s t  universe  of t h e  preesnt .  But 

~ a l l i e f  i s  u n 6 h a r a c t e r i s t i c e l l ~  sh-ort-sighted when 

she goes on t o  say: 
3 . * 

4, 

A s  an instrument Tor dea l i ng  w i t h  forms, 
language has be come superannuated, and 
i s  of l i t t l e  use f o r  communicating t o  a  
wider publ ic  p l a a t l c  ex r e s s i m  a t  the  
s tage  t h t s  has reached. 59 

5 
t 

Language i t s e l f ,  s t i l l  the pre -eminent d e s c r i p t i v e  

tool,., i s  much more than the  inhe.rfted forms of p r i n t -  

cu l t u r e  real ism.  L i t e r acy  Is a phenomenon of language, 

and no t  the  o t h e r  way round. Language con t inua l ly  

enc loses  l i t e r a c y ,  something e a s i l y  fo rgo t ten  i n  
- 

visua l -or ien ted ,  print-dominated cu l tu r e  : w r i t i n g  i a 
5 

/ 

a uniqne event  in  language but  it t a  nevs r  a s e l f -  

comple t e  even t ,  And language can hard ly  be thought 



t o  be exempt From the ,changes ramifying throughout 

the  whole' of western consciousness and tment ie th -  

century  r e a l i t y ,  a l though the language s t r u c t u r e s  

(and the forms of th ink ing  they c i rcumscr ibe)  a r e  

the  l a s t  t o  r e g i s t e r  the e f f e c t s  ao obvious in  every 
/ 

o the r  a r e a  of contemporary l i f e .  

& i l e  t h e -  language forms t o  which we a r e  accus- - t o m d  face  obvious d - i f f i c u l t ~ d  when 'confronted with 
\ 

'L 

contemporary v i aua l  a r t ,  in a b a t r a c t  vePbal a r t  

language lhmediate ly  ob ta ins  more leverage ,  s i nce  

the  experience of a l i t e r a r y  work f a  i t s e l f  an e-x- 

perience of language i n  some major way. Writer  and 

r eade r  a r e  less d i s t i n c t  than p a i n t e r  and spac ta to r :  

' they n e c e s s a r i l y  share a  more *int lmat8,  i f  l e s s  I m -  

mediate, experience.  And s ince  our language forms 
t 

a re  very r e a l l y  "ourselves"  i n  a  more l i t e r a l  way 

than we might p r e f e r ,  had we a choice,  the  r e s i s t a n c e  

t o  n m - r e a l i s t  pe rcep tua l  order ing i s  understandably 
r' 

g r e a t ,  j u s t  a s  t h e  capac i ty  for  a c t u a l  change (even 

if r e  r a n t  t o  change) i s  l e h s  a r a i l a b l d ,  than wi th  
'T 1 

visual a r t .  / P a l e v i a i o n  a lone ,  with i t s  many rapidly  

changing i d g e s  (even though the content8  of  the  

image a remain r e a l i s t i c a l l y  r ep re sen t a t i ve  1, uncon- 
- - 

s c i o u s l y  condi t ions  the  eye f o r  a readieil. kcceptancs 

of c u b i s t  pa in t i ng ,  bu t  there  i a  nothing compar~b l s  



i n  our .  language environment.  We ha& t o  conscious ly  

r e s i s t  the  . r e s i s t a n c e ,  aa w i t h  the  technique  of  aus- 

pendad judgement, "by which we n  t r anscend  t h e  

l i m i t a t i o n s  of o u r  own asaumpti  s by a c r i t i q u e  of' 

them. 1 1 3 0  To do so dynamical ly invo lves  one i n  the  

inde terminacy s i g n a l l e d  by He i senberg ' s -  famous 

p r i n c i p l e .  
* 

An even l e r g e r  step i s  taken i n  Dora Val1 i e r  I s  

cpnvincing analogy be tween a b s t r a c t  a r t  and g e s t a l t  

psychology/philosophy, s o f a r a s  g a i n i n g  a c c e s s  t o  a  
/- 
I 

/ 
f u l l e r  p a r t i c i p a t i o n  i n  t h e  i m p l i c i t  communicatim 

process  i n i t i a t e d  by a b s t r a c t  works of a r t .  This  

analogy,  quoted i n  f u l l  below, provides  a  comprehen- 

s i v e  and e v o c a t i v e  at imulua f o r  e x p l o r i n g  the  new 

grounds o f  s p e c t a t o r / c r e a t o r  r e l a t i o n s h i p .  Caud- 

w e l l  ' s remarks on perception?land Raymond Williams 
a*  

d e s c r i p t i o n s  of c r e a t i v e  p rocess  and a r t i s t / v i e w e r  

r e l a t i o n  ,32 undaracore the deep- level  changes i n -  

forming c u r r e n t  unders tand ing  of pe rcep t ion  i t s e l f ,  

p e r t  i c u l a r l y  when c o n t r a s t e d  wi th  tha  perceptual  

r e a l i s m  of  the  p a s t .  The analogy is aa impor tant  

f o r  v a r b a l  as far v i s u a l  a b s t r a c t  a r t ,  and s s t a b -  

l i s h e s  the  i m p l i c i t  boundarise wi th in  which the  

p r e s e n t  s tudy  of ~ s . c k s t t  's f i c t l k  proceeds. 



Since t h e  exper ience  o f  which a n  a b s t r a c t  
work o f  a r t  t e l l s  i s  centered  on the spe-  
c i f i c  means of express ion of  t h a t  a r t ,  i t s  
s i g n i f i c a n c e  has  t o  be read in  t h e  i n t e r -  
a c t i o n  of t h e  forms, i n  t h e  combination of 
the  co lo r s .  Being sub j ec t i ve  i n  the  high- 
e s t  degree ,  every  a b s t r a c t  p a i n t i n g  and 
every  a b s t r a c t  s cu lp tu r e  w i l l  be always a t  
the  same d i s t ance  from our unders tanding,  
whether it i s  b a r e l y  sketched o r  f in i shed :  
un l ike  a  r e a l f  s t  work Q a r t ,  i t  w i l l  n o t  
be more " c l ea r "  a t  the 4 nd than a t  the  
beginning.  %a t  then makes i t s  s t r u c t u r e  
a t t r a c t  and hold u s ?  And what p a r t  a f  ,us 
does i t  a t t r a c t  and ho ld?  

G e s t a l t  psychology ha; undoubtedly 
given t he  most exhaust ive answer t o  t h a t  
ques t i on ,  because it has managed t o  d i s -  
cover ob j ec t i ve  beacons deep down in  our 
most sub j ec t i ve  experience of form--be- 
cauae $ t  has been ab le  t o  observe c e r t a i n  
cons t an t s  i n  the  i m e d i a t e  r e a c t i o n s  of  
our senses ,  a p a r t  from the  unders tanding 
and n o t  bound up wi th  i t  i n  any way. By 
so  doing i t  has completed c l a s s i c a l  psy- 
chology, wh$-ah considered s u b j e c t i v i t y  a s  
unsurmoungable p r e c i s e l y  because i n t r o -  
spec t i on  could only  inc rease  u n i n t e l l i g i -  
b i l i t y ~  on t h a t  s lope where a  f a l l  i n t o  
the  incommunicable, aeemed i n e v i t a b l e ,  - 
G e s t a l t  psychology applisld a  brake when 
it provided s c l e n t i f i c  proof t h a t  the  i n -  
e f f a b l e  i s  n o t  ne c e s a a r i l y  incommunicable. 
And s ince  the  whole adventure of  t h e  ab- 
s t r a c t  work of a r t  t akes  place f a r  away 
from what can be s t a t e d  l o g i c a l l y ,  i t  
seams t o  me t h a t  the  key t o  i t s  message 
must be looked f o r  i n  the  Ges t a l t - t ha t  
u n t r a n s l a t a b l e  German term f o r  a form 
conceived a s  somehow inc lud ing  bo th  the 
form-aspect and i t s  exper ience .  It seems, 
in s h o r t ,  t h a t  t h e r e  i s  an i n f a l l i b l e  cor- 
respondence between pure form, taker! i n  
a l l  i t s  complex appearance, and our sensory . 
s t r u c t u r e s  by v i r t u e  of which we perceive  

, i t  What is more, we aeem t o  be s e n s i t i v e  



t o  a balance o r  imbalance i n  forms, and 
t h i s  is spontaneously perceived through 
being a r e f l e c t i o n  of these  same sensory 
~ t r u c t u r e s - - e s p e c i a l l y  when we a r e  dealing 
wi th  forms pnoduced by m&n ( l i k e  those of 
a r t ) ,  because t hey  have been created out  
of the man s sensory s t r u c t u r e ,  which i s  
l i k e  ours .  That balance,  f e l t  on the  
sensory l e v e l ,  must give the  s p e c t a t o r ,  
i t  seema t o  m e ,  the assurance which l ikene a s  
g ives  him In a r e a l i s t  work of a r t ;  and it 
i s  a t  t h a t  l e v e l  t h a t  communication prob- 
a b l y  takes  place  in  a b s t r a c t  a r t - -c loser  
than words, c lo se r  than i n t e l l s c t u a l  cate- 
gor ies ,  wi th in  an a r e a  where t he re  a r e  only 
sensory da t a  common t o  a r t i s t  and onlooker. 
Ges t a l t  psychology has noted t h a t  wi th in  
t h i s  a r ea  the  image organizes i t s e l f '  accor-  
ding t o  v i s u a l  f i e l d s ,  obeying correspond- 
i ng  l i n e s  of fo r ce ,  and t h a t  o p t i c a l  per-  
mutat ions are accompliahed In a way t h a t  
does n o t  vary from one individual t o  
another .  I t  has  thus  been able t o  d i s t i n -  
guish, beyond the  i s o l a t e d  Form, wholes 
made up of forms in  which each element 
e x i s t s  only i n  v i r t u e  of the  r e s t ,  s o  t ha t  
we apprehend a t  onee the whole and the 
par t - tha t  i s  t o  say, the  r e l a t i o n  u n i t i n g  
them. Thia immediate and complex exper i -  
ence, a t  m e  and the aame time t o t a l  and 
full of f i n e  shades,  i s  what a d s t r a c t  a r t  
o f f e r s  us. I t s  c l a r f f i c a t i o n  is the moat 
advanced--and most disputed--point  reached 
by G e s t a l t  philoaothy:  it aaems t o  me 
cassential f o r  the  comprehensionH of ab- 
s t r a c t  form--In i t s e l f  a  p o i n t  i n  favor  
of this theory,  which indeed i s  contempo- 
r a r y  wi th  a b s t r a c t  a r t  s ince  it e a r l i e s t  
rudiments da te  from about 19200 33 



Forces and Objects  

The d i f f e r e n c e s  between wr i t i np  which r e f l e c t s  

an a b s t r a c t  perceptual  o r i e n t a t i o n ,  and wr i t l ng  which 

r e f l e  c ta  sub jec t -ob jec t  perceptual  re'alism, a r e  ap- 

parent  i n  a  comparison of r ep re sen t a t i ve  t e x t s ,  

Beckett '  s Mollog and D.H. Lawrence's Women In Love 

The s p e c i f i c  s e c t i o n s  chosen a r e  an opening inc iden t  

in Mollox concerning the  two t r a v e l l e r s  A and C,  

comprising pages 8-15, and Chapter 26, "A Chair ,"  

from women ~n Lava.  he p a r t i c u l a r  concern i s  

deac r ip t l ve  more than eva lua t ive  t it i s  no t  s matter  

of one t e x t  being b e t t e r  o r  worse than the  o ther ,  bu t  

simply of how they a re  d i f f e r e n t ,  a s  p ieces  of wr i t ing ,  

and what the impl ica t ions  r _ of the d i f f e r ences  are .  

The v i s u a l  sense i s  aupreme in  r e a l i s t  pe rce iv ing  

and i n  prose f i c t i o n  which r e f l e c t s  t h a t  perceiving,  

wi th  i t s  c o r o l l a r y  o f  s i l e n t  reading. 
34 

B c h  chapter  

of Women In Love has  i t s  own t i t l e ,  i n  many cases  re - 
f e r r i n g  t o  6~ s p e c i f i c  o b j e c t  (1; 10; 11; 18; 26)  or  

t o  a s p e c i f i c  s e t t i n g  (2 ;  3 ;  5; 14). Like Van Gogh 

making a p i c t u r e  of a  c h a i r  here,  a  t ab l e  t h e r e ,  a 

person somewhere e l s e ,  y e t  a l l  l i nked  t h r o u ~ h  being 

done i n  a p a r t i c u l a r  time/space period (Ar lea ,  1888-89) 



Eawrence 

a nove l ,  

s c i o u s l y  

o f f e r s  a  ' ae r i es  of p i c t u r e s  which comprise 
~. 

even though t h i s  is n o t  n e c a s s a r i i y  a' can- 
4 

formal a spec t  of the  work as novel .  By 

e n t i t l i n g  Chapter  26 "A Chair,," however', he predia-  
: 

poses the r e a d e r  t o  focus  on t he  primary ob j ec t  i n  

t he  i n c i d e n t  deacr ibed ,  and the chap te r  i t s e l f  
d 

s t ands  ou t  a s  a aepara te  p i c t u r e ,  however much i t s  
/ 
/ 

con t en t s  remain enmeshed in  the  no*% at ib rge .  
/ 

/ 

The t r ansparency  of the  langua'a, a consequence of  
, 

omniscient  n a r r a t f  on, te the  equ iva len t  o f  -the i n -  

v i s i b l e  space between a  viewing s u b j e c t  and any 

physica l  ob j ec t  i n  t h e  f i e l d  of v i s ion .  The words 
I + 

a r e  i n v i s i b l e ,  only t h e i r  con t en t s  a r e  p r e sen t ,  80 

present  Itone doean l t  even know they ' r e  there." 

'Look, s a i d  Birkin,  t h e r e  i s  a  p r e t t y  
cha i r .  

'Chamlngl  c r i e d  Ursula. 'Oh, charming. 
It waa an armchair  of simple wood, probably 
b i r ch ,  b u t  of  such f i n e  d e l i c a s y  of grace,  
s t and ing  there on the  aordid  s t onesk  it a l -  
most brought  t e a r s  t o  the  eyes. It was 
aquare fn shape, of' the p u r e s t ,  rslender 
l i n e a ,  and f o u r  s h o r t  l i n e s  of wood i n  the 
back, t h a t  reminded Ursula of  harp-a t r ings .  

'It waa once, s a id  Birkin ,  ' g i l d e d  - 
and it had a cane seat .  Somebody has  
n a i l e d  t h i s  wooden aea t  i n .  Look, h e m  is 
a t r i f l e  of t he  r e d  t h a t  underlay t h e  gilt. 
The rest is  a l l  b lack ,  except  where the  
wood Is worn pure and glossy. It l a  the  
l i n e  u n i t y  of  t h e  l i n e s  t k t  i s  s o  a t t r a a -  
t i v e .  Look, how they run and meet and 
counterac t .  But of course the wooden seat 
is  wrong - it des t roys  the  p e r f e c t  l i g h t -  
nesa and u n i t y  i n  tens ion the  cane gave. I 
l i k e  i t  though - '  

' ~ h  yea,  s a i d  Ursula, ' s o  do I. 135 



, I w i l l  now o f f e r  a  r e a l i s t ; ,  ob jec t ive  'new 

c r i t i c i s m 1  i n t e r p r e t a t i o n  of the chapter ,  and then 

an ' abs t racb '  sommentary, i n  an a t tempt  tond ' i f -  

f e r e n t i a t e  between two ways of perceiving a  t e x t .  

The purpose i s  t o  show how the  Lawrence t e x t  i t a e l f  

accommodates both approaches, whereas, in the d i s -  

cussion of the  Beckett  t e x t  which fol lows,  it w i l l  

be shown t h a t  the  r e a l i s t  approach i s  rendered i n - .  

e f f ec tua l  by the wlsiting i t s e l f ,  and . t ha t  the  ab- 

s t r a c t  o r i e n t a t i o n  alone makes any senseo  Even 

though, f o r  the momant, the  emphasis i s  upon c ~ i t i -  

c a l  procedure, r a t h e r  than the  t e x t s  'themselves, 

my argument i s  t h a t  Lawrence shares ,  w i th  the r e a l i s t  

c r i t i c s ,  ba s i c  assumptions about wr i t i ng ,  read ing  

and r e a l i t y ,  however f a r  a p a r t  Lawrence and the  

"new c r i t i c s "  would have been i n  tel lectua. l ly.  By 

c o n t r a s t ,  Beckett does n o t  share those a,asumptions, 

and the  Beckett wyi t ing mocks any e f f o r t  t o  make the 

kind of  symbolic reading here  o f fe red  f o r ,  and i n  a t  
* 

S e a s t  aome measure supported by, " A  Chair. , 136  
, 



It fa  easy  t o  understand a c r i t i c a l  r ead ing  

t h a t  would see t h e  c h a i r  a s  a symbol of a  major 
f. 

theme in  the  book--oversimply s t a t e d ,  perhaps, a s  

t he  clarrh o f  old ways wi th  new ways, and s p e c i f i c a l l y  

the  dec l ine  of q u a l i t a t i v e  o ld  ways before the  ex- 

pediency of q u a n t i t a t i v e  modernity. The c h a i r  ob- 

t a i n s  a p a r t i c u l a r  s i gn i f i cance  from the  f a c t  t h a t  

it is  marred, by the wooden s e a t  t h a t  has been 
- 

n a i l e d  i n  t o  replace  the o r i g i n a l  cane bea t ,  and 
-. 

F==- 

t he re  l a  a g r e a t  dea l  o f  t ex tua l  evidence t h a t  

would support  viewing the  cha i r  as t h e  ce5tt-erpiece 

of a  complex symbolism t h a t  includes  d e s c r i p t i v e  

atatementa and a c t i o n s  a s  w e l l  aa o b j e c t s  and 

charac te rs .  Primary here  i a  t h e  t i t l i n g  of  the 

- .  chapter  i t s e l f ,  which makes the c h a i r  a  v i aua l  

emblem of t h e  a c t i o n s  and s ta tements .  comprising 

the  chap te r ,  a s  some a l t e r n a t i v e  t i t l e  such a s  

"The Jumble Markett' o r  "An ArgumentH would n o t  

have done. 

But t he  c o n f l i c t  of ' o ld  versus newt i a  

dominant throughout the  chapter .  Uraula is  a i c k  

of t h e  "beloved pas t , "  ~ u p e r t  of the "accursed 

presen t  ," and this en t r angemnt ,  never  reaalvect 

and i n  f a c t  i r r e s o l v a b l e  i n  any f i n a l  wag (as 



shown l a t e r  by the  concluding pages of  both  the 
4 

chapter  and the  book), i s  poignantly,  v i s u a l l y  

summed i n  the  imperfect  cha i r .  Jua t  a s  t h e  n a i l e d  

in s e a t  des t roys  the "per fec t  l i g h t n e s s  and u n i t y  

- in  tenaiun" the  cane s e a t  had provided, Rupert 'a 

unreaolved r e l a t i o n  t o  Gerald Crich i s  a primary 

obs tac le  i n  h i s  r e l a t i o n s h i p  wi th  Ursula, and in  

h is  s e l f - r e l a t l c n .  S imi la r ly ,  t h e  _argument ao 

s w i f t l y  fol lowing the purchase of  the  c h a i r  mars 

the i n i t i a l  enthusiasm Ursula and Rupert had f o r  

a moment shared,  juat a s  t he  c h a i r ' s  pass ing i m -  

mediately through t h e i r  hands t o  the  yomg c i t y  

couple underscores,  a s  ac t i on ,  the  a c c e l e r a t i n g  

dec l ine  of the world that produced the  cha i r .  

The v s q  s p a e d ' r o f ~ e  whole transaction, Ursu l a l s  

remark "It's r i g h t  f o r  them,' the  ihpl'fsd aur-  

roundings the c h a i r - w i l l  now have con t ras ted  

wi th  the rooms a t  the  m i l l ,  the triumph of  t he  

.mere u t i l i t y  of t he  o b w t  played aga ina t  the 
I . 

image of.  a  world in  which beauty was n o t  incom- 

p a t i b l e  w i t h  f b c t l o n  - a l l  these even ts  p i c t u r e  

a world i n  dec l ine ,  and a r e  cantered i n  the a h a i r  

as a symbolic ob j s c t .  Prominent fn t he  same theme 

a re  t he  young c i t y  couple themaelvea. The manta 



mindless,  r a t - l i k e  s e x u a l i t y  and the  woman's prsg- 

n m c y  a r e  a  kind of  i r o n i c  rebuff  t o  the s t e r i l i t y  

t h a t  afflicts Rupert an-d Ursula, and powerfully 

suggest  the  p u l l u l e n t  modernity t h a t  w i l l  e a s i l y  

overwhelm the  kind of world ~ u ~ e r t  and Ursula 

d e s i r e .  'vs got  t o  'Live i n  the. chinks they 

leave us," Rupert aays, and Ursula r e c o i l s  a t  t h i s  

a d r o i t  metaphorical  r e v e r s a l  of the  accustomed 

r e l a t i o n  of "rat-hole" t o  nhuman abode." The 

l i n e a r  ps rapec t ive  dominant in  r e a l i s t  p e r o e p t l m  

app l i e s  in t i m e  a s  well  as space, for the  "good 

daystt of the cha i r ,  of Rupert and Ursula,  and even 

of the  y,oung c i t y  man so in  dread o f  forced mar- 

r i age  a re  a l l  i n  the paat ,  while the fu tu re ,  on- 

presa lng  and dark,  w i l l  o b l i t e r a t e  even the  

'chinks1 eventua l ly ,  v e s t i g e s  a8 t he se  a r e  of a 
- 

way of l i f e  unable to f ind  e f f e c t i v e  ground f o r  

any v i t a l  implementation. 



29, 

Such a read ing  of the  chapter  i s  cons i s t en t  

wi th  the  assumptions of prose f i c t i o n  der ived f r o m  

a ,perceptual  rea l i sm determined by ' the  s c a t  e  of  

the  ob j ec t  . ' Linear perspec t ive ,  omniscient na r r a -  

t i o n ,  and t r a n s p a r e n t  language present  and s u s t a i n  

a world o f  ob j e c t s ,  i m p l i c i t l y  separa te  and com- 

p l e t e ,  however many l i n e s  of r e l a t i o n  bind them 

together .  But twentie th-century world i s  domi.* r 

na ted  by even ts  and consequences e f f e c t i n g  a  very  

d i f f e r e n t  percep tua l  s c a l e ,  one which r e q u i r e s  a 

re- th inking of  what we mean when we./use t he  term 

An a b s t r a c t  o r i e n t a t i o n  t o  t e x t  begins wi th  

the r e j e c t i o n  of the  conventions of  omniscience 

and t ransparency,  and thereby a r e j e c t i o n  of the  

c r i t i c a l  d ie tance  c r u c i a l  t o  r e a l i s t  perspect ive .  
-- - - - -  - 

The only ' t h i n g t  the re  is the language t h a t  i s  
,- 

the work, and language has -both o r a l  gnd w r i t t e n  - 

dimensions. I&ry t e x t  i s  a  speaking a s  wel l  a s  

a wr i t ing ,  and t h i s  l a  the  t h e s i s  I am proposing 

t o  demonstrate t h a t  w i l l  explain the  na ture  of  

Beckett 's "di f ference" ,  a d i f f e r ence  which, once 

perueivsd, should l e a d  t o  a more enlightened 

c r i t i c i s m  of h i s  work. 



To approach the  Lnwrence t e x t  a b s t r a c t l y ,  i s  
-7 

t o  approa6h it as an a r ea  of Lawrsntian language, 

and thus  n o t  ( i m p l i c i t l y )  as  an 'ob jec t '  b u t  .as 

a dynamic f i e l d  bf fo rces .  The cha i r  i s  ;rtst a 

symbol f o r  a theme auch a s  "old ways vs. new waysn 

b u t  i s  i t s e l f  an ins tance of  auch a c laah ,  a meeting 
- 

ground of fo r ce s  which pervade the  chapter ,  the 

book, and the  world ou ts ide  the book, which i s  the 

world the r eade r  i s  grounded i n  while he ' s  reading. .? 

The cha i r ,  t he  argwnent ,+ the desc r ip t i ve  statements,  

the  cha rac t e r s ,  t h e i r  dialogue - a l l  a r e  manifes- 

t a t i m s ,  i n  a p a r t i c u l a r ,  a rea  of language ("A 

Chair" 1, of f o r c e s  we i n t u i t i v e l y  recognize a s  

pervasive of human r e a l i t y  i t s e l f ,  and thus  al- 
p p - - - --- 

r e a d ~  a p a r t  of our "experience ." The r r ' i t e r  i s  - 

- n o t  a producer of o b j e c t s  f o r  the reader ' s  con- 

sumption, bu t  a v i t a l  presence in  human r e a l i t y ,  

secured i n  language. " A  Chair" and Women fn Love 

a re  a r ea s  of Lawrentian lmguage ,  i nd i s so lub ly  

connected wi th  every o the r  piece of Lawrence's 

wr i t t en  work, the  whole  of which i s  a f i e l d  of 
- 

f o r c e s  no d i f f e r e n t  except in  quan t i ty .  The 

i nd iv idua l  works are not aape re t a  an& Ctfstfnet 

from each ather, but m l y  sapamble w i t h i n  the 

- f i e l d *  



But t h i s  i s  n o t  t o  say t h a t  Roman In Love i s  

an a b s t r a c t  t e x t ,  o r  t h a t  Lawrence was an a b s t r a c t  

a r t i s t .  There remains a  fundamental d ia tance be- 
/' L 

L tween reader  and t e x t ,  inharen t  in  the express ive  
t 

means employed by Lawrence. The convsntions of 

omniscient n a r r a t i o n ,  l i n e a r  perspec t ive ,  and t rans-  
- 

paren t  language e f f e c t  a  dec i s ive  and obvious de- 

marcat lm between t e x t s , l i k e  Women i n  Love, r e -  

f l e c t i n g  the  perceptual  r ea l i sm  of the pas t ,  and 

t e x t s  l i k e  Becke t t t s  Tri logy,  a  t e x t  w r i t t e n  from, 

and no t  j u s t  i n t e r p r e t e d  from, an a b s t r a c t  per- 

spec t ive  . 3 7- 

Beckett  , through the  "narra tor /narra ted"  

innovatian f i r s t  f u l l y  r e a l i z e d  i n  the  Tr i logy,  

reduces th6 d i s t ance  b e t m e n  tho express ive  meana - -  

and the  work i t s e l f ,  achieving something very - 
s i m i l a r  t o  V a l l i e r ' s  "figura~ien-in-proximity" 

desc r ip t i on  o f  post-1945 pa in t ing ,  and in  t h i s  

way e f f e c t s  a break w i t h  the d&fnant t r a d i t i o n  . - 

s o  powerfully pepresented by Lawrence. 



d " 
A and C a r e  two t r a v e l l e r s ,  observed from a  

he igh t  by Molloy, who meet  on a road,  i n  t he  evening. 

This i i c i d e n t  i s  n o t  separa ted  ou t  even as  para- 

graph, from the  "Molloy" n a r r a t i v e ;  the  r e ade r  must 

a r b i t r a r i l y  s epa ra t e  it o u t  by n o t i n g  where Molloy 

beg ins  speaking of the  two cha rac t e r s  ( 8 )  an$ where 

he. t o p s  s p a k i n g  of them (15 ) .  The whole i nc iden t  * 

i s  clouded by u n c e r t a i n t y .  Molloy doesn ' t  know ~. 

whether he himself  is sesn  by C (10,ll); he c m -  

fuses  t h e i r  i d e n t i t i e s  a t  m e  po in t  (11) though 

a t  o the r  moments he i s  d e f i n i t e  about which 19 

. which ( 9 ,  1 5 ) ;  he o f f e r s  v a r i a n t ' d e s c r i p t i m s  of . 
. . A 111); every ' c e r t a i n t y 1  he advances i s  s h o r t l y  if 

9 
i 

n o t  immediately undercut  by a  'perhap's,' (14, 151, 
4 

This  extends  f i n a l l y  t o  t h e  inc iden t -  a s  a whole 

when, n e a r  i t s  conclus ion,  Wolloy says :  

- - J 
And I am perhaps Eonfusing s e v e r a l  ' d i f -  
f e r e n t  occas iona ,  and d i f f e r e n t  t imes ,  
deep  down, and deep dowq is  my dwel l ing ,  ,- 

oh n o t  deepsa t  down, somewhers b e t 4  
t h e  mud and t h e  scum, And perhaps it was 
A m e  day st one p l ace ,  then  C another  a t  P" 
ano ther ,  then a  t h j r d  the rock and I, and 
s o  on f o r  t h e  o t h e r  components, t h e  cows, 
the  sky, t h e  sea ,  the mountains. I c a n ' t  
b e l i eve  it. No, I: rill n o t  l i e ,  I can 
e a s i l y  conceive it. (14) . 



There is no s p e c i f i c  ob jec t  in  the  A and C 

passage on which t o  focus  a t t e n t i o n ,  a s  t h e r e  was 

w i th  t he  c h a i r  in  Lawrence's chapter ,  but t he re  i s  

an important image, n o t  m l y  f o r  the .  inc iden t  i t s e l f  

b u t  f o r  the  whole kfolloy t e x t :  t h a t  of the  road on 

- which the t r a v e l l e r 8  meet. 
h 

A t  f i r a t  a r i d s  spacehilay between them. 
They couldn ' t  have seen each o the r ,  even 
had they r a i s e d  t h e i r  .heads and looked 
about ,  be cause of t h i s  wide space , and 
than because of the  undula t ing land ,  which 
caused t h e  road t o  be i n  waves, n o t  h igh,  
b u t  high enough, high enough. But the  
moment came when toge the r  they went down 
i n t o  the  same . trough and i n  t h i s  t rough 
f i n a l l y  met. ( 9 )  

The image of "the road,.,ln waves1' i s  echoed l a t e r  

i n  a s ta tement  d i r e c t l y  evocative of Heisenbergfs  

Uncer ta inty  Pr inc ip le .  $,: L.l+E- 2? 
!2- 

Yes, even then, when a l ready a l l  was 
fading,  wavea and p s r t i c i e s ,  t he re  could 
be no  t h ings  but  nameless t h ings ,  no  names 
but  t h i n g l e s a  names. (31) 

The fna r r a to r /na r r a t ed '  technique, wi th  i t s  welding 

of  oral and w r i t t e n  t r a d i t i o n s ,  proceeds from and in 

terms of a "wavea and p a r t i c l e s "  model, r a t h e r  than 

a. "subject-ob j s c t "  model. The "waves and pa r t i c l e s "  

paradigm is  dynamic and n m - s e p a r a t i s t ,  in  d i r e c t  



c o n t r a s t  t o  s t a t i c ,  separa ted  out  r e a l i a t  perce iv ing.  

Although the  "waves and p a r t i c l e s n  image may'meta- 

p h o r i c a l l y  guide the  de sc r i ' p t im  of a r e a l i s t  t e x t  

( t h e  ob jec t  aa a  m e t i n g  around of f o r c e s ,  r a t h e r  

than s epa ra t e  e n t i t y ) ,  it i s  mare than metaphor f o r  

an a b s t r a c t  t e x t ,  which proceeds from markedly d i f -  

f e r e n t  a ssumpt ima  about  the  na tu re  of  r e a l i t y .  

Linear  pe r spec t i ve ,  f o r  example, i s  upended, 

temporal ly ,  i n  t h e  A and C i n c iden t  when Molloy 

auggests  he may have pu t  the  whole acene t o g e t h e r  

wi th  components from d i f f e r e n t  t imes (14). S p a t i a l l y ,  

too ,  a non- l inea r  o r i e n t a t i o n  i s  apparent .  

It was on a  road remarkably ba re ,  I mean 
wi thout  hedges* o r  d i t c h e s  o r  any kind of 
edge, i n  t he  country... .!The road,  hard 
and white ,  seared  the  t ender  pa s tu r ea ,  
r o se  and f e l l  a t  the  'whim of h i l l a  and 
hollows. (8 -9 )  

This d e s c r i p t i o n  i s  echoed i n  the  n a r r a t i v e  ac t ion :  

when we map out  the  a c t u a l  t r a n s i t s  of A and C, t h e  

l i n e a r  a s p e c t  sugges ted  by t h e i r  encounter ing each  

o t h e r  f ace  t o  face i s  considerably  q u a l i f i e d  i n  the  

l a r g e r  con t ex t  o f  A ' s  having o r i g i n a l l y  been going 

i n  t he  oame d i r e c t i a n ,  only t o  turn baak, meet C, 

-CL 
and then go on towards the  town from which each  had 

depar ted ,  r he r eaa  C appa ren t l y  does not even s t a y  

on the  road,  fo l lowing the heat ing.  



Each went on h i s  way, A back towards the  
town, C on by-ways he seemed ha rd ly  t o  
know, o r  n o t  a t  a l l ,  f o r  he went w i t h  m- 
c e r t a i n  s t e p  and o f ten  stopped t o  look 
abou t  him, l i k e  someone t r y i n g  t o  f i x  
landmark8 in'  h i s  mind, f o r  one day he may 
perhaps have t o  r e t r a c e  h i s  e t e p s ,  you 
neve r  know. ( 9 )  

Their  meeting i s  a " p a r t i c l e , "  viewable a a  such only 

i n  the momentary convergence o f  the  s epa ra t e  "waves1' 
\ 

of  t h e i r  walking, "waves1' which resume, t o  t h e  

viewing eye,  once t he  " p a r t i c l e "  d i s so lvea :  b u t  i n  

f a c t  "waves" and " p a r t i c l e s "  are merely con tex tua l  

38 de s igna t i ons  f o r  one ongoing r e a l i t y .  

The non- l inea r  q u a l i t y  of v i s u a l  s e t t i n g  and 

even t  i s  even more apparent  in  the a u r a l  counter-  

p a r t a  of  "event  p a t t e r n "  and "voice pa t t e rn , ' '  which 

comprise t he  "o the r  h a l f "  of the  l n a r r a t o r / n a r r a t e d g  

technique.  This  double a spec t  of rhythm is com- 

p l e t e l y  en te r twined  in  Mollo$'s n a r r a t i v e ,  through 

Molloyts  be ing h i s  own n a r r a t o r .  The rhythmic l i n e  

of  ' even t '  r i s e s  a n d i f a l l s ,  , aa when the  whole i n c i -  

den t  i s  c a l l e d  I n t o  ques t i on  (14) o r ,  more ~ u b t l y ,  

when a d e s c r i p t i o n  i n  the  t e x t  ("I saw him only  

darkly ,  beoauas of  the  da rk  and than because o r  the  

t e r r a i n ,  i n  t h e  f o l d s  of  which he disappeared from 

time t o  time, t o r e - emerge  Pur thar  on" ( 1 1 )  ) 18 

.I 



immediately enacted  ( C  ' d i s appea r s t  f o r  two pages, 

du r ing  which the a t t e n t i o n  i s  f ixed  on A ) .  In ad- 

d i t i o n ,  a  second rhythmic l i n e  of  'voice p a t t e r n  ! 

a l s o  fo l lows a "waves and p a r t i c l e s "  model, s h o r t ,  

c l e a r  d e c l a r a t i v e  s t a tements  followed by extended 

speou l a t i ve  l oops  of saying ( l 2 r l 3 ) .  Because Mol- 

l a y  i s  n o t  s epa ra t ed  ou t  from, and only q u a l i f i e d l y  
- 

with in ,  h i s  n a r r a t i n g ,  the  o r a l  impr in t  

themselves d i r e c t l y ,  however unconsciously,  an the  

r e ade r ,  e n a c t i n g  the ve ry  a c t i m s  and images re-  

por tad  in  t h e  t e x t .  39 

The a c t u a l  r e ad inq  event  becomes a  "wavea and - 
p a r t i c l e s n  exper ience ,  through the  double enactment ' 

of such a  pe r spec t i ve ,  in  t he  v i s u a l  f i e l d  of  n a r -  

r a t i v e  con t en t s  cha r ac t e r i z ed  by a  e ck t i nua l  asaimi- 

l a t i o n  and d i s s o l u t i o n ,  and i n  the  impress of  a v o i c e  

whose rhythmic r i s i n g  and f a l l i n g  e f f e c t a  t h e  d i e lo -  

c a t i o n s  i t  r e p o r t s .  The fu s ing  o r  o r a l  and w r i t t e n  

modes overthrows the  domination of the  v i s u a l - a a n a e  

a lone ,  and t r anscends  the  ' s c a l e  of t h e  ob jec t . '  

The l i n k e d  conventions of  omniscient n a r r a t i o n  and 
- 

t r anapa ren t  language van i sh  i n  the  ' n a r r a t  or /narra te  d t  

dev ice ,  where t h e r e  is  no d i s t ance ,  and in a t  l e a a t  

one sense n o  d i f f e r e n c e ,  between speaker and t e x t .  



"~11 I know i s  wh&t the  words know," says  Molloy 

( 3 3 ) ,  and t h a t  i d e n t i f i e s  the  r eade r ' s  s i t u a t i o n  a s  

wel l ,  faoad wi th  a t e x t  which o b l i t e r a t e s  the  d id-  

tance t r a d i t i o n a l  prose w r i t i n g  imposes and sustain's 

through i t s  very  dr ive  towards an eve r  g r e a t e r .  t r a n s -  

parency of language. By cont inua l ly  c a l l i n g  a t t e n -  

t i o n  t o  himself  as a speaker, and no t  j u s t  a wr i t e r ,  

of h i s  s t o r y ,  Molloy evokes an awareness of himself  

a s  'language -user ,I1 and t h i s  reverbera tes  through the  
I 

reader ,  who i s  a speaker a s  well a s  a reader.  40 As 
r 

l 'language-usersll r eader  ahares  wi th  w r i t e r  a much 

l a r g e r ,  and much d i f f e r e n t ,  environment than i n  the 

s p e c i f i c  event  of  "reading-writing." Becket t ' s  work 

evokes a fundamental d i s q u i e t  through making the  

r eade r  conscious of a senae of h i s  own ( t h e  r e a d e r ' s )  

r e l a t i o n  t o  language i t s e l f .  Within such a d i spra -  

por t iona te  realm one can never e n t i r e l y  achieve a 

c l e a r  (I.@. , a "separa te"  ) r e l a t i o n ,  s ince  language 

haa an almost a - p r i o r i  r e l a t i o n  t o  consciousness, 

emp i r i ca l l y  i f  n o t  phi losophical ly .  We a r e  our 

language, t o  a very  g r e a t  ex ten t ,  and we c a n ' t  

_ suddenly decide t o  be "nm- languap-users , "  e i t h e r .  

But we can, perhaps, a s  Raymand W i l l i a m s  s a p ,  

n l ea rn  new deacr ip t ions , "  which i s  p r e c i s e l y  the 



s i t u a t i o n  Moran f a c e s  when he says, nea r  therend of 

I have apoksn of a voice t e l l i n g  me 
things..  .It d id  n o t  use the  words t h a t  
Moran had been taught  when he was l i t t l e  
and t h a t  he i n  h i s  turn  had taught  t o  
h i a  l i t t l e  one. So t h a t  a t  f i r s t  I d id  
n o t  know what it wanted. I3ut fn  t he  end 
I understood t h i s  language. I understood 
it, I understood i t ,  a l l  wrong perhaps. 
That i s  n o t  what mat ters .  It t o l d  me t o  
wr i t e  t he  repor t .  Does t h i s  mean I am 
f r e e r  now than I was? I don ' t  know. I 
s h a l l  l e a r n .  (175-6) 

Mollos, through enacting,and no t  aimply repor-  

t i n g ,  a "waves and p a r t i c l e s "  experience,  servea  a s  

nexua between reader  and contemporary world, while 

Women In Love, a t  t h e  r o o t  l e v e l  of form, r e f l e c t s  - 

a basically n ine  teenth-century way of perceiving.  

For r ea l i sm  goes r ap  beyond the "good 
l i kenes s "  t o  which ft l a  summarily t r e a t e d  
aa equ iva len t :  it i s  alwaya, s t i l l ,  the  
b a s i s  o f  our approach t o  v i s u a l  a r t ,  even 
i f  l ikeneaa is r e j e c t e d  a s  a c r i t e r i o n  of 
excel lence. .  . . 

It i s  enough, nonethelpas,  t o  remem- - 
ber  t h a t ,  i f  realiarn'actis on ua, i t  doea 
so  through f a m ,  the re fore  f o r  a e s t h e t i o  
reasons  outai.de and independent of the  



object figured; once this i s  remembered, 
the  f a c t  o f  recognizing the  t h ing  a work 
of  a r t  r ep re sen t s  1s revealed a s  what it 
is - secondary. The other  aapect  o f  
rea l iam then comes t o  t h e  f a r e ,  i t s  l i m i -  
t a t i v e  aapect .  Realism, t h a t  t r a d i t i o n a l  
guarantee o f  communicatim, a a l s o  a 
brake upon t he  imagination. 43 + 

d 

Ety c o n t r a s t ,  

The prbeant-day f i gu ra t i ve  way of see ing  
i s  a t o t a l  opening of t he  s e n s i b i l i t y ,  
an u t t e r l y  d i ~ e c t  approach to r e a l i t y 2  
amplifying the  mental freedom of t he  
cub ia t s ,  it place8 it elf a l t o g e t h e r  
ou t s ide  any l ikeneas .  62 

With t h i a  " t o t a l  opening of the s e n s i b i l i t y n  the  

acale  of the ob j ec t  i s  l e f t  f a r  behind, and probably 

p s rmanen t l~ .  Yet, a s  V a l l i s r  says 

S u b j e c t i v i t y  d i s t u r b s  ua, a b j e c t i v i t y  
r e a s s u r e s  us. We need t o  be l ieve  i n  an 
ob j ec t  ve reality, t o  see it In f r o n t  
of  us. t 3  

In an a b s t r a c t  work, as I be l ieve  Molloy t o  be ,  

l i t e r a l  t z x t  provides just t h a t  kind of "objec t ive  ' 
$4- 

r ea l i t y . '  t a k i n g  the p lace  of the  rvaniahedr  object .  

Approached i n  t h i s  way, no  confusion a r i s e a  a s  t o  

whether " C w  f a  the  cha rac t e r  Uoran encounters,  o r  

whether Molloyts weekly v i a i t o r  f a  " ~ a b e r , "  con- 



fus ions  ao ev iden t  i n  the Flescher and Frye 

c r i t i c a l  wr i t i ngs  e a r l i e r  c i t e d .  The l i t e r a l  words 

on t h e  page a r e  the  determiners of  what " i s  there"  

and. &hat "is  n o t  t he re  ." When A ,  C, and Gaber are 4: -+ ,- 
d i r e c t l y  named, t hey  a re  p resen t ;  i f  cha rac t e r s  r e -  

sembling tham in  c e r t a i n  way8 are  present ,  bu t  n o t  

named, nor  i n  any o the r  way poa i t i ve ly  i d e n t i f i e d  

as appearing elsewhere i n  the t e x t ,  then it simply 

cannot be s a i d  t h a t  the unnamd cha rac t e r s  a r e  the - 
named charac te rs .  Even t o  say t h a t  Gaber i s  named 

i n  "Moran" and unnamed i n  "Molloy" i a  t o  impose an 

i n t e r p r e t a t i o n ,  s i nce ,  i n  t e x t u a l  f a c t ,  t he re  i s  

only an unnamed cha rac t e r  In U ~ o l l o y t t  who somewhat 

reaembles a  named oharac te r  i n  "Moran. tt 

The l ' i t e r a l  t e x t  is n o t  merely a v e r i f y i n g  t o o l ,  

however. As a  focus, it cont inua l ly  reminds t h a t  a l l  

w r i t i n g  i s  language, and thus  a voice  as wel l  a s  a 
-* 

v i s u a l  surface. This ens,blee any t e x t  t o  open out as 

an a c t i o n a l  language f i e l d ,  the  ground of which i a  

i t s  own words. The a b s t r a c t  t e x t  makes a d e f i n i t e  

po in t  of  the f a c t i c i t y  o f  the  language, but ,  from 

an a b s t r a c t  viewpoint,  any t e x t  i s  only .a p a r t i c u l a r  

verba l  f i e l d  in  the  environment. The words of  any 



t e x t  a r e  the t r a c e r y  of  a human ac t ion  in language, 
L 

making the t e x t  immediately and d i r e c t l y  a v a i l a b l e  

i n  a  dynamic i n t e r a c t i o n  wi th  the  a c t i v e  v e r b a l  & .  

f i e l d  t h a t  i a  the  r e a d e r f a  own language conscious- 

neae. When Raymond Willlama aays the d i a t l n c t i o n  

between a r t i s t  and r e a l i t y  i s  "a f a l s e  meaning," 

it i s  easy t o  see t h a t  the  d i s t i n c t i o n  between 

reader  and r e a l i t y  i s  an equa l ly  f a l s e  one. J u s t  

as any one t e x t  i s  not an ob jec t  complete unto 

I t s e l f  but i s  only  a  aeparable a r ea  wi thin  t he  
4 

author 'a  whole wr i t i ng ,  -any s p e c i f i c  reading exper i -  

ence i s  only a aeparable a r e a  within the i n d i v i d u a l ' s  

whole read inp  r e a l i t y ,  aa t h a t  whole r e a l i t y  i s  only 

separable  wi th in ,  and n o t  from, the i n d i v i d u a l ' s  

whole language experience.  A n  a b s t r a c t  o r i e n t a t i o n  

t o  l i t e r a t u r e  views l i t e r a c y  a s  a unique event  
r. 

,.within language, and l i t e r a r y  a r t  aa a heightened 

a r t i c u l a t i m  of p a r t i c u l a r  ways of perceiving r e a l i t y .  

!l'he r o o t  l e v e l  of the percep tua l  mode i s  l a t e n t  i n  
* 

t he  ourvaturea of exp reaa im i n  the l i t e r a l  t e x t ,  In 

i t s  dual na tu re  as a w r i t i n g  and a saying. The way 

of  the. wri t ing/saying i a  q u i t e  l i t e r a l l y  a 

c r i p t i m  of the  au thor ' a  way of  seeing.  Th 

and descr ib ing   of the  "way of seeingn i a  c r u c i a l ,  I 



h 

x. 42 -. 
r e a l ,  f o r  any convincing i n t e r p r e t a t i o n  of the  more 

acces s ib l e  con ten ts  of the work. The l i t e r a l  t e x t  

i t s e l f  i s  the only  significant guide in such an 

approach. i 

The Dia1op;ues 

3 

The m o a t  cogent and comprehenaiva s ta tement  by 

Bscke%t himself ,  on the  riature of a r t  and t h e  r o l e  o f  

the a r t i s t ,  i: found in  the  femous "Dialogues" wi th  

Georges Duthuit,  dating from 1949. 44 My own under- 

s tanding of B e c k e t t t s  work, and t o  a l a rge  e x t e n t  my . 
c r i t i c a l  pos i t i on  iri genera l ,  OW08 much t o  Bscke t t l s  

rsmarks i n  t he  "Dialoguse," and so,  t o  conclude this 
In t roduc t ion ,  I would l i k e  t o  give some extended a t -  

t en t i on  t o  those remarks. 

The "Dialogues" have been of ten  a l luded  t o  in  

the  c r i t i c i s m ,  b u t  the  c e n t r a l  a ta temsnts  have r a r e l y  

been d e a l t  with d i r e c t l y .  Even in Hugh Kennerts two 

bookclength s t u d i e s ,  rbundant w i t h  l u c i d  i n s i g h t s  md 
3 

b r i l l i a n t  a r t i c u l a t i a n s ,  d e a r  and p a t i e n t  following 

of the  s ta tements  In the  n ~ l a l o g u e s "  g ives  r a y  t o  
- 

c r i t i c a l  summation and digreas ion.  Kenner i a  pre- 



B 

occupied . i n  p a r t i c u l a r  wi th  h i s  not ion of "Beckett 

i n  the r o l e  o f  clown," and i f  we read h i s  remarks 

ca re fu l ly - -qu i te  as care f u l l y  a s  the "Dialogues" ' 

themselves--i t  qulckly becomes ev iden t  how t h i s  

preoccupation shapes the c r i t i c ' s  d i scuss ion .  H i s  

account s u f f e r s  a s  wel l  from key omissions of  

Beckett 'a atatements,  and t h i s  double tendency of 

d ig re s s ion  and omlsaion leaves  very  l i t t l e  of  

Beckett  s t h e o r e t i c a l  viewpoint revealed i n  the end. 

The d i g r e s s i v e  p a t t e r n  l a  qu ick ly  es tab l i shed .  

Kenner quotes the  n ~ i a l o g u e s , "  then immediately de- 
. . 

f l e c t s  a t t e n t i o n  away from the quoted remark. We 

read o f  the clown, Shakespeare, 43sscsrtaa, the  

Pythagoreans, end f i n a l l y  the clown again,  bu t  

a c t u a l  s ta tements  a r e  n o t  very  s u c c e s s f u l l y ~  en- 

gaged. This p a t t e r n  is  reenforced by the s e l e c t i v e  

quo ta t  ion procesa,  which omits many remarks c r u c i a l  

t o  t he  main po in t s  of t h e  argument. 

The first of these i s  Becke t t l a  s tatement r e -  

garding the  r e l a t i o n  of a r t i s t  t o  occasion., Kenner 

c o r r e c t l y  n o t e s  t h a t  Becke t t  a s s a i l s  Duthu i t t8  sug- 

ges t i on  t h a t  the  inexpress ib le  is perhaps i t s  own 

i n e v i t a b l e  occasion. But then he mis leadingly  quotes / 

Beckett,  i n  summing the responae t o  t h i s  parry. 



