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ABSTRACT

This thésis views Samuel Beckett's fiction as
radically'different from traditional prose fiction,
and attemptsigorlocate the sources of this differ-
ence. The difference, it is argued, procseeds from
a changed way'of perceiving reaiity. In visual art
a distinection has long existed betwesen "realist"
and "abstract” parcéptual mode s, but £his-has been
much less true of verbsal art,vparticularly inrthe'
novel. Prose fiction traditiénélly locates 1tself ’
within the perceptual realism of subject/object
‘separation, sanctioned by the conventions of om-

" niscient parratioﬁ; transparent language, and linear
perspecfive. By contrast, Beckett's work is ab-
stract s subjact/objact relation is present in a‘~¢m#
non=-separated condition,,impiemented in the work
through direct, non-omiscient narration, an opaque
language, and a non-linear narrative method.

Critical methodology must ackﬁowledge these

changes, through approaching the Beckéftvtext as

an "action In language" rather than as a "language

“object." In this thesis the six works studled are
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approached as a dynamic fleld of language, within
which each has only a prdvisional'séparateness.
The éctional nhﬁurq of the field is emphasized by
a direct attention to literal text as both a
'spsaking' and a 'writing,' and through focusing
upon relations in the whole language fleld, réther
than upon analysis of spécific texts or of ths
fisld 1tself as a 'whols object.!

Ehough one hesitates to draw dogmatic con-
ciusion;, it seems clear that Reckett's work effacts
a break with a dominant tradition of prose writing,
best understocod in terms of a conflict between "ab-
stract" and»"reélist" perceptual modes. As a dif-
feregf kind Of'writing,”Beékett's work provides a
unique a?perience unavailable in the traditional

‘novel, and makes possible a whole revalustion of

" the traditional way of perceiving prose fiction,

(1
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"She felt, as she felt so often with Murphy,

spattersd with words that went de;d és soSh as they
sounded; sach word obliterated, before it héd time.
tp qgkg sensf,:by the word that came}next; so that .
in the end she did not know what had been said.“'Ifiiﬂ

“was like difﬁicult'music heard for the first time,"
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The Critics!

~other, unnamed, characters in ths work. -

I;ﬁftions. Molloy speaks of the hat' "C" 1s wearing:

@

Much of the critical writing about Samuel Beck-

ett's fiction runs quickly aground in a peculiarly

ol «“J:mmﬂmmﬁwmwmw ‘

obvioﬁs fashion. In an opening«sequenge'Molloy de =~

scribes two travellers, identified as "A" and "C".

I
i

ST

These travellers are mentioned by‘néme only onces or
twice in the "Molloy" half_éf the book (8-15; 41),

and not at all in the "Moran" half. Yot John Fletcher,
a fespectad Beckett critic, writes as though "Aﬁlqu

"C" are present throughout, and 1dentifies them with

The man C has a cocked hat which Moran describes,

when he sees it later In the story, as 'quite

extraordinary, in shapes and color...like n
= had ever seen', amd he carries a stout-

this club in hand that C approachns Mo

w00ds.Z (// Y

AR

" o (emphasis mine )
/\-
There -1i3, howover, no- textual basis for these identi=~

)

B R TER N TS

: It seémod to me he wore é cocked hat. I remem-

ber being struck by it, as I wouldn't have been

~_ _ for example by—a cap - or*by*a“bowisr?”*fiﬁﬁf’ e

L
|
|

o +\WJ Sl

"hat, which the 1east gust- would’earry far away.,

Unless 1t was attached under the chin, by*mtxna
"of a string or an elastic. (13) T

=
i
3
i
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And‘Mdban, later, speaks of the hat,someonedapproach-

ing him 1s wearing:

T was thinking he could not be much over rfifty-
¢ five when he took off his hat, held it for a )

- moment in his hend, then put it back on his

hoad. No resemblance to what is called raising
one's hate But I thought it advisable to nod.. ,
.The hat was quite sxtraordinary, in shape and - " o
colour. I shall not attempt to dqscriba it, it . _
was 1ike none I had ever seen. (1h6) o

Tha'reaaar doas not, and'canﬁht, knoﬁ,that it is "c*  i .
who approaches Moran, for the text doe s not mention
"C", nor that the hat 1naquastion is a "cocked hat"
since Moran gives no particulars about it. Evoﬁ in */
Molloy's descriptions, is a "cocked hat" the same '

as 7an-old-fashionedrtown hat"? The reader can only

;'decida'thase1mattagp fo;'himsalfem But Flatcher‘””‘ﬂ”'a”
writas as thoagh these are textual, narrati#e facts,

and thereby distorts the work as it actually is,
whiohaée%gps toVPe.Backatt's Molloy text and becomes
instead the critic's reconstruction of Mollo » & re-

construction Whichngoes,unacknowledged.'

o . This 1s ns@igf 1solated_ instance.’
. - ok -
R L T - . >

Both Molloy and Moran speak of a power,

. 2+ 777 more malavolent than benevolent, which

: .~ . plays with their lives. Molloy refers .
T T e "*tn this powser-as 'they!, but their only — — -
o o represontativs'whom he -sees 1s Gaber... ‘
... 7 'They' pay him for writing his story, or
S alternatively scold him through Gaber,
when he fails to do so;§Waa o

3
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Molloy in fact does not encounter anyone named Gaber,

nor mention anyons byrthét name at any point in his
narrative, although Gaber, named as such, is an im-

I

portant figure in the "Moran" text.  Molloy says:

I am in my mother's roome It's I who live there
nows, I don't know how I got there. Perhaps in
an ambulance, certainly a vehicle of some kind.
I was helpsed. I'd never have got there alone.
There's this man who comes every wesk. Perhaps
I got there tharks to hime (7) '

o
o

Gaber, naméd}*?a‘aideriniﬁe being ;nd has a natural
place in Moraﬁ{s wellfordered,-clgariy détailed world,
so different frdm Molloy's, characterized by vagueness,
forgetfulnese, and uncertainfy. These differences are
" not merely stated in, but reflected by the "Molloy"
and‘ﬁMoran" texts. One need only substitute the name
"Gaber" for "ﬁﬁis manﬁ 1ﬁ th; éaaﬁage above to feel
immediately the shrinkage that text (end with 1t,
‘Molloy's world) undergoes, through such an exact
identification. Oncé‘agaiﬁ, thevreader can only -
decide that the man Molloy refefs to is the 'Gaber'

- of the "Moran" text. There are suggestions In both
texts thaﬁ(tantalize fowards such an identffication,

: but'these only underscore the fact that probability
has replaced certainty as the context for such con-

Jecture. The uncertainty in Molloy extends beyond

‘M ik F



the narrative into the resader's own situation, for

the only "sure ground" available éo the reader is

the 1literal thtlitself, ground immediately aban-

doned when one provides names for unnamed characte_rs.5
John Fletcher 1s not alone among Beckett critics

in this sort of critical procedure. Similar diffi-

culties aré apparent in Northrop Frye's sssay " The

Nightmare Life in Death," Referring to Murphy, an

earlier, more conventlonal novel than those of the

Trilogy, Frye says: ’

Murphy looks for communicatlion in the
eye of Endon, his best friend among the
patients, but sees no recognition iIn the
eye, only his own image reflected in the
pupil. "The last Mr. Murphy saw of Mr. .
Endon was Mr. Murphy unsgen by Mr. Endon."
He then commits sulcide.

But it i1s not at all clear that Murphy commits suil=-
clde: his death is just as probably an accident.
Frye's defirite statement ("He then commits sulcide.")
implles that the book is explicit on this polnt, but
the fact that the textvleaves open the exact nature

of Murphy's death makes this a decision the reader
must make for hiﬁself. Unless this is scknowledged,
Murphy 1s not being clearly seen;“iﬁd an important
dimension of the work 1s being 1gnored.7



Molloy is far more problematic than Murphy.

Writing of Moran, Frys says:

He starts out with his son, whom he is
trying to nag Into becoming a faithful
replica of himself, and he ties his son
to him with a rops, as gozzo does Lucky.
The son breaks away....

The "Moran" text, however, reads quite differently.

I toyed briefly with the idea of attaching
him to me by means of a long rope, its two
ends tied about our waists. There are
various ways of attracting attention and I
was not sure this was one of the good onesa
And he might have undone his knots in sie-
lence and escaped, leaving me to go my way
alone, followsd by a long rope, like a
burgess of Calais. Until such time as the
rope, catching on some fixed or heavy ob-
ject, should stop me dead in my stride.

We

should have needed, not the soft and

silent rope, but a chain, which was not to

be

"dreamt of. And yet I did dream of it,

for an instant I amused myself dreaming
of ite.. (129)

The startling disparity between the critic's versim .

and the actual text calls seriously into question

Frye's critical approach, as well as svaluations

arising from that approach, for how can these be

trﬁsted when
clearly seen
situation 1is

fied, by the

it is apparent the text has not been
even on the most obvious'layelf The _
further complicated, rather than clari-

allusion to Waiting-For Godot, which is

misleading in a double sense. Pozzo and Lucky are



linked together by a rope, but they are not tied
together; rather, Lucky 1is drivqprperqre Pozzo,' R
ons and bf’ﬁhéf;gggrﬁrQGhdVL;cky'é hack, the other
in Pozzo's hand. Even in Acf 11, when Pozzo is
blind,‘thq rope is merely shortensd. 7 For Moran,
tying Jacquss Jr. to himself 1s never more than a
daydream.

These problems persist throughout the essay,
and contiﬁually undermine the critical position.
When we read "...Moran sees Molloy but doss not

10
" we want to know where in the

realize who he is,..
narrative this occurs, and what textusl evidence 1is
available for such an intriguing suggestion, but
thesé are not provided. Again, in referriﬁg more
directly to a stru0turalﬁconcern, rather than to
narrative contents; the same difficulty recurs.
Moran's narrative, which starts out in
clear prose, soon breaks down iInto the
that Molloy uses.Dl L orress memelogue
This simply does not happen, even though one would
almost expect it to. Merely giancing through the \
two'faxts'comprising Molloy, even short of feading
them, reveals the discrepancy hers. "Molloy" has
only an‘opening paragraph covering two pages, fol-

lowed by a second paragraph of eighty-three pagds.

¢



" Moran" is much more orthodoxa-ten*paragraphs of
the first five pages are balanced by ten paragraphs
over the concluding six pages, and the paragraphing
in general is quite typical. Mbracidoes s}ide into
paragraphs several pages in length (four paragraphs
over pages 140-5l) midway through the book, during
his crisis, but he never dces succumb entirsely to
che "associative paragraphless monologue" of Molloy.
Though veryfchangad, he is still Moran at the end of
his story, and this 1s reflected in his writing style
as fuliy as in the stacementa and events of his 1life,
once returned from his joufﬁay. While it is quite
important to note where the writing in "Moran" is
most like the writing in "Molloy," i{ is certainly
not the casc that Moran's 'style' is ever subsumed

into Molloy's.

Unlikely as 1t may seem, these problems ars
common in the Beckett cri#Lcism, and their preva-
lence emerges as symptomatic of a general dirfi- N
culty. Were they confined to one critical work, .
or even to one critic, they could be explained
perhaps as aimply a slip of the eye in reading,

or a badly printed version of text, or a hurried -

%ii ‘?ﬁ‘jﬂf‘& W AT S



effort in order to msatig”deqdlinp;ﬁbr«&nwoverwean-

ing bias either for or against the author, or in

support of some extrems critical viswpoint. There

. . \'1
are examples of these in the criticism as well,lbut

the most unusual, frustrating, and puzzling aspect
of the criticism in general remains the too-obvious
distortion of textuai statement through uncareful
reading, and the seemingly unknowing and certainly
unacknowledged substitution of personal conception
of the work, for the in=-fact text as it appsars on
the page. To some extent, of course, this occurs
in the writing about any author, but rarely so
blatantly nor embarrassingly as with Bsckett. That
this is not entirely accidental (even if we allow
for the 'good intentions' of the eritic) 1is sug—
gosted in a remark by Ruby Colmn, referring to ths

Trilogy:

However, if details are glossed ovsr,

skeletal plot outlines may be attempted.12

Other critics immediately follow this lead, as when
Edith Kern, writing of Molloy, says:
Yet this bewilderment 1is easily dis-

posed of, if we _reverse the order of
the two parts.l3



10,

An excellent example of what happens "whsn the details
are glossed over" is provided by Frederick Hoffman in
his discussion of Moiloz, a typical statemant }rom
which is: | |

Molloy speculates sbout another being,

who 18 identified in part two as Moran,

searching for and merging with Molloy. 1h
Example upon example can be cited, from the criticism
1n-genora1 and from specific works of individual
critics, although space does not heres permit an
extensive examination of a large body of criticism.1
It is & measure of the powsr of Beckstt's work
that crifical essays are so revealing of their
own authors, for the Beckett text provides an ex-
adﬁing guide against which to measurs anything
written about it. |

But what sort of explanation can bs offered for

the kind of procedural error hers noted? And why is
it so prevalent? Much of the prbbléﬁ wéuld seem to.
1ie with the way & literary text is percéivod. The
tendﬁncy implicit in Ruby Colm's remark, that of 1ig-
some rounded off 'whole picture' of &vwork; is inci-
dental to an approach that deflects attention away
from the text 1tseif, towards interpretational meanings

only the critic can provide.



N . .

When the text 1s looked at closely, in fact l1iterally,

and ite details are allowed to stand forth as they

were written, in all their irresolvable complexities,
a very different and much clearer ﬁicture of the work
begins to emerge. Beckett's writing has difficulties
of . a specific kind which requirs a dirferent sort of
reading orientétion than more traditional novels.
Habits..engendered by the bulk of prose fiction reading
111 serve the reader who is confronted with a Beckett
text. These habits include, tacitly if not explicitly,
a number of assumptions about the nature of fiction,
of reading, and of writing, assumptions gsnerally
shared by writer and r#adorvalike but which Beckett's
work directly challenges, These matters ars dis-
cussed—at more length 1at;r in this Introduction.

The reluctance of many critics to deal directly, or :
more diroctiy, with the Beckett texts perhaps stems
from an Intulted sense of the text as a threat to a

worldrviow they not only shares but espouse. A ma jor

Al

concern In the presentﬁthesi; i1s to sh6Wuhow the ..
Beckatt Trilogy is a ra&ical departure, in form,
from the traditional novel, that Beckett's writing
is revolutionary in this regard. To that end, it 1sk
first necessary to review some broad currsnts ;fr

twentieth century intsllectual and sesthetic history.

11.
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"Realist" and "Abstract" Art

Dofa‘Vallier in her impressive book Abst;act
523 ibéatea Qrmajor changé in twentisth-~century
consclousness by dascfibing the conflicting views
;f reality designated by the terms "realist" and
"abstract." The specific origin of this conflict
she traces to changes in nineteenth-century physiés,
in which investigation shifted away from direct ob-
servation of the natural world towards the invisible
realm surrounding the narrow range of phenomena im-
madiately ﬁvailable to the ssnses. Perceptual norms
established during the Renalsssnce, primarily those
orblindar perspsctive and a human-scale worldvcen-
tered in "man's confidence in the absolute power of
hia'infglligence to achieve 1ts mission of unveiling
~ the sxternal world,"16 wers directly chalianged by
the new order of wave mechanics and Einsteinien
spéce-time. Max Flanck articulated the displacemsnt
of the Ne;féﬁién systeh by quantum theory:
Just as claésical physics spacially disin-
tegrates the system, considered in 1its
- smallest parts, and thereby reduces the move-
ments of material bodies to the movements of
their material points considered a grtori as -

invariables, so quantum physics disintegrates
every movement into periodical material waves,..

T S PR S
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Similarly, the common sense realism of subject~
object space, in which separate subject views sepa~
rate object » each distinct unto {tself in transparent

spacs, vanished in the Einsteinian space-time continuum.

Space and time were one. Though concretely
measureable, this other space and other

time which order our daily expesrisnce were
shams, pure conventions. Perception was

the victim of deception, while the intellect
was aware that there was only a single
shifting unity, of space plus time plus
energy. There was only one bond between 1t
and mani_ abstraction. Conceiving replaced
seeing.l ,

A majorvconsequence of this change was the disappearsnce
of the 'object' 1tself, and with it the whole order oé‘v
certainty constitutod by the humen scale of subject-
‘objecf perception, as succinctly summed by bener

Heisenberge.

This new situation in modern natural science
shows us that we cen certainly no 1onger con-
sider as 'a thing in itself' the building- .
blocks of matter, which originally were hald
to be the objective reality, that they es-
cape from any attempt to pin them down ob=
Jectively in space and in tims, angd that
still, fundamentally, the only object of
science at our disposal i1s what we know of
these particles...,We find ourselves in the
middle of a dialogue between nature and

men, of which science is only one part, so
that the conventional division of the world
into subject and object, Into inner world

and outside world, into soul and body, 1is

no longer applicable and gives rise to d4dif-
ficulties. For natural science...the subject



1h.
of research 1s therefore no longer nature
in 1tself, but nature subjected to human
Interrogation, and to this extent man...
here meets only himself....For the first
time in history, man finds himself alone
with himself on this earth, without part-
ner or adversary.l9
The discoveries in physics were paralleled by
the many changes in the styles of European painting
in the late'ninéteenth and early twentieth centuries,
from Impressionism through Cubism. Nonetheless, all
those changes occurred within the precincts of sub-
ject-object perceptual realism: the human scale, the
sanctity of the object, was maintainsed. Even in
Cubism
the cenfral role of the senses remains
uncontested. On one hand the painter,

on the other reality. Between the two,
to unite them, porception.20

It was only when this arrangement was\abandoned that

a real change, an sctual break with the - occurred:

the change that was (and 1s) abstract arty o

Whereas formerly the senses established
a dafinite bond between man and the out=
side world, abstraction...dug an abyss,
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Abstract art was not simply a "tendency" but
“a phenomenon," even though this was not 1mmediately
apparent and is available as such only to the hird-
sight of half a century lafar. Vallier notes a his-
‘torical division within abstract art itself. The
initial phase, most*prbminently represented by Kane
dinsky and Hondrian,‘was more intellectual and ideal -
istic, dominated by the search for "a geomatrical ab-

-

solute that would express the visual yorldg“
Heisenberg's Uncertainty Principle (1927)%2 however,
‘ended such a hope, in science as well as art. After
a period of inner retrenchment, a second phaso of
abstract art emerged immediately after World War II.
| The new works were characterized by a "growth

of the abstract within figuration;" explicit abstract
intention 1s replaced by "abatractione...as an inner

value inseparable from...substance,"

These artists...ars certainly not abstract.
..and yet the forms they create do not con-
tain a recognizeabls reality. They are
forms connected closely with reality - but
what is this reality which is not the same
as the one we see?,..which inescapably dis-
turbs the structure of our thinking, because
it forces us to aggit that figuration does
not mean realism? )




g
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Just where, .in appearance, an abyss. sapa-

' rates creator from spectator, there is only
proximity between the thing and .its ex-
pression=-a proximity inconceivadble in the .
past...The initial, géomstrical ‘remotes ab~

"straction has been succesded by a figuration-

ineproximity, which defeats critical lang-
‘uage., 1t does, in fact, figure the axter-
nal world, but bscause it dosz not step
back from this to see it at a distance,
because it is attentive to the relationship
- which makes part merge into whole, it is,
to the understanding, abstract. In this
way, abstraction and figuration have be-~
come, in our day, revsersible. They have
infiltrated each other; while the words
designating thﬁm continue to treat them
as opposites.?

(emphasis hers)

The alferation of a recognizeable content (and w;th
it, the viewer's'expectation of an spprahendable in=-
tellectual meaning) by "figuratién—1n-prox1mity"
violates traditional ;peptator/breatof relationship,
sustained by tha primgry.given ofbcritical distance,
Hﬂfh this new directness, a éap eﬁerges betwee :
"sensibility, projected forward by plastic ekpjili
ments that sharpen it," and "umderatanding, held
back by its categorioa."z5 This gap is particularly
‘felt in any attempt to analyze or deséribd either
the work or the experience provoked by it, sinée the
penceivgr'a,experience,Lsfnéflongor~separaterfromfv
'jthe work itself, 1ﬁ the traditional understanding

-

of 'separate.’

JUADHS FUREA
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The very term 'abstract arthcéntaina a con-

6
tradictgon? a contradiction representative of" an

inherent conflict between the language_atructures '

11

which are the primary méana for describing experién
ence, and the kind of exparience abstract art pro-»

Yiies.' Marshall McLuhan has oxposed this conflict
"

in his lucid attack on the "tyranny of print culture .

Not only does modern physics abandon the
specialized visual space of Descartes and
Newton, it re-enters the subtle auditory
space of the non-literate world. And in
the most primitive society, as iIn the
present age, such auditory space is a
total field of simultansous relations....
All values apart, we must learn today
"~ that our electric techmology has. conse-
e " quences for our most ordinary perceptions
and habits of action which are quickly
recreating in us the mental processes of
the most primitive men. These conse-
quances occur, not in our. thoughts-or-
opinions, where we are trained to be
critical, but in our most ordinary sense
= v life, which creates the vortico§ and the
T ' matrices of thought and,action. B

& .‘,«

Technological innovations radically'aigér the oxgerigggi
of everybody (the atomic bomb and television are events
of global consoquoncq), jet the méﬁns for describing
thils éhaﬁge, at least 1n'wostarn~11taﬂ§te culfufe,

are 8till those of the past, the origins of which -

-

were the rise of literacy in the Renaissance, and

the coincident elevation of the visual sense as supreme.

'
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The new physics is. sn auditory domain
and long=-litgrate society is not at hom328
in the new physics, nor will it ever be.

Language structures are the‘most'intimate form
of the o1d realism, the foundétional berimaters of
our tfaditional “yay 6f seeing.“, Vallier correctly:

' notes that critical language, ss presently consti-
tuted, 1§>a£ a dead end wh;n confronted with rec;nt
Aabstract-art,,and McLuhan is right, 6ne feels, in
asserting that "lonngiterate sdciety“ will never
be at homs in the vast universe of the present. But

Vallier/is‘unéharacteristically short-sighted ihen

she goes on to say:?

2

As an instrument for dealing with forms,
language has become superannuated, and
i1s of 1ittle use for communicating to a
‘wider public plastic exgression at the
stage this has reached.Zd

»

Languaga,itsglf, still the pre;ém£;9ﬁ§ degcriptive
tool, is much more than the 1nharitedjforms of print-
cultura(realism. Literacf 1s 4 phenomenon of ianguage,
;nd not the other way ro;nd.’ Language continually
encloses literacy, something easily forgotten in
visual-oriented, print-dominated culturb:’/yrifinéﬂis

3

8 mique event in lsnguags but it is never a selfe

-

cémplete event, And language can hardly be thought

PSR

o



Y.

to be axéﬁpp.from the changes ramifylhé throughout
the whole of western consciousness and tuqntieth-
cenﬁﬁry reality, although the languagékstructures
(and the forms of thinking they cigcumscribe) aré
the laat to register the effects so obvious in every
other ‘area of contemporary life.

| While the language forms to which we are accus-

o tomed faca obv1oua,ﬁifficulttwb when'confronted with

\
N

contemporary visual art, 1n\abstrac£ vérbal art
1anguage 1Mmed1ately‘obtains mére leverage,‘31gce
fhe experiaqco of a literary work 1is 1téelf an 8x-
perience of 1ahguaga in some major way. Writer and
freader arekless distinét than painter and spoétator:
they necessarily share a ﬁore“intimgéa;rifvless tm-
med?ate, axpefience._‘And since our language forms
are very really "ourselves" in a‘more‘litpral way
than we might prefbr,‘hadiwe a dhoica, the resistance
to non-realist percebtﬁai ordefing-is undérstandably
great, just as the cépacity for;actual change (sven
if we want to change) is less ﬁvailgbld,vfhan with
visual arf. leviaion alone, with EES meny rapidly
changing imé;f:r(even though the contents of the
images remainrrealisticaliy representative), uncon=

sciously conditions the eye for a readie?'héceﬁtgnco

of cubist pninting,'but there is nothing comparsble

.19.
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in our.language environment. We have to cohscibusly
resist the resistance, as with the technique of sus-
,pended‘judgeﬁent, "by'which«we n transcend the
11mitations of our own assumptions by a critique of
them."so To do so dynamically 1nvolves one in’ the
indeterminacy signalled by Heisenberg's famous
principle. | ,

An even largsr ste? is taken'in Dora Vallier's
cpnvinping analogy between sabstract art'aﬁd gestalt
psychology/bhilosophy,reofaras ggining access to a
‘fuller participation 1n the implicit éommunication
‘pfoceas initiated by abstract yorks.of art. This
anslogy, quoted in full below, provides a comprehen-
sive and evocative stimulus for exploring the new
‘grounds of spect@tor/creator relationship. Caud-
well's remafks on peri?pt;pnéland Raymond Williams'
descriptions of cresative process and artist/%iewer
rélgtion,az underscors the deep-level changes in-
forming current understanding of pércaption itself,
perticularly when contrasted with the pérceptual
realism of the past. The analogy is as 1mporfant
for varbal as for ﬁisual abstract art, and estab-
lishes the implicit;boundaries within which the

present study of Beckett's fiction proceeds.

- 20.
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Since the experience of which an abstract
work of art tells is centered on the spe-
cific means of expression of that art, its
significance has to be resd in the inter=-
action of the forms, in the combination of -
the colors. Being subjective in the high-
est degree, every abstract painting and
every abstract sculpture will be always at
the same distarice from our uwnmderstanding,
whether ‘it 1s barely sketched or 'finished:
umlike a realist work Q@ art, 1t will not
be more "clear" at the ¥nd than at the
beginning. "hat then makes its structure
attract and hold us? And what part of .us
does it attract and hold? ‘

Gestalt psychology has undoubtedly
given the most exhaustive answer to that
question, because it has managed to dis-
cover objactive besacons deep down in our
most subjective experlence of form--be-
cause it has been able to observe cartain
constants in the immediate reactions of
our ssnses, apart from the understanding
and not bound up with it in any way. By
3o doing it has completed classical psy-
chology, which considered subjectivity as
.unsurmountable precisely because intro-
spaction could only increase unintelligi-
-bilitys on that slope whers a fall into
the incommunicahle seemed inevitable,
Gestalt psychology applisd a brake when
it provided scientific proof that the in-
effable 1s not necessarily incommunicable.
And since the whole adventurs of the ab-
stract work of art takes place far away
from what can be stated logically, it
seems to me that the key to its message
must be looked for in the Gestalt--that
untranslatable German term for a form
conceived as somehow including both the
form-aspsct and its expsrience. It seems,
in short, that there 1s an infallible cor-
respondence betwsen pure form, taksn in
all its complex appsarance, and our sensory
structures by virtue of which we perceive
it. What 1s more, we seem to be ‘sensitive

1
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to & balance or imbalancse in forms, and
this is spontaneously perceived through
being a reflection of thess same sensory
structures--especially when we are dealing
with forms produced by man (like those of
art), because they have bessn created out .
of the man's sensory structurs, which is
like ours. That baslance, felt on the
sensory level, must give the spsctator,

it seems to me, the assurance which likensss
gives him Iin a realist work of art; and it
i1s at that level that communication prob-
ably takes place in abstract arte--closer
than words, closer than intellsctual cate=.
gories, within an area where there are only
sensory data common to artist and onlooker.
Gestalt psychology has noted that within
this area the image organizes itself accor-
ding to visual fields, obeying correspond-
ing lines of force, and that optical per-
mutations are accomplished in a way that

. does not vary from one individual to
another. It has thus bsen able to distin-
guish, beyond the isolated form, wholes
made up of forms in which sach element
exists only iIn virtue of the rest, so that
we apprehend at ones the whole and the
part--that is to say, the relation uniting
them. This immediate and complex experi-
ence, at one and the same time total and
full of fine shades, is what abstract art
.offers us, Its clarification is the most
advanced--and most disputed--point reached
by Gestalt philosophy: it sesms to me
essential for the "comprehension" of ab-
‘stract form=-in 1itself a point Iin favor

of this theory, which indeed is contempo-
rary with abstract art since 1tg earliest
rudiments date from about 1920, 3

SIE
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Forces and Objacts

The differences between writing which reflects
an abstract perceptual orisntation, and writing which
reflects gubject-object perceptual reilism, are ap-.
pa;ent in a comparison of représentative texts,

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

The specific sections chosen are an opening incident
in Molloy concerning the two travellers A and C,

comprising pages 815, and Chapter 26, "A Chair,"

from Women In Love, The particular concern is
descriptive more than ev#luative:l it is not a2 matter
of one text being better or worse than the other, but
simply of how they are diffsrent, as pieces of writing,
~and what the 1mplicafioqg of the differences are..

| The visual ssanse 1s supreme in realist perceiving
and in prése fiction which reflects that pearceliving,
with i1ts corollary of ailent reading.Bh Each chapter

of Women In Love has its own title, in many cases re -

ferring to a specific object (13 10; 11; 18; 26) or
to a specificrsetting (2; 3; 53 14). Like Van Gogh
making a picture of a chair here, a tabls there, a

person somswhere alss, yet all linked through being

done in a particular time/space period (Arles, 1888-89)
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Lawrence offers a seriaes of pictures which comprisae

'd novel, aven fhough tﬁis isAnot necesﬁariiy a‘éon-

| sciously formal aspect of the work as novel. By
entitling Chapter 26 "A,Chair;" however, he predise
poses the reader to focus on fhe’primary object in
the incident deacribed, and the chapter 1tself

stands out as a separate picturs, howeverxmuéh its
. ’///ﬂ
contents remain enmeshed in the novel at large.

7

The transparency of the langu&gg; a conssquence of
omiscisant narration, isfiﬂe equivalent~of~tha in-
visible space batwaen a viewing subject and any

physical object in the fleld of vision. The words
are invisible, only thair contents are pvesent, 80

prasent "one dossn't even know they're there."

'Look,' said Birkin, 'there 1s a pretty
chair,'

'Charming!' cried Ursula. 'Oh, charming.'
It was an armchair of simple wood, probably
birch, but of such fine delicasy of gracs,
standing there on the sordid stones, 1t al-
most brought tears to the syes, It was
square in shape, of the purest, slender
lines, and four short lines of wood in the
back, that reminded Ursula of harp=-strings.

'It was once,' sald Birkin, 'gllded -
and 1t had a cane sest. Somebody has
nalled this wooden seat in. Look, here is .
a trifle of the red that underlay the gilt. =
The rest 1s all black, except where the
wood is worn pure and glossy. It is the
fine unity of the lines that is so attrac-
tive. Look, how they run and meet and
counteract. But of course the wooden sesat
i1s wrong - 1t destroys the perfect light~ ;
ness and unity in tension the cane gave. I i
like 1t though -! :

'Ah yes,' said Ursula, 'so do 1.135
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I will now offer a realist, objsctive 'new
criticism' interpretation of the chapter, and then
an 'abstract'-commentary, in an attempt to dif-

ferentiate batween two ways of perceiving a text.

The purpose 1s to show how the Lawrance text iteelf

accommodates both approaches, wherseas, 1h‘thé dis-

cussion of the Beckett text which foilows, 1t will

‘ba shown that the realist approach. is rendered in-

effectual by the writing itself, and that tﬁe ab-
stract brientatidﬁ alone makes any sense. Even
though, for the moment, the’emphasis is upon crditi-
cal procedure, rather than th§ texts‘themselves,

my argument 1is thét Lawrence sﬁares, with the reaiisf
critiés, basic assumptions about writing, reading

and reality, however far apart Lawr;nce and the

"new critics" would have besen intailectuélly. By
contrast, Backett does not share those assumptions,
and the Beckett writing mocks any effort to make the

kind of symbollic reading hsre offered for, and in at

%

least some measure supported by, "A Chair." 56
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It is easy to understand a critical reading
that would see the chair s&s a symbol of a major
theme In the book--oversimply stated, perhaps, as
" the clash of old ways with new ways, and specifically -
the decline of qualitative o0ld ways bgfore the ex- .
pediency of quantitative modernity. The chair ob=-
tainsva particular significance from the fact t hat

it 1is marraa, by the wooden seat that has been

nailed in to replace the original cane &sat, and

_there 1s a great deal of textual evidence that ' -

goulq support viewing the chair as the cénterpiece
of a complex symbolism that includes descriptive
statements and actions as well as ob jects and
characters. Primary here is the titling of the
chapter itsglf, which makeﬁ the chair a visual
‘emblem of the actions and statements comprising
the chapter, as some alternative title such as
"The Jumble Market" or "An Argument" would not
have done. |

But the conflict of ;old versus new' is |
dominant throughout the chaptesr, ﬁraula is ;1ck
of the "boloved past,”" Rupert of the "accursed
present," and this astfangemnnt, never resolved

and in fact irresolvable in any final way (as

RN
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shown later by the concluding pages of both fhe
chapter and the book), 1s pgignantly, visuaily
summdd in the 1mperfecf chair. Just as the nailed
in-soat‘dostroys the "perfect lightness and unity .
in tension" the cane seat had provided, Rupert's
unresolved relation to Gerald Crich is a_primary:
obstacle in his rolafionship with,Ursula;_and in
his -selferelation. Similarly, the argument so
swiftly following the purchase of the chair mars
the initisl enthusiasm Ursula ana Rupesrt had for

s moment shared, just as the chair's passing im-
mediately through their hands to the young city
couple und;rscores, as action, thé éccelératiﬂg
decline of the world that produced the chair.

