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Abstract

This thesis-is concerned baSIcally with the
philosophical and aesthetic |mpllcat|ons of: the “yes
or no" dialectic‘inVSamuel Beckett's novels. Whlle_some
aspects of thlsvproblem have been noted by critics
(especially Richard Coe and Hugh Kenner) their full
S|gn|f|cance has hot been elaborated " This thesis is

especially |ndebted “to Hugh Kenner s provocatlve dis-

cussion of ‘art in a closed: fleld” in Flaubert, Joyce

and'BeCKett:'The'Stoic'Comedlans But a new line of ex-
ploration is opened up by developing the notion of "art
in a closed‘field“ in conjunction with Kierkegaatd's
philosophy of elther/ot and Beckett's "'ves or no." Such
~an apptbach allows for an awareness of the 'existential"
nature of Beckettfs writings and helps emphasize the
urgency of the emotional appeal of Beckett's characters
as they make their ''choices.'''" A key question the thesis:
attemptsAcontihUally'to answer is: what are‘the nature
and consequenceS'of this ”choice”'made'withln the closed
 field of art and 1ife? | | |

‘ In-Murphy the 'ves or noﬂltheme is dealt with in
terms of the dualisms of CarteSianlsm and schizophrenia.
(Note: §lncevthe\completion of my’thesis, G C. Barnatd's

Samuel'Beckett{ A New Approach Wthh deals extensuvely

with schizophrenia has appeared. He fails, however, to
relate the-psychologiCal with the philosophical dimensions
of_Beckett's art and thopght.)‘ My own attempt to come
to terms with Beckett is eclectic -'bot all discussions
centre around the "'yes.or no' conundrum.

A significant contribution to the'study of
Beckett's‘thought is, | belleye, made in the'discussion
of Watt oy indicating the relevancy of .Kant and Hume to
Beckett's philosophy of form - his aesthetics of the
absurd.,  Beckett's indebtedness‘to Enlightenment thought,



eSpeclall9 Descartes, has been-recognized since Kenner's
pioneer work. But -the extended discusslon.of.this debt
';innterms'of Kant and Hume shows the complexity of this
~heritage as it |nfluences Beckett s art.

'Tlating still further this |ntellectual tradition

in the triltogy Molloy, Malone Dies, The Unnamable, it is

possible to discern Beckett's Klerkegaardianwlikefparody
cf Heéelianiratlonallsm and aesthetlcs The philosophical
underplning of Beckett' s progre551ve treatment of the
yes or no' dlalectlc is thus ‘made - clearer . The dis-
cussion of How lt 1Is |n terms of the pornographlc form
|llustrates how Beckett s relentless pursuit of his artistic
premlseS‘leads him to. a uniqae'pnilosophical treatment of
what is usually regarded as a sub-literary genre.

The conclusion, 'No's Knife,' deals brlefly w1th
'some of the social and‘cultaral‘implicatlons of Beckett s .
art.  This area of Beckett cr|t|c15m is most weak and
is often marred by an. ObVIOUS fallure to study in depth
Beckett's work.. It is hoped that thrs thesis helps'in

part to redress this failure in Beckett criticism.
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-Introduction

- The Chance of~the Alternatives

""Yes or no?!" said Murphy. The eternal
tautology.

My philosophy is at least easy to under-
stand, for | have only one principle,

and | do not even proceed from that. It
is necessary to distinguish between the
successive dialectic in either/or, ‘and

the eternal dialectic here set forth.

Thus when | say that | do not proceed

from my principle, this must not be under-
stood in opposition to a proceéeding forth
from it, but is. rather a negative ex-
pression for the principle itself, through
which it is apprehended in equal oppGsition
to a preceeding-or. a non-preceeding from

it. | do not proceed from my principle;
for if | did, | would regret it, and if |
did not, | would also regret that. If it

seems, therefore, to one or another of my
respected hearers that there is anything

in what | say it only proves that he has no
talent for philosophy; if my argument seems
to have any foreward movement, this also
proves the same. But for those who can
follow me, although. | do not make any pro-
~gress,. | shall now unfold the eternal truth,
by virtue of which this philosophy remains
within itself, and admits. of no higher
philosphy. For if | proceeded from my
principle, ! should find it impossible to
stop; for if | stopped, | should, regret it,

and if I did not stop, | should also regret
that, and so forth. But since | never
start, so can | never stop; my eternal de-

parture is identical with my eternal cessation.

S. Kierkégaérd, Either/Or.

"Where now? What now? When now?'" On a much
more prosaic level the anguished -words of Samuel Beckett's

" The Unnamable parallel those of the critic who under-’

takes a discussion of Béckett's novels. It is hjghly

significant that Beckett's art,‘above all a comment on an

exhaﬁstéd humanity whose cﬁlture has as its basic dilemma
~the dévé]opment of.the intéllect at the expense of energy

and sensual capability, should arouse a massive amount



of interpretation which is itself indicative of such

a crisis. Discussing this problem in Against Inter-

pretation, Susan Sontag rightly points out that in most

modern instances interpretation tends to reduce ''the work
of art to its content and then ihferpreting that, one

tames the work of art." With a féw major excéptions, she’
summarizes quite accurately the state of Beckett criticism:

Another oeuvre that has attracted interpreters
like leeches is thHat of Samuel Beckett. Beckett's
delicate dramas of the withdrawn consciousness -
pared down to the -essentials, cut off, often
represented as physically immobilized - are

read as a statement about modern man's. alienation
from meaning or from God, or as an allegory of
psychopathology. 1 ‘

The preoccdpation.of criticism with finding '""meaning"

is opposed to the basis of Beckett's art which is directed
towards the creation of a situation whose tenuoﬁs existence
constitﬁtes its 6nly'”h§aning.” Beckett is above all a
poet, .not a philosopher. No statément about Béckett is
more jmertant for the prospéctivé critic than that by
Harold Pinter:

The farther he goes the more good it does
me. | don't want philosophies, tracts,
dogmas, creeds,. ways outs, truths, answers,
nothing from the bargain basement.. He is
the most courageous,. remorseless writer
going and the more he grinds my nose in

the shit the more | am grateful to him. 2

The critical approach adopted in this thesis is essént-

ially philosophical and aesthetic. The emphasis will

be. on Beckétt's transformation of philosophical thémés

into a radical aesthetic of thé novél. As a result of

the emphasis on form, theré will be less temptation to

ravage thé work of art in a fruitless search for ''meaning."
The most important studiés of Beckett's aesthetic

of the novel and its fé]ationship to his philosophical

thought are by Richard Coe and Hggh Kenner. A most

sﬁggestivé 1iné of thqhght”for f@tﬁre dév§10pment is

set out by Kenner in FTaubert;'Joyce'and‘Bedkett:'The

‘Stoic Comedians. Discussing "art in a.closed system'

Kenner states that in Beckett's novels



a technique of inventory very like Joyce's
is handling less and less real material;
and the closed system indispensable to
inventory is no longer, as it tended to ber
come for Joyce, the closed system of the
transacted past, but the closed system of
possibilities arrived at, amid given pre-
supposed data, by logical analysis. And
logical analysis pertains to a mental world;
whatheckett'is-doing is subtracting. from
the methods of Ulysses. all the irreducible
realities of Joyce's Dublin, and so trans-
posing the novel to a plane of empty but
oddly gripping construction. 3

However, George Steiner in Langdage'andISiTence indicates

another tradition of "art™ in a closed field" which is
just as relevant to‘Beckett. He traces to Kierkegaérd
what he calls the ”Pythagoréan(genré“ which includes such
non=linguistic closed systems as mathematics and music.
Beckett's sense of the limitations of the closed system of
man's art and existence is much closer to kierkegaard's
than to Joyce's.: Beckétt'said of Joyce ''the more he knew
the more he could do." Beckett opposés the all inclusive
'yes' of Molly Bloom that concludes'UTXssés with the ''no'

of The Unnamable. For Beckett the closed system of art

and life is obsessivély regarded from the extreme points

of limitation - ignorance, impotence and déath. In Molloy's
words ft is '"a world'at“an énd in spité of appearances,

its end brought if forth, énding_it began, is it clear
enoﬁgh? And | too am at anlénd ——

What.KénnérAdoés not.adequatély emphasize in his
study is tHé element of'choicé in Beckétt's art, a major
sourcé of his "oddly gripping' narratives. Beckett like
Kierkegaard confronts the self not in the detachment of
thought but in the involvement of choice. While Kierke-
~gaard é]aborated three levels of éxisténce - the aesthetic,
ethical and religioﬁs, Beckétt's narrators aré ab]é to
move only in one level - the aesthetic. The intel]éctual
or artist strangled by thoyght is the séhse in which
the térm applies to‘Béckétt. KierkegaardAFé]t that in

order to escape the "closed system' of the first level
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a '""leap of faith' had to be made to a higher levél

of existence if the ''sickness unto-déath” was to be es-
caped. For Beckett the'réStrictionS of thi)s choice‘are
even more severe than in Kiérkegaard. Beckett's in-
terpretation of the parable of the two thieves, one who
was saved while the other was damned, implies that man's:
salvation is completely arbitrary and irrational. But
Within_this*inscrutablé order the Beckett hero is faced
with vjta] choices that will‘détermine whether he cﬁn
construct -his own order that will felease the self

from its damnation. _ »

The most important choice in Beckett centres aroﬁnd
the philosophité]zconundrﬁm of Cartesian dualism. The
fracturing'of the self into mind and body by Descartes
establishes .the basic éithér/or proposition in Betckett's
fictional universe. This métaphysicaf dualism involves
'answering,the fo]lowing'qﬁestions: what is the fundamental
naturé of mind and body? how aré mind and body related?
According to Déscgrtés; the éssential property of a mind
is that it thinks, and thé essential property of a body
that it is “éxtendéd.” Thé réalms of thopght and ex-
tension are completely différenf. Then, if all this is
accepted, how can méntal events have anything to do with
physical ones and vicé versa, sincé the physical occufs
'in space and the other is a thought with ho physical
" properties what so évér? In this ldght, knowing becomes
a relation between given ideas and given things, the
subject and the object, the conception and the fact, so
that the question arises how there can be any fntegral act
of knowledge at all. And the question carries its own
answer: there cannot be, as long as the dualism assumed
by thé~question~is accepted. This either/or propdsition
determines the ﬁature of the choice Beckett's heroes must
deal with from Murphy onwards, a novel in which the hero
feels hihse]f split in two,'é'body énd a mind.

The quotafioﬁs'that préfacé this introduction

confront the dualisms and contradictfons of logjc by



means of a diafectic. The contradiction of language
and logic (Murphy's ''yes or no') implies dialectically
that opposition can occur only between parts of é whole
(""the eternal tautology'). Dialectic cannot, however
overcome the essentially contradictory of logic, a con-
cept Beckett, .the rationalist; is dedicated to. Each
reconciling -statement exc1ﬁdes far mére than it entails,
once the opposition becomes explicit, . a new recon-
cj]iatiOn is necessary, and dialécticrproceedé through wider
and wider Qeneralizationé. This dynamic movement is
the classical. Hegelion exposition. But Beckett's
dialectic involves just the opposite movemeﬁt. -In short,
it is very close to'Kférkegaard's "eternal dialectic.'

~ The dialectic of ''yes or no' in'MUrphz.doés at
first seem tovproceed'through wider and wider generali-
zations.- Murph?'s“initial “yés'or no' sfatement is
diﬁeﬁtedvtowéfds Celia,‘bﬁt the choice of either the
affirmativé or negativé'involves, at least implicitly,
a.socialvand‘mora] jﬁdgmént. Howéver, Murphy'sAUyésU
to -the importunéte Celia leads him to the final con-
frontation With Mr.=Endon,-on abs9IQté dﬁa]ism.involving
the “me”‘éndf”not.mé”.that;dfalécfic -cannot ovércome{f,
In the very aét‘of,resolvihgvMurphy's firét,situation,
Adialectfh must always respect-the Taonf opposition,
the either/or of logiél' Faced with endless incomplete-
néss-éhd non—bejng;‘Beékétt(S‘charactérs tend toward
Kierkegaard's "eternal dialectic'" in which “hy eternal de-
parfﬁre is identicaliwith my eterna].cessation.“.

'The,ambjguoﬁs.and'péradoxicéi nature of

Beckett'si”yes'or no' and.Kiérkégaard's either/or ?nyolveé
a doﬁb]e'attifUde'towards the intellectual quest. The
'successive dialectic'" regards consciousness as merely
a means of realizétion-or discbvery. Meaning thus becomes
only a function of process-or .change and does not lead
to a logical conclusion, . to an end. But Beckett is
caught in a destructiVe‘paradox, g for whiTe he accepts this

précess' (Molloy's statement that the important thing is
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never to parrive anywhere), he also de51res to achieve
an absolute goal (the Unnamab]e s quest for silence).
Beckett's characters struggle’ helplessly as a result of
their choice of a self that must exist-oﬁtside of the
binafy nature of logic. Bht thé artist héroe§ discover.
that.language, just like thought, proceeds from thé
binary arithmetical functioning of the brain that
classifies by yes @and no. For Beckett the only thing"
that tanguage proves is thé slowness of a wor]d vision
limited to the binany, Bﬁt what about the insufficiency
of .binany intelligenté_itsélf? lntérna] éxistence, thé
essence of things escapes. it. It can discover that
light is continuous and’discontinﬁoﬁs‘at thé same time;
it accepts it, but it cannot understand it, it cannot
incorporate jnto its own strﬂcturé the reatity of the
profound structures it examines. Beckett's attempt‘to
go beyond'a possibility of choices limitéd by a yes or
no,system of logic shppliés thé'philosophica] basis of
his "nihilistic" aesthetlc of the novel form.