Kenner says: 

For such an a r t i s t ,  consequently, a r t  
always f a i l s ;  hia wooing of the occaaion, 
however sophistocated,  i s  Hshadowed more 
and more darkly by a sense of inva l id i ty ,  
of inadequacy, of existence a t  the expense 

. of a l l  t ha t  i t  include a l l  t h a t  i t  
blfnds to," And ao... 43 

But when we check f o r  the  f u l l  context of the s t a t e -  

ment only half-quoted, we f ind:  

But i f  the occasion appears aa an unstable 
term of r e l a t i o n ,  the a r t i s t ,  who i a  the  
other  term, i s  hardly l e a s  so,  thanks t o  
h i s  warren of modes and a t t i t u d e s .  The 
object ions t o  t h i s  dua l i s t  view of the 
crea t ive  process a re  unconvincing. Two 
things are  established, however precari-  
oualy: the aliment, from fmt i ta  on plates  
t o  low mathematics and uelf -commiseration. 
and i t s  manner of d iamtch .  A 1 1  t h a t  
should concern us  is  the auute and ln- 
creasinp, anxiety of the r e l a t i o n  i t s e l f ,  
a s  though shadowed more and more darkly 
by a sense of inva l id i ty ,  of inadequacy, 
of existence a t  the exprnaa of a l l  t a t  
it excludes, a l l  t h a t  it bl inds ta.4 8 

(emphasis mine ) 

When we note what the c r i t i c  omits (underscored abwe 1, 

we see t h a t  i t  is no t  " the wooing of occasion" t h a t  

l a  ushadowed...", but the very re l a t ion  i t s e l f .  
- 

Henner does not  menticn a t  a l l  the p r io r  remark that  
- 

a s s e r t s  the a r t i s t  as an s q u a l l j  unstable term in 
--. 

'", 



the r e l a t i o n .  Unless t h a t  picture of the  r e l a t i m  

l a  allowed, the g i a t  of Beckst t ls  whole argument i s  

l o s t ,  f o r  these two omitted remarks s e t  up a  th i rd ,  

which a c t s  a s  undhpinning f o r  the key asse r t ion  

' that  t o  be an a r t i s t  i s  t o  f a i l . "  

My case.. .is t h a t  van Velds i s  the f i r s t  
t o  d e s i s t  from t h i s  a s the t i c i zed  auto- 
matism, the  f i r s t  t o  submit wholly t o  
the incoercible  abaqnce of r e l a t i o n ,  in 
the absence of terms OP, i f  you Tike, in 
the presence of unavailable terms, the ,' 
first  t o  admit t h a t  t o  be an a r t i a t  is 
t o  f a i l ,  as no o ther  dare f a i l ,  t h a t  
f a i l u r e  is h i s  world and the shr ink from 
it d e s e r t i  and c r a f t ,  good houae- 

y (emphas is mine ) 

Kenner never ge t s  t o  "the incoar$ble absence of 

r e l a t i m , "  (even t o  r e fu te  such an argument), and 

thus he miasea the d i s t i n c t i c n  made between the  
F 

f a i l u r e  r s e u l t i n g  from the very a f  tempt' 'tokobtain 

n m r e  apthent ic ,  more ample, l e s s  exclusive r e l a t i m a  
& 

between representer  and representee ,' and the f a i l u r e  . < 
3% ' 

r e s u l t i n g  from the recognition t h a t  expreesion it- 

s e l f  2 s "an h p o s a i b l e  act." ._The l a t t e r  Pa l lu re  d w b  

not  derive from the r e l a t m  of a r t l s t  to-occasian-- 

the very terms of  rhieh belong t o  "the plane of the 
- - - -  - - 

+feaaiblsm--but from the absence of any such r e l a t i m  

ae t r a d i t i o n a l l y  underatorn5. 



, The diagram i l l u s t r a t e s  the changing nature ' 

of a r t i s t -occas ion  r e l a t i o n  i m p l i ~ i t  in  Dora Vall ier  I s  

b r i e f  account of recent  a r t  h is tory ,  and e x p l i c i t l y  ' 

auggssted by Becket t f s  statement8 in the "Malagues. ,148 

M+ i n t e r e s t  hers l a  in ahowing Beckettla position, 

. whether o r  no t  one agrees with t h a t  posit ion.  His 

r swipes a t  Kandin~ky and Mmdrian have as t h e i r  basis 

1 

i perhaps - the - unwillingness of  the e a r l y  abatract ionia  t a  - 

t o  regard the a r t t a t  as  an unstable term in the process. 
- - 



47 l 
Thei,r sea rch  f o r  an absolute*form wa-s a  s ea rch  

' s t i l l  conducted Prom within a  baa i ca l l y  Renaissance 

o r i e n t a t i o n  t o  r e a l i t y ,  t h s  very epitome perhape of 

49 such an o r i e n t a t i o n .  

Within the  Renaissance 'way of see ing1  puissance 

wara the i n e v i t a b l e  measure of expressive + capaci ty ,  a a 

possession and proper ty  were i nev i t ab l e  con tex ts  of 

r e l a t i o n ,  f o r  both  a r t i s t  and viewer. But Beckett 

works "with iinpotencs, i g n ~ r a n c e ~ ' ~ ~  an impl icat ion 

\$ o f  h i a  concluding s u m a t i o n  i n  the  *Dialoguesen 

I know t h a t  a l l  t h a t  i s  requ i red  now, in  
o rder  to br ing  even t h i s  h o r r i b l e  ma t t e r  
t o  an accep tab le  conclusion,  i s  t o  make 
of t h i s  submission, t h i s  admiasion, t h i s  
f i d e l i t y  t o  f a i l u r e ,  a  new occasion,  a - 

new term of r e l a t i o n ,  and of the a c t  
which, unable t o  a c t ,  obliged t o  a c t ,  ha 
makes, an exprese ive  a c t ,  even i f  only of 
i t s e l f ,  of i t s  imposa ib i l i tv .  o f  i t s  ob- 
l i g a t i o n .  I lulow- t h a t  my i i a b i l i t y  t o  do 
56 places  myself ,  and perhaps an innocent ,  - 
5 what I t h i n k  is  s t i l l  c a l l e d  an unen- 
v i a b l e  s i t u a t i o n ,  f a m i l i a r  t o  p s y c h i a t r i s t s .  5 1  

a c e  aga in ,  t h i s  s ta tement  ie omitted by Kenner, - 't. 

wKo b-Bdea i n s t e a d  t o  the very  end of the  "Dialogues ," 
dubbing Beckett ' 8  f i n a l  remark a "recant ingt '  and, in 

s o  doing, a f f i rming  h i s  i n t e r p r e t a t i o n  of b c k e t t  as 



True t o  the c lownts  r o l e ,  he simply 
r e c a n t s ,  by prearrangement, ("yes,  
yes ,  I am mis t a  n ,  T am mistaken.") 
and s l i p s  away. !a 

The s ta tement  whichanas omitted,  however, makea 

t r e c a n t i n g f  a l e s s  l i k e l y  i n t e r p r e t a t i o n  f o r  the  

f i n a l  remarks, f o r  Beckett  does n o t  r ecan t  i n  saying 

"I am mistaken," so  much a s  a f f i r m  the  pos i t i on  he 

has  advocated throuphout. On t he  l o g i c a l  plane of 

't e f e a s i b l e ,  a e l f - cance l l a t i on  i e  the  only  means f-' 
/available f o r  e f f e c t i n g  an awareness of the sense 

of r e a l i t y  Beckett seeks  t o  communicate. By r e -  

garding t h i s  as a ' r ecan t ing t  one f a l l s  i n t o  the 

very t r a p  B e c k e t t f s  s ta tements  con t inua l ly  s t e p  a -  

round, a t r a p  a l s o  manifes t  i n  t h e  concern wi th  

' the  r o l e  of clown.' It is n o t  t h a t  the  tclown i s  

an i nap t  analogy, but  t h a t ,  through i t s  very apt- 

it clouda t h e  r e a l  i s sue  : t h a t  the  world i n  which 

clowns a r e  " r ea l "  i s  t h e  world of " a r t  and c r a f t ,  

good housekeeping, living"--which, f o r  the  a r t i s t  

Beckett de sc r ibes ,  i s  a nonexis ten t  world. The ob- 

s t a c l e  here i s  analogy i t s e l f .  Kenner, through fo- 

cuss ing on the  f i l e  o f  t he  clown, subsumes the-  

thought i n t o  d i g e s t i b l e  c h i c l e ,  juat  a s  the  many di-  

greaatcms, through becoming the  aubject  of a t t e n t i o n  

i n  themselves, d e f l e c t  the aharp antinomies of 

b c k e t t  s a c t u a l  s tatements.  In the "Dialogues," 



Beckett c a l l a  t h i s  " tu rn ing  t a i l . "  

./{ 
But l e t  us f o r  once, be f h o l i s h  enough 
n o t  t o  t u rn  t a i l ,  A l l  have turned wisely 
t a i l ,  before t he  u l t imate  penury.. .There 
i a  more than a  d i f fe rence  of  degree be- 
tween being s h o r t ,  s h o r t  of the  world, 
s h o r t  of s e l f ,  and being without these  
esteemed commodities. TB One is a pre- dicament, t h e  o the r  not .  

Le t  us t h i n k  f o r  a  moment on t he  "more then a 

d i f f e r ence  of degree" between being s h o r t  of  world, 

o f  s e l f ,  and beina  without them. The remark in 

Molloy concerning "nameleas t h ings  .and t h i n g l e s s  

names" comes back, f o r  i n  t h a t  sense o f  d i s l o c a t i o n  

one i s  q u i t e  without bearings.  What i s  perhaps the  

most paradoxical  s ta tement  i n  the " ~ i a l o g u e s "  has 

i t s  place here .  Duthuit  asks  what o ther  plane can 

t he re  be, f o r  the  maker, than t h a t  o f  the  f e a s i b l e ,  

and Beckett r e p l i e s ,  l o g i c a l l y  none. 

P 
Yet I apeak of an a r t  tu rn ing  from i t  in 
d i s g u s t ,  weary of i t s  puny e x p l o i t s ,  weary 
of pre tending t o  be ab le ,  of  being able ,  
of doing a  l i t t l e  b e t t e r  the same old  
thlng, of going a l i t t l e  f u r t h e r  a long a  
d reary  road. 

Dm- And p r e f e r r i n g  what? 
Be- The expression t h a t  the re  i s  nothing 

t o  express ,  no th ing  with which t o  express ,  
no th ing  from which t o  expreas,  no power t o  
express ,  no  dea i r e  t o  express, t gether 
w i t h  the  ob l iga t ion  t o  express.  5& 



The d i sp ropo r t i ons  of contemporary r e a l i t y  t ha t  

a r e  a  manifes t  consequence of the changeover from a 

Newtonian spa-ce - t i m e ,  human proportf  on world paradigm 

. t o  the by comparison l i d t l e s s  E in s t e in i an  un iverse ,  

provide a  con t ex t  t h a t  makes t h i s  s ta tement  seem much 
- 

l e a s  extreme than i t  appears  a t  f i r s t  glance.  The 

world founded an ' t h e  s c a l e  o f  the o b j e c t 1  vanished 

wi th  the  o b j e c t :  a  paradigmat ic  change i s  n o t  simply - 
an i n t e l l e c t u a l  v a r i a t i o n ,  b u t  a  thoroughgoing deva- 

s t a t i o n .  The chaslge of pe rcep tua l  paradigm from a  

' r e a l i s t  comprehendable s c a l e  t o  an ' a b s t r a c t  ' i m -  

mensity beyond a l l  knowable bounds, i s  a  change of  

"more than degree . It 
The r e l ~ t i o n s  t h h t  upheld,  s u b s t a n t i a t e d ,  the  

o ld  paradigm, l i k e  those of a r t i a t  t o  occasion,  do 

no t  c a r r y  over i n t o  t h e  changed r e a l i t y .  O r  say 

r a t h e r  t h a t ,  i f  t h e  r e l a t i o n s  themselves con t inue ,  
\ 

the  terms by which they  were knowable, a c c e s s i b l e ,  

do no t .  The new r e a l i t y ,  f o r  tb a r t i s t  i n  t h i s  case,  

i s  bea t  de sc r i beab l e  i n  terms of "an i ncoe rc ib l e  ab- 

sence of  r e l a t i o n , "  perhaps,  s ince  the perapec t ive  i s  

t o t a l l y  b e r e f t  o f  all t h a t  was p rev ious ly  known, or  

?mowable. A t  such  a  pa s s ,  t he  a r t l s t  recognizes  

t h a t  he cannot "succeed"-- that  t he r e  i s  no r e l a t l o n  

between himself  and " the  occa s imt '  i n  any t r a d i t i o n a l  



sense  of r e l a t i o n ;  t h e  terms of judgment, t h e  s c a l e  

of va lues ,  belong t o  t h e  vanished world. There i s  

"nothing t o  e x p r e s s ,  and no th ing  t o  e x p r e s s  with,"  

s i n c e  a l l  t % i n ~ s  belong t o  the world o f  "good-house- 

keeping,  a r t ,  l i v i n g w - - b o t h  m a t e r i a l  and i d g a l  t h i n g s ,  
F 

s i n c e  t h e  i d e a l s  a r e  born o f  the  s t r u c t u r e s  t h a t  

comprise and s u s t a i n  ' t h e  plane of t h e  f e a s i b l e . '  

N e i t h e r  i s  t h e r e  . power o r  d e s i r e  t o  e x p r e s s ,  f o r  

those  a r e  q u a l i t i e s  o r  mot iva t ions  a v a i l a b l e  only  

i n  a  world i n  which t h e y  a r e  poss ib le .  The immensity 

overwhelms b o t h  t h e  sense o f  being able t o  "do it" 
l 

and the sense  of  "wanting to1' do it. Nonetheless  

t h e r e  remains--and why Beckett  does n o t  p'retend t o  

answer, does n o t  i n  f a c t  know--"the o b l i g a t i o n  t o  

express."  That i s  - a l l  t h a t  remains. And i f  t h e r e  i s  

only  an o b l i g a t i o n  t o  e x p r e s s ,  then one ' s  a c t u a l  doing 2 
i s  made i n  ignorance ,  n o t  i n  kno;ing; f t  proceeds *om, 

and n o t  towards. 

Thus Beckett  t e l l s  ~ e n n e r 5 5  he h imsel f  d o e s n ' t  

know anymore about  h i s  c h a r a c t e r s  than what appeara 

i n  t h e  books, s i n c e  t h e y  appear  a s  a  consequence of  

a kind o f  d i r e c t  a r t i c u l a t i o n  t h a t  emerges a a  a 

r e s u l t  of  t h e  whole unknowable complexity of t h e  
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a r t i s t ' s  r e a l i t y ,  and n o t  a s  the  outcome of a  s p e c i f i c  

i n t en t ion  o r  the  c a s t i n g  of some s p e c i f i c  experience,  

nor  a s  the  a f f i rma t ion  of a  general  t r u th .  

The " s t r i p p i n g  away" so  f a m i l i a r  in the  contents  

of  Becket t ta  works does n o t  serve a  s p e c i f i c  exis ten - 
t i a l  ideology,  n o r  is i t  a judgement. It is ,  i n  my 

view, more a  consequence of . the  vanishing of the  

l&ount world, a  vanishing t h a t  includes  the  l o s s  of 

i nd iv idua l  ego ( t h e  a r t i s t  a s  unstable  term),  and 

with i t ,  t h e  whole supe r s t ruc tu re  ,of personal-world- 

propor t ions ,  Nothing was left with which t o  explain 

the world, s i nce  ' t he  worldt  i t s e l f  was gone, Yet 

- one went on l i v i n g ,  W i t v u t  having the  s l i g h t e s t  
- - 

idea  why. 21 t h i s  paradox of " l i v i n g  f o r  no reason" 

r e s i d e s  the  ob l iga t i on  t o  express ,  o r  a t  l e a s t  a  

very  c lose  p a r a l l e l  e x i s t s .  To n o t  - wr i t e  -' a s  a  

mat te r  of  conscious choice ,  i s  an eminently l o g i -  - 
c a l  posi t ion--but  unava i lab le  here,  s ince  l o g i c  

e x i a t s  only in  the  gone world. Suic ide ,  too,  i s  

a p a r t  of t h a t  world, and is r e j e c t e d  i n  B e c k e t t t s  

work, 

To be an a r t i s t  i n  such a d i spropor t iona te ,  

chaot3c world i s  t o  be one who f a i l s ,  aince t h e r e  

is  no  aca lo ,  i n t e r n a l  OF exkernal ,  a u f f i c i a n t l y  

i 



7 5 .  
a v a i l a b l e  f o r  de terminat ion of  'tsucceas." Rsther  

- than ' t h i n g s '  t o  be made, t he r e  i s ,  f o r  t h e  maker, 

only  a kind of ou tc ry  o r  'sounding1 wi th in  a .non-  

s epa ra t ed  cond i t ion  t h a t  succeeds only  through i t s  

a c t u a l  man i f e s t a t i on ,  and, i n  any convent ional  sense 

n o t  even t h e n ,  e f f e c t i n g  a s  it does i n e v i t a b l e  doubts  

as t o  i t s  own va lue ,  a  consequence o f  i m p l i c i t  r e c -  

ogn i t ion  t h a t  it i s  never  a  f i n a l  nor self-complete 

a c t .  Such work s t ands  in  no c l e a r  r e l a t i o n  t o  some 

d i s t i n c t  s e t ,  t h i n g ,  o r  system s e p a r a t e  from i t s e l f ;  

Yet, f reed  of t he  d e f e a t  l o g i c  i t s e l f  would f o r c e  

upon a mind which saw the  whole world vanished 

( K i r i l o v ,  i n  Dostoyevakyt 8 The Posse ssed ,  comes t o  

mind)--why indeed go on?--Beckett ' a  work, through 

a  da r i ng  acceptance  of "impossible" cond i t ions ,  

su s t a ined  by an i n t e g r i t y  of pe r spec t ive  more than 

a  purposive conv i c t i on ,  emerges as a f f i r m a t i v e ,  

bu t  a s  a c t  and e f f o r t ,  and n o t  as answer. 



1. THE NARRATOR/TZXT REI .ATI@N 



In Samuel Becket t ' s  Tri logy it i s  the  reduct ion 

of c r i t i c a l  d i s tance  between the  reader  and the  t e x t  

t h a t  most s i n g l y  d i f f e r e n t i a t e s  th is  work f'rom other  

prose f i c t i o n .  This reduct ion i s  achieved through 

the ma j a r  stylistic innovation of the "na r r a to r /  
, 

na r r a t ed  " technique,  w i t h  i t s  r a j e c t i o n  of t he  domi- 

nan t  conventions of  omniscient n a r r a t i o n  and t r x n s -  

parent  language. That t h i s  was n o t  a  sudden achieve- 

ment' i s  revea led  through a c lose  e~amlrring of t he  

r e l a t i o n s h i p  of n a r r a t o r  t o  t e x t  throughout the  w h a e  

prose w r i t i n g  up t o  and including the  T r i l o& i t s e l f .  

Raymond Federman haa drawn a t t e n t i o n  of a con- 

ven t iona l  s o r t  t o  the  r o l e  o f  the  n m r a t o r  in  the  

e a r l y  writings. 

In the  ... early novels  and s t o r i e s ,  the  
n a r r a t o r  is merely a d i s t a n t  witneaa of  
the  f i c t i o n . .  .not an actiive p a r t i c i p a n t .  
...in f a c t  these s t o r i e s  are n o t  t o l d  by 
n a r r a t o r s ,  bu t  a r e  omniscient y con t ro l l ed  

- by the  se l f -cmsc ious  au%hor. h 

This d e s c r i p t i o n  doea not r s a l l y  i d e n t i f y  the  ape- - - 

c i f i c  d i f f i c u l t i e s  posed by t h e  t e x t s  themselves. 
-L 



Those d i f f i c u l t i e s  d o  begin t o  c  l a r i f y ,  however, when 

t h e  e a r l y  work i s  approached a s  wr i t inq ,  and n o t  j u s t  

a s  ' s tory .  l 3  "Dants and the Lobsters1' t h e  f i r a t  

a t o r y  i n  More Prick8 Thah ~ i c k s $ w i l l  serve t o  i l l u s -  

t r a t e .  

Although t h e  n a r r a t o r  intervene8 spo rad i ca l l y  

(13; 15;  20) i n  the f i r s t  pereon, the  work reads  

p r imar i l y  a s  t h i r d  peraon na r r a t i on .  While i t  is 

- t r u e  t h a t  the n a r r a t o r  i s  "not  an a c t i v e  p a r t i c i p a n t "  

i n  the  a t o r y ,  he is h igh ly  p resen t  i n  the  w r i t i n q .  

The " f i r s t  person" comment8 a r e  i n j e c t e d  i n t o  a pre- Z 

I 

dominantly " t h i r d  person" n a r r a t i o n ,  e s t a b l i s h i n g  a  

."first  person voice" i n  r e l a t i o n  t o  what I would - 
c a l l  a  " t h i r d  p e r a m  voice" b u t  a h i c h  Fedeman ca l l a  

C J I  

" the  se l f -conscious  author."  There a  n a r r a t o r  

p r e sen t ,  bu t  s i n c e  he doea no t  f i g u r e  i n  the  s t o r y  

which he t e l l s ,  he i a  ignored by.  Fedeman, who then 

con'ruse s the a i t u a t i o n '  f u r t h e r  by aaying i t' i a  the  

"author" who i s  i n  control-. The re fe rence  t o  author 

~ l n n e c a s s a r i l y  b l u r s  the  d i s t i n c t i o n  a v a i l a b l e  d i r e c t l y  

i n  the  t e x t ,  seen as a f i e l d  o f  w r i t i n g  i n  which t b r e  

a r e  competing voices.  It l a  mbre appropr ia te  here t o  

speak of a  "na r r a t i ve  s i t u a t i o n "  than of a  s t r i c t l y  
i3. 

def ined  e n t i t y  known as ' n a r r a to r .  ,' 
/ 
/ 



This problem in "Dante and the Lobster" might 

go unnoticed,  were it n o t  f o r  the d i f f e r e n c e  one 

f e e l a  between the voice t h a t  i r r i t a t e s  throughout 

H with  remarka l i k e  I need sca rce ly  say" (13 ) ,  and 
L- 

the  voice which s o  e f f e c t i v e l y  concludes the s t a r y s  

Well, thought Belacqua, i t ' s  a quick . 
death ,  God he lp  us  a l l .  

It i a  not .  - ( 2 2 )  

This  tens ion causes one t o  consider the cu r ious ly  

d iv ided  na tu re  o f  the n a r r a t i n g  in the  s t o r y ,  and 

i n  the  e a r l y  wr i t i ng  i n  general .  The a t range power 

t h a t  the "It i s  no t"  evokea seems t o  come from erne 

q u i t e  d i f f e r e n t  source than the s u p e r f i c i a l  i n t e r -  
5 

rup t ions .  The "firat person voice1' i s  only  a t i n y  

presence, almost on t h e  l e v e l  o f  a cha rac t e r ,  a l -  

most i n  competition w i t h  the  v-oice speaking a t  the 

end and, which dominates the  na r r a t i on .  The souyce 

of the  d i f f e r ence  i s  n o t  ava i l ab l e  i n  the  n a r r a t i v e  

6 - ( t h e r e  i s  only m e  os tens ive  n a r r a t o r  ), but  i n  t he  , 

t e x t ,  the wr i t ing .  The vo ices  g ra te  aga ins t  each 

o the r  throughout, and t h i s  d i s tance ,  t h i s  tension,. 

cha rac t e~? i eea  the  ' n a r r a t i v e  s i t u a t i o n %  in a l l  the 

e a r l y  wr i t ing .  



58 
The f i rs t  seep  towards the eventual  fus ion  of 

"narra tor /narra tedt '  r e q u i r e s  the l o s i n g  of t he  dis-  

t snca  between "first personn a c t h i r d  perion" 
- 

voices  in a s i n g l e  t ex t .  This is  approached but  

n o t  f u l l y  r e a l i z e d  in two d i f f e r e n t  i n s t ances  i n  

More Pr icks  Than Kicks. The first two pages ( 3 6 - 8 )  

of the  s t o r y  " ~ i n g - ~ o n g "  a r e  the e a r l i e s t  sus ta ined  

d i r e c t  f irst  person passage i n  t he  whole wr i t ing .  

The sub j ec t  of  t h i s  speaking i s  n o t  t he  n a r r a t o r  

himself ,  however, -bu t  Bslacqua. The gecond ins tance  

is the  e i g h t h  s t o r y ,   he Smeraldinals  B i l l e t  Doux," 

w r i t t e n  e n t i r e l y  %n t h e  f i r s t  person bu t  i n  a  manner 

doubly removed fros t h e  book's n a r r a t i v e  mainstream. a 
'J 

The t e x t  i s  a  l e t t e r  w r i t t e n  by a cha rac t e r  o the r  
E- 

than Belacqua ( t he  p r o t a g m i s t  o f  the  whole book) 

o r  the " f i r s t  person. voicet' n a r r a t o r  of  the  o t h e r  

s t o r i e s .  Both these  examples a f f i rm  a  d e f i n i t e  i f  

somewhat e c c e n t r i c  presence of d i r e c t  f i r s t  person 

n a r r a t i o n  i n  t he  very  e a r l y  wr i t ing ,  the  f u l l  i m -  . 

portance of  which w i l l  emerge present ly .  

m p h x ,  Becke t t ' s  second book of f i c t i o n  and 

f i r s t  novel ,  r e v e a l s  only a s l i g h t l y  changed - - - - - - - nar -  - - - - 

r a t i v s  a i t u a t i m  from t h a t  of "Dante and the  Lobster .* 
The s p l i t  between ' f i r s t  person voice" and " t h i r d .  ; 

peraon vo iceU i s  v i s i b l e  i n  the  opening pages. 
L 



For it was n o t  u n t i l  h i s  body was ap- , 

peased t h a t  he could come a l i v e  i n  h i s  
mind, a s  descr ibed i n  aect lon s ix .  ( 2 ) '  

( e m p h a d m i n e  ) 
L 

The "first person voice" has a s t ranger  presence 

than i n  the  s h o r t  s t o r y ,  r e f e r r i n g  10 the  cha rac t e r s  

{with the  except ion of Murphy) 'as "puppets" (122 

but  t h i s  very term ind ica t e s  the  p e r s i g t e n t  

be tween l n a r r a t o r  and 'narrakive,  ' the  l a t t e r  sti l l  

dominated by " t h i r d  person voice ." The change from 

the  f i r s t  book is merely one of  degree. 

However, t h e  n e x t  book, shows a q u i t e  
B 

d i f f e r e n t ,  much more complex n a r r a t i v e  s i t u a t i o n .  

It begins wi th  a t r a i g h t  third-person n a r r a t i o n .  

Watt h imself  i s  n o t  introduced u n t i l  page s ix teen  

(whereas Murphy and Belacqua dominate page m e ,  in 

each caee f . Then, suddenly on page seventy-nine, 

a narrabgr  emerges, speaking of himaelf aa nrne'' 

r a t h e r  than "I' but none the less  d i s rup t ing  the t h v  

person n a r r a t i o n  dominant t o  t h a t  point .  
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For t h e r e  we have t o  do-wi th  events  
t h a t  r e s i s t e d  a l l  Wat t ' s  e f f o r t s  t o  
saddle them wi th  meaning, and a  
formula, s o  t h a t  he could n e i t h e r  
t h ink  of them,. nor  speak of them, but 
only s u f f e r  them, when they recur red ,  
though i t  seems probable t h a t  they 
recur red  no  more, a t  t h e  period of 
VJatt's r eve l a t i on ,  t o  me, but  were as 
though they had never been. ( 7 9 )  

Unt i l  t h i s  point  t h e r e  has bean no ind i ca t i on  t h a t  

anyone ' i n  , p a r t i c u l a r  i s  t e l l i n g  t h i s  s t o r y ,  and it 
A" 

i s  s t i l l  P a t e r  tha't we encounter  t h i s  n a r r a t o r  n a p d .  
, o  

A But whereas- f o r  Watt the importari-t 
t h ing  was the  wind, the ,  sun was the  
important  t h i n g  f o r  Sam. With the  

> 
r e s u l t  t h a t  though the; sun though 
b r i g h t  were n o t  so  b r i g h t  a s  it might  

-2 have been, i f  the  wind were hiph Watt 
d id  n o t  audibly  complain, and t h a t  I, 

.&?Wpn i l lumina ted  by rays  of appropr ia te  
s e e n d o u r ,  could forgive  a  wind which, .- 
w%le s t rong;  might wi th  advantage have 
been ' s t rong -e~ .  It i s  thus ev iden t  th8t 
the occasions were few and f a r  between 
o n z h i c h ,  walking and perhaps t a l k i n g  
in  the l i t t l e  garden, we walked them 

ps ga lked  wi th  equal. enjoy- 
r when on Sam the sun shone 

b r i g h t ,  then i n  a vacuum pansed Watt, 
and when Watt l i k e  a l e a f  was tossed,  

' then stumbled Sam in deepest  nPght. (153)  

- 

In th!.s passage both '  voices a r e  present  : "Sam1' .and 

"It', In  success ive  sentences ,  weld the  t h i r d  

f i r s t  person elements of  the n a r r a t i v e  s i t u a t i o n ,  

even though " t h i r d  person 'voice" : s t i l l  dominates , 

the book a t  l a r g e .  



The naming o f  "I" a s , " ~ a m " ,  t h e  f u r t h e r  em- 

bodying of t h e  "I" a s  a  c h a r a c t e r  a c t i v e l y  p a r t i c i -  

p a t i v e  (however l i m i t e d l y )  in  t h e  s t o r y ,  and t h e  

abaence of  t h e  pop in jay  c h a r a c t e r i s t i c  of  t h e  . " f i r s t  

person  vo ice"  i n  t h e  p r e v i o u s  books, a l l  a t t e s t  t o  

the  slow coming t o g e t h e r  o f  t h e  d i s p a r a t e  e lements  

compr is ing  t h e  n a r r a t i v e '  s i t u a t i o n  i n  t h e  e a r l y  

w r i t i n g .  

3 But t h i s  i s  on ly  p a r t  of t h e  n a r r a t i v e  s i t u a t i o n  
f 

i n  Watt. - There a r e  two i n s t a n c e s  o f  ' f i rst  person 

vo ice"  o t h e r  t h a n  Sam's : Arsene ' e s t a t e m e n t  (39-651,  
8 

and A r t h u r ' s  s t o r y  (169-97). Arsene l s  speech  i s  

t h e  more i m p o r t a n t ,  p r i n c i p a l l y  because i t  i s  t h e  

f i r s t  ex tended  passage i n  t h e  Becket t  w r i t i n g  a s  a 

whole w r i t t e n  a s  m o n o l o ~ u e ,  The w r i t i n p  s t y l e  ( n o t  - 

o n l y  o f  - Watt t o  t h a t  p o i n t ,  b u t  o f  a l l  t h e  w r i t i n g  

t o  t h a t  p o i n t )  changes a b r u p t l y ,  r i g h t  i n  f r o n t  of 

t h e  r e a d e r ,  d i r e c t l y  on t h e  page. It i s  t h e  more 

s t r i k i n g ,  be cause one h a s  n o t  $ a t  encountered  "Sad' 

It o r  any s u g g e s t i o n  o f  f i r s t  person  voice  ." Within 

t h s  monologue i t s e l f  one i s ,  reading:  w r i t i n g  n o t  v e r y  

d i f f e r i n t  from t h e  w r i t i n g  one . .  l a t e r  e n c o u n t e r s  i n  

t h e  T r i l o g y ,  But t h e  t ex%-  here e n c l o s e s  Arsene ' s 

speech,  c o ~ f s r r i n g  upon it an. o b j e c t i v e  s t a t u s  (as '  

a ' p a r t  o f t  t h e  n o v e l ) .  



. 62. 
The o r i g i n a l  " f i r s t  person v o i c e , "  p r e s e n t  

i n  Watt - as  am," h a s  moved much c l o s e r  t o  an 

i d e n t i f i c a t i o n  w i t h  t h e  " t h i r d  person v o i c e "  i t  

i n i t i a l l y  was s e t  a g a i n s t .  Eut now a d i f f e r e n t  * 
" f i r s t  person  vo ice"  appea r s ,  p r e s e n t  a s  Arsene ' s  

r 
and d i s t i n c t  from b o t h  p rev ious  v o i c e s ,  and though 

it i s  ' k e p t  down1 by t h e  bulk of t h e  n a r r a t i v e  i n  

Watt ,  - i t  i s  c l e a r l y  a n t i c i p a t i v e  o f  t h e  dominant 

mode of  t h e  major  w r i t i n o  t h a t  f o l l o w s ,  f o r  t h e  

T r i l o g y  i s  - a l l  monologue. 

"The Smara ld ina ' s  B i l l e t  DOUX" may now be 

seen a s  a  k ind  of  unconsc ious  p r e c u r s o r ,  in the 

w r i t i n g ,  of  t h a t  f i n a l  mode. That s t o r y  b e a r s  a  

r e l a t i o n  t o  More P r i c k s  Than Kicks s i m i l a r  t o  t h a t  

o f  A r s e n e t s  monologue t o  t h e  bulk  of  t h e  Watt - t e x t r  

when we l o o k  a t  the whole w r i t i n g  a s  one s t ream. 9 
11 The new f i r s t  person vo ice"  o f  A r s e n e l s  monologue 

s t a n d s ,  when seen  i n  r e l a t i o n  t o  t h e  mom n e a r l y  
9 

f u s e d  o r i g i n a l  " f i rs t  p e r s o n u - " t h i r d  person" voices  , 

i n  a  p o s i t i o n  ana logous  t o  t h a t  of the  " f i r s t  person 

voice"  i n  "Dante and t h e  Lobs ter :"  a amal l  b u t  s i g -  

n i f i c a n t  presence .  



Much more w i l l  be s a i d  l a t e r  about Arsene I s  

monologue, f o r  i n  it i s  f i r s t  mentioned the par-  

t i c u l a r  experience which marks a  t u rn ing  point  i n  

t he  ' s u b j e c t '  of the th ink ing  t h a t  dominates the  

Tr i logy,  dominates i n  f a c t  the  perspect ive  behind 

a l l  the  l a t e r  wr i t i ng ,  This i n  t u rn  lends  more 

suppor t  t o  t he  regarding of the monologue a s  an 

important innovation i n  the r?a r ra to r / t ex t  r e l a t i o n -  

sh ip ,  though an innovation with v i s i b l e  r o o t s  i n  

the  wr i t i ng  t h a t  preceded it ,  when t h a t  w r i t i n g  i s  

approached a s  wr i t i ng ,  and a s  a whole. 

Mercisr and camier , l0  a s h o r t  work l o c a t e d  

chronolog ica l ly  be tween Watt - and Molloy, r evea l s ,  

i n  i t a  opening sentence,  a  f u r t h e r  v a r i a t i o n  i n  

t h e  n a r r a t o r / t e x t  r e l a t i o n .  

The journey of Mercier and Camier i s  one' 
I can t e l l ,  i f  I will, f o r  I was wi th  
them a l l  t he  time. (7) 

"Samt' has been replaced by an "In who remains un- 

named throughout the  work. The " I" a l s o  assumes 
't 

g r e a t e r  r e s p o n s i b i l i t y ,  s ince  t he  devica of h i s  

r e l a t i n g  a  s t o r g  t o l d  t o  himself by the  p ro tagonis t s  

i s  dropped, This enables  a  much g r e a t e r  d i r e c t n e s s  

t o  emerge i n  the n a r r a t o r ' s  r e l a t i o n  t o  t e x t .  " I  

was with them a l l  the  time" e s t a b l i s h e s  a d i f f e r e n t  

s i t u a t i o n  from t h a t  i n  any of the previous work's. 



The manipulat ive ro l e  of "puppeteer" the n a r r a t o r  

,assumed in  Murphy i s  r e f i n e d  in  the  s t a t e d  n a r r a -  

t i v e  p o s i t l m ,  even though it is  much more in  e v i -  

dence in t he  a c t u a l  t e x t  of hiercier and Camier. 

(This  i s  perhaps one more instance of an i n s i g h t  

p resen t  i n  a small  way b u t  u n f u l f i l l e d  i n  t h e  t e x t  

i n  which it occurs:  the  opening sentence a s s e r t s  

a d i f f e r e n t  n a r r a t o r / t e x t  r e l a t i o n  from an# t o  

t h a t  po in t ,  bu t  the  bulk of  the  w r i t i n g  f a l l s  back 

upon previous h a b i t s ,  j u s t  a s  i n  Watt the n a r r a t i v e  - 
encloses  t h e  ' r a d i c a l  new t h i n g r  i n  the  wri t ing-  

Arsene ' s  monologue --within a conventional ,  though 

disordered form,) Contrary t o  what one might ex- 

pec t  from t h i s  f i r s t  s ta tement ,  the n a r r a t o r  does 

n o t  f igure  very  prominently, or  even f r equen t ly ,  in  

the  work i t s e l f .  

The d i s t a n c e  i e  a t i l l  l a r g e l y  t he re ,  i n  the  

a c t u a l  wr i t i ng ,  whlch remains predominantly t h i r d  

person, though t h e  a t t i t u d e  towarda the  charac te ra  

i s  much more a loo f  and ob jec t ive  than t h a t  o f  "Samn 

i n  Watt. The "IH s t i l l  r e s i s t s ,  why we don ' t  know, - 
the  d i r e c t  c a p i t u l a t i o n  t o  -- t e x t  - a l r eady  p_rsfigur@ 

i n  Araene s monologue, and evident  from the  f i r s t  
- - 

l i n e  i n  the  nex t  work, Mollos. 



That f i r s t  l i n e  r e a d s  t 

I am i n  my mothe r ' s  roo  \ . (7) 

Molloy makes t h e  t o  d i r e c t  f i r s t  person 

n a r r a t i o n .  SQ d o e s  Moran, i n  h i s  h a l f  of' t h e  book, + 

though - he b 8 ~ i n S  c h a , r a c t e r i s t i c a l l y  w i t h  s t a t e m e n t s  

more o b j e c t i v e  and e x t e r n a l  : 

It i s  midnight .  The r a i n  i s  b e a t i n g  
on the  windows. I am calm. ( 9 2 )  

Z 

Despi te  t h e  many d i f f e r e n c e s  i n  Molloy ar?d Moran, 11 r - + = .  

bo th  a r e  f i r s t  person  n a r r a t o r s ,  and t h e i r  accounts  , - 

a r e  devo id  o f  t h a t  " t h i r d  person vo ice"  pre.sent in 

a l l  t h e  p r e v i o u s  f i c t i o n .  The " f i r s t  person voice t t  
4 

t h a t  occupied s u c h  a  s m a l l  p l ace  i z " D a n t e  end t h e  

Lobs ter"  has  now merged comple te ly  w i t h  t h e  " t h i r d  

person  vo ice"  and w i t h  t h e  c h a r a c t e r  whose s t o r y  is - 
be ing  t o l d .  Kenner n o t e s  t h e  s i g n i f i c a n t  depar turn  

Molloy i s ,  when seen a ~ a i n s t  t h e  p rev ious  w r i t i n g .  
- 

Molloy i s  B e c k e t t ' s  f i r s t  v e n t u r e  i n  
a  new k i n d  of c h a r a c t e r ,  what he o?ce 
c a l l e d  i n  a l e t t e r  ' t h e  n a r r a b o r /  
n a r r a t e d . '  It i s  a  dev ice  he employs \ 
i n  a l l  h i s  subsequent  f i c t i o n ,  b r i n g i n g  
t h e  ambient world i n t o  e x i s t e n c e  only 
s o  f a r  as t h e  man h o l d i n g  t h e  psncil 
can  remember it o r  unders tand  it.. .and 
s i m u l t a n e o u s l y  b r i n g i n g  i n t o  e x i s t e n c e  
t h e  man w i t h  t h  p e n c i l ,  who i s  
s t r u g g l i n g  t o  c e a t e  h i m s e l f ,  s o  t o  
speak ,  by r e c a  ;; l i n q  h i s  own st o r  
d e l i n e a t i n g  h i s  own p r e s e n t .  B 



66. 

The "nar ra to r /nar ra tedn  i s  a  c r u c i a l  fusion of 

previously  d i s t i n c t  a spec t s  o f  the narrative a i t u a -  

t i o n ,  but it i s  n o t  t he  f i n a l  $change in  the  n a r r a t a r /  

t e x t  r e l a t i o n ,  even though Kenner i s  r i g h t  i n  saying 

t h a t  Beckett  employs t h i a  mode In a l l  the  f i c t i o n  

t h a t  fol lows.  Malone Dies shows how the r e l a t i o n  

continues t o  change. In t h i s  novel appears the  r e -  

verse  of the  s i t u a t i o n  i n   a ante and the Lobster." 

- There, t he  " f i r s t  person vo icen  kept  t r y i n g  t o  g e t  - 

i n t o  the  s t o r y ;  -re,  t he  "I" dominate's the  wri t ing.  

Its presence i s  the  r o o t  ma t t e r ,  and the  " s t o r i e s "  - 
a re  i t s  adjun-cts.  A t  very l e a s t  t h e  "first person 

voice" i s  on a par wi th  the  s t o r i e s  here ,  t he  narra-  

t o r  being i n  a p o s i t i a n  s i m i l a r  t o  t h a t  of' Murphy 

when the  l a t t e r  overthrows astrology.  
1 3  

The d i s t ance  between n a r r a t o r  and s t o r y  in 

Malone M e s  i s  a c o n s c i o u s  choice on the p a r t  of  

Malona a s  n a r r a t o r ,  made f'rom the ' o the r  s i d e 1  of 

the f u s i o n .  t h a t  c h a r a c t e r i z e s  the  n a r r a t i v e  s i t u -  

a t i on  i n  Molloy. The s t o r i e s  a r e  a v e i l e d  reappear-  

ance of  t h e  o ld  " t h i r d  p e r a m  voice," subordinate  

now. Unable t o  s tand by themselves, they con t inua l ly  . 
- - 

b u t t  aga iha t  Mafone's presence a s  t h e i r  c r e a t o r  and 

o r  d i s so lve  i n t o  Malonela orn s to ry .  



The "I" of M~lone  proves dominant over  t he  " t h i r d  

person voicen but  t h e r e  i s  s t i l l  a  c o n t e s t  be ing  

waged: the  oppos i t ion ,  o r  competi t ion,  between 

n a r r a t o r  and n a r r a t i v e  is n o t  s a t i s f a c t o r i l y  r e  - 
i 

solved u n t i l  the f i n a l  book of  the Tr i logy ,  
14 

In The Unnamable the  "1''s" long c o n f l i c t  w i t h  

n a r r a t i v e  concludes i n  something of a  Pyr rh ic  v i c -  

t o r y . 1 5 ~ t o r i e s  d rop  away a l t o g e t h e r ,  o r  remain a s  ' 

mere v e s t i g e s .  A s  n a r r a t i v e  drops  away, however, 

s o  does " n a r r a t o r , "  l e a v i n g  a  voice on ly  i n  i t s  

p l ace ,  and words only ,  i n  p iace  of  n a r r a t i v e .  

The "I" here den i e s  i t  i s  here  a t  a l l ,  con f ron t i ng  

the  absence conferred  by t h e  words themselves,  

I s h a l l  n o t  say  I again ,  e v e r  aga in ,  
i t  I s  t o o  f a r c i c a l , , .  .Were I am the r e  
i s  no  one b u t  m e ,  who am not .  (355) 

Nar ra to r  has become t e x t ,  and t e x t ,  n a r r a t o r .  

... the words a r e  everywhere, i n s i d e  me, 
ou t s ide  h e ,  we l l  we l l  a  minute ago I had . 

- no t h i cknes s ,  I hea r  them, n o  need t h  
hea r  them, n o  need of' a  head, impossible 
t o  s t o p  them, impossible t o  s top ,  I ' m  i n  
words, mads of  wordb, o t h e r s  words, what 
o t h e r s ,  the  place too ,  the  a i r ,  t h e  w a l l s ,  
t h e  f l o o r ,  t h e  c e i l i n g ,  a l l  words, t h e  
whole r o r l d  is  here  w i th  me, I'm t h e  a i r ,  
t h e  walls, the  walled-in one, ' eve ry th ing  
y i e l d s ,  opens, ebbs,  f l o r a ,  l i k e  f l a k e a ,  
F m  all t h e se  rake%, meeting, mingrfng, 

- f a l l i n g  aaunder,  wherever I go I f i n d  me, 



l eave ,  me, go towards me, come from me, 
no th ing  ever  but  me, d p a r t i c l e  of me, 
r e t r i e v e d ,  l o s t ,  gone a s t r a y ,  I'm a l l  
these  words, a l l  these  s t r a n g e r s ,  t h i s  
dus t  o f  words, wi th  no ground f o r  t h e i r  
s e t t l i n g ,  n o  sky f o r  t h e i r  d i spe r s ing ,  
coming toge the r  t o  say, f l e e i n g  one 
another  t o  say, t h a t  I am they ,  a l l  of 
them, those  t h a t  merge, those  t h a t  p a r t ,  
those t h a t  never  meet, and nothing e l s e ,  
yes ,  eomething e l s e ,  t h a t  I ' m  something 
q u i t e  d i f f e r e n t ,  a  qu i t e  d i f f e r e n t  t h i n  
a  wordless t h ing  i n  an empty place ... (382)  

Saying r ep l aces  t e l l i n g ,  the  n a r r a t o r / t e x t  r e l a t i o n  - - 
i s  absorbed i n t o  the  saying,  thereby adding weight 

t o  the qa id ,  which is no longer  a  t r a c e r y  of a  r e -  

l a t i o n  e x i s t i n g  ou ts ide  itself%(-even i f  only r e l a -  - 
2 

t i r a l y  ao wi thin  the  t e x t  i t s e l l - - l o l l o y  seeking 

h i s  mother, Moran w r i t i n g  h i s  r epo r t ,  Malone wait ing 

" t o  d ie  1, bu t  has become the  re la t$on  i t s e l f .  
d 

Let  us  review, b r i e f l y ,  what has been sa id ,  

approaching the  seven books of  f i c t i o n  as one 

w r i t i n g  stream. 

The "first person vo ice / th i rd  person voice" 

t ens ion  s o  d t ~ r u p t i v e  i n  More Pricks Than Kicka and 

Murphy seems t o  be moving s t e a d i l y ,  p a t i e n t l y  towards 
- 

an e f f e c t i v e  mergence i n  t he  preseri tat i6n of "35rnw as- 
B 

when R a t t  i s  looked a t  more c lo se ly  a s  wr i t i ng ,  r a t h e r  than - 
161- 



69. 
a s  n a r r a t i v e  (which would see Arsenels  monologue 

only a s  e v e n t ) ,  i t  becomes c l e a r  t h a t  t h i s  pro- 

gress ion i s  n o t  the  only  aspec t  of  what I am c a l l -  

ing the " n a r r a t i v e  s i t u a t i o n . "  so met thin^ e l s e  i s  

t h e r e ,  n o t  r e a l l y  p resen t  as such a t  any ,point  

previous i n  the w r i t i n g  stream: Arsenels  f i r s t  
! 

person monologue. This monologue cannot be ac-  

counted f o r  adequate ly  in  terms of the  ' ' f i r s t  ~ e r s o n /  

t h i r d  person voice" progress ion which i s  occurr ing 

simultaneoualy but  in  a d i f f e r e n t  a r ea  of the  f i e l d .  
16 

S imi l a r ly ,  i n  More Pr icks  Than Kicks we cannot dis-  

cuss  he Smeraldinals  B i l l e t  %uxW i n  terms of tb 
F=- 

c o n f l i c t i n g  vo ices  i n  the  "Dante and the Lobster" 

t ex t .  

There seems t o  be a  k ind of r ecogn i t i on  of 

t h i s  i n  the  w r i t i n g  stream i t s e l f ,  i n  t he  f i r s t  

sentence o f  Mercier and Camier, where the  "I" 

a s s e r t s  a d i r e c t  r e l a t i o n  w i t h  the s t o r y  t o  be t o l d  

and t he  p ro t agon i s t s  of the  s to ry :  ". . . I  was wi th  

them a l l  t h e  time .I1 This l o c a t e s  the  "I" within  

the  space o f  the H j o u ~ e y "  which i s  t o  be the s u b j e c t  

of t h e  n a r r a t i v e ,  though i t  does s o  ob j ec t i ve ly  and 

maintaina a d i s t a n c e  between itself and the  protaga- " 



m e n  we look  back over thg whole w r i t i n g  
Q 

stream f r o m  t h a t  p o i n t ,  we can see the  "f i rs t  ~ e r s o n /  

' t h i r d  person voice" t ens ion ,  o.ccurring where it does ,- 
and we can. a l s o  see the ob jec t ive  i n s t ances  of d i r e c t  

f i rst  person n a r r a t i o n  (made ob jec t ive  by the  cof$'bxts - 

surrounding them). These two s t r a i n s  seem t o  come - 
toge ther  i n  the  opening sentence of Mercier and Camier: - 

The jo-ey o f  Mefrcier and Camier i s  
one I can t e l l ,  i f  I w i l l ,  f o r  I waa 
wi th  them a l l  the time. ( 7 )  

We can see t he  d i r e c t  f i rs t  person "I" (no t h i r d  

person voice competition a t  t h i s  p o i n t ) ,  bu t  what 

it i s  t o  r e l a t e  i s  s t i l l  ob j ec t i ve ,  separate  from 

i t s e l f :  t h e r e  i s  a  recogni t ion  of "1's'' ahar inq  of 

the  space In which the  t e l l i n g  of the  journey i s  to 

unfo ld4  bu t  the re  is r e t a ined  a d i s t ance  wi thin  t h a t  
%- 

space. In th i s  one aenten ce--importantly the f i r s t  
/ 

sentence of an obviously t r a n s i t i o n a l  work--we have 

a  capsule s ta tement  of t h e  t e x t u a l  s i t u a t i o n  a t  lap= 

in  Wore Pricks  Than Kicks and Watt. For each of  - 
those works, taken a s  a  whole and viewed as  wr i t i ng ,  

has wi th in  i t s  o m  f i e l d  both  an "I" a s s e r t i n g  i t s e l f ,  

a s  n a r r a t o r  i n  a n a r r a t i c n  it does n o t  dominate, arid, 
- - - - - - - - - - - -  - -  - 

elsewhere,  a  s e p a r a t e ,  ob j ec t i ve ly  enclosed ins tance  

of d i r e c t  f i r s t  person n a r r k t l m ~ w h i c h  i s  dominated - 
u t t e r l y  by i t s  speaker. 



r 

These two s t r a i n s  p e r s i p t  but  d o  n o t  meet i n  71 

any way u n t i l  the  opening sentence of Mercier and 

Camier. There 'is an almost t a c i t  acknowledgement 

here o f  t he  competing q u a l i t y  of  the n a r r a t o r /  

n a r r a t i v e  r e l a t i o n  t o  this poin t ,  a  competition t h a t  

went on even though o the r  ins tances  i n  which i t  was 

a l ready  overcome e x i s t  i n  the  same t e x t s .  