The very speedfdf*thé whole transécﬁion, Ursula's
remark "It's right for them," the implied sur-
roundings the chair will now have contrasted

with the rooms at the mill, the triumph of the

" mera utility.of the obigft played against the
image of a world in which besuty was not 1qéom-
patible with function - all these evenﬁs piéture

& world in docliné, and are centered in the 6ha1rr
as a symbolic object. Prominent in the same theme

are the young city couple themselves. The man's



mindless, rat-like‘sexuality and tﬁo'wonan's preg=-
nancy are & kind of ironic rebuff to the sterility
that afflicts Rupert and Ursula, and powerfully
suggast the pullulont modernity that will easily
overwhalm tho kind of world Rupert and Ursuls
desirs. "Hb'vo'got to 1live in the chinks they
_leave us," Ruport says, and Ursuls recoiis at this
adroit mataphorical reversal of the accustomed
relation of "rat-hole" to "human abode." The
linear perspactive dominant in realist percdption
applies in time as well aé space, for the "good
)days" of the chair, of Rupert and Ursula, snd even
of the young city men so in dread of forced mar=
riage are all in the paat, while the future, on=-
pressing and dark, will obliterato even the
'chinks! avantually, vestiges as thoso,are of a
way of 1life unabia to find eff;ctive ground for

any vital implementation.

2
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Such a reading of the chapter is consistent

with the assumptions of prosa fiction dofived frqm
a perceptusl realism determined by 'the scale of
tﬁe»object.' Linear perspective, omniscient narra-
tion, and transparent language present and sustain
aniorld of objects, implicitly separate and COm-V
- plete, however many linss of relation bind them
together. But twentieth-century world is démip
nated byvevehtsiand consequsnces offecting a very
different perceptusl scele, one which requires a
re=thinking of what ws meaﬁ'when we .use the term
'objsct.’ 4

An abstract orientation to text begins with
_»the-rejeéfioﬁ of the cgnventionsldf omniscienbe
and transparsncy, and thereby a rejactibn'of the

critical distance crucial to realist perspectiva.

Vliiﬁéioﬁly ;thing' there 1s the lapguage.that is
the work, anémignguaga has both oral énd written
dimensions. E;efy téxt is a speaking as well as
a writing, and this is the thesis I am'proposing~
to demonstrate that will explain4tﬁé nature of
Beckett's "difference", a difference which, oﬁce
percoived, should lead to a more -enlightened

‘criticiqm of his work,
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To approach the Lawrence text abstractly, is

to approaéh 1t'as an area of Lawrentian languags,

and thus not‘(impiicitly) as an tobject! but as
& dynamic field of forces. The chair is mot a
- symbol for a theme such as "o0ld ways vs. new ways"
but 1is itself ;n 1n§tﬁnce of such a‘cl&sh} a meeting -
ground of forces whiéh ?ervade the éhapter, the
" book, and the world outside ths book, which 1s the
world ths reader is groundod in whiie he's reading. "
The chair, the argument, the descriptive statemsnts,
the characters,‘théif dislogus = all are manifes=
tations, in a particular ares of language ("A
Chair"), of forées we intuitively recognize as
pervasive of human realitybitself, and thus al=-
:ggégz a part of our "experience." The writsr is
not a producer of objects for theirpader's con~-
sumption, but a vital presence in human reality,r

secured in language. "A Chair" and Women In Love

are areas of Lawrentian language, 1ndissolub1y

connected with svery othef piece of Lawrence's

written work, the whole,o!,whiéh is a figld of

forces no different except in quantity. 'Thér )
1ndividual~works'are'not‘soparata'and'dtstincf‘
from each other, but only ssparable within the

fileld,

R

R )



e

Jy'

)

3.

+

But this 1s not to say that Women In Love is

an abstract text, or that Lawrence was an abstract
artist. There ramains/g fundamental distance be-

tweén r&ader and text, inhsrent in the éxpressive
means empi;yed bylLawrencef The conventions of-
omniscient narration, Iine;r‘perspective; énd trahé-
parent language effsct a decisive and obvious de- :

marcation between texts,liks Women in Love, re-

flecfing the percaptualrrqalism of the past, and
texts 1ike Backett's Trilogy, a text wfipten from,
and not just interpreted from, an abstrgét per= |
spective.3 ' ‘ w

Beckett, through the "narrator/narrated"
innovation first fully realized in the Trilogy,
reduces thd;distance’batwéen”tha'expréssivg means’
and the work 1tself, achieving something very
‘similar to Vallier's "figuration-in=-proximity"
description of post-19,5 painting, and in this
way effects a break with the dominant tr"adist;iqn‘

so powsrfully rspresented by Lawrence,.
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e : 32.
* alA and C are two travellers, observad from a
height by Molloy, who mesat on a road, in the evening.'
This incident is not separated out; even as para=
graph, from ths "Molloy" narrativeg the reader muSt
arbitrarily seperate'it out by noting where Molloy
begins speaking of the two characters (8) ang whers
he stops spsaking of them (15). The whole incident
18 clouded bybuncerteinty. Mplley doesn't kn ow
ehether he himself is sean by C (10,11); he con-
fuses theif'leenfitiee at one point (11) theugh
at other momenteihe is definite about which is

wvhich (9,715);-he offers variantﬁdesériptions of

'A'(ll); avery 'certainty' he advances 1srshortly 1r

not immediately undercut. by a 'perhaps' (1L, 15).

This extands finally to the incident as a whole

when, near 1its conclusioq, Molloy says:

B
And I am parhaps confusing several dif-
ferent occasions,-and different times,

"~ deep down, and deep down is my dwelling, ST
oh not despest down, somewhers bet '
the mud.and the scum. And perhaps it was ;

A one day at one place, then C another at ~
another, then a third the rock and I, and -
8o on for the other components, the cows,
the sky, the sea, the mountains. I can't
believe it. No, I will not lie, I can.
easily conceive it. (1)

bktetel s B o Bt 8
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35.
- Therse 1s no specific object in the A and C
;passaée on which to focus attention,‘as thers was
with.the chair in Lawrence's chapter, but there 15
an important Iimagse, nbt only for the: incident itself
but for the wholse Mollbx text: that of the road on

which the travellers mest,

At first a wide s;jiz\lay between them.
They couldn't have sesn each other, even
had they raised their heads asnd looked
about, because of this wide space, and
then beacause of the undulating land, which
caused the road to be in waves, not high,
but high enough, high enough. But the
moment came when together they went down
Into the same .trough and in this trough
. finally met. (9) ,

The image of '"the road...in waves" is echoed later
in a statement directly evocative of Heisenbsrg's

Uncertainty Principls.

Yss, even then, when alreddy all was
fading, waves and particles, there could
be no things but nameless things, no names
but thingless names, (31) '

Ths 'narrator/harrated' technique, with its welding
of oral and written traditions, proceesds from and in
terms of a "waves and particles" model, rather than
a- "subject=object" model. The "waves and particles"

paradigm is dynamic and non=-separatist, in direct

- 2
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contrast to ;tatic, séparated out realist perceiving.
Al}hough the "waves‘and particles" images may ' meta-
phgrically gulde the description of a realist text
(the object as a meeting ground of forces, rathep
than separate entity), it 1s more than metaphor fof
anvabstract text, which proceeds frOm'markedly dif=-
ferent assumptions abbut the nat;re of reality.
Linear perspective, for example, {s upended,
temporally, in the A and C 1ncident‘whan Molloy
sugge sts he may have put the whole scene together
with components from dif!‘erént times (14). Spatially,
too, & non=linear orientation 1s apparent.
It was on a road remarkably bare, I mean
without hedges or ditches or any kind of
edge, in the country....Thes road, hard
and white, seared the tender pastures,
ross and fell at the whim of hilla and
hollows. (8-9)
- This description i3 echoed in the narrative action:
when we map out the actual transits of A and C, thé
linoar aspect suggested by their encountering each
other face to face 1s considerebly qualified in the
largéf context of A's having originally been going
in the same direction, only tb turn back,imaat C,
.and then go on towards the town from which sach had
. departed, whereas C aEparontly does not even stay

on the road, following the mesting.

s
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Each went on his way, A back towards the
town, C on by-ways he seemed hardly to
know, or not at all, for he went with in-
certain step and often stopped to look
about him, 1ike someons trying to fix
landmarks in ' his mind, for one day he may
perhaps have to retrace his steps, you

' never know. (9)

' viewable as such only

Their meeting is a "particle,'
in the momentary convergsnce of the separate "waves"
of thair“walkiqg, "waves" which resume, to the

n

viewing eye, once the "particle" dissolves: but in

fact "waves" and "particles" are merely contextual
designations for one ongoing reality.58 ]
The non-linear quality of visual setting and
event is even mors apparent in the aural counter-
parts of "event pattern" and "voice pattern," which
comprise the "other half" of the 'narrator/narrated’ !
technique. This double aspect‘of rhythm is com-
pletely sntertwined in Molloy's narrativs, through
Molloy's being his own narrator. The rhythmic line
of 'event! riSes'anggfa;ls, as when the whole incie
dent is called into qzéstion (14) or, more subtly,
when a description in the text ("I saw him only
darkly, because of the dark and then becéuso of the

terrain, in the folds of which he disappeared from

time to time, to re-emerge further on" (11) ) is
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1mmediately'enacted'(c 'disappears! for t?o pages,
during which the attention is fixed on A). In ad-
dition, a second rhythmic line of 'voice pattem'
also folléws’a "waves and particles" model, short,
clear declarative statements follow;d by extended
 spesculative loops of saying (12+13). Because Mﬁl-
loy is not separated out from, and only qualifiedly
within, his narrating, ths oral pa%terné imprint
themselves directly, however unconsciously, on the
reader, enacting the very asctions and images re-
ported in the text.59

The actual reading event bacomes a "waves and

particles" experisence, through the double enactment
of such a perspective, in the visual fisld of nar~
rative contents cha;gcterizad by a continual assimi-
lation and diasolu;ion, and in the 1mpress of a voice
whose rhythmic rising and fallingveffects the dislo-
cations it reports. The fusing or oral and written
modes overthrows the domination of.the visual_seﬁse
ralone, and transcends the 'scale of the object.!

The linked conventions of'omniacient narration and
transparent 1anguage vanish in the 'narrator/narrsted'
device, where there 1is no distance, and in at least

one sense no difference, between spsaker and text.

{m&mgﬁm i e s
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"A11 i know is what the words kmow," says Molloy
(33), and that identifies the reader's situation as
well, faced with.a\text which obliterates the_dis—
_tance graaitionél prose writing imposes and sustains
through its very drive towafds an ever greater trans-
parancy of language. By continually calling atten-
tion to himsélr as a speaker, and not just a writer;
of his story, Molloy’evokes an awarsness of himself
as "language~user," aﬁq this reverberates through the
reader, who is a spesaker as well as a reader.&p As
"1anguage-ﬁsars" reader shares with writer a ;uch
larger, and much different, environment than in the
spescific event of "reading-writing." Beckett's work
avokes a fundamental disquiet through making the |
reader conscious of a sense of his om (the reader's)

‘relation to language itself, Within such a dispro-
portionate realm one can never entirely achieve a
clear (i.a., a "separate") relation, since language
has an almost a priori relation to consciousness,
empirically if not philosophically. We are our
language, to a very great extent, and we can't
suddenly decide to bs "non-language-users," either.
But we can, perhaps, as Haymond Willisms says,

"learn new descriptions," which is precisely the

/
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situation Moran faces when he says, nsar thesend of

Molloy:

I have spoksn of a voice telling me
thingss.s It did not use the words that
Moran had been taught when hs was 1ittle
and that he in his turn had taught to
his l1ittle one. So that at first I did
not know what it wanted. But in the end.
I understood this language. I understood
i1t, I understood it, all wrong perhaps.
That is not what matters. It told me to
write the report. Does this mean I am
freer now than I was? I don't know. I
shall lesarn. (175-6)

Molloy, through snacting,and not simply repor-

ting, a "waves and particles" experience, serves as

nexus between reader and contemporary world, whils

Women In Love, at the foot lavel of form, reflects

a basically ninetéenth-cqntury way of psrceivinge.

Tora-Vallier writes:

For realism goes far beyond the "good
likeness" to which it is summarily treated
as equivalent: 1t is always, still, the
basis of our approach to visual art, even
if likeness is rejected as a criterion of
axcellenca.... :

It is enough, nonstheless, to remem=-
ber that, if realism acts on us, it does
so through form, therefores for aesthetic
reasons outside and independent of the

T - J
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objact figured; once this is remembered,
the fact of recognizing the thing a work
of art represents is revealed as what it
is =« secondary. The other aspsct of
realism then comes to the fore, its limi~-
tative aspect. Realism, that traditional
guarantee of communication, is also a
brake upon the imagination.u ,

-

By contrast,

The prassnt-day figurative way of sesing
is a total opening of the sensibility,
en utterly direct approach to reality:
eamplifying the mental freedom of the
cubists, it places itﬁalf altogether
outside any likeness, 2

With this "total opening of the sensibility" the

scale of the object is left far behind, and probably

permanently. Yst, a&s Vallier says

-

Subjectivity disturbs us, objectivity
reassures us, We need to bsliesve in an
objective reality, to sea it in front
of us,
In an abatraét work, as I'beliave Moll oy td'be,
literal téxt provides just that kind of "objective -
reality,' taking the place of the 'vanished' object.
Approached in this way, no confusion arises as to

whether "C" is the character Moran encounters, or

whether Molloy's weekly visitor is "Gaber," con-




Lo.

fusions so evident in the Fletcher and Frye
critical writings earlier cited. The 1iteral words
on the page are the determiners of what. "is thers"
and’;hat "${s not there." When A, C, and Gaber are
directly named, they are present; if chasracters re-
sembling them in certain ways are present, but not
named, nor in any other way positively idéntified
as appearing elsewhere in the text, then it simply
cannot be said that the unnamed characters are the
named characters. Even to say that Gasber is named
in "Morsn" and unnamed in "Molloy“\is to impose an
interpretation, since, in textual fact, there 1is
only an unnamed character in "Molloy" who somewhat
resembles a named character in "Moran.," ‘
‘The 11teral text is not merely a~ver1fying todi,
however. As a.focus, it continﬁally rominds that all
" writing 1is languaga,%and“thus 8 volce aa well as @
visual surface. This ?ngglés any text to open out as
an actional language fiela, the gfound of thch is
its own words. The abstract text makes a definite
point of the facticify of the language, but, from
an abstract viswpoint, any text is pnly-a particular

varbal field in the environment. The words of any

RPN
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text are the tracery of 8 human action in languags,

making the t;x; 1mmediateiy and directly available

in ‘a dynamic interaction with the active verbal

field that 1is tﬁe readef's ofn ianguage conscious-

ness. When Raymond.#ill;ama says the distinction .

betwsen artist and reality is "a false meaning," .

it 1s easy to see that the,distinction.betwo;n

reader and reality is an qqually false éne. Just

as any one text is noé an object complete unto

1tself but is only a soparable area witﬁin,tha

author's whole writing, -any specific reading experi-

ence is only a separable area within the individual's

whole rea@ing reality, as that ihole reality is only

separable wifhin, and not from, gﬁe individual's

whole language oxpa;ienco. An sbstract orientation

to literature vianglitoraéy as a unique event

within langﬁage, and literary art as a heightened

articulation of particular ways of parceiving reality.

The root level of thorparceptual mode is latent 1ﬁ

the ourv;tures of axpression in the literal text, in

its dual nature as a writing and a saying. The way

of the. writing/saying is quite literally a z:ans-
e“location

cription of the author's way of seeing. Th

and describing of fhe "way of seeing" is crucial, T



A4

N : L2.
Afeel, for any convincing interpretation of the more
accessible contents o{ the work. \The literal text

itself is the only significant guide in such an

h approach. , ‘ cz:

g;'_:‘)

The Dialogues

The moet cogent and comprehsnsive statement by

" Beckett himsself, on the nature of art and the role of

the artist, is found in the famous "Dialogues" with
Georges Duthuit, dating from 19&9.hu My own under-
standing of Beckett's work, énd to a large extent my
critical position in general, owes much to Beckett's
remarks in the "Dtalogues," and so, to conclude.thfﬁ ;
Introduction, I would like to give some extended at~ :
tention to those remarks.

The "Dialogues" have been often alluded to in

the criticism, but the central statements have rarsly

‘been dealt with directly. Even 1in Hugh Kenner's two

book=length studies, sbundant with lﬁcid insights and |
, ‘

brilliant articulations, clear and patient following .

of the statements in the "Dialdgues" gives way to

critical summation and digression. Kenner is pre-
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occupied in particular with his notion of "Beckett

" and if we read his remarks

in the role of clown,
carefully--quite as carefully as the "Dialogues"
themselves--1it quickly becomes evident how this
precccupation ﬁhapes the critic's discussion. His
account suffers as well frdm key omissions of
Bgckett'e statements, and this double tendency of
digression and omission leaves very little of
Beckett's theorstical viewpoint reﬁealod in the end.

The digressive pattern 1is quiékly established.
Kenner quotss the "Dialogues," then immediately de-
flécts attention away from the quoted remark. We
read of ths clown, Shakespears, Dascartés, the.
Pythagoreans, and finally the clown again, but
actusl statements are notrvery successfully en=
gaged. This pattern 1s reenforced by the sslective
quotétion prbcess, which omits many remarks crucial
to the main points of the argument.

The first of these is Beckett'srstatemant re-
garding the relation of artist to occasion., Kenner
correctlyfnotqs that Beckett assails Dﬁ£huit's sug-
gestion that the inexpressible 1s perhaps 1ts‘own 7
inevitable occasion. ‘But then he ﬁisleadingly quotgs

Beckett, in summing the response to this parry.



Kenner says:

For such an artist, consequently, art
always fails; his wooing of the occasion,
- however sophistocated, is 'shadowed more
and more darkly by a senss of invalidity,
of inadequacy, of existence at the expense
of all that 1t includeﬂ all that it
blinds to." And so... 5

But when we chaék for the full context of the state-

ment only half-quoted, we find:

‘But if the occasion appears as an unstable
term of relation, the artist, who i1is the
other term, is hardly less so, thasnks to
his warren of modss and attitudes. The
objections to this dualist view of the
creative process are unconvincing. Two
things are established, howsver precari=-
ously: the aliment, from fruits on plates
to low mathematics and self~commiseration, '
and its manner of dispatch. _All that S
should concern us is the acute and in- '
creasing anxiety of the relation itself,

as though shadowed more and more darkly

by a sense of invalidity, of inadequacy,

of existence at the expenss of all that

it excludes, all that it blinds to.u o n

(emphasis mine)

When we note what the critic omits (underscored above),

we see that it is not "the wooing of occasion" that

is "shadowed...", but the very relation itsslf.
‘Kenner does not mention at all the prior remark that

asserts the artist as an equally unstable term in

—
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the relation. Unless that picture of the relation

1s allowsd, the gist of Beckett's whole argument is

lost, for these two omittéd remarks set up a third,
which acts as un&%rpinning for the key assertion

"that to be an artist is to fail."

My case...is that van Velde is the first
to desist from this sstheticized auto-
matism, the first to submit wholly to
the incoercible absence of relation, in
the abssnce of terms or, if you like, in
the presence of unavailable terms, the
first to admit that to be an artist is
to fail, as no other dare fail, that
failure is his world and the shrink from
it desertion, arﬁ and craft, good house=--
keeping, liying. 7

(smphasis mine)

Kenner never gets to "thq 1pcqqf}1ble gbggnce?qf
relation." (even to refute such an argumsnt), and
thus he miss;a ths distinction made befween.the
fallure resulting ffom the very-attempt torobtain
"more authentic, more ample, ieééwbxélusivo relatims
between représentar and reprqsenteq," and the fallure
resulting from the recognition that expression it- 4
self is "en impossible act.“ .The 1;ttorArailure'dooh‘
not derive,,,,,fr,tmi the relation of artist to occasion-- .
the very terms of which belong to "the plane of the
-feasible”-~but from the absence of agyréﬁdﬁ relation

as traditionally understood, p
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The diagram 1llustrates the changing nature"

"of artist-occasion relation implicit in Dora Vallier's

suggested by‘Eeckett's statements. in the "Dialogues.")'L8

Mﬁfinterast here is in showing Beckatt's position,

. whether or not one agrees with that position. His"

swipss at Kandinsky and Mondrian have as their basis
perhaps the unwillingness of the sarly abstractionists

to regard the artist as an unstable term in the process.

s /‘r‘%ﬁgfﬁhmmmm B A
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Théip search for an absolutes=form was a sesarch
astill conducted from within a basically Renaissance.

orientation to reality, the very epitome parhaps of

L9

such an orientation.

Within the Renaissance 'way 6f seeing' puissance
was the inevitable measure of oxprtssive'capacity, as
possession and pfoperty ware inevitable contexts of
relation, for both artist ‘and viewsr, But Beckett

works "with impotence, 1gnoranco"?o an implicstion

.\

v ; N
of his concluding summation in the "Dislogues."

I mow that all that is required now, in
order to bring even this horrible matter

to an acceptable conclusion, is to make

of this submission, this admiseion, this
fidelity to failure, a new occasion, a —
new term of relation, and of the act L
which, unable to act, obliged to act, he
makes, an expressive act, even if only of
itself, of its impossibility, of its ob=~
ligatione I know that my inability to do

86 places myself, and perhaps an innocent,
In what I think is still called en unen= 51
viable situation, familiar to psychiatrists.

. Onca again, this statement is omitted by Kenner,
who grides Instead to the very end of the "Dialoguea,
dubbing Beckett's final remark a "recanting" and, 1nv
so doing, tffirming his interpretation of Beckttt as

clowne.
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Trus to the clown's role, he simply

recants, by prearrangement, ("Yes,

yes, I am mistaggn, T am mistaken.”)

and slips away. :
The statement which was omitted, however, makes
'recanting' a less likely intsrpretation for the
final ;emarks, for Beckett doss not recant in saying
"T am mistaken," so mueh as affirm the position'ha

has advocated throughout. On the logical plsne of

t é feasible, self=-cancellsation is the only means

\‘3

aﬁailable for effecting an awareness of the sense

of reality Beckett seeks to communicate. PRy re-
garding this as a 'recanting' one falls into the

‘very trﬁp Beckatt's étatemants continually step a-
round, a trap also manifest in the concern ﬁith

'the role of clowm.' It is not that the 'c%own'ris
an inapt analogy, but that, through its ﬁefy aptﬁgig,
it clouds the redl issue: that the world in which
clowns are "real" is the world of "art and craft,
good housekeeping, living"--which, for the artist
"Beckett describes, is a nonexistent worlds The ob-
stacle here is analogy itsslf. Kenner, through fo-
cussing 6n the réle of the clown, subsumes the’
thought into digestible chicle, just as the mahy dt-
gressions, through becoming the subjact of attentim
in themsqlves, deflect the sharp antinomies of

Backett's actual statements. In the "Dialogﬁes,“

ﬁ%%‘;}éﬁ' A i
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Baeckett calls this "turning tail."
: ¢
. ;/
But let us for once, be f4olish snough
not to turn tail., All have turned wisely
tall, before the ultimate penury...There
is more than a difference of degree be=
tween besing short, short of the world,
short of sslf, and being without these
esteemed commodities. ng one is s pre-
dicament, the other not.

Let us think for a moment on ths "more than a
difference of degree” between being short of world,
of self, and being without them. The remark in
Molloy concerning "nameless things and thingless
names" comes back, for in that sense of dislocation
oné is quite without bearings. What is perhaps the
most paradoxical statement in the "Dialogues" has
its place here. Duthuit,asks wﬁat other plane can
there ba, for the maksr, than that of the feasibls,

end Beckett replies, logically nonse,

Yat I speak of an art turning from it in
disgust, weary of its puny exploits, weary
of pretending to be abls, of being able,
of doing a l1ittle better the same old
thing, of going a little further along a
dreary road.

D.- And preferring what?

B.- The sxpression that there 1s nothing
to express, nothing with which to express,
nothing from which to express, no power to
express, no desire to express, gggether
with the obligation to express, )+



50.

The disproportions of contesmporary realityrthat
are a manifest conssquence of the changsover from a
Newtonian space-time, human proporﬁion world paradigm
.to the by comparison'limitless Einsteinian universe,
provide a context that makes this statement seem much
less extreme than it appears at first glance. The
world founded on 'the scale of the object' vanished
with the object: a paradigmatic change is not simply 'i
an 1ntelléctua1 variation, but a thoroughgoing.deva-
station. The change of perceptusal parédigm from g
'realist' comprehendable scale to an 'abstrﬁcﬁ' im-
mensity bayond all knowable bounds, is a change of
"more than degree." ,

The relations that upheld, substantiated, the
old parsadignm, like'those of artist to occasion, dd
not carry over into the changed reality. Or say C\§
rather that, if thé relations themselves continue,
the terms by whi ch they were kmowable, accessible,
do not. The new reality, for the artist in this casse,
1s best describeable in terms of "an incoercible ab-

' perhaps, since the perspective is

sence of relétion,'
totally bereft of all that was previously known, or ;
knowable. At such a pass, the artist recognizes

that he canﬁot'"succeed"--that there is no relation

betwaen himself and "the occasion" in any traditional
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sense of relation; the terms of judgment, the scalse
of'values, belong to thervanished ﬁorld. There is
""nothing to exﬁrass, and nothing to express with,"
since all things belong to the world of "good-house-
kesping, art, living'"--both material and ideal things,
since the ideals are borm of the structures that
comprise and sustain 'the plane of the feasible.'
Neither 1s there power or desire to express, for
those are qualities or motivations available only
in a world in which they are possible. The immensity
overwhelms both the sense of being able to "do 1t"
and the sense of "wanting to" do it. Nonethelass
thafo remains~--and why Beckatt does not pretend to
answer, doss not in fact know--"the oblig;tion,to
express." That is all that remains. And if there 1s
only an obligation to express, then one's actual doing
is made in ignorance, not in knowing; it proceeds from,
aﬁd not towards. “

Thus Beckett tells Kenner?? ha himself doesn't
know anymore about his characters than what appears
in the books, siqce they appear as a consequence of
a kind of direct articulation that emerges as a

result of the whole unknowable complexity of the



52. B
artist's reslity, and not és the outcome of a specific
iIntention or the casting of some specific éxperience,
nor as the affirmation of a gehefal trdth. |

The "stripping away" so familiar in the contents
of Beckett's works does not sarve a specific existan=-
tisl ddeology, nor is it a‘judgémént. It is,'in-my
view, more a consequance of -the vanishing of the
'kinown' world, a vanishing that includes ths loss of
individual ego (the artist as unstable term), and
with 1t, the whole superétructure-of personal ~world~
proportions. Nothing was left with which to explain
the world, since 'the world' itself was gone. Yet
one went on living. Without having the slightest
idea why. In this paradox of "living for no reason"
resides the obligation to express, or at lsast a
very close parallel exists. To not write, as a
matter of consclious choice, 1s an eminently logi- =~ .
cal position=--but unavailable here, since logic
axists only in the gone world. Suicide, too, is
a part of that world, and is re jected in Beckett's
work.

To bs an artist in such a4disproporticnate,
chaotic world is to be one who fails, since there

18 no scals, internal or external, sufficiently %

e
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available for determination of "success." Rather
than 'things' to bs made, there is, for the maker,
only a kind of outecry or 'sounding' within a.non-
separated condition that succeeds only through its
actual manifestation, and, in any conventlional sense
not even then, effecting as it does inevitable doubts
as to its own value, a consequance of implicit rec-
ognition that it is never a final nor self-complete
actes Such work stands inuno clear relation to some
distinct seat, thing; or system separate from itself.
Yet, freed of the defeat logic itself would force
upon a mind which saw the whole world vanished

(Kirilov, in Dostoyevsky's The Possessad, comes to

mind)--why indeed go on?--Beckett's work, through
a dafing acceptance of "impossible" conditioné,
sustained by an integrity of parspeétive mors than
a purposive conviction, emerges as affirmative,

but as act and effort, and not as Answer.
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1. THE NARRATOR/TEXT RELATIGN -




In Samuel Beckett's Trilogy it is the reduction
of critical distgnce between the reader and the text
that most singly differentiates this work from other
pross fiction. This reduction 1is achieved through
the ma jor stylistic innovation of the ﬁnarrator/
narrated ".technique, with its rejection of the domi-
nant conventions of ommiscient narration and trans-
parent language. That'tﬁis was not a sudden achiéve-
ment1 is revealed through & close examining of the
relationship of narrator to text throughout the whole
pross writing up to and including the Trilogy itself.

Raymond Federman ﬁas drawn attention of a con-
ventional sort to the role of the narrator in the
early writings.

In the.s.88rly novels and stories, the
narrator 1s merely a distant witness of
the fiction...not an active participant.
+eein fact these stories are not told by
narrators, butraro,omniqpient%y controlled
- by the self-conscious author.
This description does not resally identify thﬁkapa-
cific aifficulties éoged by the texts themselves.

- il
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Those difficulties do begin to clarify, however, when:
the early work is approached as writing, gnd not just

‘as 'story.'? "Dante and the Lobster," the first

story in More Pricks Than Kicksy'will serve to 1llus-
trate. |
Although the narratdr intervenes sporadic#lly
- (13; 15; 20) in the first person, the work reads
primarily as fhird person narration. While it is
true that thd narrator is "not an active participant"
in the story, he 1s highly present in the writing.
The "first person" comments are 1njécted into a pre-
dominantly "third person" narration, establishing a
"first person voice" in relation to what I would |
call a "third parﬁon voice" but which Federman Ealls
"the solf-éonscious author." There is a n:;fator
preéent, but since he does not fiéure in thé stbfy
which‘he tells, he 18 ignored by Federman, who then
confuses the situation further by saying it is the
"author" who is 1n‘dontr01} The reference to authot'_
unnecessgrily blqrs tbe distihctioﬂrafailable‘diroctly
in the text, sesn as a field of writing in which‘tharﬁ
are competihg_voices.‘ It 1s mors appropriate here to

speak of a "narrative situation" than of a strictly

/
s
/

defined entity known as 'marrator.'




This problem in "Dante and the Lobster" might
go unnoticed, were it not for the difference one
feels between the volce that irritates throughout

with remarks 1ike "I need scarcely say" (13), and

- the voice which so effectively concludes the story:

Well, thought Belacqua, it's a quick
death, God help us all,.
It is not. - (22)

This tension causes one to consider the curiously

divided nature of the narrating in the story, and

in the early writing in general. The stiange power
that the "It 1s'not" evokes seems to coms from some
quite different source than the auperficialiinter-
rupfions,5 The "firat person voice" is only a tiny
presence, almost on the'le€el of a character, al-"
most in competition ;ith the voipe'sbaaking,at thé

end and which dominates the narration. The source

of the difference 1s not avallable in thse narrative

"(there is only one ostensive narratoré), but in the .

text, the writing. The volces grate aéainst.each

other throughout, and this distance, this tension,

~ characterizes the 'narrative sltuation® in all the

sarly writinge.

57.