In ”Threé Dialogues', Beckett talks of an art
whlch does not operate on the plane of the fea5|ble,
“but turns from it in dlsgust, weary-of its puny exploits,
weary of pretending to»bé ablé, of being-able, of doing
a little better the same old thlng, of giving a litt]é
further along a dreary road. Instéad Béckett advocates
a paradoxical aesthetlc in which art must be an "“ex-
preésion that théré is nothing to éxpréss? nothing with which
to éxpress,.no power to éxpré553 no-desire to express,
togéthér with thé ob]jgation'to'éxpréss.“h But for
artistic expression to takévplacé thére must be at least
a minimal opposition set ﬁp.‘ Jﬁ one of his earliest
aesthetlc statements, “Danté ... Bruno. Vico cee Joyce,"
Beckett emphasuzes the basic duallstlc nature of art:

On this earth that is Purgatory, Vice and
Virtue - which you may take to mean any
pair of large contrary human factors - .must
'in turn be purged down to spirits of re-
bellioushess. Then the dominant. crust of
the Vicious .and - Virtuous sets, resistance
is provided, the explosion duly takes place
and the machine proceeds. 5
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But throughout the. novels Beckett works . towards an
”absurd“_reductlon of thlS duallsm (form and content)
to a nothlngness The-explosnon is now replaced by
entropy; “the machlne, most_often represented by the
bicycle, falls apart. ~Only when the machlne is dis-
mantled wi]l'the choice of the '"'true self' be V|nd|cated

gsuch a quest is doomed at'the outset, Despite
the purging doWn, the original_”yes or no' of Murphy persists
throughout-Beckett and prevents the literal attainment
of the aesthetlc of nothlngness. The mos t striking
styltistic devnce in Wattols the use of the double negative
construction |nvoIV|ng varlous permutatlons upon the
Watt-Knott duallsm. Throughout the trilogy there is
a fusion-and subsequent dissolution of opp05|tes in an
attempt to scramble out of the swamp of despalr Beckett's
narrator. find themselves in. "Even the ultimate negative,.

‘death, does not prevent the narratlve ”machlne“ from

movihg on.in Ma!one Dles. The Unnamable states, “w&

am | . to do, what.shall I do in my situation, how proceed?

By aporia pure and,simple?b_Or bybaffirmatfons and

negations invalidated as uttered,‘or sooner or later?'>|

. He knOWS'that the “yesses“ and ”noes” wi]],ineVitab]y

come back to him as he goes along At‘the end of the

nove], he has still not been able to transcend the dlchotomy,
"I can't go on, 1'11 go on.' .

As Beckett app]ies his "Ockham's razor" to the
initial “yes or no' of'Murphx, the possfbi]ity of viable
alternatives decreases contOmitantly The only escape
from the debacle of being Beckett s characters find
themselves in appears to be the long sought void or
nothingness which is comparable phllosophlcally to
Kierkegaard's.”]eap.“ The purestgexposition~of the

dialectic of '""yes or no'" which forms a basic sub-structure

in all of Beckett's fiction is found in Texts for Nothing:
The narrator of text 9 states, A

if.l. could say, There's a way out there,

there's a way out somewhere, the rest would
come, the other words, sooner or later, and
the power. to get there, and the way to get’
there, and pass out, and see the skies, and
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see -the stars»again.
But the "I" of text 13, the last one, admits that an
"eternal yes' is impossibie: '

so many lies, so many times the same.
lie lyingly denied, whose the screaming.
silence of no's knife in yes's .wound, it
wonders. And-wonders what has become of
the wish to know, it is gone, the heart
is gone, the head is.gone, no one feels
anything, asks anything, seeks anything,
says anything, there is only silence.
lt's not true, yes, .its true, it's -true
and it's not-&s no one and there is
someone, nothing-prevents.anything:

The basic aim of this thesis will be to trace the
'philésophiéaf and aesthetic p?eSuppositfons Beckett pursues
in order towarrive at these ''no exit”‘cpnc]usions. To
follow Befkéti's]éomp]eX‘thought, thg;appfoach will

. necessarily be eClecti¢, but éll‘the‘diécussions will centre
around the ''yes or no" conundrym,-the possibi]ity'of. :

choice in a closed field of art.and,iffé;;
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'Chapfer-f
| .
The Divided Self in MurEhz An Analysis

. of the Relationship of Cartesianism and Schlzophrenla/
i
l.

At'the conclusion of The Modern'Psycho1ogical Novel,
Leon Edel speculates about the future of the novel. He states
that the novelist: ' |

faced now not W|th d|$|ntegrat|on, but with a

serious threat of dissolution, the novelist has

turned away. from the fragmenting of experience

He has rediscovered the picaresque and the comic and
‘sought old forms that will give him as much of- a
[grasp as. possible on the concrete and the palpable.

Or he has written philosphical novels: or created
anti-novels out of his sense of emptiness and despair. 1

Such a_description encompaSSes Beckett's fictional eXploratiqns.
‘Murghxlis anpﬁffosephECai picareque fhat deals essentially
with the relationship between Cartesfanism and schizophrenia.
This.chematiC'conjunctfon is a brillian ?nsight allowing
Becketf to make an |dent|f|cat|on between classical ratlonallsm
and modern_irrationallsm.' lt furthermore allows for the
.presenfation‘ofbphilesophical themes in such a way that they
do nof:appear as merely barren intellectualism.

- A key questlon which’ Ede] fails to raiseimust then be
asked with- regard to Beckett s fiction. What kind of psycholo-
© gical’ exploration does Beckett adopt in the delineation of
his fictional creations? An answer.canxbevtentatively formulated
by referréng to Beckett's Proust. . Beckett makes it clear that’
he accepts Proust's definition»bffthe essential{nature of the
artistic and human probleh. Both attempt a search for the
absojute self which can exist only outside of time-and space.
'While'Beckett{s’major arffstic problem is the 'same .as Proust's,
his method is readically differeht. For Beckett the subtle |
analysis of multiple levels of consciousness does not penetrate
deepTy»enough, does ndtvplumb the mysteries‘of,manFs essential’
'being. What Beckett admires in Proust's.characters is that they
"are presented and developed with a fine Dostokevskian attempt
,l for the vulgarity of plausible concatenati_on{”2 ‘But Beckett's

own approach to the problem-of identity.Qoes‘much'deeper than
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a Proustian unbelief in the psychol%gical permanence of’
pérsona]ity; |

. His own approach is foreshadowed in Proust by
such pHrases aé "The Proustian -Discourse de li.Method,”
'""the Cartesian:hot cupboard of the Guérmantes Library.”3
Theée references to Descartes do not, of course, indicate
a simple return to rationalist-psychology, to the equation;

“"{ think, therefore, 1 am.'- What should be stressed is
| Beckett's emphasis on ontology - the study of being, what
constitutes man as man .as the basis for psychology. Beckett
would agree with Sartre that 'the final discoveries of
ontology are. the first principles of psycoanalysis.”h All
of Beckett's art is an endeavour.to discover principles of
psychology which will dovjustice:to_What man‘genuinely is,
'the human being. |f a label must be used, Beckett's ex-
ploration of man.could be called a highly personal brand of
"existential psycHongy.“ ‘ a '
Al of Beckett's characters resemble the_UhHamabie

in that they ahé ""reduced to reason.' By pushing rationality
until it becomes absurdity, Beckett is able to.escape what

'he sees as the cu]-ggtséc of mere psychological analysis.-

It is significant that the second part.of Murphy is situated
largely in an ihsane.asylum;m The‘setffng is clearly not an
instance of a fashionable interest in the psychology of.
psychopathic .or schizophrehic-behaviour. On the contrary,

the concern with-insanity in the novel reflects a desire to
’go‘béyond.psychology. By repreéenting:charactersiWith deranged
behaviour, Beckett makes.it-unnecessary.for his characters

to embody‘fn their acts‘sequential"and credible accounts of
their motives. Freed from psychological -delineation of the
individual, the artistic representation is open. to levels

of experience more rich in fantasy, more philosophical.
I
0f all Beckett's fiction Murphy appears to be
the”most'soundly,grounded in.a world of identifiable social

reality. The opening line indicates-a world in which the

deterministic chain of ,cause. and effect still holds true.



'The sun shone, -having no alterhatiVe, on-this nothi_ng‘new.'-l5

In Mgréhx and‘ﬂéLE’Beckétt"positsia world of material reality
with whfch his héroes mﬁsf comé to térms.‘Yét thé.opéning
paragraph throws doubt onn thé‘possTbility of a reconciliation-
between the percéivér and thé émpiricaily‘pé%céived object.
Murphy sifs-in a cornér of his‘garrétt which is '"curtained off
from thé sun." Throﬁghoﬁt‘thé'ﬁoyél‘thé Qse;of light imagery-
emphasizés,that thé»”plot“'is essentialiy epistemological.
Beckett's fironic attitﬁdé.tOWards his Héro's‘bélief that he can
escape from thé Néwtonian.wor1d éf causal‘réiationships come out
clearly in-this'étatémént. “Mﬁfphy sét pﬁt of it, as though

he were free...." Thé séépticiém‘émbodiéd in'thé qﬁa]ifying clause
points. towards  a céntrai.problem,in thé novél. Mﬁrphy must find
a viable concept of fréé&om which will allow him to escape from.
the'“bjg blooming-bﬁzzing cbnf@sion” of thé-world of Newtonian-
motion, and‘Yét a-freédom which will not appear negatively as
mere escdpism. ’

_ At oncé this'séarch is sét oﬁt.philosophitally in terms’
of . Cartesianism. Iﬁ ordér-to COméfalivé’in his mind;. Murphy mu;t
- go thropgh thg_grotesqﬁé ritﬁal of strapping himséTf nakéd in his-
rocking chair. Thi5'foétal position allows him to.carry out his
belief that all‘lifé is "but a“wandérihg'to‘find’homé“ (p;h).»
""Home'', for Murphy, as for Descartés; can only be“found in the

absolute world of the mind (res cogitans) which is not effected

by the contingency of the world of materiality. No harmonigus
relationship between the realms of thought and exténded matter is
possible. The '"Belacqua bliss' of the rocking chair is Murphy's
initial solution to this dualism: '

For it was not until his body was appeased that he
could. come alive-in his mind, as described ih section
six. And life in his. mind gave him pleasure, such
pleasure that pleasure was not the word. Wp.Z)

Section six refers to Descartes' Sixth Meditation; ("0f the
Existence of Corporeal Things and of the Real Distinction Between
the Mind and Body of Man'') as well as to chapter six of the novel

which deals with Murphy's mind.



Befor%ffhis explicit reference, there is a more subtle
allus%bnhto Deséarteé, Just prior-to-sitting in his rocker;
Murphy hears a cuckoo clock strike '"between.twenty and thirty."

Descartes in the Sixth Meditation makes the comparison between

1b

a '"'sick man and a poorly madé clock:. Because of his
mechanistic view of thé wor 1d of.éxtension, Descartes found.
it difficult to distingﬁish'bétwéen a machiné'and the body of .
man.: The social machiné~is formMﬁrphy "a poorly made clock',
and the fact that it is symbolized by.a cﬂckOO‘clock makes it
blatantly cléar that Beckétf considers it to bé a mad world.

Oné vital distinction'mﬁstvbé madé; however, betwégn
Murphy's brand of Cartésianism and that of -Descartes. While
Descartes subjected himséTf to the-dark night'of '"Methodical
Doubt! in order. to disccver”fﬁndémental:trﬁths onn which his
philosophy could’ be soﬁnd]y éstablished, Murphy éhters the world
of mind fOr'purély “aesthetic”_réasons, devoid of all ethical
or intellectual résponsibility.

He worked up the chair to its maximum rock, then
relaxed. Slowly. the world died down, the big world
where Quid Pro Quo was cried as“wares and the light'
never waned the same way twice; in favour of. the
little, as described in section six, where he could
love himself. (pp.6-7)

The highly suggestive imagery of this passage tends to identify
Murphy's escape into solipsism with onanism, with'a form of
Ihte]léctual mastﬁrbation.' At first thé séxual imagery seems
to imply an ideal fushion-of the mental and physical. The
rocking chair (later referred to as a "/machine') appears to

be a crude version of one of Beckett's later favourite symbols,
the man on the bicycle, a phenoménon which Hﬁgh Kenner_has.termed
the '""Cartesian Céntaﬁr.” But Murphy in the rocker does not
constitﬁte a symbol inFCassirér's sense.  The two terms are not:
part of an-encompassing unit: thé chair is only a means to an
end. It would bé moré acCQEaté to say witH Neary that Murphy's
""conarium has shrunk to nothing", thé conarium or pineal gland
being.the place-at which Descartes bélieved‘the interaction- of

body and mind took place.



Morphy}s‘relationship with”Ce}Ta,‘the engaging
ex-prostftote, makes*it.clear that hiS'failure to ftnd some
means of reconciling the conflicting claims of the body and
mind, and his re]octance to'accept.pore]y the life of either
of these realms; leads to his final'downfal]* Rene'Decartes,

the protagonist of Beckett' s poem Whoroscope, found himself

in a similar position with~ Christina, 'queen of Sweden (“the
murdering"matinal popejconfeSSed”amaZOn/Christina the ripper'),
who required“Qescartes, ""who had remained in bed till midday
all his Tife, to be with her at five o'clock in the morning".®
Murphy, an lrish Oblomov, views with’the same horror Ce]ia's
attempts to force him to find:a'jobr' Whi]e'celia is perhaps
nver”qoite'fulIy'homanized\after the . initial catalogoe of her
physical"attributes,'she doeS'.however-.appear as one of Beckett's
mos t compa55|onate and endearlng femlnlne characters The
sympathy W|th WhICh Celia is drawn gives rea] force' to the
Lartesian conundrum of the ooajism'of mind and body which-
Murphy faces. Nevertheless; Beckett basically presents.the
problem from his hero's"poiht'of‘view. 'The'dilemma is neatly
summarized in the parallelism or ''cartesian' syntax of the
narratiye; "The difference (1ay). between“her way. of destroying
them both, accordlhg to him, and his way, accordihg<to“her.
The gentle passion:" (p.27) TheVessentia] ambigoity of their
sitoation COmes‘oot in this "important bit of dialogue:.

VYes*or‘no?”'saidiMorphy " The eternal taotology‘

"Yes', said Celia.' "Now: you hate me.