E f f ec t i ve  fus ion  of both  s t r a i n s  f i n a l l y  

occurs in  the  'Tr i logy ,  bu t  even the re  t r a c e s  of  

the  c o n f l i c t  l i n g e r .  Molloy, cur ious ly ,  r e t a i n s  

the  d iv i s ion  i n  i t s  o v e r a l l  s t r u c t u r e ,  Molloyls 

own n a r r a t i v e  be ing  the "1" T r a i n ,  while Moran s 

r epo r t  . ( s i c )  i s  b a s i c a l l y  object ive  and, though a  

monologue, reads  almost l i k e  t h i r d  person n a r r a t i c n .  ,+ k 

(Moran, a f t e r  a l l ,  is w r i t i n g  the r e p o r t  about h i s  

Itold s e l f " ,  t o  whom he now s tands  i n  a  q u i t e  d i s t a n t ,  i 
objec t ive  r e l a t i o n .  ) 

The c o n f l i c t  l i n g e r s  i n  Malone Dies a s  well,  

though l e s s  no t i ceab ly  than in  Molloy, s ince  Malone ' 8  

s t o r i e s  a r e  , con t inua l ly  inter-pupte d  o r  broken o f f  by 

Malone himself .  However powerfbl i n  t hemselve s ,  

they a r e  only t r a c e s  of the  old  " t h i r d  person voice,"  

rest ive  but c o n t r o l  lea by the -dominant " I". - - - 



F i n a l l y ,  even i n  The Unnamabla, v e s t i g i a l  

s t o r i e s  remain, making the  o ld  c o n f l i c t  an open 

sub jec t  of  the  speaking. In the  e a r l y  s ec t t ons  

it is a q u i t e  ob jec t ive  ma t t e r  'of see ing  Malone 

c i r c u l a t e  l i k e  a  dead s a t e l l i t e  round the speaker. 

La te r  wi th  the  s t o r i e s  o f  Mahood and-Worm the  

s t rugg le  i s  mor i n t ense ,  more immediate, more $ ,  
desperate.  It is only i n  the l a s t  q u a r t e r  o f  the  

book, p a r t i c u l a r l y  i n  the long concluding sentence 

of s eve ra l  pages, t h a t  a  r e a l  fus ion of a l l  the  

competing elements of-the s r i g i n a l  " n a r r a t i v e  

s i t u a t i q n "  occurs,  al though,  i n  a  general  sense,  

thig i s  t r u e  o f  t he  whole Tri logy,  wi th  the  

"na r r a t  o r /nar ra t  ed" mono1 o p e  s the dominant 

f e a t u r e  , 

 he purpose of  t h i s  survey of t he  changing 

n a r r a t o r / t e x t  r e l a t i o n s h i p  has been pr imar i ly  t o  

descr ibe ,  i n  the t echn ica l  dimension of s t y l e ,  how 

Beckett achieved the  reduc t ion  of C r i t i c a l  d i s t ance  

I regard a a  s o  c r u c i a l  t o  any accurate  i n t e r p r e t a t i a n  

of  h i s  w>rk, The i nd iv idua l  works cannot be under- 
1 

- - - - - - - - - - -  - 

stood successfully without-some r a t h e r a p e c i f i c  aware- 2 
i 



an awareness must be s e n s i t i v e  t o  t he  l i t e r a l  t e x t  
I t *- 

i n  each case ,  ,and there fore  t o  viewing t h e  works, 4 ;  a 

s i n g l y  and t o t a l l y ,  a s  a f i e l d  of  wr i t i ng ,  i n  which 

s t o r y  . takes  a  n e c e s s a r i l y  secondary pos i t ion .  The 

t e x t  con t inua l ly  i n f o m a  and guides a l l  - t h a t  can be 

s a i d  about the works. This approach does n o t  agree - 
with the  a t t f ' t ude ,  almost a  t ru ism where Beckett i s  

the  s u b j e c t  of d i s cus s i 'm ,  t h a t  'everyone seas  i n  t he  
- 

works what he o r  she wants to. '  m i l e  anple evidence 

of t h i s  a t t i t u d e  i s  provided i n  tb cra t i c i sm,  t h a t  

h&dly j u s t i f i e s  the  a a s e r t i m  i t s e l f .  It i s  the  

'easy way o u t '  wi th  Beckett ,  and qu ick ly  t u rns  i n t o  

self-mockery,=when placed a g a i n s t  t h e  Beckett t e x t .  

- Some qf t he  i rnp l i c s t ima  of my o m  more r igourous ly  
,* % 

t e x t u a l  approach a r e  f i l l e d  ou t  i n  t he  chaptera  whfch 

fol low. 



2. RELATIOII IN THE: WRITING SVWAM: ~ ~ M U R P H Y ~ S ~ N D ~ /  

THE TRILOGY 



The primary concern i n  t h i s  t h e s i s  i s  an in -  
4 

v e s t i g a t i o n  of form i n  Samuel Becket t ' s  prose f i c t i o n .  

In the discuss ion  of the  n a r r a t o r / t e x t  r e l a t i c n ,  it 

was shown t h a t  the  major n a r r a t i v e  mode of  t h e  

Tr i logy-- that  ' n a r r a t o r / n a r ~ a t e d '  --is a l ready 

presen t  i n  ~ i l l e t  ~oux.~' To 

l o c a t e  i n  the w r i t i n g  p r i o r  t o  &the Tr i logy  i t s e l f  

i n s t ances  of expression t h a t  ant f icfpate  t y l i s t i c  

innovat ions  more f u l l y  

i s  to ' f o l l ow  up a d j o r  impl ica t  of the  w r i t i n g  

- 
i t s e l f ,  i.e., t h a t  it is a l l  "one wri t ing."  The 

'narra tdr /na-r ra tadf  f o r t e  i s  nei6her  the end product 

of a cons ib t en t  l h e  of development, n o r  an e n t i r e l y  

new th ing ,  b u t  more a  r e a l i z a t i o n  through f u l l e r  in- 
b 

t egca t ion  of elements p r e s e n t  f'rom the,f irs ' t .  This 
d \ 

prpcesa is  v i s i b l e  i n '  a r e a s  of 't* -work o the r  
a 

than t h e  b t r i c t  i e c h n i c s  of s t y l e .  P;/e 'such a rea  i s  
2 

revealed i n  the  t r a c i n g  of a  r e l a t i o n  between "Sect ian  

Six'' of Murphy and - t h e  i nd iv idua l  works -- i n  - the - -  Tri iogy,  - -- 

which enac t  in w r i t i n g  what is merely s t a t e d  as 

d e s c r i p t i o n -  in  t h e  e a r l y  novel ,  



"Sec t ion  S ix"  i s  s i n ~ l e d  o u t  v e r y  e a r l y  on 

( 2 ; q )  i n  Murphy, It d e a l s  e x c l u s i v e l y  w i t h  Murphy' s 

mind, s p e c i f i c a l l y  Murphyfs mind a s  p i c t u r e d  by 

Eapp i ly  we need n o t  concern o u r s e l v e s  
w i t h  t h i s  a p p a r a t u s  a s  it r e a l l y  was- 
t h a t  would be an ex t ravagance  and ah 
imper t inence- -but  s o l e l y  w i t 3  what it 
f e l t  and p i c t u r e d  i t s e l f  t o  be. (107)  

There were t h r e e  zones,  l i g h t ,  h a l f  
l i g h t ,  da rk ,  e a c h  wi th  i t s  s p e c i a l t y .  

In t h e  f i r s t  were t h e  f o r m  with 
p a r a l l e l ,  a  r a d i a n t  a b s t r a c t ,  o f  t h e  
dog ' s  l i f e ,  t h e  e lements  o f  ~ h y s i c a l  
e x p e r i e n c e  avaiYable f o r  a  new a r -  
rangement. Here t h e  p l e a s u r e  was r e -  
p r i s a l . .  . .Yere t h e  whole p h y s i c a l  
f i a s c o  became a  howl ins  success .  

In t h e  second were the forms 
wi thou t  p a r a l l e l ,  Here the  p l e a s u r e  
was contemplat ion. . . .  

The t M r d ,  t h e '  da rk ,  was a flux 
o f  forms,  a p e r p e t u a l  coming t o p  t h e r  
and f a l l i n g  asunder  of forms. The 
l i q h t  con ta ined  the  d o c i l e  e l emen t s  
o f  a new manifo ld ,  t h e  world o f  t h e  
body broken up i n t o  t h e  p i e c e s  o f  a 
toy; t h e  h a l f  l i g h t ,  s t a t e s  oYpeace.  
Fut  t h e  dark n e i t h e r  e lements  n o r  
s t a t e s ,  n o t h i n g  b u t  forms becoming 
and crumbl ing  i n t o  t h e  f ragments  of a  ' 

new becorninn, w i t h o u t  love  o r  hate or 
any  i n t e l l i n i b l e  p r i n c i p l e  of  change. 
-%re t h e r e  was n o t h i n g  b u t  c o m o t i o n  
an c l  the p u r a -  forms of+comm o  t Ton, ffcree 
he was n o t  f r e e ,  bu t  a mote i n  t h e  d a r k  
4 s  &s&&e r~&e&Eb E e  ~ ~ ~ & * o v e ,  
he was a p o i n t  i p  t h e  c e a s e l e s s  unccn- 
d i t i m e d  g e n e r a t i m i  and p a s s i n g  away 
o f  l i n e .  (111-12) 



n. 
In d i s c u s s i n g  a  r e l a t i o n  between "Murphy's 

mind" and the  Tr i logy ,  it i s  good t o  keep f i r m l y  3n 

mind Becke t t l  s own dic tum about the  danger i n  "the 

nea tne s s  of '  i d e n t i f i c a t i o n s .  "l The r e l a t i o n  he re  

a s s e r t e d  i s  regarded as analogous t o  t h a t  a l r e a d y  

suggested i n  the n a r r a t o r / t e x t  r e l a t i o n ,  where 

nThe Smera ld inaTs  B i l l e t  Doux" and A r s e n e t s  mono- 

logue a r e  seen a s  e a r l y  i n s t a n c e s  i n  t he  w r i t i n g  

of a  l a t e r  dominant n a r r a t i v e  mode. "Sect ion Six" 

of Murphy, viewed a s  a  po r t i on  of t h e  whole *wr i t i ng  

s t ream,  appears  almost  a s  an, a b s t r a c t  of  those  

dense s p e c i f i c  a r e a s  of  t h e  l a t e r  w r i t i n g  we i d e n t i f y  

a s  the  i n d i v i d u a l  works of the Tr i logy.  

Moll oy 

The T l r s t  zone of  Xurphyrs mind i a  charac-  3 
t e r i z e d  by t h e  consciousness  of t h e  body/mind s p l i t .  

/' 
There was t he  mental  f a c t  and t h e r e  
was t h e  physica l  f a c t  e q u a l l y  r e a l  
i f  n o t  equa l ly .  p l ea s  nt*. 

?3e d i a t i ngu i she  $= between the 
a c t u a l  and the v i r t u a l  o f  h i s  mind, 
n o t  a s  between lorn and t he  formless  
yea rn ing  f o r  form, b u t  a shbe tween  t h a t  
af a'nlch ha had b&k les&al4& - - 

~ h y s f c a l  exper ience  and t h a t  of which 
ha @ d  _mental exper ience  only. T h u g  - 

the form of  k i c k  was a c t u a l ,  t h a t  of  
c a r e s s  v i r t u a l .  



The mind f e l t  i t s  a c t u a l  p a r t  to 
be above and b r i g h t ,  i t s  v i r t u a l  be- 
n e a t h  and f a d i n ~  i n t o  dark. .  .. 

Thus Murphy f e l t  himself' s p l i t  
i n  two, a  body and a  mind.. . . 

In t h e  f i r s t  zone.. . the pleasum 
was r e p r i s a l ,  the  p leasure  of r eve r -  
s i n g  the  phys ica l  exper ience .  Here 
t he  k i ck  t h a t  t he  phys ica l  Murphy 
r ece ived ,  the  mental Murphy gave. It 
was the  same kick ,  bu t  co r r ec t ed  a s  
t o  d i r e c t i o n .  (108-09; 111 ) 

The f i r s t  zone o f  Murphy's mind achleves  f u l l  

s t a tement  i n  the  world o f  Molloy. The s i n g l e  

s t a temsnt  "It conta ined forms w i th  p a r a l l e l  in 

ano ther  mode." (108) does more t o  c l a r i f y ,  wi thout  

removing, the  ambiguity o f  the d iv ided  f i r s t  novel  

of t h e  Tr i logy ,  than volumes of c r i t i c i s m  w r i t t e n  - 

t o  t h a t  e n d .  The d i s t i n c t i o n  between t h e  " ac tua l  

p a r t "  being If above and b r l g h t  ,n the v i r t u a l  "beneath 

and f a d i n g  i n t o  dark,"  n s a t l y  sums the  d i f f e r e n c e s  

i n  the  wor lds  o f  the  two n a r r a t o r s .  

O f  Holloy we r ead :  

And I am perhaps confusing s e v e r a l  
d i f f e r e n t  occas ions ,  and d i f f e r e n t  
t imes ,  deep down, and deep 3own i s  
m y  dwel l ing ,  oh no t  deepes t  down, 
somgwhere between the mud and t he  scum. 

(14 
hft BfF€?n 3 l y - 5 6 R B 6  of fdetl%l* W&S 
wrapped i n  a nameleasness o f t en  hard 
t o  p e n e t r a t e  .... Yes, even men, when 
a l r e a d y  a l l  was fad ing ,  waves and 
~ a r t i c l e s ,  t h e r e  could be no t h i n g s  
bu t  nameless t h ings ,  no  names bu t  
t h i n g l e s s  names. (31 ) T, 



Cont ras t  Moran's s i t u a t i o n  a t  the  beginning o f  h i s  

I remember the  day I rece ived  t he  o rde r  
t o  see  about Molloy. It was a Sunday 
i n  summer. I was s i t t i n g  i n  my l l t t l e  
garden,  i n  a wicker c h a i r ,  a  b lack  
book c losed  on my knees. It must have 
been about  e leven o ' c l ock ,  s t i l l  t o o  
e a r l y  t o  go t o  church,. .. 

The westher  was f i n e .  I watched 
a b s e n t l y  the  coming and o i n ~  of  m y  
bees.  I heard on the   ravel the  
scampering s t e p s  of m y  son, caught up 
i n  I know n o t  what f a n t a s y  of f l i g h t  - 
and p u r s u i t .  I c a l l e d  t o  h i m  n o t  t o  
d i r t y  h imse l f .  He d i d  no t  answer, 

A l l  Was s t i l l ,  Not a  brea th .  
From my ne ighbors '  c h i m e y s  the  smoke 
rose  s t r a i g h t  and blue .  None bu t  
t r a n q u i l  sounds, the  c l i c k i n g  of  
m a l l e t  and b a l l ,  a  rake  on pebbles ,  

. a d i s t a n t  lawn-mower, the  b e l l  of my 
, beloved church. And b i r d s  of course ,  

b l ackb i rd  and th rush ,  t h e i r  song s a d l y  
dying,  vanquished by t h e  h e a t ,  and 

' l e a v i n g  dawn s high boughs f o r  t h e  
bushes ' g1oo.m. Contentedly I inhaled  
the  s c e n t  o f  my lemon-verbena. (92-3 ) 

n a r r a t i v e  : 

Moran remembers; hiolloy f o r g e t s .  ( " ~ e r  name? T1ve 

fo rgo t t en  i t  again  .. , . I ' ve  f o rgo t t en  how t o  s p e l l  

t o o ,  and h a l f  t he  words." ( 7 )  ) Morant$ world is 

b r i g h t  and a c t i v e ,  f u l l  o f  " t he  smug ri l l  t o  l i r e . " 2  

Xol loy l s  i s  dark ,  f u l l  o f  "dark f o m s  crowding i n  

a da rk  place."  ( 2 3 )  
9 

I am n o t  seek ing  o r  sugges t ing  an exac t  iden ti- 

f i c a t i o n  of  " f i r s t  zone" w i th  " ~ o l l o y , ' ~  But it i s  
0 8 

impor tant  t o  no t e  t h a t  t he  terms of the  proposed re - 
, T a t i o n  e:nerge from wi th in  the w r i t i n g  s t ream of the 



80. 

work a s  a  whole, a f f i rming  a  much s t ronge r  connect- 

edness than i n  cases  where one of the  terms of pro- 

posed r e l a t i o n  i s  e n t i r e l y  ou ts ide  t he  t e x t  i n  

3 questicm. 

Malone Dies 

In the second were the  forms without 
p a r a l l e l .  Here the pleasure  was con- 
templation.  This system had no o t h e r  
mode i n  whlch t o  be ou t  of j o in t  and 
the re fo re  d i d  no t  need t o  be put r i g h t  
in this,. Here was the  Belacqua b l i s s  
and o thers  s ca rce ly  l e s s  p rec i se .  (111) 

Malone Dfes r e s t s  l i k e  an equals  s i gn  between the 

w i l d  confusions of t h e  hun*r/hunted Molloj  chase 

and the  even more f e b r i l e  t racking8 t h a t  dominate 
* 

The Unnamable. The p l ea su re s  here a r e  those  of con- 

templation and dream, conferred by s t a s i s .  In the  

second zone of k r p h y l s  mind, "1t was p leasan t  t o  
% $ 

l i e  dreaming on t h e  s h e l f  beside Belacqua, watching 

the  d a m  break crooked." (112fi  Malone i e  "on the  

s h e l f , n  and h i s  book is more dreamlike than e i t h e r  

o f  i t s  coun te rpa r t s  in  t he  Trilogy. Ae c o n t e d i l a t e s ;  
-- - - - - - - - - - - -  

he e s t a b l i s h e s  the  pace and tone of h i s  n a r r a t i v e  on 
Y 
- - - 

the openinp page. . 
,- 



81. 
But i t  i s  j u s t  a s  we l l  t o  l e t  myself . 
d i e ,  q u i e t l y ,  wi thout  r u s h i n a  th ings .  
Something must have changed. I w i l l  
n o t  weigh upon the balance any more, \ 
one -way o r  t h e  o ther .  I s h a l l  be 
n e u t r a l  and i n e r t . .  . . I s h a l l  be n e i t h e r  
h o t  n o r  co ld  anymore, I s h a l l  be t e p i d ,  
I s h a l l  d i e  t e p i d ,  wi thou t  enthusiasm. ... While w a i t i n g  I s h a l l  t e l l  myself 
s t o r i e s . .  . .They w i l l  n o t  be the  same 
kind o f  s t o r i e s  a s  h i t h e r t o . .  . .They 
w i l l  be n e f t h e r  besut i f ta l  n o r  ugly, 
t h e y  w i l l  be calm, t h e r e  w i l l  be no  
u g l i n e s s  o r  beauty o r  f e v e r  i n  them 
any T, they  w i l l  be a lmost  life- 
l e s s ,  l i k e  t h e  t e l l e r .  (179-80) 

Eedridden, Malone does n o t  have t o  expend enargy 

q u i e t i n g  t h e  r e s t l e s s  body, The advantage he has  

over- Murphy i n  t h i s  regard  i s  revealed  i n  ano the r  

p a s s a g e x r o m  " s e c t i o n  ' s i x H  of  t h e  e a r l i e r  novel .  

3 u t  motion i n  t h i s  world depended on 
r e s t  i n  t h e  world o'utside.. . .His body 
l a y  down more and more i n  a  l e s s  pre-  
c a r i o u s  abeyance than t h a t  of s l e e p ,  
f o r  i t s  own convenience and s o  t h a t  
the mind might  move.. . .As he l a p s e  
i n  body he f e l t  h imsel f  coming a l i  e 
i n  mind, s e t  f r e e  t o  move among i s 
treasures. . . .Thus a s  h i s  body 3e 
him f r e e  more and more i n  h i s  min 
he took t o  spending l e a s  and l e s s  i 
t ime i n  t h e  l i g h t ,  s p i t t i n g  a t  t h e  
breaker8  o f  " the  world; and l e s s  i n  
t h e  h a l f  l i g h t ,  where t h e  choice o f  
b l i s s  in t roduced  an element of e f f o r t ;  
and more and more and more i n  t h e  dark,  
i n  t h e  w i l l l e s s n e s s ,  a  mote i n  i t s -  + 

a b s o l u t e  freedom. [llO-m--p- 



d 82. 
But Malone till has a body, even i f  an i n e r t  

one, and t h u s  he s s t i l l  sub j ec t  t o  many of the 

1 t ens ions  of t he  body/mind s p l i t  c h a r a c t e r i s t i c  of  

t h e  f i r a t  zone. Despite t h i s ,  Malone Dies i s  a 

s t a t e  of peace i n  the f r a c t i o u s  Tri logy:  the  

c lash ing  " p a r a l l e l  modes" of the "Molloy" and   ora an" 
. - 

halves  of  the  f i r s t  book a r e  no longer '  p resen t ,  but ,  

i n  f i g h t i n g  calmly dawn every sudden r i s e  of de-ep 

emotion, an e f f o r t  is required of Malone t h a t  i s  

something of a r e s idue  of t he  physical  world a t -  

tachment, hence somethinp s t i l l  t o  be gone beyond, 

The achievement of  'measured pace1  in  

Malone Dies i s  due i n  l a r g e  p a r t  t o  t h e  format: 
0 

the  t e x t u a l  sur face  i s  a congeries o f  small  pieces,  

eighty-two In number. These pieces ,  whfch a r e  n o t  
> 

simply paragraphs,  range i n  l eng th  from one word to 

e i g h t  pages.5 But t h e  more i n t e r e s t i n g  and perhaps 

more important  innovation here i s  t h a t  of the. spaces - 
which sepa ra t e  bu t  a l s o  Join  the b i t s  and p ieces  o f  -- 
the  t ex t .  The "words/epace ,* "words/space" rhythm 

- - 

i s  no t  un l ike  the  b rea th ing  of an old s i c k  man, 

p a r t i c u l a r l y  s e t h e  s ec t i ons  of words vary e r -  & c .  

~ a t t c a l l y  fff W a l e m a  -morn - W n  p&t - - 

l o s e s  a t  all p a i n t s  llapslng L 

a 



towards phys ica l  d i s i n t e g r a t i o n .  The spaces  a r e  a  
83 

v i s i b l e  ' no th ingf  on t he  page, and words i nev t t ab ly  

lose  t h i s  b a t t l e :  t.he l a s t  eleven p i e c m  of t e x t  

occupy only two pages of  the book. The spaces a lso  

po in t  up the  puncturing of the i l l u s i o n  i nhe ren t  i n  

s t o r y  t e l l i n g ,  f o r ,  a l though Malone Is s t o r i e s  merge 
. ~ 

a t  many p o i n t s  wi th  h i s  de sc r ip t i ons  of  h i s  own 

s i t u a t i o n ,  he r e s i s t s  t h i s  mergence a s  "author" in  

a much more obvious fashion than e i t h e r  Moran o r  

Molloy d i d .  The l a r g e  space betweer! the  " p a r a l l e l  

modesn of those self-complete n a r r a t i o n s ,  t h a t  

, space which is such an important  dimension of Molloy 

seen a s  a whole, i s  broken up i n t o  a l l  these  small 

space's i n  Malonets book. Melons i s  au thor  fn, not- 

j u s t  -' of h i s  n a r r a t i v e .  6 

The consciously  a s s e r t e d  d i s tance  between 

Nalone and h i s  " c r ea t i ons"  ("Nothing i s  l e s s  l i k e  

me than t h i s  p a t i e n t ,  sonable ch i ld"  (195)  ) 

e s t a b l i s h e s ,  o r  .helps t o  e s t a b l i s h ,  the "contempla- - 
t i v e  moden of t he  book, and y e t  s i ~ u l t a n e o u s l y  

/- 

enables ,  i n  c e r t a i n  passages isf g r e a t  l y r i c a l  i n -  - 
t e n s i t y ,  where the  s t r i c t  boundaries between Malone 'I 

p f  the  condi t ion of t-he contem~plstlus, 7 
\ 



When I s top ,  a s  j u s t  now, the no i se s  
begin aga in ,  s t r a n g e l y  loud,  those  
whose tu rn  it is. So t h a t  I seem t o  
have again  the  hear ing of my boyhood. 
Then i n  my bed, - i n  the  dark ,  on stormy 
n i g h t s ,  I could t e l l  from on8 another ,  
i n  the  ou tc ry  wi thout ,  the l eaves ,  the  
boughs, the  groaning t runks ,  even tb 
gras se s  and the  house t h a t  she l t e r ed  
me. Each t r e e  had i t s  own cry,  j u s t  
as no two whispered a l i k e ,  when the 
a i r  was s t i l l .  I heard a f a r  the  i ron  
ga tes  c lash ing  and  dragging a t  t h e i r  
pos t s  and the wind rushing between 
t h e i r  bars .  There was nothing,  n o t  
even t h a  sand on the  paths ,  t h a t  d id  
n o t  u t t e r  i t s  cry.  The s t i l l  n i g h t s  
too,  s t i l l  a s  t he  grave a s  the  saying 
i s ,  were n i g h t s  of storm f o r  me, 
clamourous with count less  pantings.  
These I amused myself w i t h  i den t i fy ing ,  
a s  I l a y  there .  Yes, I got  g r e a t  
amusement, when young, from t h e i r  so- 
c a l l e d  s i l e n c e .  The sound I l i k e d  
b e s t  had nothing noble about it. It 
was the  barking of the  dogs, a t  n i g h t ,  
i n  t he  c l u s t e r s  of hovela up i n  the  
h i l l s ,  where the  s tone c u t t e r s  l i ved ,  
l i k e  nenera t lons  of stone c u t t e r s  
befor; them. It came down t o  ms where 
I lay ,  i n  t h e  house i n  the p l a i n ,  w i l d  
and s o f t ,  a t  the  l i m i t  of e a r sho t ,  
soon weary. The dogs of the  v a l l e y  
r e p l i e d  wi th  t h e i r  p o s e  bay a l l  fangs - 

and j a w s  and foam. From t h e  h i l l s  
ano ther  joy came down, I mean the 
b r i e f  s c a t t e r e d  l i g h t s  t h a t  sprang up 
on t h e i r  s l opes  a t  n i g h t f a l l  merging 
i n  blurs sca rce ly  b r f g h t e r  than the sky, 
l e s s  b r i g h t  than the  a t a r s ,  and which 
the  p a l e s t  moon ext inguished.  They 
were t h ings  t h a t  s ca rce ly  were, on the 
conf ines  of s i l e n c e  and dark,  and soon 

' ceaaed. 30 I reason now, a t  my ease. (206) 



The sec t i on  of t e x t  immedjately p r i o r  (202-06) t o  85 

t h i s  passage was i t s e l f  a long l y r i c a l  account of 

the  boy Sapo, i n  one of h i s  v i s i t s  t o  the Lamberts, I 

a country family  who comprise b i s  only f r i e n d s  in  

t he  book, The w r i t i n g ,  i n  mood and tone,  scarcely  
"a 

changes from one passage t o  the  other :  Malone might "b 
just a s  eastly be w r i t i n g  of Sapo here.  This i s  c n s  

o f  those p laees  i n  t h e  w r i t i n g  where the  "s to ry"  

-overflows i n t o  inalone s  s e l f  - r e f l e c t i o n s ,  over- 
- 

whelming the  d i s tance  between "author" and "story." 

S A.passage i n  Prous i s  important here.  ' . 

', 
The i d e n t i f i c a t i o n  of immediate with 
pas t  experience, .  .amounts t o  a p a r t i c i -  
patfm- between the i d e a l  and the  r e a l ,  
imagination and d i r e c t  apprehension, 
symbol and substance. Such p s r t i c i -  

-- pat ion f r e e s  the  e s s e n t i a l  r e a l i t y  
t h a t  i s  denigd t o  the  contemplative 
a s  t o  the  a c t i v e  l i f e .  M a t  is  c m o n  
t o  p resen t  and pas t  is more e s s e n t i a l  
than e i t h e r  tsken sepa ra t e ly .  (55 -6 )  

B e e t t  i s  t h e r e  r e f e r r i n g  t o  ' invo lun ta ry  

memory.' In a sense t h e  long passage j u s t  quoted 

from Malone Ijies r eads  a s  "an i d e n t i f i c a t i o n  of 

immediate w i t h  p a s t  2 e e r l ence  ,I' for &lone's, o m  

p a s t  takes over the  w r i t i n g  and, - a s  w r l t i n p ,  becomes? 



86, , 
In galone Dies t he  wr i t i ng  i t s e l f  has moved 

towards the  contemplative and away from the  ac t i ve  

mode pre esn t in  MoFoy, but ' both these  modes a r e  

l inked  t o  t he  e x t e r n a l  world, a s  t he  two bonks them- 

s e l v e s  a r e  l i nkad  (Kenner c a l l s  them ffcompanion 

pieces"  71, and a s  t h e  f irst  two zones of Murphyla 
* - 

mind a re  l i nked  ( ~ r  a t  l e a s t  s i t  much c l o s e r  t o  

each o ther ,  than e i t h e r  does t o  the t h i r d  zone 1. 

This po in t s  up why we need n o t  seek "exact" i d e n t i -  

f i c a t i o n s  between "Murphyts mind" and the works in 

the  Tr i logy:  both, when seen aa passages o r  a reas  

i n  t he  whole writ ing:  s tream, a r e  r e - s t a t i n p s  of  
-3 - i  

s o m e t h i ~ g  foundat ional  t o  and present  i n  t he  thought 

from the  beginning;  p resen t  in Proust  a s  i n t e l l e c t u a l  

awareness, in Murphy a s  - f o c a l  point  in  a n a r r a t i v e ,  8 

and in t h e  Tr i logy  a s  embodiment i n  t h e  w r i t i n g  itself. 
'i 

T h i s  g ives  added weight t o  the l a s t  remark in the '  

above quote from Proust.  > 

Eut Malone Dies r e f l e c t s  the f u l l e r  perspec- 

t i v e  s t a t e d  i n  Prous t ,  where Beckett goes on t o  say: 

Rea l f t y  , whether approached imagina- 
t i v e l y  o r  emp i r i ca l l y ,  remains a s u r -  
f ace ,  hermetic.  h a g i n a t i ~ n ,  applied 

- -- - -+-fl-orf--to-~bt is atmsnt i a  pp - - - - - - 

9 

e x e r c i ~ e d  In vacua and cannot t o l e r a t e  
- - _ t h s I f ~ - - o f  t t ; ~ a L . - X a ~ - L s p a n j c a n j c -  

d i r e c t  and purely e x ~ e r i m e n t a l  con t ac t  
pos s ib l e  between sub jec t  and ob j ec t ,  
becauae they are  au tomat ica l ly  - separa ted  
by the  s u b j e c t l s  cmsc iousness  of per-  ' 

c e p t i m ,  and the  ob jec t  l o s e s  i t s  p u r i t y  
and becomes a =ere intellectual pretext 
o r  motive. ( 5 6 )  



This i s  what happens i n  Malone Dies, as is,shown 

when we continue on from the point  a t  which the  

long quota t ion  concluded: "c 

So I reason now, a t  my ease .  Standing 
before  my h igh  window I gave myself t o  

wai t ing f o r  them t o  end, for m y  
oy to- s t r a i n i n g  towards the  joy --."p" 

of ended Soy. But our busfnuaa at t h c  
moment i s  l e s s  wi th  these  f u t i l i t i e s  
than w i th  my  e a r s  from which t h e r e  
s p r i n g  two impetuous t u f t s  of  no doubt 
yellow h a i r ,  yel loved by wax and lack 
' o f  ca re ,  and so long  t h a t  the lobes-  
a r e  hidden. (206-07) 

For a moment, t h e r e  was W 

r e d u p l i c a t i o n ,  . "  he experience..  .at  
once imaginative and empi r i ca l ,  a t  
once an evocation and a d i r e c t  per-  
cep t ion ,  r e a l  without be in^ merely 
a c t u a l ,  i d e a l  without being merely 
a b s t ~ a c t ,  the 3 d e a l  ma3, t h s a s s u n t i a i ,  
the  extra temporal .  (56, %ous t )  . 

In t h a t  moment, "Death is deed because Ti* l a  dead." ( 5 6 )  
* 

r 

Yet Time r ev ives  a l l  too quickly:  'But our bus iness  

a t  the moment...** (207) 
B 

- The v i s i o n  was one o f  hearing,  o f  l i s t e n i n g ,  -. 
and 'on what doea consciousness seizs,,when it recla ims 

a t t e n t i o n ?  E a r s ,  the  a u d i t o r y  organs. Once o u t  of 



with which t o  b r i n p  back what i s  now p a s t  f o r eve r  
I 

and forever  receding,  paradise l o s t  a  second time. 9 

When we look  a t  b l o n e  ~ i e s  aa w ~ i t i n g ,  and 

a t  i t s  place i n  t h s  w r j t i n g  stream, the long quo- 
!' 

t a t i o n  (206) cont innes  t o  resonate  aa  a  prominent 

passage of lyrical fus ion ,  one auch among many, i n  
- - - - - - - 

t h i s  novel  and throughout the  Trilogy. These in- 

stances s t a n d  ou t  a s  "major events" i n  the wr i t i ng ,  

and impart a  rhythm t o  the  whole work, a r e  a  domi- 

nant  chord i n  the  whole w r i t i n ?  space. Th3 i n s t ances  

of " fus ion"are  those  po in t s  of' deepest '  absorpt ion 

o f  the  perspec t ive  i n  the substance.  of i t s  "seeing," 

analogous t o  the moments (passages ) of " tnvoluntary  

memory" i n  Proust.  

Malone has a body, and is a  denizen of t he  'half  

l i g h t . "  He chooses, must choose, cons t an t ly ,  and the 

b l i s s  he knows, and which we read as passages i n  the  

wr i t i ng ,  i s ,  i f  n o t  -it the  product of  a s p e c i f i c  

e f f o r t ,  nme the3es s  by a l l  the rou- 

t i n e s  of e f f o r t  assoc ia ted  wi th  the  l i ~ i n g ,  wi th  
\ 

l f ~ i n g .  "What m a t t e r s  id t o  e a t  and excre te .  Dish 

and po t ,  d i s h  and pot ,  these  a m  the poles,"  (185) 

The . t r u e  -dark, - t h a t - ' % m ~ - a ~ n ~ h l ~ R ~ w ~ ~ i a n  moTm'' pp - -- ---- - - 
-- 

on %he far sdgs of ~~~~- ~o~king-,-  4% &&I% -4. - 

- 



The Unn amabl e' 

The world of The ~ n n k a b l d  i s  .perhaps. nowhere 

b e t t e r  deacr ibed than i n  t h e  c los ing  desc r ip t i on  of 

the  Third Zme of. Murphy's mind, 

r .e flux oP forms.. .neiths<__element_s_ 
no r  s t a t e s ,  no th ing  but forms becoming 
and crumbling i n t o  the fragments o f  a 
new becoming.. .nothing but  commotion 
and the  pure forms of commotion.. . . 
the  cease less  unconditioned generat ion 
and pass ing away of I fne .  (112) 

The t e x t u a l  sur face  i s  a t  f i r s t  l i k e  t h a t  of  Malone 

Dies: - s i x t e e n  l i t t l e  b i t s  and pieces  spread over 

four teen pages. But the seventeenth  consumes t he  
6 

remainder of the work, a one-hundf-ed-ten page para- 
- 

graph. This s i n g u l a r ,  r a d i c a l  s t y l i s t i c  f e a t u r e  

s e t s  up and underscores a  t e x t u a l  s i t u a t i o n  of 

"ceaseless  pnconditioned generat ion and passing 

away of line:." The d i s t r a c t i o n  of tp ieces , . l  of 

' p a r t s , '  even of paragraphs, i s  e l iminated,  l eav ing  

no  ( t e x t u a l  ) chance f o r  e i t h e r  reader  o r  n a r r a t o r  

t o  ca t ch  h i s  breath .  Even in  the  openinu s e c t i a n  

we g e t  a good ind i ca t i on  of what t o  expect. 



-6 

m e r e  now? Who now? When now? 90. P 

Unquestioning. I, say I. Unbelieving. 
Questions, hypotheses, c a l l  them t h a t .  
Keep going, going on, c a l l  t h a t  going, 
c a l l  t h a t  on....I seem t o  speak, it i s  
no t  I, about m e ,  i t  is n d t  about me. 
These few general  remarks t o  begin with.  
What am I t o  do, what should I do, In 
my s i t u a t i o n ,  how proceed? By apor ia  
pure and simple? Or by a f f i rma t ions  
and nega t ions  inva l ida ted  a s  u t t e r e d ,  
or  sooner or l a t e r ? ,  . .The f a c t  wovld - 

seem t o  be, i f  i n  my s i t u a t i o n  one 
may speak of f a c t s ,  n o t  only t h a t  I 
s h a l l  have t o  speak of t h ings  of  which 
I cannot speak, but a l s o ,  which is  i f  
poss ib le  even more i n t e r e s t i n g ,  t h a t  
I s h a l l  have t o ,  I f o r g e t ,  no mat ter .  (291 

%e can see  here a t  t h e  ou t se t  "forms becoming and 

crumbling i n t o  the  fragments of  a  new becoming," 

p a r t i c u l a r l y  i n  t h e  l a s t  sentence. 
10 

The " a f f i r -  

mations and nega t ions  invalidates a s  u t t e r e d ,  o r  

sooner or  l a t e r "  a re  a l r eady  present  be fo re  t h i s ,  

remark is made: " I  seem t o  speak, it i s  n o t  I, about 

me, it i s  n o t  about me ." Commotion, "nothing but  

commotion," i s  manifes t  i n  the  s e r i e s  o$' s h o r t  

quest ions  t h a t  begin the work, and elsewhere 

throughout t h e  passage. And t h i s  s t a t e  o f  a f f a i r s  

p e r s i s t s  throughout t he  whole t e x t ,  with s t e a d i l y  

i nc rea s ing  i n t e n s i t y ,  a s  the fol lowinq quotes ,  taken 

n e a r l y  at-random, demonstra te ,  - 



A l l  t h i s  bus iness  of a l abour  t o  ac -  
complish, before  I can end, of an im- 
posed t a s k ,  once known, long n e g l e c t e d ,  
f i n a l l y  f o r g o t t e n ,  t o  perform,&e fo re  
I can be done w i t h  speaking,  done w i t h  
l i s t e n i n g ,  I invented it a l l ,  i n  the  
'hops i t  would console me, h e l p  me t o  
go on, a l low me t o  t h i n k  of myself aa 
somewhere on a  road,  moving, between 
a beginning and an m d ,  g a i n i n g  
ground, l o s i n g  ground, g e t t i n g  l o s t ,  
b u t  somehew tn t h e  lmx run making 
headway. A l l  l i e s .  I have n o t h i n g  
t o  do, t h a t  i s  t o  s a y  n o t h i n p  i n  
p a r t i c u l a r .  P.have t o  speak, whatever 
t h a t  means. Having no th ing  t o  say ,  
no  words b u t  the  words o f  o t h e r s ,  
I have t o  speak. (314) 

But a l r e a d y .  I'm beginning t o  be t h e r e  
no  more, i n  t h a t  ca lami tous  s t r e e t  
t h e y  made s o  c l e a r  t o  me, I could 
d e s c r i b e  it, I could have, a moment 
ago, a s  i f  I had been t h e r e ,  in  the  
form t h e y  chose f o r  me, d iminished 
c e r t a i n l y ,  n o t  the  man I was, n o t  much 
l o n g e r  f o r  t h i s  world, b u t  the eyes  
a t  511 open t o  i m p r s s s  f ms , and one 
ear, s u f f i c i e n t l y ,  and t h e  head auf- 
f i c i e n t l y  obedient ,  t o  provide me a t  
l e a s t  w i t h  a  vague i d e a  o f  t h e  elements 
t o  be e l i m i n a t e d  from the  s e t t i n g  f n  
o r d e r  f o r  a l l  t o  be 'empty m-d s i l e n t .  
That was always the  way. J u s t  a t  the 
moment when t h e  world i s  asssmbled a t  
l a s t ,  and i t  begins t o  dawn on me how 
I can l e a v e  i t ,  a l l  f a d e s  and d i s a p -  B 

pears .  (334) 



Perhaps they a r e  somewhere t he re ,  the  
wor*da t h a t  count,  i n  what has  j u s t  
been s a i d ,  t h e  words it behoved t o  say,  
t hey  need n0.b be more than a  few. They 
aay they-, speaking of them, t o  make me 
t h i n k  it i a  I who am speaking. Or I 
say  they,  speaking of God knows what, 
t o  make me t h i n k  it ie no t  I who am' 
speaking. Or r a t h e r  there  i s  a l l ence ,  - 
from tFe mrment the messenger depa r t s  - - 

u n t i l  he r e t u r n s  wi th  h i s  o rders ,  
namely, Continue. For t h e r e  a r e  l ong  
s i l e n c e s  from time t o  time, t r uces ,  
and then I hear  them whispering, It ' a  
over ,  fh%s ti:= we've h i t  th& mark, 
and o thers ,  We'll have t o  go through 
it a l l  aga in ,  i n  o the r  words, o r  i n  
the same words, arranged d i f f e r e n t l y ,  ( 3 7 0 )  

But we cannot approach t h i s  novel ,  t h i s  

wr i t i ng ,  i n  the  usua l  wayt the  e x t r a c t i n g  of 

quota t ions ,  however appos i te  i n  themselves , ~ k e s  

piece8 of a  t e x t  w r i t t e n - i n  a manner e n t i r e l y  

an t agon i s t i c  t o  such a procedure . To begin t o  see 
d 

hOW th i s  work i s  l i k e  " the   ark"' of t he  Third Zone 

of  Murphy's mind one has t o  a t t end  t o  the  t e x t  on 

the  microlevels  of  s ta tement ,  sentence,  word. I 

w i l l  now go through a  por t ion o ~ & e  of the  e a r l y  

s ec t i ons  (number t h r e e )  l i n e  by l i n e ,  i n  order t o  

show how the  wr i t i ng  "works" i n  t h i s  book, and why 



- - - - -- - - 

93 
presen t  a  p i c tu re  of t h i s  book t h a t  w i l l  document 

the  suggested analogy between the Third Zme of 

%urphyl s mind and The Unnamable a s  a piece of 

wr i t ing .  For The Unnamable i s  an "end point"  i n  

Becke t t t s  prose:  none of the  works which fol low 

it  cha r t s  any significantly - new t e r r i t o r y .  The - - -A -- 

' t h i r d  book o f  the  Tr i logy i s  t he  cynosure of a l l  

Becke t t t s  f i c t i o n ;  a l l  t he  p r i o r  works l e a d  i n t s  

i t ,  -and a l l  those which coma a f t e r ,  fol low f r o m  it. 

That i s  why it  demands t he  c l o s e s t  a t t e n t i o n  in  any 

etudy of b c k e t t l s  prose wr i t ing .  

I see  him i n  p r o f i l e .  Sometimes 1 
wonder i f  i t  i s  no t  Molloy. Perhaps 

- it  i s  Molloy, wearing Malonrxts -Eat. 
But it i s  more reasonable t o  suppose 
it i s  Malone, wearing h i s  own hat .  
Oh look,  t he re  i s  the  f i r s t  th ing ,  
Malonele ha t .  I see no o ther  c lo thes .  
Perhaps Molloy i s  no t  here a t  a l l .  
Could he be ,  without my  knowledge? 
The place i s  no dbubt vas t .  D i m  i n -  
t e r m i t t e n t  l i ~ h t s  augqest a kind of 
d i s t ance .  To t e l l  the  t r u t h  I bel ieve 
t hey  a r e  a l l  here,  a t  l e a a t  from Murphy 
on, I bel ieve we a re  a l l  here,  but  so 
f a r  I have only seen Walone. Another 
hypothesis ,  they were here ,  bu t  a r e  
here no longer.  I s h a l l  examine it 
a f t e r  my fashion.  Are t he re  o the r  pi ts ,-  

- - - - - - - -- - - -- - - - - - 

deeper down? To which one accedes by 
mine? Stupid obseaaion wi th  depth. 

- Are-tre rw eh-r-pla c e r s - z m ~ s t & r f o - r ~ - - -  - - - 

and t h i a  one where I am,  with Malone, 
merely t h e i r  nar thex? I thought I had 
done wi th  p re l iminar ies .  No, no, we 
have a l l  been here fo reve r ,  we s h a l l  
a l l  be here fo rever ,  I know it. (292-3) 



- -- - --  

# I  see  him i n  prof i le ."  
94 

The i n i t i a l  sentence of Sectyon Three, 1.1 

"Malone i s  there ." ,  e s t a b l i s h e s  bo th  the primapy sub- 

j e c t  of *the section--Malone 's presence --and the  

p resen t  t ense  which anchors t he  saying,  anchors by 
< 

providing a  point  t o  which t h e  n a r r a t o r  con t inua l ly  

r e  tu rns  from wanderings the  a c t u a l  de sc r ib ing  ae t s  

i n  motion. "I  s e e  him in  p rof i l e . "  i s  one of these  

present  t ense  "po in t s  of return."  

"Sometimes I wonder i f  i t  i s  n o t  M ~ l l o y . ~ '  

The simple pos i t ion  e s t a b l i s h e d  in  and 

by the previous sentence begins t o  s l i d e  towards 

complexity. Though s t i l l  "present  t enseH grammatically, 
EP 

"sometime st' d i s r u p t s  t h e  simple present ,  t h i s  par- 

t i c u l a r  ins tance  being only one of s eve ra l  such t imes.  

The verb i d e n t i f i e s  an ' inwardt  a c t i v i t y  of  t he  nar -  

r a t o r ,  "wondering," r a t h e r  than the  r e l a t i v e l y  ex- 

t e r n a l  one o f  "seeingf1 a physical  object. And most 

important ly ,  the d i s t i n c t i o n  between n a r r a t o r  and 

r eade r  begins t& b lu r .  "T see him i n  p rof i l e . "  
1 

c l e a r l y  enough be lmga  t o  the  n a r r a t o r :  l2 even w b n  



This l a  n o t  the  case wi th  the  second sen tence ,  

which a p p l i e s  a s  r e a d i l y  t o  the  r e a d e r ' s  s i t u a t i o n  

a s  t o  the  n a r r a t o r ' s ,  s ince  one doas - wonder, more 

than once, i f  Malcme i s  no t  Molloy, and i f  Molloy 

i s  n o t  perhaps Moran, and i f  the  n a r r a t o r  of  The - 
Unnamable i s  himself n o t  one, o r  both, o r  a l l  th ree  

-- -- 

of these.  The problem of i d e n t i t y ,  .a major mot i f  

i n  the w r f t i n g  a s  a whole, i s  being touched on here. 

Ce r t a in ly  one can i d e n t i f y  passages of and s t a t e -  

ments i n  each work, inc lud ing  The Unnamable, t h a t ,  

a s  wr i t i ng ,  be t r ay  the  presence of previous modes 

ana h a b i t s  of thought,  a c t i on ,  and express ion 

presented i n  the p a s t  a s  "Murphy" o r  "Belacqua" 

o r  "Molloy" o r  "Watt ." The very  s i t u a t i o n  here 

describes--the n a r r a t o r ' s  wondering whether he 3s 

look ing  a t  M~lone  o r  Molloy--is a kind of rep lay  of 

t he  "A and Cw query Molloy has such t rouble  wi th  i n  

the  opening pages of h i s  n a r r a t i v e .  

If, f o r  i n s t ance ,  one s tops  t o  consider the  

p o s s i b i l i t y  t h a t  a l l  the "nar ra to ra"  a r e  r e a l l y  

covers f o r  one voice that i s  only j u s t  now 

beginning t o  emerge ( a  po in t  touched on a few l i n e s  
- -  - - - - - - -- - - - 

later i n  this same passage, and made an e x p l i c i t  

- con c m  a- TB w pgss aTt e r  -€ha€ f7o7f 7, EiF ia then 



I f  we i n s i s t  t ha td  the. sentence i s  simply a 

remark of the  n a r r a t o r ,  qu i t e  on par wi th  t he  pre- 

v ious  atatement a s  simply a l i n e  revea l ing  an aa- 

pect  of  the  situation in  the  n a r r a t i v e ,  we a r e  n o t  

g fv ing  r e a l  a t t e n t i o n  t o  the readinq f a c t  of saying - 
over the  "I." If we acknowledge the ' reading fac t !  . 

but r e s i s t  exp lor ing  the  r s l a t l o n  t h a t  qu ick ly  

spr ings  up i n  terms o f  one's own place re/the text-- - 

f .e., t h a t  we too  wonder, sometimes, "who i s  *ha, n 

"who i s  speaking" --we a re  denying a s i g n i f i c a n t  

dimension of the Beckett  wr i t i ng  a s  a whole. 
- 

This is an important point .  I a m  no t  saying 

t h a t  the  atatement "Sometimes I wonder i f  i t  is n o t  

- Molloy" i n  i t s e l f  cauaes one t o  stop, wonder, pause 

over quest ions  of i d e n t i t y  o r  r e l a t i o n s  between me- 
4 s e l f  a s  r eade r  and the  na r r a to r .  Rather, t h i s  i s  a 

cumulativa, e f f e c t  i n  .the reading ap a wholo, t r i g -  

gered a t  more dramatic moments i n  the t e x t .  

# 

O r  q u i e t l y ,  s t e a l t h i l y ,  the  s t o r y  would 
begin,  aa if nothing had happened and I 
s t i l l  the  t e l l e r  and the to ld .  But I 
would be f a a t  asleep;  my mouth agape, 
a s  u ~ u a l ,  I would look the  same as  usual.  

--An& Aanr my s3eeptng-mrauth-t21~2~e?r w b e d -  p p -- -  - 

pour, about me. No, no t  s leep ing ,  l i s t e n -  
ing, ih -tecrr-a, --&t---i-'f trarg I 
on me? Sometimes I think it is.  And 
then I r e a l i z e  it is  not. (3193 



A - -- - 
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C r i s e s  in the  t e x t  become c r i s e s  in  the 
, 

reading,  when they a r e  repeated of ten  enough, and 

problems of " iden t i t y "  beyond those  of the  content8 

i n  a t e x t ,  problems perhaps commcn t o  o r  a t  l e a s t  

p a r s i s t e n t  i n  modern consciouane s s  i t s e l f ,  begin to 

s impinge upon the r eade r ' s  personal  security, pro- 
.f - - - - A - - -- - - 

voking quest ion8 of s e l f  - i den t i t y .  A t  these  pointa I 
one can begin t o  task of' the  s t y l e  a s  t h r e a t .  Here, 

i n  a s ec t i on  of t e x t  n o t  provocative i n  i t s e l f ,  we 
t 
1 can see the  unconscious rbuild-up ( i n  tho r ead ing )  

of what we might c a l l  "statements o f  i d e n t i f i c a t i o n  

wi th  n a r r a t o r "  Ie&ing u l t i m a t e l y  t o  a much more 

dramat ic  confronta t ion between r eade r  and t e x t ,  
i 

i n  s ta tements  of g r e a t e r  d i r e c t n e s s  and i n t e n s i t y .  