The first s¢€ep towards the eventusl fusion of
"narrator/narrated" requires jgg,alosing of the dis-
tance between "first pergon" and "third pergbn" '
voices in a single text. This is appfoachﬁd but
not fully realized in two different instances in

More Pricks Than Kicks. The first two pages (36-8)

of the story "Ding-Dong" are the earliest sustained
direct first person passage 1n the whole writinge.
. The subject of this speaking is not the narrator - ,‘
himself, however, but Bslacqua. The sacond instance
1s the _sighth story, "The Smeraldiné_'s Billet Doux,," N
written entirely in the first person but in a manner
doubly remoiod from the bock's narrative mainstreams
The text is a letter writton by a characta; othor;
then Belacqua (the protagonist of the whole book)
or the."firstvperson_voice narrator of the other
stories. Both these exampleﬁ-affirm a definite if
sbmzwhét occ;ﬁfricApreseﬁcp of direct first pesrson
narration in the very early writing, the full im- .
portance of which will emorg§ prosentl&.

Murphy, Beckett's second book of fiction and
first novel, reveals only a slightly changed nar-
rative situation from that of "Dante and the Lobster.”

The split betwsen "first person voice" and "third.

person voicse" is visible in the opening pages.

~
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For i1t was not until his body was ap- -
peased that he could come alive in his
mind, as described in section six. (2)

(emﬁhaéis mine ) -
1 ~ .

The_“firgt person voice" has a stronger preserice
than in the short stoery, referringvto the characters
(with the exception of Murphy) as “"puppets" (122),7
but this veryrterm indicates the persistent dg;;&ﬂét
betweenrfnarrator' and 'narrative,'! the latter still
dominated by "tﬁird_yerson vdico." The éhange~from
the first book 1is mer;ly_ono of degree.

However, the next book, !233,7 shows a quite é;?“
diff;;ent,imuch more complex narrative situation.
Tt begins with straight third-person narration.
Watt himself 1s not introducéd until page sixteen
(whereas Murphy ﬁnd Belacqua dominate page one, in
" each case). Then, suddenly on page seventy-nine,

8 narrator emérgés, speaking of himself as "me"

. rather than "“I" but nonetheless disrupting the thigd

person narration dominant to that point.
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For there we have to do-with events i
that resisted all Wett's efforts to 5
saddls them with meaning, and a ' , 3
formula, so that he could neither i
think of them, nor speak of them, but =
B only suffer them, when they recurred,
" though it seems probable that they 3

recurred no more, at the period of
Watt's revelation, to me, but were as
though thsy had never been. (79). 3

.

Until this point there has besn no indication that - :
ahyone'in part1cu1ér’is telling this story, and it |

1s st1ll Tater that we encounter this narratorinapgd.‘

5

- But wheresas- for Watt the importarit - K ‘
thing was the wind, the sun was the ' .
-i{mportant thing for Sam. With the - '
result that though the; sun though - - ’ ®
bright were not so bright as i1t might %\\\
- .~ have been, if the wind were high Watt
©_ did not audibly complain, and that I,
‘;finpn 11 ¥uminated by reys of appropriate
- s8plendour, could forgive a wind which,
while strong, might with advantage Have
been ‘stronger. It 1s thus evident thét
the occasions were few and far between
on_which, walking and perhaps talking
in the 1ittle garden, we walked there
and psrhaps talked with equal. en joy-
ment. or when on Sam the sun shone
bright, then in a vacuum panted Watt, ‘
and when Watt 1ike a leaf was tossed, .
"then stumbled Sam in deepest night. (153)

In this passage both volces are‘present' "Sam" .and
: "I“ in sﬁccessive santenceé, wela the third person/
first person elements of phe narrative situation,iriﬂi
even though ¥third person yqice st1l1l dominates

the book at large.

~7
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The naming of "I" as "Sam", the further em-

bodying of the "I" as a character actively partici-
pative (however limitedly) in the story, and the

absence of tha popinjay characteristic of the "first

| person voice" in the previous books, all attest to

the slow coming together of the disparate elements
comprising the narrative situation in the early
writing. 7 ,

But thié is only part of the narrative situation

in Watt. There are two instances of "first person

- voice" other than Sam'st Arsene's statement (39-63),
“and Arthur's story (169-97).  Arsene's spsech 1is

the more important, principally because 1t is the

first extended passage In the Beckett writing eas a

whole written as monologue. The writing style (not
only of Watt to that point, but of all the writing
to that point) changes abruptly, right in front of
the reader, directly on the page., It is the morgr
;triking, because one has not yet encountered "San!'
or any suggestion of "first person voicé.“ “Within
the ménologue itself one 1s: reading writing_not very
different from the Writinganp later sncounters in
the Trilogye. Butvthe text.here encloses Arsens's

speech, conferring upon it an objective status (as

a 'part of!' the novel).
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presgent

The original "first person voice,
in Watt as "Sam," has moved much closer to an
fdentification with the "third person volce" it
initially was set against. But now a different
"first person voice" appearé, pressent as Arsene's
and disti;Zt,from both previous voices, and though'-
it 1s 'kept down' by the bulk of the narrative in
Watt, it is clearly anticipative of the dominant
mode of the major/wiiting that follows, for the
Trilogy is all monologue.

"The émaraldina's‘Billet Doux" may now be
seen as a kind of unconscious precursor, ig the
writing, of that final mode. That story bears a

relation to More Pricks Than Kicks similar to that

of Arsene's monologue to the bulk of the Watt text,
when we look at the whole writing as one stream.9 -
The new "first person voice" of Arsene's monologus
stands, when seen in relation to the more nearly
fused original "first person"-"third personJ voices,
in a position analogous to that of the "first person

volce" in "Dante and the Lobster:" a small but sig-

nificant presences.




Much more will be said later about Arsena's
monologue, for in it is first mentioned the par-
ticular exper;encerwhich marks a turning point in
the 'subject' of the thinkingvthat dominates the
Trilogy, dominates in fact the perspective behind
21l the later writing. This in turn lends mqré
rsupportito the regarding of the monologue as an
1mportaﬁt innovation in the narrator/text relation-
ship, though an innovation with visible roots in
the writing that preceded 1;; when that writing is
approached as writing, gnd as a ihole.'

10

Mercier and Camier, a short work located

chrqnologically between Watt and Molloy, reveals,
in its opening sentence, a further variation in
the narratof/text relqtion.
The journey of Mercisr and Camier is one’
I can tell, 1f I will, for I was with
them all the time. (7)
"Sam" has 5een replacéd by an "I" who remains un~
named throughout the work. The "I" also assumes
greater responsibility, since the device of his
relating a story told to himself by §ha protagonists
is dropped. This enables a much greater directness
tg emerge in the narrator's relatiﬁn to text. "I
was with them all the time" establishes a different

gituation from that in any of the previous works,

63.



The manipulati?e role of "puppeteer" the narrator
-~.assumed in Murphy is refined in the stated narra-
tive position, even though 1t is much moré'in sevi-
dence in the actual text of Mercier and Camier.
(This is perhaps one more instance of an insight
present in a small way but tnfﬁlfilled in ths te§t
in which it occurs:! the opéning sentence as;erts
a different narrator/%ext relation fromAany to
that point, but the bulk of the writing falls back
upon previous habits, just as in Watt the narrative
encloses the
Arsene's monologue--within a conventional, though
disordered form.) Contrafy to what one might ex-
pect from this first statement;'thé‘narrator does
not'figure very prominently, or even frequently, in
the wofk itgelr.
The distance 1s still lérgely there, in the
actual writing, iﬁich remains predominantly third
person, though the attifudo towards the characters

is much more aloof and objective than that of "Sam"

in Watt.

the direct capitulation to text already prefigured
in Arsens's monologue, sand evident from the first

line in the next work, Molloy.

'radical new thing' in the writing--

The "I" =till resists, why we don't know,

6.
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That first line rsads:

I am in my mothsr's ro;h. (7)

Molloy makes the "jump" to direct first psrson

narration. S does Moran, in his half of the book,
though he begins chqracteristically with statements 4/“

more objective and external:

It is midnight. The reim is beating
on the windows. I am calm. (92)
Y .

Despite the many differences in Molloy and Moran,11 el
both are first person narrators, and thelr accounts
are devoid of that "third pefSon voice" present in

all the previous fiction. The "first person voice"
» S e
that occupied such a small place in "Dante and the _

/

Lobster™ has now merged completely with the "third
person volice" and with the character whose story is
being told. Kenner notes the significant departure

Molloy is, when seen against the previous writing.

Molloy 1is Beckett's first venture in
a new kind of character, what he oncs
called in a letter 'the narrator/
narrated.' It 1s a device he employs ~
in all his subsequent fiction, bringing
the ambient world Into existence only
so far as the man holding the pencil
can remember it or understand it...and
simulteneously ibringing into existence
the man with the pencil, who is
struggling to cpeate himself, so0 to
speak, by reca¥ling his own E%Et or
delineating his own present.



The "narrator/narrated" is a crucial fusion of
previously'distinct aspeéts of the nar?ative situa-
tion, but it is not the final ‘change in the narrator /
text relation, sven though Kenner is right in sayiné
that Beckett employs this mode in 21l the fiction

that follows., Malons Dies shows how ths relation

continuss to change. In this novel appears the re-
verse of the situation in "Dante and the Lobster."
- There, the "first person voice" kept trying to get
into the story; Hare, the "I"‘dominates the writinge.
Its presence 13 the root matter, and the "storlies"
are its adjuncts. At very 1sa$t_the "first psrson
voicp“ is on a par with the stories here, the narra-
tor being in a position similar to that of Murphy
' 1

when ths latter overthrows astrologye

The distance batween narrator and story i1n

Malone Dies is a conscious choice on the part of
‘Malons és narrator, made from the 'other side' of =
the fusion that charaqterizes the narrative situ-
ation in Molloy. The atories are a veiled reappsar-

' subordinate

ance of the o0ld "third person voice,'
now. Unable to stand by themselves, they continually
butt aéainst Malone's presence as their creator and

narrator, or dissolve into Malone's own atory.

-
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The "I" of Mélone proves dominant over the "third
personkvoice" but there is atill a cdﬁtest being
wégad: the opposition, or competition, betwsen
narrator aqd narrative 1s not satisfactorilyhre-
’ 1

solvad until the final book of the Trilogy.

In The Unnamable the "I*s" long conflict with

narrative concludes in something of a Pyrrhilc vic-
tory,lSStorias drop away altogether, or remain as
mere vestiges. As narrative drops away, however,
so does "narrator," leaving a voice only in its
place, and words only, in place of’narrative.

The "I" here denies it is here at all, confronting

the absence conferred by the words themselves.

I shall not sa& I again, ever again,
it's too farcieal....Where I am there
is no one but me, who am not. (355)

Narrator has become text, and text, narrator.

essthe words are sverywhere, inside me,
//’ outside ine, well well a minute ago I had .
- no thicknesa, I hear them, no nsed té
hear them, no nesd of a head, impossible
to stop them, impossible to stop, I'm in
words, mads of words, others' words, what
others, the place too,. the air, the walls,
the floor, the ceiling, all words, the
whole world is here with me, I'm the air, : _
the walls, the walled~-in one, everything
yields, opsns, ebbs, flows, 1ike flakes,
I'm 811 these flakes, meseting, mingling,
falling asunder, wherever I go I find mse,




leéve_me, go towards me, comﬁ from me,
nothing ever but me, a particle of me,
retrieved, lost, gone astray, I'm all

these words, all thess strangers, this ‘ i
dust of words, with no ground for their 5
settling, no sky for their dispersing, i

coming togethsr to say, fleeing one
another to say, that I am they, all of .
them, thoss that merge, those that part, . %
those that never meet, and nothing else, 5
yes, something elss, that I'm something ) e
gquite different, a quite different thing, 7.
a wordless thing in an empty place...(386)

Saying replaces telling, the narrator/text relation o . 'é'

1s absorbed into the saying, thereby adding weight E

to the said, which is no longer a tracery of a re-

lation existing outside itselfil{even if only rela-

tively so within the text 1tself--Molloy seeking

his mother, Mbran writiﬁg his report, Malone waiting

"to die), but has become the relation itself.

Let us review, brisfly, what has baen s=aid,
approaching the seven books of fiction as ons
writing stream.

The "first person voice/third person voice"

tension so disruptive in More Pricks Than Kicks and

Murphy seems to be moving steadily, patiently towards
an effective mergence in the presentation 6?“"35&{\&5%”
narrator-of Watt, and in fact this is the cass. BRut

when Watt is looked at more closely as writing, rather than

e
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as narrative (which would see Arsene's mdnologue

only as event), 1t becomes clear that this'pro-.

gression 1is not the only aspect of what I am call-

ing the "narrative situation." Something else 1is

there, not really present as such at any point

‘previous in the writing stream¢ Arsene's first

o0y
person monologue. This monologue cannot be ac-

counted for adequétely in terms of the "first person/
third person voice" progression which 1s occurring

‘ ' 1
simultaneously but in a different area of the fleld.

Similarly, in More Pricks Than Kicks we cannot dis-

cuss "The Smeraldina's Billet Doux" in terms of the
conflicting voices in the "Dante and the Lobster"
text,

There seems to be a kind of recognition of

this in'the writing stream itself, in the first

sentence of Mercier and Camier, where the "I"

asserts a direct relation with tha story to be told
aﬁd thé protagonists of the story: "...I was with
them all the time." This locates the "I" within

the space of the ﬁjoupney" which is to be the subject
of the narrative, though it does so objectively and
maintains a distance between itself and the protago=- -

nistsa.




When we look back over the whole writing

stream from that point, we can see the "first person/

" third person vbice"—tension, occurring where it duaéh

and we can. also ses the objective instancés of direct

first person narration (made objective by the coﬁhaxtsiﬂ

surrounding them). These two strains seem to come

together in the opening sentence of Merciler and Camier:

The j;urﬁey of Mercier ana Camier 1s

one I can tell, if I will, for I was

with them all the tims. (7)
We can see the dirsct first berson "I" (no third
person voice competition'at this point), but what
itris to relate 1s still objective, separate from
1tself: there 1s a recognition of "I's" sgharing of
the space In which the telling of the journey is to
unfold,, but there is retained a distance within that
space. In this one sentence-~importantly the first

ssntence of an obviously transitional work--we have

‘a capsule statement of the textual situation at large

in More Pricks Than Kicks and Watt. For sach of

those works, takep as a whole and viewed as writing,
has within its own field both an "I" asserting itself

as narrator in a narration it does not dominate, and,

elsewhere, a separate, objectively enclosed instance

of direct first person narration which is dominated

utterly by its speaker.

70. .
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These two strains persigt but do not meet in e

any way until the opening sentence of Mercier and

Camier. There 'Is an almost tacit acknowledgement
here of the competing quality of the narrator/
narrative relation to this point, a'competition that

went on -even though other instances in which it was

already overcome exist in the same téxts; ay/>
Effactive fusion of both strains finali&

occurs in the:Trilogy, but e#en thereAtraces of

the cqnflictrlinger. Molloy, curiously, retains

the division in 1ts overall structure, Molloyis

own narrative being the “I“-Qgrain, while Moran's

report (sic) 1s basically objective and, though a

monologue, reads almnst like third person narratim.

(Moran, after all, is writing.the>report about his

"0ld self", to whom he now stands in a quite distant,

| objective relation.j |

The conflict lingers in Malone Dies as well,

though less noticeably than in Molloy, since Malone's
storles - are continually interruptsd Or broken off'hy‘
Malone himself. However powsrful in themselves,

they are only traces of the old "third person voice,"

restive but controlled by the dominant "I%: e



Finally, even in The Unnamabls, vestigial

stories remain, making the old conflict an open - N i
subject of the speaking. In the searly sectrbns
it is a quite objsctive matter'ef~seeing Malone
circulate 1like a dead satallite round the speakere‘ -
Later with the stories of Mahood and Worm the
struggle 1s morjgintense, more immediate, more
desperate. It is only in the last quarter of the
book, particularly in the long concluding sentence
of several pages, that a real fusion of all the
pompeting eiements of the ariginal "narrative
vsituetiqn" occurs, although, in a general sense, v
this is true of the whole Trilogy, with the | o
“narrator/harrated?'mcnologues the dominant ' - I f
feature. |
The purpose of this survej of the changing
narretor/%ext relationship has been primarily to
describe, in the technical dimension of style, how
Beckett achieved the reduction of ¢ritical distance
I regard as so cruclal to any accurate Interpretation

‘6f his work. The individual works cannot be under-

ffstood'euccesefﬁii& without some rathsr specific aware-
nass of their plaecs In the writing as a whole. Such I

A




an awarsness must bs sansitivse to thp literal text

)"‘

" in each dase,,and therefors to v%éwing the wﬁrks, i
singly and totally, as é fisld of writing, in which
story,takes a necéssariiy secondary position. The

text continually informs and guides all that can bp_

said about the:worké._ This apﬁroach’does'ggg égree;' L
with the attftude; almost a truism where Bsckstt is |
.the suﬁject of discussibn, that 'everyona‘sees in the
ﬁorks what he or she wants to.' While amplp evidence

of this attitude is provided in the criticism, that

" hardly justifies the assertion itself. It is the

'eésy wéy out! with Beckett, andvquickly turms into
1391f-mockery,:when‘placed,against the Becke;t text.

Some of the implications of my own more rigourously
textual approacg :;e ffliéd'dﬁf“iﬁ thérdﬁéptéré“iﬁiéhir

follow.

73.
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5. RELATION IN THE WRITING STREAM:

THE TRILOGY.
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The primary concern in this thesis 1is en in-
-

vestigation of form in Samuel Beckatt's prose fiction.
‘In the discussion:of the narrator/teit relation, it
was shown that the major narrative mode of the
Trilogy--that of /the 'narretor/harrated?r-is already
present in "The Smeraldina's Blllet Doux." To
locate in the writing prior to ‘the Trilogyvitself
instances of expression thet'antlcipate stylistic
innovations more fully realized In the later work,
1s to 'follow up a mﬁjor 1mplicat of the writing
itself, . 1.e., that it is all "one writing." The
v'narrator/harrated' forte is neiﬁher ‘the end product
of a consistent line of development, nor an entirely

new thing, but more a realizatibn through fuller in-

tegration of elements present from the\first. This

process is visible in’ areas of: t -work other

than the etrict technics of style. fhe such area 1s
revealed in the tracing of a relation between "Section
S1x" of Murphy end the Individual works in the Trilogy,
“ which enect in writiog what is merely stated ee

description in the sarly novel,



76.

Murphy's Mind/The Trilogy

1

"Section Six" 1s singled out very early on
(2;9) in Murphy. It deals exclusively with Murphy's
mind, specifically Murphy's mind as pictured by

Murphye. H

Happily we need not concern ourselvss s
with this apparatus as it really was-- i
that would bs an extravagance and ah

= impertinence--but solely with what it . )
felt and pictured itself to bse. (107) -

There were three zones, light, half
1izht, dark, sach with its specialty.
In the first ware the forms with
parallel, a radiant abstract of the
dog's 1ife, the elements of physicsal
experience aveilYable for a new are-
rangement. Here the pleasure was re-
prisal....Here the whole physical
flasco became & howling success. y
-In the second-were the forms- S e
without parallsel. Here the pleasure ;
was contemplation....
The third, the dark, was a flux
of forms, a perpetual coming together
and falling asunder of forms. The
1ight contained the docile slements
of a new manifold, the world of the
body broken up into the pleces of =
toy; the half light, states of peacs.
But the dark neither slsments nor
states, nothing but forms becoming
and crumbling into the fragments of a
new baecoming, without love or hate or :
any intelligible principle of change. :
_ Hars there was nothing but commotion '
“and the purs “forms of commotion., Hare - o
he was not free, but a mote In ths dark o
of absolute freedom. He did not move, - - -+-
he was & point in the ceaselsss uncom - .
ditioned generation and passing away
of line. (111-12)

£,
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In discuesing a relstion between "Murphy's

‘ miqd" and the Trilogy, it is good to keep firmly in

mind Beckett's own dictum about thevdangar in "the

1 The relation.hare

neatness of identifications.”
asserted 1is régarded as analogous to that already
suggested in the narrator/text relation, where
"The Smeraldina's Billet Doux" and Arsene's mono=-
logue are ssen as early instances in the writing
of a later dominant narrative mods. "Section Six"

of Murghz, viewsd as a portion of the whole'writing

stream, appears almost as an abstract of those

" denss specific areas of the later writing we identify

as the individual works of the Trilogy.

Molloy

The first zone of Murphy's mind is charac-

terized by the consciousness of the body/mind split.

¢\ Thers was the mental fact and there
was the physical fact, equally real
if not equally.pleasgé;.

He distinguished between the
actual and the virtual of his mind,
not as bstwsen form and the formless
yearning for form, but as'betwsen that
.0f which he had -both-mental and -
physical experisnce and that of which
he had mental experience only. Thus
the form of kick was actual, that of
caress virtusal.

-
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The mind felt its actual part to
be above and bright, its virtual be-
neath and fading into dark....

Thus Murphy felt himself split
in two, a body and a mind....

In the first zons...ths pleasure .
wes reprisal, the pleasure of rever-
sing the physical expsrience. Hers
the kick that the physical Murphy
received, the mental Murphy gave. It
was the same kick, but corrected as
to direction. (108-09; 111)

The first zone of Murphy's mind achieves full
statement in the world of Molloy. The single
statement "It contained forms with parallel in
~another mods." (1085 does more to clarify,rwithout
removing, the ambiguity of the divided first novel
of the Trilogy, than volumes of criticism written

to that end. The distinction between the "actual
part" being "above and bright," the virtual "heneath
and fading into dark," nsatly sums the differences
in the worlds of the two narrators.

0f Molloy we read:

ind I am perhaps confusing several
differsnt occasions, and different
times, deep down, and deep down is

my dwelling, oh not deepest down,
somgwhere between the mud and the scum.

(14)

And--even my-sense of identity-was --
wrappsd in & nameleszsness often hard
to penetrate....Yes, sven then, when
already all was fading, waves and
rarticles, there could be no things
but nameless things, no names but
thingless names. (51)?1

%
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Contrast Moran's situation at the beginning of his

narrative?

I remembsr the day I received the order
to see about Molloy. It was a Sunday
in summer. I was sitting In my little
garden, in a wicker chair, a black
book closed on my lmees. It must have
been about eleven o'clock, still too
sarly to go to church....

The weather was fine. I watched
absently the coming and going of my
bees. I heard on the gravel the
scampering -steps of my son, caught up
in I know not what fantasy of flight .
and pursuit. I called to him not to
dirty himself. He did not answsr.

All was still., Not a breath.
From my neighbors' chimneys the smoke
rose stralght and blua. None but
tranquil sounds, ths clicking of
mallet and ball, a rake on pebbles,

¢ ' .a distant lawn-mowsr, the bell of my
bealoved church. And birds of courss,
blackbird and thrush, their song sadly

~dying, vanquished by the heat, and
"leaving dawn's high boughs for the
bushes' gloom. Contentedly I inhaled
the scent of my lemon-verbena. (92-3)

Moran remsmbers; Molloy forgets. ("Her name? TI've
forgotten it again....I've forgotten how to spell
too, and half the words." (7) ) Moran'se world is
bright and active, full of "the smug will to live.'2
¥Molloy's is dark, full of "dark forms crowding in
a dark place." (23) | ' .

I am not sassking or sﬁégesting én giégﬁ idénti;
fication of "first zone" with "Molloy." But 1t is
'1mporta;t to note that the terms of the proposed re - :

jfiﬁtion amerge from within the wfiting stream of the

LJ’\\ 3
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work as a whole, affirming a much stronger connect-
edness than in cases whers ons of the terms of pro-
posed relation 1s entirely outside the text in
3 .

question.,.

Malone Diss

In the second were the forms without
parallel. Hare the pleasure was con-
templation. This system had no other
mode in-which to be out of joint and
there fore did not need to be put right
in this. Here was the Belacqua bliss

, and others scarcely less precise. (111)

Malone Dies rests like an equals sign betwsen the .

wild confusions of the hunter/mnted Molloy chase
and the even more febrile trackings that dominate

The Unnamabla. The pleasures hefe are those of con-

templation and dream, conferred by stasis. In the
second zone of Murphy's mind, "It was pleasant to
2 .

=
lie dreaming on the shelf beside Belacqua, watching

the dawn break crooked." (112}‘ Malone 1is "on the

.8helf," and his book is more dreamlike than either

of its counterparts in the Trilogy. He conteﬁblates;
he eétabliéhes ﬁheﬁﬁéce and tone of his narrative on
-

the opening page. : .

i

N~
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But it 1s just as well to let myself
die, quietly, without rushine things.
Something must have changed. I will
not .weligh upon the balance any more,
one “way or the othser. I shall be
neutral and inert....I shall bes neither
hot nor cold anymore, I shall bs tepid,
I shall die tepid, without enthusiasm.
ees¥While walting I shall tell myself
stories....Thay will not be the same
kind of storles as hithsrto....They
will be neither besutiful nor ugly,
they will be calm, there will bs no
ugliness or beauty or fever in them

any wore, they will be almost life-

less,glika the teller. (179-80)
Bedridden, Malone does not have to expend energy
quieting the restless body. The advantage he has

over: Murphy in thls regard 1s revealed in apbther

passage_from "Section Six" of the earlier novel.

But motion in this world depended on
rest in the world outside....His body
lay down more and more in a less pra-
carious abeyance than that of slesep,
for 1ts own convenience and so that

the mind might move....A8 he lapse

in body he felt himself coming aliye

In mind, set free to move among 1i#s
treasures....Thus as his body se

him free more and more in his min

he took to spending less and less

time in the 1light, spitting at the
breskers of-"the world; and less in

the half light, where the cholice of
bliss introduced an element of effort;
and more and more and more in the dsark,
in the willlessness, a mote in its
absolute freedom. (110-13) ,
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But Malons d{ill has a body, sven if an inert

b
one, and thus hi/fs still subject to many of the

tensions of the body/hind split characteristic of

the first zone. Despite this, Malone Dies 1is a

state of peace in the fractious Trilogy: the
clashing "parallel modes" of the "Molloy" and "Moran"
halves of the first book are no longer present, but,
in fighting calmly down every sudden rise of dsesep
smotion, an effort ie required of Malone that is
something of a residue of the physical world at-
taéhment, hence something still to be gone beyond.

‘ The achisvement of 'measured psce' in

Malons Dies is due in large part to the fofmat:

thg textual surface is a congsries of small pileces,

eighty-two in number. These pisecss, which are not

simply paragraphs, range in length from one word to

eight pages.5 But the more interesting and §erhaps

more important innovation here 1is ﬁhat of the. spaces

which separate but also join -the bits aﬁd pileces of

the text. The "words/space," "words/space'" rhythm

is not unlik;hthe brééthigg of an old sick man,

particularly s 8 the sections of words vary er-

ratically in 1 tﬁf—~Ha10naf&tvmorawthanwonefpoint”m”ﬂ*W*“"WW*"Tégw

loses consciousness, \and at all points 48 lapsing . = . . _




8.

towards physicel disintegration. The spaces ére a
visible 'nothing' on the pages, and words inévitably
lose this battle: the last eleven pleces of text
occupy only tﬁo pages of the book. The spéces also
| point up the puncturing of the illusion inherent in
story telling, for, although Malone's stories mergse
 at many points with his descriptions of his om
situation, he resists this mergence as "author" in
a much more obvious fashion than either Moran or
Molloy did. The large spacaAbeﬁween the "parallel
modes" of those sslf-complete narrations, thatr
space which is such an important dimension of Molloy
seen as a whole, 18 broken up into all thess smsll
spaces inﬂMalone's books Meslone is author in, not
just of, his narratiya.6

The consciousl& asserﬁed distance between
Malone and his "crestions" ("Nothing is less 1like
me than this patient, remsonable child" (193) )
establishes, or -helps to sstablish, the "contempla--
tive mode" of the book, and yet simultaneously
enables, in certain passageé of great lyrical in-

tensity, where the strict boundaries between Malone

and his charascters dissolve, & kind of transcending -

__of the condition of the contemplative. . 'W

b

7
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When I stop, as just now, the noises b
begin again, strangely loud, those
whose turn 1t is. So that I seem to
have again the hearing of my boyhood. -
Then in my bed, 'in the dark, on stormy
nights, I could tell from oné ariother,
in the outcry without, the leaves, ths :
boughs, the groaning trunks, even the ]
grasses and the house that sheltersed
me. Each tree had its own cry, just
a8 no two whispered alike, when the
air was 8till. I heard afar the iron
gates clashing and dragging at their
posts and the wind rushing between
their bars. There was nothing, not
even th% sand on the paths, that did
not utter its cry. The still nights

- too, still as the grave as the saying

‘before them. It came down to me where

1s, were nights of storm for me,
clamourous with countless pantings,
These I amussd myself with identifying,
as I lay there. Yes, I got great
amusement, when young, from their so-
called silence, The sound I liked
best had nothing noble gbout it. It
was the barking of the dogs, at night,
in the clusters of hovels up in the
hills, where the stone cutters lived,
like gensrations of stone cutters

I lay, in the house in the plain, wild

and soft, at the 1imit of earshot,

soon weary. The dogs of the valley o :
replied with their gross bay sll fangs s
and Jaws and foam. From the hills ]
another joy came down, I mean the

brief scattered lighta that sprang up

on their slopes at nightfall, merging

in blurs scarcely brighter than the sky,

less bright than the stars, and which

the palest moon extinguished. They

were things that scarcely wers, on the

_confines of silence and dark, and soon | ;

ceased. 3o I reason now, at my sase. (206) ;

\
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The section of text immediately prior (202-06) to
this passage was itself a long lyrical account of
tbe boy Sapo, in one of his visits to the Lamberts,
& country family who comprisé his only friends in r
the book. The writing, in mood anq tone, scarce;y
changes from one passage to the other: Malone might
just as easily be writing of Sapo here. This is ms
of those places in the writing whers the "story"
overflows into Malone's selﬁ-raflections,‘over-
whelming the distance between "author" and "story."

A .passage in Proﬁgépis important here.

1 o
The identification of immediate with
past experience...amounts to a partici-
pation between the ideal and the real,
imsgination and direct apprehension,
symbol and substance. Such partici-
™ pation frees the essential rsality

" that 18 denied to the contemplative
as to the active life. What is common
to prasent and paest 1s more esssntisal
than either taken separately. (55-6)

Beclptt is there referring to 'involuntary
memory.' In a sense the long passage just quoted

from Malone Dies reads as "an identification of

immediate with past expgerience," for Malone's own

past tekes over the writing and, as writing, becomes-

8s.

 his own "immediate experiencs."



Eh Melone Dies the iriting itself has moved
towards the contemplative andvaway from the acfive
mode present in MoE}oz, but both these hodes'are
linked to the external world, as the two books them -
selves ére 1linkad (Kehner ca11§ them "companion
pieces" 7 ), and as the first two zones of Murphy's
mind are iinked (§r'at least sit much closer to
each other, than either does to the third zone).

This points up why we need not seek "exéct" 1daﬁfi-"
fications between "Murphy's mind" and the works in-
-the Trilogy: botﬁ, when seen‘aslpassages or areas

in therwhole writing stream, ére re-statings of
something foundetional to and presggt in the thought
frpm the bqginning: present in Proust as 1ntelléctual
awareness, in,MurghIWaé,rocalmpéint,1n,a,narrative,8‘

and in the Trilogy as embodiment in the writing itself.