""No'"', said Murphy. "Look is there a clean shlrt‘”(p L) -
The ambiguity arises from the fact that Murphy 5 “no' 'could refer

to both of Celia's statements. ''No', he does not want to get’

© a-job; '"No'', he does not hate her- It is the-inability to

resolve this dichotomy that is at the'centre of the novel.
Murphy s first attempt to so]ve the prob]em involves.- the
symbolic language of astrology. By means of his "Thema.Coeli"
'Mprphy tries to take both poles of perceptlon into - ‘account at
once, to- vnew the subjective and obJectlve worlds as functions
of each other by regardlng both as: functions of the symbols in

which they are rendered. But the astrolog:ca]’system is just
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that, a system, and hence suggests a static quality that
"Ts alien to the pholosophy of symbolism. Because of
the system's arbitrariness, the siﬁple imposition of.
order, Murphy finally rejects it A In the final analysis
the astrological scheme lnvolves a system of "'signs'',

‘not symbols. Throughout the novel the esoterlc allUS|ons
to astrology function mainly as a stylistic deV|ce for
literary;unit; but'Beckett, as always, deslresva
“philosophlcal“ Symbollsmzwhich will establish a deeper,
.more ”metaphy5|cal“ unlt '

The patent absurdlty of . the astrollglcal system
indicates that it-is bankrupt as far as belief goes.
‘Richard Coe has p01nted out that in MurEhy'Beckett adopts
' 7

the baroque'rationalism of the-Occasionalists. Descartes'
theological definition of "sufficient cause' in The

'MedltatTOns seems to point towards the “absurd”igﬁctrines

of. the Occa5|onal|sts which brought out the inherent
|llog|cal|t|es of hIS own system:

a substance, to. be conserved at.every moment
it endures, needs the same power and the same
action which.would be necessary to produce

it and create |t anew |f it did not yet exist.

,Accordlng to Malebranche, although mental events have
nothing to do wlth'phy5|cal ones, whenever.anything

happens in one realm, God_makes-sg§§thing'corresponding
occur in the.other. The events in-one are not the causes

of eyents in the~other, they are‘only the'occasion of

God's actlons The Cartesxan system. as a moral entity
collapses in Mur h _ Instead of God who could give a
metaphysical framework to Murphy's. pseudo mystical reveries,
there is a Ramaswami’ Sukr astrologer. It is |nterestlng

to note that in Whoroscope,'Beckett states in the footnotes

~that Descartes "kept his own blrthday to himself so that
no astrologer could cast his natIV|ty , The Suk'
readlng of Murphy's. stars” results in the latter s down-
fall' forcing him to seek a JOb in the world of the
Newtonlans, who are bound by the law '""the quantum of
wantum cannot vary .

The: stralghtforward narratlve l|ne of Murphy s

dilemma is complicated by the comic actions which occur

.
.
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in an involved sﬁb-plot. Thé ”humoﬁr” charactérs,‘Néary,
Wylie? Cooper,»Miss_Coﬁnihan, all bélong to the world of
the NeWtonians. They aré, as it wéré, in perpéthal motion,
the object of their quést thé inélﬁctablé Mﬁrphy. Wylie at
one point'Stafes, “Qﬁr medians ... méét in Murphy." The
meeting point of theAmedians of a triangle is centre of its
circumscribing circle, and”the circlé is a pérféct symbol
of a sélf-containéd cosmos. Murphy '"the séédy solipsist",
is the céntré of the “éternal’triangles” set ﬁp in the
so calléd sﬁb‘plot.

Thé world of thé Néwtonians is, like Murphy's mind,
a closéd systém. Yét it is sharply différentiated by the
fact that_it doés not allow for the final céssation of
any desire. The workings of this realm of physical ex-
périéncé are déterminéd by what Kiérkégaard would call a
""successive dialéctic.“ If an objéct of désiré is obtained
it résﬁlts in another void; thé who]é procéss creatés a
vicioﬁs circlé. Bﬁt, as Wy]ié cynically points oﬁt,

The advantage of this view is- that while one
may not look. forward to things getting any.
better, at least one need not fear their gett-
ing any worse. They will always be the same
as they always were. (p. L49)

Ihteréstingly, this '"Newtonian' psychological determinism
séems to imply metaphorically-Déscartés' theory of vortices.
Descartes héld that all motion of mattér is in some way
circular and that thé disp]acémént of one body sets up a con-
tinﬁoﬁs circular motion among other bodiés (a vortex). In
thé abové passage, Béckett mainly wishés to suggest ;/physical
world blindly following méchanical laws, in contrast to
thé pseudo-intellectual revériés of Murphy.

Déspité thé hﬁmoﬁr and philosophical speculation in-
volvéd in the sub-plot, Beckétt makes it clear that it is
finally irrélévant. Thé wholé of this sé;ondary action con-

stitutes, in fact, a gigantic comic non-sequitur which

could be severed from the novel without any real loss.
Béckétt's nové] is thus clearly Cartésian in its very plot
strﬁcturé. Throﬁghoﬁt Murphy thé chaptérs altérnately
deal with thé exploits of Mﬁrphy and thé Newtonians. The
world of thé Néwtonians, that of bodies in mechanical

motion, is completely disociated from Murphy's world
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of the mihd;. The'NewtonianS'do‘not find Murphy until it is too
-late, until heihaS'beeh'redoced'solely to a body. -

Plonoed'intolthe'“merCantile:gehenna” (thO)' Murphy
"felt sure. that before then (the: tnme at which the Suk's
propheCIes wou]d be "~ fulfllled) hIS own little prophecy, based’
on. the one’ system out5|de of the heavenly bodles in which he had
the Ieast confidence, . h|s own; would have been fulfilled. “(pp. 75-
76) Part of thls system "the Balacqua fantasy and perhaps the
mos t h(ghly systematised of the'whole collection”“ involves
Beckett"s"’ flrst treatment of the theme of waiting for-death,

later elaborated |h Waltlng for:GodotJ Murphy's'vision:of' the

after life is a highly romantic one:
| He thooght so highly‘of this.post-mortem-situation, its:

advantages were present in .such detail to his mind,. that

he actually hoped he mlght live.to be-old. . Then he would

have ‘a long. time lylng there 'dfeaming, watching the

dayspring run through its zodiacs, before the toil.

hill to Paradise: (p.75)
So enamoured is Morphy with this'prospect'that,‘he,'un]ike-Dahte‘s-
.Balacqoa,-hopes‘“no.godly chahd1er woold'shorten his time'with'a
~good prayer.

lnspnred by this vision which belonged ""to those’ that lay
just beyond the frontiers of sufferlng,... the first landscape of.
freedom", Morphy'desireSAto eSCepe into the world of mind. But
before the episode in Hyde Park, Murphy decides that he must have
lunch = a’fact~that,ondertutS’his vision,. and indicates just how:
much. he is still tied to-his body. There seems at this point-to
be another'implicit reference»tolDesoértes. Murphy felt reverence
towards hiS’lonch ”because as an adherent (on and off) of the'
extreme theophaniSm-of Wfllfam of Champeaux hefcould not but feel
humble before such Sacriftces to his small botfimplacable
appetite3 nor‘omit“the'silentvgrace:'On this part of Himself that
Il am about to indjgest'may the Lord have mercy." (p.81)  This
eXtreme expression of the doctrine of ‘transubstantiation may seem
out of place coming from that~moderh day Cartesian;.Murphy. But
it should be remembered'that Murphy, the‘exetheological student,
is fond of the'same”type‘of scholastic qoibbling which Descartes
wasffaced to hse'wheh he had to reconcile his ph@losophy with the
. doctrines of transubstantiation. "More ‘importantly, this episode

involves a parody of the symbolic imagination in-its more

v



ﬁprlmltlve my th- making or rellglous phase

At the park Murphy |ndulges in a favourlte pasttme of
Beckett's heroes, mathematical speculatlon. In a scene which-
foreshadows Molloy's absord calcolations~with'the-sncking stones,
Murphy speculates that'if he'coulo overCOme his infatoation with
the ginger- b|scu1t then the “assortment would sprlng to life-
before him, danc1ng the radlant measure of its total permutability,
edible in a hundred and twenty ways.'" (p. 98) Murphy's.fai]ure,
however, to ‘achieve such a blissful prospect is due to his
attachment to physical pleasores.. Unlike.MoT]oy, he is not a true
inhabitant ot the Beckettian'underworld; He is only able to
indulge in Eucharistic sophistry concerning the eating of. his
biscuits;»he is denied access to the symbollc language of.
mathematics: This fallure is dramatized by the entrance of Rosie
Dew, one of Beckett's most Dickensian creations. Her request .

that Murphy hold her dog who is in heat (and who, incidentally,
eats his biscuit) illostrates that Murphy is still dwelling-in
thevfirst zone of his mind,-"a -radiant abstract of the dog's
life." | .

The main point of this ''pastoral interlude“‘seems to be
that only in the individoal's complete isolation from outside-
influences can mental or even physiCa] satisfaction be obtained.
When  Murphy wakes from his reverle, he discovers that the sheep,
who had earlier reS|sted the phllanthroplc efforts of Rosie Dew,
were''now ruminating and even cropping.'" (p.106) This point-
re-enforced by the fact’that the next chapter-deals with-the

- zones of Murphy's mind.. In'Morphx, and throoghout Beckett's
fiction, thespastoral-motif is osed to mark the transition from
social reality to. solipsism.

Chapter -6 of Murphz is Beckett's major discossion of
aesthetic theory until the Three Dlalogues While the phdjesophy

of symbo]tsm represents an attempt to-find-a point of departure
outside- the premises of dualism, Beckett s entire- lnte]lectua]
and artistic enterprise'has been devoted to an attempt' to find:
within the'CartesTan system the solution to its-own prohlems.
Murphy thus plctures his mlnd '"4s a large hollow sphere,

hermetically closed to the world wlthout " (p.107) The circle is
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an apt figuré for the solipsistic conception of consciousness
Murphy's brand‘of Qartesianism ]eads him to develop. Before
examining the iﬁtelTectural “ffreworks“ of this section; it is
important to note Beckett's ironic, and, at times, .opening
critical attitude towards Mﬁrphy's conception-of his mind: "A
short section to itself.at this state will relieve us from the

necessity of apologizing for it further." Beckett's scepticism

" here seems to be determined by an awareness of what William

- James has called tHe ”Psychd]ogiéal Fallacy', the mistaking of

~a doctrine which may be good in itself (as far as it goes), for

the very processes it is about.? Hence, according to Beckett's
own judgements iniProust,-Murphy's‘theory is more Baudelarian
than .-Proustean. It concerns itself more with the conception-than
with'the.concrete~repkesentation. Murphy's theories ‘do not, in"
fact, find full expression uhtif the writing-of the trilogy. .
Murphy sees his mind as both a plenﬁm and a void, "excluding

nothing that it did not itself contain.'" As Beckett, the

- Cartesian; is quick to point out, this theofy '"does not involve

™

Murphy in the idealist tar." (p.108) Earlier; Neary, when faced
with the full significance of thé closed world of the Newtonians,
was attracted to Berkeley's idealism. Hé saw it as a ''defence:
mechanism. Immaterialise or bust. The sleep of sheer terror."
(p.58) Such a facile -solution is réjécted by Beckett. Even
Murphy admits -'"there was a physical fact and the mental fact,
equally real if not eqﬂally pleasant.'" (p.108) Both materialism
and idealism, the classic sqlﬁtibns to Descartes' problem of
knowledge, are unacceptable. Murphy's attempts to reconcile the
two vfews thus sﬁpplies the thebretical premises for Beckett's
"symbolism." ”

MurpHy refuses to accept the "Aristotelian' solution  to
the question of permanence and changé as it relates to the

problem of self or mind:

He distinguiéhed between the actual and virtual of his mind,

not as between form and the formless yearning for form,
but as between that of which he had both mental and-
physical experience and that of which he had mental
experience only. Thus the form of kick was. actual,
that of caress virtual. (p. 108)



Ruby Cohn points out that the ''name Murphy.. is probably nbt
pure - lrish, but a pun upon the Greek ''morphe' meaning 'form"
which is both what Murphy is seeking for himself and an indication

of how he will serve Beckett as the prototype of future fictions.!10

But the point is that Murphy does not'creativély or artistically
seek form.  Instead he seés the zones of his minds as the means
of attaining a '"Nirvana' in which the self is devoid of all
responsibility.

The ‘'seedy solipsist!" even shows. some nostalgic
attraction for Descartes' rationalistic solution to the problem
of self'indentity‘through the a priori'assumptjon of God's
existence, |

Perhaps there was outside space and time, a non-mental,
non-physical kick from all eternity, dimly revealed to
Murphy in its -correlated modes of consciousness and
extension, the kick in intellectu and the kick in re.
But where then was the supreme Caress? (p.109)

Without God or the '"'Supreme Caress'', Descartes' system collapses.’
Murphy, like the Occasionalists with their 'parody 6f.rational,
behaviour' (p.110), accepts ''the partial congruence of the world
of his mind with the world of his body as due to some process
ofAsupérnatura] determination.'" But this question is not of
central importance. Chapter 6 anticipates the asylum section:
in which'Murphy becomes '"an out’ and oﬁt preterist with regard
to the system of.the'he;;avenly'bodies."'i
TheVmoré his own system closed round him thé less he
could tolerate its being subordinated to any other.
Between him and his stars there was correspondence,
but not in Suk's:sense. They were his stars, he was"
, the prior system. (p. 183) '
The imporfant‘quéStion‘is how does Mﬁrphy “ékploit“ or develop
the aesthetic and philosophical aspécts of his theory‘bf “forms:"
For it is only within'thésé “"zones! that it is possible to escape
from the yes/no dialéctié.. |
The: conception of consciousness'that is developed is a-
more'phenomenolpgical‘than'pgychol¢§ical,, In-the first zone
““the elements of physical experiénce‘(wéré)‘available for a new
arrangement." (p.111) It is in this sbhefe, "in which the whole’
physical'fiasqo“bépamé'a howTing sﬁccéss“; that Beckett primarily

opefates in Murphy. The second zone concerns the “Bal@kqua
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fantasy' that has previously been discussed. Zone three, however,
seems prophetic of the "flux of forms' which is Beckett's main
area of investigation in trilogy. Here Murphy '"was not free, but
a mote in the dark of absolute freedom.'" Unlike the later
Beckettian heroes Murphy has not yet discovered the dangers as
well as pleasures involved in the journey into the world of mind.