In t h i s  -the w r i t i n g  r e f l e c t s ,  a t  the s ta tement  
9 

l e v e l  ( t h e  most d i r e c t  l e v e l  o f  reader / t ex t  r e l a t i o n ) ,  , 

- those tendencies I have described elsewhere a s  

" m t i c l p a t i o n i t  i n  var ious  o t h e r  r e l a t i o n s .  

- 

"Perhaps it  i s  Molloy, wearing Malone.'s hat ."  

This eentence underscores . the i n a b i l i  t y  

of the  n a r r a t o r  t o , b e  c e r t a i n  a t  whom he i s  logking,  



-- - - - - - -- - -- 

* h c k e t t i a n  mot i f .  The sentence here thus i t i t i a t e s  
98 

a sudden emergence of t h a t  thread,  which runs through 

the  whole f i e l d  of  the wr i t ing .  

A. 
' * m t  it i s  more reasonable t o  assume i t  is 

Malone, wearing h i s  o m  hat ."  
- - - - - 

# o  one would argue t h i s  po in t ,  bu t  
el 

the  remark causes the "reasonable" t o  s t a n d  revealed - 
I 

as  only a gambit of  the  mind, n o t  a t  a l l  a condi t ion C 

o f  c e r t a i n t y  f o r  r e s o l u t i o n  of the problem a t  hand. I 

The v e r y ~  c . i t i n g  undercute.  the  a u t h o r i t y  of  the " m a r e  
# 

reasonable" s tance ,  making it simply par$ o f  a s t a t e -  

ment, l i k e  the  s ta tement  before i t ,  and n o t  a ground. 
7 

I Lf--- 
1 This a spec t  is '  f u r t h e r  emphasized i n  t h a t  these  two 

sentences,  taken together-, a r e  a r e c u r r e n t  - u n i t  i n  - 
I 

the  w r i t i n s  the  l l t e rhaps /bu t"  coupling l a  a main-- 

s t a y  of t he  t e x t ,  and -as 8uch e s t a b l i s h e s  one of 
r 

the  rhythmic movements in  the whole sbace o f  t h e  

wri t ing.  Another kind o f  movement i s  shown through 
-4 

, t h e s e  two sentences  be ing  an immediate enactment of 

the  a c t i v i t y  announced 5n t h e  aentence j u s t  prior, 

t h a t  of the n a r r a t o r  ' 8  "wonderingn : these  sentences 

.k the  a t t e n t i o n  (of  n a r r a t o r  and r eade r )  back, f i r s t  



- ip - 
i n  t h e  r e t u r n  t o  the  " p r e s e n t  tense" t h a t ,  a s  I have 99 

s a i d ,  anchors the say ing  of t h i s  whole paasage., and 5 

then, through i t s  conten ts ,  f u r t h e r  back y e t ,  t o  thq 
0 

1 ' 
- 17 

1 

previous wection . ' I  
? 

7 
L 

i 
.. * . 2, [ 

5 

"Oh look,  the re  i s  the  f i r s t  th ing ,  Malonets i 

In the  previous s ec t i on  of t e x t  we 

~ e a d  : - 
- 

-- - 

And things,+ what i s  t h e  c o r r e c t  . a t t i t u d e  t o  adopt towards t h ings?  
And, t o  begin with, a r e  they necessary?  
What a ques t ion .  But I have few 11- 
luaims, t h ings  a r e  t o  be expected. " 

The b e s t  i s  n o t  t o  decide anything,  
i n  t h i s  connexim, i n  advance, If a 
t h ing  t u r n s  up, f o r  some r e  n o r  . 
another ,  take i t  i n t o  c &stion.  
Wher% the re  a r e  people, it i s  s a i d ,  

- t f l e r e a r e - t h i n g s .  Does t h i s - m a n -  
t h a t  when you admit t h e  former you 
must a l s o  admit the l a t t e r ?  Time 
w i l l  t e l l .  The t h i n g  t o  avo33, I 
don ' t  know wh , i s  the  s p i r i t  o f  
system. (2927 

PI 

I 

The double concern of  

joined i n  " ~ ~ a l a n s  a x a t  .'-e The "preaan t tense  returr)" 

i s  a c t u a l l y  only  a p a r t  of the  s i t u a t i m  i n - t h i s  

sentence,  f o r  the  "Oh look,'! i s  something n'ew, 3 1 i 

, t anced from t he  t e x t  he i s  spahking. 
L - 

B 

7 



100. 
The point in  t h i a  discussion l a  t o  see what F 

I 

i s  heppening in the t e x t  a s  we move from l i n e  t o  

l i n e ,  fn t h i  s=stop-action m-er we can see the 

many associa t ions ,  both tex tua l  and na r ra t ive ,  
e 

present i n  each d i f f e r e n t  statement. Each asntenae 

shifts i ts ground a b i t ,  underacorinp the sense of 
A - - -- - - - -- - - a- I - - 

the t e x t  as *a space, f i l l e d  with moving." D i s -  

d i f f i c u l t  t o  make or  t o  hold t o ,  once made, This 

i a  n o t  a s  obvious when w e  a re  reading a t  the usual 
G 

r a t e  but it - i s  still happening then, whether we 

notice it or  not.  Those places in which the  ambi- 

x, confusion, s h i f t i n g  are more obvious--the 
--  

a 
cl ing  about -the n a r r a t o r  

a%-? --are -a a f f e c t i v e  

by the sub t l e r ,  ilacessant m i e r o l e v ~ i ~ p l a e e m e n t $ .  - . i ~ h b  r e a l  importancephere', however, i s  n o t  so  

6 much the estab$ishing of the many croka-sectional 

, tie-ups in- the the em'&rgent p ic ture  they 

af ford  of the t e x t  sa a kind$ music whfch must bd 
P 

l i s t e n e d  t o  in  order t o  begin t o  be understoode 

f? 

l i k e  a vas t  symphony. What I here called the 



I - 
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" p r e s e n t  tense r e t u r n "  i s  l i k e  a  s i n g l e  instrument ,  

only aud ib le  ir, i t s e l f  when focused on a %- 
dofng i n  t h e  p r e s e n t  di 'achssion. On a l a r g e r  l e v e l ,  

H zronologue,* only  an extended passage in  W'att, be- 

comes a whole movement, l a t e r  m. When we s e l e c t  

o u t  any ~ i v s n  p o r t i o n  of the  w r i t l n g ,  we can f i n d  

t h e r e ,  n o t  ' j u s t  a dominant chord o r  m o t i f ,  but  a l l  

t h e  small  themes, a s s o c i a t i o n s ,  j u x t a p o s i t i o n s ,  etc. ,  

which comprise it, j u s t  as we could l o c a t e  i n  a  

sylpphcmic s c o r e  t h e  d i f f e r e n t  p a r t s  assigned t o  the 

i n d i v i d u a l  ins t ruments .  To no te  the  th ree  re fe rences  

t o  'hatn i 2 ' t h e  passage under cons ide ra t ion  i s  t o  

tune  one's. e a r  to m e  ins t rument  n o t  a t  all domf- 

nant--but  c l ear ly  audible- - in  t h i s  passage, which 

81~6~h6r8 has  c a n t e ~  stage. 
16 - 

* 

Eut a s  w i t h  music, n o  one s i n g l e  "piece" of  

t h e  symphony i s  primary: r a t h e r ,  t h e  r e l a t i o n s  

among t h e  ins t ruments ,  peasages,  movements, themes, 

e t .  sl. acc'ount f o r  t h e  c r u c i a l  i n s t a n c e s  of form 

and p e r c e p t i m .  The l f s t e l r e r  is ,  f i n a l l y ,  l e f t  alone 

in h i s  r e l a t i o n  t o  t h e  prnaic i t s e l f ,  j w s t  as  t h e  

Beckett  r e a d e r  i s ,  i n  t h e  end, left alone  i n  h i s  



' 1  
.# 

> 

"I see no o t h e r  clotkies. tt 1% 

A s  wi th  "ha t , "  the ' reference here t o  
a 3  

c l o t h e s  i s  an echo of a motif  t h a t  has been g l sen  
i 

f u l l  p lay i n  many previous passage? i n  the  zwrjting.  
I 

Phen we s i n g l e  aut t h i s  l i n e ,  we can almo'st hear  the 

d f s t a n t  malod-iE sweep of those  passages, s i nce  we 
0 

once d i d  hear  them much more dominantly. And when % ,  --- 
t h i s  theme g e t s  more ag ten t ion  a b i t  l a t e r  on (3051, 

A ,  

there  is  a c e  more an upsweep., If w e  a t t end  ko the - I!. ' 
% ,  

previous passages visually--Molloy i n  h is  n i g h t -  a 

d ress ,  WacMann i n r h i s  greatcoad,  Moran i n  h i s  s t raw 
-c J 

boa te r  and pepper-and-salTt~-dis t inct  and pow6rful 
\ ,  

I 

4 p i c t u r e s  r i s a  up, and wi th  them, a t t endan t  d m o t i & ~ ~ .  

\ Them p i c t u r e s  a r e  contained in ,  hidden i n ,  the  
1 

l i n e  here quoted, powerful fo r ce s  p r e s s i n g  b(e?raath 

t he  innocuous su r f ace ,  powerful because of the  

mergence i n  them o f  v i s u a l  and aud i to ry  sensat ions .  

m e  l i n e  i t s e l f  i s  a 'way i n to"  the  surg ing  f i e l d  

t h a t  i s  the  w r i t i n g  a s  a whole. 

Drawing back from t h a t  f i e l d ,  we look again 

a t  " I  see no o ther  clothes."  t r y i n g  t o  see it i n  i t s  

ac tua l  context  i n  t he  p resen t  n a r r a t i v e :  the s t r i k i n g  
- - 

t h ing  i s  the absence, The r i c h  f x n e s s  -of the  pas t  

fs n o  lmger here; the v i s u a i  reenrorces  me thematic. 



- 
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The n a r r a t o r ' s  p resen t  s i t u a t i o n  is s t a r k l y  d i f f e r e n t  

from the s i t u a t i o n s  of h i s  predecessors,  charac te r ized  

r e l e n t l e s s l y  by absence r a t h e r  than presence. "The 

only t r u e  parad ise  i s  the  paradise t h a t  has been lost'." 
B 
$ 
1 

"Perhaps Molloy i s  n o t  here a t  a l l . "  
& 

,. Nowpthe "wondering" resumes, a f t e r  t w g  
/- i, 

sentences  of "preserrt tense  re tu rn , "  and it i s , co lo red  + 
./ 

'by t he  most r e c e n t  words spoken, the  new note  of 

"absence" nor  extending i t s e l f  t o  the  l a r g e r  con- 

cern of i d e n t i t y  of' "Malone-Molloy." The pos i t i ve  ' 

p o s s i b i l i t y ,  nPerhaps it i s  Molloy, wearing Malone's 

hat.",  changes a ' f ter  the  i n t e rpo l a t i on  of " I  see  

no o ther  c lo thes . " ,  t o  t h e  negative doubt: "Perhaps 
- 

Molloy is n o t  he re  a t  a l l . "  These two s ta tements  
0 

p a r t i c u l a r i z e  the  e a r l i e r  remark, "Sometimes I won- 

der  i f  i t  i s  n o t  Molloy.", which conta ins  them both: . 
the  "sense" of t h a t  remark i s ,  that he wonders i f  

t h i s  - i s  Molloy before him, but the  l i t e r a l  express ion 

includes t he  nega t ive  ''not." Viewine: the  t e x t  as 

music, t h i s  l i t t l e  d ivers ion  i s  playing i t s e l f  out  
- - -  ---- - 

qu i t e  i n c ~ s p ~ c u o u s l y  b u t  c o n s i s t e n t l y  within t he  

'ia~gmr pas saxe . 
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t If we want t o  t a l k  about t h e  t e x t  i n  t e r n s  of  

molecular  s t r u c t u r e ,  we can see  here t h e  p e r s i s t e n t  
0 

moving towards atomic d i s s o l u t i o n ,  which l e a v e s  t h e  " 

n d i v i d u a l  "atoms" ( o r  sub-atomic p a r t i c l e s ,  t o  be I 
more c u r r e n t )  e x f s t i n g  i n  a r e l a t l o n  t o  each o t h e r  

which " is"  t h e  l a r g e r  u n i t ,  a  u n i t  t h a t  i s  n o t  an 

o b j e c t  i n  the  u s u a l  sense b u t  a  space,  an a r e a ,  

composed of p a r t i c l e s  and the  spaces between them. c 

This model c h a r a c t e r i z e s  the  n a t u r e  o f  t h a t  which  

we a r e  d i s c u s s i n g ,  no  m a t t e r  what the  focu$ o f  the  

discussion i t s e l f ,  e.g., theme (whether concre te ,  

a s  w i t h  " c l o t h e s , "  "ha t , "  oy a b s t r a c t  ,- a s  wi th  

" i d e n t i t y "  ) ; t e x t  ( t h e  "p resen t  t ense  r e  tu rn" /  

"wondering" s t a t e m e n t s  ) ; c h a r a c t e r  (who i s  t h e  
0 

n a r r a t o r ?  i s  he d i s t i n c t  from the o t h e r s ,  o r  

deluded i n  t h i n k i n g  s o ?  i s  he'bomeone new" o r  

" the  same old  s t o r y 1 ' ? ) ;  and s o  an. 

"Could he be ,  wi thout  m y  knowledge?" 

With t h i s  remark t h e r e  i s  a  sudden 

deepening : d i s t a n c e s  of the t h r e e  remarks 

comprising the  l i t t l e  d i v e r t i s s e m e n t  j u s t  d i scussed  
- - - - 

a r e  absorbed i n  t h i s  s i n g l e  s ta tement .  The p o s s i -  

b i l i t i e s  of Molloyt s being prese6t were p r e d i c a t e d  



upon a l o c a l i z e d  "hereness ,"  t h a t  of  the  n a r r a t o r  

and h i s  immediate apace. But where i s  he, r e a l l y ?  

Where is  t he  "here" of  "Perhaps Molloy i s  not  here 

a t  a l l . " ?  Our tendency i s  t o  read "Could he be,  

without  my knowledge?" a s ,  "Could he be ( h e r e ) ,  - a 
without  my knowledge?" Rut t h a t  i s  n o t  what the  

t e x t  says .  But i s n ' t  t h a t  what t he  n a r r a t o r  means? 

Qu i t e  l i k e l y ,  f o r  what e l s e  could he mean? Well, 
b 

then,  c a n ' t  w e  accep t  t h i s  a s  the  "meaning" of  the  

remark? Yes, but  not without  n o t i n g  the  divergence 
+d 

of "meaning" i n  t h i s  sense from the  t e x t  a s  given. 

The t e x t  does n o t  s ay  "here ;" even i f  the  n a r r a t o r  

means "here",  where i s  t h a t ?  The t e x t  s p l i t s  o f f  

from the n a r r a t o r ,  d e s p i t e  the  f a c t  t h a t  t h e  n a r r a -  
I I 

tor is  t he  so le  speaker  of t he  t ex t .  i h e  r e ade r  - 
must choose, between s i d i n g  w i th  "na r r a to r "  a s  

"probably meaning 'here  ," and s i d i n g  w i th  " t e x t  ," 
which c l e a r l y  does n o t  say  'here . '  

'Could he be,  wi thout  my knowledge?" If we 

s i de  w i t h  t e x t ,  what i s  a probable meaning?- Some- 

t h ing  l i k e ,  "Could he be ( a t  a l l ) ,  wi thout  my 

knowledge?" There i s  n e i t h e r  one, nor  an easy ,  

mswer  t o  such a ques t i on ,  though-the--que s tf on fs 

f a r  f r o m  be- an Fdls one ? it touches the-- 



on to log i ca l  r o o t  t h a t  i s  a  kind of th robb ing  nerve  
B36r 

throughout t h e  Becke t t  wr i t i ng .  1f r e  answer "yes" 

then we c o r r a l  the  n a r r a t o r  i n t o  a d e f i n i t e  l o c a t i o n  

(The Unnamable), and a s s e r t  t h a t  " ~ o l l o y "  e x i s t e d  

long before  i n  a  s epa ra t e  e n t i t y ,  Molloy. If we 

answer "no," then we see the n a r r a t o r  more cons i s -  

t e n t l y  w i t h  the Becket t  w r i t i n g ,  the r e p o s i t o r y  a t  

t h e  moment o f  a l l  t h a t  went be fore ,  inc lud ing  t h e  

ex i s tence  of  Molloy, but  we have f a l l e n  again  i n t o  
-- 

the ' h e r e 1  impasse, through the  back door a s  it 

were. Logic i s  of smal l  a v a i l  here. 
B 

The second h a l f  o f  the  s ta tement  f u r t h e r  

complicates ( o r  r e v e a l s  the  complexi t ies  o f )  t he  

s i t u a t i o n ,  f o r  we may read it th ree  ways: 

"wi thout  my knowledge?" ( outs ide  o f )  

"without knowledge?" ( f rom which 

he came ) 

"without  m y  knowledp;e?" (o f  which he 

i s  made). 

The t e x t  of  course p l a c e s  n s  emphasis, and I a m  
B 

n o t  a s s i gn ing  an emphasis e i t h e r ,  b u t  merely wish 
* 

t o  c a l l  a t t e n t i o n  t o  the  mul t ip le  p o s s i b i l i t i e s  

l a t e n t  i n  the  express ions  used,  f o r  the s t a tement  
- - -  - 

i t s e l f  o v e r t l y  i d e n t i f i e s  the  on to loq i ca l - ep i s t e -  

melogical  dual ism t h a t  i s  a  fundamental a t t r i b u t e  

of the  condit:m from which t he  w r i t i n g  a s  a whole 

emerges . 



I U 7 *  
The p o s s i b i l i t i e s  of emphasis in  "without 

my knowledge" a r e  touched on here (and s o  fsr I 

have considered p o s s i b i l i t i e s  only i n  r e l a t i o n  t o  

the n a r r a t o r ;  when r e l a t i o n s  t o  "authort1 o r  "rsaber"  

begin t o  be considered,  a much g r e a t e r  m u l t i p l i c ~ g  

appears ,  a l though s t i l l  t i e d  t o  the s i r e l e  statelhent  

being cons idered)  both  because the t e x t  con t inua l ly  
0 

encourages the  r eade r  t o  r e f l e c t  upon i t s  p a r t i c u l a r s  18 

and 'because the p o s s i b ~ l i t i e s  here e r e  seen a s  

r a d i a t i o n s  t f r o m w o n t e n t s  of  the sentence,  
% e" 

e spe c i a l l y  those con ten ts  r a l s t e  t o  concerns in  

the  w r i t i n  whole. In asking,  "Could he be,  \. , 
without my knowledge 2'' the  n a r r a t o r  opens' a much 

l a r g e r  dimension than simply t h a t  concerned w i t h  

whether the  r o t a t i n g  f i gu re  i s  "Mslone" or  "Molloy. " - .  
This dimension i s  opened through the  a c t u a l  words 

used in t he  t e x t .  The sen  e i t s e l f  s t ands  a s  

something l i k e  an event  ( t h i s  i s  the  case throuqhout 

the  Tr i logy ,  and e s p e c i a l l y  i n  The, Unnamable ). Thi a 

opens it t o  a l l  the .avenues  of i n t e r p r e t a t i o n  i n  ex- 

a c t l y  the same way aa  any ?ac t ion  event" i n  a  na r -  

rative--Murphy's dea th ,  f o r  s instance--is  opened. 



r 08. w i t t g e n s t e i n 1 s  concept of "meaning1'--that 
1 

meaning is equ iva len t  t o  usage or  app l i ca t i on  of  

a  term o r  s t a t e m n t - - i s  important here.  l9 m e  

lmeanfng' i s  not an ob j ec t  f o r  whfch the  word o r  

s ta tement  s t ands ,  bu t  a ' funct ion wi thin  a  con tex t ,  

the  boundaries of  which a r e  d e l i b e r a t e l y  o r  t a c i t l y  

agreed upon by t h e  speakers  in a s i t u a t i o n ,  This 

i s  why we -cannot say a b s o l u t e l y  t h a t  the "meaning" 

of ''Could he be, without  my knowledge ?I1 i s -  simply, 

l l~ou l .d  he be- ( h e r e ) ,  wi thout  my knowladpe?" That 

is one p o s & b i l i t y ,  a  s t r o n g  one, f a r  which suppor t  . - 
can be found in  t h e  con tex t  o f - t h e  passage a s  a  

whole. But t he  absence of t h e  word "here" i n  the 

' h a 'ctual  t e x t  occasions a d i f f e r e n t  s i t u a t i o n ,  which 

can be equa l l y  w e n  explored and documented, again 

i n  term; of the  can tex t  i n  which the  s ta tement  is 
* 

fouiid, a s  I will show i n  a moment. ~ h ~ ~ c r u c i a l  

f a c t o r  i s  t he  e s t a b l i s h i n g  of  thecboundaries by 

those d f s c u s s i n ~  t he  s ta tement  i t s e l f ,  My only  

concern here i s  t o  show how the  t e x t  i t s e l f  en- 

courages doing e x a c t l y  t h a t ,  and how, a s  a  t e x t ,  

it  has a f f i n i t i e s  w i t h  such 'wide open1 perspec t ives  

on language and meaning. 



Heideg&;Br i s  he lp fu l  a l s o  i n  t h i s  regard  : 109. 

h 

' a  

~ u l t i p l i c i t y  of meanings is the  
element i n  which thought must ,we i n  o rder  t o  be s t r i c t  thoyght.  

c a -  

To s u g e s t  the  p o s s i b i l i t i e s  of "meaninn" through 
, - 

the p l ac ing  of d i f f e r e n t  emphases i n  t h e  l i t t l e  .- 
phrase "without_my k n o ~ l e d g e , ~  i s  no t  t o  l o s e  s i gh t  

Gf t h e  r e l a t i o n s  of the  meanings suggested t o  t h e  

c m t e x t ( 8  of which they  a r e  a  pa r t .  The Beckett  

t sx@ i s  generatid f r o m g  perspec t ive  ve ry  much a t -  

tuned t o  a r e a s  of  consciousness a r t i c u l a t e d  by* 

both  W t t g e n s t a i n  and ~ e i d e & e r ,  and t h e r e  w i l l  be 

I more s e i d  l a t e r  i n  t h i s  e s s ay  about each. - 

d 

"The place  i s  no doubt vasi ."  

"The place"  would seem t o  mean " t h i s  

place" bu t ,  a s  w i t h  "here" i n  the previous  d i s c u s -  

s i on ,  the t e x t  does n o t  s a y  " t h i s "  p l ace ,  j u s t  as 

i t  does n o t  read "The place  i s  vaa t "  bu t ,  "The place 4 

i s  n o  doubt vas t . "  The words "no doubt" i n  f a c t  

expre-as doubt ,  a s  t h e - n a r r a t o r  ac~owISd~es aTTSi 



- - - -  - 

Put, a s  I have s a id ,  the  place may 51 0. 

w e l l  be v a s t ,  as it may wel l  measure 
twelve f e e t  i n  diameter. It comes 
t o  the  same th ing ,  as  f a r  a s  d i s -  
cerning i t s  l i m i t s  i s  concerned. I 
l i k e  t o  t h ink  I occupy the  c e n t e r ,  
but  no th ing  i s  l e s s  c e r t a i n .  (295) 

The problems dfscussed in regs rd  t o  the "meaning" 

of the previous s e n t e n m ,  cen te r ing  around a s p l i t  

between n a r r a t o r  and t e x t ,  p e r s i s t  i n  the p resen t  

sentence,  and in  the fol lowing one. Bg keeping 

' the remarks genera l  and open (and, in the case' of - '  

"no doubt," u n s t a b l e ) ,  the  n a r r a t o r  keeps a l i v e  
. . 

both the  probable s p e c i f i c  i e ap ing ,  and the  moreL . 

a b s t r a c t  bu t  equa l ly  probable poss ib i l ' i t  i e  s  of the 

t e x t  per  s e .  

"Dim i n t e r m i t t e n t  f i g h t s  suggest  a kind of 

d i s t ance  .' 
The seernfng c l a r i t y  (debpi te  the 

hes i tancy  of "suggestn and 'a kind o f " )  of  t h i s  

remark is  unde~mined two pages f u r t h e r  on, when 
Y 6 

he says, again  speaking o f  the  l i q h t s c  " ~ h e y ' a r e  

perhaps unwavering and f i xed  and my f i t f u l  per-  

ce iv ing  the cause of t h e i r  - inconstancy." (294)  
-- - - 

9 

When we look  a t  the remark by i t s e l f ,  the  n a r r a t o r  
-- - 

could a s  e a s i l y  be speaking of the n igh t  sky, o r  

memory, o r  t he  whole w r i t i n g  t o  t h i s  po in t ,  a s  of 

h i s  - i m e  d i a t e  l oca l e  l 



- - - 

- 111 .  
, - 

"To t e l l  the  t rugh  I be l ieve  they a r e  a l l  
4 

here ,  a t  l e a s t  from Murphy on, I be l i eve .  we a r e  a l l  

here ,  but  so  f a r  I have onlyr seen Malone. " 
& 

In viewing the  t e x t  "as wri t ingt1  

r a t h e r  than s t r i c t l y  a s  n a r r a t i v e ,  it became 
9 

poss ib le  t o  t a l k  of a  separa t ion  between "narra tor"  
- 

and " t ex t "  i n  the discuss ion of "could ha -be ,  w i t h -  

out  my knowledge?" The present  s ta tement ,  viewed 

as wr i t i ng ,  r e v e a l s  hpw a s i m i l a r  separa t ion  occurs 

be tween "na r r a to r "  and "reader  ." While t he  n a r r a t o r  

has "ao far...onl'y eeen Malone," we a s  readeGs have %? 

a l ready  been made aware of many o f  the  previbus 

charac te rs  and works i n  t he  wr i t i ng  stream. Molloy, 

f o r  i n s t ance ,  is s p e c i f i c a l l y  ' t h e r e f  i n  the  t e x t ,  
" 

f o r  us ,  even though he i s  only a  p o s s f b i l i t y  f o r  

the  n a r r a t o r .  Each time any of them g e t s  named, it 

f a  a  reappearance o f  t h a t  cha rac t e r ,  from the per-  

spec t ive  t h a t  s e e s  t he  work as. 'a  writing.' Refer-  

ence9 t o  'hat1' and "clothes" more s u b t l y  brought a l l  

the o the r s  t o  the  r e a d e r ' s  mind .through the  t e x t .  

In t h i s  very  s ta tement  " t o  t e l l  the  t ru th t1  is a 

phrase f i r s t  a s soc i a t ed  wi th  Molloy, who r epea t s  It 
- - -  

often e n a u g h f o r  =-to b-8~0- a lllannWimthat-in-p - 

e  ~ % 4 a K L y  +vokes Mm, when e n  ee&em& anJrwhe re in 

the  subsequent wr i t i ng .  
: 



The b i f u r c a t l d n  of n a r r a t o r  and r eade r  i s  
. 

presen t  here  in  more over t  ins tances  a s  we l l ,  "but 
-. - -  1_ 

s o  f a r  I have only seen Malonen e s t a b l i s h e s  a kind - 
--. 

of empZrical v e r a c i t y  f o r  t h e , n a r r a t o r t  s own speaking, 

providing one kind of l f m i t  t h a t  enables  a momentary- - 

p a r t i c u l a r i t y  t o  emerge around h i s  speaking t o  t h i s  

point .  The in tense  i d e n t i f  i c a t i a n  between "reader" 

and "I" suggested e a r l i e r  i n  the d i scuss ion  of  

vSometimea I wonder i f  i t  i s  no t  ~ o l l o y . "  ' separates  
, , /' 

.-A 
again here ,  as c l e a r e r  boundaries emerge f o r  the  

moment, This r ecu r s  throughout the t e x t ,  a s  the  

r e l a t i o n  now makes i t s e l f  d i s t i n c t ,  now moves towards 

a new fus ion.  When we view the na r r a to r / r eade r  re- 

l a t i o n  as  a l i n e ,  we age more c l e a r l y  the  a f f i n i t y  
6 

between The Unnamable and t h e  Third Zene of Murphy's- ' ., - 

mind. ,. 

nothing bu t  forms becomlng and crumb- 
l i n g  in toL the fratynents of a new be- 
coming.. .nothing but commotion and 
the pure, forms of commotion.. . . the 
cease l e s s  unconditioned generatiori 
ar?d pass ing  away of l i ne .  (112)  

We could t r a c e ,  from sentence t o  sentence,  

passage t o  passage, the r i s e  and f a l l  o f  t h i s  l i n e ,  
- - - - - - - - 

but ins the  examples we would quote t o  do t h i s  t he re  

would be innumerable o the r  such l i n e s  manifes t ing 



4 

1 
-- 

e 1 3  1 

1 - 
-- - zz3. 4 

and d i s s o l v l n ~  a l l  the while.  In t h e  sentence now k 2 
1 

- I 
being considered,  "Murphyn i s  mentioned by name; <{ 

. r 7 

" tb  t e l l  the  t ru th t '  i s  a Molloy mannerism; "I be- * 
4i 

l l e v b ,  they  a r e  a l l  here.. .I be l ieve  we a r e  a l l  

here" l a  one o f  the  t echn ica l  r epe t i t i on -  devices  ! 
t 

-/ 
Qommon t o  the  Tr i logy  a s  a whole; ' 'at l e a s t  from * 

." 'a 
- - A Murphy an" citss a r e l a t i o n  between the "I'i' and 4 

' - 1 
- the w r i t i n g  stream i t s e l f  ( a s  con t ras ted  wi th  a  i 

- 
- a 

r e l a t i o n  between t h e  " I" and anothemcharac te r  i n  
3 

L j 
3 - 

the s t ream);  and s o  on. T ~ S  is  the case for a l -  
i 

4 
most every l i n e .  It is  one of the  e f f e c t s  oc- 6 - - f 

i. 

_ casioned by the  w r i t i n g  making . I t s e l f  f&t,  known, P 
2 

perceived,  ' i s  wr i t i hK ,  which c p n s k p  the vestneba 

of w r i t i n g  as a aurface  bo th  of language and of 

/ - 4  consciousness. x 

I 
- - 

C ' - --. 
\ 
i But how-much more pleasan t  was the .  

sensa t ion  o f  being a m i s s i l e  without 
provenance o r  t a r g e t ,  caught up i n  a  L 

tumult  o f  non-Nawtonlan motion. So . 
3 

p leasan t  t h a t  p leasan t  was no t  t h e  A 

word, (Murphy, 112-13) 
< 

But I do n o t  wish t o  imply t h a t  t he  Beokstt ii 

work, i n  whole o r  p a r t ,  would be ''solved" o r  i t s  

p~ob lems  "resolved" even were r e  t o  cons t ruc t  a  
4% 

- n t h 1  showf;rrg-the- &c k a f  - eoursin g-of-&E these-  wlfm3s'' 

t 

ga t ions  a r e  n o t  ape c l f ' i ca l ly  concerned w i t h  expla&ion 



, J 
.' 

- - * - 
1 

- 

L 
L . 4 

- - - - - - -- - -- ---. 
or  any s o r t  of whole taxonomy, no r  a r e  my desc r ip t i ons  

It  
' %  -- 

i n t e n t  ypon a complefenepa" rendlered i l l u s o r y  by r~ 

t h e  t e ~ t  i t s e l f .  The primary concern here  is t h a t  
i . I 

of ope*ing a. na* i n t o  t he  t e x t ,  and n o t  w i th  the  

derelapment o f  a * s y s t e m i t h a t  can only  end as a 

reduct ion of t e x t .  The w r i t i n g  i s  simply n o t  re- 
- - - - - - - - - - - 

ducible  t o  "object." A l l  t he  l i n e s  of r e l a t i b n  

happening continually t oge the r  in a t r u e  t u m u l t  o f  

cohesion and d i s s o l u t i o n  c r ea t e  a v a s t  music, 

d i f f i c u l t  music. 
i 

"Another hypothesis ,  they were here ,  bu t  

a r e  here no  l onge ren  

The l a s t  sentence discussed seemed to  
- - 

l o c a t e  the n a r r a t o r  i n  a f a i r l y  d e f f r i t e  p lace  t H . .  .I 
bel ieve t hey  are a l l  here.. ..I be l ieve  r e  are a l l  - 
here" ) (emphasis mine 1, but  such s e c u r i t y  i s  qu ick ly  - 
dis rup ted  by "Another hypothesis.. . .' The term 

"hypothesis" c a a t s  i t s  shadow on the  previous  e t a& - 
ment, which we d i d  n o t  r sgard  a8 a @hypothesisn  

whtle read ing  It. When re do regard t he  two s ta tements  

i n  t he  place where the  statement i t a e l f  was). @e 0 



$3. 
spec iea  of assurar,ce, s l e n d e r  a s  it i s ,  in "To t e l l  

t h e  t r u t h  I b e l i e v e  t h e y  a r e  all h e r e ,  a t  least 
t 

f i ~ m  b!urphy on, I b e l i e v e  we a r e  a l l  h e r e ,  b u t  s o  

f a r  I have on ly  seen Malone .", i s  now undercut by 

t h e  fo rced  r e ~ a r d i n g  of t h a t  s en tence  as  only a 

h y p o t h e e i s ,  n o t  something t s u b s t a n t i a l  i n  i t s e l f ,  

and  made from a l o c a t i o n  i n v i s i b l e  t o  ua .  

"Anothern i s  a key te rm he re :  it s u g a e s t s  the 

n a r r a t o r  h l m s e l f  d i d  n a t  t h i n k  of  t h e  f i r s t  s t a t e -  -- - -  

msnt a s  a hypo e s i s  u n t i l  th i s  p o i n t .  And perhaps 

it was n o t ,  until t%is p o i n t .  

tt ... t h e y  were h e r e ,  but a r e  here no  l ~ n g e r . ~ ,  

i s  a n e g s t i v s  counter  t o  t h e  p rev ious  s t a t e m e n t  

( r e p s a t i n g  t h e  earlier p o s i t i v e  /negat ive movement 

h t he  a ta tamants  &boat Molloy ) *  The two s e n t e n c e s ,  
$ 

seen  a s  hypo theses ,  are one more i n s t a n c e  qf t h e  

"wondering", though of a more g e n e r a l  and a b s t r a c t  

n a t u r e .  

"I s h a l l  examine it a f t e r  my f a s h i o n , H  

This i s  one of the  " p r e s e n t  t e n s e  

r e t u r n "  s e n t e n c e s ,  a l t h o u g h  the  "ahall" makes f o r  a  
~~ -- - - -  --p - p- - -- - ~p- ---p - -~ ~ -~ - - -  

s l i g h t  v a r i a t i o n ,  and t h e  c o n t e n t s  r e f e r  t o  an i n t e r n a l  
- - - - -- - - -- -- -~ - -- -- --  - - -- - - --- -- - -- -- 



, 
f 

opera t ion  r a t h e r  than e x t e r n a l  pos i t ion ing .  Rut 116. 

t e c h n i c a l l y  the sentence s e rve s  a s  a  kind of " r e s t ,  " 

a  po in t  o f  drawing back from the  a l l - absorb ing  in -=  

volvements t h a t  c h a r a c t e r i z e  the sen tences  between 

the s t a tements  of "p resen t  t ense  r e t u r n .  11 

"Are t h e r e  o t h e r  p i t s ,  deeper down? To which 

one accedes by mine? Stupid  obsession w i th  depth." 

These l i n e s  seem t o  belong t oge the r ,  

forming a sudden l i t t l e  "musical phrase" a l l  t h e i r  

own, bu t  what they  "do" i n  t he  passage i e  much more 
e 

complex. In Malone Dies we read! 

perhap$ a f t e r  a l l  I am i n  a kind o f  
v a u l t  and t h i s  space which I take  t o  
be the  s t r e e t  in r e a l i t y  no more than 
a  wide t r ench  o r  d i t c h  w i t h  o the r  
v a u l t s  opening upon it. B u t  the  
n o i s e s  t h a t  r i s e  up from below, the  
steps t h a t  come climbing towards me? 
Perhaps t he r e  a r e  o t h e r  v a u l t s  even 

I deeper  than mine, why n o t ?  In which 
case t h e  ques t ion  a r i s e s  again  a s  t o  
which f l o o r  I am an, t h e r e  i s  nothing 
t o  be gained by my say in?  I am i n  a  
basement i f  the re  a r e  t i e r s  of base-  
ments one on t o p  o f  anather .  (219) - 

Molldy says ,  e a r l y  on: 

. . .and de.ep dorm i s  my dwel l ing ,  oh n o t  
deepes t  down, somewhere be tw- t h e  mud 
and the  scum. (1%) p - p p  



3 4 
117. - 

And l ong  before ,  i n  h i s  first book ( P r o u s t ) ,  Becket t  

says : 

. .the only poss ib le  s p i r i t u a l  devel- 
opment i s  i n  the  sense o f  depth ,  T b  
a r t i s t i c  tendency i s  n o t  expansive,  
bu t  a  con t rac t ion . .  ..The only  f e r t i l e  
r e s e a r c h  i s  excavatory,  i m e r s i v e ,  a 
con t r ac t i on  o f  the s p i r i t ,  ,a descent .  

(46-8 > 

The t h r e e  sentences  t hus  show a  movement 

back towards the ve ry  o r i p i n s  of the  w r i t i n g  stream, 

in  a h igh ly  ordered manner. The f i r s t  b r i ngs  the  

most r e c e n t  book, idalone Dies,  d i r e c t l y  t o  mind. 

The bad pun on "mine" is  a t r a i t  c h a r a c t e r i s t i c  of 

the  , e a r l y  w r i t i n g  i n  Murphy and More P r i cks  Than 

Kicks ( i .e  ., of the  " f i r s t  person n a r r a t i v e  voice.") ,  

w r i t i n g  l o c a t e d  ch rono log i ca l l y  between -the T r i l ogy  

and Proust .  The word " s t up id"  a l s o  r e f l e c t a  some- 

t h i n g  o f  the  sophomoric cockiness of  the  e a r l y  f irst  

p e r s o n  vo ice ,  a l though  It i s  more p i v o t a l  in  t he  

t h j r d  sen tence ,  which seems t o  place the  speaker  

a t  t he  v e r y  beginning o f  t h e  whole wr i t inp ,  a  p lac ing  

the  s e l f - censu r ing  remark i t s e l f  supports, The 
---5 

sentence coun te r s  t he  descen t  t o  which the whole 

The r e a l i s a t i o n  o f  d i s t a n c e ,  o r  propor t ion  and r e -  

l a t i m ,  he re ,  i s  q u i t e  s t a r t l i n g ,  made even noreso  



The f i P s t  sentence here r e v e a l s  an 

118. 
when we r e c o y i z e  t h a t  we have come no f u r t h e r  than 

the  first s t o r y  of Mqre Pricks Than Kicks. 21 

\. 
"Where were we?" sa.id Belacqua.. . . 
"Where a r e  we ever?" c r i e d  the  Ottolenghi  
"where we were, a s  we were." (20) 

"Are t he r e  o t h e r  p laces  s e t  a s ide  * f o r  us  and 

t h i s  one where I am, w i t h  Malone, merely t h e i r  

na r thex?  I thought  I had done w i th  p r e l i m i n a r ~ e s . "  

i n s t i ~ c t i v e  s h i f t  away from the  " s t up id  obsession 

wi th  dep th ,u  through con t en t s  t h a t  sugges t  a  h o r i -  

zon ta l  p o s s i b i l i t y :  "Are t h e r e  o the r  p l a c  

a s ide  f o r  us.... "  arthe hex,^ a  powerful w 

b a s i c a l l y  bland sounds, t r i ~ g e r s  f 'urther a s s o c i a t i o n s  

i n  t h i s  regard .  But na r thex  means "caske t"  a s  well 

a s  "ve s t i bu l e , "  and i n  any case r e p l a c i n g  "depth" 

22' The w i t h  a  " l a t e r a l "  d i r e c t i o n  would no t  he lp .  

n a r r a t o r  r e a l i z e s  t h i s ,  and s h i f t s  aga in :  ''1 

t h o u ~ h t  I had done w i t h  p re l iminar ies . "  No time to  

s t a r t  a whole new d i r e c t i b n !  And y e t ,  has  any of 

i t  been any th ing  but "pre l iminar ie  st '? The santsnce  
- - 

places t h e  n a r r a t o r  back from the  d i r e c t i o n  he had 

j u a t  s t a r t e d  i n ,  and i n  one sense ,  back f rom' the  

whole s tream t o  t h a t  point .  For a l l  the works may 
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be seen a s  "prel i -minaries , ' l  c e r t a i n l y  s t a n d  as t h a t  e 

t o  t h i s  e x a c t i n q  p r e s e n t  moment, j u s t  a s  t h e  v e r y  

q u e s t i o n s  he re  b e i n g  asked  a r e  p r e l i m i n a r i e s  i n  a . 

new 'fexaminationl '  doomed t o  end i n  a  dead end ,  a s  

a l l  t h e  o t h e r s  have be fo re  it. The p a s t  t e n s e  

v e r b s  convey a  mood o f  r e s i g n a t i o n  and weariness . ,  

i n  s h a r p  c o n t r a s t  t o  t h e  mood of "I s h a l l  examine 

it  a f t e r  my fa sh ion , " ,  t h e  sentence  immediately 

p r i o r  t o  t h  7 f i v e - s e n t e n c e - s e t  j u s t  concluding.  

These f i v e  s e n t e n c e s  form a  q u i t e  d ! s t i n c t  

rhythmic p a t t e  w i t h i n  t h e  passage a s  a whole, 

keyed by  t h e  two which begin w i t h  "Are t h e r e  o ther . .  , , 11 
anchored by t h e  two d e c l e r a t i v e s .  "TO which one 

accedes  by mine ?I1 e s t a b l i s h e s  t h e  needed v a r i a t i o n .  

A s  a group t h e y  s e t  up  t h e  concluding s t a t e m e n t ,  

both r h y t h m i c a l l y  and i n  terms of mood, and h e l p  

t o  de te rmine  a s  w e l l  i t s  con ten t s .  

"Bo no, we have a l l  been h e m  f o r e v e r ,  we 

w a l l  be here  f r e e r ,  1 knowi t . ' '  

c, 
The v e r b s  a r e  impor tant ,  The p r ~ s e n t  

p e r f e c t  t e n s e  r o p e s  i n  t h e  

immediate focus  s i n c e  "Are 

t h e  s e c t i o n  a s  a whole) a s  

p r e s e n t  moment ( t o e . ,  t h e  
- - - - - - - 

there o t h e r  , I '  and 

only a n o t u r  g a s p  o f  
- 

, 
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'what has  always been.' The f u t u r e  t ense  he re  

c l o s e s ,  r a t h e r  t h a n  opens: a l l  p a s t  f u t u r e s -  

t h i s  p r e s e n t  moment be ing  t h e  most recent--have -a 

ended, u l t i m a t e l y ,  i n  t h e  same impasse. (Mollog; 1 

"It I s  f o r  t he  whole t h e r e  seems t o  be no  s p e l l . t t  

( 2 7 )  r'. And t h e  p r e s e n t  t e n s e  "'I know it," u n l i k e  

t h e  - i n d a n c e s  of  " p p s e n t  t e n s e  r e t u r n "  no ted  

throughout  the  passage ,  does  n o t  s t a n d  c l e a r l y  by  

i t s e l f ,  b u t  l a  a t t a c h e d  t o  t h e s e  p a s t  and f u t u r e  

konclusionsf, crowded ou t  by them, almost  l o s t  in  

t h e  c r u s h i n g  n e g a t i o n s .  As " p r e s e n t  t e n s e "  i t  i s '  

a  g e s t u r e  o f  h o l d i n g  eround;  but i t s  con ten t s - -  

what t h e  n a r r a t o r  "knows," a t  t h i s  one p o i n t - -  - 
a r e  t h e  v e r y  n e g a t i v e s  t o  which i t  i s  a t t a c h e d ,  

t h e  p receden t  c o n t e n t s  o f  t h e  sentence  i t s e l f .  - 
The passage concludes  d a r k l y ,  n e g a t i v e l y .  

A l l  t h e  v s r i o u s  b e g i n n i n ~ s ,  the con3ec tu res ,  ob- 

s e r v a t i o n s ,  q u e s t i o n s ,  seemingly possessed  o f  

ene rgy  w i t h  which t o  c o n t i n u e ,  crumble a t  t h e  end 

i n t o  f r u s t r a t i o n ,  d e f e a t ,  The f i n a l  remark i s  

more one o f  d e s p e r a t i o n  than  -of r e s o l u t i o n .  23 



121. 
The Becks t t  t e x t  demanda e x c r u c i a t i n g l y  . 

1) 

c lo se  a t t e n t i o n ,  pushing t h e  r eade r  towards b the r  

k inds  o f  meaning, r e l i a b i l i t y ,  awareneas, than  those i 
S 
i 

- dependent upon t he  accustomed con ten t s  of  n a r r a t i v e  ? ; 
f 

sur face .  Eut technique,  however d a z z l i n ~ ,  never  1 

! 
be t r ays  i t s  own con t en t s ,  which uniquely  inform and , ! , 

4 

- - 
d r i v e  t e c h - l q u e ,  even a s  it "opens" them in a  manner 

' 
imm*asureably fu1le.r than t h e y  o m  a s  con ten t s  

1 

con ten t s .  The dynamic interchange between t he  con- 

t e n t s  of the  words and t he  arrangements,  r e l a t i o n s ,  

v e l o c i t i e s  of  t h e  words, v i s i b l e  i n  the  mic ro leve l s  

of t e x t ,  c e n t e r s  the  d i a l e c t i c a l  moving t h a t  " su s t a in s "  

the  space o f  t he  whole w r i t i n g  f i e l d .  The s t a s i s  is 

one of pure moving, l i k e  Murphy bound i n  h i s  ever -  

faster-moving c h a i r .  C lea r  boundaries  between 
- - 

It p o s i t i on  " and "motion" d i s so lve ,  a s  i n  Heisenbergt  so 

famous p r i n c i p l e .  When we s t o p  the t e x t  t o  make a 

point, we d i scover  t h e  t e x t  i t s e l f  n e v e r  s t ops .  

There i s  no s o l i d  anything,  once w e  s t e p  i n t o  the  

t e x t ,  and we i n e v i t a b l y  do t h a t  when we focus  on 
3 %  

any po r t i on  of  i t s  m o v i n ~  sur face .  We a r e  then  

"more and.more and more i n  the  dark,"  a r e  oureelvea 



3 ,  THE TEXT AS AN INSTANCE OF I T S g F  



In Chapters €he end Two, I hav% discussed 

E?eckettts work from the  viewpoint' of  the w r i t i n g  
d 

a s  a  whole. In the  present  chapter ,  a t t e n t i o n  
i 

s h i f t s  t o  ind iv idua l  t e x t s ,  i n  p a r t i c u l a r  those 

- w r i t t e n  p r i o r  t o  the Tri logy.  
- 

We can d i s t i n g u i s h  among the i nd iv idua l  works 
d 

q u i t e  e a s i l y ,  f o r a e a c h  new t e x t  Is an abrupt  de- 
F .. . -. 

pa r tu re ,  i n  s t r u c t u r e  and form, from the  work i m -  

mediate ly  pre*cedent. This i n  i t s e l f  ii unique, a s  
* 

i s  quickly  apparent  when we compare the Beckett  

. oeuvre wi th  t h a t  of w r i t e r s  l i k e  Celine,  Genet, o r  

 abbe-~ri1let.l In con t r a s t i ng  h i s  work wi th  
- 

I c 

Kafka's" Beckett has s a l d :  
u 

1 

You no t i ce  how I$afkats form i s  c l a s d l c ,  
it 'goes on l i k e  a  steamroller--almost 
s e n m e ,  It seems t o  be th rea tened  the  
whole time--but the cona$arnation i s  In 

. t he  form, In my work there  is conster-  
n a t i m  behind the  form, n o t  i n  t h s  form. - 
A t  the  end of my. work t e r e  i s  nothing 9 but  dust--the nameable. 

This r e s t l e s s  perspec t ive  u n i f i e e  the  whole wri t ing,  
p9P. 

' n o t  a s  an ob j ec t ,  but  as an act ion.  Though t h i s  

q u a l i f i e s  any eaay sense of a p a r t i c u l a r  work a s  
- - - - -  - 

sepa ra t e  and complete, ,it simultaneously enables  



c l e a r  -de sc r ip t i an  of each s p e c i f i c  work's aepara te -  

ne s s  wi thzn,  no t  from, the  f i e l d  of the  whole w r i -  

t i n g ,  .Thus we can see  each work a s  an ' i n s t ance  of  
9 - 

i t s e l f ,  1 and y e t  i n t ima te ly  connected wi th  a l l  the 

o the r  wor.ks, through being only an i s o l a t e d  a r ea  of 

3 - an a c t i o n a l  whole. 
a t 

E3y " ins tance  of  i t s e l f 1  I mean a p i c tu re  of tb 

*work der ived from the t e x t  d i r e c t l y ,  i n  the  t e x t ' s  

om terms.4 The tgu iderords  s&gpated f o r  each tex t  

a r e  n o t  t o  be understood a s  l a b e l s  f o r  d i s c r e t e  ob- 

j e c t s ,  but  h e u r i s t i c a l l y ,  a s  i nd i ca to r s  of  the  par- 

t i c u l a r  shape of t h a t  a r ea  of the  whole wr i t i ng  t h a t  

is  the s p e c i f i c  t e x t .  5 

Murphy a s  Closed System 
4 * 

, . 
Murphy i s  the  m o s t ' t r a d i t i o n a l  o f  BeCket t ts  

novels.  It has the  wel l -es tabl ished beginning, 

middle, and end, a v a r i e t y  of un l ike ly  but  l i k a b l e  
1 

cha rac t e r s ,  the  whisper o f  a  love s t o r y ,  the unfore- 

seen po in t  o f  c r i s i s  f o r  the  p r o t a g m i s t ,  and u l t i -  

mately the  confirmation of t h i s  hero through h i s  . 
death. The pace i s  l i v e l y ,  the  surface  untroubled,  

- - - -  --- - -- 

The very f a c t  t h a t  it i s  in  every way a *well 

w r i t t e n  novelw- i n d i c a t e s  the  e s s e n t i a l l y  closed 

I 
na tu re  o f  the  book i t s e l f .  