”1’ -
This gives added welght to the last remark in the
above quote from FProust. > “}

But Malone Dies reflects the fuller perspsc-

tive stated in Proust, where Beckett goes on to say:

Reality, whether approached imagina-
tively or empirically, remains a sur-
face, hermetic. TImagination, applied

86,

e —— - ———g—priori=-—-to what is absent, is
exsrclised In vacuo and cannot tolerate
. the 1imits of the real., ¥Nor is sny

el b dndor s g

direct and purely experimental contact
possible between subject and object,
bacause they arse automatically separated
by the subject's consciousness of per-
ception, and the objJect loses its purity
and becomes a mere intellectusl pretext
or motive. (56)




"This is what happens in Malone Diss, as 1syshown

wheh'we,éontinue on from tha point at which the

o

long quotation concluded: ™-

So I reason now, at my ease. Standing.
before my high window I gave myself to
t waiting for them to end, for my

oy té~end; straining towards the joy~
of ended joy. But our business at - the — —— —
moment is less with these futilities -
than with my sers from which therse
spring two impetuous tufts of no doubt
yellow hair, ysllowed by wax and lack
‘'of care, and so long that the lobea
are hidden. (206-07)

For a moment, there was s

reduplication,(:he eXperience...at
once Imaginative and empirical, at
once an evocation and a dirsct per-
ception, real without being merely
actual, ideal without being merely
oo oo o o abetract, the 1deal real, the ssssntial,
the extratemporal. (56, Proust)

-+

In that moment, "Death is dead because Timé 1s dead ." (56)

Yot Time revives all too quiékly: "But bur b@sineas

at the n:loment....'rl (207) : . | ' .
The vision was one of hearing, of listening,

and ‘on what does consciousness seize,\when it raclaimﬁ

attontion? Ears, the auditory organs. Once out of

" the momsent, witqdrawn from the vision, one is returned

T 7 to the tampcrai,—pl'rysrcf chdftforﬁ,”t’rfr fatal world——

of body, and there 13 no conscious means avalilable



lﬁith'which to bring back what is now past forever

.passage of lyrical fusion, one such among many, in

T : ‘ ~ 88,
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and forever receding, varadise lost a sacond time.

When we look at Malone Diss as writing, and

at its place in ths wri?ing gtream, the long quo-
tation (206) continuss fo resonate as a prominent.
this novel and throughout the Trilogy. These in-
stances stand out as "major events" in the writing,
and impart a rhythm fo the whole work, are a domi-
nant chord in the whols w;iting space. The Instances
of "fusion"are those points of deepest absorption

of the perspective in ths substence of i1ts "seeing,"
analogous to the momsnts (paasages’Aof_"involuntary
memory" in Proust. a | 7

| Malonerhas~arbody,~andr1s~§rdenizen~offthe "half S
light." He choosss, must choose, coﬁstantly, and tﬁe

bliss he knows, and which we read as passages in the

writing, is, if not ~its&i§ the product of a specific

effort, nonetheles;<sti11 surrounded by all the rou-

tines of effort assoclated with the living, with

1living. "What matters ;g to eat and excrete. Dish .

and pot, dish and pot, these are the poles." (185)

5'The;true‘dark;*that*”tumuit‘bfgﬁchiNéwaﬁIEﬁ”mot1oﬁ"

- on the far edge of Murphy's rocking, 1s still beyonds -



- The Unnamable

~ The world of The Unnamabls is perhaps nowhers
better described than In ‘the closing description of

the Third Zone of Murphy's mind.

VQeggmflux bf;tgrmg...naithgﬁlg;gmpntgﬁﬁ“

nor states, nothing but forms becoming
and crumbling into the fragments of a
new bscoming...nothing but commotion
and the pure forms of commotion....
the ceaseless unconditioned generastion
end passing away of 1ine. (112)

The textual surface is at first 1ike that of Malone
Dies:t slxteen little bits and pieces spread over
fourteen pages. But the seventeenth conéumes the

£

remainder of the work, a one-hundred-ten page para-

,graphg,ﬁThig,aingulgr,,radipal;stylistic,faatunaim”

sets up and underscores a fextual gituation of
"ceaseless unconditionsd generation and passing
away of line." The distraction ofA'piaces,‘ of
'parts,' even of paragraphs, is eliminated, leaving
no (textual) chaence for either resder or narraﬁor
to catch his breath. Evsan in the opsning section

we goet a good indication of what to expect.




Where now? Who now? When now?

90.

Unquestioning. I, say I. Unbelieving.
Questions, hypotheses, call them that.
Keep going, going on, call that going,
call that ons...1 sesm to speak, it is
not I, about me, it is ndét about me.
These few general remarks to begin with.

What am I to do, what should I do,

in

my situation, how proceed? By aporia
pure and simple? Or by affirmations
and negations invalidated as uttersd,

seem to be, iIf in my situation one
may speak of facts, not only that

or sooner or later?...The fact would

I

shall have to speak of things of which

I cannot speak, but also, which is

ir

possible even more interesting, that

I shall have to, I forget, no matter. (291)

We can see here at the outset "forms becoming an

crumbling into the ffagments of a new bscoming,”

d

10
particularly in the last sentence.’ The "affir-

mations and negations iInvalidated as uttered, or -

sooner or later" are already present before this

remark is made: "I seem to speak, it is not I,

me, 1t is not about me." Commotion, "nothing bu

commotion,” is manifest in the series of short

questions that begin the work, and elsewhsre

about

t

throughout the passage. And this state of affairs

persists throughout the whole text, with steadily

increasing intensity, as the following Quotes, t

nearly at random, demonstrate. - ... .. __ - .

akan
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All this business of a labour to ac-

~complish, before I can end, of an im-

posed task, once known, long neglected,

finally forgottsn, to perfoer%before

I can be done with speaking, done with

_listening, I invented it all, in the
hops it would console me, help me to
~ go on, allow me to think of myself as

somewhere on a road, moving, between
a beginning and an snd, gaining
ground, losing ground, getting lost,

-but somehow in the long run msking

headway. All l1ies. I have nothing

to do, that is to say nothing in
particular. Ihhave to speak, whatever
that means. Having nothing to say,

. no words but the words of others,

I have to spesk. (31l4)

But already I'm beginning to be thers
no mors, in that calamitous street
they made so clear to me. I could
describe it, I could have, a moment
ago, as if I had been there, in tha
form they chose for me, diminished
certainly, not the man I was, not much
longer for this world, but.the eyes

- -8t11ll open to impressions; and one

sar, sufficlently, and the hesad auf-
ficiently obedient, to provide me at
least with a vague idea of the elements
to be eliminated from the setting in
order for all to be empty and silent.
That was always the way. Just at the
moment when the world is assembled at
last, and it begins to dawn on me how

I can leave it, all fades and disap- .
pears. (33L) ;

ot it b L i e

il b i el L e




Perhaps they are somewhere thers, the
words that count, in what has just
been said, the words it behoved to say,
they nsed not, be more than a few. They
say they, speaking of them, to make me
think 1t is I who am speaking. Or I
say they, speaking of God knows what,
to make me think it is not I who am™
speaking. Or rather there 1s silence,
from the moment the messenger departs
until he returns with his orders,
namely, Continue. For there are long
silences from time to time, truces,

and then I hear them whispering, It's
over, this time we've hit the mark, -
end others, We'll have to go through

it all again, in other words, or iIn

the same words, arranged differently. (370)

But we cannﬁt approach this novel, this
wfiting, in the usual waj: the extracting'of
quotations, however apposite in themselves, makes
pleces of a text written in a manner entirely
antagonistic tolsuch a pfocedufe. To begin to see
how this work is iike "the dark" ofrthq Third Zone
of Murphy's mind one has to attend to the text on
the microlevpls of statement, sentence, word. I'
will now go through a portion‘of/ﬁne of the:eafly
sections (number three) line by line, in order to

show how the writing "works" in this book, and why

close reading 1s so necessary. The purpose is to




- present a plcture of this book that will document : ;
Murphy's mind and The Unnamable as & pilece of

~writing. For The Unnamable is an "end point" in : » :

‘third book of the Trilogy is the cynosure of all

- distance. To tell the truth I balieve

93

the suggested analogy between the Third Zone of

Beckett's prose: none of the works which follow

it charts any significantly new territory. The

Beckett's fiction; all the prior works lead into

it, -and all those which coms after, follow from it. -

it i

That 18 why it demands the closest attention in any

study of Beckett's prose writing.

I see him In profile. Sometimes I
wonder if i1t i{s not Molloy. Perhaps

T "1t 1s Molloy, wearing Malone's hat. .
But it i1s more reasonable to supposs
it 1s Malone, wearing his own hat.
Oh look, there is the first thing, _ ;
Malone's hat. I ses no other clothes. . ' 3
Perhaps Molloy is not here at all. - {
Could he be, without my knowledge? :
The place 13 no doubt vast. Dim In-~ ' i
termittent lights suggest & kind of

e b e e Bt e e

they are all here, at least from Murphy
on, I bellave we are all here, but so
far I have only seen Malone. Another
hypothesis, they were here, but are
here no longer. I shall examine it
after my fashion. Are there other pits, =~
deepar dom? To which one accedes by
-mine? Stupid obsession with depth. ' ~
“~7 Are there other places mst asides for us ~
and this one whers I am, with Malonse, ;
merely their narthex? I thought I had
done with preliminaries. No, no, we
hava all been hersa forever, we shall
all bs here forever, I know it. (292-3)
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“I‘sse him in profile."

The initial sentence of Section Three,ll

""Malone 1s there.”, establishes both the primary sub-
Ject of ‘the section-—Maléne's pressnce--and the ‘
present tense ;high anchors the saying, anchors by
providing a point to whicﬁ the narrator continuallxr o
returns from wanderings the actual describing sets

in motion. "I see him in profile." is one of thess

!

present tense,“pdinfs‘of return.”
"Sometimes I wonder if 1t is not Molloy."

fhe simpie position established in and
by the previous sentencse bsgins to slide towards
complexity;' Though gtill "present tense"™ grammatically,
'"sometimes"disruptsvthesimplepresent,thisparf
ticular instanée being only one of sevéral such times.
The verb identifies an 'inward' activity of the nar-
rator; "wondering," rather than the relatively ex-
‘ternal one of "seeing“ a physical object. And most
importantly, the_distincfion betwsen narrator gﬁd
reader begins Qg,ﬁlgr. "I see him in profile."
12

clearly enough belongs to the narrator: even when

effort on our part to identify closely with the "I".




This is not the4case with the second ssntehce,
which applies as readily to the reader's situation‘
- as to the narrator's, since one doas wonder, more
than once, if Malone 1s not Molloy, and if Molloy
Is nbt perhaps Moran, and if the narrator of The

~ Unnamable is himself not one, or both, or all three
of these. The problem of identity, .2 major motif
in the writing as a whole, 1s being touched oﬂ here
Certainly one éan 1dentify passages of and state-

ments in each work, including The Unhamablé, that,

as writihg, betray the presence of previous modeé
and habits of thought, action, and expression
presénted in the past as "Murphy" or "Beslacqua"

or "Molloy" or "Watt." The very situation here

described--the narrator's wondering whether he is

looking at Malone or Moiloy--is a kind of replay of

 the "A and C" query Molloy has such trqubla'iith in

the opening pages gf his narrative. '
If, for instance, one stops to consider the

possibility that all the "narrators" are really

covers for one voice that is only just now

beginhihg to emarge (a point touched bn a few lines

95.
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"iéfgiviﬁrfﬁiérgimé passage, and made an explicit
concern & few pages after that (303) T;ﬁaﬁifiﬁgfﬁéé

engaged in the same activity'as the narrator himsel

fo




If we insist that. the sentence 1s simply a
remark of the narrator, quite on par with the pre~
vious statesment gs'simply a line revegling'an as-

pect of the =zituation in the narrative, we are not

giving real attention to the raading fact of saying

‘over the "I." If we acknowledge the 'reading Tact!

but resist éxploring the'relation that quickly

springs up in terms of one's own place re/the texte—

i;e., thﬁt we too wonder, sometimes, "who is who,"
"who is speaking"--we are denying a significant
dimension of the Beckett writing as a whole.

This is an important point. I am not saying

“that the statement "Sometimes I wonder if it is not

over questions of identity or relations between one-

self as reader and the narrator. Rather, this is a
cumulative effect 1n*thafroading~§§’a whole, trig-

gered at more dramatic moments in the text.

»

Or quietly, stealthily, the story would
begin, as i1f nothing had happened and I
st1l]l the teller and the told. But I
would be fast asleep, my mouth agaps,

as usual, I would look the same as usual.

~And from my slesping mouth the lies would

pour, about me. No, not sleeping, listen~
ing, in tears. - But now, 1s 1t I now, I
on me? Sometimes I think 1t is. And

then I realize it is not. (31Q)

6.

‘Molloy" in itself causes one to -stop, wonder,- pause
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Criges in the text become crises In the
readirg, when they are repeated often snough, and
- problems of “identity" beyondvtﬁOSe of the contents
ihva text, problems perhaps common to or at lefst
porsisteht in mo&ern consclousness itself, begin to o )

impings upon the reader's personal aecurity, pro-

voking questions of Self-identitx. At these points

one can begin to talk of the style as threat. Here,

in =& sectign of text not provocative in itself, we

can sée the unconscious ‘build-up (in the reading) o

of what we might call "statements of 1dentification
with narrator" le;aing ultimatoly to a much more
drematic confrontation batween readsr and text,

in statements of greater directﬁess and Intensity.

In this the writing reflacts, at the statement .

level (the most direct level of reader/text relation),
_ those tendencies I have described slsswhere as

"anticipation" in various other relations,

"Perhaps it is Molloy, wearing Malone.'s hat."

This sentonce‘underscorBS'the inabili ty

of the narrator to be certain at whom he 1s looking,

and the referencs to "hat" (repeatad in the two fol-

oty i e -
|
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Vrloﬁing sentences) establishes a 1link with a major




Beckettian motif. The sentence here thus initiates
a sudden emergence of that thread, whiqh runs thr&ugh,

the whole field of the writing.

—

Y , :
®But it is more reasonable to assume it 1is

Malone, wearing his own hat."
~ No one would argue this point, but
the remark caﬁsés the "reasonable" to stand revealed-
as oﬂiy a gambit of the mind, not at ali a condition 7 | S
of certainty for resolution of the problem at hand. ' o
- The verjréiting undercuts.the authority of the "more’
reasonabla" éténce, making it simply part of a state-
. ment, 1ikevthe statement before it, and hot a ground. “\\/ﬁ\_’_
// ' This aspsect 1s'further emphasized in that thess two |
f,{/ - sentences, taken together; are a recurrent unit in
B tﬂ; writingi the "?erhaps/but" coupling 1s a main-
~ stay of the text, and -as such establ%shes one of
' the rhythmic movements in the wﬁple s%ace of the
writing." Another kind of movement 1; shown thrqugh y
<:;, ;ﬁhesa two sentences being an 1mmdd1atd enactmahﬁ of ,\\\
the activity announced In the sentence just prior,
" that of the narrator's "wondering": these sentences

,W,W,ﬁmw,w,ﬁﬂw”mﬁﬁwane,the_ﬂnnndaning,ﬁ,gButwtheﬂnaxthaahtancg,4tbnughwggfgﬂf,Agw_mm;mf
P

1t retains a link with these two through "hat", jerks

\
- the attention (of narrator and reader) back, first

T
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" 4n the return to the "present tense" that, as I'héve
said, anchors the saying of this whole'paBSage, and

then, through 1ts‘contents; further back yet, to the

ﬁreviquspsectioh3

o : S

e

"Oh look, there 1s the rirst thing, Malone's

99,
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In the previous section of text we
read: - : — .

: And things, what is the corrsct

L . attitude to adopt towards things?
And, to begin with, are they necessary?
What a question. But I have few i1~
lusions, things are to be expected.
Ths best is not to decide anything,
in this connexion, in advance. If a
thing turns up, for some regson or
another, take it into ¢ deration.
Wher& thers are people, it is sald,

"7 "there are things. Does this mean
that when you admit the former you
must also admit the latter? Time

, ' will tell. The thing to avold, I

i A don't kmow why, is the spirit of

o N ) - system, (292§ :

- ' o !
\\\ : The double concern of "things"/Mpeopls! is neatly

v o joined in "Maiona‘sﬁﬂat.fﬂ The "present tense return"
_1s acﬁuall& only a part of the situation in this

. gentence, for the "Oh look," is something new,

4

e SRS

" peculiarly affective, somewhat startling, almost

oo ag*if the spesker is himself a reader, Ll.s., dis-

o . tanced from the text he is speaking.

e

-




The poinf‘in fhis diséussion is to sse whsat
1s H&ﬁppning in‘thpjgéxt as we move from line to
line. In this-stop-action manﬁer,ée"can gss the
nany aﬁsociéfions,-both textual and narrative,

present in each dj.ffarén,t statement. Each afantence

shifts its ground a,bit;ruhderscqying’the,sénse of

the text as "a space. filled with moving."lu'Dis-

tinctions between past/present, narrator/reader,

-

T ~char&eter%ehéraet&ff;e$i¥a%+3—b&eeme¥1ncraasinglyf%fﬂr*
. atfficult to make or to hold to, once made. This
1a not as obvious when we afé reéding at the usﬁal
rate but 1t is st1ll happening then, whether we
noti§e it or not. Those places in which the ambi-
7**§ggigz, coﬁfusion; shifting are mofa obvious~--the
T &1’1’6;&3 a8 to.whether 1t 1s lolloy or Malone cir= —

a _ o - o )
cling about3phe‘ngrrator--ara,Eggg\zg;a affactive

by the subtldr,>inéessant~microlevg&ndiéplaeementg.
 The ;pal 1mportance§har;, however, is not so

3 much the esﬁéb ishing of fho méﬁy'cross-éectiqna;

B _ tie-upa1n‘thez;%1vés,’but the emsrgent picture‘they‘

afford of the text as a kind_of music which must bl

-

- 1istensd to in order to begin to be understood. !

Understanding can only follow, noy preceds, the .

v : 15 ' -
~hearing of the text. “ The writing as a whole is

1ike a vast symphony. ' What I have called the .



—t

4 "relation to the writing.

\> : -
"present tense reéurn" isglike a2 single instrument,
only audible in itself when focused on as\I am
¢oing in the prese#t dfscussion. On 8 larger lavel,
"monologue,”" only an exténded passage In Watt, bé-
comes a whole movement, later on. When Wwe select
out any given portion of the writing, we can find
thers, notbjust & dominant chord or motif, but all
the small themss, associations, juxtapositions, etc.,
which comprise 1t, just as we cquld locate in a -
gymphanic score ths diffar;nt parts assignsed to the
individual instruments. To note the three referencas
to "hat" in the pmssage undertconsideration is to
tune one's ear tb one instrument not at all domi-
nant--but clearly audible--in this passsge, which
slseswhere has cen?er~stage;16f

- But as with music, no one single "pisce" of

the éymphcny is primary: Vrather, the relations
amoné thé instruments, passages, movementQ; theme s,

st. gl. account for the crucisl instsnces of form

- and perception. The 1isteﬁervis, finally, 18ft alone

in his relation to the music itself, just as the

Beckettrreader is, in the end, left alone in his

‘1. %'"H
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.~ "I see no other clothes "17 L 102.

-

As with "hat," the reference here to ? _
: o .
clothes is an echo of a motif that has been given

full play in‘many previous passages in thetwriting,"
: When_we'single’out,this line, we can almoetvhear the

distant melodic sweep of those passages, since we

once did hear them much more dominantly. And when

this theme gets more attention e bit 1ater .on . (505),‘
there 1s once more an upsweep. If we attend to the ?~"‘f§»
previous passages visuallz--Molloy in his night- ‘1{ |
dress, MacMenn in’his greatcoat, Moran in his straw
boater and pepper—and salts-distinct and powerful ﬂ
Z pictures rise up, and with them, attendant emotions.’~
Theee pictures are contained in, hidden in, the
line here quoted, powerfui'forces pressing be th
the'innocuous surface, powerful bscause of the
mergence in them of visusl and auditory sensations.
The line itself is a "way into" the surging field
that is the writing as a whole.

Drawing back from that field, we look again
at "I see no other clothes." trying to see it in its
actual context In the present narrative: the striking
thing 1s the sbsence. The rich fulness of the past

" 1s no longer here; the visusl reenforces the thematic.
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The narrator's present situation 1is starkly,differentr

from the situations of his predecessors, characterized

. relentleésly by absence rather than presence. " The

only’true paradise 1s the paradise that has been lost."

( Proust, 1)

"Perhaps Molloy 1s not here at all."

;. o Nowsthe "wondering" resumes, after two

e

_sentences of "present tense return," and 1t 1s{colored

-

s

’by'tﬁe most recent words'spoken,'the new note of

"absence" now extending itself to the larger con-

.cern of 1dentity of "Malone-Molloy." The positive

possibility, "Perhaps it is Molloy,vwearingvMalone's

hat.", changes after the‘intarpolation of "I see

no other clothes.", to the negative doubt: "Perhaps

Molloy 18 not here at all." These tro staﬁements
particularize the earlier remark, "Sometimes I won-
der 1f 1t 1s not Molloy.", which contains them 5oth:,
the "sense" of that remark is, that he wonders if |
this 1s Molloy before him, but the literal'expressioq
includes the negative "not." Viewine the text as
music, this little diversion 1s playing itself out
Qﬁitéf{ﬁ66ﬁsﬁiéﬁéﬁéiy”But consistently within the

larger pﬁ ISEPY .

)
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¢ If we want to talk about the text in tgrﬁs of
© molecular strﬁcture, we can see here the persistent
moviﬁg towards atoﬁic»diésolution: which leaves the o
gsdividuai "étgms" (or sub-atomic particles, to be
more current) existing in s relation to each other
which "1s" the larger unit, a unit that is not an

Qobject in the usual sense but a space; an aréa,

composed of particles and the spaces betwsen them.

This model characterizes ths nature of that which
we are discussing, no matter what the focus of the
discussion itself, sege, theme (whsther concrets,
as with "clothes," "hat," or abstract, as with
"{dentity"); text (the "present tense return"/
"wonderiné" statements)é character (who is the
naffator? 1s he distinct from the others, or
deluded in thinking go? 13 he "someone new" or

"the same old story"?); and so on.

"Could he be, without my knowledge?"

With t his remark thers is a sudden
deepening: YEE:ﬁ:iﬁi distances of the three remarks

comprising the 1ittle divertisssment just discussed

are absorbed in this siﬁéié ;téégﬁénf, The possi-

bilities of Molloy's being present were predicated
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upon a localized "hereness," that of the narrator .
and his immediate space. But where is he, really? g
-Where i1s the "here" of "Perhaps Molloy i1s not here %
at al1."? Our tendency is to read "Could he’be, ?

without my knowledge?" as, “"Could he be (hars),

without my knowledge?" But that Is not what the

st Bt

text says. But isn't that what the narrator means?
Quite 1likely, {or what gls; could he mean?  Well, ' i G
ﬁhen,“éan't we‘accept this as the "meaning" of the -
Eemark? Yes, buf not without noting the divergence

of "meaning" in this sense from the text as given.

The text does not say "here;" even if the narrator

means "here", where is that? The text splits off

froq the narrator, despite the fact that the narra-

tor 1is tha»sole speaker of the text. Lthe resder : : {
must choose, between siding with "narrator" as |
"probably meaning 'here!'," and siding with "text,"
which clearly does not séy 'here.!

."Could he be, without my knowledge?" If we
side with text, whaf is a probable meahing?ﬁ Some -
thing like, "Could he be (at all), without my |
knowledge?" There is neither one, nor an easy,
angswer to suchwa~quest;onj'ﬁhoughﬂthewquastionWiS””"' - : é"

far from being an idle ons: it touches the . | -




&

ontological root that 1s a kind of throbﬁihg nefﬁéi
throughout the Beckett writing. I we answer "yog"
then we corral the narrator into a definite location

(The Unnamable), and assert that "Molloy" existed

long before in a separate entity, Molloy. If we

' then we ses the narrator more consis-

‘answer "no,"
tently with the Beckett writing, the repository at -
the moment of all that went before, including the
exlstence of Molloy, but we have fallen again into
the 'here' impassa, through the back door as it '
were. Logic is oflsﬁall éva;l here.

VThe second half of the statement furtﬁer'
complicates (or reveals the complexitiss of) the
situation, for we may read it three ways:

"without my knowledge?" (outside of)
"withoutrgzrkhowiedge?" (from which
he came)
“without my knowledgeé" (of which he
is made).
The. text of course places no emphasis, ang T am
not assigning én emphasis either, buE merely wish
to call attention to the multiple possibilities

latent in the expressions ussd, for the statement

itself overtly identifies the ontological=-episte~
melogiéal dualism that is a fundamental attribute
of the condition from which the writing as a whole

emerges.
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The possibilities of emphasis in "without !
my knowledge" are touched on here (and so fasr I

have considered possibilities only in relation to

the narrator; when relations to "author" or'"rea$er"

begin to be considered, a much greater multiplic#ty

appears, although sti1ll tied to the single state%mlt - A'é

being considered) both because the text continually

Bt il b s

encouragss the ;eader to reflect upon its partidularsl8

and'because the possibllifies here are seén,as

radiations Qut from‘%h9~g£g§g§§§_of the sentence,

especlally ay those contents rélate to concerns in

POV T R PR R

the wgitin s whole. In asking, "Could he be,
without my kﬁoﬁledge?" the narrator opens a much
larger dimension than simply that concermed with
~whether the rotatingrfiggrgVisrﬁMalone":p? “Mp}}qyf?

This dimension is opsned through the sasctual wordé

used In the text. The senﬁgﬁie'itself stands as

something like an event (this is the case throucghout ' 2

the Trilogy, and especially in The Unnamable). This

opens it to all the avenues of intsrpretation in ex-
actly the same way as any 'action event" in a nar-

rative--Murphy's death; for-instance--is opened.

At e o e
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7ﬁittgenstein's coﬁcept of "meahing"Q-ﬁhgfrr ‘108,

meaning 1is equivalent to usage or application of

a term or statement--is'1mportant’hera.19 The
'meaning' is not an object for which the wordlor
‘statement'stands, but a function within a context,
the boundaries of which are delibefately or tacitly
agreed upoﬁ by the speakers in a situation. This
is why we “cannot éay'absoluﬁelx that the‘"meaning"
of "Could he be, without my knowledge?" 18- simply,
"Could he be- (here), without my knowledge?" That
i{s ggg.poséibility,‘a strong one, for which support
can be found iﬁ the contéxt of the passage as a

’ whole.f But the abssence of_thevword "here" in the
actual text occasions a different situation; which
can.be equally well explored and documented, again
1n.term§ of the context ihrﬁhich the statement 1s
found, as I will show'in a momeng. Thé\cruéial
factbr is the eStabiishing of the'bbundaries by
thoss discussing the statement itself. M& only
concern here 1s to show how the text 1tself en-
courages'doing exactly that, and how, as a text,

it has éffinities with such 'wide open' perspectives

on language and meaning.




: ‘ ' 109.
Heldegger is helpful also in this regard: 9

@

Multiplicity of meanings 1s the
8lement In which thought must ﬁ?ve
in order to be strict thought.2U

© e

To suggest the pogsibili?%es of "meaning" through
Qtﬁerplacgng of different emphases in the little
phrase U#itﬂoutsmy knowledge,“ 18 not to losé sight
g} the relations of the meanings suggasted tb the
‘context(s) of which they are a7§art. The Beckett
tex?® is generatéd from .a persﬁective vary much at-
tuned to areas of conscidﬁsness articulated by-
both Witfgenstain and H;idegéerf and there will be
’ more said later fn this essay about each.

o

"The place is no doubt vast."

"The place" would seem to mean "this
place" but, as with "here" in the previous discus-
sion, the text does not Say "this" place, jdst as
1t does not read "The place is vast" but, ﬁThe place
1s no doubt vast." The words "no doubt" in fact
eprHSS'dbubt}”ﬂé“fﬁéfﬁﬁfféfd?'56kﬁ6ﬁ1§3§§§f§7T§WjWﬂ"

pages lster. - - S
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Put, as T have saild, the place may
well be vast, as 1t may well measure
twelve fest in diameter. It comes
to the same thing, as far as dis-
cerning its 1limits 1s concerned. I
11ke to think I occupy the center,
but nothing is less certain. (295)

The problems discussed In regard to the "meaning"
of the previoug sentence, centering around a split

between narrator and text, persist in the present

sentence, and iIn the following one. By kesping

'the remarks general and open (and, In the cade’ of

"o doubt;“ unstable ), the nerrator keeps alive:
both the probable specific‘ﬁbaniﬁg, and the more
abstract but equally probable possibilities of the

text per se.

"Dim Intermittent lights suggest & kind of

distance,."

The seeming 6larity (?ebpite the
hesifancy of "suggest" and "a kind of") of this
remark 1s undermined two pages further on, when ,
he says, again spesklng of the lights: "They°ares
psrhaps unwavering and fixed and my fitful per-
‘cotving the cause of their inconsténcy." (29L)

When we look at the remark by itself, the narrator

could as easily be speaking of the night sky, or
memory, or the whole writing to this point, as of

‘'his Immediate localel

»



"To tell the truth I bslieve they are all
here, at least from Murphy on, I bslisve.we are all

here, but so far I have only seen Malone." *

In viewing the text "as writing"
rather than stribfly as narrative, it became
possible to talk of Z sepgration between narrator
and "text" in the discuSQion of “Could he be, with-
out my knowledge?" The present statement, viewsd
as wﬁifing, reveéls how & similar separation occurs .
between "narrator" and "reader." While the narrator

has "so far...only seen Malone,"

we as readers héva
already been made aware of many of the pgevibus
characters and works in the writing stream. Molloy,
for instance, 1s specifically jthere‘ in the text,
for us, even though he 1s only a possibility for
the narrator. Each time any of them gets named, it
is a'ragppearance of that character, from the per- |
spactive that sees the work as 'a ﬁriting.' Refer-

ences to "hat" and "clothes" more subtly brought all

the others to the reader's mind through the text.

In this very statement "to ﬁell the truth" is a
phrase first agsociateg with Molloy, who repeats it
‘often enocugh for it to bscome a mannerism that in-
revitablym&vokeswhimjwwhenwenéeuntareé~anywhqrsfin~~

the subsequent writing.

"7'“”7111;""f “; .
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The bifurcatieén of narrator and reader is )
present here in mors overt instances as well. "but R
’so'far I have only seen Melone' establishes a kind '“‘“%\mm'

of empirical veracity'for'the narrator s own speakhag.

,providing one kind of 1imit that enables a momentary 'zf”}

“ ;particularity to emerge around his speaking to this

+

point. The intense identification between reader v
and "I" suggested earlier in the discussion.ef | :
"Sometimes I wonder if 1t is not Molloy.“‘separetesiff
again here, as clearer boundaries emerge for the
moment. This recura throughoﬁt\the text, as the
»relation now makes 1tself distinct, now moves towards

a new fusion. When we view the narrator/feader>re-

lation as a 1lins, we see mors clearly the affinity

betwaen The Unnamable and the Third Zene of Murphy's- -, -

mind.

nothing but forms bscoming and crumb-
ling into the fragments of a new be-
coming...nothing but commotion and
the pure forms of commotion....the
ceassleas unconditioned generation
end passing away of line. (112)

We could tracs, from sentence to sentencs,
passage to passage, the rise and fall of this line,

but in“the examples we would quote to do this there

would be 1nnumefable other such lines ménifesting



.

and dissolving all the while. In the sentance now

being considered, "Murphy" is mentioned by name; .
N 5 1 ) 3

"t6 tell the truth" is a Molloy mannerism; "I be-

11eve they are all here...I believe we are all

:ﬁere“’is'ons of the technical repetition devices

'¥éé;mon to the Trilogy as a.whole; "at léést from -

B Murphy on" cites a relation betwsen the "I" and,;!é‘
‘ thé ﬁriting.stream 1tself¥(a3‘cqntfasted with$§
relation bétween;the "t é?dcanotberggharacter in A

:;tho stream); and so on.A This 1s the cass for al-
most evary'linqﬁ It is one of £he effectsroc-

‘ casioned by the writing makiﬁéhitSelf felt, known,
perceived, as writin } which qpens%yp the véstnebs»

of writing as a surface both of language and of

- _consciousness. CL

-

But how.much more pleasant was the.
sensation of being a missile without
provenance or target, caught up in a
tumult of non-Newtonian motion. So .
pleasant that pleasant was not the
.word. (Murphy, 112-13)

.

But I do not wish to imply that the Beckett
‘iork, in whole or part, would be "solved" or its

problems "resclved" even were we to construct a

P

—¥~mmodol~showingvthe"&ctualwcoursingvofLaliwtheseﬂ“lhﬁ&sﬁmﬂmﬂw'
,"thnongh,ayany_statnmantmnfﬁtaxtJ,ﬁﬂq;nnnginnﬁati:fw, -

v
gations are not specifically concerned with axplagﬁtion'

.
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or any'sori of whola taxonony, nor are my descriptionsi_

, intent ypon a completenega _rendsred illusory by
ths taxt itself. The nrimarj concern here is that

of qpeuing 8. way 1nto the text, and not with the

development of a systemy/that can only end as a

‘reducticn of text. The writing 1s simply not re-

‘ducible to "object." All the lines of relation
happening continually together In a trus tumult of
cohesion and dissolution create a vast music,

difficult music.