Beckett emphasizes Murphy's theory of the mind supplies
only a paradigm.  The zones resemble Kant's categories in that
they are of no value unless an experiential element or "objective
correlative' is supplied. Murphy's failure depends upon his inability
to accept life in his mind, from his inability to reconcile the
concept with the “concrété”. But the almost phenomenological
description of Murphy's mind doés indicate the route which Beckett's
search for the self will téke, Neary raised a question pertaining
to this search, an idea seminal for Beckett's thought: '"'Is there
no flea that found at last dies without issue? No key flea?"
Beckett significantly adds, "It was from just this consideration
while still less than a child; Murphy had set out to capttiure
himself, not with anger but with love." (p.201) Descartes used
this theory of infinite regression in order to establish the
necessity of God's existence. Mﬁrphy, the solipsist, applies the
theory not to the macrocosm, bﬁt turns it inwards towards a
Pascalian type intérior-distancé. The key flea is thus comically
identified with the God-like ''self-contained'" self. Wylie refers
to Murphy as '"vermin'', at all costs to be avoided. (p.217)

This. search for the self seems to involve a ''successive
dialectic', a reductive process. But in zone three the goal seems
to be reached. To find the self involves, howevér, a negation
of the self, the becoming of a ”moté in the dark of absolute
freedom." Heré forms crumble '"without lové or hate any
intelligible process of changé.” (p.112) No longer is it really
possible to fulfill the meaning of Spinoza's line which prefaces
chapter 6, '"Amor intellectﬁa]is quo, Murphy se ipsum amat.' Murphy
discovers in fhe asylum that evén if he discovérs his ideal self
(Mr. Endon) no love or communication can take place with it. This
awareness results in Murphy's breakdown and makes the identification

between Cartesianism and schizophrenia.
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The transition to the asylﬁm section is made through-two
parallel movements, both of which deal with thé'symbo]ism of a
room.' The first deals‘with thé_Suicidé‘of the '"old bo?” who
lived above MUrphy and Célia.‘ Murphy resents the traumatic
effect this event has upoﬁ Celia. He féels that Celia slights
his startling news that he has obtained a job at the Magdelen
Mental Mercy Seat:. Besidés;_Mdrphy does not’' see death'in‘hegative'
terms:' he comforts Celia by emphasizing ''the unutterable benefifs
that would accrue, were already accruing to the old boy from his
demise.'"" The death of the '"old boy'. (an ex-but]ef could he,
perhaps,; be~identified with the numberless servants of the
mysterious Mr. Knott in ﬂiﬁiz) looks forward to Murphy's own fate,
and emphasizes the suicidal characteristics of the schizophrenic."

Celia moves into the "old boy's" room (replete with
""Descartes linoleum") and there partakes of the pleasures of Murphy's
rocker. In this "little room', 'the silence above was a different
silence, no longer-strangled.  The silenceinot of vacuum but of
plenum , not of breath taken but of quiet-air.'" (p.148) The
second movement deals with Murphy's little monad of a garret in
the asylum.' Like Celia's new room it was 'not half but twice as
~good ... because half as large.'" Through-out Beckett's fiction -
the room is conceived of as a symbol for the human consciousness.
The process of reduction evident in the new rooms of Celia and
’Murphy characterizes Beckett's diminishing universe. I'n Endgame
and the trilogy'the'rooms depicted are identified quite clearly as
symbolic of the skull of man. Since the realm of thought or
consciousness is not ''extended', the contraction of the spatial
coordinate facilitates the search for the essential self. Moreover,
if the '"Balacqua fantasy' is congjdered,-it becomes .clear that the
room is in ways synonymous with the womb.

‘Once ét.fhe asylﬁm Murphy insists on a fire for his room,
a reference, possibly, to the '"“hot cupboard'" in which Descartes

composed his Meditations. In this world of the-mad all normal

cadsa]‘eXpectations break down. Ticklepenny, for example, is
perplexed by the fact that the tap for the radiator "which he had
really turned on came to be turned off." (p.174) Could this '

inexplicable event indicate that Murphy has at last found a world
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a world in which there is-a complete separation of the mental
and physical worlds? In other words, Ticklepénny's mental
decision to turn on the tap cannot be transferred or malntalned
in the physical world, ,”God?gln Malebranche's terms is no.
longer constantly inVélved in effecting the "miraculous' con-
junction of the two realms

For Murphy the asylum affords the entrance to just:
such an ideal world:

the impré§sion'he receivéd wa§ of that self~-

immersed indifference to the contingencies of the

contingent world which he had chosen for-himself as

the only felicity and achieved so seldom.(p.168)
Diagnosed by Neary as.''a schizoid spasmophile’, Murphy believes
he has at last found "a brothérﬁood.“'(p,l?G) As a result he
loathes “the'textbdok’atfitﬁde towards thém, the complacent
scientific conceptualism that madé'contact with outer reality
the index of mental well being:'" (pp.176-177) R.D.Laing in
The Divided S&l1f aiso rejects the textbook attitude. Laing

states that no meaningful dialogue can develop until the doctor
accepts the schizophirenic's categories -of thoughts, and works
‘within that existéential context. Mﬁrphy, thé orderly,’carries
this belief to-ifs~ab$urd conclusion: he attempts to becoﬁé one’
with the patients by}becémfng’a:patient himself.

But Beckett, the ironic¢ally detached author, carefﬁ]ly
tells the reader that.Murphy's romantic notions involve a.
distortion of all facts that'thréaténed'his émpathy with the
patients.

.evern if the patients did sometimes feel as lowly as
they sometimes looked, still no aspersion was
necessarily -cast.on the little world where Murphy
presupposed them, one and all, to be having a glorious
time. One-had merely to ascribe their agitations, not
to any flaw in. their self-seclusion, but to its
investment by the healers. (p.180)

Mr. Endon (Greek ”withinﬂ) appears,.hoévér,.as a'"“"schizophrenic
of the most'amfable type." (186) What threatens this. ideal"

relationship is that it is essentially dualistic. While Murphy.
believes hé is intimately bound by a puré‘love to Mrﬂ'Endon, he

has' to admit that ''they remained to one another, even when most
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profoundly one in .spirit,...Mr. Murphy and Mr. Endon."(p.184)
As é'result of the mv1car|ous autology with Mr. Endon, Mufphy
is'no longer-able to come alive in his"’ ‘mind!" More‘and‘more‘
Murphy.beéomes awaré of'thevgulfiwhich'séparatés him from the
inmates.

Murphy's. feellngs for Mr. Endon are'not reciprocated,
instead of acting as a “brother“ he is forced to accept.the
more humble role'of a. chess pértner. In the game of chess
Murphy's "closed system' is completely inadéquéte before Mr.
Endon's perfectly sélf-sufficiént systém. ~Yet it is at the
time - of sﬁbmissiOn,{of chéckmate, that Murphy seéms closest to
reaching his avowed goal.

Murphy began to see nothing, that colourlessness which
is such a rare postnatal’ treat;,being,the-absence.(to
abuse a nice-distinction) not of percipire but of

" percipi. His other senses. also found themselves at
peace, an unexpected pleasure. 'Not the numb peace of
their own suspension, but the positive peace that

comes when the somethings give way, a simply add up,

to the Nothing, then which in the guffaw of the

Abderite naught is more ‘real. (p.246)

This'mysfical state, similar to Arsene's in'watf; canhotfbe
maintained} the'“bjg blooming, buzzing confusion'" re-establishes-
itself.

As long as Murphy experienced ''the other', Mr. Endon,
as a free agent, he was open to the possibility:of experiencing
himself as an object of Mi. Endon's experience and’thereby of
feelihg‘his own being drained”away. - One is threatened with the
possibility-of‘becomfng no more than-a thing in the worid of’ the
other, without:' any llfe for: oneself In terms of such anxiety,
the very act of exper|enc1ng the other as a person is felt-as:
virtually suicidal. When Murphy frees himself from the suicidal
attraction to Mr -Endon, he is capable of reachlng the third zone-
of his mind: irnstead of" being a thing in Mr. Endon's world) he
becomes a thing to himself, a part of his own closed system.

But the schizoid personality as exemplified by Murphy
must have 1ts existence verified by the presence of the “"other"

'(eSSe est ECFCIPI). It is only in Mr. Endon's presence that.

Murphy is. finally able at Ieast‘miniﬁally to live aqd>move and
have his being. The’SLtuation is. still dialectical, but now . the

earlier'yes/no proposition has become more like Sartre's
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permutations of being and nothingness. At last Murphy admits his

failure to reconcile himself with Mr. Endon (somewhat akin to the

Sartian EE'ESL’ or being—in-itself). Beckett's hero sees his own
image,"horribly reduced, obscured, and distorted'" in Mr. Endon's
cornea, ”stigmatiséd in those eyes that did not see him.'" (p.249)
And, in lines prophéti; of Watt's breakdown as a result of his
inability to fathom Mr. Knott, Mﬁrphy haltingly states

"the. Tast at last seen of him himself
unseen by him and of himself.'"(p.250)

The destructive, threatening aspect of the void, one of Beckett's
major fictional themes, emerges now for thé first time. Murphy
is not even "a mote in thé dark of absolﬁte freedom''; he is only
“a speck in Mr. Endon's unséen.”(p.ZSO)

The only recourse is the world of the body, the 'big
world' of Newtonian motion. However, thé distraught Murphy fails
to raise even a picturé of Célia. Once back in the chair, he
does begin to come alive in thé mind, '"planning if he felt any
better to dress and go... Iéaving Ticklepenny to face the music,
music, Music, back to Brewéry Road, to Celia, serenade, nocturne,
albada,"(p.252) Murphy plans to come down off the ladder of
Cartesian logic by which'hé has inevitably drawn to the asylum in
a similar way Watt was fatally attracted to Mr. Knott. Beckett's
exasperation with his héro's course of action is indicated by the

use of a deus ‘ex machina device to do away with Murphy. The

"seedy goljpsist“ does 'whinge' alike all the other puppet-like

characters.

R.D. Laing writes of "impingement' of reality in terms

which are remarkably similar to the ill-starred Murphy's death by
"'spontaneous combustion'':

Impingement does not convey, however,. the full terror
of the experience of the world as liable at any moment
to crash in and obliterate all identity as a gas will
rush in and obliterate a vacuum. The individual feels
that, like the vacuum, he is empty. But this emptiness

is him. Although in other ways he longs for the emptiness

to be filled, he dreads the possibility of this
happening because he has come to feel that all he can be
is the awful nothingness of just this very vacuum. Any
"contact'" with reality is then in itself experienced as
a dreadful threat because reality, as experienced from
this position, is necessarily implosive and thus, as was
relatedness in engulfment, in itself a threat to what

identity the individual is able to suppose himself to have.

12
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" of Cartesian schizophrenia can

Murphy's ''casé& history
be dealt with in térms of these abstractions. At first
Murphy féaréd Cé]ia's ﬁltimatﬁm tovgét a job (the
"impingement' of réality) woﬁ]d résu]t in thé ob]itération
of the intellgctugl R L Thé encountér with Mr. Endon
confirms, howevér, the'ambjgﬁous natﬁré of the void, at
oncé "positive'" and ”négativé.” Mdrphy is thﬁs caught
in an inextficab]é dilémma: hé cannot attain the void,
yét'he cannot retﬁrn to éxtérnal reality if hé is to
remain faithful to his philosophical tenets. Unlike the
]atér artist heroés Murphy is not ab]é through thé
symbolic médium of language to establish a ténhous point
of balance bétwéén thé terms of the éithér/or dialéctic.
By app]ying»thg_conclﬁsions of a psychologist
such as Laing tO'MﬁrEh-,»théré is nolinténtion of making
Beckétt's art appear as a casé stﬁdy of schizophrenia.
Bﬁt thé very fact that part of Mﬁrphy's fai]ﬁre can be
accoﬁnted for in rathér clinical terms hélps to bring out
Beckétt's céntral point with régard to his retationship to
his héro. (Murphy béCOmés a case stﬁdy bécaﬁse hé‘does not
exploit thé créativé aspécts of his'schizophrénia.
Béckétt's aim in_thé»nove] thén approXimatés in part
Laing's in The Divided Self:

| am primarily concerned to follow through
the schizoid position into psychosis and not to
describe the possibilities inherent in it which
may lead in other directions, but one must bear
in mind that deterioration and disintegration are
ohly one outcome of the initial schizoid organ-
ization. Quite clearly, authentic visions of
freedom, power, and creativity can be achieved
and lived out.

Many schizoid writers and artists who are re-
latively isolated from the other succeed in
establishing-a creative relationship with things
in the world, which are made to embody the figures
of their fantasy. But theirs is not our

present story. 13

‘Quité clearly the creative ﬁse of so-cal]ed mental derange-
mént is not Beckétt's_présent story in Murphy.

In retrospect, howévér, Murphy appears as Beckett's
"portrait of thé artist as a young man.' His replacement of
Ticklepenny, the pot poet, in the asylum does suggest

_ _that Beckett intends Murphy to take a creative role.
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But Murphy faiis_tpnwrite the ”one poem which he alone could
Write“;'He ngis to accept ”ma&hess as a form of creative
delirium in the‘Wéy that Molloy, for eXampié, does. While
'severai critids«héve regardéd»Beckett's preoccupation-with
Cartesianism as 'a most-difficult subjecf for artistic treatment,
this is not really the case. Noam Chomsky in'Cartésiani

Linguistics emphasizes the stress Descartes placed upon the

creativity of‘iangugge. For Descartes language is‘the basic
criterion - for distinguishing man. from. the methénital ér animal
world. if Beckett has any  answer to the Cartesian paradoxes
which are at the centréiof Wéstern philosoﬁhy it is to be found
in his uses of ]angﬁage. '

Beckett's comico-ironic attitﬁde towards Murbhy comes
out in the desCiiption 6F theﬁiast'rites and' the disposai of
the remains. Murphy's last wishes are‘not‘carried’out,'insteéd
of having his remains flushéd down the toilet of the Abbey A
Theatre they are unceremoniously scattered by CoOper over the
floor-of .a bub.. In thé last’ analysis this-is fitting, for
Murphy ét thé momént,of his death had intended'to re-enter the
Newtonian world. Murphy, a piece of ''sublunary excrement'' is
denied access to the '"Gartesian vortex'" of the toilet bowl. In
Prodst,,Beckstt described‘the artist-as active; '"but hegativeiy,
shrinking from the nﬁiiity of exfracircumferentia] phenomena,
drawn intO'fhe core of thé'eddy”.“lh _ |
[ f Beckettihimséif is not yet able toireaCh‘the "ideal
core of the bﬁion“, hé'is abié through Celia to present a com--
passionate view-of ‘the frailties of human nature,. and the frailest
of human virtues, love, manéges to survive. Somehow the tender-
ness associated with Céiia éscapes-the shafts of Beckett's:
briiiiant:wit*and satire. The l-and-thou relationship never
appears again' in such a sympathetic tight in Beckett's writings,

with the possibiesexception of Happy Days.. The: pronoun '"thou'’,

the rarest word in Beckett's vocabulary, appears only once again.
The narrator of'ﬂgﬂ'ii'is réfers sardonically to his sack as a
“thou"! Because of the ihperfeét fusion of form and content in
Murphy (the'“matrix of surds'' that is the protagonists's mind
does not find expression-in the eiégant, learned diction of the
novel), the quality of<ian§uagé is moré-important than anyfsystem

of aesthetics. -The last lines of the novel have an emotional



impact comparable to the last scene in Watt. Celia is left
behind to continue Mﬁrphy's abortiVé exploration of the‘mihd,r
while the Neutonians aré left to the '"endless chain of love,
tolerance, indifference, aversion, and disgust''.