125. 
Closed systems abound i n  Murphy. 

4 
;is 
1 

Murphy's mind p i c tu r ed  i t s e l f  a s  a  
l a r g e  hollow sphere ,  he rme t i ca l l y  

4 - 
closed t o  t h e  universe  without .  This 
was n o t  an impoverishment, f o r  it ex- , 

eluded no th ing  t h a t  it d i d  n o t  i t ' s e l f  
contain. .  . .Murphy was con ten t  t o  ac-  

i 
4 

cep t  the  p a r t i a l  congruence of  the  
world -of < i s  mind with the world of 3 - 4 

h i s  body a s  due t o  some.,.process of  2 
It 

supernatural determinat ion.  The 
problem was of l i t t l e  i n t e r e s t .  Any 
s o l u t i o n  would do t h a t  d i d  not c l a s h  
w i t h  the  f e e l i n g ,  growing stronger:  
a s  Murphy grew o lder ,  t h a t  h i s  mind " 
was a c lossd  system, sub j ec t  t o  n o  
p r i n c i p l e  of  chanae bu t  i t s  own ,- 

impenetrable t o  
the  body. (107-09) 

1 
t he  vicf1ssitudes of 

(emphasis m i n  e ) 

And now Neary l a y  on h i s  bed, r epea t ing :  
"The syn6rome known as  l i f e  i s  t o o  d i f -  
fuka t o  admit  of p a l l i a t i o n .  For  every  5 

symptom t h a t  i s  eased,  another  i s  made - 

worse. The horse l e ech ' s  daughter  i s  a 
'closed system. Her quantum of wantum 
cannot  vary." (200) 

She ' inc reased  the  flow .of t e a r s ,  
p a r t l y  t o '  show how offended she was, . 
p a r t l y  becsuse-l-he k i s s e s  she was now 
g e t t i n g '  were q u i t e  a  new experience.  

When the  e f f e c t  of sheddinq t e a r s  
f i n a l l y  became g r e a t e r  than t he  
p leasure  of having them k i s sed  away, 
Miss Counihan discont inued it, (124-5) 

A 1  1 f our-_ar e n o s l n -  pb3itLon. - --Thay- - - - - - - 

w i l l  n o t  move from where they  now am 
u n t i l -  t h e y  f i n d  a formula, a  s t a t u s  
- ---- - - -  -- - 

qua agree a b l e  to a T l i ( 2 3 3 )  - 



- - 

1 2 6 .  
I 

He neve r  l a f t  h i s  room, except  of  
course when abso lu t e ly  ob1ip .d  to., 
no r  allowed anyone t o  e n t e r  it. -He 
took i n  t he  t r a y  t h a t  MissaCarr idge  
l e f t  twice d a i l y  a t  h i s  door,  and 
put it out  when he had ea ten .  Miss 
C a r r i d g e t s  %ever s t i l l "  was an 
exageera t ion ,  but  it was t r u e  t h a t  
he d i d  sjiend a  g r ea t  d e a l  o f  h i s  
time ranging h i s  room in  every  
d i r e c t i o n .  (69)  

Cooper was t he  pe r f ec t  s i z e  f o r  a 
s e r van t  s o  long a s  he kept  o f f  the  I 

b o t t l e  and he moved i n c o r r u p t i b l e  
between h l s  cor rup to rs  w i th  t h e  
b e a u t i f u l  i nd i f f e r ence  of a  s h u t t l e ,  
wi thout  infamy and without  p r a i s e .  (198) 

6 

For two days and t h r ee  n i g h t s  t h e y  
d id  n o t  l eave  t he  house. Neary, 
because d i s t r u s t i n g  h i s  a s s o c i a t e s  
s i n g l y  and a s  a  p a i r  he f e a r ed  l e s t  
Murphy should a r r i v e  while  he was 
absen t ;  Wylie and Miss Gounihan, 
f o r  t h e  same reason;  Cooper, because 
he was fo rb ieden ;  Ce l i a ,  because it 
d i d  n o t  occur  t o  he r ;  Miss Carr idge ,  ' 

because she had no time. It seemed 
a s  though none p f  them would e v e r  go 
ou t  again ,  when r e l i e f  a r r i v e d  i n  tb 
shape of 'an assurance from Dr. Anqus 
K i l l i e c r a n k i e  t h a t  ao f a r  a s  the 
f e a r  o f  miss ing Murphy was concerned, 
they  mlght a l l  take the  a i r  .without 
t h e  l e a s t  anxie ty .  (256)  

And i n  t h e  end Yurphyls bir thmark (on one o f  h i s  

b u t t o c k s )  i s  the s o l e  means of i d e n t i f y i n p  h i s  
- - -- --- - - - - - - -- - 

charred  rema i n s  : 

"HOW bmutf fel f n  a  sr-" s ~ I & t h s  
coroner,  bir thmark,  deathmark, T mean , 
rounding o f f  the  l i f e  somehow, don ' t  
you t h ink ,  f u l l  c i r c l e ,  gou know, eh, 
Angus?" (267) 



127 . - 1 

Sukls  Horoscope (52-41, Mr. Endon1s chess came I 

4 

(243-51, Xurphy 's . r i tua1 'desser t  ( 961 ,  and nu- 
/ 

merousoother i n s t ances  of statement and event  
la 

i 4 

con t inua l ly  reenforce  the  o v e r a l l  "bodytightness" 

of the  world-as-closed-system. 

Nar r a t i ve ly ,  every thin^ i s  n e a t l y  wrapped p p  
9 

a t  t he  end.  Meary w r i t e s  fou r  checks immediately 
* 

a f t e r  the viewinp of Murphy's.remains ( i nc lud ing  

one covering the  expenses o f  Xurphyls cremat ion) ,  

thereby c lo s ing  the  r e l a t i o n s  of the  group t h a t  L 

had been he ld  t oge the r  through the  course of t he  
, 

book by Murphy's absence. Cooper, able t o  s i t  and 

wear a h a t  now *hat Murphy is dead,7 i s  f i t t i n g l y  

en t ru s t ed  wi th  the  l a t t e r 1  s, ashes- and f i t t i n ~ l y  

dispenses  wi th  them (2751, n o t  in the  manner Murphg 
d Z 

. had wished, bu t  i n  a  manner perhaps more a p ~ r o p r f a t e  ' 

i n  a' closed-system woprld most obvious a t  the  physical  

l e v e l .  And the  l a s t  t h a t  i s  s a i d  of  Ce l ia ,  $'She 

c lased  he r  eyes.n (2831, brings  f u l l  c i r c l e  the love 

a f f a i r  i n i t i a t e d  by those same eyes (12,13), The 

r ange r ' s  c ry ,  " A l l  out ," ,  e j e c t s  everyone from the  

' park, which now 1s dark. The b r i g h t  show of Murphy 
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"Closed system,!' however, i s  more than an 

i n s i s t e n t  a spec t  of the  n a r r a t i v e  contents .  It 

debcr ibes  the  f o r n  of the novel a s  well.  The 
!2 

open-inn sentence of thg7%ork i s  i n , s t ruc t i ve  . 
1 

The sun shone, having no a l t e r n a t i v e ,  
. m' thd nothinu new. (I ). 

That Murphy, seen a s  kt p iece .  of wri t fng,  exempli f ies  
f 

t h i s  "nothina  newt' can b e s t  be seen when we place  

it i n  the w i t i n g  stmsm-, where' f t  r e s t s  ctzrona- 
a 

l o g i c a l l y  between l o r e  p r i cks  Than Kicks and watt.  .. - 4  

When we compare Mur~hy with  Its' iG8diate 

predecessor,  s i g n i f i c a n t  a d v a ~ c e s  appe&, both i n  
- 

the  t e c h n i c e l  w r i t i n g  and i n  the cohesion of r a n d a n  

impres.sicms towards a d e f i n i t e  G i b t  of viers. Ten - 

s t o r s e s  converge i n t o  a  novel of t h i r t e e n  "seckiona ," 
j u s t  as h l a c q u a l s  b e l i e f  " t h a t  the b e s t  t h i n g  he 

had t o  do was t o  move cons tan t ly  from plsce  t o  p laceu 
C 

( 36 coheres,  a s  a rnet~od of 'coping, f n t o  Murpiyl s 
.% 

prac t i ce  of binding hiraself naked t o  a  'rockinq. c h a i r ,  
. . 

appeasing M s  body so t h a t  he can "come out i n  h i s  1 

* .  ,. i 

mind." (1-91 Eht. these  are- changes of degree. only. - - '  , 

t' - 0 

Simi l a r ly ,  even a br ie f  glance a t  Watt t he  mod% -9 0 . a  t 



In Murphy the  glen of the  s t y l e  

s d i c t s  the  i a p l i c a t i o n s  of the  v i  con t r  

be t ray ing  a d i s tance  betwesn the conceptual and tb 

a c t u a l ,  i n  t he  perspect ive  behind the  writ ing.  

This c o n f l i c t  i s  v i s i b l e  in t h e  book, through a 

c o n t r a s t  of' "Section Six" ( t h e  desc r ip t i on  of 

Rurphyts mind) with BIurphyrs last (and i n - m e  gense, 
r-- 

,&r s t  ) encounter  w i t h  i d r .  Endon (248-53). Gazing 

I 1 c l o s e l y  into M r .  Endon's eyes ,  Murphy cannot prevent 

himself from spaaking aloud : 

"The l a s t  M r .  Murphy saw of M r .  Endon 
was %r. Murphy unseen by M r .  Endon. 
This was a l s o  the  last Murphy saw of 
jTurphy 'I 

A r e s t .  I 

"The rele t i o n  be tween M r .  Murphy and 
Endm could no t  have been b e t t e r  

surmned up t an by the former's sorrow 4 a t  seeing mself i n  t h e  l a t t e r ' s  fzlr 
-ity from seeing anything bu t  h i m s s l f . "  

A long r e s t .  
" b f r .  Murphy i s  a  speck in  M r .  Endon's 
unseen." (250) 

"Xurphy's mindn i s  s t r r c t l y  a  conception of Murphy's, 

wi th  the  which he largely en te r t a ined  himself ,  p r i o r  

t o  h i s  job a t  the  Wgdalen Mental Mercyseat. Once 

t h e r e ,  hawevar, ne does n o t  "succead in  coming a l i v e  

-Mr. Endm i s  h i s  first a c t u a l  contact  wi th  what he 
- - - - -- - -ppp- 

has been pleased t o  c a l l  the  "Third Zone,' t he  zone 

of the  Dark. This touch punctures h i s  vaunted s e l f -  
# 



130. -.-/ 
s u f f i c i e n c y .  H i s  immediate r e  sponses-- leaving the  

MMM, strip pin^ away h i s  c l o t h e s ,  l y i n g  naked i n  the 

grass--seem t o  be p o s i t i v e  ( " ~ u r p h ~  ~ e l t  incdndes- , 

Y 

11 * cent"  ) ; b u t  when he i s  unable t o  ne t  a  p i c t u r e  i n  

h i s  mind of any c r e a t u r e  he had met, animal o r  human" 

(2521, he n e a r l y  pan ics ,  and c e r t a i n l y  draws back 

from t h e  depths  o f  t h e  Dark he has encountered i n  

Scraps  of  bod ies ,  of landscapes ,  hands, 
eyes ,  l i n e s  and c o l o r s  evoking no th ing ,  
r o s e  and climbed out  of s i g h t  be fo re  
him, a8 though r e e l e d  upward o f f  a  
spool  l e v e l  w i t h  h i s  t h r o a t .  It was 
h i s  exper ience  t h a t  t h i s  should be 
s topped,  whenever p o s s i b l e ,  b e f o r e  
the  deeper  c o i l s  were reached. He 
r o s e  and has tened t o  t h e  g a r r e t ,  
running till he was o u t  of b r e a t h ,  
then walking, then running a p i n ,  
and s o  on. He drew up t h e  l a d d e r ,  
lit the  d i p  sconced i n  i t s  own grease  
on the  f l o o r  and t i e d  himself  up i n  
t h e  c h a i r ,  dimly i n t e n d i n g  o  have d a s h o r t  rock  and then,  i f  e  f e l t  
any b e t t e r ,  t o  d r e s s  and Q O ,  before  
t h e  day a t a f f  were about ,  l e a v i n g  
'Ticklepenny t o  f ace  t h e  music, music,  
MUSIC, back t o  Brewery Road, - to  

- C e l i a ,  serenade ,  nocturne .  albada.  

I& d i e s  the  same n i g h t ?  d e a t h  b e i n g  the  p o s i t i v e  

Murphy has  tumbled. 



I 
f 
3 
- 
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i 

The rounding o f f  of  the  novel  t f t e r  Murphy's 7 
?, - 

c r u c i a l  exper ience ,  r a t h e r  than concluding on the 
1 

note  of t h a t  experience i t s e l f ,  i s  the f i n a l  touch 
L 

of t h e  conventional  t h a t  renders  the  work (and i 
t 

t he r e fo re  t he  perspec t ive  a t  t h a t  point in  the s t ream) j 

i t s e l f  a  "closed system," However, l a t e n t  wi th in  i 
i 

the r o ~ k  is the expe r i encn  t h a t  begins t o  be d e a l t  

with i n  Watt, about  which the re  w i l l  be more t o  aay - 
presen t ly .  10  

1 

~ e l a c q u a '  s "Beethoven Pauset' 

The f i r s t  two books of  f i c t i o n  a r e  c l o s e r  in 

more ways than -any o the r  two in  th0 stream. None- 

t h e l e s s  each* remains a separa te  t e x t ,  c l e a r l y  d i s -  

t ' inct  enough t o  d i sa l low our t a l k i n g  of bne i n  $ 

terns of t he  o t h e r ,  o r  subsuming t he  f i r s t - - i r r e -  

11 spec t ive  o f '  d i f f e r e n c e s  of qua l i t y - - t o  the second. 

If "c losed system" I d e n t i f i e s  Murphlp a s  an " in s t ance  

of i t a e l f , "  some o the r  term e n t i r e l y  i s  needed f o r  

More Fr icks  Than Kicks, and one which most s t ronn ly  

sugges t s  i t s e l f  i s  what Eelacqua c a l l s  h i s  "Beethoven 

P&USB . l1 - - - - - -- 



He was pleased t o  th ink  t h a t  he could 132. 

give wh,at he ca l led  the Fu r i e s  the  
s l i p  by merely set tin^ himself i n  

%, motion. .. .The mere a c t  of  r i s i n g  and 
goijlg, i r r eapec t ive  of whance and 
whi ther ,  d id  him good.oo.The simplest  
form of t h i s  exerc i se  waa boomerang, 
ou t  and back; nay, it was the  only 
one t h a t  he could a f ford  f o r  many - 
yea r s , .  . .He was a t  pains  t o  make it 
c l e a r  t o  me,. . t ha t  i t  was i n  no way 
cognate wi th  the popula r ' ac t  of b r u t e  
l a b o r ,  d igging and such l i k e ,  ex- 
p l o i t e d  t o  d i sperse  the dumps,. . , 
f o r  which he expressed the  g r e a t e s t  
contempt* He d id .no t  f a t i gue  him- 
s e l f ,  he s a i d ;  on the contrary.  He 
l i v e d  a Beethoven pause, he s a i d  
whatever he meant by t h a t .  ( 3 6 - 6  

Nar ra t i ve ly ,  the  "Beethoven pause" i s  simply one 

of these  spontaneous gambols. Relscqua i s  only  

Belacqua, i n  the  way t h a t  has any r e a l  meaninp, 

when he i s  engaged i n  the  "baethoven pause." The 

p a s s i v i t y  cha rac t e rZs t i c  o f  the l a t e r  Beckett  pro- 

t a g o n i s t s  i s  i n  evidence even in  t h i  

ways o the r  than the  appending of a  c u l t u r a l  t a g  

suggests .  12 

Not t h e  l e a s t  charm of  t h j s  pure 
blank movernent...aas i t s  aptness  
t o  r ece ive ,  wi th  o r  without the  
approval of  the  sub j ec t ,  in  a l l  
t h e i r  i n t e g r i t y  the f a i n t  i n s c r i p -  
t i o n s  of  t he  outer  world. Exempt 
from d e s t i n a t i o n ,  it had h o t  t o  
s h e  the  unforeseen n - o y t E  =id% 
from t h e  agreeable odda and ends of 
v m ~ ~ ~  le tha* a r e  I i a b f t e  t o  c r o p  
up. Thia s ehs i t i venes s  was n o t  t he  
l e a s t  charm of t h i s  roaming t h a t  
began by being blank, n o t  the l e a s t  
charm o f  t h i s  pure a c t  the a l a c r i t y  
wi th  which it welcomed dePilernent. 
W r t  very  n e a r l y  the l e a s t .  (38)  



How, though, does the  phrase have meaning -4 3 

f o r  a c l e a r e r  view of the  form of the book taken 
T 

as  a  whole? The l i t e r a l  arrangement of  the  text - -  

in t h i s  case t en  s t o r i e s - - i s  the bepinnine point  

f o r  t h i s  kind of i nves t i ga t i np .  In a  s tudy of form 
I 

i t  makes a g r e a t  deal  of d i f fe rence  whether a t e x t  ? 
- 

i s  composed of t e n  s t o r i e s  o r  t h i r t e e n  s e c t i o n s  or - - 
two paragraphs t o t a l l i n g  n i n e t y  pages. 

Each of the  s t o r i e s  i s  a kind of excurs ion,  

.in n a r r a t i v e  con ten ts  a s  wel l  a s  i n t o  the  realm of 

the Beckett  w r i t i n g  i t s e l f ,  The con ten ts  a r e  

c e r t a i n l y  " f a i n t  i n s c r i p t i o n s  of the ou t e r  world,n 

j u s t  a s  the  wr i t ing  a c t  - se13is very  l i k e  'this 

roaming t h a t  began by being .blank." The l i t t l e  

t u r n s  b l a c q u a  t akes  a r e  n o t  r e l a t e d  except  through 

h i s  being t he  person t ak ing  them, j u s t  as the  s t o r i e s  

a r e  a l l  s e p a r a t e ,  only  l oose ly  r e l a t e d  through 

Sk Belacqua's presence,  o r ,  i n  the e i g h t h  and t en th ,  

h i s  absence. The "Beethoven pause" i s  a s  much as  

we are ever piven o f  Belacquats e s s e n t i a l  s e l f ,  

and a s  such, Is very  s l i g h t , % u t  none the less  t h i s  

informatian i s ,  f o r  t he  same reason, the most i m -  
p p 

por t an t  in  the whole, t e x t .  The n a r r a t o r  remarks  



He was an impossible person in  the 154- 
end. I gave him up i n  the end 
because he was n o t  se r ious .  ( 3 8 )  

(emphasis h i s )  

The book certainJy s u f f e r s  i n  any comparison with 

the  l a t e r  wr i t i ng ,  o r ' even  wi th  Murphx, wr i t t en  

only a  f e w  years  a f t e r . ,  The s t o r i e s  a r e  s l i ~ h t ,  

l i k e  Eelacqua himself .  That the  "Beethoven pause" 

cha rac t e r i ze s  the  book "as an ins t snce  of i t s e l f 1 '  

e f f e c t i v e l y  i n d i c a t e s  the  s o r t  of  book it  is .  S t i l l ,  

the  t e x t  a s  a  whole, a s  wel l  a s  in i t s  pa r t i_cu la rs ,  

bears  both i n t e r e s t i n g  and s i g n i f i c a n t  r e l a t i o n  t o  

the  o ther  works i n  t h e  w r i t i n g  stream, a s  can be 

shown without making undue claims f o r  it.'& 

1 

Watt and The F a l l  O f f  The Ladder 

The c lo s ing  lines of Wittgenste i n  ' s  e a r l y  - 
(1918) book, The Traota tus  Lopico-Philosophicus, 

d i s c lo se  an image which has become famous. I 
My propos i t ions  serve a s  e luc ida t ions  
in the f o k l o w i n ~  way: anyone who 
understands me even tua l ly  racngnLzes 
them a s  nonsensical ,  wheh he has used 
them--as s teps - - to  climb up beyond 
them. (He must, s o  t o s p e a k F h F O w  
away the ladder  af tder  he has climbed 
up i t . )  He must t ranscend these  
propoai t ions  and en he w i l l '  see 
the  world a r i g h t .  @ 



A few pages i n t o  Watt, M r .  Hackett ,  one of' the ob- 135. 

16 s c u r e r  Ebckett  c h a r a c t e r s ,  says: 

It was t h e r e  I f e l l  off  the  ladder. . .  
What age were you then?  s a i d  Te t t y .  
One, s a i d  M r .  Hackett .  (15-16) 

T h i s  remark might a lmost  pass  k n o t i c e d  were i t  not 

, l a t e r  r epea t ed ,  cons ide rab ly  ampl i f i ed ,  in  Arsene l s  

But i n  what d i d  the  change c o n s i s t ?  
m a t  was c h a n p d ,  and how? What 
was chmgad,  i f  my information i a  - 
c o r r e c t ,  was the  sentiment  t h a t  a  
change, o the r  *than a change of  degree ,' 
had taken place .  What was changed 
was ex i s t ence  o f f  the  ladder'. Do 
n o t  come down the  l adde r ,  I f o r ,  I 
haf  taken i t  away. This  I am happy 
t o  inform you i s  the  reversed  meta- 
morphosis. The Laure l  I n t o  Daphne. 
The o ld  t h i n g  where i t  always was, 
back again.  (&) 

In-Murphy the  l a d d e r  image fs u t i l i z e d  

d i r e c t l y  bu t  eomewhat s u p e r f i c i a l l y .  This i s  i n  

keeping w i t h  t he  more i d e a l i s t i c  pe r spec t i f e  a t  

t h a t  p o i n t ,  however, f o r  Murphy, l i k e  More P r i cks  

Than Kicks, is a  book" i n  which the thought  s t i l l  

I looks  b a s i c a l l y  upward. This accounts  f o r  i t s  

b r i gh tne s s ,  d s s p i t e  t he  weight oP c e r t a i n  events-  -- - - -- 

i n  t h e  book. Murphy's d e a t h  a f f e c t s  us as does 
- 

- - - -  
- - -- - -- - 

Mercutiols--disappointing, r a t h e r  than t r a g i c .  



1919 only  means of access  t o  Murphy's g a r r e t  136. 

i s  by l a d d e r ,  A t  f i r s t  bo l t ed  down, he i n s i s t s  

t h a t  i t  be unbol ted ,  and Ticklepenny complies.  

Ticklepenny had unscrewed the l adde r ,  
s o  t h a t  now he could draw it up a f t e r  
him. D o  not come down the  l adde r ,  
t hey  have taken it away. (188)  

- 4 
One of Murphy's l a s t  r epo r t ed  a c t s  involves  t h i s  l adder ,  

He rose  and hss tened t o  t he  g a r r e t ,  
running till he was out  of  b r ea th ,  
then walkinp, then running w a i n ,  and 
so on. He drew up the  l adde r ,  l i t  
the  d i p  sc0nce.d in  i t s  own s r e a s e  on 
the  f l o o r  and t i e d  himself  up i n  the 
c h a i r ,  dimly in tending t o  have a  
s h o r t  rock and then,  i f  he f e l t  any 
b e t t e r ,  t o  d r e s s  and go, before  the 
day s t a f f  were about ,  l e av ing  
Ticklepenny t o  face the  music, music, 
MUSIC, back t o  Brewery Road, t o  
Ce l i a ,  serenade,  nocturne ,  albada.  
Dimly, v e r y  dimly. (252) - 

(emphasis mine ) 

Once one's l adde r  i s  pu l l ed  up, t h e r e  i s  no way t o  

come back down. To a t t empt  t o  do s o  ( o r  t h i n k  of 

doing so ,  a s  Murphy d o e s )  i s  t o  f a l l ,  back i n t o  the 

r e a l i t y  away fYom which one was climbing. Murphy's 

dea th  is a f a l l  i n t o  a condi t ion  of t h e  world he 

sought t o  l eave :  p r e d i c t a b l e  end o f  p r ed i c t ab l e  
- - -- - - - 

sequence of  ( l o p i c a l )  "c losed system." Murphy i s  
- = 4 

only a  corpse ( i . e  ., unreachable)  f o r  the o the r  

c h a r a c t e r s ,  a l l  of  whom a r e  s t i l l  on the phys i ca l  plane,  18 



Murphy d i e s  but  the world i n  which he d i e s  

goes on, a s  the book does. A f a n c i f u l  p i c tu re  of 

what he might have been l i k e  had he l i v e d  i s  pro- 

vided by Rat t ,  who succeeds Murphy a s  p ro tagonis t  

in  the  Beckett wr i t ing .  Watt 's f i r s t  appearance, 

a s  we l l  as h i s  way of walking, emphasize the am- 

sequences of what we might c a l l  the " re -en t ry  c r i s i s  ." 
On the  f a r  s ide  o f  the s t r e e t ,  opposite 
t o  where they s a t ,  a tram stopped. It 
remained g t a t i o n a r y  f o r  some l i t t l e  time, 
and they heard t h e  voice of  t h e  conductor, 
r a i s e d  in anger. Then it moved on, d i s -  
c los ing ,  on the  pavement, mot ionless ,  a  
s o l i t a r y  f i g u r e ,  l i t  l e s s  and l e s s  by the 

- r e c e d i n g l i g h t a ,  u n t i l  it was s ca rce ly  t o  
be dis t ingu ished  from the  dim wall behind 
it. Te t ty  was no t  sure  whether it was a 
man o r  a  roman. Mr. Hackett was n o t  sure 
t h a t  it was Tnot a  parce l ,  a carpert f o r  
example o r  a  r o l l  of t a r p a u l i n ,  wrapped 
up in  dark paper and t i e d  about the  middle 
wi th  a cord, (16)  

* 

Watt 's way of advancing due e a s t ,  f o r  
example, was t o  turn  h i s  bust  a s  f a r  a s  
poss ib le  towarda the n o r t h  and a t  the  
same time t o  f l i n g  ou t  h i e  r i g h t  l e g  a s  
f a r  eta poas ib l s  towarda t h e  south,  .and 
then t o  tu rn  h i s  bust  a s  f a r  as possible '  
towards the  sou th  and a t  t he  same time 
t o  f l i n g  out  h i s  l e f t  l e g  a s  f a r  as 
poaalhle towards t h e  nor-tk, anel t h e s a g -  



t o  t u rn  h i s  bust  as f a r  a s  poss ib le  
towarda the  n o r t h  and t o  f l i n g  out  
h is  r i g h t  l e g  as  f a r  as possible  
towards t he  south,  and then again t o  
tu rn  his  bus t  as  f a r  a s  poss ib le  
towarda the sou th  and t o  f l i n g  o u t  
h i s  l e f t  l e g  a s  f a r  a s  possible  towards 
the  no r th ,  and s o  on, over and over 
again ,  many many times, u n t i l  he 
reached h i s  d e s t i n a t i o n ,  and could s i t  
down. So, s tand ing  f i r s t  on one l e g ,  
and then on the  other ,  he moved forward, 
a  headlong t a rd ig rade ,  i n  a s t r a i g h t  
l i n e .  (30) 

-- 
When the l adder  i s  taken away, no th ing  remains 

'i- 

in  i t a  p lace  t no th ing  i s  t he re  where t h e  l adder  was. 
& - - 

-4 

The c e n t r a l  problem w i t h  whlch Watt must come t o  
L-2 

t e r m  dur ing  h i s  s t a y  a t  M r .  Knott 's house, and ever 
* 

a f t e r ,  i s  " t ~ e  experience o f  a nothing." The f i r s t  

"and perhaps the  p r inc ipa l  incident"  of t h i s  na ture  

i s  t h a t  o f  the  Gal l s ,  piano tuners  come t o  tune Mr. 

i] ~ n b t t  I S  piano. (70-2) Pr io r  t o  t h i s  tlme Watt 

"had experienced l i t e r a l l y  nothing,  s ince  t he  age of 

four teen ,  o r  f i f t e e n ,  ofrwhich in  r e t r o s p e c t  he was 

n o t  content  t o  aay, That i s  what happened then." (73 )  

But suddenly the world changes, and the  inc iden t  of 
B 



139. 
the  Ga l l s ,  " the  f i r s t  and type of  many" (76), 

d i s t u r b s  Watt because he cannot say  t h i s  o f  it. 

What d i s t r e s s e d  V!att i n  t h f s  inc-ident  . ..was n o t  s o  much t h a t  he d i d  n o t  
know what had happened, f o r  he d i d  n b t  
c a r e  what had happened, a s . t h a t  nothing 
had h a p ~ e n e d ,  tha.t a t h i n g  t h a t  was 
no thin^ had happened, w i th  the  utmost 

dr. formal d i s t i n c t n e s s ,  and t h a t  it con- 
t i nued  t o  happen,= .in h i s  mind, he 
supposed, though he dfd n s t  know ex- 
a c t l y  what' t h a t  meant.. * .Yes, Watt 
could n o t  accep t  . . . t ha t  no th ina  

, h a d  happened, with- a l E  the  c l a r i t y  
and v a l i U t y  09 s6mething.. . . ( 7 6 )  

C 

If he .had been able t o  accept  i t ,  
then perhaps it would not  have r e -  
v i s i t e d  him, and t h i s  would have b.een 

% . a g r e a t  sav ing  o f  vexabion, t o  put  
it mildly. .  ..But t o  e l i c i t  some$hing 
from- no th ing  r e q u i r e s  a c e r t a i n  s k i l l  

, and Watt was n o t  always succe s s fu l ,  
- i n - h i s  e f f o r t s  t o  do so, ,  Not t h a t  he 

= - - was always unsuccessful  e i t h e r ,  f o r  
he was not . .  . .No, he coultl never  
have spoken a t  a l l  o f  t he se  t h i n g s ,  
i f  a l l  had continued t o  mean nothing,  

4 

a s  some continued t o  meall n o t h i n e  
,' t h a t  i s . t o  say,  r i g h t  up t o  t he  end. 

q , For  ,the only  way one can s p e ~ k  of 
noth-ing i s  t o  speak o f  it a s  though , 

it were something, j u s t  a s  the  only  
way one cqn speak of God i s  t o  speak 
of him a s  though he were a man, which ' 

t o  be surer +he- was, i n  a sense ,  f o r  a , t ime,  and a s  the  only way one can 
speak of man, even our an th ropo log i s t s  
have r e a l i z e d  €ha t ,  i s  t o  speak of him 
a s  though he were a t e rmi te .  But i f  
Watt was sometimes unsuccessful ,  and 

- - - -  s o ~ t i _ m e s  8uccess fu lp  . . .he was most 
o f t e n  n e i t h e r  the one, nor  the other .  
For Watt considered..  . t h a t  he was suc - 
ceSSf=, When he 5 i R i l d S V e f  rom 
the  rq$iculous phantoms t h a t  b e s e t  
him, a hypothes is  proper t o  d i sperse  
them,. . ,For t o  expJain had alwaya 
been t o  exo rc i s e ,  f o r  Watt. 



And he considered t h a t  he was un- 
successfud,  when he f a i l e d  t o  do so. 
And he considersd  t h a t  he was n e i t h e r  
wholly succe s s fu l ,  n o r  wholly unsuc- 
c e a s f u l ,  when the hypothes is  evolved 
l o s t  i t s  v i r t u e ,  a f t e r  one o r  two 
a p p l i c a t i o ~ s ,  and had t o  be rep laced  
by ano ther ,  which i n  i t s  t u r n  had t o  
be rep laced  by ano ther ,  which i n  due 
course  ceased t o  be of  *the l e a s t  
a s s i s t a n c e ,  and so  on. And t h a t  i s  a 

what happenea, i n  the  ma jo r i t y  o f  
cases .  (76-8 

J 

'b 

-24 
Eu$ it i s  impossible t o  know whether,   hen speaking 

of such an inc.e'eteAt, Watt r e f e r s  t o  t h e  "unique 

hypothesis"  t h a t  began t h e  s e d e s ,  o r  the  l a t e s t  I 

4 

number i n  the  s e r i e s ,  f o r  Q 

i t  sometimes happened t h a t  t h e  h y ~ o t h -  . 
b e s i s  i n  ques t i on ,  a f t e r  a  s u f f i c i e n t  

\P 

period of r e s t ,  recovered i t s  v i r t u e  
and could be made t o  se rve  aga in ,  i n  
t h e  place of  another ,  whose -use fu l -  
ne s s  had come t o  an end, f o r  t h e  time 
be ing  a t  l e a s t .  . To such an e x t e n t  is 
t h i s  t r u e ,  t h a t  one i s  sometimes 
tempted t o  wonder, w i t h  r e f e r ence  t o  
two o r  even t h r ee  i n c i d e n t s  r e l a t e d  
by Watt a s  s epa ra t e  and d i s t i n c t ,  i f  
they  a r e  n o t  i n  r e a l i t y  the  same in -  
c i d e n t ,  v a r i o u s l y  i n t e r p r e t e d .  ( 7 8 )  .& 

-= 

There a r e  no examples a v a i l a b l e  of Wat t ' s  f a i l u r e s ,  

3 

For t h e r e  we have t o  do w i th  even t s  
- t h a t  r e s i s t a d - a l l % a t t t s f  f o r t s  to- -- -- - --- - 

sadd le  them w i t h  meaning, and a  formula, 
-- 

1 s o  t h a t  he could n e i t h e r  t h i n k  of them, 
- n o r  s p i a o f  -€hem, bTtP only  s u f P e r t h e m ,  - 

when they  recur red ,  though it seems 
probable t h a t  they  recur red  no  more, 
a t  the per iod of Wat t ' s  r e v e l a t i o n ,  
t o  m e ,  but  were a s  thouah they had 
never  been. ( 1 9 )  



The - inc iden t  of the  G s l l s  i s ,  then,  one' o f  Wat t ' s  I?* .. 
* - 11 p a r t i a l  successes  ." The n a r r a t o r  has  a l r e a d y  

drawn a d i s t i n c t i o n  between the i n c i d e n t  i t s e l f  and 8 
25 

4 . Watt 's  r e l a t i n g  o f  t h e  i n c i d e n t :  a s  f o r  s t s  meaning, 

"as  r e l a t e d  by  Watt" (79 1, i s  this t h e  o r i g i n a l  ' 
I 1 

meaning i t ,  had a t  t h e  t ime,  subsequent ly  l o s t  b u t  

r ecovered ;  o r  was t h e  o r i g i n a l  m a n l n g Q u i t e  d l f -  

f e r e n t  from t h a t  provided i n  Watt 's  r e l a t i n g  of tb i 
4 

s i n c i d e n t  ; 

- Or d i a  it have no meaning whatever P 

f o r  Watt a t  t h e  moment o f  i t s  t a k i n g  i 
p l a c e ,  were t h e r e  n e i t h e r  Ga i l$  n o r  i 
p iano then ,  b u t  only an u n i n t e l l i g i b l e  . 
success ion  of changes, from which Yrlatt 
f i n a l l y  e x t r a c t e d  the G a l l s  and t h e  
p lano,  i n  se l f -de fence?  , These a r e  
most d e l i c a t e  q u e s t i o n s ,  ( 7 9 )  

They c e r t a i n l y  a r e ,  f o r  h e r e  we have a n  e l a b o r a t i o n  . - -  

of what Arsene h a s  e a r l i e r  s s i d  i n  d e s c r i b i n g  t h a t  

momentous even t  i n  h i s  own experience : 

i my pe r sona l  sys'tem was s o  d i s t ended  
a t  the  p e r i o d  of which 'I speak t h a t  
t h e  d i s t i n c t i o n  between what was i n -  
s i d e  i t  and what was o u t s i d e  i t  was 
n o t  a t  a l l  e a s y  t o  draw. (43) A 

Watt provides  a kind of concre te  example of t h i s  : 



- 

/ I@* 
Watt spoke of it a s  involv'ing, i n  - 
the  o r i g i n a l ,  the Gal l s  and the  piano, 
bu t  he was obliged t o  do t h i s ,  even if' 
the  o r i g i n a l  had nothing t o  do with 
t he  Ga l l s  and ' t he  piano,  For even i f '  
t he  Ga l l s  and the  piano were long  
p o s t e r i o r  t o  the phenomena d e ~ t i n e d  
t o  be come 'them, Watt was oblf  ged t o  
think, and speak, of the  i nc iden t ,  
even a t  the  moment of i t s  tak ing  
p l ace ,  a s  the  inc iden t  of' the  Ga l l s  
and the piano, i f  he wee t o  t h h k  - 

and speak of i t  a t  a l l ;  and It  may 
be assumed t h a t  % a t t  would never  
have thought o r  spoken of  such . i n c i -  
den ts ,  i f  he had n o t  been under t he  
abso lu te  n e c e s s i t y  of  dolng so'.' k79), 

It i s  no t  s u r p r i s i n g  t o  f i n d  a m u l t i p l i c i t y  of . - 3 .  

0 

meanings emerging as conclusion. 

Su t  gene ra l l y  spesking it seems 
probable t h a t  the  meaninp a t t r i b u t e d  
t o  t h i s  p a r t i c u l a r  type of i nc iden t ,  
by Watt, i n  h i s  r e l a t i o n s ,  wae now 
the Snit-ial meaning tka% hacbbeen - % - 

l o s t  and then rec'overed, and now a  
meaning q u i t e  d i s t i n c t  from the i n i t i a l  - \ 

meaning, and now a  meaning evolved, - + -  b 

a f t e r  a  de l ay  of varying l e n g t h ,  and. 
w i t h  g r e a t e r  o r  l e s s  pains ,  from the  
i n i t i a l  absence of meaning. (79) t n - % - 

-A 
Nor, a s  a f i n a l  word on the mat ter :  i 

.- 

Watt l ea rned  towards the-end of  t h i s  , 
11" 

s t a y  in Mr, Knot t l s  house t o  accept  
t h a t  no th ing  had happened, that a' 
no th ing  had happened, l ea rned  t o  bear  - 

- -- - 

- - Ir;& e-wmy Ina f i i  w a y , t o  X f k e p f K  
pp 

But then it was too- l a t e .  (80) 
-- - p---- 

- -  - - - -- - - , '  - - -- - 

6r  

. 

5 .  - 



~~ - ~ - ~ -  - - 
- 3&. Watt s r e l a t i o n  - t o  words, p a r t i c u l a r l y  t o  

'names en3 t a  the spoken word, makes a c r u c i a l  

d l f ferer tce  i n  this acceptaGce. He t h i n k s  of ~ r s h e  

and Ar saneTs  speech,  de l i ve r ed  j u s t  p r i o r  t o  Arser?ets 

d e p s r t u r e ,  an $vent  occasioned by Watt's a r r i v a l .  

H e  wondered a l s o  what Arsene had 
=ant, nay, he wondered ahat Arssne 
had s a i d ,  on the  evening o f  h i s  de-  
p s r t u r e . .  . .He had Zreal ised,  t o  be - 
s u r e ,  t h a t  Arsene was speaking,  and 
i n  a  sense t o  him, but  something had 
prevented him, perhaps h i s  f a t i g u e ,  
from payinq a t t e n t i o n  t o  ,what was 
be ing  s a i d  and from enqu i r i n  i n t o  
what was being meant. (80-17, --  

Th3 ksy po r t i on  of whst Arsene s a i d  3.ad t o  do w i t h  

an exper ience  -4-rsene had underqone, ve ry  l i k e  Watt 's  

experience o f  t h e  Galls. 

- - 

It was a  s l i p  l i k e  t h a t  I f e l t ,  t h a t  
Tuesday a f t e rnoon ,  m i l l i o n s  of little 
t h i n g s  movfnu a l l  t oge the r  out of  
t h e i r  o ld  p l ace ,  into a  new one nearby, 
atld m r t i v e  ly, as thouah it were for- 
bidden. And I have l i t t l e  doubt t h a t  
I was the  only  perscn- l i v i n g  t o  d i s L  
cover  them. To conclude from t h i s  
t h a t  the i n c i d e n t  was i n t e r n a l  would, # 

I thfnk, be r a s h ,  For my--how e h a l l  
T aay?--my personal  system was s o  
d i s t ended  a t  -the period of which I 
speak t h a t  the  d i s t i n c t i o n  between . 
what was ins fde  i t  and what was out- 
side i t  was n o t  a t  a l l  easy  t o  draw. 

- - - - - - p - - - p - - - p - - -  - 



Xvsrything t h a t  happened happened 
i n s i d e  i t ,  and a t  the  same time 
e v e r y t h i n g  t h a t  happened happened 
o u t s i d e  it. I t r u s t  I make myself 
p l a i n .  I d i d  n o t ,  need I add,  s e e  
t h e  t h i n g  happen, nor  h e a r  i t ,  b u t  
I perce ived i t  wi th  a  pe rcep t ion  s o  
sensuous t h a t  i n  comparison the  i m -  
p r e s s i o n s  of  a  man bur ied  a l i v e  i n  
Lisbon on Lisbon ' s  e r e a t  day seem 
a f r i g i d  and a r t i f i c i a l  c o n s t r u c t i o n  
o f  t h e  understanding.  

But i n  what d i d  t h e  change c o n s i s t ?  
What was chanced, and'how? W h a t a s  
changed, i f  m y  i n f o r m a t i o n  i s  c o r r e c t ,  
was t h e  sent iment  $ha t  a  c h a n p ,  o t h e r  
t3an  a change of dea ree ,  had taken 
p lace .  What was changed was e x i s t e n c e  
o f f  t h e  l a d d e r .  Do not come down tb . 
l a d d e r ,  I f o r ,  I haf  taken it away. 
T h i a  ,I: a m  happy t o  inform you i s  t h e  
r e v e r s e d  metamorphosis. The Laurel 
i n t o  Daphne. The o ld  t h i n g  where it 
always was, back again.  

But how d i d  t h i s  sent iment  a r i s e ,  t h a t  
a change o t h e r  than a change, of  degree  
had taken p l a c e ?  And t o  what i f  t o  
any r e a l i t y  d i d  it correspond? And 
t o  what f o r c e s  is  the  c r e d i t  f o r  i t s  
remaval t o  be a t t r i b u t e d ? .  . . . I s h a l l  
merely s t a t e ,  wi thout  e n q u i r i n g  how 
it came, o r  how it  went, t h a t  i n  my 
opinion it was n o t  an i l l u s i o n ,  a s  
long as it l a s t e d ,  t h a t  presence of 
what d i d  n o t  e x i s t ,  
w i t h o u t ,  t h a t  presen 
presence between, t h  I'll be bug- 
gered  i f  I can understand how it could 
h h w - h -  ~ R T ~ M T I ~ - B  1-7 But  th&--8~1 dp- 
t h e  r e s t ,  haw1 the  r e s t ,  you w i l l  

_ 4a c i - d e f w  y - ~ ~ r s a l ~ _ m h a n ~ ~ u r l t  ima- 
comes, o r  r a t h e r  you w i l l  leave un- 
decided,  t o  judge by the  look of you. 



For do n o t  imagine me t o  suggest  
t h a t  what has happened t o  me, what 
i s  happening t o  me, w i l l  ever  happen 
t o  you, o r  t h a t  what i s  happening t o  
you, what w i l l  happen t o  you, has 
ever  happened t o  me, o r  r a t h e r ,  i f  
i t  w i l l ,  i f  i t  has, t h a t  t h e r e  I s  any 
g r e a t  chance of i t s  being admitted.  
For i n  t r u t h  the  same th ings  happen 
t o  u s  a l l ,  e s p e c i a l l y  t o  men in our 
s i t u a t i o n ,  whatever t h a t  i a ,  if only 
we chose t o  know it. (43-5) 

Watt r e g r e t s  being unable t o  r e c a l l  what Araene aa id ,  

o r  meant, n o t  only because it might h e l p  him t o  under- - 
G- . -y 7 

s tand h i s  p resen t  s i tu 'a t ion i n  the employ rf M r .  Krlott, 

but  because h i s  cohort  i n  M r .  Knott 'a house, Erskine ,  

i s  extremely t a c i t u r n ,  redoubling Watt ' a  sense of 

i s o l a t i o n .  

Not t h a t  Watt des i red  information,  
f o r  he d id  no t .  But he d s a i r e d ~ o r d a  
t o  be appl ied t o  h i s  s i t u a t i o n . .  .. 
For Watt now found himsa l f  i n  t he  
midst of t h i n p  which, i f  they con- 
sented t o  be named, d id  s o  a s  it were 
w i th  re luc tance .  And the  s t a t e  i n  
which Watt found hfmself r e s i s t e d  
formulation In a way no  s t a t e  had ever 
done.. . .Looking a t . .  *one of M r .  Knot t ' s  
pots . .  .it was i n  vain t h a t  Watt sa id ,  
Pot ,  pot. .  . . It resembled a  po t ,  it 
was almost a po t ,  but it was n o t  a  pot 
of which one could say,  Pot ,  pot ,  and 
be comforted. It was in  vain  t h a t  it 
answared...all the purposes and per-  
fo& a= t h e  a f f  icee, of  a pot ,  i t  - 

was n o t  a pot .  And it w a s j u s t  t h i s  
ha i r -b read th  departure from the n a t u r e  
o r a  ErU8 pot -tm t ~ d o 0 e x c r m ~ d ~ t t ~ -  - 



- 146. - 

For i f  t h e  approximation had  en l e s s  
c lose . .  .then he would have s a i d ,  This 
i s  something of which I do  n o t  know 
the name. And Watt p r e f e r r ed  on the  
whole havinp t o  do wi th  t h i n a s  of which 
he d i d  n o t  know the  name, though t h i s  
t o o  was pa in fu l  t o  Watt, t o  having to A 

do wi th  t h ings  of which the  known name, 
t h e  proven name, was n o t  the  name, any 
more, fdF hirn....For t he  pot remained 
a  p o t ,  Watt f e l t  sure of t h a t ,  f o r  
everyone bu t  Watt, (81-2) 

. The gap,, the  space,  be tween the  "name" and t h e  
- - 

H t h i n c  becoies  even more d i s t r e s s i n g ,  when app l ied  

t o  Watt h imself .  

As f o r  h imse l f ,  though he could no 
longer c a l l  it a man, a s  he had used 
t o  do, w i t h  the  i n t u i t i o n  t h a t  he was 

' perhaps n o t  t a l k i n g  nonsense, y e t  he 
could n o t  imagine what e l s e  t o  c a l l  
i t ,  i f  n o t  a  man. But Watt 's  imagi- 
na t i on  had .never  been a  l i v e l y  m e .  
So he continued t o  t h ink  of himself 
a s  a m a n ,  a s  h i a m o t h e r  had t augh t  
h i m ,  when she s a i d ,  There s a  good 
l i t t l e  man ; , . . h t  f o r  a l l  the  r e l i e f  
t h a t  t h i s  afforded him, he might j u s t  
a s  we l l  have thought of  h imself  a s  a  

m box, o r  an urn. 
It was p r i n c i p a l l y  f o r  t he se  

reasons  t h a t  Watt would have been 
glad t o  hea r  Erskine s voice ,  wrapping 
up s a f e  i n  words t he  k i t chen  space.  .. . 
Not t h a t  t he  f a c t  of E r s k i n e ' s  naming 
the  po t ,  o r  of h i s  say ing  t o  Watt, My 
dear fe l low,  o r ,  My good man, o r ,  God 
damn you, would have changed t h e .  pot 
i n t o  a po t ,  o r  Watt i n t o  a man, f o r  

- - -  W a t t , f o r L t  would~not  L-_'ljVtLitLwmld- - 

have shown t h a t  a t  l e a s t  f o r  Brskine 
- _  - 

t he  pot  was a pot ,  and Watt a man, 
- - - - - - - - - - - -- - - - - - - 



Not t h a t  t he  f a c t  of the p o t ' s  being 
a pot ,  o r  Watt's being a man, f o r  
Ersk ine ,  would have caused t 6 h p o t  
t o  be a  po t ,  or  F a t t  t o  be a man, for 
Watt, f o r  i t  would n o t ,  But i t  would 
perhaps have l e n t  a  l i t t l e  co lour  t o  
the hope, sometimes e n t e r t a i n e d  by 
Watt, that he was i n  poor h e a l t h ,  
owing t o  t he  e f f o r t s  of h i s  body t o  
a d j u s t  i t s e l f  t o  en unfami l i a r  milieu, '9 
and t h a t  these  would be succe s s fu l  in 
t h e  end, and h t s  h e a l t h  r e s%ored ,  and 
t h i n g s  appear,  and himself  appear,  jn 
t h e i r  a n c i e n t  gu i se ,  and consent  t o  
be named, w i t h  the  time-honoured names, 
and f o rgo t t en .  Not t h a t  Watt longed 
a t  a l l  t imes f o r  t h i s  r e s t o r a t i o n  of 
t h i n g s ,  of  h imsel f ,  t o  t h e i r  compara- 
t i v e  innocuousness, f o r  he d id  n o t ,  
For t h e r e  were times when he f e l t  a  i .3 

f e e l i n g  c l o s e l y  resembling the  f e e l i n g  
o f  s a t i s f a c t i o n ,  a t  his  belng s o  
abandonned, by t h e  l a s t  r a t s , ,  . .But .. . 
these  were r a r e ,  p a r t i c u l a r l y  i n  the 
e a r l y  s t a g e s  o f  Watt 'e  a t ay  i n  M r .  
K n o t t t s  house. And most o f t en  he 
found himsel f  longing f o r  a  vo ice ,  
f o r  Erskine  ' a ,  s ince  he was alone 
w i th  Ersk ine ,  to speak of the  l i t t l e  
world o f  M r .  Kno t t l s  e s tab l i shment ,  
w i t h  the  o ld  words. t he  o ld  c r e d e n t i a l s .  