"Another hypothesis, they were here, but

are here no longer."

The last sentence discussed seemed to

locate the narrator in a fairly definite place ("...T

bellieve they are all gggg...;I believe we are all

hggg") (emphasis mine), but such security 1is Quickly

disrupted by "Another hypothésis....” The term

"hypothesis" casts i1ts shadow on the previous state -

ment, wﬁich ﬁe did not regard as a "hypothesis"

while reading it. When w&ydo regard the two statements

as hypotheses, tha 1ocation of the speszker shifts to

~some place other than whare we thought it to be (iae.,‘

wap -

” in the place where the statement itself was). £he N 1
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specles of assurance, slender as it is, In "To tell
the truth I believe they are allrhera, at least
from Murohy on, I believe we ars sll hére,vbut S0
far I hav; only seen Malone.", is now wndercut by
the forced regarding of that sentence as only a g\\\\\\;
hypothesis, not something 'substantial! in itse}f,
and made from a location invisible to us.

"Another" is a key term here: it sugeests the

narrator himself 4did not think of the first state- .

- ment as a hyprhfsis until this point. And perhaps

it was not, until this point.

"essthey were here, but are here no longsr."
is 2 negetive counter to ths previous statement
(repsating the sarlier positive/negative movement
in the statsments about Molloy). The two .sentences, -
seen a8 hypotheses, are one more instance of the
"wondering”, though of a more general and abstract

nature.

"I shall examine it after my fashion."

This is one of the "present tenss

return sentencas, although the "shall“ makss for a

slizht variation, and the contents refer to an 1nterna1
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operation rather than sxternal positioning. But 116.

tectmically the sentence serves as a kind of "rést,“

a point of drawing back from‘the gll=absorbing in-.

. volvements that characterize the sentences betwseen

the statements of "present tense return."

"Are there other pits, deepef down? To which

one accedss by mine? Stupid obsession with depth."

These lines seem to bslong together,
forming a sudden little "musical phrase" all thelr _ .

own, but what they "do" in the passage 1s much more

complex, In Malone Dies we read:

Perhaps after all I am in & kind of

.vault and this space which I take to

be the street in reality no more thean , .
a wide trench or ditch with other .
vaults opening upon it. But the

nolses that rise up from beslow, the

steps that come climbing towards me?

Perhaps there are other vaults sven

deeper than mine, why not? In which

case the question arises again as to

"which floor I am on, there is nothing

to be gained by my saying I am iIn a

basement if thers are tiers of base-

ments one on top of anqther. (219) -

Molloy says, early on:

o..and deep down is my dwelling, ohnot-
deepest down, somewhere betwsen the mud
and the scum. (1l) -
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And long befors, in his first book (Proust), Beckett R

’

says:

et G Sl v A

3 v n it 2

- essthe only possible spiritual devsl-
opment i1s in the sense of depth. The :
artistic tendency is not expansive, :
but a contraction....The only fertile
ressarch 1s excavatory, lmmersive, a
contraction of the spirit, a descent.

(h6-8) f
The three sentences thus show a movement
back towards the very origins of the writing sfremu,,
in a highly ordered manner. The first brings the

most recent book, iMalone Dies, dirsctly to mind.

The bad pun on "mine" 18 a tralt characteristic of

the early writing in Murphy and More Pricks Than
Kicks (i.6., of the "firs%iperson(n;rrative voice“);
writing located chronologically betwsen-:the: Trilogy
and Proust. The word "stupid" also reflects some-
‘thing of the sophomoric cockiness of the aariy first
ﬁpefson voice, although 1t is more pivotal in the

third sentencs, which seems to plgce the spesaker

at the very beginning of the whole writing, a placing
the self-censuring remark itself supports.. Ehé,
sentence counters the daséaﬁt to which the whéle
‘work”attasts;‘by*rvlegétiﬁgfit'&11”f6’ﬁ6%ﬁiﬁgwﬁ6561'
than an "obsession." - "Stupld obsession,;" at thate S %*
The realis;tion of diatance, or pfoportion and re-

i
3
4
4
lation, hers, 1is quite startling, made even moreso %

=
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when we recognize that we have come no further than

the first story of More Pricks ’I’han_Kicks.21

"Where were we?" said Belscqua....
"Where are we ever?" cried the Ottolenghi
"where we were, as we were," (20)

" "Are there other places set aside for us and
this one where I am, with Malone, merely their

narthex? I thought I had done with preliminaries."

The first sentence here reveals an
instinctive shift asway from the "stupid obsession

with depth," through contents that suggest a hori-

zontal possibility: "Are there other placzs sat

aside for'us....“‘;"Narthex," a powerful word among

basically bland sounds, triggers further associations

in this regard. But narthex means "casket" as well

' and in any case replacing "depth"

with a "latsral" direction would not help.aa _The

as ?vestibule,'

narfator realizes this, and shifts again: "I
thought I had done with preliminaries." No time to
start a ﬁhole new direction! And yet, has any of
1t been anything but "preliminaries"? The sentence
places the narréforiéack f;ghiﬁhe'dirgétibgmﬁa had

just started. in, and in one sense, back from the

whole stream to that point. For all the works may'
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certainly stand as that g

be seen as "preliminaries,"

t6¢£his exacting present moment, just as the very
guestions heré beingrasked are preliminaries in a
new féiamlnation" doomed to end in a dead end, as
all the others have before it. The past tensev

verbs convey a mood of resignation and weariness,
in sharp contrast to the mood of "I shall qxémine

it after my fashion.", the sentence immediately

iprior to thgyfive-sentence-set Just concluding.

.These five séntences form a8 quite distinct
rhythmic patte@ﬁrwithin the passage as a whole,
kéyed by the two which~begiﬁ with "Are there other...,"
anchored by the two declsratives. "o which one
accedes by mine?" establishee'th; needed variation.
As a group they set up the concluding stgtemeht,r
both rhythmically and in terms of mood, and help

to daterﬁine as wall its contents.

"No no, we have all been here forevar, we

gég%X/gll be here forever, I know 1t."

The verbs are important. The present

perfect tense ropes in the present moment (i.e., the
immediate focus since "Are there other pits...," and:

the section as a whole) as only anothgr gasp of
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'what has always been.' The future tense here

closes, rather than opéns: all past futures--~
this present moment being thé.most racent--have
ended, ultimatsely, in the same impasse, (Moiloy:l\ F
"It's for the whole there seems to be no spell."
(27)u7\ And the present tense "I know it," unlike '
the-inagances of "present tense return" noted
throughout the passage, does notvstand clearly by
itself,.but 1s attached to these past and futurer
conclusiond, crowded out by them, slmost lost in
the crushing negations. As "present tense" it 1s
a gesture of holding ground; but 1ts contents--
»!BEE the narrator "kmows," atrthis one point--
ar; the very negatives to which it is attached,
~ the precadeht contents of the sentence itself.

The passag;.concludes darkly, negatively.
A1l the various beginnings, the gonjectures, ob-
servations, questions, seeminglyApdssessed of
energy with which fo continue, crumble at the end
into frustration, defeat. The final remark is

23

more one of desperation than -of resolution.
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The Backett text demands excruclatingly . ,

close attention, pushing the reader towards bther »
kinds of meaning, reliabllity, awareness, than those
- dependent upon the accustomed contents of narrative

surface. Put technique, however dazzling, never

betrays 1ts own contents, which uniqﬁely inform and . - :
drivektechnique, even as it "opens' them in a menner
.imméasureably fuller than they own as contents qua i
contents. The dynamic interchange between the con-
tents of the.words and the arrangements, relatioﬂs,
velocitles of the“words,'viSible in the micrdievels'
of text, centers the dialectical ﬁoving that "sustains' e j
the space of thé whble writing field. The stasis 1s ]
one éf pure moviﬁg, like Murphy bound in his ever-
faster-moving chair. Clear boundaries bstween

" position" and "motion" dissolve, as in Heisenberg's:
~ famous principle. When we stop th'tgxf tOWMake a
point, we discover the text itsélfﬂnevér stops.

‘There is no solid anyfhiﬂg; once we step into thb
text, and we inevitably do that when we‘focﬁS‘on

any portion of its moving surface:r We are then

"more and more and more in the dark," are oursslves

become "a mote in the dark of absolute freedom."




THE TEXT AS AN INSTANCE OF ITSELF
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In Chepters One and Two, I heﬁeidiscussed
Beckett's work from the viewpoint of the writing
a; a whole. In the present chapter, attention -
shifts'to4indibidua1 terts, in particular those

written prior to the Trilogy.

We can distinguish among the individual works‘

MQuite easily, for’ each new text is an abrupt de-

- \

parture, in structure and form, from the work im-

mediately precedent. This in itself is unique, as

is quickly apparent when,we compare tne Backett

osuvre with that of writers 1ike Celine, Genet, or
Rbbb‘e-Griliet.1 In contrasting,hie work with
Kafka's}fBeckett has said: ‘

%

You notice how Kafka's form is classic,
: 1t ‘goas on 1like “a steamroller--almost
serene, ‘It seems to be threatensd the
whole time--but the consternation 1s In
.the forms In my work there 1s conster-

nation behind the form, not in ths form..

At the end of my work tBere 1s nothing
but dust--thé nameable. :

This restless perspective unifies ths whole writing,

s

“not as an object, but as an action. Though this

qualifies any easy sense of a particular work as

" separate and complete,lit simﬁ1t55ebﬁ§i§'eﬁiﬁi£§
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cl&af:description of each specific work;é separate-

" ness withfn, not from, the field of the whole wri-
ting. -Thué we can Ses each.work-as an 'instance of
itself,' and yet intimaéel& connected withrall the
other works, through being only an'isolated area of
an actional w};mle.3 -

By"inétance of itself' I mean a plcture of the

' LJE)work defived from the text directly, in the text's

own ter'ms.LL The fguiderords' suggested for each text(

are not to be understood as labels for discrete oﬁ—
jects; but heuristically, as indicators of thevpar-
ticular shape of that area bf tﬁe'whole writing that

i1s the spepific text.5 -

Murphy as Closed stteﬁ'

 Murphy 1s the most traditional of Beckett's
novels. It hasrtha well-established beginniﬁg,
middlg, and end, a varlety of unlikely but 1l1lkable
characters, the whispsr of a love Qtory, the unfore-
ssen point of crisis for the protagonist, and ulti-
mately the confirmation of this hero through his

death. The pace is lively, the surface untroubled.

The very fact that it is in every way a "well
written novel” indicates the essentially closed

nature of the book itself.
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Closedrsystéms abound ‘in Murphy.

Murphy's mind plctursd itself as a o
large hollow sphere, hermetically T e
closed to the universe without. This- A
was not an impoverishment, for 1t ex~- ;
cluded nothing that 1t did not itself
contain,....Murphy was content to ac-

]
n
J
L]
i w L O A}wﬁm&;ﬁ i

cept the , partiasl congruence of the. ' 4.
world -of his mind with the world of 3
his body as due to some...process of , B
supsrnatural determination. The: ;

problem was of 1little interest. Any G
solution would do that d1d not clash , -
with the feeling, growing strongenr S K
as Murphy grew older, that his mind ’ \
was a closed system, subject to no ' :

" principle of change but its own,... T
sglf-gufficient and impenetrable to

« the viclissitudes of the body. (107-09).

-

(emphasis‘mh&e)

And now Neary lay on his bed, repeating.
"The syndrome kriown as 1ife 1s too dif=-
fuse to admit of pslliation. For every
symptom that 1s eased, another 1s made -
worse. The horse leech's daughter is a
‘closed system. Her quantum of wantum
cannot vary.' (200)

She incressed the flow .of tears,
partly to show how offendsd she was, .

- partly because_the kisses -she was now
gatting were quite a new experience.

When the effect of shedding tears

finally became greater than the
pleasure of having them kissed away,
Miss Counihan discontinued 1it. (lah -5)

S b e

[y

A1l four_aragnowgin,poaitiQnJ,mThav — e
will not move from wherse they now are - -
until they find a formula, a status =~
quo agreeable to all., (233)
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. He never laft hils room, except of
course when absolutely obliged to,
nor allowed anyone to enter it. -He
- took in the tray that Miss™ Carridge
~1left twice daily at his door, and
put it out when he had eaten. Miss
Carridge's "Never still" was an
exaggeration, but it was true that
he did spend a great deal of his
time ranging his room in every
direction. (69)

Cooper was the perfect size for a

servant so long as he kept off the

bottle and he moved incorruptible .

betwean his corruptors with the ‘ .
beautiful indifference of a shuttle, = §

without infamy and,without praise. (198)

For two days and three nights they
. 4id not leave the house. Neary,

because distrusting his associates

singly and as a pair he feared lest

Murphy should arrive while he was -

absent; Wylie and Miss-Counihan, - ) .

for the same reason; Cooper, bacause '

he was forbidden; Celia, because it~ - ) o o

did not occur to her; Miss Carridge,

because she had no- time. It seemed

as though none -of them would ever go

out again, when relief arrived in the

shaps of -an assurance- from Dr. Angus
~"Killiecrankie that so far as the

fear of missing Murphy was concerned,

they might all take the air without

the least anxiety. (256)

And in the end Murphy's birthmark (on one of his

buttocks) is the sole means of identifying his

charred remains:
"How beautiful in a way," said the -~ - . -
coroner, birthmark, deathmark, I mesn,
rounding off the 1ife somehow, don't
you think, full circle, you know, ah,
Angus?" (267)
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Suk's Horoscope (32-4), Mr. Endon's chess game

b b s et et w1

(2&3;5),'Murphy's,ritua1‘dessert (96), and nu-

merous -other Instances of statement and event ‘ ‘ : -

U SR S

continually reenforcs thevoverall."ﬁsdytightnéss“f

of the world-as-closé&-sjstém. ‘
Na;ratively, everything is neatly wrappsd PP

_at the end. Neary writes fdur‘checks'imﬁediateijv .

. after the viewing of Murpﬁy's.gémains (including

one covering the axpensaé,of'Murphy's.cremation);

- thereby closing the relaﬁions of the group that i

had baeﬁ»held togethe£ through the course pf the

:book by Murphy's absencs. -Coopef,‘abls to sit and

wear a hat now rhat Murphy is dead,” is fittingly

entrusted with the laﬁtér's?éshQSignd fittiﬁgly _

dispenses with thamr(275), not in the manner Mgrbhyrrfﬁ

;had'wished, bgt zn a manner'perhaps more approériate

in a' closed-system woéld most obvious at the phyﬁical

level. And the last that is said of Celia, "She

closed her eyes." (283), brings full circle the love

affair initiated by those same eyes (12,13). The

ranger's cry, "All ggg.ﬁ, ejects everyone from the

" park, which now is dark. The bright show of Murphy

ds at an end.

-
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"Closed system,! however, is more than an -

insistent aepect of the ﬁarretiye centeﬁts., It
describes ths form of the novel as well. The
opening sentsnce of the work 1s instructive.
The sun ehone, having no alternative,

‘on thé nothinz new. (I)

That Murphy, seen as @a plece. of writing, exemplifies -
this "nothing new" can best be seen when we Dlace
it in the writing stream, where 1t rests chrono-

| logically between More Pricks Than Kicks and Watt.;

When we compare Murphy with 1ts”imﬁediate
predecessor, significant advances appear, both in
the technicel writing and in the . cohesion of randam

impressians towards a definite polnt of visw. Ten -

stories converge into a novel of thirtesn "sections,"

just as Pelacqua's belief "thatz the best thing he

had to do was. to move constantly from place to place“

(36) coheres, as a method of 'coping, into Murﬁﬁy 8
practice. of binding himself naked to a'rocking.cheir;~
appeasing his body so’ that ﬁe can - "come out in his
mind." (1-9) But these afe>cﬁenges of degreebenlf.»' .

Similarly, even’a brisf glance at Watt,?the mon'

exnerimsntalgof Beckett's novale, reveals 2 Y to

“

be, In terms of form, a cul ~de*-sac. - T e T f/-




In Murphy the 6lan of the gstyle curiously 129.
contradicts the implications of the viewpoint,
betraying a distance bstween the conceptual and the
actual, in the pesrspective behind the writing,
This conflict is visible in the book, through a
contrast of "Section Six" (the description of
¥urphy's mind) with Murphy's last (and in ‘one senss,
,ffi;st) encounter with ir. Endon (248-53), Gazing
- closely into Mr. Endon's eyes, Murphy cannot prevent
himself from gpsaking sloud:
"The last Mr, Murphy saw of Mr. Endon
was Mr, Murphy unsesn by Mr. Endon.
This was also the last Murphy saw of
Murphy.".
R A rest. '
"The relstion between Mr. Murphy and
' .  MriW Endon could not have been better
summed up than by the former's sorrow
at saeing himsself in the latter's im
munity from seeing anything but himss1lf,"
A long rest. '
"Mr. Murphy is a speck in Mr. Endon's
wnsesn." (250)
"Murphy's mind" is strictly a conception of Murphy's,
with the which he largely entertainsed himself, prior : }
to his job at the Magdalen Mental Mercyseat. Once l

thers, howsver, he doas not "succeed in coming alive

4n his mind anymore"” (189)., The last encountsr with

Mr, Bndon is his first actual contact with what he

has been pleassd to call the "Third Zone," the zone

of the Dark. Th's touch punctures his vaunted self-

14 t
1
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- ot /‘ . . -
sufficiency. His immediate resvonses--leaving the

MMM, stripbing away his clothes, lying naked in the.
grass--sesm to be positive ("Murphy felt incdndes-
cent"); but when he is unable to "E;; a picture in
his mind of any creature he had met, animal or human"
(252), he nearly panics, and csrtainly draws back
from the depnths of the Dark he has encountered in

Mr, Endon's eyses.

{
.

Scraps of bodies, of landscapes, hands,
eyss, lines and colors svoking nothing,
rose and climbed out of sight before
him, as though reeled upward off a
spool level with his throat. It was
his experience that this should be
stopped, whenever possible, before
the deeper coils were reached: He
rose and hastened to the garret,
running till he was out of breath,
then walking, then running again,
and so on. He drew up the ladder,
1it the dip sconced in its own grsease
on the floor and tied himself up in
the chair, dimly intending._to have
a short rock and then, if He felt
any better, to dress and go, before
the day staff were about, leaving
‘Ticklepenny to face the music, music,
MUSIC, back to Brewery Road, -to_

- Celia, serenads, nocturne. albada.
Dimly, very dimly. (252)

He dles the same n{ght,9 death being the positive

expression-within the closed system, logic=tight

" as well as bodytight, of the "gap" into which

Murphy has tumbléd.




_The rounding off of the novel after Murphy's 131.

el e S el i

crucial experiencs, rather than conclgdiné on the
note 6f that exparisnce itself,'is the'final touch
of the conventional that rendsrs the wofkr(and . : :
‘there fore the psrspective at fhat point in the stream) !
itself a "closed system." However, latent within ’
the work is the experienceAthat begins to be dealt

with in Watt, about which thers will be more to say

presently. 10 h ' ' , :

Belacdua's "Beethoven Pausge"

‘The first two books of flction are closer in
more ways thsn -any other two in thg stream. None-
, theiess,each,remaina a ‘separate text, clearly dis-
tinct enough to disallow our talking of one in.
terms of the bther, or subsuming the first--irre~
speétive’of‘differénces of‘qualityllto thé second.
If "closed system" identifies Murphy as an "instance

of itself," some other term entirely 1s nesded for

More Pricks Than Kicks, and one which most strongly , ;

b

suggests 1tself is what Belacqua calls his "Beethoven

pause M’ - oo
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He was plessed to think that he could
give what he called the Furies the
slip by merely setting himself in
motion....The mere act of rising and
going, irrespective of whence and
whi'ther, did him go0d+.sThe simplest
form of this exercise was boomerang,
out and back; nay, it was the only
one that he could afford for many
years....He was at pains to make 1t
clear to me...that it was in no way
cognate with the popular act of brute
labor, digging and such l1ike, ex-
ploited to disperse the dumps,...

for which he expressed the greatest
contempt. He did.not fatigue him-
self, he =aid; on the contrary. He
lived a Beethoven pause, he said -
whatever he meant by that. 6-8)

Narratively, the "Beethoven pause" is simply one

of these spontaneous gaﬁbols. Belacqua is only

' Belacqua, in the way that has any real meaning,

when he is engaged in the "Beethoven pausse." The

passivity characteristic of the later Beckett pro-

tagonists is in evidence even in thiiéaction, in

ways other than the appending of a cultural tag

sﬁggests.

12

Not the least charm of this pure
blank movemsnt...was its aptness
to receive, with or without the
approval of the subject, in all
their integrity the faint inscrip-
tions of the outer world. Exempt
from destination, it had mnot to

"shun the unforeseen nor turn aside

from the agreeable odds and ends of
vaudeville that are lisble to crop
up. This sensitiveness was not the
least charm of this roaming that
began by being blank, not the least
charm of this pure act the alacrity
with which it welcomed defilement.
But very nearly the least. (38)

132,
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~'ﬂow, though, does the phrase have meaning
for a clearer vlew of the form of the book taken
as a whole? Thegiiterél arrangementyof the text--
in this cése ten stories--1s the beginniné point’
for fhis'kind of Investigating. In 2 study of form
it makes a great deal of diffefence whether a text
is gomposed of ten stories or éhiftean sections or‘
two paragraphs totaliing ninety péges.

Each of the storles is a kind of excursion,
in narrative contents as well as into the realm of
the Beckstt writing itself. The contents are
certainly "faint 1nscr1ptions‘bfbthe outer world,"
just as the writing act per se'?is very 1ike "this
roaming that began by baingﬁblahk;" The 11ttle
"~ turns Bslacqua takes are'not'reiated except through
his being fhe person taking them, just as thé stories
are all separste, only loosely related through
BPelacqua's presencs, or, in the elighth and teﬁth,
his absence. The "Reethoven pausé"'is as much as
we are ever given of Belacqua's essential self,
and as such, is very slight,?but nonetheless this
information 1s, for the same reason, the most im-
‘portant in the whole text. The narrator remarks

. of his "sometime frieﬁd”Balacqua1“

O R A
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He was an impossible psrson in the 134.
end. I gave him up in the end
because he was not serious. (38)

(emphasis his)

The book certainly suffers in any comﬁarison with

the lster writing, or even with Murph ; written

only a few years after. The storiss are slighﬁ,

like Belacqua himself. That the "Beethoven pause"
characterizes the book "as an instsnce of itselif"
effectively indicates the sort of book it is. Still,
the text as a whole, as well as in its particulars,
bears both interesting and significant relation to
the other wopks in the wriﬁing stream, as can bs

shown without making undue claims for 1t 2l

1

Watt and The Fall Off The Laddsr

The closing lines of Wittgsenstein's early

(1918) book, The Tractatus Logico-Philosophicus,

disclose an image which has becomse famqué.

My propositions serve as elucidations
In the following way: anyone who
understands me sventually racognizes = _ B
them &8 nonsensical, wheh he has used
them~-as steps--to climb up beyond
them. (He must, so to speak, throw
away the ladder after he has climbed
up it.) He must transcend these
propositions and {gen he will see

the world aright. L




-

A few pages into Watt, Mr. Hackett, one of the ob-

scurer Beckett characters,16 says:

It was there I faell off the ladder...
What age were you then? said Tetty.
One, said Mr. Hackett. (15-16)

£

This. remark might élmost pass unnoticed were it not
'\latar r;peated, considerably amplified, in Argene's

monologue :

But in what did the change consist?
What was changed, and how? What
was changed, if my information is
correct, was the sentiment that a
change, other.than a change of degrese,’
had taken place. What was changed
was exlsterice off the ladder. Do
not come down the ladder, Ifor, I
haf taken it away. This I am happy
to inform you is the reversed meta-
‘morphosis. The Leurel into Daphne.
The o0ld thing whers it always was,
back again. (L4ly)-

In-Murphy the ladder image is utilized -
directly but somewhat superficially. This is in

keeping with the more idealistic perspective at

that point, howsver, for Murphy, l1ike More Pricks
Then Kicks, is a book' in which the thought st1ll

; , 1 :
looks basically upward. 7 This accounts for its

brightness, despite the waight of certain events

in the book.. Murphy s death affects us as does

Mercutio's--disappointing, rather than tragic.

135,
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The only means of access to Murphy's garret
is by ladder. At first bolted down, he insists

that 1t be unboltéd, and Ticklepenny complies.

19

Ticklepenny had unscrewed the ladder, |
‘8o that now he could draw 1t up after
him. Do not come down the ladder,
they have taken 1t away. (188)

Ona of Murphy's last reported acts involves this ladder.

He rose and hastened to the garret,
running ti11l he was out of breath, .
then walking, then running again, and
so on. He drew up the ladder, 11t
the dip sconced in its own grease on
the floor and tied himself up-in the
chair, dimly intending to have a
short rock and then, if he felt any
better, to dress and go, before the
day staff were about, leaving
Ticklepanny to face ths music, music,
MUSIC, back to Brewery Road, to
Celia, serenade, nocturne, albada.
Dimly, very dimly. (252) - o

(emphasis minse)

Once one's ladder is pulled up, there is no way to
come back down. To attempt to do so (or think’of
doing so, as Murphy does) is to fall, back into the
reality away from which one was climbing. Murphy's
death is a fall into a condition of the world he
sought to leave: predictable end of predictable

sequence of (logical) "closed system." Murphy 1is

only a corpse (i.e., unreachable) for the other

charactefs, all of whom are still on the physidal plane;18
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Murphy dies but the world in  which he dies . ’é

goeé'on, as the book doss. A fanciful picture of

what he might have beanllike had he lived 1is pro-
vided by Watt, who succeeds Murphy as protagonist
in the Beckett writing. Watt's.first appearance,
as well as his way of walking, emphasize the con-

ssquences of what we might call the "re-entry crisis."

paseia [ e e el

On the far side of the street, opposits
to where they sat, a tram stopped. It
remained gtationary for some little time,
and they heard the voice of the conductor,
raised in anger. Then it moved on, dis-
~closing, on the pavement, motionless, a
solitary figure, 1it less and less by the
receding lights, until it was scarcely to
be distinguished from the dim wall behind
it. Tetty was not sure whether it was a_
man or a woman. Mr, Hackett was not sure
that 1t was mot a parcel, a carpet for
example or a roll of tarpaulin, wrapped
up in dark paper and tied about the middle
with a cord. (16)

[ P I

5f®> Watt's way of advancing due east, for
example, was to turn his bust as fsr as c
possible towards the north and at the , ' :
same time to fling out his right leg as :
far as possible towards the south, .and
then to turn his bust as far as possible’
towards the south and at the same time
to fling out his left leg as far as o
possible towards. the,north1fand/thenuagaﬁm—v——W——~—w~r
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to turn his bust as far as possible -
towards the north and to fling out

his right leg as far as possible

towards the south, and then again to
turn his bust as far as possible

towards the south and to fling out

his left leg as far as possible towards
the north, and so on, over and over
again, many many times, until he -
reached his destination, and could sit
dom. So, standing first on one leg,
and then on the other, he moved forward,
a headlong tardigrade, in -a straight
l1ine. (30) .

When the ladder 1s'faken’;way, nothing remains

" in itgAglacaz hbthing'is there where the_laéder was.,
The central probiém witﬁ which thtAmust-come to
terms during his stay at Mr. Kh;;:§; house, and ever
after, is "the experience of a nothing." The firsf
"and perhaps the principal incident" of this nature
is that of the Galls, piéno tuners come to tﬁne Mr;
Knott's piano. (70-2) Prior to this time Watt

"had prerienced literally nothing, since the age of
fourteen, or fifteen, of which in retrospect he was
not content to say, That 1s what happened then." (73)

But suddenly the world changes, and the incident of



the Galls, "ths first and typs of many" (76),

disturbs Watt becausarhe cannot say this of 1t.

-~

-

What distressed Watt in this incident
«+.Wa8 not so much that he -did not

know what had happened, for he did nbt
care what had happened, as-that nothing

" had hapvened, that a thing that was

nothing had happened, with the utmost

 formal distinctness, and that it con-

tinued to happen, .in his mind, he
supposed, though he did not know ex-
actly what that meant....Yes, Watt
could not ‘accept ...that nothing
had happened, with all the clarity
and validity of sémething....(76)

If he‘had been able to accept it,

then perhaps it would not have re-
visited him, and this would have been
a great saving of vexation, to put

it mildly....But to elicit something -
from nothing requires a certain skill
and Watt was.not always successful,

" in-his efforts to do so.. Not that he

was always wnsuccessful either, for:
he was not....No, he could nevar
have spoken at all of these things,
if all had continued to mean nothing,
as some continusd to mean nothing,
that is.to say, right up to the end.

» For the only way one can speak of

nothing is to speak of it as though -
1t were something, just as the only
way one can spéak of God 1s to speak’
‘of him as though he were a man, which
to be surs he -was, in a sense, for a
time, and ds the only way one can
speak of man, even our anthropologists
have realized that, is to speak of him
as though he wers a termite. But if
Watt was sometimes unsuccessful, and

. 139.
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~_sometimes successful,...he was most

often neither the one, nor the othsr.
For Watt considered...that he was suc-

cessful, when he could sevolve, from
the mgticulous phantoms that baeset
him, a hypothesis proper to disperss
them...«.For to explain had always
been to sxorcise, for Watt.

-
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And he considered that he was un-
successful, when he failed to do so.

And he considersd that he was nefther
wholly successful, nor wholly unsuc-
cessful, when the hypothesis evolved
lost its virtuse, after one or two .
applications, and had to be replaced
by another, which in its turn had to
be replaced by anothsr, which in due
course ceased to be ofsthe lesast:
assistance, and so on. And that is
what happened, in the majority of
cases. (76-8)

Put it 1s impossible to know whether, Ehén speaking

of such an incittent, Watt refers to the "unique
hﬁpothesis" that began the series, or the latest

number in the seriss, for ‘

it sometimes happened thaet the hyvoth- .
* - esis in question, after a sufficient
period of rest, recoversd its virtus
and could be made to serve again, in
‘the place of another, whose useful-
ness had come to an end, for the time
being at least. . To such an sxtent is
this true, that one 1s sometimes
tempted . to wonder, with referencs to
two or even three incidents related
by Watt as separate and distinct, if
they are not in reality the same in-.
cident, variously interpreted. (78) .

There are no examples available of Watt's failures,

. H
For there we have to do with events
that resisted all Watt's efforts to

. saddle them with meaning, and a formula,
L so that he could neither think of them,
"7 7 'nor speak of them, but only suffer them,
when they recurred, though it seems
probable that they recurred no mors,

at the period of Watt's revelation,
to me, but were as though they had
never been. (79) '
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The incident of the Gs11s is, then, one of Watt's kg ,
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*+ "partial successes." The narrator has alrsady \

drawn a‘distiﬁcﬁicn between the incident 1tself and

Watt's relating of the incident: as for its meaning,

btk i i

"as related by Watt" (79), is this the original ’

. mesning it had at the tims, subsequently lost but R
' recovered; or was the origina}’mﬁaningiquite,diff’. e ;A
ferent from that provided in"Wapt's'relating of the ‘

incident; : L . :

Or did it have no meaning whatever

for Watt at the moment of its taking
place, were there neither Galls nor-
piano then, but only an unintelligible
. 8uccession of changes, from which Watt
finally extracted the Galls and the:
plano, in self-dsfence? , These are
most delicate questions. (79)

They certainly are, for here we have an elaboration .~ .. .. .. . .
 of what Arsene has earlier said in describing that

momentous- event in his own experience:

my personal system was so distended
at the period of which I speesk that
the distinction between what was in-
s8ide it and what was outside 1t was
not at all easy to draw. (43) ~

A

Watt provides a kind of concrete example of this o i

—~sort - of situation. - - -
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Watt spoke of it as involving, in .
the originel, the Galls and the pilano,
but he was obliged to do this, sven 1t
~ the original had nothing to do with
the Galls and the piano. For even if -
the Galls and the piano were long ’ .
posterior to the phenomena destined
to become them, Watt was obliged to
think, and spsak, of the incident,
even At ths moment of its taking
place, as the incident of the Galls R
and the plano,- if he was to think - - =
and speak of it at all; and it may
be assumed that Watt would never ‘ - .
have thought or spoken of such . inci- ; o
dents, if he had not bsen under the - S

absolute necessity of doing so.” ¢79)

i

It is not surprising to find & multiplicity of - .

meanings emerging as conclusion.