The theory of the novel Beckett pﬁts forth jn_MdrEhz
resembles in many ways~thé one advan;ed in Flann 0'Brien's:

brilliant comic novél;'ﬂiJSWLm - "Two - Birds. The narrator of

O'Brien's novel states that 'a satisfactory novel.shéuld be a
self-evident sham to which the readér coﬁld:fégﬁlate'at will the
degree of his credulity”.. Expatiating in-a mock Stephen Dedalus
mannér, heféddsz ’ 4
The entire‘corpué of existing literature should be
~regarded as a limbo from which discerning authors could
. draw their characters as required, creating only when
they failed to find a suitable existing puppet. '
In Murphy, an anti-novel built largely upon the parody of
noveljstic conventions, Beckett makes a point of terming all
hisvchéracters,'except Murph&, puppets. Like Flann 0'Brien,
Beckett develops a theory of "aestho-eugenics', that is, each
fictional‘cﬁafaCter creates his successor.. Hence the importance
of Murphy, whoée name appears sporadfcally throughout Beckett's
later fiction. He serves as the start?ng'point for all of
Beckett's later fictions.

At the beginning of Iris Murdoch's Un&er-the Net, one

of the few truly philosophical novels in English, the hero,
Jake Donaghue, finds himself in a typically Beckettean situation.
He is being expelled from'hES‘lodgings. Before he leaves his
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mistress returns two of his books, Mdfphf and Pierrot Mon Ami.

Beckett's aesthetic and-philosophical eXploratfon of the nove]'
“form makes him a fjgﬁre with whom future novelists most concern
themselves. Beckett's unique exploration of the novel form is
not, of course, capable of simple imitation, It is significant
that Iris Murdoch couples Murphy with the sentimental romance,

Pierrot Mon Ami.- Iris Murdoch is a particularly useful figure

to point'to in an introduction to Beckett's artistic and’

philosophical speculations. An important novelist, a former don

of philosophy at Oxford, author of Sartre: Romantic Ratjonalist;
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Murdoch encompasses, just as Beckett does, both the Anglo-
Irish and European philosophical traditions.- Her preoccubatiod
with existential themes in térms of iingﬁistic theories
barallels Béckgtt]s incréasing interest.with the working of
language in Watt and thé later French writings. The latter have
ltoo often.been considéered as répresenting'a movement towards.
‘European influences when they actﬁally indicate a complex-

interrelationship of both traditions of philosophizing..
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Chapter 11
The Breakdown of Empirical Certainty in Watt.
That the sun will not rise tomorrow is no less
intelligible a propostion, and implies no more
contradiction, than the affirmation that it will

rise.

Hume, Aﬂ'EnquiEZ Concerning Human Undérstanding

We have here the same case as with the first thought
of Copernicus, who, not being able to get on in the
explanation of the movements of the heavenly bodies,
as long as he assumed that all the stars turned round
the spectator,. tried, whether he could not succeed
better, by assuming the spectator to be turning
around, and the stars to be at rest. A similar ex-
periment may be tried in metaphysic, so far as the
intuition of object is concerned.

Kant, Critidue'gi'PUre’Reason

In Watt Beckett approaches the third zone of Murphy's
mind in which forms become and crumble '""into the fragments of a
new becoming, without love or hate or any intelligible principle
of change' from an empirical rather than a rationalistic
interpretation of sense experience. The ''big bony seedy shabby
haggard knockkneed rottentoothed rednosed' Watt appears to be
the complete opposite of Murphy, 'the seedy solipsist'. But both
characters are finally confronted with the same philosophical and
aesthetic dilemmas. From completely opposing presuppositions
about the nature of man's relationship to the external world,
the epistemological plots of the two novels converge. BothIUaﬁi”
and Murphy experience the futility and impotence of all
intellection, of all metaphysical systems when faced with a
transrational, noumenal experience which by its very nature is

non-verbal. Watt and Murphy set the limits of Beckett's

fictional universe. Beckett is concerned with the investigation
of impotence and ignorance:

I don't think impotence has been exploited in the past...
My little exploration is that whole zone of being that
has always been set aside by artists as something
unuseable - as something by definition uncompatible

with art. 1 '
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Watt's vain struggle with the "formlessness' of Mr. Knott's
establishment is essentially an aesthetic one.-As it becomes
clear‘that all sense éxperiénce is deceptivé'or incapable of
intellectual categorization, all experiénce becomes-a '"fiction'.
in the ph|losoph|cal and Iitérary sénse of_thé word. Any attempt
to come to terms with the "flux of forms' is ihus imaginative,
or artistic. v | |
While the Cartesian influénce is pervasive in Beckett,
there is a need for an examination of his debt to be empiricists.
John Fletcher,in “Béckett and the Phjlbéophers“ points the way'
towards a new interpretétion of Eéli. Discussing -Jacqueline’
Hoefer's influéntial'interpretation of’ﬂéii as é phi]osophical
farce on logical positivism, he expresses certain reservations.
As Beckett admits that hé_dld not come across this phllosophlcal
doctrine until quite late in his career,.FIetcher feels that it
“séems’safefjto attribﬁte these notions to a»geheral influence
emanating frbm the skeptical tradition of emp‘i_ri'cfsm.“'2 This
influence can be . treated not only generally, bgtffaifly |
specifical1y" In his last novéi written directly in English,
Beckett draws basically upon two major streams of thought, 'best
exempllfled on-one hand, by key prop05|t|ons in Hume's Treatise

of Human Nature and- An Enqunry Concernlng Human Understandlng,

and, on the other; .by central ideas in Kant's Critique of Pure
RéaSOH.34 ‘ o -
- This .schema is not meant to be an oversimplification of
Beckett's complex_philosophical position. Hume's thought went
beyond its immediate‘concluéions; In its:-influence on Kant and’
through him>on-Kiergegaard and the existentialists it opened up
new apprdaches to old problems. There will be no attempt at
reducing Beckett's novel to thé»comfortab]e dimensions. of an
intellectual pigeon hole. It is no more of d'Humean' or Kantian"

novel than Tristram'Shéndy is a 'Lockean'""novel, that is to say,.

in both works the epistomologies are subservient -to the total
artistic vision. With these qualifications, Beckett's phil-
~osophical position in Watt could be seen as an attempt to come

to terms . with Hume's and Kant's attack upon metaphysics:
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The limitations‘pléced ﬁpon_man's reason-by‘this rejection of
thé.traditiohél'pursuits'of metaphystS‘reéuﬂted in an increased
emphasis on épistemology; In'MdrEhi and'ﬂiii-one‘of B¢ckett's
major concerns is the problem of how-man1gain§ knowléedge "of the
‘ world of objects which surrounds him.

The description of Watt as he sets out on his journey
to. Mr. Knott's house raises the problemlof pérception:

Tetty was not sure whether it was a man or a woman. .
Mr. Hackett was not-sure that it was not a parcel, .
a carpet for example, or a roll of tarpaulin, wrapped up
in dark paper and tied about the middle with a cord.

. (p.16) |
Henry Jackson Watt in Thegsehsofy BasTs'ang'St;ﬂCt“[g of

Knowledge cites a similar-example of a non-specific, or general

image:' "Subject 11 saw a face without knowing whether it was
‘that of a man or woman." A brief comment on Henry Jackson
Watt's book willlhelp to delineate further the phi]osopthal
dimensions of Beckett's artistic explorations in Watt. Besides
béing a possfble source of the title of Beckett's novel, Henry
Watf'é psychological study could be one of .the main targets of
Beckett's parody of epistemological theories‘in Watt:.

Tn The Sensory Basis and.StructuEé of Khowledge, Henry

Watt attempts .essentially to find a middle way between the
Humean - Kantian dilemma. Hé‘puts forward a pgre]y empirical’
theory‘of'knéwledge:,seﬁsory“éxperiénce'alléws'for the creation
of the spatiotemporal Categories'which, in tdrn,,result in con-
ception: Humes' doctrine of sensationalism is only partly
acceptable to Watt as it ''rightly looks upon sensations as  the
elementary stuff.of all mind,-bﬁt wrongly déhies~the occurance-
'-of any form of union amongs t thém bdt aggregatfon,“ From this
empirical point of view, Watt also disagrees with Kant's con-
clusion that there is a compléte cleft between intﬁition (space-
and ‘time). and concéeption. He beliévés instead that

we bridge the gulf, as far as may-be, by seéing that
conception is, and must-be, itself _essentially a
complication of space.. Nor can ' there be such a:gulf
between the matter of sense ($ense-data or elementary
sensations) and the '"forms'" of space and time. These
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must rest upon, integrate, and. so share kinship with,

attributes of. the elementary sersations.  And we must

learn. from these.'examples to carry our vision over' the
dark gulf that -must somewhere. appear for us (beyond
sense data), to things beyond, trying to learn from:

"the system of -mind how to think of -them with greatest"

hope of truth. Then there will be no great break in

the world at all.  We can only strive to interpret

the part-of it that we are not, and do not really seé

- with the inward eye, by the part of it that we are,

and do so see,.and by what we find streaming through

this world of our own being from beyond.

For Beckett this via media is clearly unaccptable. Once the
possibility of attaining anyiemperical knowlédge at all is done
away with (as is the case in Wafty, then the whole solution
collapses. Such '"forms' as Beckett's Watt possesses no longer’
apply to the '"reality" streaming in upon him. - The break in Watt's
world, ‘the diéjunctioh'between’himself'and<Mr. Knott, shows that
Beckétf's area of exploration is the "dark gulf!', the void or
nothingness symbolized by Mr. Knott's house.

Beginning with Locke, the empiricists hoped to discover
a basis for knowledge in sense experience. But from Locke to
Berketey to Hume, they found that sense experience yielded far
less imformation about the world than one mjght“héve hoped for.
Watt appears at first as an extremely naive empiricist -whose
only pleasure arises from beihg~a5]e'to name or place all sense
experience within a logical pattern. Watt's response to .external
stimuli is rdgorously scientif]c. While this leads to a
“deadening existence, Beckett makes ‘it:clear that such tactics
offer the only hope for Watt's survival. However, .the failure
of Watt's indefatigable logical procésses to deal with the
irrationality of Mr. Knott's house illustrates Beckett's'
""Humean' scepticism about the. possibilities of attaining-either
empirical or metaphysical -knowledge.

Hume's analysis indicated that a thorough examination of
what we in fact know fromisense’experience would lead to a most
~genuine scepticism about’'the possiblity of any knowledge. Kemp
~Smith-points out that, "in Hume's view our two most fundamental
beliefs are, first, that objects we percieve have a continuing

indeperident existence, and secondly, that nothing can come into
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existence save through a preexistent cause."? For Watt the
continuing independent exiStence'of*objéCts is verifiable
fhrough their susceptibility to being named.. By giving names
to objects Watt believes he has capturéd théir existence in
the "frigid machinery of a time - space relation'" (p.21), even
though he is aware that such a superficial activity does not
disclose their essence. Watt asks no moré than this until

he meets Mr. Knott,; a '"nought' who appears as a ''something'.

As Hume pointed out, one of our'basic beliefs is ''that nothing
can come into existence save through a preéistent“cause“.
Unlike Ars%?e and the_latér”Beckéttian heroés, Watt is unaware’
of the dialectié which states thaf the self is predicated upon-
just such a nbthingnessﬂ‘ For Hume the belief:is causal
connexion, being instin;tive;vtehds to be excéssive in its-
influence and'léadS'ﬁs, in the pursﬁit‘of knowfedge, to demand:
a sufficient cause for all things.‘ But since there is no
adequate conceptfbn of what would be a 'sufficient' cause for:
any_phehomenon, this is a demand which can never be:satiSfied.
Watt tries to avoid all questions of ''whatness' by sticking‘to
surfacefreality; As will be shown later, Watt's concern with
causation leads him to séek for deepér meaning in réality.

Mr. Knott, the mystic .principle, cannot, however, pg\
eXpJained'by any concept of Msufficient'. cause that is @;;;ﬁwéa‘rvueﬁ
from emperical‘inve§tigation;7 Bertrand Russell In'sttiETéﬁ:
gﬂg‘Ldgi¢ argues that “metaphysfcs; or the attempt’ to cohéeive'
the world as‘a whole by méans of thought, has been. developed
from the first by thé'union and ‘conflict of two very different
human impulses, the oné.urging man towards mysticism, the other:
urging him towardS'SCiénce”i6 It is Watt's-inability to reconcile-
these conflicting views which'resﬁlts in the - traumatic breakdown
of his formérly efficacioﬁé barriers against external stimidli.