I 

But, a s  no words' come from "ou t s ide , "  Watt i s  event-  

u a l l y  fo rced  t o  provide the  necessary  words h imsel f ,  

and he succeeds,  aa wi th  the  dog and t he  Lynch family 

(91-117) 

Not t h a t  f o r  a  moment Watt supposed 
t h a t  -ha h a d  psne t r a t  e  d-the- f orce-rat-  - -- - -- 

play ,  i n  t h i s  p a r t i c u l a r  ins tance ,  o r  
BY= pexmdvad f i a - fo~ l l t a - thLthe~~  *p- 
heaved, o r  obtained the  l e a s t  u s e f u l  
information concerning himsel f ,  o r  
M r .  Knott,  f o r  he d id  not .  But he 
had t u rned ,  l i t t l e  by l i t t l e ,  a  d i s -  
turbance i n t o  words, he had made a 
p i l low of o ld  words f o r  a head. L i t t l e  
by l i t t l e ,  and n o t  without  labour.  (117)20 



< 

It i s  perham t h i s  c apac i t y  t o  turn "a diste~bance 

i r t o  words," t o  make "a  pi l low o t  o ld  words f o r  a  . 

head,"  t h a t  enables  Watt t o  f i n a l l y  a ccep t .  the 

happening o f  a "nothing." 

The " f a l l  o f f  t he  l adder , "  through being 

mentioned d i r e c t l y  in t h e  n a r r a t i v e ,  a  

f e a s i b l e  enough s t a r t  irig . po in t  f o r  de sc r i b ing  events 

and s i t u a t i o n s  in  the  n a r r a t i v e .  But once again one' 

must ask ,  po in t  blank a s  i t  were, what i s  the  r e l a t i o n  

of  t h i s  phrase t o  the  form of t h e  book? How may the  - 
form be desc r ibed  i n  terms of "a  f a l l  off the  l adder?"  

This n e c e s s a r i l y  involvea p l ac ing  Watt - i n  the  w r i t i n g  

s t ream and comparing i t  wi th  the  w o e s  on i t s  e i t b r  

s ide  . 
In t h e  s t ream Watt - r e p r e s e n t s  a major  t r a n -  

a i t i o n a l  zone between two r e l a t i v e l y  complete,  suc- 

ce s a fu l  a r t i c u l a t i o n s  : Murphy and Molloy . 21 The 

book main ta ins  a  q u i t e  t r a d i t i o n a l  sense o f  ove ra l l  

o rder ,  wi th in  which, however, a g r e a t  many expe r i -  

mental o d d i t i e s - - s t y l i s t i c ,  n a r r a t i v e ,  l i n g u i s t i c ,  

e t .  a l e - - c o n t i n u a l l y  c l a sh ,  c r e a t i n g  a  ve ry  h e c t i c  

su r face .  



These f e a t u r e s  inc lude  : t h e  s u r f a c e  r e v e r -  
*@ 

s a l s  of Wat t ' s  s y n t a x  and s p e l l i n g  i n  Sec t ion  3 

(159-69) ; t h e  bewilde r i n q  n a r r a t o r i a l  s i t u a t i o n ,  

p r e v i o u s l y  d i s c u s s e d ;  22 t h e  f o o t n o t e s  s c ~ t t e r e d  

through t h e  t e x t ;  t h e  Addenda a f t e r  Sec t ion  Four; 

t he '  mixed c h o i r  (34-5 ) ; t h e  f r o g s  l c  chorus (137-8 ) ; 

Arsene 's monologue (39-63)  ; Arthur ' s  long s t o r y  - - 
I 

(171-98 ) ; t h e  ob j e c t f v e  frame e n c l o s i n g  the  work 
i 

- ,  I 

(7-24; 222-&), e s p e c i a a l y  when played a g a i n s t  "Sam" : 
i 

as n a r r a t o r ;  and o f  c o u r s e ,  Mr. Knott hfmself  and 

h i s  c u r i o u s  e s t ab l i shmen t ,  t o g e t h e r  w i t h  Wat t ' s  

2 3 per sona l  i d i o s y n c r a s i e s  of walking and reasoning .  8 , 

Such obvious r e s t l e s s n e s s  among the  c o n t e n t s  of a  

work r e v e a l s  a  t e r r i f i c  c o n f l i c t  o c c u r r i n n  i n  the  

p e r s p e c t i v e  behind t h e  work, but  an e q u a l l y  i n t e n s e  
- 

r e p r e s s i o n  f o r c e s  an o r d e r i n g  around, i f  , no t  o f ,  

t h e  c o n t e n t s ,  and p r e v e n t s  a d i r e c t  c a p i t u l a t i o n  

t o  a n a r c h i c  tendencies. 

However, ' t he re  i s  d i s o r d e r  o f  a n o t h e r  k ind  
0 - 

visirble i n  t h e  deepe r  l a y e r s  of t h e  book, a d i s o r d e r  

proceeding from an a t t e m ~ t  t o  r e s o l v e  a dilemma on a 

l e v e l  o t h e r  t h a n  t h a t  on which t h e  dilemma i t s e l f  o c c u r s .  

In t h e  book ' s  own metaphor, i t  a t t empts  t o  p r e s e n t  a 
-- - - - -  - - - -- - - -- - 

"change of o t h e r  than  degree" i n  terms o f  a change $3- 
9 
i 
1 

degree .  Perhaps t h e  means f o r  doing otherwise were i 
u n a v a i l a b l e  a t  t h a t  p o i n t .  



A remark by Heidegper he lps  t o  c l a r i f y  150. 

t h i s  f e a t u r e  of  t h e  w r i t i n g  in  Watt, and, i n  t h e  

s t r e  am as a  whole. 

One o f  t h e  e x c i t i n g  exper iences  o f  
t h i n k i n g  i s  t h a t  a t '  t imes  it does 
n o t  f u l l y  comprehend the  new i n s i g h t s  
i t  has  j u s t  gained,  and does n o t  
proper1  y s e e  them t I ~ o u ~ h . 2 4  

Murphy's exper ience  of  looking i n t o  M r .  

Endon's eyes  (248-53, Murphy), wi th  i t s  d i s a s t r o u s  - 

consequences, a k t i c i p a t a s , '  i n  the  w r i t i n n  atream, 

t h e  "experi-ence of a nothing"  t h a t  is  such a promi- 

7 
n e n t  cm-cern i n  Watt ( e q u a l l y  f o r  Arsene and Watt 

? h i m s e l f ) .  What i s  only l a t e n t  in  Murphy g e t s  ob- 

j e c t i f i e d  a s  ' e v e n t 1  in  Watt,  - but  an e s s e n t i a l l y  

s u b j e c t i v e  occurrence i s  s t i l l  be ing d e a l t  w i t h  

i n  ob jec t ive .  terms.  Watt succeeds i n  e s t a b l i s h i n g ,  

a t  t h e  n a r r a t i v e  l e v e l ,  an exper ience  t h e  conse- 

quences of which w i l l  pervade and shape t h e  whole 

w r i t i n g  from t h i s  po in t .  Rut t h e  w r i t i n g  i n  Watt 

cannot d e a l  w i t h  t h e  even t  on, o r  i n ,  i t s  own terms,  

r e s u l t i n g  i n  a  d i s o r d e r ,  a  t e n s i o n ,  much more funda- 

mental than  t h s  e c c e n t r i c  rearrangements  o f  surface  

f e a t u r e s ,  and perhaps even respons ib le  f o r  t h a t  
- -- - 

g r a t i n g  clamour. 
- 



151. i 
- - 

This d i s o r d e r  i s  r e f l e c t e d  i n  bo th  t h e  , 

c h a r a c t e r  Yfatt and i n  t h e  w r i t i n g  i t s e l f .  Although + 

. ' 
Watt i s  much l e s s  i d e a l i s t i c  than Murphy, he i s  

s t i l l ,  a t  l e a s t  i n  t h e  b.eiinnina, q u i t e  i n s i s t e n t  

t h a t  t h e  world somehow d r d e r  i t s e l D  i n  h i s  te rms,  

even when h i s  d i r e c t  exper ience  c o n t r o v e r t s  any ., 
25 such e x p e c t a t i o n ,  

And V!att could n o t  accept  them f o r  
what they  perhaps were, t h e  s imple 
games t h a t  time p lays  w i t h  space ,  
now wi th  t h e s e  toys  and now w i t h  
those ,  b u t  was obl iged,  because of 
h i s  p e c u l i a r  c h a r a c t e r ,  t o  enqu i re  
i n t o  what t h e y  meant, oh n o t  i n t o  
what t h e y  r e a l l y  meant, h i s  c h a r a c t e r  
was n o t  s o  p e c u l i a r  a s  a l l  t h a t ,  b u t  
i n t o  what t h e y  might be induced t o  
mean, w i t h  t h e  h e l p  of a  l i t t l e  
p a t i e n c e ,  a  l i t t l e  i n a e n u i t y ,  (75) 

/ 

/ Compare Molloy on such a po in t !  

For t o  know no th ing  i s  n o t h i n g ,  n o t  
t o  want t o  know anything likewise, 
bu t  t o  be beyond knowing any th ing ,  
t o  know you a r e  beyond knowing any- , 

th fng ,  t h a t  i s  when peace e n t e r s  i n ,  
t o  the  s o u l  of the i n c u r i o u s  seeker .  
It i s  then the t r u e  d i v i s i o n  beg ins ,  

'' of twenty-two by seven f o r  example, 
% and t h e  pages f i l l  w i t h  the  t r u a  

c i p h e r s  a t  l a s t .  (64) 
, 

Watt 's  - d i f f i c u l t i e s  i n  t h i s  r sga rd  u l t ima te2yaraau l t ,  

once he l q v e s  M r .  K n o t t ' s  premises,  i n  thosep f r a n t i c .  
-- - - pp 

- - -- - - - - - - - 7 . f 7 

r e v e r s a l s  o f  h i s  a c t u a l  speech (159-691, perhaps the  

c l e a r s s t  i n d i c a t i o n  o f  h i s  being t rapped on a  p u r e l y  
1 
i 



B 152. 
This d i s o r d e r  m a n i f e s t s  i n  t h e  t e x t  a s  

Arsene's monologue, which a s  the  f i r s t  extended 

passage of d i r e c t  f irst  person n a r r a t i o n  f n  t h e  

w r i t i n g  a s  a  whole, is  the  only  r e a l  'break-  

through '  i n  an e x p r e s s i v e  sense .  Yet t h e  b a s i c  

n a r r a t i ~ e  of  Watt - a c t s  a s  a  ' ho ld ing  ground', 

a g a i n s t  t h e  i m p l i c a t i o n s  of t h i s  p a r t  of  t h e  w r i t i n p .  

The i s o l a t i o n  of? t h e  monologue in  an e s s e n t i a l l y  

th i rd -pe r son  n a r r a t i o n '  p a r a l l e l s ,  in  t h e  t e x t ,  

Wat t ' s  own s i t u a t i o n  i n '  t he  n a r r a t f v e .  This  e m e r p s  
ta 

q u i t e  c l e a r l y  when we compare Arsene I s  monolope  

wi th  Arthur, '  S.  

Watt h imsel f  r e g r e t s  n o t  remembering what 
2 

Arsene s a i d ,  much l e s s  what he might have meant - 
(80-1 > , and Erskine  I s  t a c i t u r n i t y  d r a m a t i c a l l y  

emphasi'zes t h e  p a r t i c u l a r  a loneness  Watt f e e l s ,  

p a r t i a l l y  a t  l e a s t  a s  a  r e s u l t  of n o t  having 

grasped what Arsene was saying.  When Arthur r e -  

p laces  Ersk ine ,  t h i s  s i t u a t i o n  i s  somewhat a l l e v i -  

ated ,  f o r .  Ar thur  i s  more' voluble  and i n  t h a t  way 

' i s  c l o s e r  t o  Arsene. 

- A r t h u r  w-as a very nice-open-fallow-s 
n o t  a t  a l l  l i k e  Erskine .  (198) 



'f 

O f  Ar thur ' s  long skory, t o l d  i n  t h e  garden 153. 

i n  t h e  presence of Watt, the  gardener M r .  Graves, 

and M r .  Knott h imself ,  i t  i s  said:  

Watt.. .could t r u l y  say,  a s  he d i d ,  
in  a f t e r  t imes,  t h a t  of  a l l .  the 
t h ings  he ever  saw o r  heard,  dur ing  
h i s  s t a y  i n  M r .  Knot t ' s  .establishment,  
he heard none so we l l ,  saw none s o  
c l e a r .  ... Be understood it a l l  too,  
very well .  ;..He en joyed t h i s  incident  
t oo ,  a t  the  time, more than he had 
enjoyed anything f o r  a long time, o r  
would enjoy anything again ,  f o r  a  
considerable time . (197-8 ) -. 

l i k e  Arsenels :  Arthur  himself i s  n o t  p resen t  a s  mi? 
a t  

"I" in  the  s t o r y ,  which i s  almost e n t i r e l y  consumed 

The s t o r y ,  though a  monologue, i s  n o t  a monologuq 

by i t s  ob jec t ive  contents .  It i s  p r e c i s e l y  t h i s  

f ea tu re  t h a t  enables  i t  t o  succeed, f o r  both  Arthur 

and Watt, - 

i 

b 

Watt l ea rned  l a t e r ,  from Arthur,  that  
the  t e l l i n g  of t h i s  s t o r y ,  while i t  
l a s t e d ,  before Arthur grew t i r e d ,  had 
t r anspo r t ed  Arthur f a r  from M r .  Jho t t  Is  
premises, of which, of  the  myster ies  
of  which, of the f i x i t y  of  which, 
Arthur had some times more , than he 
could b e a r  . . . . 

In another  place, he s a i d ,  from 
another  p lace ,  he might have t o l d  
t h i s  s t o r y  t o  i t s  e n d . , . .  

But on M r ,  Knott 's  premises, from 
M r .  Kno t t l s  premises, t h i s  was n o t  

-- pp - -- - - --- - - -- 

p o ~ s i b ~ e ,  fKrpArthur. 
For what stopped Arthur,  and made 

t r f n r g o  * ~ ~ i - r r t h e m * ~ ~ ~ i  7-- - - 

s t o r y ,  was n o t  r e a l l y  f a t i gue  w i t h  
h i s  s t o r y ,  f o r  he was n o t  r e a l l y  
fa t igued ,  but  t-he d e s i r e  t o  r e t u r n ,  
t o  leave Louit  and re.turn, t o  M r .  
K n o t t l s  house, t o  i t s  myster ies ,  t o  
i t s  f i x i t y .  For he had been absent  
l onge r  from them, than he 'could bear. 



Put perhaps in  a n o t h e r  p l a c e ,  
from ano the r  p l a c e ,  Ar thur  would never  
have bepun t h i s  s to ry .  

Bor t h e r e  was no  o t h e r  p l a c e ,  
b u t  only t h e r e  where M r .  k o t t  was, 
whose mys te r i e s ,  whose f i x i t y ,  whose 
f i x i t y  of  mystery, s o  t h r u s t  f o r t h ,  
w i t h  such a t h r u s t .  

But i f  he had begun, in  some 
o t h e r  p lace ,  f r ~ m  some o t h e r  p l a c e ,  
t o  t e l l  t h i s  s t o r y ,  then he would 
v e r y  l i k e l y  have t o l d  it t o  t h e  end. 

For t h e r e  was no  p l a c e ,  b u t  
o n l y  t h e r e  where M r .  Knott  was, whose 
p e c u l i a r  p r o p e r t i e s ,  havinq f i r s t  
t h r u s t  f o r t h ,  w i t h  such a  t h r u s t ,  
c a l l e d  back s o  soon, w i t h  such a c a l l .  

Watt sympathised w i t h  t h i s  p re -  
dicament.  Had n o t  he h imse l f ,  i n  the  
beginning,  r e s o r t e d  t o  s i m i l a r  s h i f t s ?  

Was he f i n i s h e d  wi th  them now? 
Well, a lmost .  

F i x i t y  was n o t  t h e  word he. would 
have chosen. 

Watt had l i t t l e  t o  s a y  or! t h e  
s u b j e c t  of  t h e  second o r  c l o s i n g  
pe r iod  o f  h i s  s t a y  i n  M r .  K n o t t l s  
house . (198-9 ) 

~ o s t -  of t h i s  "second period,"  i n  th*. w r i t i n g ,  
- I  

i s  taken up by Ar thur ' s  l o n g  s t o r y  (171-981, s o  ve ry  . 

d i f f e r e n t  from Arsene 's monologue., which was a f i rs t  

peeson n a r r a t i o n  of a primal  experience.  But Arsene 

was speaking j u s t  p r i o r  t o  leaving 'b i r .  Kno'tt ls 

- e s t ab l i shment - - tha t  is ,  a t  the  end -of t h e  second 

pe r iod  &f h i s  s t a y  t h e r e .  whereas Ar thur  has on ly  



B 
- -5 3 

+ The two monologues s t and  on e i t h e r  s i de  of . i! 

W q & t t s  f i rst  pe r i od  a t  M r .  Knott 's .  He i s  unable 
f 
2 
d 

t o  r e a l l y  pay a t t e n t i o n  t o  Arsene, f o r  Arsene speaks 3 n 
of t h i n g s  o f  which Watt does no t  y e t  know: Arsene 

- 

1 
spgaks a t  the  conclus ion of h i s  own s t a y  a t  M r .  

4 -Knottfs,  which i s  ended by Watt 's  a r r i v a l .  L f u t  

- ?VJatt has  k lmsel f  become t h e  s e n l o r  m r v a n t  by t h e  

time of Ar thu r ' s  s t o r y ,  and has accustomed himself  

i n  some measure t o  the weirdness o f  the  s i t u a t i o n  
. . 

t h a t  i s  M r .  K n o t t t s  e s tab l i shment .  Ar thur  on t h e  .I ,* 
6 ij 

o the r  hand i s  s t i l l  c lose  enough t o  t he world out-  ' 

' B  
4 
1 

- L 
s i d e  M r .  Kno t t t s - - in  time the  world before  ' a r r iv ing  4 

3 

a t  M r .  Knott ts--as  t o  be t o r n  between the  two. Fur "r 
5 
3 

Arthur,  the  s t o r y  i s  a d i r e c t  t r a n s p o r t  t o  t h a t  ' o l d  
; 

4' w&rld, I ,  a  r e l i e f  from tQe p r e s su re s  he f e e l s  i n  
- - - 

- 
his new s i t u a t i o n  a t  M r .  K n o t t t s :  .i 

+ 
* ... the  t e l l i n g  of t h i s  s t o r y ,  while 

.t 
2 

it l a s t ed . .  .had t r an spo r t ed  Arthur  "j 
f a r  from M r .  Knot t ' s  premises,  o f  0 

9 7 which.. .Arthur had some t imes more, a 
than  he could bear....(198) d i 

i 

% 3 

For Watt, it i s  more a  simple d i v e r s i m  in  i t ~ e l f ,  4 
I 
1 

aomethinp understood,  and the reby  enjoyed,  f o r  it- $ 
s e l f .  *It i a  n o s t a l g i c  ('%ad, not  he h imse l f ,  i n  the  7 

- -- - - - - -- - - - - - - - - - - -- -- - - - - -- - - - - - - - - - C 



i t  r ev ives  t he  world .before 

bu t  r a t h e r  because it is the  kind of t h i n g  he him- a 

s e l f  used t o  do, i n  t h e  e a r l y  days of  his s t a y  a t  H c 
4.- 

4, 

M r .  Knottf  a.  Yat t  has progressed considerably  be- , 

f 

yond tha-t n e c e s s i t y  now ("Was he f i n i s h e d  w i t h  them ' + 

now? Well, almost .") ,  i n  h i s  " ~ c c e p t a n c e "  o f ,  for % 
i; 

It h f m ,  t he  "experfenc~ of asno th ing .  He WOWS, in a - - - -  t -,- - -  -- L A  

1 .  
f 

much f i l l e r  sense than Arthur can a t  t h i s  p o i j t ,  + 

, ", P- 
U 

. 1  L 

that 27 , 

/' - -, , 1  ' * 4 - :- 

t he re  was no o ther  p lace ,  but  only  . 
. 4 the re  where M r .  Knott was.. .. ' . . 

t h e r e  was no  p l s  ce , but only . there  
,. where gr. Knott was.,..(l99) , " 

: 
L 

-. '.r 
-- -+ ." 

Knowing t h i s ,  he can enjoy Ar thur ' s  s t o r y  f o r  w h e ~  
* 

it i s ;  and, knowing t h i s ,  he nedd n o t  speak r e& 
1 

much of h i s -  o m  "seemd perfod" .&C M r .  & o t t  ' b .  *-, - 

+ t- I .  

* J' * 

As a of writing, Watt - is almost a w e  

. i n t r i g u i n g  than the  more sudcesa f i l  works, p rqc i se ly  - 
! 

because of i t s  t ' r ans i t i cna l  place i n  the  w r i t i h g  

stream. It provides an exac t  [and exac t ing )  p i c t m e  

of t he  pPbCeSS of c h a n ~ e  in  perspect ive  between 
a 

Murphy and the T r i l o g y .  This change c o n s i s t s  p r i -  
h 

- - 

mari ly inPt3ie -seaPclifor and--~ ~ v e r y - o - i  a means - ---- - --- 



157. 
page, r a t h e r  than throuzh t r a d i t i o n a l  o b j e c t i v e *  

sc reens .  The approach i s  i n t u i t i v e ,  r a t h e r  than  

conscious arid a n a l y t f c a l .  The problem i s  v i s i b l e  

i n  Watt: - the  d i f f i c u l t y  of speaking about no th ing  
t 

i n  some way other  than a s  somethinq. The wr i t i ng ,  r 
3 

( t he  t e x t )  - Watt, r e v e a l s  only the c o n f l i c t ,  a l though .. 
- - - - 

within  the  wr i t i ng ,  the  seed of the  so lu t i on  i s  
6 

'7 

presen t  (Arsenels  mono lo~ue ) ,  but goes unrecomized.  , 

! 

>. 

But even once recognized, the  f u l l  " so lu t ion"  i s  - 
4 ,  

achieved mly  by s t ages ,  a s  I w i l l  show i n  a  moment. t 

To see c l s a r l g  what is  happening i n  -9 Watt r e  must 

place i t  In the stream, between Mprphy and the 

Tri logy.  & doing t h i s ,  i t  w i l l  be very h e l p f u l  

t o  keep in  mind a  s ta tement  by Wit tgenste in .  

And the  a t r3ng th  of the th read  does 7. 

n o t  rea ide  i n  the f a c t  t h a t  some one 
f i b r e  runs  through i t s  wholeJlen@h, 
but  i n  the overlapping of many f i b r e s  . 28 

Watt marks a q u i t e  d e f i n i t e  depar tu re  from - 
the  world o f  Murphy. Murphy begins, l i t e r a l l y ,  wi th  

- . I  

the  sun shining (1); wat t ,  " in  the f a i l i n g -  1f.ght.I' ( 7 )  F 
m. 

i 

Murphg, a novel  of  a c t i o n ,  concludes . i n  death- of ,  t he  
1 . . 

pro t agon i s t ;  - Watt, a  novel  o f  contemplation, con- i 
- - - - -- - - - - - - - - - - - - - - -- - - - -- - --- - - -- -- - -- - - -- - - -- - - +- 

I * .  
eludes in i n s a n i t y ,  of one s o r t  o r  another ,  o f  the J . 

pro tagonis t  .'9 bfurphy presen ts  i t s e l f  a s  "nea t  

c losed  system," a work in  which the  conceiving mind 3 



has  i $ s  own way, a  novel of Idealism. Watt, In i t s  

broken sur faces ,  recognizes o r  acknowledges " r e a l i t y "  

a s  a  f r i c t i o n  between mind - and body, thereby admi t t ing  
e- 

a tens ion  between I d e a l  and Real. 

The p ro t agon i s t s  d i f f e r  accordingly.  Wherea s 

Murphy i s  quf te  t t s e l f - s u f f i & i e n t "  in  h i s  self-conce p- 

t i o n ,  so l e  dwel ler  i n  h is  "bodytight" mind, Watt 

recognizes  a need t o  be rscagnized (82-5 ), and i s  

genuinely d i s tu rbe  d by so&hing he cannot explain.- 

Murphy ascends,  but Watt f a l l s ,  twice :30 once on 

his  way t o  M r .  K n o t t l s ,  and again on h i s  way from 

M r .  ICnottt s ,  S t rangely ,  though, Murphy re  t r e a t s ,  

o r  a t  l e a s t  seems t o  went t o ,  from the  experience 

of M r .  Endon1s eyes,  while Watt, r e luc tance  n o t -  

wi ths tanding,  when faced wi th  "the experience "of a 
. 

nothing,"  p e r s i s t s  on ' through it a s  b e s t  he -may, 

&ti1 he is f i n a l l y  ab le  t o  accept  i t  i n  some manner, 

- BPatt - presen ts  the  "experience of a  nothing;" 

ob j ec t i ve ly ,  aa an e x p l i c i t  concern i n  a  n a r r a t i v e ,  ' 

This experience cont inues  t o  f igure  in  the  Tr i logy,  

n o t  a s  ove r t  i n c i d e n t  i n  the  n a r r a t i v e  sur face ,  but  . 
through a  sub t l e  absorpt ion i n t o  the  - form, The 

? Y- t 
- -- - - - -- - -- - 

d i s t  am -such anpeXperf ence imp0 se r5 beit- eKWaFf 
C 

r e t a ined  in Molloy, in  t he  space between the d i s -  

c re  t e  bu t  overlapping halves.  
h 



Each h a l f  tends  t o  cancel  out  t he  o ther .  

Moran i s  n o t  mentioned a t  a l l  i n  the '"Molloy" 

t e x t ;  and, a l though Molloy i s  mentioned in  t he  

 oran" an" t e x t  ( i n  p a r t i c u l a r ,  pp. 111-15 1, and 

f igurea  prominently a s  the  motive f o r  Moranls 

journey, h i s  &ly t e x t u a l  appearance" i s  i n   ora an's 
' - 8  

mind. The non-encountering on any physical  l e v e l s -  
A 

i s  the crux of the dilemma f o r  m a t e r i a l i s t i c ,  ob- 
f 

je c t ive Moran. 

This po in t s  up the c r u c f a l  d i f f e r ence  be- 

* tween Watt and Molloy'as wr i t ings :  the  d i s t ances  - 
. i n  Watt a r e  l e s s  d i s t u r b i n g ,  because v i s i b l e  before - 

" . us on the  page, whereas Moran and Molloy encounter 

n.owhere except  i n  t h e  r e a d e r ' s  mind. j2  his means 

t h a t  the " e x p e ~ i e n c e  of a nothing" has occurred in, 
- - - -- 

r a t h e r  than *merely been presented i n ,  t h e  &t ing .  

The two mono1 ague a of  Mollo_g_ a r e  a  r e  Pinemen t 
4 

of the ~ r s e n e / A r t h u r  monologues i n  Watt. Textual ly ,  - 
they fol low the  same order ;  n a r r a t i v e l y ,  too ,  the 

'pure s u b j e c t i v i t y 1  of Arsenels  statement i s  c a r r i e d  

throueh i n  the  " ~ o l l o ~ "  t e x t ,  while Arthur ' s  s t o r y  of 

'pure ob jec t ive  con ten ts1 ,  though n o t  dup l ica ted  

exac t ly  - -  i n  the " M ~ a n "  t e x t ,  i s  very_ ne~rll. sQ. -- 



, Moran n o t e s  and remembers, while Molloy f o r g e t s  

every th ing .  The sub jec t ive /obje  c t i v e  dilemma i n  

Watt i s  s t i l l  a c t i v e  i n  Molloy, but i t s  r e s o l u t i o n  - 
i s  much c l o s e r .  

%alone Dies r e p r e s e n t s  a new s tage  i n  i tha t  

r e so lu t i on .  The "object iveMcontents" a r e  here  

c o r r a l l e d - b y  a dominant sub j e c t i v i t y r  t h e  s t d r i e s  

a r e  p l ay th ings  o f  &lalone. There i s  no f e a r f u l ,  

unknowable o t h e r  dimension pre$en t somewhere j u s t  

wa i t ing  t o  cance l  ou t  t he  perceived r e a z ,  a s  t h e r e  

ist i n  Molloy f o r  each  p ro t agon i s t  ( i f  we t ake  t h e  

book a s  a whole, rather than e i t h e r  h a l f  by i t s e l f J 3  ). 

Even Malone I s  words .about h imsel f ,  h i s  s i t u a t i o n ,  

,and p a r t i c u l a r l y ,  h i s  " inventory ,"  a r e  tMr,gs o f  

which he i s  i n  charge. H i s  tone  of calm and r e s ig -  

na t i on ,  when ha fs seen a s  the  embodiment o f  t he  

pe rspec t ive  behind t he  w r i t i n g  stream, i s  ana lo -  

gous t o  Watt Is "acceptance of  ' a  nothing,"  perhaps 

r e f l e c t i n g  a f i n a l  acceptance  of mobtrrlity i t s e l f ,  

on t h e  p a r t  of  t h e  au thor .  

Seen a s  w r i t i n g ,  Malone Dies p r e sen t s  the  o ld  

H e x ~ e r i e n c e  o f  a nothing"  i n  a p a r t i c u l a r l y  i n t e r e s t i n g  
# I 

h 
- - faahion:  - through' - - the  - -- a l t e r n a t i o n  o f - p l e c e s  -9f t ex t  - pp - - p-- 

C 

and blank spaces.  The "spaces" a r e  a kind of "g raph ic  
-- - - - --p - - 

nothing,"  the  "nothing" t h a t  indeea surrounds t h e  
4s 



161 , 4 
4 

only "somethingt1 of the  au thor ,  hf s wri t ing.  It a 

A 

i s  a s  though the wr i t i ng  i t s e l f  has f i n a l l y  ad- Q 
>< 
L 

' mit ted ,  come t o  accep t ,  the presence of "a nothlnp," i 5 
Even so ,  however, i t  i s  s t i l l  an ob jec t ive  

+ " 

nothing,  a  "nothingt' ob j ec t i ve ly  present  a s  a "some- 

thing." The tension between the "nothing" and the  

t'something" cont inues  in  the uncer ta in  be ginnfnps 

o f  The Unnamable , where smal l  p ieces  of t e x t  a l -  

t e r n a t e  wi th  blank spaces. Then comes the  reso-  

l u t i o n  of the  dilemma. Whereas the ob jec t ive  

spaces p r e v a i l  i n  Malone Die@ (eleven pieces  of 

t e x t  on t he  l a s t  two pages, u n t i l  t e x t  vanishes 

e n t i r e l y ) ,  here i t  is  the  sub jec t ive  speaking 

which absorbs the  spaces,  manifest  t e x t u a l l y  i n  

t h a t  denses t  of  a l l  s e c t i o n s  o f  the  w r i t i n g  stream, 
- 

the one -hundred-ten page concluding paragraph o f  

t he  Tr i logy,  Rather than a  "nothingH spoken of a s ,  

o r  p resen t  as, a "something," here it i s  an obvious 

somethine (words, t e x t ,  voice  speaking) t h a t  has 

become a nothinq.  Existence i s  now presented,  n o t  

t h r o u ~ h  words, but  a s  words, - * 



The t i t l e  po in t s  the-wag: it i s  the un- - 
namable t h a t  i s  the  concern, the focus. Language, 

a t  r o o t  always a naming, cannot be - the  "unnamable," 

b u t  it can be The Unnamable which, a s  nothing but  

a speaking of language, s eve r s  the r e l a t i o n  between 

language and t h i n g s ,  and evokes the r e l a t i o n  of 

language t o  consciousness i t s e l f .  The reader  i s  

l e f t  i n  a r e l a t i o n  t o  language i t s e l f ,  a s i t u a t i o n  

wi th  deep r eve rbe ra t i ons  in  self-consciousness i t s e  I f ,  

f a r  beyond t h a t  of  merely r eac t i on  t o  a book qua 
5 

book. Watt 's  d i f f i c u l t i e s  a r e  f i n a l l y  being d e a l t  

wi th  s u b j e c t i v e l y ,  n o t  on the  plane of f a m i l i a r  

ob jec t ive  forms, where only r e v e r s a l s  of the f a m i l i a r  

a r e  pos s ib l e ,  The t e x t  i t s e l f  ( v i s i b l y  a t  the surface 

l e v e l s  through the  s e l f - c a n c e l l i n a  neqa t ions )  i s  no t  

* speaking about a "nothing" but  is  become "a nothing,' 

f o r c ing  t he  reading experience t o  become "an experience 

o f  a nothing." The book comes very close t o  i l l u s -  

t r a t i n g  a remark by Heidegger. 

No mat te r  how we put our ques t ions  to 
language about i t s  na tu re ,  f i r s t  o f  
a l l  it i s  needfu l  t h a t  language vouch- , 

s a f e  i t s e l f  t o  us ,  If it does,  the  
n a t u r e  of language 4 5  c ome s -the gran-t- - - - - - - -- 

of i t s  e s s e n t i a l  being,  t h a t  i s ,  the 
being of 1 guage becomes the language # -  ---- - - -  -- - - - - -  

o f  being. 



- 1.65. 
To speak of a work " a s  an ins tance  of i t s e l f "  

i s  t o  suggest  a  r e l a t i o n  between an e s s e n t i a l  h a t e -  

ment i n  t he  wqrk, ava i l ab l e  d i r e c t l y  i n  the t e x t ,  

and the form the work aasuems a s  an extension in 

space. A p a r t t c u l a r  shape emerges i n  t h i s  r e l a t i c n  , 
spec i f ica l !y ,  the shape of the  m a t e r i a l i z i n g ,  i n  

and through the t e x t  i t s e l f ,  of the  e s s e n t i a l  s t a t e -  7" 
a 9 

'j 
ment. The " e s s e n t i a l  s tatement" i s  perhaps b e t t e r  3 

$ 

te-d, simply, ' g u i d e ~ o r d , ~  f o r  it is of t en  only 3 
4 - - 
r, 

a  phrase. Nonetheless,  it is a phrase whose r e l a t i o n  ., 
3 
Aj 
5 

t o  t he  work i s  an e s s e n t i a l  one, providing as  it 
f 

/ does a  capsule i nd i ca t i on  of the s p e c i f i c ,  unique 

na ture  o f  any given t e x t ,  t h a t  is ,  a capsule--indi- - A 

ca t ion  of the form of  a t e x t ,  
/ 

4 

'Guidewords taken from the t e x t  i t s e l f  - - - 

i n e v i t a b l y  y i e l d  much more prec i se  and r e l i a b l e  

infarmat icn about  t h e  t e x t ,  than do terms brought 4 

t o  the t e x t  from some ou ts ide  source. No terms from 
P / 

outs ide  can ,begin t o  y i e l d  up adequate p i c t u r e s  of  ? 
$ 

the  form of a t e x t ,  aince t h e  form o f  a  t e x t  i s  
J 

der iveab le  only from the experience of  read ina  a  

t e x t  r 



One's experience in  reading i s  'ah experience 164. 

of language, j u s t  a s  one's  experience i n  w r i t i n g  i s ,  

o r  in  any discuss ion  one has about e i t h e r .  To take 

some "piece" of t he  t e x t  and d i s cus s  the t e x t  i n  i t s  

terms i s  t o  take some words from t h e  t e x t .  That the 

consents o f  these words Inev i t ab ly  and d e c i s i v e l y  

f igure  i n  any s u c h  d i s c u s s i p  need n o t  obscure t he  
a - 

f a c t  t h a t  a f t e r  a l l  we a r e  only taking some words 

from the t e x t ,  a  piece o r  some %feces of language 
- 

t o  guide a  d i scuss ion  of a  language experience and , 

n e c e s s a r i l y  i n i t i a t e  a  f u r t h e r  experience i n  and of  

language, t h a t  o f  the discuss ion i t s e l f .  

What the  t e x t  a c t u a l l y  sags i s  the onlg r e l i a -  

ble ground f o r  any l u c i d ,  o r  meaningful, d i s c u s s i m  
X 

of  t e x t ,  and the  t e x t  a lways ' ac tua l ly  sags only one e - - 

w a y .  Form i s  s i n g u l a r ;  meanings, l i k e  con ten ts ,  

a r e  p l u r a l ,  be cause they a l s o  a r e  contents  ; , i n t e r -  I 

p r e t a t i o n s  a r e  mu l t i p l e ,  but  meaninglese, they a r e .  

a c t u a l l y  proto-forms but go unrecognized as  such. 

I have t r i a d  t o  show the guideword/form r e -  

l a t i o n  in each of Becke t t ' s  f i r s t  t h r e e  books of  

f i c t i o n ;  "Beethoven p a u s e H / ~ o r e  Pr icks  Than Kicks; 



+- 
v 

r 

Previously ,  I desc r ibed  the t h r e e  books o? I 65; 

.% t h e  T r i l ogy  i n  ano the r  kind o f  r e l a t i o n  (but  s t i l l  
1 

i n  terms from wi th in  the  w r i t i n g  s t r e am) ,  t h a t  

between themselves and t h e  d e s c r i p t i o n  o f  Murphy's 

mind. But t h e  works o f  the  T r i l o m  can a l s o  be 

d i scussed  - a s  " i n s t ances  of themselves," o f  course ,  

though t h e r e  i s  n o t  time/space here f o r  more than 

sugges t ing  t h e  guidewords themselves. These a r e  : 

nwave s and p a r t i c l e s H / ~ o l 1 o y  ; " l i g h t  and darkt1/ 

Malone Dies;  and "a m a t t e r  of v o i c e s " / ~ h e  Unnamable. 

Again, it i s  important  t o  remember t h a t ,  even 

though form i s  s i n g u l a r ,  these  words a r e  n o t  i n  

themselves abso-lute : t h e r e  i s  no one-to-one 

in terchange being sugqested he re ,  Rather ,  t h e s e  

terms,  whose s i n g l e  va lue ,  qua l a b e l s ,  i s  t h a t  
- - 

they m e r g e  from the  t e x t s  t o  which t h e y  r e f e r ,  

a r e  seen a s  ' g a the r i ng  p o i n t s *  f o r  t he  k inds  oT 

experience t h e  t e x t  seems t o  desc r ibe  and provoke. 

Cnce one has  a s e t  o f  r e l i a b l e  guidewords f o r  

the  va r i ous  works i n  the wr i t i ng  stream t h a t  i s  the 
\ 

whole work o f  any one au tho r ,  one can begin t o  g e t  

a  sense  of t he  shape o f  the  whole f i e l d .  Such a  

' sense  of shape '  g ive s  t he  pe r ce ive r  a  non-object ive * ,  
- - - -- - - - - - - - - - - - - - - --- - - - - -p - -- - 

grasp .o f  the  work a s  fo rce ,  r a t h e r  than a s '  ob j ec t .  5 
1 

3 



I 66. 
Time i s  brought  i n t o  the  p e r c e i v i n ~  of t he  whole 

P 

f i e l d ,  because changes a r e  included i n  one ' s  viewing 

a s  that-viewing emerges i n t o  an o v e r a l l  "shape" 

-- 'determined by t h e - v a r i o u s  guidewords of forms --. 
--h 

composing , - t h e  f i e l d .  This provides a- dynamic 

awareness o f  the'w'ork: f o r  the shape n e c e s s a r i l y  --- 

i n c o r p o r a t e g  movement, s i nce  it i s  composec! and r e -  
v 

composed of the r e l e t i o n s  ou t l i ned  by and summed in  

t h e  guidewords themselves,  which a r e  only p o i n t s  of 

l i g h t  o r  d e f i n i t i v e  resonance wi th in  the whole 
h 

f i e l d .  This  kind of awareness i s  n o t  s imply a  

super - re f ined  a e s t h e t i c i s m  (thouph i t  c e r t a i n l y  

a f f o r d s  a heightensd p leasure  of  l i t e r a r y  a r t  1, k 

but  r& the r  provides  a  thoroughly r e l i a b l e  "ground" 

f o r  whatever comments, judgments o r  desc r fp t i cms ,  

one wishes t o  make. A much more r e l i a b l e  ground 

than t h a t  o f  d i s c i p l i n e  o r i g i n a t i n g  ou t s ide  

l i t e r a r y  a r t  i t s e l f .  In f ace ,  t h i s  kind of approach . 

more e f f e c t i v e l y  opens up l i t e r a r y  t e x t s  t o  r e l a t i o n s  

w i t h  a l l  o the r .  d f s c i p l i n e s ,  t he  key word being 

" r e l a t i o n s  ." ' (For  i n s t a n c e ,  the r e l a t i o n  of  Murphy 

t o  Car tes ianism i s  one t h i n g ,  r e f e r r i n g  t o  Murphy 
- -- - - - - - - - -- - - 

a s  a Car €88 fan novel  q u f  €Can o T h B r 3  



-- - - L&?- 

In t h e  Becket t  w r i t i n g  s tream, once we have 

fguidewords t  f o r  the  s i x  works here be ing  cons idered ,  

w e  can see  immediately how t h e  Sirst t h r e e  books 

. a r e  a kind o f  happenstance f o r e r u n n e r  of t h e  l a t a r  

- Tri logy:  t h e  movement from More P r i c k s  Than Kicks 

through Murphv t o  w a t t  i s  ve ry  s i m i l a r  t o  t h e  move- 

ment from Wolloy through Malone Dies t o  The, UnnamabLk.- 

Sirnultaneoualy, h o k v e r ,  one has the  sense of l i n e a r  

- descen t  forming a l i n e  through t h e  whole stream. I n  

-s a d d i t i o n ,  r e l a t i o n s  sugges t  themselves between any 
L 

of the books p e r  s e  (even t h e  f i r s t  and la s t  1, o r  

any p r t s  o f  any of them. The movement i m p l i c i t  

i n  t h e  r e l a t i &  'Beethoven Pause" t o  "A m a t t e r  o f _  

voices"  p rov ides  a base f'rom which t o  d i s c u s s  the  

work i n  terms of ang d i s c i p l i n e  o r  conc3rn: psgcho- 

a n a l y t i c ,  p o l i t i c a l ,  a e s t h e t i c ,  s o c i o l o g i c a l ,  e t .  - 
a l .  But always such a l i n e  main ta ins  the  work .as  - 
one complete te rm i n  any such  r e l a t i o n ,  and pro- 

v i d e s  b o t h  a p a r t i c u l a r  a ~ d  a h o l i s t i c  awareness 
b9 

of  t h e  work: l i t t l e  t h a t  i s  v i a b l e  can be s a i d  of  

t h e  Eecket t  w r i t i n g  t h a t  does n o t  t ake  i n t o  account  - 

t h e  mobile a s p e c t  of a f i e l d  whose p a r t i c u l a r s  a r e  





I 've  f o r g o t t e n  how t o  s p e l l ,  too ,  and 
h a l f  t h e  words. ( 7 )  

(X1 the  opening page of ' h i s  n a r r a t i v e ,  ~ o l l o y ,  

- i n  speaking o f  a  p a s t  l o v e r ,  says :  I .? 

Her neme? I ' v e  f o rgo t t en  it again.  (7 )  

Three sen tences  l a t e r  he adds : 

' F o r g e t t i n g t  runs  throughout  the  "Molloy" n a r r a t i v e  

( 1 ~ 8 ;  20; 25; 34; 42; LJ+; 5 5 ;  57; 66; 681, and i s  

one of t h e  p r o t a g o n i s t ' s  d i s t i n c t i v e  t r a i t s .  But 

' f o r g e t t i n g t  i s  n o t  s o  much a  the.me which can be 

e x t r a c t e d  from the  t e x t ,  as it i s  a  t e x t u a l  presence,  

a c t i v e l y  a  p a r t  o f  'what i s  happening on t h e  page. t 1  

"1 f o rge t "  o r  "I don't remember" a r e  l o c a t i o n s  i n  a  

p resen t  which s imul taneously  evoke pome previous 

s i t u a t i o n :  a s  temporal s t a tements ,  they  conta in  

i m p l i c i t l y  a  movement. These s ta tements  r ep r e sen t  

t h e  f i r s t  time looks  back, r a t h e r  than forward. The 
- -  - -- - -- -- - 

y a r l y  p r o t a g o n i s t s  look  upward, look ahexad, and 



J t 
0 - Y even Watt "inoved forward Ja  headlong t a rd ig rade  , r; 

i n  a  s t r a i g h t  l i n e  . ' 1 2 ( 3 ~ )  'Forge t t ing t  ha; n o t  

previously  appkared a s  a  s p e c i f i c  t r a i t  of a  

*a r r a to r , -~bu t  n e i t h e r  has the  s i tua t i .& of  a  

charac te r  t e l l i n g  h i s  o m  s t o r y ,  al though ' f i r s t  

psrsorr narration' is  -present from, the  baginningo - - - a 

' Fo rge t t i ng t  emerges a s  an ac.tive -force wi th  the  

concentra t ion of the n a r r a t i o n  in  the  p ro tagonis t . ,  

Visual  f i a f u r e s  i n  t h e  Beckettian landscape 

s ch as-  the p a r r o t ,  the b i cyc l e ,  t he  ha t ,  t he  bum Y 
l e g s ,  the garden, have v s r b a l  counte rpar t s  i n  a  , 

w ,  

v a r i e t y  o f  s ta tements  repeated even more f requent ly :  
r 1 

"1 fo rge t ; "  "I  d o n ' t  know;" "To te3.l the  t r u t h ; "  

"The reason f o r  t h a t  was perhaps t h i s ; "  " T h i s . 1 ~  
4 - - - t 

- 3 _ how I went about it;" "I  don ' t  know why;" and s o  on. 

Q e s e  r e p e t i t i o n s ,  of' bo th  types,  i n  e f f e c t - h o l d  - , 

- 
the work - toge ther ,  s t and ing  in  a  figure'/ground 

Q r e l a t i o n  t o  the  non-repe'eted a r ea s  of  t ex t .  They., ' 
< 

s t a b i l i z e  the  f i e l d  (we can be 
, ' 
i 
S - 
f s h e r  of than of whether 

1 

''A" an'd "C*  r e a l l y  'mst ), and simultaneously'  break up ' * = e 



This i s  p a r t i c u l a r l y  the case when s ta tements  - 
, % 

* 4 9 o r  phrases ca r ry  over from one work t o  some o t h e r , ,  5 
t 3 

disrupting the ,  r e a d e r ' s  sense o f  the  work a s  a  s a l f -  

contained yr i i t ,  i.e., an ob jec t ,  and compelling in -  

s t ead  an a u ~ r e n e s s  of bhe, t e x t  aa wards. Coming 

the w i l d  f l u c t u a t i o n s  of The Unnamable (352, and 
2 
a 

, mentioned m l y  &Ma ane kime ) e a a t e s  a s t a r t l i n g  
$ 
i -- 
2 

f' e f f e c t ,  a t  once d i s t u r b i n g  and reassur ing.  Simi- 

I l a r l y ,  it is w i t h  acmething of a wrenching l i k e  t ka t  
I 

+ a t  t h e  copclusfon of  ante and the ~ o b s t e r "  t h a t '  - 
A. 

f 

one reads  of Belacqusrs  death,. a f t e r  haying spent  I t - 
J 

n some t i m s  wi th  Yolloy'a fo rge t t i ng , "  s ince  t h a t  A 

5-  - A -  

dea th  is  an accfden t  occasl~ned by aimple forEa€t&q. 

By C'nristf h e d i d  d ie1  Theyhad a 

clean '  f o rgo t t en  ,-to euscu l t e t e  him1 (174) 
7 

8 : 
: But the  k inds  of l f o r g e t t i n ~ l  a r e  d i f f e r e n t ,  and 

7 

t h i s  difference is as i a p a r t a n t  es the  f a c t  t h a t  i 

1 

f f o r g e t t i n q q  figures i n  both t e x t s .  Eb1ncq;a does a 

n o t  n a r r a t e  hfs  m story, and so the  s i t u a t i c k  of 

c m s i s t e n t  rith the  of the n a r ~ a t f m  g 



a t  t h a t  point .  But ' f o r g e t t i n g t  i s  an aapect  of 

Molloyts' self-awareness,  and, a s  he i s  h i s  own nar- 

. - r a t o r ,  it f i g u r e s  d i r e c t l y  i n  the t e x t ' i t s e l f .  The 
8 

l a t e n t  movement i n .  "I fo rge t"  i s  tapped, impar t ing 
;iB 

a  much g r e a t e r  sense of  motion among the con ten ts  

of the "Malloy" t e x t o  In no t ing  tde d i f f e r e n t  kinds 

of t f o r g s t t i n g t  we get'  a  sense of movement i n  t h e  

whole f i e l d :  we can see  the  "co&ng toge therH of 

elements - i n  the  rrfting t h a t  makes the Tr i logy a  

much more3 powerful work, simultaneoue with see ing  

the re la t ion  of phecomenal contents  over widely 

separated a r e a s  of n a r r a t i v e  surfaCe. The f i e l d  i s  

both  changing and unchanging, a t  the  s e e  time. 

Statements in t he  e a r l y  workereturn i n  t he  . , 

G - l a t e r ,  o f ten  almost verbatim, a s  when the n a r r a t o r  

of  ellow ow,^' speaking of  lacqu qua, says:  
t 

But he rill make up f o r  it l a t e r  on, 
v t h e r e  i s  a  good f lme coming f o r  him 

l a t e r  on, when lj.&e doc tors  have 
+7 

w 4  
him a new l e a s ?  bf  apathy. (162fiven 

. And what I have, , w h . t .  I-am, i s  enoughi 
was always enougE f o r  m e ,  and a8 f a r  as 
my dear l i t t l e  sweet l i t t l e  f u t u r e  i s  



This provides a  sudden glimpse of Molloy froms 

outs ide  his  o m  n a r r a t i v e  bu t  s t i l l  through his  ' 

own saying,  j u s t  a s  the importance fo rge t t ing t*  

assumes i n  the l a t e r  wr i t ing ,  played aga ins t  

the manner o f  Belacqua s demise.,_ adds - a dimension 

t o   ellow ow" t h a t  a to ry  cannot achieve by i t s e l f .  

Throughout t h i s  s tudy Becket t ' s  prose fiction 

has been approached a s  a s ing l e  language f i e ld .  