But generally spesking it seems . .
probable that the meaning attributed )
to this particular type of incident, L
by Watt, In his relations, was now <
‘the initial meaning that had been - -
lost and then recoversd, and now a -
meaning quite distinct from the initial  °
meaning, and now a meaning evolved, - A

after a delay of varying length, and. - e
with greater or less pains, from ths
initial absence of meaning. (79)

T

DI
Nor, as a .final word on the matter: :

Watt learned towards the end of this )
stay in Mr. Knott's house to accept . T
that nothing had happened, that & -0
nothing had happesned, learned to bedr -
it and even, in a shy way, to like it,
- But then it was too late. (80)
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Watt's relation to words, particularly to  1H3¢

'names'! end to the =zpoken word, makes & crucial

difference in‘tﬁis acceptance. He thinks of Arséne

b i A sl Jﬁ;waikfui*am&%ﬂ&vﬁﬂﬁé@

and Arsene's speech, delivered just prior to Arsere's

departure, an event occasloned by Watt's arrival.

] L S S g
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He wondered also what Arsene had
maant, nay, he wondersd what Arsenas
had said, on the evening of his de-
parture....Hs had -realised, to be
sure, that Arsene was speaking, and

in 2 sense to him, but something had
prevanted him, perhaps his fatigus,
from paying attention to what was
being said and from enquiring into
what was being meant. (80-1

]
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Ths key portion of what Arsene said had to do with
an experisncs Arsene had underpgons, very like Watt's

experience of the Gallse.

It was a slip like that I felt, that
Tuessday afternoon, millions of 1little
things moving all together out of

their old place, into a nsw one nearby,
and furtively, as though it were for-
bidden. And I have 1ittle: doubt that

T was the only person- living to dis-
cover them. To conclude from this

that the incident was internal wouid, i
I think, be rash. For my--how shall i
I say?--my personal system was so ) -l
distended at the period of which I ]
spaak that the distinction between .
what was Inside it and what was out-
side it was not at all easy to draw.

S Y
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BEvarything that happened happensd
inside 1t, and at the same time
everything that happened happened
outside it. I trust I meke myself
plain. I did not, need I add, see
the thing happen, nor hear it, but
I perceived it with a perception 80
sensuous that in comparison the im-
pressions of a man buried alive in
Lisbon on Lisbon's great day ssesam

a frigid and artificial construction
of the understanding.

But in what did the change consist?
What was changed, and how? ~What was
changed, if my information 1is correct,
was the sentiment that a ¢hange, other
than a change of degree, had taken
place. What was changed was existence
off the ladder. Do not come down the
ladder, Ifor, I haf taken it away.
This ‘T am happy to inform you is the
reversed metamorphosis, The Laurel
into Daphne. The ol4d thing whers 1t
always was, back again.

But how did this sentiment arise, that
a change other than a changs of degree
had taken place? And to what if to
any reality did it correspond?  And
to what forces is the credit for 1its
removal to be attributed?....l shall
merely state, without enquiring how

it came, or how it went, that in my
opinion it was not an illusion, as
long as it lasted, that presencs of
what 4id not exist, t pressnce
without, that presence y\within, that
presencs betwesn, though I'll be bug-
gered if T can understand how it could

~have been anything else. ~But thatead—

the rest, haw! the rest, you will
___decides for yoursaelf, when your ‘time = _
comes, or rather you will leave un-
decided, to judge by the look of you.

g DTTRIM e e a@ALel . s WMl ket 05 el L kel
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For do not imagine me to suggest
that what has happened to me, what
is happening to me, will ever happen
to you, or that what is happening to
you, what will happen to you, has
- ever happened to me, or rather, 1f
it will, if it hss, that thers 1s any
great chance of its being admitted.
For in truth the same things happen
to us all, especially to men in our
situation, whatever that 1s, 1if only :
we chose to know it. (L43-5) : '

PRI SN PERTRTY FENEPRIIE NS TR

Watt regrets bsing unable to recall what Arsens said,

or meant, not only bacause it might help him to under- | %l‘

. N @ v \'; ;i
stand his present situation in the employ of Mp. ¥nott, B

'but.bebause his cohort in Mr. Knott’s'hoﬁse, Efsking,
is extremely taciturn, redoubling Watt's sense of

"~ isolation.

Not that Watt desired information, :
‘for he did not. But he dssired words T T
to be applisd to his situation.... ‘ :
For Watt now found himself in the
midst of things which, if they con-
sented to be named, did so as 1t were
with reluctance. And the state in i
which Watt found himself resisted . i
formulation 1In a way no state had ever :
done....Looking at...one of Mr. Knott's : i
pots...it was in vain that Watt saild, ]
Pot, pot....It resembled a pot, it !
was almost a pot, but it was not a pot
of which one could say, Pot, pot, and i
be comforted. It was in vain that it E i
answered...all the purposes and per- 3
~ formed all the offices, of a pot, 1t

was not a pot. And it was just this ;
hair-breadth departure from the nature , :
"~ of & true pot that so excrucilated Watt.




_The gap, the space, between the "name" and ths

< 1héo e -
For if the approximation had been less '
close...then he would have said, This
i1s something of which I do not know
the name. And Watt prsferred on the

" whole having to do with things of which

he did not know the name, though this
too was painful to Watt, to haying to
do with things of which the known name,
the proven name, was not the name, any

. more, for him....For the pot remained

a pot, Watt felt sure of that, for
everyone but Watt. (81-2)

“thing“ﬂbecoﬁeg even more distressing, when applied

to Watt himself.

" 1little man:...But for all the relief N

As for himself, though he could no
longer call it a man, as he had used

to do, with the Intuition that he was
perhaps not talking nonsensse, yet he
could not imagine what else to call

it, if not a man. PBut Watt's imagi-
nation had never besn a lively one. .

So he continued to think of himself
as a man, as his mother had taught ]
him, when she said, There's a good

that this afforded him, he might just
as well have thought of himself as a
box, or an urn. ,
It was principally for these
reasons that Watt would have besn
glad to hear Erskine's volce, wrapping
up safe in words the kitchen spacs....
Not that the fact of Erskine's naming -
the pot, or of his saying to Watt, My - z
dear fellow, or, My good man, or, God :
damn you, would have changed the.pot
into a pot, or Watt into a man, for

.~ Watt, for it would not. But it wonuld . -

have shown that at least for Erskine:

~ the pot was a pot, and Watt a man,
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Not that the fact of the pot's being
a pot, or Watt's being a man, for
Erskine, would have caused the“pot
to be a pot, or Watt to be & man, for
Watt, for it would not.  Put it would
perhaps have lent a 1ittle colour to
the hope, sometimes entertained by
Watt, that he was in poor health,
owing to the efforts of his body to 1 ;
adjust itself to an unfamiliar milieu,:? 3
- and that thess would be successful in :
‘the end, and his health restored, and -
things appear, and himself appear, in
thelr ancient guise, and consent to

be named, with the tims~honoursd names,
and forgotten. WNot that Watt longed :
at all times for this restoration of . 2

things, of himself, to their compara- ,
tive innocuousness, for he did not.

For there were times when he felt a i >

feeling closely resembling the fesling

of satisfaction, at his beling so

abandonned, by the last rsts....But...

thess were rare, particularly in the

early stages of Watt'e stay in Mr.

Knott's house. And most often he

found himself longing for a voice,

for Erskine's, since he .was alone :

with Erskine, to speak of the little - - s
world of Mr. Knott's establishment,
with the old words, the 0ld credentials.

(82-5)

Firnl LAk R s o e L

But, as no words come from "outside," Watt is event-
ually forced to provide the necessary words himself,

and he succeeds, as with the dog and the Lynch family

(91=117) w

Not that for a moment Watt supposed

- - ——-that-he had penetrated the forces at
play, in this psrticulsr instance, or :
even perceived the forms that they up- - R
heaved, or obtained the least ussful . ;
information concerning himself, or
Mr, Enott, for he did not. But he
had turned, 1ittle by 1ittle, a dis- _
turbance into words, he had made a
pillow of old words for a head. Little
by little, and not without labour. (117)




It is perhavs this capacity to turn "a disturbance
irnto words," to make "a pillow of 0ld words for a _
head," that enables Watt to finally accept-ths

happening of a "nothing."

The "fall off the ladder," through being

a5

mentioned directly in the narrative, pfbvides a
feasible enough startiﬁg.ﬁoint for describing 'events;f
end situnations in the narrative. But once again one
must ask, point blank as it were, what is the relation
of this phrase to the form of the book? How may theb
form be described in terms of "a fall off the iadder?"
Thié necessarily involves placing Watt in the writing
stream and comparing i1t with the wonrks on 1ts either
s1de. |

In the stream Watt represents a major tran-

sitional zone betwsen two relatively complete, suc-

cessful articulationst Murphy and Molloy.al The

book maintains a quite traditionai senss of overall
order, within which, however, a great many exéeri-
mentai oddities—-stylistic, narrative, linguistiec,
8t., al.~~continually élash, creating a very hectic

surface.

148.
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These features inélude: th; éurface rever-
sals of Wattfs syntax and spelling in Section 3
(159-69); the bawildef&ng narratorial situstion,
pravioﬁsly dispussed; 22 the footnotes scattersd
through the text; the Addenda after éection Four;
the mixed choir (34-5); the ffogs"chorus (13778);
Arsene's monologﬁe (%39-63); Arthur's long story
(171-98); the objective frame enclosing the work
(7=2l3 222fh6),'especia11y when pléyed against "Sam"
as ﬁaqrator; and of Eoursa, Mr. Knott himself aﬁd
his curious establishment, togethef with Watt's
personal idiosyncrasias of walking and reasoning.z5
Such obvious restlesaness among tha‘contents of =
work reveals a terrific conflict occurring in the
perspectiv; behiﬁd the work, but an equally intense
repression forces an oréeriﬁg afound;rif,ﬁofﬂ§f:irihﬁ
the contents, and preventé a diresct capitu}ation
to anarchic tendencies.

Howevqr,‘there is disorder bf anocther kind .
viéible in the desper layers of the book, @ disorder
proceedingrfrom,an attémot to resolve a dilemnma on a
level other than that on which the dilemma itself occurs.

In the book's own mataphor; it attempts to present a

"change of other then degree" in terms of a change in

éegree. Perhaps the means for doing otherwise were

‘unavailsble at that point.
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A remark b§ Heidegger helps to ciarify

this feature of the ﬁriting In Watt, and, in the
stream as a whols.

One of the exciting experiences of

thinking 1s that at” times it does

not fully comprehend the new insights

it has Just gained, &and does not

properly sse them through.2l

Murphy's experiencé of looking into Mr. .

Endon's eyes (248-53, Murphy), with its disastrous
consequences, é&ticipatas,iin the writing atream,
the "expertence of a nothing" that is'such a promi-
nent concern in Watt (equally for Arsene and Watt
himself). Whaf is dnly iatenfrin Murphy gets ob-
Jectified as 'event' In Watt, but an essentially
subjective occurrence is still being dealt with
In objective. terms. ﬂggg"suCceeds In establishing,
at the narrative lgvel, an experience the conse-~
quences of which will pervade andkshape th? whole
writing from this point. But the writing in Watt
cannot deal with the event on, or in, its ownvferms,
resulting in a disorder, a tension, much more funda-
mental than the eccentric rearrangemsnts of surface

features, and perhaps even responsible for that

grating clamour.

150,




This disorder is reflected in both the o
chafacter Watt and in the writing 1tself. Although
Watt 1s much iess 1dealistic-than Murphy, he is
still,'at least in the beginning; quite 1nsisteﬁt'
that the world somehow érder 1tse;£~in hie terms,
even when his direct experiehee controverte any T

such expectation.25

And Watt could not accept them for :
what they perhaps werse, the simple ' {
games that time plays with space, i
now with these toys and now with

those, but was obliged, because of

his psculliar character, to snquirs

into what they meant, oh not into ,

what they reslly meant, his character

was not so peculiar as all that, but

into what they might be induced to -

mean, with the help of a 1little

patience, a little ingenuity. (75)

Compare Molloy on Suehyé'pbint:

For to know nothing is nothing, not
to want to know anything likewise, :
but to be beyond knowing anything, B
- to know you are beyond knowing any- ?

. thing, that is when peace enters in,

to the soul of the incurious seeker.

It is then the true division begins,
. of twenty-two by seven for example, i
. and the pages fill with the true : :
s ciphers at last. (6l) :

-

K
q

Watt' difficulties in this ragard ultimetely reault,HWWWLMﬁ,;,;ﬁig,

--once he lqaves Mr. Knott's premises, in those frantic ]

reversals of his actual speech 159 69), perhaps the ~

clearest indication of his being trapped on a pureiy A

objective level. 26;
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This disorder manifests in the text as >

Arsense's monologue, which os the first extended
passages of difect first person narration in the
writing as a whole, is the only reasl 'break-
‘through' in an expressive éense. Yot the basic
narratifs of ﬂggg.acts as a 'holding gfoundﬂ
against the Implications of this part of tho writing.
The isolotion of fhe monologue in an ossentially
third-persoﬁ narrstion’ parallels, in the text,
Watt's own situation in' the narrative. This emerges
quit; clearly when we compare Arsene's monologuse
with Arthur's,

Watt himself regrets not remembering what
Arsene gaid, much loss what he might have meant
(80-1), and Erskine's téoitorhify dramatically
emphasizes the particular aloneness Watt feels,
partially at least as a result of not having
grasped what Arsone was saying. When Arthur re-
places'Erskiha, this situation is somewhat allevi-
'ateo, for. Arthur 1is mora'volub1e~ond in that waj
“-1s closer to Arsene.

= Arthur ;aa,a,vory,nicavopangfallow4,”,Wi L
not at all 1ike Erskine. (198)



“.0f Arthur's long story, told in the garden 153

in the presence of Watt, the gardener Mr. Graves,

and Mr. Knott himself, 1t 1s said:

Watt...could truly say, as he 41id,
in after times, that of all the
things he ever saw or heard, during
his stay in Mr. Knott's establishment,
he heard none soc well, saw none so

A clear....He understood it all too,
very well....He enjoyed this incident
too, at the £ime, more than he had
en joyed anything for a long time, or
would enjoy anything again, for a
¢onsiderable time. (197-8) +

- The story, though a monologue, 18 not a monologue

like Arsene's: Arthur himself 1s not present as a:i¥
‘?’.

"I" in the story, which is almost entirely consumed
- by 1ts objective contents. It 1s preclsely this

feature that enables it to succesd, for bbth Arthur

and Watt. ' o B T

Watt learned later, from Arthur, that -
the telling of this story, while it
lasted, before Arthur grew tired, had ;
transported Arthur far from Mr. Knott's
premises, of which, of the mysteriss
of which, of the fixity of which,
Arthur had sometimes more, "than he
could bear....

‘ In another plsce, he said, from -
another place, he might have told
thls story to its end.,..

But on Mr. Knott's premises, from '

Mr. Knott's premises, this was not

T R e M e
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- possible, for Arthur.
For what stopped Arthur, and made

o - —~himgo silent; in the middle of his
story, was not really fatigue with
his story, for he was not really
fatigued, but the desire to return,
to leave Loult and return, to Mr.
Knott's house, to its mysteries, to.
its fixity. For he had besen absent
longer from them, than he ‘could baar.
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But perhaps in another place,
"from another place, Arthur would never
have begun this story.

For there was no other place,
but only there where Mr. Knott was,
whose mysteries, whose fixity, whose
fixity of mystery, so thrust forth,
with such a thrust.

But if he hed begun, iIn some
other place, from some other place,
to tell this story, then he would
very likely have told it to the end. -

For there was no place, but
only there whare Mr. Knott was, whoss.
peculiar properties, having first
thrust forth, with such a thrust,
called back so soon, with such a call.

Watt sympathised with this pre-
dicament. Had not he himself, in the
beginning, resorted to similar shifts?

Was he finished with them now?
Well, almost.

Fixity was not the word he w ould
have chosen.

Watt had 1ittle to say on the
. subject of the second or closing
period of his stay in Mr. Khott s
house . (19 -9)

Most of this’"second period," in the writing,
 '1s taken up by Arthur's long story (171-98), so very
different from Arsene's monologue, whichAwas a first
petson narration of a primal experience. But Arsene
.was speaking just prior to leaving7MrQ Knott's
lestablishment--that 1s, at the end of the second

period of his stay there, whereas Arthur has only

& T

'W"racentiy”arrived;*andmtSWinmthoﬁearIy"daysfof"ther f

__first period of his smploy. -
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The two monologues stand on either side of-

Wgtt's first period at Mr. Khétt's.‘ He 1is unable

to really pay attention to Arsens, fof Arsene spesks

of things of which Watt does not jet know: Arsens

spggks ét the conclusion of his own stay at Mr.

Knott's, which is ended by Watt's arrival. But
uWatt has himself become therseﬁior servant by the
time of Arthur's story, and has accustomed himself

‘ih some measure to the welrdness of the situation

‘that 1s Mr. Knott's establishment. Arthur on the

othqf hand 1s still close- enough to t he world out=
side Mf. Knott's=--in time the world beforefaréiving
“at Mr..Knotth-fas to be to}n between the two. For
Afthur, the story 1is a diréct éransport to that 'did

wérld,',a relisf from the pressures he feels in

his new situation at Mr. Knott's:

.esthe telling of this story, while
it lasted...had transportsd Arthur
, . : far from Mr, Knott's premises, of
LI - which...Arthur had sometimes more, -
than he could bear....(198)

For Watt, it 1§<more a simple diversion in itself,
sbmatbing‘understood,.and thereby en joysd, for it-

self. Tt 1s nostalgic ("Had not he himself, in the
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beéinning, resorted to similar shifts?"), not bscause
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B
Lgo Mr. Khott's,

it revives the 'Orld .before coming
but rather becausg it is the kind of thing he him- e
sélf used to do, in the early days of his sﬁéy at 75;
'Mr.:Knott's. Watt has progréséad considerably be~
o ~ yond that necessity now ("Was he finished with them - : e
'g o f.. noé? Well, almost."), -in his "écceptanca" of, ;pr i ?l

[

o him,vthe ”experianqp of a‘neothing." Hé.knowsyhinf&~”¥f~~f~r~wflw~-

o

’ < . much fuller sense than Arthur can at this point, -
that 27 _— : , X . ' . C : C.

H

A - there was ‘no other place, but only 'S TJ, o
A o ‘ . there where Mr. Knott was....- I
' thers was no place, but only. there Co

where Mr. Knott was....(199) [
. R 5
2 - - .. . !

Knowing this, he danvehjoy Arthﬁr's story for wbéﬁ
fit is; and, knowing this, he neJd‘not,speak vefy,'

much of his own “secoﬁd-p&ptodﬁa&E'Mf.rKnott'§vi?~ e e T

32 ) 1ot
R ;

"y 7 ,j' , :_' » Sl
As gﬁpiéde Qf writing; Hggglis almost more
iﬁtriguing thanrthé‘mofe'sudéessful works,'prégisely‘
bacause of its t%ansitiopél place. in the writiﬁg‘r
stream. It provideé an exacp (gnd exacting) picture
of'tﬁe process of change In pefdpéctive between

Murghz and the Trilogy. This change consists pri-

. - ‘marily in the search for ‘a“aiscovery “of & means -
”””” e ~’;’"4‘**”*fcr*prasenting—supﬁectQﬂsﬁaxperieneefdiraetly—an—the,




’page,.rather than througzh tréditional objective ¢ ! ;
screens. The approach 18 intultive, rather than
conscious and analytlcal. The problem is visible
in Watt: the difficulty of spesking about nothing

in some way other than as something. The writing,

5 A A R B o R

(the text) Watt, reveals only the conflict, although

e bes

within ths writing, the seed of thes solution is
present (Arsene's monologue ), but goes wnrecognized.
But even once recognized, the full "solution" is . :

achieved only by stages, as I will show in a moment.

To see clsarly what is happening in Watt, we must :
place 1t in the stream, betweén Murphy and the : é

Trilogy. In doing this, it will bBe very helpful

to keep in mind a statement by Wittgenstein.

And the stréngth of the thread does: v Lo
not reside in the fact that some one :
fibre runs through 1ts whole length, A :
but in the overlabping of many fibres. _ : 1

Watt marks a quite definite depérture from .
the world of Murghz. Murphy begins, liyerally,\with!,
~ the sun shining (1); Watt, "in the failinéﬁlight." (7) - o
Murphy, a novel of actiom, coyéludés_in deatﬁ'df.the |

protagonist; Watt, a novel of contemplation, con-

{
cludses In insanity, of one sort or another, of the

protagonist.29 Murphy presents itself as "neat

closed system,  a work in which the concelving mind-
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has’ips own way, a novel of Idealism. Watt, in 1its R
broken surfacses, recognizés 6r‘acknowledges "reality"
as a friction between mind and body, thereby édmitting
"a tension betwsen Ideal and Real. <

The protagonists differ accordingly. Whereas
Murphy is quite "self-suffiéient" in his self-éoncep-
tioﬁ, s_oler dwellerA in his ?'bodytight" miﬁd, Watt

" recognizes a need to be recognized (82-5), and 1is

genuinely disturbed by sod@¥hing he cannot explain.

Murphyrascends, but Watt falls, twice :20 once on

his way to Mr. Knott's, and aéain on his way from

Mr. Knott's. Strengely, though, Murphy retreats,

or at least sesms to want to, from the sxperlencs

of Mr. Endon'sreyes, while Watt, reluctance not-
- o withstanding, when faced with "the experience’of & - - .

‘nothing,' parsistS‘on'through 1t as best he may,
‘ﬁntil he is finally able to<accepﬁ it In soms manner.
. Watt presents the "experience of a nothing"
objectively, as an explicit coﬁéérn in a narrative.‘
Thié experience continues to figure In the Trilogy,
not as overt incident in the narrative surface; but

through a subtle absorption into the form. The

" 'distance such an expsrience imposed betwesn Watt
~-and—the world around him (as well as within him) is--
retained in Molloy, in the space between the dis-

create but oyérlapping halves.
’
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Eaéh galf ténds to cancel out the othser. 159.
Moran is not mentioned at all in the "Molloy" | -
text; gnd,'although Molloy isrmentionad in the
"Moran" text (in particular, pp. 111;15), and
figures prominently as the motivs for Moran's
jourﬁay, his only textual appesrance is in Moran's

mind. The hon-enCOUntering on any physical‘lavéiat“

is the crux of the dilemma for materiaslistic, ob-

f

"jective Moran.

 Th1s points up the ecrucial difference be-

" tween Watt and Molloy 'as writings: the distances
.in Watt ere less disturbing, because visible before

| us on the page, whereas Moran and Molloy encounter

32

nowhere except in the reader's mind. This means

that the "expsrience of a nothing" has occurred in,

rather than merely been presented in, the w%iting.
The two monologues of Molloy are a refinement '

of the Arsene /Arthur mdnologues in Watt. Textually,

they follow the sams order; narratively, too, the

'pure subjectivity' of Arsene's statement is carried '
through in the "Molloy" text, while Arthur's story of

'pure objective contents', though not duplicated

Moran writes a report, while Molloy wriltes pages;

RSP
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Moran notes and remembers, while Molloy forgets

everything. The subjectiva/quactive dilemma in -
Watt 1s still active in Molloy, but its resolution .
is much clossr..

Malone Dies represents a new stage in that

resolution. The “objactivedzontents" are here
corrglled by a dominantysubjectivity: the stories”

are playthings of Mﬁlone. There 1is no fearful,

| unknowable other dimepsion present somewhare.justv.
wgiting to cancel out the paréeivea réal; as there

is in Molloy forleach protagonist (if we take the

book as a whole, rather than either half by itseli55). '
Even Malone's words .about himéelf, his situation,

‘and particulsrly, his "inventory," are thirgs of

nation, when hs {fs seen as the embodiment of the
perspective behind the ﬁriting stream, is analo-

gous toVWaﬁt's "acceptance of a nothing," perﬁaps .-
reflecting a final acceptance of mo;tality i1tself,

on the part'of therauthér.

"Seen as writing, Malone Diss presents the old

Mexperience of a nothing" in a particularly interesting

L4 ’

€

__fashion: through the alternation of pieces of text
~ and blank spaces. The "spaces" are a kind of

nothing," the "nothing" that indesd surrounds the -
g £

-
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only "something" of the author, his writing. It
i1s as though the writing itself has finally ad-

'mitted, come to accept, the presence of "a nothing."
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Even so, however, 1t is still an objective -

SR A

nothing, a "nothing" objectively present as a "some=

SN
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thing." The tenslon between the "nothing" and the

o

"something" continues in the uncaftainfbeginnings

of The Unnamable, where small pieces of text al-

- ternate with blank spaces. Then comes the reso-~
lution of the dilemma. Whereas the objective

spaces prevail in Malone Dieg (eleven pieces of

text on the last two pages, until téxt venishes

entirely); here it is the subjective spesking

which absorbs the spaces, manifest textually in

that aensest of all sections of fha writing stream,
ﬁﬁéréﬁe-hundred—ten page concluding parﬁgraph of

the Trilogy. Rather than a "nothing" spoken of as,
or present as, av“something,“ here it’isian obvious .
sogething (words, text, véice speaking) that has
become a nothing. Existence is now presentsd, not

through words, but as words,

A 45 A i 0
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The title points the way: it is the un-
namable that is the concern, the focus. Language,
at foot always a naming, cannot be ﬁhe "unﬁamable,?

but it can be The Unnamable which, as nothing but

s speaking of lenguage, Qevers the relation between
language and things, and evokes the relafiqn of
language to conséiousness itself., The reader is

left in a reiation to language 1tself, a situation
with deep reverberations in self=consciousness itse 1lf,
far beyond that of merely reaction to a book qua

book. Watt's difficulties !are finally being dealt

with subjectively, not on the plans of familiar

objective forms, where only reversals of the familiar
‘are possible. The texf 1tself (visibly at the surface
levels through the self-cancelling negations) is not
speaking about & "nothing" but is bscome "a nothing,”
forcing the reading axperisnce to become "an experience
of a nothing." The book comes very close to illus-
tfating s remark by Heldagger.

No matter how we put our qQuestions to

language about its nature, firset of

all it 1s needful that lsngusge vouch-
safe 1tsalf to us. If it does, the

. nature of language becomes the grant

of 1ts essential being, that 1s, the
bg}pgﬁgfﬁ%ﬁggpgge becomes the language
of being. I
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To speak of a work "as an instance of itself"
is to suggest a relation between an essential‘}t;ba-
ment in the work, available directly in the text,
and ?herform thevfork agsuems as an extension in
spaca. A particular shape emerges in this relastim,
specificai?y, the shape of ﬁhe materializing, in
and through the text itself, of the essent{gl state-
ment. The "essential statementﬁ is perhaps betfef
termed, simply, 'guidgword,' for it 1s often only

a phrase. ¥YNonetheleass, it -1s a phrese whose relation

to the work 1s an essentlal one, providing as it
" does & capsule indication of the specific, unique ~
nature of any given text, that is, a capsulé’ind;- . é
cation of the form of a text.
'Guidewords ' taken from the text itselfr . ¢
iﬁevitabiy vield much more precise and reliable /
information about the text, than do terms brought _ 3
to the text from some outside source. No terms from z
outside can.begiﬁ to yisld up adequat; plctures of : i
the form of a text, since the form of a text 1is

'deriveable only from the experience of reading a

text .
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One's experiénce 1n7reading is an experiencev16u°
of language, Just as one's experience in writing is,
or in any discussion ons has about either. To take
some "piece" of the text and discusé the text in its
terms is to take some words from the text. That the
contents of these words 1nevitably and debisivaly |
figure in aﬁy‘%ﬁch discussiggknead not obscure the
fact that after all we arezégly taking somevwordé
fromvtheAtext, a pieba or some g}e?es of lénguage

to guide a discussion of a lénguage experience and
ﬁecessarily initiate & further experiencenin end of

¥

language, that of the discussion 1tself.

What the text actually says is the only relia-
ble ground for aﬂy lucid, or meaﬂingful, discussim
of text, and the text always actually says only ome
way. Form is singular; meanings, like contents,
are plural, bescause they also are contents; inter-

pretations ars multiple, but mesaningless, they are-

actually proto-forms but go umrecognized as such.
I have tried to show the guideword/form re-
lation In each of Beckett's first three books of

fiction: "Beethoven pause'/More Pricks Than Kicks;

_"closad system"/Murphy; "the fall off the ladder"/




 Previously, I described the thres bbokg‘of} '1651“1
‘the Trilogy in another kind of‘relation (but‘stiii

in terms from within the writing stream), thet

between themselves and the description of Murphy's

mind. But the works of the Trilogy can also be

discussed as "instances of themselves," of course,

though there is not time/spacerhere for more than

suggesfing the guidewords themselves. - These are:?

R e e R R s s L I s, s s e S e

"waves and pafticlas"/ﬂbllozj "1ight and dark"/

Malone Dies; and "a matter of voices"/The Unnamable.

Again, it is important to remember tbat, avan

EERNIENKSR S e a

though form is singular, these words are not in ' :
themselves absolute: tﬁééélis no one-to=-one
1nterchaﬁge being sugeested here. Rether, these
terms, whose single valus, qua laﬁels, is that
they eﬁefge ffdh fﬁé fé*%; fo whiéﬁitheg féfér;'
are seen as 'gathering points' for the kinds of
experience the text seems to describe and provoke.
Once one has a set of reliable guidewords for
the various works in the writing stream that is the
whole work of any ons auchr, one can begin to get ]
a sense of the shape of the whole field. Such a

'sense of shape' gives the perceiver a non-objective

grasp:of the work as force, rather than as object.

- L . e -3
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Time is brought Iinto the perceiving of the whole u
fleld, éecausé changés are included in'one's-viewﬁlg
as that viewing emerges into an overall "shape"

. “détérmined pz-the”various guidewords'of forms
comp§sing the rield. This provides a,dzgamzh
awareness of theJWBrké for fhe shape neéessarily E”*
1néorporatqg_movemeﬁt, sincg it'is composed and re-
com;osed of the reletions outlined by and summed in
the guldewords themsélves, which are only points of
1ight or definitive-resonance within the whole
field. This kind of awareness is not gimply a

" super-refined sestheticism (though it certainly
affords a heightenéd pleasure of literary art), ‘ §
but rather provides a thordughly relisble "ground" ‘
for whatever comments, judgments or descriptions, |
one wishes to make. A much more reliable ground
than that of any discipline originating outside
literary art itself. In fact, fhis kind of approach
more effectively opens up literary texts to relations
with all other.disciplines, the key word being
‘"pglations." " (For instance, the relation of Murphy

to Cartesianism is one thing, referring to Murphy

" as a Cartesian novel guite another.)
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In the chkett writing stream, once we have
'guidewords' for the six worké here baing consiaered;

wé can see immediately how the first three books

are a kind of happenstance forefunner of the latsr

Prilogy: the movement from More Pricks Than Kicks -

through Mufghx to Watt is very similar to the move-
ment from Molloy through Malone Diss to Ths Unnamsble.

Simultaneously, ho;évqr, one has the sense of linear
descent forming a line through the ﬁhole stream. In
addifion, relations suggest themselves between any
of the book§ Eér SJ (even éhe first and last), or-
any pafts of any of them. The movement implicit

in the relation "Beethoven Pause" to "A matter of

voices" provides a base from which to discuss the

‘work in terms of any discipline or concern: psycho-

énalytic, political, sesthetic, sociological, et.'

al. But always such a line maintains the work as

one complete term in any such relation, and pro- -

vides both a particular and a holistic awareness
of the work: 1little that is viable can be said of
the Beckett writing that does not take into account

the mobile aspect of a field whose particulars are

whole.
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On the opening page of his narrative, Molloj,'

“. In speaking of a past lover, séys:
Her name? I've forgotten 1t again. (7)
Three sentences later he adds:

‘I've Torgotten how to spell, too, and -
half the words. (7)

'Forgetting"runs throughout the "Molloy" narrative
(113185 205 255 34; h2; Lls 555 57; 665 €8), and 1s
_one of the protagonist's distinctive tralts. But

'forgetting! is not so much a thems wﬁich can be
extracted from the text, as it 1s a textual presence,
actively a part of 'what 1s happening on the page.