Rﬁssell‘cités Hﬁme as a philosopher in whom ''the- -
scientific impﬁjse was unchecked.'" But the judgment is mis-
directéd. Hume,;like Béckétt, is qoncérned with epistemological

rather thannmgféphysical'enquiries. In Fhe'DféngUes Concerning -

NaturéTIReTigion, Cleanthes terms Philog, Hume's surrogate, a

"mystic¢'"'. However, Hume's 'mysticism'' is similar in part to
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to Beckett's: it.derives from a realization of the limitations
of_ratibnal‘inveétjgation. Béyond'what-can be logically or:
empirically derivéq, Hume insists that one must admit the
”intOmprehensib]é“. Watt, on thé_othér hand,'resémbles Cleanthes
in that he beliévgs hié$ reason 'is capable of at least placing
the mysteriOQS‘Mr.Knott within a rational péttern of experience.
Kant, as does Beckett, takes the metaphysical quest”
more‘serioﬁs]y than Hume.. From an invéstigation at the
fundamental level, Kant thought,,it»woﬁ1d.bé'poséib]e to dis-:
cover what certain knowledge mén’could attain, and thgreby, also
to discover thé limitations which would presént the anovering

of any metaphysncal truths ~.In the'PfoTegomena to AnirFuture

'Metaphy5|cs, Kant freely admlts ""that it was: the thogught of

David Hume which many yeairs ago first interrupted my‘dpgmatlc
slumbers and gave an entirely new direction to my enquiries in
the field of speculative philosophyU:ZV‘Kant thus began his

study of human knowledge, in the’Chftfque“gi'PUreTReason by

agreeing with the empiricists' claim that all knowledge begins
with experience. At the same time this delimitation of the
bounderieévof theoretical or scientifi¢ knowledge does not
indicate for -Kant that God,. for example, is unthinkable or that
the term is meaningless. While Kant veetrs away from a dogmatic
assertion of the existence of noumenal or suprésensible reality,
he clearly believes that there are noumena and that they form.
a positive function'by~sefting the limits -of man's reason.. The
Kantian categories are inapplicable to noumena, to realities
which are not, and cannot be, given in sense-experience.’ Un-
wiljing'to‘accept the limitations of a speculative-enquiry as
- set foffh.by.Hume, Kant offers the difficu]t and apparently
paradoxical situation of man as:phenomenally determinedibut
noumenally free, as determinded and free at the same time,
thought under dlfferent aspects.

This 1is essentla]ly the same prob]em which so fascinated

Beckett in his first literary study, Proust. How can man at
once be partof a rigidly determined chronological and spatial

chain; and yet somehow transcend it? - In -Watt this Kantian



- 29

equation forms.one of the central problems upon which the
pragmatic hero floundérs. Kant found it necessary to.posit
a noumenal reality in order to place freedom, immortality,

and’ God beyond range of the antinomies.. For Beckett' the

noumenal is stripped of all ethical considerations. Molloy,.
'For'examplé,.mockingly says, '""Charming things, Hypothetical’
impeWQEEVes.“ Neédless to say, theré are no ''categorical
imperatives' in Bécketth_fiCtional Qnivérse. It is-an

ohtologital fact for Beckett that at thevcentré of man's being
there is a nothing; or noQghti(“Knott“)} ""In the beginning:
was- the puh”, statéd Miarphy . Thé rationalist Logos of Kant
~is simply a cosmic joké for Beckétt: With this taste for
punning, it is easy to'imagine'Béckett appreciating the ironic
idéntification of Kant (can't) with Mr. Knott.(not)., A double
negative. '

| With regard to the outlining of.the epistemological’
plot of the novel, Watt seems to bé'most‘c]ose]y identified
with the '"Humean'''philosophical point-of view, while Mr: Knott
is associated with thé ""Kantian' one. There is a sceptical
element.in Beckett's tthght‘which corresponds, in part,  to
Hume's negativé conclusions about' causation and personal
idenffty. l£ will be shown that Beckett exploits a similar
scepticfsm about' the frﬁits of epistemological research in
order to destroy Watt's JQgical’machfnery. The sfmple dichotomy
between Wétt and Mr. Knott.is thus broken down, and there occurs
~a complex interrelétionship of the ostensibly contradictory.
ideas. of Hume and Kant on key questions such as personal
identity and causation. -The discussion of Watt within this
philosophical ;onfext~Widl hobefully allow for a more profound’

understanding of ‘Beckett's aesthetics ‘of the novel.-

N
MurEhX'has as its opening line, 'The sun'shone, having-
no‘alternative on the nothing new''. » The situation in Watt is
symbolically opposite; in terms of cause-effect relationships:

the sun does not rise as expected. The novel opens with the
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scene df‘MﬁL Hackett sitting in "the failing-light". Mr.
Hackett, who has had ‘'a fa]] off,thé ladder' and has
dificulty remembering names, is associated with Watt in - Mr.
Nixon's ﬁind: It is cléar that'Mr..Hackétt‘foréshadcws.Watt's
fate after he"retﬁrns from Mr. Knott's with his faith in the
'abi]ity of names to”sﬁbstantiaté the s¢ientific uniformity of"
naturé badly shakén,u ‘

The scenes which precéde Watt's arrival at Mr. Knott's
establishment. appear to be.groﬁnded in thé world of every day
empiricalﬂréality.' While'Mr. Hackett's conversation with the

Nixons is filled with absurdities and“ndn'seqﬁitufs;.it still

refers to an idéntifiable social reality.’ In this world Watt
appears to be as mysterioﬁs an entity as Mr.fKnott, Those who
watch Watt embark upon his unreal journey know only a few
irrelevant details about him.: Kant's metaphor of the two.
houseswappliéé-jn this ih;tancel There can be no communication,
he says, between the house of reason and the house of
supﬁ%}ensible réality: Watt, supposedly.''an experienced
trave]ler“,_shows‘greap,relUctance at having to make this:
impossible, “absdrd“fjdﬁkﬁey between the two houses. It is
reported that "already Watt preferred to have his baék to his
destination.!" (p.26) "Watt enters Mr. Knott's house by the back
door, but never does=dis¢over How the door happened to be open.
As is often the case in Beckett's fiétion,.the transition
between ‘the '"two houses'" is effécted by'a '"pastoral”interlude.
- 0n the way - to Knott'é, Watt stopsvto rest in a ditch. Here
he adopts thé:foefal position chara;teristic of Murphy's"
"Belacqua bliss'. The mysterious threne Watt héars‘makes
explicit tHe association of death and rebirth with the journey
to Mr. Knott's. At Mr. Knott's, Watt enters another'dimehsion'
of being in which the time-space coordinates of the world of '
Mr. Hackett and Mr. Nixon no longer apply.

Upon'his arrival at Mr. Knott's, Arsene, Watt's pre-
decessor, delivers a speech to him in which he tells of his
‘failure to fihd lasting harmony in the service of Mr. Knott.
Aresene had hoped to be "in the midstfof himself after so many-
tedious years spent clinging to the péfimeter;“»(p.hl) The-
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""Humean' sun does not rise in the sense that Arsene's mystical
experience allows him to escape from a deterministic world in
which the '‘quantum of wantuam Eannot vary.'" 1t appears that
Arsene has reachéd'a noﬁménal reality in which he is able to
enjoy a God-like identification with creation.

The sensations the premonitions of harmony are
irrefragable, or imminent harmony, when all outside
him will be; the flowers, the flowers that he is.
among him,  the sky the sky that he is above him,"
the earth trodden the earth treading, and all sound
his echo.. (p.40)

| was in the sun, and'the wall was in the sun. | was
the sun need | add, and the wall and the step and the
yard, and- the time-of year, and the time of day, to
mention only these.. (p.42)
The sense of transcéndent unity does not last, however,.
"'something slipped;“l Arsene is plunged back into '""the old-
thing,'where it always was, back again." '
Arsene attempts to explain what happened with these
enigmatic lines:. '
Whatwwas éhanged‘wasvexistence‘off the ladder: Do not.
‘come down off the ladder. [Ifor, | haf taken it away.
This | am happy to. inform you i5 the revVersed meta-
morphosis. The Laurel into Daphnev(p.54k4).
‘Jacquelihe Hoefer‘atteMpts’tofeTUCEdate it through a comparison
with Ludwig Wittgenstein's philosophy of logical positivism.
She quotes from hisKTractaxus: ‘ \

My propositions are elucidatory in this way: he who
understands me finally recognizes them as senseless,
when he has climbed out them, through. them, on them.
(He must so to speak throw away the ladder,.after he
has climbed up on it). : o :
He must surmount these propositions, then he sees the
~world rightly. Whetreof one cannot speak, thereof one
must be silent. '

While ‘Beckett may intend this allﬁsion, he has obviously intro-
ducéd_yarTationsiupon Wittgeﬁstéin's thought which Hoefer's .
analysis fails to brihg'oﬁt.}'Thé difficﬁlty here is that, .
whereas the ladder-which Aréséné advises Watt not to come down
"is a "ladder of.Tbgic“ ("1 f," Yor"), the ladder which:
Wittgenstein adVisés-his desciples to.discard, for the sake of

their own independence, is his own system.. The two ladders do
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not form exact’parallels. | ‘

" The most“obvioustbjeéfTon to Hoefer's analysis derives
from the fact that Arsene is not a Wittgensteinian lpgital'
positivist. For Wittgenspeih the'idealvlanguage is one in which
fqr every proper name in the language there is a éorresponding
entity. The ideal“laﬁguage~thus produces the structﬁrés of
facts, since facts are composed of objects. and their properties..
Such statements as ”Khott’éxists”, or Arsenérs "I was .the sun'',
would be rejected by logical positivists as not cognitive since
there is a dontradictiOnwbétweén‘théir sﬁbjects and prédicates.
They are statements ''whereof one''cannot speak, thereof one
must be silent'. Most of Arsene's bitter monologue would,in.
.fact, be considered by a logical positivist as possessing-only’
“poetical' or “émotive”“valﬁe.3 Watt does not comprehénd a word’
of Arsene's farewall speech. '

The fall from the "ladder of légic' 'points out one'of.
the most serious inconsistencies.in a philosopy such as Kant's
‘which posits-the‘existence of ‘a noumenal reality. Kant agreed
with Hume that it is not possiblé to derive necessity and strict"
universality from experience. It follows, therefore, said Kant,
that ''necessity-and strict thversality are here marks of a
Efiorf’knowledge and are inseparably connectéd with one anodother."
In short, Kant's '"Copernican revolution' consists of the
assumption that objects m@st“confbrh to our knowledge rather
than the other way- around. Kant does not imply the view that
reality can be reduced to the human mind and its ideals. It
meant rather that the mind imposes on: the ultimate material of
experfeﬁce its own forms of cognition, determined by the structure
of—Human sensibility and undérstanding, and‘that'things cénnot'
be known except through the mediﬁm-df thése forms. '
During Arsene's period-of ineffable harmony, the subject-
object dEChotbmy'was di$solvéd. He became, in Kant's terminology.

the thing-in-itself (Ding an Sfch). But such a condition with-

in Kant's framework of logic' is impossible, absurd. In the

Prolegoriena Kant states that things-in-themselves are unknowable

but that "we know them through ‘the representatfons which their

influence on our sensibility procures for us. "9 By talking  in
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this way Kant obviously lays himself open’ to théicharge of
applying the princip]é of caﬁsality béyond the limits which
he himself lays down.. The catégory'of caﬁsé is applicable’
.only to phenomenon.  This flagrght'inconsiStency ih’Ként’s-
philosothﬁcofresponds, in part, to the flaw in Arsene's
lI"Iadder‘of logic'", which-briefly al]bws him a state of
mystical transcendence. _

Anothér useful parallel with Arsene}S"experience is
found in Sartre’s'”phedoménological ontology". Both Beckett
and Sartre trea;“the‘Kéntiah*cdncept‘of thé noumenal within
“the realm'ofnexisténtialist'expérience. Arsene could have’
made the step from thé‘last'rﬁng-of,the ”iadder'of.logié”‘to
the transcendent state by méans of a negative dialectic of
being and nothfngness. While'Arsené's expérience is'pictufed\
as a mystical one, it is nbt-nécéssary to go beyong a non-
supernatural ontology for its explanation. The state Arsene
describes'fS'similar‘tq that the:Unnamable will later desire
in.his attempt to become Worm, that is, to be'“in'the midst:
of himself!' as a‘type‘of.Sértrian“Jgﬂ*ggi. Beckett would’
agree with Sartre that ''"nothingness lies-coiled in the heart
of béing®like a worm." o |

Beckett and Sartré-viéW'man's existence as intrinsica]ly'
absurd becéﬁéé‘for-ifsélf‘basically desires to be one with the
in-itself. Being—for-itsélf is consciousness conceived of as
a lack of_beiﬁg;Aé‘désiré for being; being-in-itself .is non--
conscioﬁs being;.- it is the béing'of thé phenoménpn and overflows
the knowledge man has of it. The desire to unitethe two into
a fulness of -being is impossibleée. it is both the desire of
being caused and thé desirétof béing thé cause. Man, in effeqt;
constantly strives to bé God, the»se]fcontained plenum of being.

- #or a momént Arsénéimanaged to fuse the two..' Back in

the falTen state of Béing_and nothingness Watt's prédecessor
is nauseatéd by.thé factféity of being:

And yet. it is useless not to seek, not to want, for
when you. cease to seek you start to find, and when you
cease to want, -then life begins. to.ram her fist and
chips down your gullet until you puke, and then you
puke down your gullet until you. puke the puke, and

then the puked puke until you begin to Tike it. (p.kh)
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Beckett conéeives a consciousness as a-lack of”béing wHiCh
continually "transcends" itself in its attempt to Ffulfill
,itSéJf. No.meaningfﬁl'rélationship can bé!estabjished»
betweeh'the seiF and extéfhal nature. Roquéntin‘sffeeling

of "obscene superfluity" in NaUSea.approximatés Arsene’'s
fée]ingS‘Qf disgﬁst as well as fhose of Watt. Ulf théré
were two things thét,watt loathéd, one was the earth, énd

the other wa§ the sky.'" (p.36)

| | - The irony of-Arsene's‘advice to Watt is . determined by
the fact fhat Watt does not really desire life on the ladder.
Watt realizes, perhaps; that aﬁy such attemﬁt as»Arsené's

is dpqmed td faique;;‘He.ddes hot wish to become one with
Mf.'antt,lhis anti~self. Such a judgment imputes to Watt:
‘an awafenesé.thap:tﬁe question '"what?" leads only to the
response, '‘nothing'. 0r;)conversely, nothfng,can be‘everythihg
”if the two words.are»piaced together - what not. ‘lt is
possible that Watt1hasATearned from the fate of his pre-~'
deceséor, Murphf.‘-The‘latter'discbvered that it was senseless
to éxpect:any rétpgnitfbn~from-Mr;‘Endon, who, like Mr. Knott,
 Vposses§e§:a_perfecfly ;élf-confained consciousness of being.
Mr. Knotf?ié tbe Uthfrd ﬁerson“gqr master, ''the superior
exfstence? (p.50) Wfthouébwhich-existence is inconceivable.
" He 'is the "other" as;gbsolute, the unwitnessed witness.
Kndwjng that his exiﬁtence?ﬁannOt be verified by Mr. Knott,
Wattuclings'despafately tgfthe perimeter of empirical fact as
shown _in hfs'“hoBby horsical" tabulations of events.