The presence o f  a  n a r r a t o r  causes even the  f i ra t  

s t o r i e s  t o  be both  a 'speaking' and a  'wr i t ing , '  

and t he  s t y l i e t i c  f o r t e  of  t na r r a to r /na r r a t ed t  i s ,  

a t  i t s  s imples t ,  a f'usion o f  these two modes. Any 

a r ea  of t he  w r i t i n g ,  whether a  passage or  a  whole 

t e x t ,  is both  a repor ted even t  and a r epo r t i ng  af 

Repet i t ionq,  both  aubtle and over t ,  are a 

y important  means of &i fy ing  the  f i e l d  as  an 

a c t i o n ,  through t h e i r  e v o c a t i m  of t h e  o r a l  dfmen- 

a i m ,  f o r  r e p e t i t i o n  i s  a  c h a r a c t e r i s t i c  of speech 
6 

but n o t  . o p i t i n g .  The i n t e r a c t i o n a l  dynamic of' 
'* 

the two modes unsettles the  hab i tua l  sense of the 



t e x t  a s  ob j ec t ,  and wakens the comparatively more open . 

sense of t e x t  a s  'event.  ' 
C r i t i c a l  perspect ive  dependent upan a  sense of 

the work a s  o b j e c t  cannot provide adequate de- 

s c r i p t i m a ,  simply because the Beckett t e x t  r e j e c t s  

convsntions s h k h  such perspect ive  shares  w i t h  t r a -  

d i t i o n a l  prose f i c t i o n ,  s p e c i f T F m R a t  afcr5+----- --- 7-- p 

, c a l  d i s t a n c e ,  implenented through o w i a c i e n t  -na r r a t i on  , 

and t ransparency '  of  laiigu=e. Be cause such dis tance 
- 

- -- 
i s  lack ing  in  the  a c t u a l  reader / t ex t  r e l a t i o n s h i p ,  

4 r 

the c r i t i c  i n t e r p o s e s  it a r t i f i c i a l l y ,  through sub- 

> s t i t u t i n g  the lob jeck' t h a t  i a  h i s  own concep t im  
1 - 3  

of the  t e x t ,  which is  then wri t ten ,  about a s  though 

it were the  t e x t .  The l i c e n s e  of " i n t e r p r e t a t i o n "  
- - - - ,~ r- 

-L does n o t  hold here ,  f o r  a c t u a l  comparison of the 

c r i t i c a l  r e p o r t i n g  of t e x t ,  aga ins t  t he  t e x t  i t s e l f ,  
r 

r e v e a l s  d iaerepancies  p r i o r  - t o  any i n t e r p r e t a t i o n  

of fe red .  

B e c k e t t t s  work r e q u i r e s  a d i f f e r e n t  percep tua l  

o r i e n t a t i o n  than t r a d i t i o n a l  prose f i c t i o n ,  and n o t  

simply a d i f f e r e n t  i n t e r p r e t a t i o n  of a presumably 



s 3 
' a  

3 
w a ~ c o l o r  (1910) marked a  break wi th  the  whmAraa - - 

-- - T-  
- -  

- -  

4 
- - - d 

d i t i c m  of from the ~ e n a i s s a n c e ;  iil r' 
3. 
.A 

't 
t h a t  r ep re sen t a t i on  wi thin  the  pe rcep tua l ,  tscaXO o f  

the  o b j e c t t  wgs abandonned (and n o t  j u s t  v io l a t ed ,  

,as wi th  the  Cub i s t s ) ,  replaced by -the ac t ion  o? t h e  

pa in t e r  a lone,  Becke t t t s  w r i t i n g  marks a  decistQe 

break w i t h  prose f i c t i o n  w r i t t e n  within the  conPfne3 
-# 

of perceptual  rea l i sm,  the most obvious convent!.ons 

of which' are o w i s c i e n t  na r rq t i on  and t ransparef l t  i 3 + 
j 

language. Eecke t t ' s  w r i t i n g  i s  a b s t r a c t ,  an ac t ion  ' + + 
?e 
* 

more than a  product ,  and r equ i r e s ,  t o  be seen 4 C e  + 4 

cu ra t e ly ,  an a b s t r a c t  o r i en t a t i on  of the readep* 

The exper ie  the  t e x t  imposes, though n o t  the me 

described - i n  the  t e x t ,  i s  one of  a b s t r a c t l y  p e ~ r  - 

ceived r e a l t t y .  - 

The imp l i ca t i ons -  extend beyond the  'accurat0 

desc r rb ing  of B e c k e t t t s  work i t s e l f .  B y ~ a k i n ~  I133 

own work one long  mcnologue, Beckett wakens the  - 

sense of a l l  au tho r s  a s  n a r r a t o r s ,  and not  just 

w r i t e r s ,  of t h e i r  works. The author i s '  inevitaP3g 



5 ~ 6 .  - 

-- - -- -- _ T n t l  s-rk a-b'stract pe rce iv ing  r e -  

p laces  the perceptual  r ea l i sm  based on sub j ec t /  ., 

objec t  separa teness .  The bleakness and the  a n w i s h  

i n  the work a re  a  measure of the  impact o f  j u s t  

such a  changed perce iv ing  of he .  world* The change k 
i s  no t  descr ibed i n  the  work,' but  ip recorded 

the re ,  through an absorpt ion of "the ,shock in the  

language i t s e l f ,  enab l ing  a  d i r e c t  tranBYer i n  the  

reading experience.  Language is sensa i iqn  hare ,  

and no t  a  veh ic le  of cognit ion.  Beckett h a s  i n d i -  

ca ted s o m e t h i n w i m i l a r  himbelf: 

€? 

My work i s  a ~ m a t t e r  of fundamental ,sounds 
(no joke in tended)  made a s  f u l l y  as  possi- a 

b le ,  and I accep t  r e s p o n s i b i l i t y  f o r  n p  
t h i n g  else. I f  people want t o  have head- 
aches among the overtones, l e t  them, And d ' 

provfde t h e i r  omr ~ s ~ i r i n . 7  - 

There i s  ao "going back" t b  the  world mads 

poss ib le  and sua ta ined  by the  perceptual  paradigm 

of subject /object  separa teness ,  j u s t  a8 t he re  i s  no  
, . 

going back t o  the pre-atomic world before the  s p l i t -  
/- 

t i n g  of the  atom. Beckett  'a '  w r i t i ng  ef fee-/!- 
_ --- 

- - 
- -- 

8 im i l a r  " b e f o r e / a f t - e ~ ~  aw&rine a s  in  read ing  c m -  
i 

- 

!-- sciousness ,  when a t tended t o  i n  i t s  own terms, and 
- - - - - - - - - - - - - - - - - 

occupiespan analogous-place In modern l i t e r a t u r e .  



The modern world i s  p i c t u r e d ,  n o t  i n  t h e  work 's  

phenomenal c o n t e n t s ,  s t a r k  though t h e s e  be,  b u t  

i n  t h e  expe r i ence  occas ioned by i t s  . l e s s  v i s i b l e  

but more u n s e t t l i n g  form. It i s  t h e  way of the 

w r i t i n g  that f i n a l l y  i s  th "what" of  t h e  w r i t i n g ,  - 

and t h a t  makes all t h e  d i f f e r e n c e .  



LIST OF FiEFERENCE3 

In t roduct ion 

In t h i s  discusstion I have concentrated on a 
p a r t i c u l a r  kind of procedural  e r r o r ,  t h a t  of a  r a t h e r  
f l ag ran t  d iscrepancy between the c r i t i c t s  impress im 
of  t e x t  and the  l i t e r a l  t e x t  i t s e l f .  The qua r r e l  i s  
n o t  wi th  c r i t i c a l  i n t e r p r e t a t i o n  per  s e ,  b u t  wi th  an 
a c t u a l  distortion of what the  t e x t  l i t e r a l l y  says ,  
revea le& immedfately when the  c r f t f c a l  aummatim of  
t e x t  i s  placed bes ide  t h a  Beckett o r ig ina l .  Though 
only a few c r i t i c s  a r e  a c t u a l l y  mentioned here ,  t h i s  
problem, pos s ib ly  unique t o  Beckett c r i t i c i s m ,  i s  
kidespread,  l e ad ing  one t o  conclude t h a t  it is  symp- 
tomatic o f  a  general  way of perceiving a  t e x t ,  
r a t h e r  than t he  f a u l t  of a p a r t i c u l a r  c r i t i c  o r  the  
i n s u f f i c i e n c y  of 8 s p e c i f i c  b i a s .  T h i s ,  i n  t u r n ,  
somewhat cor robora tes  a major a s s e r t i o n  o f  t h i s  
t h e a i s ,  t h a t  Beckett '8  prose works a r e  gene r i ca l l y  
d i f f e r e n t  from almoat a l l  o ther  prose f i c t i o n .  

There a r e ,  of sourse ,  some e x c e l l e n t  s t u d i e s  
o f  Beckett which do n o t  make t h i s  s o r t  of e r r o r .  
These include,  i n  p a r t i c u l a r ,  Theodor Adorno's 
essay  "Towards An Underatandinn of Ihdname ;" 
~ i c h h r d  Coefs  Beckett ;  Hugh ~ e n n e r ' s  ~ m e l  Backett 
and A ~ e a d s r ' s - C l u f a s ~ o  &muel h c k e t t ;  Ludwic  
Janv ie r  +s two e  saays nMo$!layn a n 4  "Style  i n  t h e  
T r i l o ~ g ; "  and ~ h a r i e s  ~ d k e - t s  es& " - l~he  labours  
of  poe t i ca l  excavationf."  ( R i l l  l i s t i n g s  a r e  
given f o r  a l l  these  works i n  e i t h e r  t h e  Bibl io-  - 
graphy o r  Supplemsntary Bibliography.) Beyond 
the80 few, however, t h e  e r r o r  .here s p e c i f i c a l l y  
noted l i t t e r s  the c r i t i c a l  wr i t i ng ,  an&, f o r  my- 
s e l f  a t  l e a s t ,  q u a l i f i e s  a t  base the c r i t i c f a  
e f f o r t ,  no ma t t e r  how se r ious  o r  i n t e r e s t i n g  the  

- t he se s  a re .  h e  may disagree  wi th  I n t e r p r e t a t i o n ,  
i n  any_caae_, b u t  mtil f k t ~ c ~ 3 . f  Fc shows ,that ha-or-- 
she i s  accurately read ing  the t e x t  a8 t he  t e x t  is, 
there  i s  no cozmnon ground f o r  e i t h e r  agreement o r  

- - -- -- - - - - - --- 

diMigreeSnt.-  - - -- 



' John F le tcher ,  The Novela of ~ a & e l  Beckett 
  ond don: Chatto & Windus, 19641, p. 121. 

F l e t che r ,  p. 144. 

4 Three types of re fe ren& are  necessary ~ O P  
t he  f i r s t  novel of the  Trilogy. fo l loy ,  under- 
l i n e d ,  r e f e r s  t o  the  whole work; Molloy" and 
*Morann i n  quotes r e f e r  t o  the  separate  t e x t a  
comprising the  book; and Molloy and Moran without 
quotat ion marks or under l in ing  r a f e r a  t o  t he  
charac te rs  themselves. ' Ths e d i t i o n  of. t h e  Trifogy 
r e f e r r e d  t o  throunhout i s  the Grove Press paper- 
back Three ~ o v e l s - ~ ~  Samuel Bbckett (Hew *rk: 
Grove Press ,  Inc., 1965). P 

Even i f  we al low t h a t  the  ,pan in  "Molloytt 
i a  Gabsr, it 1s important t o  note  t h a t  he is, 
unnamed! t h i s  keeps c l e a r  the  d i s t  jnct ion ba- 
tween the  - two t e x t a  and the  two protagonis ts ,  
a d i s t i n c t i o n  e a s e n t f a l  f o r  obtafnlng.any ac-  
curate  impression of  Mollo a s  a whole. But t o  
identif 'y the  c h a r s c t e d M o l l o y n  as Gaber - 

\ i n  any way mmaina a purely rsonal  impression 
and not  an ob jec t ive ly  v e r i f  P"-- ab le  f ea tu re  of' t ex t .  

Aortbrop Frye, "The Nightmare Life  i n  Death," 
i n  !Fwentieth Century ' Ih te rpre ta t ions  of  moll^^, - 
Halone Dies,  The Thiiamablo A Collection of C r i t i c a l  
Esaa 8, ed. J. OtHara ( E n g l ~ w o o d ~ C l i f f s  : Prent ice-  
&fie., 19701, p. 28. 

On t e x t u a l  evidence it  would seem more .. 
probable that the  dea th  was acc iden ta l  (pp. 252-3). 
Suicide i s  n o t  a v i a b l e  o p t i m  f o r  a Bbckettian 
pro tagonis t  (it i s  mocked i n  "Love' and Lethe ,'- A 

and i n  Mollo ), the  crux of the  dilemma being t h a t  
no  such T= r f i n i t e  conclusions a r e  ava i lab le .  

Allusion i s  a l r a y a  r i s k y  i n  r r - i t ing  about 
Beckett,  evan when another  Bsckett ' t e x t  p r w i d e s  

8 

the -tent of' the  allusi_an._ _!heBsurarray lapto_ --- - -- _- - -- 
. dea l  d i r e c t l y  wi th  t he  individual t e x t  i n  i t s  o m  - 

t e r n s ,  each time. A l l u s i m  i t s e l f  lends  au tho r i t y  I 
-- - 

s ,  
- 

- t a - a  pifit - - -BeIrdoiv&oae F h ~ - t h e u o u i - , ~ ~  
e- 

a s  here ,  t h i s  eften con t r ibu ta s  t o e a  i u r t h e r  blur-  3 

r i n g  o f - d e t a i l s ,  and it  i a  the d e t a i l s  i n  Beckett 
5 

- -- 4 
that a r e  important. D 

8 



Cob, Samuel Beckett : The Comic Gamut 
( N e w  Brurlswick: Rutgers Universf ty :Press ,  19621, p .  115. 

'3 Edi th  Kern, " ~ o r a n - ~ o l l o j ' :  de Hero a s  
Author," in  Twentieth Century , I n t e rp re t a t i ons  o f  
Molloy, Malone Diee, The &namable A Collect lon 
of C r i t i c a l  Esaaya, ed, J. OtHara (Englewood 
C l i f f$ :  Pren t ics -Hal l ,  I n c a ,  1970),  p. 41. 

4 Freder ick J. Hoffhmn, Samuel Eecke t t '  
The Man And H i s  Worka tTormto :  Forum House 
'Publishing Company, 19691, p. 121. 

a confusion of charac te rs  i n  Malone Mas, 
Nathan A. S c o t t ,  Samuel Beckett ( N ~ W  York: H i l l a r y  
Houae Publ iahera ,  19691, pe 65. 

b) n ~ o l l o y . ~ a n d  ?doran a r e  p a r a l y t i c 9  ; they 
l i v e  i n  a world uhere deeama, lmaginatken, and r e a l i t y  

' 

mingle, and where no dociaion-a a r e  requ i red  of them. I t  

Maurice Nadeau. n5smuel Backstt :  Humor and the  Void ," 
i n  Samuel ~ e c k a t t  A Collecticm of C r i t i c a l  Essays2+ 
ad. Martin Xsalin (Englewood C l i f  f a :  Prentf  ~8-Ha11, 
a c e ,  19651, P* 35. - - 

But why go an? ( h e  could enumerate hundreds 
of  t e x t u a l  s l i p s  and g r a t u i t o u s  assumptions i n  no m y  
supported by the  Beckett  %texts.  The r eade r  is r e -  
feslred t o  almost any s tudy  mentioned i n  the  Bibl iogra-  
phy of t h i a  paper,.which, i f  checked a g a i n s t  t h e  
Beckett t e x t  t o  which it r e f e r s ,  rill qufckly  reveal  

here noted. The g r e a t  eon- 
fus ion and rampant in  t h e  criticism, and 
the  of Beckett a a  a ~ d i f ' f i c u ~ t ~  
au thor ,  unfath -even, result l a r g e l y  from an 

t o  t e x t .  Backett i s  d i f f i c u l t ,  
I* c r i t i c a l  r e s p o n s i b i l i t j  

c l e a r  reading of t e x t ,  where, 
then,  d o e s  it bsgin?  - - - --- - - - - - -  - - - -- - - -- 



9 
l6 Dora Va l l i e r ,  Abstract A r t ,  t rana.  Jonathm ' 2 

. Griff in  ( N O W  Yorkt The Orion Press, 19'70), p. 288* f 
P 
-P 

l 7 -  Max Planck, quoted by Dora V a l l i s r ,  p. 292. f 

lp Werner Heisenberg, quoted by Dora Val l ie r ,  
PP. 297-8. 

22 "To i l l u s t r a t e  h i s  t h e s i s  ~ e i s b n b e r ~  pictured 
an imaginary experiment in  which a phyaicfst  attempt8 
t o  obaervm the pas i t ion  a ~ d  v e l o c i t y ~  sf n moving _ 
elec t ron  by using an immensely powerful aupermicro- 
scope. #or, a s  has already been suggested,, an indi- 

o r  velocity.  A physic is t -  can define electrun-  be_.. 
/ vidual e lec t ron  appears t o  have no d e f i n i t e  poaitlon - , 

h a v 1 0 6 ~ a c c u r a t e l ~  e n ~ u g h  so  long- a r  he i s  d e a l h g  J ,  

with great  numbers of them, But when he t r i e s  t o  
loca te  a p a r t i c u l a r  e lec t ron  i n  apace the beat he can 6 
say i s  t h a t  a ce r t a in  point i n  the complex superim- 
posed wave motion8 of the e lc t ron  group repreaenta, 
-the pcabable posit ion of the e l e o t r m  in quest1m.P 
The individual  e lec t ron  i s  d blur-as indeterminate 
a8 the wind or a saund wave In the night---an& the 
fewer the e l e c t r m e  with which the phys1,clst deal  
-the more indeterminate h i s  findings. To prove t 
t h i a  indeterminacy i s  a symptom not  of man '8 i m m a L  
t u r e  rcienaq but of an ult imate b a r r i e r  of nature,  
He isen'berg pre auppoae d t h a t  the imaginary m i  croscope 
u w d  by h i s  imaginary physicist i s  op t i ca l ly  capable 

a: 
of magrilf'ying by a hundred b l l l i m  diameters--i.e., 
enough t o  b r i n g k  ob ject  the s ize  of an electron 
within tbb mnge of h m  v i s i b i l i t y .  But now o. 
further d i f f i cu3 ty  i s  encountered, For inasmuch as  \ n e lec t ran  l a  smaller than a l i g h t  rave, ths phys 
c st cm "flluminatr" his subject  cmly by using -'2 adiattian of shor te r  wave length. Even X-rap  m e  

v' 

useless ,  9hs elec t ron  can be rendered v l a i b l r  only 
- - -- 

by the Ulh-frequency gamma rays of radium. But 
- - - - - -- -- - -- 

the photo-electr ic  e f f e c t ,  it w i l l  be recalled, 
ahowed t h a t  photons of ordinary l i g h t  e x e r t  a violent  

- - - - - - - - - - - f a ~ i  -t=a ; and X - r r y a k n ~ ~ i v c m - - - - - -  
more roughly. Hence t he  impact of a a t i l l  more 

- potent gamma ray would prove disastrous.  
* 



The Principle  of Uncertainty a s s e r t s  there- 
fore  t h a t  i t  i s  impossible rrith any of the pr inc ip les  
now known t o  science t-o determine the poait ion and 
the ve loc i ty  of an electron a t  the .same time--to 
a t a t e  confidsnt ly t h a t  an electron is  " r igh t  here a t  
t h i s  spot" and i s  moving -at "auch and such s speed." 
For by the very a c t  of observing i t s  poaiti6l%,+ita 
ve loc i ty  i s  changed; and, conversely, th,e more ac- 
curately i t s  ve loc i ty  i s  determined, the more in- 
de f in i t e  i t s  posi t ion becomes." 

#In phyaica the term "velocity" connotes d i rec t ion  
aa well a s  speed. 

Lincoln Barnett ,  The Universe and D r .  Einstein 
(New York: The New American Library of World Litera- 
tu re ,  Inch,- 19591, PP. 33-4. - 

The reader  should keep t h i s  descr ipt ion of the rl 

1 Uncertainty Principle  i n  mind, during the discuasitm a 

l a t e r  i n  the In t roduc t im of the "A and Cn incident  - i n  the opening pages of Mol lo~.  

23 Val l ie r ,  p. 287. 

26 The contradiction is that in €38 ordinary 
distinction of l q b s t r a c t l  from 'concrdte' phanomenaz 
since any a r t  work i s  a  concrete product in ziome 
senae, including a b s t r a c t  art works, the reader 
o r  viewer cannot but  f e e l  a  d i spa r i ty  when confronted 
with a work lacking representa t ional  content with-  ' 
whieh he i n  f a d l i a r  In h i s  ordinary perceiving. 
The external  physical world of fera  a check, of 
l l ikeness , l  f o r  a pa in t ing  of a  barn, but  no such 
check i s  avai lable  f o r  r paint ing which pic tures  
only the pa in te r ' s  lm resaion of a barn. Or a t  
l e a s t  n.ot r ead i ly  avai -5-T- ab 6 .  It takes a mental, 
consaious e f f o r t ,  a re-or ientat ion t a  the nature of 
pawing and the na'tura of r e a l i t y  i t s e l f ,  t o  accom- 
modate a b s t r a c t  art.. My r u g p a t i a n  i s  t h a t  language 

- - -  
s t ruc tu res  are the l a r t  t o  r e g i s t e r  the changer in 
t h e  Zi!nviYGGGEtthnt make human r e a l i t y  i t a e l f  more 

" abs t rac t ,  resulting in a  sharply f e l t  c o n f l i c t  in 
- -- - ~ ~ ~ t & ~ e n ~ 6 m I c a n 6 b S t ; r a c 3 ~ - - - - ~ ~ ~  

a a r t  work, f o r  i n h c a .  This i s  m e  possible ex- 
p l a n a t i m  f o r  the discr8pancies noted in the Bbckett / 



*i 

c r i t i c i s m ,  f o r  it is my contention t h a t  Backe t t f s  t 

novels  a r e  a b s t r a c t  a r t ,  whereas almost a l l  o ther  
prose f i c t i o n  (William Burroughs being one type o f '  
except ion)  i s  b a s i c a l l y  r e a l i s t  a r t .  Ey l r e a l i s t l  
here I mean percep tua l ly  r e a l  f a t ,  n o t  i d e o f o g i c a l l y  I 

realist. The I s ca l e  of the objectL' al lows f o r  . i n -  A 

cred ib le  v a r i a t i o n ,  i n  t he  wr i t ing  of novels,  but , 
the apparent  d i f f e r ences  between w r i t e r s  as  d iverse  4 

as Jack Londm and Nabokov o r  W i n e  mask an underlying 
perceptual  shar ing,  and it is a t  t h i s  l e v e l  t h a t  
Becke t t l a  work e f f e c t s  a d i f fe rence ,  a departure.  
Thus, c r i t i c a l  procedure which may deal e f f s c t i l v e l y  - - + 
with "To Build A Fi ren  w i l l  be a t  a  l o s s  when con- 
f ron ted  by the  Beckett t e x t :  a  d i f f e r e n t  procedure 
is needed, cen te r ing  in  an exact  a t t e n t i o n  t o  the 
t e x t  a s  a wr i t i ng .  Interestingly, the  c r i t i c a l  
wr i t i ng  immediately revea ls ,  no doubt t o  the em- - 

barraasment of i t s  au thors ,  whether such a t t e n t i a n  
i s  given o r  not .  

I z7 Marshall  McLuhan, The Gutenberg Galaxy 
(New York: The New American Library., Inc., 196'91, 
PP. L1-2. 

28 McLuhan, p. 37. 

j1 "Perception i s  n o t  the decoding of  tappings 
on the  skin, It i s  a determining r e l a t i o n  between 
neu ra l  and environmental e lec t rons .  Every p a r t  of 
the  body n o t  only a f f e c t s  the  o ther  p a r t s  but is  
a l s o  i n  determining r e l a t i o n s  wi th  the  r e a t  of r e a l i t y .  . . .Of t h i s  mult i tude of r e l a t i ons .  ..we d i s t i n g u i s h  a 
c e r t a i n  group, changing as the  world changes, n o t  
wi th  it o r  s e p a r a t e l y  from it but  i n  mutually de- 
termining in t emc t i cm with  it. This s s l e c t i m ,  r i c h ,  
h ighly  org.nized,  and r ecen t ,  .we c a l l  $he conscious- ! 

nass ,  o r  our  ego. Fa do  not aa l ec t  it out. In the  
procone of development i t  separa tes  out ,  a s  l i f e  

i 

separated out ,  a s  suns and plane ts  and the  elements 
aeparatad out from the  procear of' becoming.. . .But i 

- 4ku.~aL&,*d33&& ne+ eaaphr*~ Saptrats pout,s--- - 7- f 
any more than any element did  ." 



L 

/ ' A r t  cannot axibt  unless a  working comuni- 
cation can be reached, and t h i s  comunication is an 
a c t i v i t y  i n  which both a r t i s t  and spec ta tor  pdr t ic i -  
pate...The a r t i s t  sKares with other men what is  
udually ca l led  the 'creat ive imaqination : that is 
t o  say, t,he capacity t o  'find and organize new de- 
sc r ip t ions  of experience.. . . ~ h g  a r t in%% impulae, 
l i k e  every human impulse t o  communicate, i s  the 
fel t ' importance of h i s  experience; but the a r t i s t k s  
a c t i v i t y  i s  the ac tua l  work of transmission. There 
can be no spearat ion,  in  t h i s  v ie r ,  between 'con- 
t e n t 1  and I f o m 1 ,  because finding the form i s  
l & t e r u f l y  fi-rtd-fng the cmtenk--this is aha* f a  
meant by t h e  a c t i v i t y  we have cal led tdescribing. . . ..The creat ive agmy, sometimea thought of a s  
hyperbole, is l i t e r a l l y  true.. .The s t a t e  o f ten  
noticed in  a r t i s t s ,  when the s t r u g ~ l e  f o r  ade- 
quate deacript im--an ac tua l  manipulation of words 
or paint--seems primari ly  of personal importance, 
without regard t o  its e f f e c t  on others ,  is t o  be 
understood in  t h i s  sense. For unless the daacrip- 
t i m  i s  adequate, there can be no re levant  communi- 
cation. To th ink  merely of malqing contact with 
others,  r a t h e r  than of making contact with t h i s  
precise experience, i s  i r r e l evan t  and d i s t r ac t ing .  . 
Genuine communication depends on t h i s  absorbed 
a t t en t ion  t o  precipe descr ip t ion ,  but of course 
it does not  follow t h a t  the description is  f o r  i t s  
own sake; the a t t e n t i a n ,  r a the r ,  i s  a condition of 
relevant  emmtwieatim. r l . T h e  aetttrtl prooe+b.. .fa 
ne i the r  subject  working on object ,  nor object on 
sub j ec t  : it i s , r a t h e r ,  a  dglnamic in terac t ion ,  
which i n  f a c t  i s  a whole and continuous process," 

Raymond Wlliams The L a n ~  Ravolutim (London: 
Chatto b l indus ,  1961j, pp. 25 - *f. 

34 Again. I am using the term ' r e a l i s t 1  t o  
denote a perceptual mode, and no t  a  kind of l i t e r a t u r e .  
'Abstract t  a r t  proceeds f rm a d i f f e r e n t  way of p e p  
ceiving r e a l i t y ,  not  merely an e f f o r t  t o  wri te  a  
d i f f e r e n t  kind of book, It i s  possible tha t  the term 

- - - - -  

lnovsl '  i s  only applicable t o  works done within the 
~ M l ~ i i t F % ~ & e ; ~ a - b s t r a c  tlg 5 p 6 p T w e  

can X@ilyFairp pp ppp-p ppe; 

of l r r i t i n g s t .  But f r r i % i n g t ,  a 'writ ing'  i s  n o t  
ppppp - b ~ - B a ~ t ~ - w - ~ - g s n r o  ; 3-d it-- -- -- 

9 

points aqly t o  the f au t  of a  cer tain kind of human ac t ion .  



35 DOH. Lawrence, Wmen In Loss ( ~ a m n o n d s r o ~ t h :  
Pengain Books Ltdo, 19691, P. 400. 

36 & t e x t  is a v a i l a b l e  aa l a  w r i t i n g t  and 
s o  a n t a b s t r a c t  o r i e n t a t i o n  t o  Women In Lwq i s  = 

pors ib le ,  j u s t  a s  a symbolic reading is p o ~ s i b l e , ~  
c o n s i s t e n t  w i th  t h a  t e x t ,  even i f  it i s  acknow- 
ledged thbt Lawrence was n o t  k conscious aymbo- 
l i s t .  We can argue a g a i n s t  the d e f l e c t i v e ,  sym- 
b o l i c  i n t e r p r e t a t i o n ,  but  our argument would n o t  
be kextua1,In- the w a g  t h a t  it would be t e x t u a l  - 

nfth-tt18 work. The Lawrence t e x t  has a l l  the J i 

a t t r i b u t e s  of an ob j ec t ,  it i s  " a n o v e l , "  i t s  
assumptions nmke i t - s o .  But* Mollo i s  no t  an + ' objec t  i n  t h a t  way, for .  it d i s a  ows t he  d i s tance  
necessary  t o  perceive  any object .  This d ia tance  
i s  s p e c i f  f c a l l y  implemented by conventions l i k e  
omniscient n a r r a t i o n .  The r e  j ec t ion  of t h i s  kind 
of convention precludes  t he  abs$rac t  t e x t ' s  being + 

described in a  ' r e a l i a t l  manner, even though of 
course it s t i l l  can - be descr ibed,  and thus  has a  
* r e a l i s m v  of i t s  own. Becket t l  B work makes possible 
i n  l i t e r a t u r e  an a b s t r a c t  rea l ism,  a  r e a l i z a t i o n  
which makes ava i l ab l e  a d i f f e r e n t  o r i e n t a t i o n  t o  
a l l  t e x t s  w r i t t e n  wi thin  the  confirfea of  . the  real ism 
of t he  pas t .  But t he  reverse  of th is-a  t r a d i t i o n a l l y  
r e a l i s t  de sc r ip t i on  of Beckett ' a  work--cannot be 

- sa id-  or done, - 

37 A-  l i n e  l a  drawn be tween the  t e x t  a s  such 
and an a b s t r a c t  o r i e n t a t i o n  t o  the t ex t .  Even 
t'hough the  awareness of t e x t  a s  a  h i s t o r i c a l  ob j ec t  
i s  i t s e l f  a  carryover  from the visual-dominated, 
l i n e a r ,  ob j ec t i ve ,  mode of  perceptual  rea l iam,  
it s t i l l  is  a f a c t o r  i n  6ur experience,  even though 
it i a  only  a spec t  of t h a t .  experience.  The 
" t o t a l  f i e l d  of simultaneous r e l a t i o n s "  McLuhan 
descr ibed-  a s  c h a r a c t e r i s t i c  of the  "audi tory  space" 
o f  t h e  p resen t  overwhelms any s t r i c t l y  l i n e a r  sense 
of h i s t o r y ,  a l though ' l i n e a r t  as a  term cont inues  t o  
e f f e c t  a context ,  a boundary, f o r  a  givan d i s c u s a i m  
o r  investigation w i t h i n  the  m u l t i p l i c i t y .  5-1 a 
t r o t a l l s t  o r i e n t a t i o n  Lawrence a work can be l i t t l e  

- - 
- more than-nmtnl-gfa ,but a w n  a b s t r a c t l y  an6-rron - - - 

ca t ego r i ca l l y ,  it i s  ava i l ab l e  in a  heightened and 
- 

-- d i r e - k u m r i n l l T . a h - ~ x p u + m  cet-We hava 
no choice about being ou ts ide  the subject-.ab j e c t  
rea l i sm of the  pas t .  



In "A Chair' the  s p a t i a l  o ~ g a n l z a t i o n  is  
7 

c l e a r  and eventa follow a s t r a i g h t  chronology. 
Ursula and Birkin  go down t o  the market, buy the  
cha i r ,  give the  c h a i r  away, and go home from the  
market. There i s  no confusion a s  t o  whom i s  being 
w r i t t e n  about a t  any given moment. 

This kind of  c e r t a i n t y  i s  n o t  p resen t  i n  
" M o l 1 0 y ~ ~  (he has  t o  read,  and re-mad,  very c l o s e l y  
t o  even n o t i c e  t h a t  A and C o r i g i n a l l y  were going In 
the  aame d i r ec t ion .  This close involvement of reader  . , 

with- taxt  - Fa Just - a s  important ,  perhapa_morem ,-~s _ _  _ - - -3 
the  determining o f  exact  r e l a t i m a  i n  the  n a r r a t i v e  
surface .  Che cannot avoid aome se l f - l augh te r  a t  3 
the  minute t r a c i n g  of  the  movements of  A and'C, 
e s p e c i a l l y  when Molloy eventua l ly  p u l l s  the  -rug 

6 
from under the  whole inc iden t .  That the  e f f o r t  t o  

1 
"pin down exac t lyH the  eventa  in the  text-however 4 = 
necessary t h i a  i s  i n  opder t o  a c t u a l l y  see  the  t 
t e x t  ae the  t e x t  p reasn ts  , i t se l f - -18  both requi red  - 4 e 
and f u t i l e ,  i s ,  I f e e l ,  a { c r u c i a l  d3mension of the  -i ., 
work, and has t o  be admitted. But t h i s  perhaps - 

stings too  c l o s e l y  t he  c r f t i c ' a  vani ty ,  who i n  an - 
over-serious regard f o r  n a i l i n g  down aome d e f i n i t e  
'trmtha becomes the  b u t t  and n o t  the  perceiver  of  
the  humor. 

39 Raymond Williams has suggeeted the  power A 

of  rhythm a s  an a e s t h e t i c  means: - - -- . . ,It seems c l e a r  from what we a l ready  
know t h a t  rhythm is a  way of  t r ansmi t t i ng  

- -J a desc r ip t ion  of experience, i n  such a  R - way t h a t  the  experisnce i s  re-created in  
- the  person r ece iv ing  it, n-ot merely as an + 

* a b 8 t r a c t i o n t  o r  an femotion* but a s  a , 
physical  - e f f ec t  the  organism--an t h e  - , 

blood, on the  breathing,  on the  physical  
5 

p a t t e r n s  of the  brain....The dance of the  
i 

- 
body, the  movement of the  voice,  the  sounds ; 
of  ins t ruments  a r e ,  l i k e  coloura, forme, a 
and pa t t e rns ,  means of t r ansmi t t i ng  our 

4 
.3 

e x p e ~ i e n c e  i n  s o  powerful a way t h a t  the  
experience can be l i t e r a l l y  l i v e d  by * others .  
-, ,, 4% 4 s  -ntez-e--ttfBR + - ~ t 4 t a p B e ~  8 --- 

1 
B 

phys ica l  experience a s  r e a l  a s  any other '  - -i 



40 That is, the' reader  swax from the t e x t ,  is 
7 

a language-user in both ways - speaker and w r i t e r  - 
i n  addi t ion t o  being an inner  speaker of the t e x t ,  
a s  i ts s i l e n t  reader. This r ea l i za t ion  l a  not  ava i l -  
able i n  pro80 f i c t i o n  u t i l i z i n g  m i a c i e n t  nar ra t ion ,  
where the main emphasis i s  upon an f n v i s i b i l i t y  of 
language. No matter how many s i tua t ions  depicted ln 
Lawrence's work mey have a d i r e c t  relevance in  my 
own r e a l i t y ,  they nonetheless w i l l  a l l  appear 
ob e c t i v e l  , as scenes, p ic tures ,  things,  and evoke 

i l a r  object ive p ic tur ing  in myself of my own z - k - -  - 

s I € ~ ~ t I ~ i  - rna€ion I s  a r e l a t i ~ ~ ~ t w ~ e n  o b j e c t s  
But in Beckett t h i s  i s  no t  the case, f o r  one i s  not 
there cantranted rith an objective world of "thingsn 
but only with the language of a apeaking/writing 
na r ra to r ,  and apoaking/writlng are  a c t s  camman t o  
myself pa~c s-r T h  catsatan bond t he  r a a d e ~  hats w%*h 
Molloy 16 t h a t  of language-user, and beymd t h a t ,  
whatever d i f ferences  appear a re  e n t i r e l y  secondary. 
One doad n o t  read "aboutH Molloy, m e  reads Molloy 

, a s  'it were. The boundaries of conventional 
reader t e x t  r e l a t i o n  dissolve in  a pecul iar  i n t f -  

- .  
dire ct;y 
macy t h a t  c a r r i e s  bsycmd the reading of a book of 

-t - f i c t i o n a l  events,  through af fec t ing  d i r e c t l y  one ' 8  
own reading habi t s .  

4-4 9%; "b laZayesn  r e r s  o r ig ina l ly  published 
- - i n  Trrans-itim for tynine,  No. 5 ( l94q) .  They thus 

date from Bscket t t s  msin creat ive period (1945-501, 
'> during which the Trilogy and Wait3na For Godot were 

wr i t fene  Although Beckett wrote out the -"Dia_logue$ 
they apparently a r e  f a i r l y  faithf'ul dx t rac t s  of-  * - - 

lunch-time conversations Bsckett, Dtzthuit, and a - - , . 
. number of o thers  had, on a ragular  bas is ,  a t  thb t i m e *  

Deirdre Bair t r e a t s  more f u l l y  of t h i s  in  thq recent 
b l o g r a p b ,  i n  the chapter dealing r i t h  the p a r t i c u l s r  
time p e r i e .  

-45 --- - - -- - -- - -- - - -- -- - - - - - --- -- - - .. gugh e n n o r ,  Sareuel Beckett A C r i t i c a l  Studg. 
I= ('l3e&eley: U n i r e r s i t j  of Cal i fornia  R e s s ,  l 9 b a r  9 - - ---- - -- -- - - 

< -  - p. 327.~~:-- -- . - 

', . I am, quoting k a e r  exact-ly, but the word - - * - w 
2 

-- 
. , b a l u d e  s! i s  itself 6. misquote, probably a pr int ing 

-%fior ;  nonetheless,  an unfortunate m e ,  since the 
Eecks t t remark reads nexclude s ." 

* * - .  

I =  

A, - - 
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46 Same1 Becketf and George8 Duthuit, 'Three 
~ a l o g u e a , "  In Samuel c k e t t  A Collectian of 

' C r i t i c a l  Essays, ed. 6111 Esalin (Bnglewood C l i f f s  : 4 
3 

Prentice-Ffall, Inc., 4 
r 

47 ~ e c k e t t  and Duthuit, p. 21. 
Y 

48 Bsckett and I h t h u i t ,  p. 21. 
* 

49' I f ind  i t  i n t e r e s t i n g  that v a l l i e r  a ingles  
- -- w ~ ~ i n a k $  a n d  Xmdrlan_ as m p r e  sen tn t ive -0-f- the 

q a r l y  a b s t r a c t  mmeaent, while Bsckett ment i m a  
these two pa in te r s  specific all^ a8 s t i l l  being 
r spmsen ta t ive r  of "the plane of the f eas ib le  .* 
I think it i s  c l e a r ,  In any comparison of t h e i r  
wo~k with the work of the post-1945 a r t i e t r ,  t h a t  
a s p i r  itGr-inte l l e  c t u i i a m i i i n  ce, o f  thepf6 
vaniahes i n t o  an impenetrabls, ac t iona l  qua $'- i t7 
of the abs t rac t  rxpreea imia t s .  Duchamps, @orhapa, 
of the e a r l y  a b s t r a c t i a n i a t s ,  chose the an17 r e a l l y  
avai lable  path "In the world", by giving up 
painting al together .  That ac t lop  was very s imi lar  
t o  whkt I understan& Beckett t o  be saying when he 
asse r t8  t h a t  expression i t s e l f  i s  *an impossible 
act.' Duchamps wes immediately cognizant of ,  and 
r e s i s t a n t  t o ,  the pous ib i l i ty  of being trapped by 
*aelr-imagu*, and took cmscious a c t i m  t o  avoid 
r tquat iag  h i m e  l f  + B s c h t t  boas  thesams  ,-_for in  - 

each new work the o l d  work i s  cslst as ide.  This 
makes far a major difference when comparing Becket;tls 
work with Celine '8, rho, by contrast ,  once he found 
h i s  'three- datan,  had nothing fu r the r  t o  o f f e r ,  even 
though he d id  keep on offer ing  the same old thing. 
I am not  impugning Celine 1 8 mercilera 8e l f  -awarsnesr 
hero,. but a m  maMng an aes the t i c  d i s t inc t ion .  While 
it can be uaid of  Celina, and of wr i t e r s  l i k e  &net 
and Borgss, t ha t ,  moe you've mad m e  of t h e i r  baoka 
y c l v e  read them a11 (r ince the format doern l t  change), 
t h i s  cannot be r a i d  of Beckett 's  prose works, up t o  . 
and including Bar It 18. This 18 m e  of the most 

. raanifert d i f ferences  between Bsckettl s work and the 
- work of other  prom wri ters .  The ohly other major 

w r i t e r  of t h i s  century with a almilar  dls t inct icm i a  ~~~~~ ) ~ ~ ~ - f f ~ t ~ ~ - -  
i n  thr works of o ther  wr i t e r s ,  Laurence in L A  .% 

f n r r r ~ f d ~ f r s c d ~ ! h m  ~ a w r d n c ~  i n  -- 

women In Lwe  ( the  chapters aren ' t  t i t l e d ,  f o r  in-  
stance 1, but there  Is no change a t  the deep l e v e l  of 
form i t s e l f ,  lruch as an6 f i n d s  in Bsckett and 



quoted i n  Kennor, p. 33. 

Beckett and Duthuit,  p, 21. - 

Beckett and Duthuit,  p. 20. 

Beckett and Duthuit,  p. 17. 
. 

- -  



Chapter 1 ' 

Nonetheless, it mag have been a sudden 
rea l i za t ion .  There i a  a  difference in  the writ ing ,, 
in Molloy, even when compared with t h e " ~ h r e e  Stor les  
of the same time period, t h a t  cannot be e n t i r e l y  ex- 
plained by a technical  device alone. _ Molloy, and 
eapeoia l ly  "?dallcxy," Is characterizsd by a  d i rec tness  -- 
and depth t h a t  is a l eap  beyond what had been. pre- 
v iour ly  wr i t ten ,  but the very experience of having 
wr i t ten  BTalloy a f f e c t s  the wri t ing of the l a t e r ,  b o a s ,  
even though the "narrator/narratedN device i s  re  t a b  ed 
throughout. Tt i s  as  though the r ea l i za t ion  occurs 
In the wr i t ing  of Molloy, giving the wri t fng thers 
an immediacy not  ava i lab le  before or a f t e r .  That the 
Trilogy c loses  with a  110-page paragraph, a f t e r  open - 
ing wi th  an 8 3 - ~ a ~ e  paragraph in nMollo~" suggests, 
f anc i fu l ly  a t  l e a s t ,  t h a t  the fragmented wr i t ing  be- 
tween unconsciously r e f l e c t s  both the a f t e r -e f fec t s  
of an unanticipated rea l i za t ion  and the e f f o r t  t o  
know anew, if not a c t u a l l y  recapture, a m r t h e r  reach 
o f  such an experience. The two paragraphs a re ,  i n  
the s t y l e ,  l i k e  the c r e s t s  of two waves. Originally 
there was no thought of wr i t ing  the t h i r d  book, in- 
sofar  aa  Bsckett was conscious af a  design (see Bair 
in the appropriate chapters ). There are  ac tua l ly  
four  t e x t s  i n  the Trilogy, when we count  oran an^ - 
separately. The Unnamable seems t o  have been a 
surpr ise ,  even t o  the author. My own i n t e r p r e t a t i m  
i s  simply t h a t  the t h i r d  book completes a perceptual 
change inaugurated by Mollos ( spec i f i ca l ly ,  " ~ o l l o $  k, Ce 

and the two long paragrapha tha t  open and close the 
Trilogy are  the t ex tua l  bas is  fo r  such a view. It 
is not  a  su rp r i s ing  view, when we conaider the Trilogy 
a s  writ ing,  t h a t  i s ,  me  l m g  8oliloquy, ap- 
proach for  which there 18 a l s o  ample tex tua l  basis.  ' 

And once we've done t h a t ,  it i s  no t  d i f f i c u l t  t o  see 
the four  books p r io r  t o  Molloy as  "one workn, s e t  
aga ins t  the Trilogy, when both are  approached a s  
manifestations o f  anr wri t ing  atrea'rno By no means 

!- 

am I saying this-ma Bvckstt-Ls "phn ,~~ee~se%oWklJFy - -- -- - --- 

or  unconscioualyr _ t i s  simply an i n t e r p r e t a t i m  
ar lain* f~om-the 3 &ti U - _ t h e ~ - e x i & -  _-3!t I be 1 im 
such a p ic tur ing  of the work i s  necessary, i f  any , 

+ accurate assessment i s  t o  be made. - 

6' 
< 



2 Raymond Federman , "Bscke t t i a n  .Paradox: Who 
Is   el ling The Truth?" in Samuel Beckett Now 
C r i t i c a l  Approaches To H i s  Novels Poetry and Plays, 
ed. Melvin J. Friedman (Chicago and* London: &I- 
v e r s i t y  of-Chicago Press,  197b) ,  p. 116. . 

The very  d i s t ance  between n a r r a t d r  and " s to ry , "  
noted but  unexamined by Fedeman. r equ i r e s .  I think. 
s o m  term o the r  than ";eorf' i f  &e Is t o  t a l k  about 
t he  whole t e x t .  The term wri t ing" ,  e apeo ia l l y  i n  
view of Backa t t l a  l a t e r  work, and a l s o  i n  view of 
what is gcfuaTly f a c i n g  eke a s  a reader ,  I f i nd  the  
most approprf  a t e .  The t e x t  "Dante and the  Lobster" 
i s ,  a f t e r a l l ,  a wr i t i ng .  This i m p l i c i t l y  acknow- 
ledges  an author ,  a  w r i t e r ,  behind the  t e x t ,  bu t  
~ v o i d a '  the confusion of Federman s ex l i c i t  appeal 

%, to author  t o  rsaolve  a  f e l t  d i f l f  cu* is 
the  "d i s tance"  which makes s t o r y  secondary, and t ex t  
primary, i n  my approach. 

4 More Pr icks  Than Kicks i s  Beckett I s  f i r s t  
book o f  f i c t i o n  (19341. S t r i c t l y  speaking each of  
t he  t en  s t o r i e s  muet be taken a s  a separa te  t e x t .  
Tha "na r r a t i ve  s i t u a t i o n "  here deecribed,  however, 
a p p l i e s  i n  nine of  t h e  t en ,  the  important exception 
being "The Smeraldina s B i l l e t  Doux." 

With the exception of the Tri logy,  t h e  
e d i t i o n  of Becke t t t a  works r e f e r r e d  t o  throughout 
the t h e s i s  Z s  the Grove Preas CoIIected Works 
Edi t ion  (1970). *&rphz was published in 1938; 
Watt was w r i t t e n  dur ing the  War bu t  n s t  published 
a 1  1953. b 

Mereitwand Camier, wr i t t en  a f t e r  h t t  
but  p r i o r  t o  Mollox, raa n o t  published i n  m i s h  
u n t i l  197b. The e d i t i o n  r e f e r r e d  t o  f a  the  Grove 
Press papepback (New Yorkz Grove Press ,  ' h c . ,  
1975). Bscks t t  t r a n s l a t e $  a l l  h i s  works himself ,  
wi th  %he exception of Mollog, i n  wh4ch he co l labora ted  
wi th  Pa t r ick  Bowle s . 

r 

5 The remark may be aeen as a mergence of both  
s t r a i n s ,  hence i t s  power. Kenner has n o t e d t h e  
&fec t iveness  of the remark. (Hugh Kenne~,  A Reedor's 
Guide t o  Samuel Beckett  (Londq:  Thams St- Hzxds-m, --- 

973). P. 51.1 



The soice  .of a n a r r a t o r .  i s  a +  necessary  
q u a l i f i c a t i m  of the  I l l u s i o n  a t t endan t  upon t h i r d -  
person o m i s c i e n t  n a r r a t i o n :  someme has t o  be 
t h e r e  t e l l i n g  t h e  s t o r y  and admi t t ing  he f a  doingrso, 
i n  all almost Brechtian sense. J3ut Backa$t does n o t  E 

r e a l i z e  u n t f l  much l a t e r  t h a t  it l a  with the  n a r -  - 
rator--and n o t  the  nar ra t ive- tha t  the  importance . 
l i e s .  Whtle he i s  i n t e l l e c t u a l l y  aware o f  t h i a  , I  

(P rous t ) ,  he i s  unable t o  implement i t  in  h i s  writing-, 
The_na r r a to r  o l t i + e l y  subwpes a l l  o the r  elements, - 
enabl iqg  t he  f r i  g h t m i n g  immediacy t o  emerge. 

. - 7 Watt was wr i t t en  dur ing the  war but  n o t  - 
p u b l i a h e d u n t i l  1953. 

~ r t h & * s  monologue hard ly  cot& a s  "first 
person" i n  any d i r e c t  sense,  ajnce i t s  content8  
a r e  e n t i r e l y  ob j ec t i ve  and n a r r a t i v e  ,, c o n t r a s t i n g  
wi th  Araene ' a monologue, which i s  eub jec t ive  dnd 
confe 8 s iona l  . - 

Arsenev s speech i s  the  f i r s t  d i r e c t  mani- 
f e s t a t i o n  of the  o r a l  dimension of language i n  
Becke t t t a  work, whereas the Smeraldina ' 8  e f f o r t  ,- 
i s  s t i l l  an ins tance  of w r i t i n q  ( a  personal  l e t t e r ) .  
Though Arsene 'a  speech i s  rendered 'an a b j e c t  ' by - 
i t s  context  ( t he  speech of a charac te r  t o  a char-&.  
a c t e r  i n  a novel 1, wlth in  the  speech i t s e l f .  the 

- 

world of Watt i s  absent .  b 

lo Mercier and Camisr I have n o t  included in  
the  main boay of work discussed, desp i t e  i t s  t r an -  
s l t i o n a l  importance i n  t he  writ ing.  Beaide t he  
o the r  novels ,  i t  i s  a t e n t a t i v e ,  d i sappoin t ing  york, ,, 
q u i t e  obviously experimental ,  perhaps more proper1 y 
seen in  r e l a t i o n  t o  t h e  plays. It br ings  cur ious ly  

' t  t o  mind John Ste inbeck 's  Hnovel-dramasH of the  1940~'s ' 
in a reversed s ense i  Burning B r i ~ h t  i s  more novel  
than drama, and Mercier and Camier more drama than 
novel ,  tho-ugh n e i t h e r  succeeds mry happily,  

" 

l1 viewed as pieces  of .  wr i t i ng ,  the two t e x t s  - 
arsswjr- d i f f a r a n t ,  and, - since thy-are-fl-_t prrram - - 

monologues, the  p -o tagonis t s  a r e  equa l ly  d i f f e r e n t .  
i c a l  muddle over whether the  two cha raa t e r s  Ths* -- -- -- - -- 

a re ,one  and the  aame person, o r  d i f f e r e n t  beings,  i s  
a simplembded i r re levancy.  O f  g r ea t e r  importance 
i s  the showing of ehe r e l a t i o n  of these t e x t 8  t o  ' 

o t h e r  a r ea s  of t he  wr i t i ngs  t o  t he  two monolo e s  
i n  Watt, - f o r  ins tance ,  o r  t o  the  "first person ?" 
t h i r d  peraon voice" c o n f l i g t  i n  the  e a r l y  wri t ing.  



lL Hugh Kenner, A Readert a Guide To ~ a m u e l  
% c k e t t  (Landon: Thames a n d  Hudson. 1973). P. %. 