"I forget" or "I don't remember" are locations in a
present ih}ch simultaneouslj evoke some pre#ious
sifuation: as temporal statements;.they contaiq

implicitly a movement. These statements reprasent -

169.

——— dapantura;[n the Beckei;t perap&ctiva , which for

the first time looks back, rather than forward. The

early protagoqists look upward, look shead, and



iR AU b tall ot ER S sl L L A L
.

- - 777:.‘)7 P I . semlem s e T - T T Tt T T T T T T - Tttt T . ‘ T T I T .
_how I went about 1t;" "I don't know why;" and so on..3

_gﬁférfof;Mollqy's "T dom
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even Watt "moved forward’fa'headlong tardigrade, E -
in a straight 11ne."2(30) 'Forgetting' has not
previously appéared as a specific trait of a 7

narrator,abut neither has the situation of a

character telling his own:story, although 'first

" person narration' is present from the beginning. . - .

'Fprgetting' emerges as,an’active force with the
concentration of fhe narration in the protagonist..
| Visual fixtures in the Beckettian landscape
sgfh as- the parrot, the bicyéle, tha‘hat, the bum
legs, the garden, have varbal coﬁnterpﬁrts in a
variety of statements repeated even’mbre ffequently:

“I_forget;" "I don't know;" "To tell the truth;"

"The reason for that was perhaps this;" "This is

" These fépetitions, of both types, in qfféct‘hold,ﬂ

tbé'yark"together, standing’in a figune/ground

relation to the non-repeated arqés of text.. They

stabilize the uncerté nar;ative field k!e tan,be,
iQL\y En;;>why"'than‘of ;hether ‘

upn gﬁd‘"C" really met), and simultanedusly‘bréak uﬁ ’

. the flow of the writing which, fhrough‘its,lntense

lyricism, often t"eaténs_tO'run away with 1tself -
\_ B P -

&

. and “become simply lwiting', per 8.
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or phrases carry over from one work to some other,’
N ‘. . «

This is particularly the case when statements

I

P

disrupting thefreader's,sense of the work as a self-
cohtaiﬁed wiit, i.e., an object, and compélling in-

stead an awareness of the text as words. Coming

across the single word/expression "Good," some thing

of a secure foothold in Molloy (7; 8; 19; 72), ‘amid
the wild: fluctustions of The Unnamable (352, and

mentioned only this one time) creates a startling

Jqffect, at once disturbing and reassuring. Simi-

larly, it is with something of a wrenching 11ks that
at the conclusion of "Dante and the Lobster" that:
one reads of BEslacqua's death,, after having spent

some time with Molloy's "forgetting," since that

“death is an acéidsht”bécéﬁiﬁﬁea“bj"iiﬁﬁia’fofgstfiﬁgi

By Christ! he did die! They had . -
clean forgotten to auscultate him! (174)

2

But the kinds of 'forgstting' are different, and
this difference is as important es the fact that
'forgetting' figuras in both‘texta. Belapqﬁa doas
not narrats his own story, and so the situation of

'forgatting! happens to him, and in this is quite

5.

o

&

vl i

consistent with tns possibllities of the narration




at that point. But ' forgetting' 1s an aspect of
VMollby's‘selffgwarenéss, and, as he is his own nape
.rator, it figures directly in the text itself. The
s ' ~latent movement in "I forget" .is tapped, imparting
a ﬁuch greater gfnse of motion among the contents
of the "Molloy" text. In noting the different kinds
of 'forgetting' we get a sense of movement In the
whole fleld: we can see the "coﬁing togéfﬁer" of
elements-in the wr;ting that makes the Trilogy a
much more powerful work, simultansous %ith seeing
the relation of phenomenal contents ovéeridely :
\7/f~ . z separated arsas of narrative surfaée; Phe field is
| \both‘chénging apd ﬁnchanging, at the same time. | . R

N

” ' Statements in the early work.return in the

of “Ybllow,‘ speakiqg of Belacqua, says:

But he will‘make ub for it latsr on,
~there 1s a good time coming for him

later on, when the doctors have given - "
. ,him a new lease of apathy. 62% , i
T “Much later in Molloy we read:

. And what I have, ,what I-am, is enough
was always enouglf for me, and as far as
my dear 1ittle sweet Iittle future 1s - ) ;

S : cnncarnadglghnveAnouqualms,ll havaga - e

: i - good time. coming. (h , -
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This provides a sudden glimpse of Molloy froms
outsids his own narrative but -stiil through his-

own saying, just as the importance 'forgetting' |

assumes In the later writing, played against

S

the manner of Belacqua's demise, adds a dimension

to "Yellow" that story cannot achieve bkyr'irtgelrf,t‘r -

Throughout this study Beckett's prose fiction
has been approached as a single language fleld. '
The presenée'of a narrator causes even the first

stories to be both a 'speaking' and a 'writing,'

_and the stylistic forts of 'marrator/narrated’ is,
at its simplest,- a fusion of these two modes. Anyk
area of the writing, whef;her‘a passage or a whols
text, 1s both a reported éveqt 'andr a reporting of
aventdJ Repetlitions, both suﬁtla(and overt, are a
M important means of unifying the field as an
action, through t?heir evocaf:ion 'of'the» oralrdlimen-"_

sion, for repstition 1s a characteristic of speech

___but not ppwritinvg'.é The interactional dynsmic of
. Ny

the two modss unsettles the habitual sense of the
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text as object, and wakens the:comparatively mofe,ppan .
‘sense of text as 'event,'
Criticel perspective dependsnt upon a sense of

the work as object cannot provide - adequate de~

scripfions, 31mply bescause the Beckett text rejects

cohvention; which such perspactive shares with tra- . ”;

ditional prose fictiod;'épééifIEEII?~tﬁEt‘Uf*crit&-\~~~—r~w<wwAT,_W,
:cal distance, implemented through omniscient narration
and transparency' of iiﬁguéggé‘;gégigsa such distance

1s lacking in the actual reader/text relationship;r

the critic interposes it artificially, through sub-

stituting the 'object' that is his own conciption

of the—text, which is then written. about as though

1t were the text. The license of "interpretation"
 does not hold here, for actual comparison of the

critical reporting of text, against the text iteelf,
reveals disecrepancies prior to any interpretation

offered.

Beckett's work requires a different perceptusal
orientation than traditional prose fictibn, and not

simply a different Iinterpretation of a presumablj

- stable ‘'thing' , seen alike by all, however differently

described by each. Just as Kandinsky's abstract
R B L &
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~ monologuss, for they are both a speaking an

: 175.

&

_watgrcolor (1910) marked a break with the whols tra~ .. -

—————— T

- dition of painting\derived from the Renaissanca,; in

that representation within the perceptual  'scalé of
the object' was abandonned (and not just violatad;
\as with the Cubists), replaced by -.the action of the M
painter alone, Beckstt's writing marks a decisl?s
breAk,with prose-fiction written within the confines
of peréeptual realism, the most obvious conventions
of whichf;r& omiscient narration and transparant
language. Beékett‘s writing is abstract, an action
more than a product; and requlires, to be seen Al~
curately, an abstract orlentation of the readen,
Ths experisqéf the text imposes,vthough nop thevane
described in the text, 1s ons of abstfactiy pexr~
‘:qeivad'reality;.,;’ -
The implications'éxtan& beyond-fhe’qccurato
describing of Beckett's ;ofk itself. By making his
own work one long monologue, Beckett wakens tha k" ST -
sense of all authors as narrators, and not just
iriters,vof their works. The author is\inevitavly
the speaksr of hisitéxf, no matter how fhe text

1tself is arrangad{ 'Tn this sense, all texts Aarfe
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_ Tn Backett's work an abstract perceiving re-

’ plﬁcesrthe perceptual realism based on subject/
object separateness. The bleaknéss and the anguish
15 the work are a measure of the impact of just'
such a cheanged percelving of ;Pe_world. The change
1s not described in the work, but is recorded

there, through an absorption of“the shock:in the

language itself, enabling a direct transfer in the
yeading experience. Language is sensa£ign hsrs,
. and not a vehicle of cognition. Beckstt has indi-
cated something_gimilar himdelf: -
My work 1s a-matter of fundamental -sounds
(no joke intended) made as fully as possi-
ble, and I accept responsibility for np-
thing else. If psople want to have head-
sches among the overtones,_let them.  And
provids their”own”aspirin;7" o - ‘
There is mo "going back" to the world made
possible and sustained by the perceptual paradigm '
of subject/object separateness, just as therg is no
going back to the pre-atomic world before the split-
, I

ting of the atom. Beckett's writing effects & ——

similar "before/after" awareness in reading con-

édiousness, when attended to in its own terms, and

"~ occuples an analogous place in modern literature.
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The modern world 1is piptﬁred, not in the wonkfé é
4§hanomenal contents, stark though these bs, but }i
in the sxpsrience occa;iéned by 1ts:less visible 5
‘but morse unéettliﬁg form. It is the way of the ?
writing that finally is the "whﬁt" of the writing, E
and that makes all the differsnce., é

Da [
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"disagreement.

LIST OF REFERENCES

Introduction

1 In this discussion I have concentrated on a
particular kind of procedural error, that of a rather
flagrant discrepancy batween the critic's impressim
of text and the literal text itself. The quarrel is
not with critical interpretation per ss, but with an
actual distortion of what the text literally says,
revealed immediately when the critical summation of
text is placed baside the Beckett original. Though
only a few critics are actually mentioned here, this
problem, possibly unique to Beckett criticism, is
widespread, leading one to conclude that it is symp-
tomatic of a general way of perceiving a text,
rather than the fault of a particular critic or the
insufficiency of a specific bias. This, in turn,
somewhat corroborates a major assertion of this
thesis, that Beckett's pross works are generically
different from almost all other prose fiction.

There sre, of course, some excellent studies
of Beckett which do not make this sort of error. ’
These include, in particular, Theodor Adorno's
essay "Towards An Understanding of Endgame ;"

Richard Coe's Bsckett; Hugh Kenner's Samuel Beckett

and A Reader's Quide To amuel Backett; Ludovic
Janvier's two essays "MolAoy" and "Style in the
Trilogy;" and Charles Pedke's esday "'The labours

of poetical excavation's" (Full 1istings are
given for all these works in either the Biblio-
graphy or Supplementary Bibliography.) Beyond

- these few, however, the error here specifically

noted litters the critical writing, and, for my=-
self at least, qualifies at base the critic's
effort, no matter how serious or interesting the

. theses are, One may disagrse with interpretation, .
in any case, but until the critic shows that ha or

she 1s accurately reading the text as the text 1is,
there is no common ground for either agreement or

’\\
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2 John Fletcher, The Novels of Samuel Beckett o
(London: Chatto & Windus, 1 s, De 121,

5 Fletcher, p. 1lhl.

L Three types of reference are necessary for
the first novel of the Trilogy. Molloy, under=
lined, rsfers to the whole work; "Molloy" and
"Moran" in quotes refer to the separate texts : £
comprising the book; and Molloy and Moran without
quotation marks or underlining refers to the
characters themselves, ‘' The edition of the TriYogy
referred to throughout is the Grove Press paper-
back Three Novels By Samuel Beckett (New York:
Grove Press, Inc., 1965). ° . : -

. 9 Even 1f we allow that the man in '"Molloy" S =
is Gaber, i1t 1s important to note that he 1is "
unnamed: this keeps clear the distinction be-

tween the.two texts and the two protagonists,

a distinction essential for obtaining any ac-

curate impression of Mollo; as a whole, But to

identify the character in "Molloy" as Gaber

in any way remains a purely §grsona1 impression -
and not an objectively verifiable feature of text.

6 Northrop Frys, "The Nightmare Life in Death,"
in Twentisth Century Interpretations of Molloy, - =
Malone Diss, The Unnamable A Collection of Critical
Essays, ed, J. O'Hara (Englewood Cliffs: Prentice-
a . Inc., 1970)’ Pe 280 E

7 On textual evidence it would seem more . .
probable that the death was accidental (pp. 252-3),
Suicide is not a viable option for a Beckettian .
protagonist (it 1s mocked in "Love and Letha," , o
and in Molloy), the crux of the dilemma being that
no such definite conclusions are availlable,

8 Frye, p. 31.
9 Allusion 1s always risky in writing sbout

Beckett, even when another Backett text provides
the content of the allusion. The surer way is to

1
P
3

deal directly with the individual text in its own
terms, each tims. Allusion itself lends authority . .

~"to a point - seldom do we check the source, But, .
as here, this eften contributes to:.-a further blur-
ring of details, and it is the details in Beckett

that ars important.




10 Fryef Pe 3le
11 Prye, p. 21.

»l2 ‘Ruby Comn, Samuel Backett: The Comic Gamut
(New Brunswick: Rutgers University Press, 1962f p. 115,

. 13 Ed1th Kern, "Moran-Molloyl The Hero as
Author," in Twentieth Century Jnterpretations of ' T

Molloy, Malone Dies, The Unnamable A Collectien
of Critical Essays, ed. J. O'Hara (Englewood ]

CIiffs: Prentice-Hall, Inc., 1970), -p. W1,

T Frederick J. Hoffman, Samuel Beckett ' 2
The Men And His Works {Toronto: ForumAHouse
Publishing Company, 1969), p. 121.

15 Purther sxamples 1nclud&' . , R )

a) confusion of charactora in Halone ‘Dias,
Nathan A. Scott, Samuel Beckett (New York: Hillary
Houae Publishers, 1969), pe 55. -

b) "Molloy. and Moran are paralytics; they R
live in a world where dreams, imaginatien, and reality C
‘mingle, and where no decisions are required of them.'
Maurice Nedeau, "Samuel Backett: Humor and the Void,"

in Samuel Bsckastt A Collection of Criticsal Eassays
ed. Martin Esslin (Englewood Cliffs: Prentice-Hall,

Tnc., 1965), p. 35 e e s e e

‘But why go on? One could enumerate hundreds
of textual slips and gratuitous assumptions in no way ;
supported by the Beckett Ybexts. The reader is re-
ferred to almost any study mentioned in the Bibliogra-
phy of this paper, which, if checked against the -
Beckett text to which it refers, will quickly revesal
the kind of diacrapancy here noted. The great con-
fusion and "mystery" rampant in the criticism, and
the consequéntt i@gge of Beckett as a 'difficult!
author, unfath le even,. rssult largely from an -
uncareful attention to text. Beckett 1s difficult,
but he is ngt\dk cure, If critical responsibility
does not begin with a clear reading of text, whore,
than, does it bagin?
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: 16 Dora Vallier, Abstract Art, trans. Jonathan
. Griffin (New York: The Orion ~Press, 1970), p. 288,

R b b

~17~'Max Planck, quoted by Dora Vallier, pPe 292.
18 Vallier, p. 29&

e b

l§‘ Werner Helsenberg, quoted by Dora Vallior,
pp. 297-8.

- 2Q " vallier, p. 292.
. .21 Vallier, p. 297,

22 wpo 11lustrate his thesis Heisanberg pictured
an imaginary experiment in which a physicist attempts 5
to obsesrve the position and velocity# of a moving :
electron by using an immensely powerful supsrmicro=- - //

s i L it e

scope. Now, as has already been suggeated, an indi-

vidual slectron appears to have no definite position

or velocity. A physicist can define electron-be-~

haviorraccurately enough so long as he 1s dealing

with greast numbers of them. But when he tries to ;

locate a particular slectron in space the best he can t, R Z

< gay is that a certain point in the complex superim-

posed wave motions of the elctron group respresents

.the probable position of the elsctron in qQuestiony

The individual electron is a blur--as indetsrminate ‘
“as the wind or & sound wave in the night=-and the -
- fewer the electrons with which the physicist deal N
* the more indsterminats his findings. To prove that

this indeterminacy is a symptom not of man's immas__

ture scienceq but of an ultimaste barrier of nature,- 'Zl

He isenberg presupposed that the imaginary microscope

used by his imaginary physicist is optically capable

of magnifying by & hundrsd billion diameters--i.e.,

| snough to bring‘an object the size of an electron S
. within the rangs of human visibility. But now a
a ~ further difficulty is encountered. For inasmuch as

n electron is smaller than a light wave, the phys
cist can "1lluminate™ his subject only by using
adiation of shorter wave length. Even X-rays are
useless. The electron can be rendered visible only
by the high~frasquency gamms rays of radium, But

~z.~n-»ewz:’%:iu‘a\a;wwﬂ@u i

i

the photo-slectric effect, it will be recalled, ‘ i
showed that photons of ordinary light exert a violent 2

""*;j*’*¥';**7*’*r6ra—m 8lectrons; and X=rays knock them about sven
. more roughly. Hence the impact of a still more
potent gamma ray would prove. disastrous.




The Principle of Uncertainty asserts thers-~
' fore that 1t is impossible with any of the principles
”Q\\\ now known to science to determine the position and
the velocity of an electron at the ‘same time--to
state confidently that an olectron is "right here at
this spot" and is moving at "such and such a speed."
For by the very act of observing its positioti,sits
velocity is changed; and, conversely, ths more ac-
curately its velocity 1s determined, the more in-
definite i1ts position becomes."

#In physics the term "velocity" connotes dirsction
as well as speesd. o

Lincoln Bsrnett, . The Universe and Dr. Einstein
(New York: The New American Library of World Litera=~

ture, Inc., 1959), pp. 33=l.

The reader should keep this description of the

Uncertainty Principls in mind, during the discusasion

: later in the Introduction of the "A and C" incident
- in the opening pages of Molloy.

25 valli‘ﬁr, Ps 2870
2l val11er, p. 30L.
25 Vallier, p. 304. \

\‘ A

- -26 The contradiction is that in the ordinary
distinction of 'ebstract' from 'concrete! phenomenat
since any art work is a concrete product in some _ -
sense, including abstract art works, the reader
or viewer cannot but feel a disparity when confronted
with a work lacking representational content with-
which he is familiar in his ordinary perceiving.

The external physical world offers a check, of
'likeness,' for a painting of a barn, but no such
check is avallable for s painting which pictures
only the painter's impression of a barn. Orat
least not readily available. It takes a mental,
conscious effort, a re-orientation to the nature of
pa¥ting and the nature of reality itself, to accom~
modate abstract art. My suggestion is that langusge
structures are the last to register the changes in

182,
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Yy  the environment that make human reality itself more
2 abstract, resulting in a sharply felt conflict in

- oo~ ——the sttempt to describe the éxperience of an abstract
art work, for instence. This is one possible ex- ,
planation for the discrepancies noted in the Beckett e




criticism, for it is my contention that Beckett's
novels ars abstract art, whereas almost all other
pross fiction (William Burroughs being one type of"
exception) is basically realist art. Py 'realist’
-hers I mean perceptually realist, not ideoiogically
realist. The 'scale of the object' allows for.in-
credible variation, in the writing of novels, but

the apparent differences betwean writers as diverse

as Jack London and Nabokov or Bline mask an underlying
perceptual sharing, and it is at this level that
Beckett's work effects a difference, a departure. o
~Thua, critical procedurs which may deal sffectively - - - —— =+
with "To Bulld A Fire" will be at a loss when con=- !
fronted by the Beckett text: a different procedure
is needsd, centering in an exact attention to the
text as a writing. Interestingly, the critical : ;
writing immediately reveals, no doubt to the em- B
barrassment of its authors, whothar such attantion :
is given or not, v i

N
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27 Marshall McLuhan, Tha Gutenberg Galaxy
(Newufork: The New American Library, Inc., 1969),
pp. 41=2, ~

28 yoLuhan, pe 37.

"29 Vall'iar, Pe 50’.‘.0
30 McLuhen, pe b2.. .

31 "Perception is not the decoding of tappings
on the skin. It is a determining relation between
neural and environmental electrons. Every part of
the body not only affects the other parts but is ‘ B
also in determining relations with the rest of reality. ' :
eeeOf this multitude of relations...we distinguish a
certain group, changing as the world changes, not
with it or separately from it but in mutually de=
termining interaction with it. This selection, rich,
highly orgenized, and recent,-we call the conscious-
ness, or our ego. We do not select it out. In the
process of development 1t separates out, as life
separated out, as suns and planets and the elements
’ ) separated out from the process of becoming....But in

_ B Asep&r!ting%GM$1~4$hé603~nﬁ%’66mpiat&1y*Stptr!thouth T

any mors thsn any element did."
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indevandb peenbrl el o Ll o,

Quoted in Raymond Williams, The .Lorig ‘Revolution
(London: Chatto % Windus, 19 15 _

» PPs 20=1,
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52 "Art cannot exist unless a working cormuni- ,
L ‘ cation can be reached, and this communication is an
‘ ’ activity in which both-artist and spectstor pdrtici-
pata...The artist shares with other men what is
usually called the 'creative imaqination" that 1is
‘to say, the capacity to find and orgenize new de-
scriptiona of experience....The artists impulses,
like svery human impulse to communicate, is the
* felt importance of his experisnce; but the artist's
activity is the actual work of transmission. There -
can bs no spsaration, in this view, between 'con-
tent' -and 'form', because finding the form is. -
literally finding the content--this is what 1s- L
meant by the activity we have called 'describing.? ’ ~
e+ssThe creative agony, sometimes thought of as
hyperbole, is literally true...The stste oftan-
noticed in artists, when the struggle for ade- : '
quate description--an actual menipulation of words L e
or paint--seems primarily of personal importancs,
without regard to its effect on others, is to be
understood in this sense. For unless the descrip-
- - tion 1s adequate, there can bs no relevant communi-
cation. To think mersly of making contact with
others, rather than of making contact with this : L
precise experience, is irrelevant and distracting. .
Genuine communication depends on this absorbed
attention to precise description, but of course
it doss not follow that the description is for its
owmn sake; the attention, rather, is a condition of
relsvant communication.++.The actual processs..is - -
neither subject working on object, nor objsct on :
subject: it is,rather, a dynamic interaction,
which in fact is a8 whole and continuous process. )

Raymond Williams, The Long Revolution (London:
Chatto &% Windus, 1961), pp. 25-7.

53 Vallier, pp. 301-03.

34 Again, I am using the term 'realist' to
denote a perceptual mods, and not .:a kind of literaturs.
tAbstract' art proceeds from a different way of per-
ceiving reality, not merely an effort to write a
different kind of book. It is possible that the term
'novel'! is only applicabls to works dons within the
S 77 'realist' mode; abstractly, perhaps, we can only spsak
of 'writings'. But 'writing', a 'writing' is not
'Wm~4—7f‘dﬁ74——ta—b&~confuso&—'ith—sﬁmn—new—iganro*i——inataad——it~—f
points only to the fact of a certain kind of humsn action.

N -

- -
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55 D.H. Lawranca, Women In Love (Hammondsworth‘
Penguin Books Ltd., 1969), D. 4&00.

56 égz text is available as 'a writing' and
so anf abstract orientation to Women In Love is .
possible, just as a symbolic reading is possible,.
conslistent with the text, even if it is acknow-
ledged that Lawrence was not ‘a conscious symbo-
list,  We can argue against the deflective, sym-
bolic interprstation, but our argument would not . .
—be_textual, in the way that 1t would be taextual e
with Beckett's work. The Lawrence text has all the s
attributes of an object, it is "a novel," its . e
assumptions make it so. But Molloy is not an

" object in that way, for it disallows the distance

necessary to perceive any objsct. This distance
'1s specifically implemented by conventions like
omiscisent narration. The rejection of this kind

"of convention precludes the abstract text's being

described in a 'realist' manner, even though of
course it still can be described, and thus has a
‘realism' of its own. Beckett's work makes possible

. in literature an sabstract realism, a realization

which makes available a different orientation to -

all texts written within the confines of-.the realism
of the past., But the reverse of this--a traditionally
realist deacription of Beckett's work--cannot be :
88id_or done.. - . S R - s

37 A/lina is drawn betwsen the text as such
and an abstract orientation to the text. Even
though the awarensss of text as a historical object
is itself a carryover from the visual-dominated,
linear, objective, mode of perceptual realism,
it still is s factor in our experisence, sven though
it 1s only one aspect of that: exparience. The
"total field of simultaneous relations McLuhan
described as characteristic of the "auditory space"
of the present overwhelms any strictly linear sense
of history, although 'linear' as a term continues to

" effect a context, a boundary, for a given discussim

or investigation within the multiplicity. In a
'realist' orientation Lawrance's work.can bs little

--—more than nostalgia,; but seen abstractly and non- “Wﬂrmrﬂ'"ﬁ*_'
" categorically, it is available in a heightened and -

__diract manner in our immediate experience. Ws have
no choice about being outside the subject-object
realism of the past. .
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33 I "A Chair" the spatial organization is

clear and events follow a straight chronology.
Ursula and Birkin go down to the market, buy the
chair, give the chair away, and go home from the
market. Thers is no confusion as to whom is being
written about at any given moment.:

: This kind of certainty is not present in
"Molloy." One has to read, and re-read, very closely
to even notice that A and C originally were going in

 the same direction. This close involvement of rsader -
with text is just as important, perhaps moreso, as . =

the determining of exact relations in the narrative
surface. One cannot avold some self-laughter at

the minute tracing of the movements of A and'C,
especially when Molloy eventually pulls the rug -
from under the whole incident. That the effort to
"pin down exactly" the events in the text--howasver
necessary this is in ordsr to actually see ths. ,
text as the text pressnts itself--is both required -
and futile, is, I feel, afcrucial dimension of the

- work, ‘and has to be admitted. But this perhaps

stings too closely the critic's vanity, who in an
over=-serious regard for nailing down some definite
'truth' becomes the butt and not the perceiver of
the humor. g

39 Raymond Williams has’ auggested the power

of rhythm as an assthetic means: e

«.oIt seems clear from'what we already

know that rhythm is a way of transmitting

a description of expsrience, in such a

way that the experisnce 1s re-created in

the person receiving it, not merely as an
'abstraction' or an 'emotion' but as a .
physical -effect on the organism=-on -the
blood, on the breathing, on the physical
patterns of the brain..,..The dance of the o
body, the movement of the voice, the sounds
of instruments are, like colours, forms,

and patterns, means of transmitting our
esxperience in so powsrful a way that the
experisnce can be 1literally lived by others.

physical exporionce as real as any other.

Raymond Williams, The Long Revolution (Inndonz T
Chatto & Windus, lm)' PDe 2&-5. ]
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40 “mat is, the reader away from the text, is
a language=-user in both ways - speaker and writer =~
in addition to being an inner spesker of the text,
as its silent reader. This realization is not avail -
able in prose fiction utilizing omiscient narration,
where the main emphasis is upon an invisibility of
- language. No matter how many situations depicted in
Lawrence's work may have a direct relevance in my
own reslity, they nonetheless will all appear .
objectively, as scenes, pictures, things, and evoke
a similar objective picturing in myself of my own

But in Beckett this is not the case, for one is not
there confronted with an objective world of "things"
but only with the language of a speaking/iriting
narrator, and spsaking/writing are acts common to
mysslf psr se. Ths common bond the reader has with
Molloy is that of language=-user, and beyond that,
whatever differences appear are entirely sescondary.
Ons does not read "about" Molloy, one reads Molloy
directly, as it wers. The boundaries of canventional
readsr/text relation dissolve in a peculiar inti-
-macy that carries beyond the reading of a book of-
__ Tictional events, through affecting directly one's
‘own reading habits. .

W valiter, p. 300,
b2 Vallier, pe 301, ~ ~ - . = e

Cta

3 var11er, pi290.

: uh The "Dialogues" wers originally published

in Transition fortynine, No. 5 (1949). They thus
date from Beckett's main creative period (1945-50),
during which the Trilogy and Waiting PFor Godot were
written. Although Beckett wrote out the -"Dislogues)
they apparently are fairly faithful extracts - of -~ '~
lunch-time conversations Beckett, Duthuit, and a L s
- numbsr of others had, on a regular basis, at the time., . - - _
Deirdre Bair treats more fully of this in the recent

blography, in thes chapter dealing with ths particular

time period. ) ’ . o

Y5 Hugh Kenner, Samuel Beckett A Critical Stud
* -(Berkeley: University of California Press, 1 > -

9 = . T
s - a

.+ - I am quotinig Kenmer exactly, but the word
- "inoludes" is itself s misquots, probably a printing
"error; nonetheless, an unfortunate one, since the
"Beckstt remark reads "excludes," '

-

S



46 gamuel Beckett and Georges Duthuit, "Three
Dialogues,” in Samuel‘Beckett A Collection of

" Critical Essays, od.ﬁigttn Esslin (Bnglewood Cliffs:
rentica~-Hall, Inc., 1965), p. 21.

47 Beckett end Duthuit, p. 21.
L8 Beckett and Duthuit, p. 21.
L9 1 find 1£ interesting that Vallier singles

S out Kandinsky and Mondriasn as representative of the

early sbatract movement, while Beckett mentions
these two painters spescifically as still being
representatives of "the plane of the feasible."

I think it is clear, in any comparison of their
‘work with the work of the post-1945 artists, that
a spiritual-intellectual ambience of the for
vanishes into an impenetrable, sctional quality

of the abstract expressionists. Duchamps, perhaps,
of the early abstractioniats, chose the only resally
available path "in the world", by giving up
painting altogether. That action was very similsr
. to what I understand Beckett to be saying when he
assertq that expression itself is "an impossible
act." Duchamps was immediately cognizant of, and
resistant to, the possibility of being trapped by

"self-imags™, and took conscious action to avoid

—-repsating himself. Beckstt does the same, for in

sach new work the old work is cast aside. This

s i

|
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makes for a major difference when comparing Beckett's

work with Celina's, who, by contrast, once he found
his "three dots", had nothing further to offer, even
though he dtd keep on offering the same old thing.

I am not impugning Celine's merciless self-awarsness
hers, but am making an sesthetic distinction. While
it can be said of Celine, and of writers like Genet

and Borges, that, once you've read one of their books : {"”
you've read them all (since the format doesn't change), )

" this cannot be said of Beckett's prose works, up to

end including How It Is. This is one of the most
manifest differences between Beckett's work and the
work of other prose writers. The ohly other ma jor

: . writer of this century with a similar distinction is
o~ —Gartrude Steins Differences;, of course, can be nqtaﬂ -

in the works of other writers, Lawrence in Ledy .
Chatterly's Lover 1s "diffarent" than Lawrence in

Women e (the chapters aren't titled, for in-

stance ), but there 1is no change at the deep level of
form itself, such as one finds In Beckett and Stein.
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50 quoted in Kenner, p. 33.
51 Beckett and Duthuit, p. 21.
52  Kenner, p. 33.
5 Beékett and Duthuit, ‘p.'20. -
5k Beckett and Duthuit, ps. 17. . /j
95  Kenner, p. 10, S
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Chapter 1

1 Nonetheless, it may havse been a sudden )
realization. There 18 a difference in the writing
in Molloy, even when compared with the "Three Stories
of the same time period, that cannot be entirely ex-
plained by a techmical device alonse. . Molloy, and
especially "Molloy," is characterized by a diractness
and depth that is a leap beyond what had been pre-
viouwsly written, but the very experience of having
written Molloy affects the writing of the later bodks,
sven though the "narrator/narrated" device is retained
throughout. It is as though the realization occurs
in the writing of Molloy, giving the writing thers
an immediacy not available before or after. That the
Trilogy closes with a 110-page paragraph,.after open-
ing with an 83-page paragraph in "Molloy,' suggests,
fancifully at least, that the fragmented writing be-
twesn unconsciously reflects both the after-=sffects

" of an unanticipated realization and the effort to
know anew, if not actually recapture, a further reach
- of such an experience. The two paragraphs are, in
the style, like the crests of two waves. - Originally
thers was no thought of writing the third book, In-
sofar as Beckett was conscious of a design (see Bair -~
in the appropriate chapters). There are actually v 3
four texts in the Trilogy, when we count "Moran" : -
separately. The Unnamable seems to have baen a
surprise, sven to the author. My own interpretatim
is simply that the third book completes a perceptual
changs inaugurated by Molloy (specifically, "Molloy®), . ]
and the two long paragraphs that open and close the :
Trilogy are the textual basis for such a view. It
is not a surprising view, when we consider the Trilogy
as one writing, that is, one long soliloquy, an ap=-
proach for which there 18 also ample textual basis.
_ And once we've done that, it is not difficult to ses -
the four books prior to Molloy as “one work", set
against the Trilogy, when both are approached as
manifestations of one writing stream. By no means : :
~ am T saying this was Beckett's "plan," conseiously — ==
or unconsciously: It is simply an interpretation ) HE
—arising from the texts as they exiat. But I bellave B ]
such a picturing of the work is necessary, if any :
& accurate assessment is to be made. -
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2 Raymond Federman, "Backettian .Paradox: Who
Is Telling The Truth?" in Samuel Beckett Now

‘Critical Approaches To His Novels “Poetry and Plays,

ed, Melvin J. Priedman (Chicago and London: Uni-
versity of-Chicago Press, 1970), pe. 116. .