The last lines of pért one of the novel pitture.the

mild, indffensivg Watt '"masturbating -his snout', waiting for
~ the sun to rise: . ‘

But that would come, Watt knew that would come, with
patience it would come, little by little whether he
liked it or not, over. the yard wall, and through the
window, first the grey, then the brighter colours one
by one, until getting on to nine a.m. all the gold

and white and blue -would fill the kitchen, all the un-

~soiled light of the new day at last, the day without
precedent. (p.84) '

It is truly a day wifhout‘precedent'fdr Watt learns that though
he waits forever things will no longer follow their expected

course. The '"Humean" sun will not rise. No longer do the

J
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normal'deterministic cause-effect rélations hold good. The
man who believés thé sﬁn will risé; that thére is some sort
of intéfnal continﬁity to his experiencé; calléd ”himsé]f“,
has the normal set of‘béliefé; and is considéréd a "reason-
able' human being. Someone else, (Mr. Knott), operating
with different mental habits and customs, is "abnormal' and
"unreasonable'. Béckett poses the quéstion: which of the
two believes some;hing that actually corresponds to what 'is

~going-on in the world?.-

During his éarly périod of'sérvice-at Mr;'Knott's,

Watt was- puzzled by .the ringing-of a bell during the night.
Although Watt hés never ééen a bell in'thé house, hé immediately
begins - to pondér the cause. 'For by what bﬁt-a finger, or a-'
thumb, could the bell have been pushed? By -a nose? A toe?...
(p.121) Watt thus raises the question Hume poses at the
beginning of his ana]ysis‘of causation: why is it that although
‘we_do not see the cause, we think“immédiately of an fdea

which we think was nécéssary to broducé the éxpérience? Hume
’argues‘that it is-not by reason this relationship is determined.
VWhat happens ié that in'éxperienceowé are simply.aware of two
items'being"”cohstantly conjoined." The-caﬁsaiAinference
takes-place in the mind of the perceivér.and does not reside

in the experience.itsélf This proposition is implicit in

Watt' S dlscovery that- “there was-a bell in Erskine's room, but
it was broken.' (p. 128) ' '

This examp]e also supports Hume's contentlon that we -
can never discover from our experience whether the principle
of theAunifdrmity_of;natﬁre is true. According to Hume the
beliéfnfn the ﬁhifbrmity of naturé'is true. Aécording to Hume
the belief in the uniformity of nature is due only to. a
psychologicaigﬂcu;tom”;or'”habit” man has. . Even the commonest
objects‘in Mr. Knott's housé lose their sense of identity, or,
rather it is the casé~that Watt is no Iongervable to impose
meanlng upon them ‘ a

~Looking at a pot, for example, or- thlnknng of a pot,
at one of Mr. Knott's pots, of one of Mr. Knott's
pots, it was in vain that Watt said, pot, pot. (p.82)
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Watt's mental disorder is known-to psychiatrists and experts
on speech disofderslas~”semantic aphasia'. A glimpse of this
‘pathological condition is obtained by Watt as a result of
overwdfking-the common word ”pot” until it loses its ‘meaning
and becomes a mere soﬁnd.' This feeling of the alienation-of
language from reality is also vividly expressed in Sartre''s
Nausee where ROquentin moves to a climax of metaphysical
distress as he realizes"thejgapvthat‘exists'between 1anguage
" (and hence, thought itself) - and things as they really are;e
He stares at a seat in a streetcar: " | murmﬁr 'Its a seat',
rather ‘1ike an exorcism. But-the word remains on.my lips, it
refuses to settle on the thfng.”lo Watt's redical nominalism,
his quixotic attempt. to purge language of abstraction can

end only in reducing it-to a series of meaningless noises.

Watt had never heard Mr. Knott either, heard him

speak, that is to day, or laugh, or cry. But once

‘he thought he heard him say Tweet! Tweet: to a

little bird, and once he heard him make a strange.

noise, PLOPF PLOPF Plopf Plopf plopf plop plo pl.

(p 147)

Mysticism or-”absurdity” is just'around the corner - the
mysticism of "Whereof one cannot speak thereof one must be
silent."

The-simple elements in Wittgenstein's world can be .
named, but because they are.primitive; basic .elements they
can only be named or pointed to. It is not-possible to define:
them.. Heé says that a ''mame cannot: be dlssected any further

nll  These

by means of definition: it is a prlmltlve sign.
names themselves have no meaning, they jﬁst ére.» InﬁPrOUSt,
.Beckett comes remarkably close to repeatlng Wlttgensteln

“The Name is an example of a barbarous SOClety s’ pr|m|t|VIsm.”]2
Once Watt loses his primitive ability to name things he is
helpless before Mr. Knott. Watt, whose “imagination has .

" never ‘been a lively one” is no Qﬁixote who- has the power to
transmogrlfy a pot into. a knight's helmet - With the Same
|nten51ty, he 1is dedlcated to a Panzaic reallty in which pot
must remain a pot. ‘ _

| Furthermore, Watt makes ''the dfstressing discovery.
that - of himself too he could no longer affirm anything that

did not seem as false as if he had affirmed it of a stone'.
(p.82).
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The fragility of outer meaning.forces Watt into '"this pursuit

of meaning, in this indifference to meaning;“‘(p.75) As a

resﬁlt of this fruitless quest for an "inside' as well as
"outside' meaning, Watt's vefy identity is threatened, '"as for-
himself... he could no longer call it a man." (p.83) Once the
pseudo-modern covering of logical positivism is stripped away,.
it is'easy to see that Watt-is in an analogous philosophical"’
position to that which Hume found himself in at the end of Book |
of :the Treatise. '

Where am | or what? From what causes do | derive my
existence, and to what condition shall | return. What
‘beings surround me? and on whom have | any influence,

or who have any influence on me? 1| am confounded with
all these questions, and begin to fancy myself in the
most deplorable condition imagineable; inviron'd with-
the deepest darkness, and utterly depriv'd of the use of
every member and faculty. 13

For'Watt;, as for Hume, the self is ''nothing but a‘bundle
or colléction-of different perceptions, which succeed each other

with an inconceivable rapidity and are in a perpetual flux and

movement.!! This existential anguish derives from a denial of the
self as a stable, continuing entity.. "For from what ‘impression
cou'd this idea be deriv'd?". In Watt's case it could possibly

be derived from Mr. Knott. But Knott appears to Watt to be in
perpetual flux, never looking the same twice. ‘

As Watt is an impiricist in his aﬁproach to reality,;, he finds
it increasingly difficult to formulate ''meaning' when his-senses
begin to deteriorate. Mr. Knott, on the other-hand, as Jacqueline
Hoefer points out;, ''promotes intellection" by closing off his '
senses.'lh The important thing to.-note, however, .is that Descartes
also closed his eyes, and plugged his ears in order not to be

deceived by his senses. Michel Foucault in Madness and Civiliza-

tion aptly adds that 'the Cartesian formula of doubt 1s a great '
exorciser of madness." 15 Watt's definition of self, is, however,"
. dependent upon the proposition "l see and name,. therefore't am."
His only recourse is to impose meaning; or at least-design,
upon events which ostensibly have no meaning. An example of this
occurs in-the episode with the piano tuners, the Galls. Sam, the
narrator,.even suggests that perhaps the Calls never existed,

““but only an unintelligible succession of changes, from which -Watt
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extracted the Galls and the-piéno in se1f—defence.UA(pu79); It
appears that‘Wattvhas~tranfermed a f1eetfng impression-into the
scene with-the Galls by means of a ”Kantfan“ use of the
categories. He haS'thdught the Galls, iﬁte]lectﬁally'concep-
tualized them, but without' the corroborating empirica]'evidencé.
Thfs'epiéeae raises a much larger philosophical probleh,»

what J. E. Austin in Sense ‘and Sensnbllla calls the "argument

from illusion." He p0|nts out that in the view of "Locke,
Berkeley,-Hume and Kant, the act -of perception involves a dualism.
Despite differences ‘in terminology these two categories are-
“"impressions' and external objects " The "argument from illusion"
stresses the idea that our only knowledge of empirical fact is
dependent upon ‘sense~data; we do not derive knowledge ffom any
direct perception of .the object.itselfi' Pushed to its ngicel'
conclusion;. this theory results. in what Kant calls the scandal

of philosophy - the inability to 'provide any proof of the

reality of the external world.: It can be seen then that Watt's
probléms with Mr, Kntt's pots and with the Galls result from-'some
of the inherent contradictions of cléseical empiricism. Within.
Mr. Knott's house. it is obvious»that‘Austin's "ordinary language'
philosophy would not help to explain the'extraordfnary events
that transpife; '

But-Watt's main weapon for deaiing wfth the iﬁexplicable
mysteriés of Mr. Knott's house is not- ordlnary language at all,
It is the symbolic language of mathematics: Richard Coe has
written very perceptively on thls question |n.ﬂg££._As a Sasis
for further investigation, it will be usefﬁl .to semmarize-his
view. Discussing Watt's instinctive reaction to "tame' the seem-
ingly inexplicable by postulatlng a "series' of which any present
phenomenom is merely.a part, Cde;COncludes that Watt

beglns to grow aware of a disquiéeting fallacy in. the

"law of cause and effect'. Normally we think of"
"detérminism'' acting in-one direction only - i.e.,. the
‘"'cause'' determines the "effect', but the ”effect” does
not determine retrospectively the ''cause'.. There 'is a
compulsion at one end, as it were, but fréeedom at the
other - a reasonably satisfying compromise. But (Watt"
wonders) is this in fact the case? In any series (say,
L-5-6-7-8-9-10), if the position-and nature of the effect
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are determined by the cause, the position and nature

of the cause are equally limited by the effect. The

attributes of 7, for instance, are determined by its

predecessors 4f576:-but they are just as severely

Jimited by what they themselves determine, i.e., the

existence of 8-9-10. Every beginning determines the

"ending of that which preceded it, just as tyrannically
as every ending determines a beginning. Within the
-series, there is not the thousandth part of a millimetre
of freedom in either direction.
HqWé&ey;Coe‘goes'on-to say that with regard to the sefvants,
“Tom; Dick, and Harry', Watt is forced to-admit the existence
of some element which evades the "law of the series'. !There
must also be, in-every person, if not in every act, a core of
reality which is outside of space and time, and which eludes
the powers of space and time and logic' to determine its exist-
ence''. As mentioned earlier this is the same paradoxical situation
Kant's philosophy sets forth. A closer look at Kant's theory
will allow for some'additions to Coe's findingé.,

Kant claimed the types of a priori knowledge fall into
two groups - analytic and synthetic. The former consists of
judgments whose truth can be determined without reference to~any
eXperience,.but solely on'the'basis-of the terms employed. But,"
in the case'of.synthetic'afpriori'knowlédge, the predicate of the
judgment must contain some infbrmation,not contained in the
subject. A syntheticAg”pfiori jddgement woqu; therefore, have to
contain-some’ information not purely of a logical nature, and yet
not depend on eppirical or experimental information, since,

" according to.Hume, that would always render it less than
completely certain, universal, or necessary.

. InIWathematits and thsics, Kant thought there were
judgments of precisely this chafacter. Even the elementary prop-
osition that 7+5=12, he insisted, was a truth that was not merely
true because of the definitions of the terms involved, -but, rather:
was one that contained more information in the predicate then was
included in the bare concepts of "'7'' and "5'".

That 5 should be added to 7 was no doubt impliéed by my.
concept of a sum 745, but not that that sum should be’
equal to 12. An arithmetical proposition is, therefore,
always synthetical, which is seen more easily still by
taking larger numbers, where we clearly perceive that,
turn and twist our conceptions as we may, we could never,
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by the means of the mere analysis-of our concepts

and- WIthout the help of intuition arrive at the sum

wanted.

The question of the existence of synthetic a-priori"
sentences ‘is highly disputable. A "logical positivist cons{defs
only . two types of senténces: those which require some sort of
empirical investigation for their confirmation ("synthetic"),
andvthose whose truth follows from: their meaning (“analytic“).
But this is somewhat beside the point.  Watt does make what Kan't
calls synthetic a priori sentefices, that is, propositions which
are not merely explicative but which extend our knowledge of-
reality and‘Which are at the same time iiprfOri. ‘When Watt
tries tb-fft Mr. Knott's dogs and servants into a series, he is
setting up a causal chain which cannot be simp]y-detérmined a
Efiori; or -by what Hume calls "demonstrative' reasoning. By
taking a conscious being such as '"Tom, Dick-or Harry', and using
him as' an integer in a mathéematical series, Watt makes a literally

absurd application of Kant's theory. Through Watt, Beckett makes

it clear.that he believes man is a-priori irrational, a surd which
cannot be placed within a series.. Even if man is fanatically

logical ( as-is Watt: ) this very extremism pushes reason until
it becomes unreason Beckett once askéd a mathematician:
"What is the colour of p|7” That was a-poet's question. _
D.F.Pears-in-his essay,'”Hume‘é Empiricism and Modern
Empifiéism“’states that.tHe most striking difference between the
two .is that Hume's analysi$ was psychblogical or phenomenological
rather than logical.: Further, '"Hume examined the contents of the:
mihd"whereas modern empificists ekamihe’language.“ The  most
relevant part. for the discussion of the questlon of causation in
Watt, is-that in his analysns of causal inference Hume seems to
place analytical reasoning outside the scope’' of his critique;i
Reanss states that Wittgenstein ''extends Hume's appeal to human
nature from causal necessity‘to‘i-pfidrf necessity." The reason-
ing is that '"a& priori inferences,.suéh as mathematica]‘equations;'
can become habitual no less than causal inferences‘.”]8 This is
possibly one of the implications of the apparently.senseless

digression concerning Louit and Nackybal. The ''"Mathematical

s
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Intuition of the Visicelts', it tqfhs'odt, Lsfajcomplete’
fabrication; .a.hoax. Mr..NackybaI “mérély knew by heart the
cubes of one to‘nineA.;,”'(p; 198)V The1substitation'bt.ruleS'
for psychologlcal association still.does n6t justify causal
inference. Beckett's EEEE also revea]s this flaw in Hume's
argument. Watt s compulsnon to: reason a EFIOF mathematlcal
sequences appears also as a- psychologlcal compulsnon, or in
Hume's words, as custom and “hablt The art|f|C|aI|ty of
hthese formu]atlons, thelr patent absurdlty, indicates that they
‘possess no lntrln5|c causal relatlonshlp. This ts anbther

,~reason for Beckett's movement towards'splipsism.