"The more h i s  own system closed round h i m ,  
the  l e s s  he could t o l e r a t e  i t s  being subordinated 
t o  any other .  Between him and h i s  s t a r s  no  doubt 
t he re  was ~ ~ r r e s p a n d e n c e ,  but  no t  i n  Suk's sense. 
They were his s t a r s ,  he was t he  p r i o r  system. He 
had been pro jec ted ,  l a r v a l  and dark, an t h e  eky of 
t h a t .  r e g r e t t a b M  h o w  aq on a screen,  magnified and 
c l a r i f i e d  i n t o  h i s  own meaning. I3ut it was his 
meaning." (Murphx, 183; emphasis h i s )  

.I4 " ~ a t i s f a o t b r I . 1 ~ "  becauae only p rov i s iona l ly  
resolved,  even there .  One of t he  r e a l i z a t i o n s  i n  
The ~ n ~ a m a b b r i a  t h a t  t he re  i s n t t  an end. - T h i s  i n  
f a c t  i s  the  conclusion of the book and th i s  r e a l l -  
za t ion  enab les  it t o  s t o  , though no t  end in  any sE more d e f j n i t e  sense.  imultaneously t h i s  enables  
w r i t i n g  t o  reauma i n  t h e  f u t u r e ,  al though Beckett 
himself wasn't  a t  a l l  sure  t h a t  would happen, a t  
the  time. o f  f i n i s h i n g  The Unnamable. 

The ' ' f i r a t  person voicen i n  the  e a r l y  
' s t o r i e s  i s  here  i d e n t i f i a b l e  wi th  *I.'' The mer  ence 

OtF first  ~ e r s o n / t h i r d  m r a o n  vo ices ,  a s  in  'sa$ i n  
wa t t ,  is .;- n a r r a t i v e 1 6  w ~ s  n o t  a u f f l c i e n t ,  t hus  
KikemerRed In a  d i f f e r e n t  place.  It is only when 
the  "Iw can fuse  wi th  t e x t  t h a t  any breakthrough 
occurs,  but  even t h i s  can only be an i n t e r m i t t e n t  
succeea. La t e r  i n  t h e  paper ,  i n  the  d i scuss ion  of 
t e x t  i n  The Unnamable, t e x t  and h a r r a t o r  
some pofn t s ,  even though the  whole t e x t  

r r a t o r .  In the  l ong  quote 
i s  shown i n  another  way. 

16 
- The streaming t e x t  becomes a  l f i e l d l  when 

we focus on it, s p a t i a l i z e  it. It i s  important t o  
keep i n  mind the  dynamic na tu re  of t h e  whole stre&m. 
The t e x t  becomes an ' o b j e c t '  only conveniently f o r  

. - 
US r 

- - - - - - --- - - - - - 



1 
V 

\ 

. "The danger is in  the  neatmess of i d e n t i f i -  ' 

cations-." This i s  the  opening sentence of Becke t t7s  
essay  "Dante. . . ~ runo .  Vico.. . Joyce.", in  Our E m u -  - , 

miriation Round h i s  - F a c t i f i c a t i m  f o r  Incamination of 
*6rk in P r o ~ r e a s  (London : Faber and Faber, 19721,  .. 
p. 5 .  This book was first  published i n  1929. 1 

-a- - -  
A I ; t - -  - 

~=l- S c k e t t ,  Prouat (New York: , Grove Pros s 
f 

h e * ,  1970), p. 5 .  
'b 

This po in t s  up a  main stumbling block i n  much 
- 

of the  c r i t i c i s m ,  pa r , t i cu l a r ly  t h a t  which a t tempts  
- Cu expla in  o r  descr ibe  %kckettt% worfc fn  terms of 

o the r  t e x t 8  o r  arch' ypal aymbols. A r ep re sen t a t i ve  
example of  p r e c i s e l y  the wrong way t o  approach 7 
Beckett is: 

Die te r  Wellershoff ,  "Fa i lu re  o f  an Attempt ' 

a t  De-Mytholo~ization: Samuel Becket t ' s  Wovela." 
i n  s a m e 1  ~ e c G e t t  A Collect ion of C r i t i c a l  ~ a s k a ,  
ad. Martin Ess l in  (Englewood Cliffs t Prentice-HaS1, 
Inc., 19651, ppe 92-10?. 

4 
-9 

4 "~el-acqqa!~ hers  doe#-not  necessar i ly '  r e f a r  t o  - A 

. th)  p ro tagonfa t  o f  More Pr icks  Than Kicks, a t  l e a s t  5 
n o t  only t o  him, bu t  t o  Dants ' s  Belacqua, a f t e r  a h m a  - 

- h e , i s  named.* 
P 

a - 
'He i s  naaed f o r  the l a z y  o ld  f r i e n d  Danf;s, + 

.encountered in ante-Purgatory ( P u r ~ . ,  iv ,  97-15?), 
+ 4 

' l a c i e r  than i f  S l o t h  were h i s  very sister', and 
wai t ing  i n  the-  shadow of a rock till aa  many yea r s  - 

$ 

a h a l l  have-passed as he l i v e d  an ea r th :  - tha ,perfect  , -.' 
f 

i 

type,  for Beckett,  of & man r e l i v i n g  his-whore l i f e  
'at a remove. Hugh Kennor, A Readert s Guide To 

' Samuel Bs cks tt (London : Thames and Rudaon , 19751, p 5 ' 
P* 50. .. 



- -  - -  ------ 

195. 
5 This book p lays  e n t i c i n g l y  with symmetry. 

#41, the  l onges t  s i n g l e  p iece ,  i s  the cen te rp iece ,  
l i n k i n g  the  two halves  of Malone's s t o r y  of Sapo 
and MacMnn, In the 120-page Grove Press hard- - 
back, t h i s  s ec t i on  concludes on p. 60. Symmetry 
woulg provide an e x c e l l e n t  t o p i c  f o r  s tudy  in  
I3eck&t1s works fMolloy speaks of h i s  "mania f o r  
symmetry" f , p a r t i c u l a r l y  in  r e l e t  ion t o  the  very  
a-symme t r i c a l  l a s t '  paragraph of The Unnamable . 

/ 

Jh Malone Dies t he  ; t au thor1s9  s i t u e t l o n  ,. - - A- - - a (e perierii3') beFo%s concrete  sub j ec t  f o r  the  
f i r s t  time, d i f f e r i n n  from Molloy i n  , this  regard.  
This i s  an almost  i n e v i t a b l e  prelude t o  "wr i t ing  
the  wri t inn dileliima i t s a l f " ,  which becomes t h e  
i s sue  in  The Unnamable. 

$.tze s p a e s s  in Malone Df e s  a l s o ,  7 @ f t e  - 

l i t e r a l l y ,  break the i l l u s i o n  of $ha smooth 
flowing complete ' su r f ace .  of n s r r a t i v e ,  p i c t u r i n g  
(qua t e x t )  the  ur2t ing/reedinq r e a l i t y  i n  terms 
of' i t s  i n t e rup t ions .  

7 
I Rugh Kenner, A Reader's Guide t o  Samuel b 

Beckett  (London:. Thames and Hudson, 19731, p a  101. 
Dei rdrqeBai r  r e f e r s  Lo i t , ' a s  "the most autobio-  

P 

. - 
, graphica l  of a l l  ~ e ' c k e t t ' s  fistioff." ( B i r ' d e  B ~ l r , '  - 

Samuel Beckett  A Blopaphy  ( ~ e w  York:, Harcourt - A -- 
L l978), p-. 376. - - 

1 ' "Murphyls-&nd i s a f t e ~  a l l  the  rrraramen ,' -<,  - . * 

of these  inforplatkans." (107.) - 
4 t 

9 " 4 .  .and he, t h inks  how absurd %is our,  'dream 
of a  Paradise wi th  -reten-t ion of - -personal i ty ,  s ince  

- 
o b ~ ~ l l f % - i s  a  ezlbces<'hh 'p;fParad$ses s>cdgss ivel$i -~  . 
deni-ed, t h a t  the  m l y  . t ru& paradise i s  the  Paradi-se4-- , 

- 
t h a t  has been lost,:.and t h a t  deakh w i l l -  cure maGy 
of the  d e s i r e  f o r  immortal i ty.  " S h e 1  Beckett  
Proust  ( ~ e w  York: Grgve Press  I n ~ . , ~ 1 9 7 0 ) ,  pr 16. 

It t akes  a  very  long time f o r  Beckett- tco 
,. a c t u a l l y  incorporate  t h i s  awareness i n t o  Kis own L- 

w r i t i n g  perspec t ive ,  f o r  it i s  not  u n t i l  Mollox - 
t h a t  the perspect ive  looks  back, a c t u a l l y  con- 

< , frontingthe"~uc~essFon-aflostEaradisas~~--------- - -- -- - 

".3 lb or even e a r l i e r ,  in  which one phrase s e t s  a  
- - 

dir6 c t i5iT'Keq gb-ingFgjng on, " ) c a n c e l l e d i n  the  
- 0  

same sentence a  second a f t e r  ( " c a l l  t h a t  aoing, c a l l  
t h a t  on"), nipp ing  i n  the bud a s  it were 'possible 
forms . " 

3 i 



C 
: C o r r s f 4 ~ 1 ~ s  a f t m r @ m e  a p s r t f a 1  ' -- 

consfdera t ion ,  s o  f a r  a s  n o t  u s i n g - a l l  o f  Section 
Three i n  t he  a n a l y s i s ,  but  p r imar i ly  it i s  simply 
n o t  necessary  t o  extend the  d i s c u s s i ~ n  q u a n t i t a t i v e l y ,  
s i nce  the  e s s e n t i a l s  a r e  revealed i n  any given 
por t ion  of t dx t .  - 

7 
Of course,  i n  saying the  "I" r e  do assume 

the  n a r r a t o r ' s  p lace ,  and the cumulative e f f e c t  of 
-. t h i s  i d e n t i f i c a t i o n  is. important: bute t h e r e  remain s 

an immediate d i f f e r ence  here-. . q._l 

IJ Present  tense  vs rbs  have n o t  been abandonra d. - 
i n  the  K p e r ~ a ~ s L ~ u t *  s2int6iices: but-the ' 'present - ,  
t ense  r e t u r n n  r e f e r s  t o  a  s p e c f f i c  vantage po in t ,  
and n o t  j u s t  the  verb. 

In t he  movements here we see a  t e x t u a l  ex- 
ample of "forms becoming and crumbling i n t o  t he  
f r a p e n + s  of a new beeoming .I' F i r s t ,  t h e r e  f-s - 

tl c l e a r  d e c l a r a t i o n  of see ing  him," then t h e -  explo- 
r a t i o n  of " r e a l  i d e n t i t y  ," - but  t h i s  crumbles i n  
the  nex t  sentence,  where a t t e n t i o n  i s  d i r e c t e d  

then f a l l s  f u r t h e r  
s t a t e d  pos i t ion  about "things7 

the  very- aame th ree  
sentences ,  the re  i s  a l i t t l e  musical mottf--keying 

the  t e x t  a t  l a r g e ,  prov;des m e  
str&dsV. When we no te  a s  wel-1 

and t h e  
complicated . 

- - a u r a l l y  o r ~ v ~ l s u a l  Iy 
then b e g h  t o  g e t  a- 
r a t h e r  than a s  "obje 
t e x t ,  read in  anything l i k e -  an ordinar'y m6nner; i s  
so  d i  f f i c u l t  m d  pa in fu l .  , The "ordinary manner1' 

a does n o t  accommo'date movement i n  t h i s  fashion.  T b  
Beekett t ex t  r evea l s  i t s  " s u b s t ~ n d a "  a s  one of 
motion, n o t  ma tey i a l i t y .  The-re i s n ' t  any ~ r o t i n d  
on which o r  aga ins t  which all t h i s  i s  h a p ~ e n i n g ;  . 
it i s  merely sn s t t r i b u t e  of%.a way of wri t ing.  

D 

% "I am always t r y i n g  t o  t e l l  tl$is t h i n g  t h a t  
( : 

a space of time i s  a  n a t u r a l  t h ing  f o r  an American 
t o  always have i n s ide  them a s  something i n  whikh - ,  

they a r e  cont inuously  moving.. . .it i s  somethina 
. strf c a y  _Amerfcsn t o_ c  mc-e ivf- _a_ spacetphattii_s_ f l l l e d  -_ pp pp 

w i t h  moving, a, space of time t h a t  i s  f i l l e d  always 
pp f - l l led  w i t h  Wving.. . ." Gertrude S t e in ,  "The Gradual 

Haking o f  ~ ~ ~ - i n ~ ~ f  Xmeripc~,"e~tedWrTtmF 
of G e ~ t r u d e  S t e i n ,  ed. Car l  Van Vechten (New Yorkr 
Vintage Books, Random House, 19721, p. 258. - 



b 

i 
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l5 Y , t  t h a t  h e s r i n g  i p  simply a means t o  an . 
end, e i t h e r ,  b u t  t h a t  -"ufiders'tanding" i s  an aspec t  
of e x p e r i  encine: some thing--and one cannot exper iepce  
t h z s  t e x t  u n l e s s  one h e a r s  it. 

For i n s t a n c e ,  Murphy's s u i t  fbfufurphy. 71-31; * ' 

f$acMannts . coa t  (Malone Dies ,  227-9), e t c .  - 
d 

,-- T h e a l l l e ,  I$ &td direa;tness, 1s a ."pureu 
exam$ e o f  " p r e s e n t  t e n s e  m t u r q , "  con t rgs ted  with. 
the  v a r i a t i o n  ,of  the  p rev ious  l i n e .  It i s  almost  
a *"ssnsfn+eef kh8 - var la &i*n ,- and a rhyHm5 eL ad----- - * 
Justmefit t o  it. '- 

L ' 1 

18 This  is9 notbd by Adoko.  
" ~ e c k e t t  ... develops  a  tendency of  t h e  modern 

nove l  t o  i t s  f i n a l  consea-uence. Reflection_, which_% - 

a e s t h e t i c  immanence tabooed a s  t o o  " a b s t r a c t , "  is 
r e i n t r o d u c e d ,  welded t o g e t h e r  w i t h  ~ l e m e n t s  o f  pure 
r e p r e s e n t a t i o n  ; t h e  F l a u b e r t i a n  p r i n c i p l e  of t h e  
pure.  s e l f  - c o n t a i n e d * o b f e c t  i s  undermined." 

Theodor W, ~ d o & o ,  " ~ o w a r d s  an Vnderstanding 
of  ENDGAME,^ t r a n s .  Samuel M. Weber, i n  !Joten z u r  
L i t e r a t u r  I1 (London: Jonathan Cape Limi ted ,  l961) ,  
pg. 82-114. 

' But might t h e r e  n o t  be such ' g e n e r a l 1  
samples? Say a schematic  l e a f ,  o r  a  sample of 

PXi - -- - - - _ - - green? L- -€s r t a in lg  t h e r e d g h t ,  E u t  f o ~ s u c h  a -; - 
schema t o  be unders tood a s  a  schema, and n o t  a s  
t h e  shape of  a  p a r t i c u l a r  l e a f ,  and f o r  a  s l i p  o f  
pure green t o  be understood a s  a  sample of a l l  
t h a t  i s  g r a e n l s h  and n o t  a s  a  sample o f  pure green-- 
t h i s  i n  t u r n  r e s i d e s  i n  t h e  way t h e  samplss a r e  used. 

Ask y o u r s e l f :  what shape must t h e  sample o f  
the  colour  p e e n  be? Should i t  be r e c t a n g u l a r ?  07 
would it  then be t h e  sample of a  green r e c t a n g l e ?  
0-30 s b u l d  i t  be E i r r e g u l a r ' '  in  shape? And what 
i s  t o  p reven t  us  then  from regard ing  i t - - t h a t  i s ,  
from u s i n g  i t - - o n l y  a s  a  sample o f  i r r e g u l a r i t y  'of - - 4 4 

shape 2" (emphasis throughout  h i s  ) 
Ludwig Wi t tgens te in ,  Ph i losoph ica l  I n v e s t i p a t i o n s ,  

t r a n s .  G.E.Ms Anscombe (New York: The Mas9iillan Company, 
1 9 5 3 ) ~  -- p *  -- 35e.--- - - -  - - - - - - - - -- --- 

20 Martin Heidegger, What Is Cal led  think in^?,. 
t z a m - & . * e e  -- - - -- - 

Harper and Row, 



21 And y e t  we have - been " t r a v e l l i n g , "  s imul-  
t aneous ly ,  a s  i s  shown when we p lace  t h e  t e x t s  of' 
t h e  f i r s t  m d  seven th  books s i d e  by s i d e .  That . 
b o t h  t h h g s  a r e  true--we bo th  hsve and h ~ v e  n o t  - 
'movedt-- is  t h e  r e a l  c rux ,  the c r u e l  and damning 
paradoxt "??le express ion  t h a t  t h e r e  i s  n o t h i n g  t o  
e x p r e s s ,  n o t h i n g  w i t h  which t o  express ,  n o t h i n g  
from which t o  e x p r e s s ,  no  power t o  e x p r e s s ,  n o  
d e s i r e  t o  e x p r e s s , .  t o g s t h e r  wi th  t h e  0 b l i ~ E t t i 0 n  t o  
express  .I1 (Samuel Be cke t t  and Ge orpe s Duthui t  , 
II Three C i s l o p e s , "  in S a m e 1  Eecket t  A C o l l e c t i o n  
of C r i t i c a l  Essays ,  ed.  Martin E s s l i n  (%.alewood 
C l i f f s :  P r ~ ~ t i c e - H a l l ,  Inc. ,  19651, p.  17. 

22 The r e f l s c t i n g  touches almost  on p s n i c  
h e r e ,  t h e  " l a t e r a l "  option ( imposs ib le  i n  any 
c s s e )  s u g g e e t i n g  a consc ious  d e s p e r a t i o n ,  b u t  
one which i s  a f t e r  e l l  s u c c e s s f u l l y  r e o i s t e d .  
"The t h i n g  t o  avo id ,  I d o n ' t  know why, i s  t h e  
s p i r i t  of' system." (The Unnamable, 2 9 2 )  

I t  23 It i s  more a " p h y s i c a l  a c t "  than en answer." 
The c a p a c i t y  f o r  s t o p p f n ~  the  f l o w  i s  no  l o n g e r  
a v a i l a b l s  i n  S e c t i o n  17 ;  o r  perhaps it  should be 
seen as  t h e  l s s t ,  one of t h e  l a s t ,  t h i n g s  sban-  
donned. 



Chapter 3 

O f  course,  no  wr i t e r  r epea t s  himself  exac t ly ;  
each new book i s  in  some measure d i f f e r e n t  from the 
au tho r ' s  o the r  books. But t h a t  immediately recog- 
n izeab le  q u a l i t y  t h a t  i d e n t i f i e s  a work on i t s  very 
f i r s t  page as belonging t o  a p a r t i c u l a r  au thor ,  i s  
unavai lable  i n  Beckett. The reader  who en joys 
Murphy w i l l  n o t  e a s i l y  recognize - Watt a s  being by 
the-sauae aut-hor, much l e s s  h i s  very  nex t  book. 
Exactly t he  opposite i s  t r u e ,  however, f o r  the  
readerWopening-Death  Ch The ?.nstallrnent Plan 
a f t e r  Journey t o  the  End of the V i ~ h t ,  and it remains 
t rue  f o r  a l l  the l a t e r  Celine books. Gertrude Stein 
long ago noted how everybody i s  always r epea t ing  
everything,  and consciously  avoided doing t h a t ,  i n  
her  wr i t i ng ,  j u s t  a s  Beckett has done, even though 
the popular imppeasion of each i s  j u s t  the  opposite. 
Once one is aware o f  t he  r e p e t i t i v e  l i m i t s  within 
which an au thor  t r a c e s  himself or  herself--an aware- 
ness  which comes f a i r l y  quickly  wi th  t he  examinatim 
of four  o r  f i v e  works by t he  author--one g e t s  a 
sense of the  shape o f  the  language f i e l d  represented 
by t h a t  au thor ,  and t h i s  cannot but  infomn one's  in-  
t e r p r e t a t i o n  of the  Ideas  and events  given express ion 
in  t h a t  f i e l d .  Even without being obtusely  reduc t ive ,  
one has t o  admit t he  l im i t a t i o tw  which quickly  appear 
i n  most, if no t  a l l ,  such f i e l d s .  But the o r i e n t a t i o n  
t o  t e x t  i n t e r e s t e d  i n  t h i s  k ind  of awareness is  not ,  
f i n a l l y ,  i n t e l l e c t u a l ,  but  sensuous, t a c t i l e .  Thus 
the whole concern w i th  cogni t ive  meanings is,  though 
no t  ignored,  aecandary. A s  Kierkegaard said, "Live 
f i r s t - -unders tand  a f te rwards  .I1 The present  approach 
does n o t  recognize more than a  convenient s e p a r a t i m  
between " i n t e l l e c t u a l "  and "sensuous" aspec t s  o r  r e -  
sponse. 

Kenner has noted Becke t t t s  r e s i s t ance  t o  r epea t -  
ing himself .  See A Reader's Guide t o  Samuel Becket t ,  
p. 12. 

i 

Bsckett  made t h i s  comparison in  an interview 
with  I s r a e l  Shenker, "bloody Man of Le t te r s , ' '  New York 
Times, 6 May 195-6-, sec.  2, pp. 1 , 3 .  -It 3 ~ - q u o t * & ~ j ~ f -  - - 

J. Ot%ra, Introd.,  Twentieth Century T n t e r p r e t a t f m ~  
s d .  J. 4 f H e ~ a  

c., 19701, p. 19. 



8 
3 'Closed aystem,' the  guideword of fe red  f o r  

Murphy, i s  n o t  app l i cab l e  f o r  any o t h e r  Beckett -:: 
work, and t h i s  i s  t r u e  f o r  a l l  the  guide words^ It 
would ,be t he  same were we t o  l o c a t e  guidewords f o r  
t h e  wo9ks of  any au thor ,  s ince  the  concept of 'guide- 
wordf involves the  r e l a t i o n  of a t e x t  t o  i t s e l f .  

I am following,  somewhat, Becket t ' s  d i s t i n c t i o n  
be twe en Baude l a i r e  and Proust  . 

# 

The Baudelarian un i ty  i s  a u n i t y  'pos t  
rem,f a  u n i t y  abs t r ac t ed  from p l u r a l i t y .  
H i s  'correspondence ' i s  determined by a 
concept,  t he re fo re  s t r i c t l y  l i m i t e d  and 
exhausted by i t s  own definition. Proust  
does n o t  d e a l  i n  concepts, he pursues 
t h e  Idea, t he  concrete....For Proust  the 
ob j ec t  may be a l i v l n g  aymbol, but  a  sym- 
bol  of i t s e l f .  The symbolism of Baude- 
l a i r e  has become the ~utoaymbol ism of 
Proust . 

(emphasis h i s )  

Thus the  'guideword' i s  n o t  a  symbol f o r  the  work 
but  i s ,  l i t e r a l l y ,  a  'guidef  t o  o r  wi thin  t he  work* 
The r e l a t i o n  of Murphy t o  'c losed system1 is  en- 
t i r e l y  i n t e r n a l :  the  words 'cIosed systemt a r e  
l i t e r a l l y  a p a r t  of  the- t e x t .  The r e l a t i o n  of 
Mur h t o  Cartesianism is ,  by uont raa t ,  e x t e r n a l ,  
&scartea i d  n o t  mentioned in  the  t e x t ,  no r  
Cartesianiam i t s e l f ,  however much c e r t a i n  dea- 
c r i p t i o n s  i n  t he  book may match t e n e t a  "of Car tes ian 
thought. This d i a t i n c t i o n  i s  analogous t o  t he  
d i f f e r e n t i a t i m ,  i n  the  Int roduct ion of t h i s  paper, 
between ' ffaber ' a s  a named ' personage i n  "Morann, 
and ~ o l l o y ~ s  unnamed v i s i t o r .  And, n o t  su rp r i s ing ly  , 
the  same kind of c r i t i c a l  muddlpment e x i s t s ,  where 
t h i s  type of  d i a t i n c t i o n  is n o t  made in re fe rence  
t o  Carteaianism .or  any o the r  e x t e r n a l  syetem, t e x t ,  
ideology, impression, e t c .  j 

The quota t ion  i s  fromt Samuel Beckett ,  Proust 
( ~ e w  Yorkt Grove Press, Inc,, 1970),  p. 60. -- -- - -- 

?- 

- 



'sh&pdt ' i s  o f  primary 'concern t o  Beckett .  

I- am.-integested i n  , the shape o f  i d e a s  - 
even i f  -I do n o t  b e l i e v e  i n  them.'. . , 
It i s  t h e  shape . t h a t  m a t t e r s ,  

6 

' Quoted i n  J.D. 'O'Hara, In t rod . ,  Twent i e t b  
Century I n t e r p r e t a t i o n s  of kfolloy, Malone Dies,  

aL 
, \ The Unnamable, ed; 3 . D .  OIHara (Ehglewood C l i f f s :  

P ren t i ce -Ha l l ,  Inc. ,  19w), p, 18. 
/ - - .  - 6. ~ o o i e r  n e i t h e r  s i t s  n o r  t akes  o f f  h i s  h a t  

. - ' ' ( 5 ~ -  118-191, u n t f l  Murphy's demise a l lows  an 
.% ., : opening "for %-lm_inx I the b i g  world1 (254; 260) .  

\ -  - 

-7 Not c&sa l ly ,  b u t  m e  of  those  f r e a k  ca in -  
cfdences ,  one of those  "games time p l a y s  w i t h  

-- space t t .  (Watt, 75). 
. - - - . q n  , > - I  ' - - -** I u a e  'exper&entaltt  ' a d v i s e d l y  , Watt - \ 

was w~i-t-tbn d k i n g  t h e  war g e a r s ,  and i t s  d i s -  
- k i q t e d n e s s  i s  n o  doubt i n  some: ways a  r e f l e c t i o n  

. -  o,f the  nenera l  chaos. B u t  i t  can* a l s o  ba seen a s  
. - - .. an- a t t e g p t  t o  b reak  o u t  of  t h e  'dead endt of  the  

' c losed  sys temt  of Murphy. 
t . , 

-4 

~ o r t h r a ~  Frye contends t h a t  :Murphy commits 
s u i c i d e ,  h u t  I t h i n k -  the -  t e x t  i n  -the sg pages (248-53 ) 
s e r i o u s l y  cha l l enges  such  a  conclgsicm. Murphy's 
i n t e n t i o n  seems t o  be t o  calm down and go beck t o  
Gelia .  See I n t r o d u c t i o n ,  p. 5 . \. 

lo "Murphyts mind" i s  c l e a r l y  what nvlts t o  
be w r i t t e n  about ,  and i s  w r i t t e n  about. - T h s x p e ~ i -  
m-ce w i t h  M r .  Endon opens a  new dimension, -or) - 
t t i r ea tens  t o ,  the  f u l l  i m p l i c a t i o n s  of which cannot 
be d e a l t  w i t h  i n  Murphy. A c o n f l i c t  i s  v i s i b l e  
between what i s  'known1 ( t h e  s e l f - s a t i s f i e d  a i r  of 
Mur h  1,' sfice what is Imownlia i n e v i t a b l y  ' c l o s e d t ,  
a  i l u n h o w h , l  prammt i n  the  n a r r a t i v e  a s  
t h i s  exper ience  w i t h  W r *  Endonts  eyes. M r .  Endon 
a l r e a d y  a b i d e s  i n  t h e  'Third Zone1 of  Murphy's mind, 
metaphor ica l ly  speaking,  and the w r i t i n g  a f t e r  
?Wrphy I n t u i t f v e l y  s6trka a m o m  a r a c t  formtxlatfon' 
of t h a t  kind of exper ience .  - 
a a L 4  

An i n ~ e $ t i g a t i c n  of  t h e , s t r u c t u r e  of a  t e x t  
need n o t  koncern i t s e l f  w i t h  the  u a l i t  of t h e  w r i -  
t i n g .  Form, too ,  b e a r s  no  e x a c t  r e  a t i m  t o  q u a l i t y  

, o f  express ion ,  however mucH i*t, a f f e c t s  the  e s t i m a t i o n  
of q u a l i t y .  



202. - l2 The r e f e r e n c e  t o  "f3eethovent' shows how f a r  4 
1 removed Belacqua a c t u a l l y  i s  from "himsel f t ' :  he - 3. 
l o b j e c t i f i e s ,  with t h i s  c u l t u r a l  r e f e r e n c e ,  h i s  only 9 

=&. 

a u t h e n t i c  a c t i o n ,  " s e l f  ." As f i r s t  of t h e  pro tago-  4 
n i s t s  i n  t h e  w r i t i n g  s t r eam,  he -is whol ly  o b j e c t i v e .  c 

$ -g 

'5 Belacqua h imss l f  ig n o t  a  w r i t e r .  I mean A 
s imply  t h a t  t h e  w r i t i n g  a c t  i'tself i s  a c c u r a t e l y  f 

- p i c t u r e d  in  t h i s  d e s c r i p t i o n .  d t 
l4 Kenner i s  h i s  u s u a l  g a t e  " " f l a t  l e a s t  

as r e g a r d s  h i s  w r i t i n g  a b  u t  B c k e t t t s  works)  i n  
a s s e s s i n a  More P r i c k s  Than K k s  t 

"%e book w i l l  c h i e f l y  i n t e r e s t .  s t u d e n t s .  
With c a r e f u l l y  d i r e c t e d  a t t e n t i o n ,  we can pe rce ive  
l a t e n t  w i t h i n  it his  l a t e r  d i r e c t i o n s .  Other 
c l a ims  shou ld  n o t  be made .'I (Hugh Kenner, A Reader I s  

Guide t o  ~ a m u e l  Becket t  (London: Thmes  and Hudson, . r' 
1 9 ' 7 3 1 9  P* 49.) \ %  

1 5  Ludwig W i t t g g n s t e i n ,  Thb Trac ta tus -  L o ~ i c o -  
Ph i losg  h i c u s ,  quo ted  i n  Anthony Kendy, -* ambridpe Harvard U n i v e r s i t y  P res s ,  

1 6  Okscurer ,  b u t  impor tan t  perhaps i n  a  anumber 
of connexions,  such  a s :  t he  d i r e c t  r e f e r e n c e  t o  the  . . . 
l a d d e r ;  s e v e r a l  p o i n t s  o f  connexiorr, runn ing  b o t h  
ways, w i t h  Malone Dies;, t h e  s i m i l a r i t y  i n  t h e  namas 
?@cket t -Becket t ;  e t c .  Mr. Hacket t  i s  sometimes 
c ' i t ed  a s  ~.a ~ o u n t e l r  t o  Watt ( J a c q u e l i n e  Hoefer ,  "Watt," 
i n  ~ a m u e l  - ~ e c k e t t  A C o l l e c t i o n  -of C r i t i c a l  ~ s s a ~ s ,  
ed .  Mart in  E s s l i n  (Em~lewood Cliffs!  Prent ice-Hal l  , 
Inc., 19651, pp.-73-4;),  b u t  t h i s . s u g g e s t i o n  needs - 
mom c a r e f u l  s c r u t i n y  than  it has r e c e i v e d .  I 
t h i n k  t h e  t e x t u a l  presence of  M r .  Hacket t  f a r  t o o  
s l i g h t  t o  j u s t i f y  any  such l a r g e  - s c a l e  a s s o c i s t i o n s .  

For i n s t a n c e ,  t h i s  tendency i n  r e l a t i o n  t o  
t h e  " c l o s e d  system" n a t u r e  of  t h e  book m a n i f e s t s  in 
Murphy's moving from t h e  room he and C e l i a  sha re  
a l l  t h e  way t o  t h e  g a r r e t ,  while C e l i a  h e r s e l f  
( c l o s e s t  t o  Murphy a s  a  s e r d o u s  c h a r a c t e r ) ,  behind 
Murphy i n  t h e  p a r a l l e l  'ways upward,' moves on ly  
t o  t h e  n e x t  f l o o r  abovs.  Th i s  d i r e c t i o n  "upwardt1 
i s  an i r o n i c  (and perhaps  unconsc ious)  con t rad ic t ion_  
of the &escr ip t$an  o f  Mwphy 9s mind, if i  -wXich-tEe 
d e s i r e a B l e  d i ~ e c t i o n  i s  downward. 

l -Dssplke t h e  a w e  ef "apw-rtrdnes& iw t i e  book-. 
#ur h  a s  wr i t i r rg  i s  c o n s i s t e n t  w i t h  t h e  "descent"  
d t i f :  t h a t  i s ,  i t  i s  below More P r i c k s  Than Kicks  - 
( i n  t h e  s t r eam,  n o t  i n  q u a l i t y ) ,  b u t  s t i l l  f a r  above 
Watt. For i n s t a n c e ,  ~ e l a c q u a  d i e s  i n  t h e  mids t  of - 
a group of d o c t o r s  and n u r s e s ,  b u t  Murphy d i e s  
a lone .  



The e x p l i c i t  r e f e r e n c e s  t o  W i t t g e n s t e i n l  s 
famous remark e s t a b l i s h  an abv ious  l i n k  between 
Murphz and Watt,  b u t  d i f f e r e n c e s  i n  t h e  mentionjngs 
a r e  wor th  n o t i n g .  In t h e  former,  i t  i s  an o b j e c t i v e  
comment, a  c u l t u r a l  r e f e r e n c e  added t o  tha n a r r a t f v e  \ 
th rough t h e  " t h i r d  pergon voice."- In Watt - t he  r e -  
mark a p p e a r s  each  t ime a s  d i r e c t  f i r s t  person  speech_ /  

, b y  a  c h a r a c t e r ,  an "I" form r a t h e r  than  .a "they." 
,The - form o f  t h e  r e f e r e n c e  i s  d i f f e r e n t  jn&he two* , 
t twr i t ings , ' '  i n d i c a t i n g  a  d i f f e r e n t  r e l s t i o n  between 
t h e  subs tance  o f  t h e  r e f e r e n c e  end t h e  p e r s p e c t i v e  
behind t h e  w r i t i n g .  

S i g n i f i c a n t l y ,  Watt h imse l f  (who, a s  pro-  
t a g o n i s t ,  ~ e p r e s e r t s  i n  t h e  w r l t i n a  t h e  b a s i c  ob- 
j e c t i v e  p i c t u r i n ~  o f  t h e  p e r s p e c t i v e )  d6es  not-- 

~. make t h e s e  r e f e r e n c e s .  Nor does  -Sam, t h e  "na r ra to r . " .  ' 
This  s u g g e s t s ,  in t h e  vbawi%fp&f Watt a s  w r i t i n p ,  
t h a t  t h e  changed + e l a t i o n  i s  s t i l l  l & r g e l y  an un-- 

' consc ious  one ,  p r e s e n t  i n  t h e  w r i t i n g  b u t  n o t  i n  
hz the  n - a r r a t  ive  . 

b I *. . l9 Remarks l i k e  t h i s  i e n d  s u m o r t  t i  the  , b i e r  
of Watt a s  a  " b ~ d i l ~ ' ! - ~ r e i n c a r n a t i ~  of pure-mind 
Murphy. 

20 The c o n f l i c t  i s  r e a l l y  one of  o p e r a t i o n a l  
v e r s u s  r e f e r e n t i a l  language.  

21 I am of  course  s i m p l i f y i n g  he re .  S e v e r a l  
works, i n c l u d i n g  Mercier  and Camier, come between -- . . Viate and Mollo O f  e s p e c i a l  l n t e r e s t  a r e  t h e  
"Three S t d o d i c h  a r e  v i a b l e  f i r s t - p e r s o n  
n a r r a t i o n s  much l i k e  t h e  w r i t i n g  i n  t h e  T r i l o p y ,  

, a l though  s t i l l  more concerned w i t h  o b j e c t i v e  
c o n t e n t s  t h a n  the  works of  t h e  Tr i lopy .  But 
chronology i s  n o t  t o o  e x a c t ,  r e g a r d i n g  e x a c t l y  
when t h e y  were w r i t t e n . )  But n o t h i n e  r e a l l y  major  
g e t s  done between Watt - and Molloy. The proping  
n a t u r e  of  t h e  w r i t i n g  between t h e s e  6ooks i s  b e e t  
i n d i c a t e d  perhaps  by Wat t ' s  s u r p r i s i n g  appearavce 

* 
i~ t h e  c l o s i n g  pages of  Merkier  and C ~ m i e r ,  t h e  
on ly  i n s t a n c e  o f  a  former c h a r a c t e r  appea r ing  
b o d i l x  i n  a  subsequent  work. 

Wat t ' s  oddness a s  a book p e r s i s t e d  i n  i t s  - -- -- - - 

p u b l i s h i ~ p  h i s t o r y ,  s i n c e  i t  d i d  n o t  ~ p p e a r  G t i l  
1953, a f t e r  t h e  ~ r i l o ~ ~  had a l r e a d y  a p ~ e a r e d .  

22 See Chapter  One, pp. 19-23. 



204. 
2j A l l  t h e s e  f a % t u r e s ,  t aken  c o l l e c t i v e l y ,  may 

be seen  a s  a  k ind  of " l a s t  gasp" of a l l  t h e  irri- 
t a t i n g  n a r r a t o r i a l  i n t e r u p t i o n s  of t h e  e a r l f e r  books, 
t h e  " t o o  v i s i b l e "  f i r s t  person  n a r r a t o r .  

24 Martin Heidegger ,  On The Way To L a n ~ u a g e ,  
&rans .  P e t e r  D. H e ~ t z  ( ~ e w  York: Y a r m r  and Row, 
1971)p P O  72- 

25 Murphy  and Watt d i f f e r  i n  t h e i r  c o n c e p t i o n s  
o f  t h e i r  minds ,  knowinp q u i t e  e x a c t l y  what 
he menns by  " h t ~ M ~ ~ ~ ~ x  bu't Watt n o t  st a l l  s u r e  
what such  a  te rm mesns ( 7 6 ) .  
' ' 2 6  And s i n c e  the  p r o t a g o n i s t  i s  here r ega rded  

a s  t h e  embodiment of  the p e r s p e c t i v e  behind t h e  
& i t i n g ,  t h i s  s u p m s t s  E e c k e t t  h imsel f  was s i m i l a r l y  
" t rapped"  a t  t h a t  p o i n t .  

27 Not s imply  n o s t a l g d o a l l y .  It i s , b e c a u s e  W t t  
can neve r  be where A r t h u r  i s ,  aga in ,  and he b o w  
t h i s ,  t b a t  he i s  now sable t o  e n j o y  t h e  s t o r y  f o r  
what it is .  The ' o b j e c t i v e  m n t e n t s f  provide  a  
s u b s t i t u t e  wor ld ,  f o r  A r t h u r ,  momentarily;  b u t  t h e y  
make a. t h i n g ,  f o r  Watt ,  n o t  u n l i k e  h i s  own " p i l l o w  
o f  words" - b u t  w i t h o u t  t h e  a t t e n d a n t  l abour .  

A 

28 Ludwig W i t t g e n s t e i n ,  ~ h i l o s o ~ h i c a l  ~ n v e s t i @ t i & g ,  
t r a n s .  G.E.M. Anscornbe (Pew York: The Macmillan 

29 Watt cannot  f u n c t i o n  i n  t h  e g u l s r  wor ld ,  
a f t e r  h i s  s t a y  a t  M r .  Knott  's. H !-%? m e t s  Sam i n  
some s o r t  o f  menta l  h o s p i t a l ,  and h i s  p r o g r e ~ s i v e  

- d e t e r i o r a t i o n  .of a b i l i w  t o  communicate u s i n q  the  
f a m i l i a r  s y n t a x  and o r t h o ~ r a p h y  of " t h e  o r d f ~ a r y  

It world,  r e f l e c t s  a  k i n d  of  " i r s a n i t y , "  though,  t h e  
word i s  perhaps  t o o  s t r o n g .  

'O He d o e s n ' t  e x a c t l y  f a l l ,  r a t h e r ,  he i s  
knocked down by some o t h e r  c h a r a c t e r .  Watt has  a  . - 
c e r t a i n  obduracy o f   re sence t h a t  c o n t r a s t s  mark8 d lv  
w i t h  Murphy, whbse absence proves  s o  p i v o t a l  i n  
h i s  novel .  
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31 The "Mollsy a f f a i r t t  en t o t o  i s  t h e  even t .  

which d i s l o c a t e s  Moran ' s  sense  of  r e a l 3  t y ,  r a t h e r  1 

than  any p h y s i c a l  encoun te r ,  H i s  d i s c o m f i t u r e  
b e g i n s  immediately,  r a t h e r  than a f t e r  t he  " c r i s i s "  
on t h e  road.  w 

j2 To s a y  " i n  Morants  mind" d o e s n ' t  r e a l l y  h e l p ,  
, - 

i f  we a r e  t a l k f n ~  a b o u t  t h e  expe r i ence  of  t h e  whole 
book i t s e l f .  There is n o  s ~ l i d  ground a v a i l a b l e  
f o r  say inn  a n y t h i n 3  d e f i n i t i v e l y  about  t h e  Moran - d ,  

Molloy r e l a t i o n .  Text o f f e r s  i t s e l f  a s  the  o n l y  
r e l i a b l e  meam f-or e s t a b l i s h i n c  a boundary f o r  - 
d i s c o u r s e ,  but even he re  one must' proceed as much 
i n  terms of what i s  n o t  s a i d ,  a s  i n  terms of  what 
i s .  P 

iJ5-.  his i s  an imporatant  d i s t i n - c t i o n .  Molloy, , . .  p . 
and n o t  "Molloy," i s  the  r e a l f t y  i n  the  w f i t i n g  
s t r e a m  a t  t h i s  po in t .  The o b j e c t i v e  wqrld i s  
renounced b u t  n o t  e n t i r e ' l y  denied ,  In Malone Dies  i i 

a f u r t h e r  s t e p  i s  t a k e n ,  through the  r e d u c t i o n  of  j 
t h e  o b j e c t i v e  world t o  t h e  w r i t i n n  s i t u a t i o n ,  p e r  1% 
s e ,  bu t  Lt i s  n o t  .yn-ti1 The Unnamable t h a t  outr i rzht  

- 

' d e n i a l  of  o b j e & t l + i t y  occur s .  

34 Mart in  Heidegger ,  On The Wag To ~ a n ~ u s ~ e ,  
t r a n s .  P e t e r  D. Hertz  ( ~ e w  York: H a r ~ e r  and Row. 
19711, P. 72. 

. F s c k e t t  does n o t  r ega rd  language- a s  
p o s i t i v e l y  a s  does  Heideaaer ,  bu t  Heideqeer ' s  
" d e s c r i p t i o n "  he miah t  be w i l l i n q  t o  a%cept  a s  a  
s t a r t i n g  p o i n t .  - -  . 

i 



'a. 

Conclus $dm 

The r e a d e r  b e a r s  witnesg t o  t h f s ,  f o r  memorie s j 
* 

of  "what happens" in  Molloy a r e  n o t o r i o u s l y  u n r e l i a b l e ,  7 3 
One's only  recourse  i s  t o  re-read,  c l o s e l y ,  t h e  t e x t .  4 

Wat t ' s  memory i s  unt roubled  b e f b r s  he e n t e r s  
< 
2 
' P  

M r .  Knot t ' s  employ. - 3 -. 
"! 
i 

And he had experienc6d l i t e r a l l y  no th ing ,  -I { 
s ince  t h e  age of  f o u r t e e n ,  o r  f i f t e e n ,  of - 
which i n  r e t r o s p e c t  he w a s t n o t  c o n t e n t  t o  r. 

, say ,  That i s  what happened then.  (73) 3 
3 The v e r b a l  r e p e t i t i o n s  appear  mainly i n  the  

Tr i logy ,  where t h e  n a r r a t o r s  speak t h e  whole t e x t  
d i r e c t l y .  They add g r e a t l y  t o  the  sense of t h e  t e x t  
a s  a  ' s p e a k i n g P t  a s  does t h e  ex tens ive  use o f  c l i c h e .  
The c l i c h e s ,  c u l t u r a l l y  c o d i f i e d  r e p e t i t i o n s ,  a r e  a  
k ind  of bedrock o f  convent ional  p e r c e i v i n g  ( twisdom 
l i t e r a t u r e ,  s o  c a l l e d ) ,  which Beckett  t u r n s  i n s i d e  
ou t  by p l a c i n ~  them i n  c o n t e x t s  where they  a p p l y  
l i t e r a l l y  a s  wel l  a s  a b s t r a c t l y .  The c l i c h e  i s  a  
primary means by whfch the  Beckett  t e x t  " reaches  
beyond i t s e l f "  i n t o  t h e  r e a d e r ' s  nori-reacl-ing enB- '\ 

vironment,  s o  consc ious ly  aware does one become 
of t h e i r  double a p p l i c a t i o n s .  Nothing i s  met w i t h  
more f r e q u e n t l y  - in d a i l y  speech, one ' s  own and o ther  
peopleb. !t'he v e r y  f a c t  t h a t  the  c l i c h e  i s  ."dead 
w r i t i n g "  g i v e s  it an o r a l  v i t a l i t y ,  s o  common a  
f a c t o r  i s  it in  spaech,  and B e c k e t t l s  t e x t  owes 
much of i t s  d i r e c t n e s s  o f  e f f e c t  t o  h i s  a d r o i t  
usage of it. 

,Th i s  tendency i n c r e a s e s  i n  ' the  T r i l o a y ,  
b u t  many examples can be found of such c a r r y  over 
between widely s e p a r a t e d  t e x t s ,  ex tending even t o  
t h e  many b r i e f  l i t t l e  w r i t i n g s  Beckett  has  published 
i n  r e c e n t  years .  Compare: 

- -  - - 

There i s  no th ing  a t  f i r s t  s i g h t  t o  d i s -  +A 

t i n g u i a h  him from the  others . .  . . (60) * 

(The L o s t  Gies, Wove FFess E c . ,  192) - 

7 
with ,  from ~ o l l o ~ k  People pass t o o ,  hard t o  

d i s t i n g u i s h  from yourse l f .  (8 )  



Since t he  w r i t i n g  i s  viewed a s  one language 
f i e l d ,  chronology cea se s  t o  be a f a c t o r :  
d e a t h  a f f e c t s  one markedly, i f  one has . r e a  
l e s s  so  perhaps i f  no t .  I am speaking fram an 
o r i e n t a t i o n  t o  the f i e l d  a s  a  -whole, and n o t  from a 
d e s i r e  t o  make the e a r l y  w r i t i n g  ' b e t t e r 1  . - than i t  
i n  f a c t  is. * 

It i s  the  r e p e t i t i o n s  i n  a  w r i t e r ' s  work, 
from book t o  book, t h a t  enable the  fo l lowing  o f  t he  
work a s  voice ,  i n  p a r t i c u l a r  r e p e t i t i o n s  of i n c i -  
d e n t s ,  scenes ,  d e s c r i p t i o n s ,  kinds of  c h a r a c t e r s ,  
e t c .  Sherwood Anderson, f o r  instance., i s  e s s e n t i a l l y  
a  s h o r t  s t o ~ y  w r i t e r ,  even i n  a  n o v e l ' l i k e  Mang 
Marriage8 whdch, seen a s  a  novel ,  was u n i v e r s a l l y  
condemned. In Rawthome I s Bl i t heda l e  Romance and 
S c a r l e t  L e t t e r ,  the c h a r a c t e r  t r i n e s  o f '  Zanobla, 
Roll ingsworth,  and P r i s c i l l a ,  i n  t h e  former,  and 
Hester ,  Dimmesdale, and Pea r l ,  i n  the l a t t e r ,  du- 
p l i c a t e  each  o t h e r ,  'and provide an i n t e r e s t ,  s o  
f a r  as Hawthorne's l forml i s  concerned, q u i t e  out-  
s i d e  the  immediate n a r r a t i v e s .  Hemingway I s  a n  
0bviou.s example of a  w r i t e r  t e l l i n g  the  same s t o r  - 
over and over  (and worse each t ime,  i n  t he  nove l s  , 
whereas Fau lkne r l s  i n d i v i d u a l  t e x t s  va ry  g r e a t l y  

T 
i n  shape,  r e p e a t i n g  themselves i n  o the r  ways, e.g., 

,+ 
r e l e t i o n  between commentary and dia logue.  

But what I am speaking of i s  a  q u i t e  obvious 
f a c t o r  t h a t  should s u r p r i s e  no one, who t h i n k s  f o r  
a  moment of  the  l i m i t s  of  any one i n d i v i d u a l  s o  f a r  
a s  a  range of expressdon i s  concerned. Onesel f .  i s  -. - 
t h e  always- a t . h a n d  ready example. The emphasis I 

- place  upon "voice" i n  r e s p e c t  t o  t h e  s t r u c t u r e  and . 
form of 'a l i t e r a r y  work has p r i d r i l y  t o  do w f t h  
turnZfg a t t e n t i o n  t o  the  ex e r i e n c i n  o f  t he  work, 
and away from an a b s t r a c t  +-- nu  t h a t  d e s s i c a t e s  ex- 
perience.  The works, any works, a r e  d i r e c t l y ,  
phys io log i ca l l y  apprehendable,  and w i l l  never  be 
apprehended i n  any s i g n i f i c a n t  way u n t i l  t h i s  d i -  
mension b f  l i t e r a r y  experience i s  allowed f o r o  
" ~ e a n i n g a "  r i s e  ou t  of experience,  a l though one 

\ would never  know t h i s ,  l i s t e n i n g  in  on most any . 
b classroom in  North America, a t  any l e v e l .  The ' , .  s . 

awfbl proof i s  demonstsated i n  the bu lk  of academic' 
c r i t i c i s m .  - - -  -- -- - -  - 

Quoted i n  Mrkh Win, kitrod; ,-Semue2 -&ck t t - - 
A Col lec t ion  of C r i t i c a l  Essape, ed. Mart* E s s l i n  
(Englewood C l i f f s  t &ent ice-Hal l ,  k c . ,  19631, p. 1. - 
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