3 The very distance between narrator and story,'
notod but unexamined by Federman, requires, I think,
some term other than story if one fs to talk about
the whole text. The term "writing", especially in
view of Bsckett's later work, and also in view of
what i1s actually facing one as a reader, I find the
most appropriate. The text "Dante and the Lobster"
is, afterall, a writing. This implicitly ecknow-
ledges an author, a writer, behind the text, but

- avoids the confusion of Federman's explicit appeal

to author to resolve a felt difficulty. t is = : S
the "distance" which makes story secondary, and text -
primary, in my approach.

L More Pricks Than Kicks 1is Beckett'é first

book of fiction (1934 ). Strictly speaking sach of

the ten stories must be taken as & separats text. -
The "narrative situation" here described, howsver, ' ' .
applies in nine of the ten, the important exception -

being "The Smeraldina's Billet Doux."

With the exception of the Trilogy, the
edition of Beckett's works referred to throughout
the thesis 1s the Grove Press Collected Works
Edition (1970). Murphy was published in 1938;
Watt was written during the War but not published
until 1953.

Mercier and Camier, written after Watt
but prior to Molloy, was not published in English
mtil 1974. The edition referred to is the Grove
Press paperback (New York: Grove Prass, Ince,
1975). Beckett translates all his works himself,
with the exception of Molloy, in whfch he collaborated
with Patrick Bowles.

5 The remark may be seen as a’ mergence of both
strains, hence its power. Kenner has noted the.
effactiveness of the remark. (Hugh Kenner, A Reader's
Guide to Samuel Besckett (London: Thames % Hudson,/'éjijw

15737, p. 51.)

3'\'\'
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6 The presencs .of a narrator is a:necessary
qualification of the illusion attendant upon third-
person omniscisnt narration: someone has to be
there telling the story and admitting he is doing_ so,
in an almost Brechtian sense. But Beckett does not °
realize until much later that it is with the nar- - -
rator--and not the narrative-~that the importance
lies. While he is iIntellectually aware of this
(Proust), he is unable to implement it in his writing.

- The narrator ultimately subsumes all other slements, 7
enabling the frightening immediacy to emerga. : . -

T Watt was written during the war but not. L.
~ published w until 195%. .

8 Arthur s monologus hardly counta as "first
person" in any direct sense, ‘since its contents
are entirely objective and narrative,. contrasting
with Arsene's monologue, which 1s subjective dnd
confessional.,

9 Arsene's speech is the firat direct mani-
festation of the oral dimension of lﬁnguage in
Beckett's work, whereas the Smeraldina's effort PR
1s 8ti1ll an instance of writing (a personal letter). ;
Though Arsene's speech 1s rendered 'an object' by - &
~ its context (the speech of a character to a.chare< -
_acter in a novel), within the spesch itself the :
world of Watt is absent. : A , . :
v 10 Mercier and Camier I have not included in ' ;
" the main body of work discussed, desplite its tran=
geitional importance in the writing. Beside the ,
‘other novels, it is a tentative, disappointing work, o,
quite obviously experimental, perhaps more properly . ’
ssen in relation to the plays. It brings curiously
to mirid John Steinbeck's "novel-dramas" of the 19,0's*
" In a reversed sense? Burning Bright is more novel
than drams, and Mercier and Camier more drama than
novel, though neither succeeds very happily.

btk i AR T e

-

11 Viewed ‘as pleces of. writing, the two texts . : 1
___are very differsent, and, since thay are first peraon .
monologues, the ppotagonists are equally different. ’ o
The critical muddle over whether the two characters : :

are/one and the same person, or different beings, 1is
'a simpleminded irrelevancy. Of greater importance -
is the showing of the relation of these texts to
other areas of the writing: - to the two monolo

in Watt, for instance, or to the "first person

third person voice" conflict in the early writing.




12 Hugh Kenner, A Reader's Guide To Samuel
Beckett (London: Thames and Hudson, 1973), p. 4.

13 "The more his own system closed round him,
the less he could tolerate its being subordinated
to any other. Between him and his stars no doubt
thers was corrsspondence, but not in Suk's sense.
They were his stars, he was the prior system. He
had been projected, larval and dark, on the sky of .
. that regrettable hour as on a screen, magnified and
clarified into his own mesning. But it was his
meaning.” (Murphy, 183, emphasis his)

.lh "Satisfactorily" because only provisionally
resolved, even there. One of the realizations in
The Unnamable is that there isn't an end. This in
fact is the conclusion of the book and this reali-
zation enables it to stop, though not end in any
more dsfinite sense. imul teneously this enablss
writing to resume in the future, although Beckett
himself wasn't at all sure that would happen, at
the time of finishing The Unnamable.

15 fThe "first person voice” in the sarly
stories is here identifiable with "I." The mergencs
of first person/third person voices, as in "Sam" in
~ Watt, 8., narratively, was not sufficient, thus
¥I™ emerged in a different place. It 1is only when
the "I" can fuse with text that any breakthrough
occurs, but even this can only be an intermittent
success. Later in the paper, in the discussion of
text in The Unnamable, text and narrator diver at
some points, even though the whole text is=s spok
by the ngrrator. In the long quote here, the iﬁ%@r—
mittency“is shown in. another way.

: 16 - The streaming text becomes a 'field' when
we foous on it, spatialize it., It is important to
keep in mind the dynamic nature of the whole stresam.
The text becomes an 'object' only conveniently for
use. B .

-
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} "Tha,danger is in the neatness of identifi- "
cations." This is the opening sentenée of Backett's
essay "Dante...Bruno. Vico...Joyce.", in Our Exag-
mination Round his - Factification for Ihcamination of
Work in Progress (London: Faber and Faber, 1972),
P- 3. This book was first published in 1929.

2 Samuel Beckett, Proust (New York: - Grové Press
InC., 1970)' p. 50 . .

: 5 This points up a main stumbling block in much
of the criticism, particularly that which attempts
to explain or describs -Beckett's work in terms of
other texts or archétypal symbols, A representative
example of precisely jthe wrong way to approach

Beckett 1s:

. Dieter Wollershoff,,"Failure of an. Attampt
at De-Mythologization: Samuel Beckett's Novels,"
in Samusl Beckett A Collection of Critical Esssays,
edes Martin Esslin (Englewood Cliffs: F;entice-Hail

Inc.’ 1965)’ Phoe 92"107.

-k "Belacqua" here does not,naceasarily refar to

thg protagonist of More Pricks Than Kicks, at least
_not only to him, but to Danta's Belacqua, after—wham

he 1s nnmed.w

"He is named for the 1azy old friend Dante
encountered in ante-Purgatory (Purgs, iv, 97-135),
'lazier than if 8loth were his very sister', and
waiting in the shadow of a rock till as many years .
shall have passed as he 1ived on earth: ‘the  perfect
- type, for Beckett, of a man reliving his- whole 1ife

‘ 194.
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“at a remove." ‘Hugh Kenner, A Reader's Guide To
 Samuel Beckett (London' Thames and Hudaon, 1973),
Pe 50. B v . ST
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+ actually incorporate this awareness into his own -

S,This book plays enticingly with symmstry.

#11, the longest single piece, is the centerpiece,
linking the two halves of Malons's story of Sapo
and MacMann. In the 120-page Grove Press hard-
back, this section concludes on p. 60. Symmetry
would provide an excellent topic for study in
Beckett's works {Molloy speaks of his "mania for
symme try" ), particularly in relation to the very

~symmetrica1 last parazraph of Tha Uhnamable.

6 n Malone Dies the Tauthor's!' situation

(sui gensris) becomes concrete subject for the
first timé, differing from Molloy in this regard.
This is an almost inevitable prelude to "writing
the writing dilenima itself", which becomes’ the
issue in Ths Unnamable.

-The spsces in Malone Dies &130, auita
literally, break the 1llusion of tha smooth
flowing"complate' surface. of narrative, picturing
(qua text) the wrfting/%eading reality in terms
of its 1nteruptions.

7

Deirdre "Bair ‘rafers to it“as "the most autobio-

~graphical of all Beckett's fictiod." (DeirHe Beir, - . N

Samuel Beckett A Blography (New York: Harcourt . .

Brace Jovaggy chy- 1978, p. 376, ,77j,wﬂwbrfrﬁyj~?.ﬁ ,;; 

"Murphy 's .#find 1s -after all the zravamen s el

of these infonmat&ons. - (o7} -
LN Y ) ' T
9"¢..and he thinks how absurd “is our, dream . . -

of a Paradise with retention of~parsonality, since -

‘oar-11ife: 15 a succession- gf‘Paradises succgusivelyh;';ﬁ

denied, that the only true Paradise is the Paradise-

that has been.lost,: and that death will cure many

of the desire for immortality." Samuel Beckett,

Proust (New York: Grgve Press Inc., 1970), ps 1.
It takes a very 1ong time for Beckett to

L

writing perspective, for it is not until Molloy ﬁ;

.that the perspsctive looks back, actually con-
. fronting thafﬂsucqessipn,of,lost,EanadiseslgfﬁhW77f7fmﬂ

10 - Or even searlier, in which one phrase sets a
direction ("Keéep going, going on,")cancelled in the
same sentence.a second after ("call that going, call
that on"), nipping in the bud as it were "possible
forms.'s -

3
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Hugh Kenner, A Reader's fuide to Samusl -
~Beckett (London:: Thames and Hudson, 1973), p. 101.



s 11 Constdsrations of length wer

g e & parttal
consideration, so far as not using-all of Section
Three in the analysis, but primarily it is simply

not necessary to extend the discussion quantitatively,
since the essentlals are revealed in any given

portion of text., T 2

12 of course, in saying the "I" we do assume
"the -narrator's place, and the cumulative effect of
this identification 1s important: but there remains
an immediate difference hére- , T

13 Presernit tense varbs have not been abandonred’ |

”inftﬁb’"ﬁafﬁé6§7%ﬁf“”séhtéﬁbéé:”'but*fﬁé*ofééent” S
tense return"” refers to = specific vantage point,

- and not just the verb.

In the movements here we see a textual ex-
ample of "forms bscoming and crumbl*ng into the

fragments of & new becoming." First, there is the - .- - -

clear declaration of seeing "him," then the. explo-

ration of "real identity," but this crumbles in

the next sentence, where attention is directed

(or distracted) to the "hat," then falls further
\baoktzgo the already stated position about "thingst

Yet s ultaneously throuch the very-same three

sentences, thers is a 1little musical motif--keying

iion "hat"--that, in the text at large, provides one

- %f the stabiﬁizigg_strands. When. we note as well
‘. the rhythmic features of the "parhaps/but’ and the
ext sentence--

complicated "jerking back" of ths

- --aurally or visually as line or “ch reograohy--we

rather than as "objeaf," and we car sense .why they
text, read in anything}like-an ordinary manner, is

then begin to get a" pz cture of thewltext as event,'
so diffieult and painful. The "ordinary manner" . °

' -. does not accommodate movement in thts fashion. = The

" motion,; not materiality. Theré isn't any ground

Bed¢kett taxt reveals its "substgnce as. one of =

on which or against which all this is haDoening, .
it is merely an attribute ofaa way of writing. " )'5(

~f1Lv-91,§m always trying £o tell this thing that
a space of time isa natural thing for an American
to ‘always have inside them as something in whith

they are continuously moving....it is something

... .strtctly American to conceive a space that is filled

with moving, a.space of time -that is filled always t”
f111ed with-movinge..s" Gertrude Stein,."The Gradual

~ “Maklng of The Making ofol“‘lcans,"‘Iﬁ‘SEIécﬁ‘afwritings

of Gertrude Stein, ed. Carl Van Vechten (New York:
Vintage Books, Rand om House, 1972), p. 258.




MacMann s.coat (Malone Dies, 227 9), stc.:

- green?'--Certainly theres might: - But for sucha (-

T e e — I “197.

15 Wot that hearing is simply a msans to an .
end, eitner, but that . "understanding 1s an aspsct
of axperiencing something--and one cannot sxperisnce
this text unless oneé - hears it., - o

16 For Instance, Murphy's sult (Mu Murphy, 11-5)

17 The 1iee, in 1ts directness, 1s a pure" .

example of "present tense return," contrasted with - S 9

the varidtion.of the prasvious line. It 1s almost

. & sensing—ef thé- variatien;~and a--'rhythmic!-ad : .
justment to 1it. - ’ o :

18 ‘This is noted by Adorno. :
"Reckett...develops a tendency of the modern - ,
novel to its final consseguence. Reflection, which. . .

aesthetic immanence tabooed as too "abstract," is

reintroduced, welded together with slements of purs.

representation the Flaubertian principls of the

pure, self-contained object is undermined." Co
Theodor W. Adorno, "Towards an Understanding

of ENDGAME," trans. Samuel M. Weber, in Noten zur :

[iteratur II (London: Jonathan Caps Limi fted, 1961), g

pPpe. 82-11l.

19 " 'But might there not be such 'general! S
samples? Say a schematic leaf, or a sample of purs S

schema to be understood as a schema, and not as
the shape of a particular leaf, and for a slip of
pure green to be understood as a sample of all
that is grsenlish and not as a sample of pure ‘green--
this in turn resides in the way the samples are used.’
Ask yourself: what shaps must the sample of
the colour green be? Should it be rectangular? Or
would it then be the sample of a green rectangle?
--So0 should it be "irregular" in shape? And what
is to prevent us then from regarding it--that is,
from using it--only as a sample of irregularity of
shape ?" (emphasis throughout his) “ -
Ludwig Wittgenstein, Philosophical Investigations,
trans. G.Z.M. Anscombe (New York: The'Hesmillen Company,

. fa

~1953), p. 35°. : o e

20 Martin Heidegger, What Is Called Thinking?,.

“transe J+ Glann G ew—York: Harper Torchbooks; ——

Harper and Row, 1968), p. xv.
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2l png yet we have been "travelling," simul-
taneously, as is shown when we place the texts of
the first snd seventh books side by side. That.
both th*ﬂgs are true--we both have and h=ave not
Tmoved'--is the real crux, the cruel and damning
paradox: "The expression that there is nothing to
express, nothing with which to express, nothing-
from which to express, no power to express, no
desire to express, togsther with the obligation to
express." (Samuel Beckett and Georges Duthuit,
"Threé Dialogues,” in Samue 1 Beckett A Collection
of Critical Essays, ed. WMartin Bsslin (Enzlewood
CIiffs: Prentice-Hall, Inc., 1965), ) 17.

a2 The reflscting touchss almost on panic
here, the "lateral" option (impossible in any
csse) suggesting a conscious desperation, but
one which 18 after 211 successfully recisted.
"The thing to avoid I don't know why, 1is the
spirit of system." (The Unnamable, 292)

23 It is more a "physical act" than an "answer."
The capacity for stopping the flow is no longer
availsble in Section 17; or perhaps it should be
-seen &3 the last, one of the last, things szban-
donned. : :
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"éhaﬁter 3

1 or course, no writer repsats himself exactly;

‘each new book 1s in some measure diffesrent from the

author's other books. But that immediately recog-
nizeable quality that identifies a work on its very
first page as belonging to a particular author, is
unavailable in Beckett. The reader who enjoys
Murphy will not easily recognize Watt as being by
the —same author, much less his very next book.
Exactly the opposite is trus, howsver, for the
reader opening Death On The Installment Plan
after Journey to the End of the Night, and it remains
true for all the later Celine books. Gertrude Stein
long ago noted how sverybody is always repeating
everything, and consciously avoided doing that, in
her writing, Jjust as Beckett has done, even though
the popular impression of each is just the opposite.
Once one 18 aware of the repetitive limits within
which an author traces himself or herself-=-an aware- .
ness which comes fairly quickly with the examinatim
of four or five works by the author--one gets a
sense of the shape of the language fleld represented
by that author, and this cannot but inform one's in-
terpretation of the ideas and svents given expression
In that fisld. Even without being obtusely reductive,
one has to admit the limitations which quickly appear
in most, if not all, such fields. But the orientation
to text interested in this kind of awareness is not,
finally, intellectual, but sensuous, tactile. Thus
the whole concern with cognitive meanings is, though
not ignored, sscondary. As Kierkegaard said, "Live
first=-understand afterwards." The pressnt approach
doas not recognize more than a convenient separation
between "intellectual" and "sensuous" aspects of re-
sponse.

» Kenner has noted Beckett's resistance to repeat-
ing himself. See A Reader's Guids to Samuel Beckett,
p. 12.

2 Beckett made this comparison iIn an interview
with Israel Shenker, "Moody Man of Letters," New York
Times, 6 May 1956, sec. 2, pp. 1,3. Tt is quoted In?
Je. O'Bara, Introd., Twentieth Century Interpretatims
of Molloy, Malone Dies,

“The Unnamable, ed. J. O'Hare
NCsey 1970)’ Pe 190

]
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5 tClosed system,' the guideword offered for
Murphy, 1s not applicable for any other Beckett
work, and this i1s true for all the guidewords. It
would be the same were we to locate guldewords for
the wotks of any author, since the concept of 'guide-
word! involves the relation of a text to itself.

b - I am following, somewhat, Beckett's distinction
'between Raudelaire and Proust.

The Baudelarian unity is a unity 'post
rem,' a uity abstracted from plurality.
‘His 'correspondence' is determined by a
concept, therefore strictly limited and
exhausted by 1ts own definition. Proust
does not deal in concepts, he pursues
the Idea, the concrasts....For Proust the
object may be a living symbol, but a sym-
bol of itself. The symbolism of Baude-
laire has become the autosymbolism of
Proust.

(emphasis his)

Thus the 'guldeword' is not a symbol for the work
but 1e, literally, a 'guide' to or within thes work.
The rslation of Murphy to 'closed system' is en-
tirely internal: the words 'closed system' are
literally a part of the text. The relation of
Murphy to Cartesianism is, by contrast, external,
for Descartes is not mentioned in the text, nor
Cartesianism itself, howsver much certain des-
criptions in the book may match tensts of Cartesian -
thought. This distinction is analogous to ths
differentiation, in the Introduction of this paper,
between 'Gaber' as a named personage in "Moran"
and Molloy's unnamed visitor. And, not surprisingly,
the same kind of critical muddlpment axists, where
this type of distinction is not made in reference
to Cartesianism or any other external system, text,
ideology, impression, etc. : |
The quotation is from: Samuel Beckett, Proust L
(New Yorkt Grove Press, Inc., 1970), p. 60. ~

R U T S
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"EP vSHépé"is of primarygconcernxto'Beckett. -

| I am interested in ths shape of ideas -

~ even 1f-I do not. believe in them....
- It 15 the shape that matters,
-~ Quoted in J.D. O'Hara,,Introd., Twentieth

Cént ‘Interpretations of Mollo Malone Dies,
The gnnamable, ede J.D. O'Hara iEnglewood Cliffs:

Prentice-Hali Inc., 1970), Pe 18.

6. Cooper ne 1ther sits nor takes off his hat
(Sh, 118-19), until Murphy's demise allows an
o opening for‘him _in< 'the big world' (254; 260).
.

7 Not causally, but one of those freak coin-
cidences, one of those "games time plays with
" space" (Watt, 75). » :
i \B/I use, exper&mentel" advisedly. Watt o
was writtsn during the war years, and 1ts s dis~-
lg}ntedness is no doubt in scme ways a reflection

#

. o of the general chaos. But 1t can also be seen as

~an attempt to break out of the . 'dead end' of the

'closed system of Murghz.‘ .
9 Northrop Frye contends that: Murphy commits

suicide, but I think the- text in -thess pages (248-53) -
‘seriously challsnges such a conclusion. Murphy's

intention seems to be to calm down and go back to °,»

Celia. Ses- Introduction, p. 5 o -

10 "Murphy's mind" is clearly what wants to
be written about, and is written about. - The experi-
ence with Mr. Endon opens a new dimersion, or - -
threatens to, the full implications of which, cannot o

~ be dealt with in Murphy. A conflict is visible
between what 1s 'known' (the self-satisfied air of
Murphy), sifice what is known'is inevitably 'closed',
and what is 'unEnown, .present in the narrative as
‘this experience with Mr. Endon's eyes. Mr. Endon
already abides in the 'Third Zone' of Murphy's mind,
me taphorically spaaking, and the writing after '
-Murphy- intuitively seeks a mors direct formuiation
of that kind of experience. . _

11" pn 1nge’%igation of the etructure of a text
need not toncern itself with the gualitx‘of the wri-.
ting. Form, too, bears no exact relation to quality
of expression, ‘however much i1t affects the estimation
of qualitye. B

N



. 12 mhe peference to "Besthoven" shows how far

S dee

removed Belacqua actually is from "himself": he -
objectifies, with this cultural reference, his only
authentic action, "self." As first of the protago-
nists in the writlng stream, he -is wholly objective.

13 Belscqua himself is not a writer. I mean
simply that the writing act itself is accurately

plctured in this description.

vlu'Kenner 1s his usual aGiuyate self (at least
as regards his writing abﬁﬂi;ézzkett's works) in
asssssing More Pricks Than Kidks:

"The book Will chiefly interest. students.
With carefully directed attention, we can perceive.
latent within it his later directions. Other ‘
claims should not be made." (Hugh Kenner, A Reader's
Guide to Samusl Backett (Londqn:v Thames and Hudson,

19737, p. 19.) N

15 Ludwig Wittgenstein, The Tractatus Logico-
Philospphicus, quoted in Anthony Kenny, Wittgenstein -

-‘(Cambridge’ Harvard University Press, 1973), p. 102,

16 Opscurer, but important perhaps in a: number
of connexions, such as: the direct reference to thse
ladder; sevaral points of connsxion, running both
ways, with Malone Dies; ths similarity in the namss
Hackett-Beckett; etc. Mr. Hackett i1s sometimes

in gamuel “Beckett A ColIection of Critical Essays,

‘ad. Martin Esslin (Englewood Cliffs Prentice-Hall,

Inc., 1965), pp. 73-4.), but this- suggestion needs
more careful scrutiny than it has received. I

~ think the textual presence of Mr. Hackett far too

slight to justify any such large-scale associations.

17 For instance, this tendency in-relation to
the "closed system" nature of the book manifests in

"Murphy's moving from the room he and Celia share

all the way to the garret, while Celia herself
(closest to Murphy as a serious character), behind
Murphy in the parallel 'ways upward,' moves only.
to the next floor abovs. This direction "upward"

1s an ironic (and perhaps unconscious) contradiction
~of ths description of Murphy's mind, in which the =~

- desireable direction is downward.

... . Despite the sense of "upwardnsss" in—the ‘boolg,

Murphy as writirig is consistent with the "descent"
eitmotif: <that 1s, it is below More Pricks Than Kicks
(in the stream, not in quality), but still far above

Watt. For instancs, Belacqua dies in the midst of

a group of doctors and nurses, but Murphy dies -

alone.

202. .
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18 The explicit references to Wittgenstein's
famous remark establish an obvious- -link betwean -
Murphy end Watt, but differences in the mentionings
are worth noting. In the former, it is an objective
comment, a cultural reference added to tha narrative
through the "third person voice."- In Watt the re-
mark appears sach time as direct first person speech_//
_:by a character, an "I" form rather than a "they."

The form of the reference is different ingthe two .
"writings," indicating a different relstion between
the substance of the rsference and the perspective
behind the writing. .

Significantly, Watt himself (whn,,as pro-
tagonist, represerts in the writing the basic ob-
jective picturing of the perspective) doss: gg&f ‘
make these references. Nor doss Sam, ths "narrator."
This suggests, in the viewfWg.sf Watt as writing,
that the changed relation is sti1T T 1drgely an un=~
“conscious one, present in the writing but not in )
the narrative.

B
19 Remarks like this lend support to the view
of Watt as a "bodily .reincarnation  6f pure-mind
Murphy.

20 The conflict is really ons. of operational
versus rsferential language.

2 "I am of coursa 8simplifying here. Several -
works, including Mercier and Camier, come between
Watt and Mollox. (Of espsecial interest are -the:
"Three Stories" which are viable first-person
narrations much like the writing in the Trilogy,
although still more concerned with objective
contents than the works of the Trilogy. But
chronology is not too exact, regarding sexactly
whén they were written.) But nothing really ma jor
gets done between Watt and Molloy. The groping
nature of the writing between these books is bsst A
indicated perhaps by Watt's surorising appesarance :
in the closing- pages of Mercier and Cemier, the '
only instance of a former character appearing
bodily in a subsequent work.

Watt's oddness as & book persistgdyggugg§

publishing history, since it did not eppear until
195%, after the Trilogy had already appveared. -

22 gqe Chapter Cne, pp. 19-23.

e
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2% A1l these features, taken collectively, may h’
be seen as a kind of "last gasp" of 8ll the irri-
tating narratorial interuptions of the earlier books, -
‘the "too visible" first person narrator. : '

2l Vartin Heldesper, On The Way To Language,
éﬁrans. Pater D. Hertz (New York: Harper and Row,
- 1971) Pe 72..

e5 . Murphy and Watt differ in their conceptions
of their minds,’ Murphy knowing quite exactly what
‘'he mesns by "his mind" but Watt not at all sure
what such 2 term meens (76).

26 And since the protagoniet is here regarded
as the embodiment of the perspective behind the
writing, thils suggests Eeckett himself was similarly
. "trapped" at, that point.

: 27 Not simply nostalgdcally; Tt 1s.bacause Watt
' cen never be where Arthur is, again, and he knows
this, that he is now abls to enjoy the story for .
what it is. The 'objective contents' provide a
substitute world for Arthur, momentarily; but t hey
make a thing, ‘for Watt, not unlike his own "pillow
of words" - but without the attendant labour.

28 Ludwig Wittgenstein, Philosophical Investigationg

iRtk

C
ddisk
2 :

trans. G.E.M. Anscombs (New York: The Wacmillan
Company, 1953), p. 32°.

39 Watt cannot function .in th egular world,
after his stay at Mr. Knott's. H8 meets Sam in
some sort of mental hospital, and his progressive
deterioration -of ability to communicate using the
familiar syntax and orthography of '"the ordinary

“world," reflects a kind of "insanity," though the
~word 1is perhaps too strong.

30 He doesn't exactly fall, rather, he is
knocked down by some other character. Watt has a
certain obduracy of pressence that contrasts markedly
with Murphy, whose absence proves 80 pivotal in -
his novel,

kit
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51 The,"Mollqy affair" en toto is the esvent.. Co
"which dislocatesg Moran's sense of reality, rather

than any physicsl encounter., His discomfiture. '

begins immediately, rather than after the "crisis"

on the road. , - ,

52 g say "in Moran's mind" doesn't really help,
if we are talking about the expsrience of the wholse
book itself. There is no solid ground available
for saying anything definitively about the Moran-
‘Molloy relation., Text offers itself as the only
reliable mearfs for establishing a boundary for
discourss, but even here one must proceed as much
in terms of what 1s not said, as in terms of what .
15. - t"

55 .This 1s an important distinection. Molloy, , .
and not "Molloy," is the reali{ty in the writing o
stream at this point. The objective world is ‘
renounced but not entirsely denied. In ‘Malone Dies ..
a further step is taken, through the reduction of ¢
the objective world to the writing situation, per '\3
se, but it is not until The Unnamable -that outright

"denial oF objectivity occurs.

3k Martin Heidegger, On The Way To Langusgse,
trans. Pater D. Hertz (New York: Harper and Row,
1971), ps 724 - o
Beckett doses not regard language as-
positively as does Heldegger, but Haidegger s
"description" he might be willins to accept as a
starting point. MR
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¥

Conciusipn

1 The . reader bears witness to thts, for. memories
of "what happens" in Molloy are notoriously unreliabla.
One's only recourse is to re-read, closely, the text.

Ny
AT

2 Watt's memory is untroubled before he enters
Mr. Knott's employ. . .

And he had experienced literally nothing,
since the age of fourtean, or fifteen, of
which in retrospect he was'not content to
_say, That is what happened then. (73)

5 The verbal repetitions appear mainly in the
Trilogy, whers the narrators speak the whole text
directly. They add greatly to the sense of the text
as a 'speaking,' as doss the extensive use of cliche.
The cliches, culturally codified repetitions, are a
kind of bedrock of conventional perceiving ('wisdom
literaturs,' so called), which Backett turns inside
out by placing them in contexts where they apply
literally as well as abstractly. The clichs is a
primary means by which the Beckett text "reaches .
beyond 1tself" Into the reader's non-reading en* N T
vironment, so consciously aware does one bescome e N L
of thelr double applications. Nothing '1s met with AN i
more frequently -in daily speech, one's own and other S
peoples. The very fact that the cliche 1is ."dead , -
writing" gives it an oral vitality, so common a o ;
factor 1is it in spsech, and Beckett's text owes
much of its directness of effect to his adroit b
usage of 1it.

=
e
=i
e
E
.
b5
5

L "This tendency Increases in ths Trilogy,
but many examples can be found of such carry over :
betwean widely separated texts, extending even to S
the many brief l1ittle writings Backett has published s
in recent years. Compare: _ . g

There 1s nothing at first sight to dis-
tinguish him from the others.... (60)
(The Lost Ones, Grove Press Inc., 1972)

ERR TR

with, from MolloI</7People pass too, hard to
; distinguish from yourself. (8)

R L
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En

5 Since the writing is viewed as ons language
field, chronology ceasas to be a factor: Bql%;%ua's
death affects one markedly, if one has .read M oY »
less so perhaps if not. I am speaking from an

- orientation to the fleld as a whole, and not from a
desire to make the early writing 'better' than 1t
in fact is. '

6 It 1s the repetitions in a writer's work, -
- from book to book, that enable the following of the
work as volice, in particular repstitions of inci-
~dents, . scenes, descriptions, kinds of characters,
etcs Sherwood Anderson, for 1nstance, is essentially
a short story writer, even in a novel '1ilke Many
Marriages which, seen 88 a novel, was universally
condermed. In Hawthorne's Blithedale Romance and:
Scarlet Letter, the character trines of Zenobla,
Hollingsworth, and Priscilla, in the former, and
Hester, Dimmesdale, and Pearl, in the latter, du-
plicate each other, and provide an interest, so
far as Hawthorne's 'form' 1is concerned, gquite out-
side the 1mmsdiate narratives. Hemingway is an
obvious example of a writer telling the same stor
over and over (and worse each time, in the ndVelsg,
whereas Faulkner's individual texts vary greatly
in shape, repsating themselves in other ways, e.g.,
relation between commentary and dialogue.

But what I am speaking of is a quite dbvious
-factor that should surprise no one, who thinks for-
a moment of tha limits of any ‘one individual so far
as a range of expression is concerned. Oneself. is
" the always»at hand ready example. The emphasis I
place upon "voice" in respect. to the structure and .
form of 'a 1iterary work has primarily to do with
turn%pg attention to the experiencing of the work,
and away from an abstracting that dessicates ex-
perience. The works, any works, are directly,
physlologically apprehendable, and will never be
apprshended in any significant way until this di-
mension bf literary experience 1s allowed for,
"Meanings" rise out of experience, although one
would never know this, listening in on most any
classroom in North America, at any level. The - ° R
sawful proof 1is demonstnated 1n the bulk of academic
criticism, - -

7 -Quoted in Martin Esslin, Intred.; S&mue%ribekett
A Collection of Critical Essays, ed, Martin Esslin
(Englewood Cliffss Prentico-Hall, Inc., 1965), Pe 1.
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