A central'episode in the novelvinvolVesVWatt's discovery
of’ the picture.in Erskines' room. A circTe,-obviously des-
cribed by a compass, and broken at its lowest point, occupied
the middle foreground of thfs‘picture'... in.the eastern back-
~ground appeared-a point'or‘date e (p. 128) Pondering the
artists'-ihtehtiohs'Wattlsets up a series of possfbilities: a
eefrc1e and its;centre in search of .each other, or a circle and
a centre in its'search for its centre and circle.respectively,‘.
and so'on. The ihportant thing to note is the thought'thet.&t
‘was '"perhaps.a circlé and a-centre not its centre in searehuof
a centre and its circle respectively, in boundless space, and

infinite time" (p. 129);.fil]ed Watt's eyes with tears. It is
revealing to compare Watt's reaction to that os Pascal,.who felt
terror before the new non-Ptqlemaic cbsmolegy. For Pascal nature
or the universe was- "'a frightful sphere, the centre of which is’

19

everywhere, and the circumference nowhere." Watt, the logician;

would c]assify'PaSCal's statement as a contradicto in adjecto.

because the subJect and predlcate ostensibly negate each other.
Watt's rudlculous obsessnon with mathematical series-is
perhaps best explained by this quote from Pasca]'s Pensees which-

'Geoffrey Clive-uses to preface his The ‘Romantic Enllghtenment

.~ Mathematicians who are only ‘mathematicians have exact
" minds, provided-all things are explained to them by
"means . of definitions and axions: otherwise they are

inaccurate and insufferable, for they are only right
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when the principles are quitée clear. And men of
intuition who are only intuitive cannot have the
patience to reach the first principles of things
speculative and conceptual, which they have never
seen in- the world, and which are altogether out of
the common. o

The  unheroic, hollow nature of Watt as a fictional gharacter
stems from his inability to reconcile the esprit gg_geomettic

with the esprit QSAFPneése. The result is a dehumanization

which is characteristic of the anti-heroes of post-Enlighten-
men t thought.“'But-Beckett is working'fn the only way he sees
possible towards a reconciliation of these two.approaches to
experience. While-just as obsessed with mathematics as Watt is,
Mo1lby; for example, possesses a kind'of esprit ﬂé fihesse.

Dostoyevsky's narrator -in Notes from'Undergrodnd shows the way

%ebkett takes in attaining his precarious and 'negative"
balance of the mathematical and the intuitive:.-

..even if man was nothing but a piano key, even if
this could be demonstrated to him mathematically - .even
then, he wouldn't come to his senses but would pull
some trick out’of sheer ingratitude, just to make his
point. And if he didh't have them on hand, he would
devise the means of destruct§8n, chaos, and all kinds.
of suffering to get-his way. '

Watt is overcome emotionally by the_poSsibilitTés suggested by
Erskine's picture. He is made to suffer, and as Beckett stated
‘in Proust ''suffering is the main condition of the artistic
experience." Watt finally‘gains'contrbl of himself by rejecting
this vision and concluding '""that the picture had not been long
in the house, and that it would not remain long Tn the house,
and that it was one of a series.'" (p.131) Nevertheless, Watt's
éxperiences point the way towards the later artist heroes.

Not forgetting Beckett's ironic comment in the Addenda
to the novel, ''no symbols where none infended“d a sexual inter-
‘pretation of the pictures's significance is possible. Watt
prefers to keep the breach of the circle at. the lowes't point,
Nfor it is by the nadir that we come ..., and it is by the nadir
that we go, whatever that means.' (p.130) The breach in the

circle can be seen as birth,. the breaking away from the womb to

form one's own céntre. One's search is henceforth to return to
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the womb. [n essence, this is the quest of Molloy for his
mother who is both womb and tomb, the way we both come and go. -
In.writers‘such as . Plotinus and Rilke, for example,
the circle is hermaphroditic in nature, incérporating‘both the
masculine and feminine principles. There seems. to-be a parody
of this Concept in Watt's relationship with Mrs. Gorman. Watt,
"not-a woman's man'', . and Mrs. Gorman, "not a man's woman'!’
(p.139) almost negate eéch other's sexuality. To confuse further
the sexual identity of the couplée and to suggest the herma-
bhroditﬁc nature of the relationship, Mrs. Gorman_ttsis duly
repdrted, had her left Bréast remaVed “in the heat of a surgical
opefation;”'(p.lhO) . ' .

"Watt sits on Mrs. Gorman's lap in a foetal position and
caresses her. The couple are constantly involved in a‘circular
movement, first one sittiné on the lap.of the other, fhe situation
then being reversed.ét-regulariintervals.= The eccentric Watt: -
(like Walter Shandy) even. seems " to make love' according to. a-
mathematical pattern. vTheir love is, in féct, never cénsummated
""for Watt bad not the strength, and Mrs. Gorman had not the time,’
indiSpensabléAto even. the most perfunctory coalescence.'" (p.14l)
Love clearly offeré no means of closing the circle and uniting
it with its ceftre. The ideal symbol of Watt's world 'is still
a circlé;for'it so fdfceful]y asserts.a limftksolipsiétfc, self--
contained and inescapable. But after the encounter with M. Knott
this circle is forever broken. |

After his expulsion from Mr. Knott's, Watt is next seen.
as the inmate of a mental asylum. Even here his language;
thought greatly distorted, shows a last desperate attempt at
Iogic;' He tries,; for example, various inversions and displacements
of words and syntax, '"Dis yb dis, nem,.owt.' (p.168) Michel
Foucault' observes that ''the logic of the mad seems to mock that
of logicians because it is exactly the same."2}  The ultimate
language df madness appears paradoxically to be that of reason.

But'Watt'learns'(in somewhat the same way as Kafka's Land

Surveyor'in Thé Castle) that no convolutions of logic will ever

permit him to attain to knowledge of the Suprarational.-



Lk

Due to the jumbléd narrative structure of the novel, thé
‘last the readef»seés of Watt'conﬁerns his departure from Mr..
Knott's. After waiting all night at the train station, Watt
leaves in the morning with '"a ticket to- the end of -the line."
(p.244) The sun-rises again.and Watt-is back in everyday:
reality in which the laws of cause and effect which were sus-
pended at Knott's are operative‘again.: It is a world in which
those assembled agreed that ‘ |

The hills falling to the plain-made as pretty a

picture in the early morning light'as a man- could hope

to meet within a day's march. (p.246) ‘
But Watt has seen his picture, and the view of life it presented
was essentially tragic. Watt!s sun has set, never to rise
again.  Thus ends Beckett's ''cock and bull sfory”,‘his mos t
'Shandean' novel,. characterized by its often whimsiCaT treatment’

of impotence and futility:
v

The-artistic dilemmas raised in Watt foreshadow the
radical théory of art Beckett puts forth in his manifesto,

Three Dialogues. Here Beckett states that the -artist cannot

escape the dualistic nature of the creative process.

Two things are established, héwever precariously:
the a]iment,,from-frUits on plates to low mathematics-
and self-commiseration; and its manner of dispatch.
~All that should concern'us is the acuté and increasing:
anxiety of the relation itself, as though shadowed
more and more darkly by a sense of invalidity, of
inadequacy, of existence at the expense of all that it
excludes, .all that it blinds to.22 .

In the elliptical, and oftén esoteric, Three Diélogues, Beckett"

simply states his conclusions about the nature of art. The
analysis of'ﬂéli in terms of the issues and consequences of .

the Humean-Kénfian debate a]]dwsAfor a tracing of .some’ of .the
'philésophiéa]’underpinnings 6f Beckett's nihilistic theory of
art.’ The‘SCeptica]'side of Hume's empiricism raised the question
of the '"'acute and increasing anxiety of the relation' between

the perceiver and. the perceived, the subject and the object.
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Hume's negative conclusions implied that there was a complete
absence of relation between the two. Kant's theory of the
categorfes,whis Copernican revolution, was an attempt’at
salvaging from the empiriéal attack on mataphyéi;s-the phen-
omeno]bgicél_elements necessary for-any ontology: Kant's theory
.of‘knowledée'woﬁld-abpeal in some ways to-Backett, who sympathizes
guite obviously with the idealistbtradition‘in philosophjzing.
Concluding with Humé that empirical experiencée does not allow for
certainty about causation, self,gluil,fBeckett dbes not, of course;
move towards a Kantean conception of form.. For Beckett the
Kantean.éategorfesino iOnger‘have-any cpgnitfvelvalue.- They.dO'
not apply to the world of Knott in which Watt moves. In the absence
of all relation between "inner'" and '"outer'", between tﬁe self .
and not-self, Beckett rejects empirical perception. which posits-
its object as existing.. On the other hand, the imaginative’
consciousnessness posits -its object as nothingness, as non-.
existent. Watt's failure‘to’establish any félationship with Mr..
Knott can be seen at one level as charaateristic of the fictional
process itself, It is dualistic (Watt-Knott), but sincé it posits’
its object (Mr.:Knott) as a nothingness there is no possiblity of
eStablishihg felationships between the two terms. The artist ié
doomed’ to.failure. ,
But Beckett is compelled to find some way or ordering-

his vision of chaos. The crux.of the problem is stated in the
Addenda to-Watt: how can one ''nothingness/in wode»enélose?”.
(p.146) While Beckett rejects realistic art as a grotesque
fa]lécy; he is, in-his own way,.commftted to a type of mimesis.
The “alimgnt”‘of Eili’ the donnee, .is Mr. Knott, and to create a
~legitimate form for the work of art which seeks to enclose him
Beckett must fashionjén‘aesthetic of nothingness. Since’the
dualistic conception of the creétive process is inescapable, the
best Beckett can do is to reduce. the constituentﬂterﬁs (forh
and>content) to the bare minimum until they approach nothingness.

" Watt is an anti-novel that i1lustrétés the impossibility
of writing novels. The use of form in the novel is so arbitrary
that it éndslﬁp by calling itself into ﬁueStibn;v When the -reader’

finally Iearns that the story is told by Sam, an inmaté with Watt
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at the asylum, the credibility of the narrative is even further
undercut, if that is possibie. At one point:Sam, the first
avatar of the Beckéttian Wt admits that he does not know

all the}stbry, since Watt could riot remember all the details:-

Niether thée teller nor the tale'can:be»trqsted. The‘novel“s

v“form“ is centripetal, proceeding-like ?Ti€5tfam Shandy through
. its digressions, all-of which radiate fromvthé céntral nothingness
of Watt'svnoh-meeting with Mr. Knott. A.prime eXampie of the
labyrinthine movement of ﬂiii is Arthur's story about Louff
and-Nackybal, Arthur concludes that '"in another-place he might
héve told thisstory to-its end. But-on Mr. Knott's premises,
from Mr. Knott's premises, that was not.possible....{(p.198)
The same situation appiied'to,Sam, who is forced to place-an
Addenda at the supposed conclusion of Watt's adventures. Since’
the Addenda-are numbered (1),..it does. not. appear that "only
fatigue and disguSt” prevented its incorporation. The Addenda is:
possibly the first of a series-of recalcitirant materials Sam
was not able to use. The reader is thus left without all the
possible terms involved in the Watt-Knott equation. Beckett"
submits wholly to the incoercible lack of relation. The novel
itself is like an irrational number,._ forever. running on towards -
infinity, bdt never capable of arriving. As thé_iil fafed'Lynch
clan discoyered, the whole number, the milléniﬁm, canndt’be:
attained. |

Watt's journey to Mr: Knott's, his period of service,
his expulsion, and his return to the outside world suggest a
circular patterning of the quest. - But even this simple structure-
is.altered. 'Two, one, four, three,. that was the order in which
Watt told hisvstory. Heroic*.quatrains are not otherwise-
elaborated." (p.215) The picture of the broken circle in
Erskine's room represents the.ontologiCal chaos Beckett. tries
fo shape in Watt. The whole point of the story is that-all
spatio-temporal metaphors of form no longer apply. From the
absurdities of form and formlessness come much of the fantasy,

wit, and humour of Watt. |In this regard Beckett's novel

resembles Flann O'Brien's The Third Policeman much more than it

does Kafka'S“The'Gastlé with which it is often compared.
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The concept of form arrived at ig'ﬂiii shows -a marked
advancement from Murphy in' that Beckett is now more concerned
with the way language itself functions. Words are used in Watt
as counters in language games. There is no point in aékfng“fbr~

the use of words, says Mittgenstein in Philosophical Invest-

igations, since there are many games that could be played.
With each counter. In order to appreciate the range of contrasts
in a particular game we may surround it with other games. Our
interest will not.be in games acutally played but in imaginary
and even bizarre cases, since they point up more:sharply the
contrasts in the‘games'ﬁnder invéestigation:. But in'ﬂifi:all
the langdage'games played around Mr. Knott, especially the-
pages of word catalogues. involving the repetition and variation
of a few phrases, highlight the utter inéomprehensiOn-of the
~human intelligence when faced with a nothihg who appears as a
something,

For Watt the failure of his naming processes is not-
tompletely négative;

Not that Watt’ longed at all times for this restoration,
of things, of himself, to their comparative innocuous-

ness.for he did not.. For there were times when he felt
a feeling closely resembling the feeling of satisfaction
~at ' his being so abandoned by the last rats. For‘after

these there would be no more rats, not a rat left, and’
there were times when Watt almost welcomed this prospect,
of being rid of his last rats, at last. It would be
. lonely, to be sure, at first, and silent, after the
‘gnawing; the scurrying, the little cries:(p.8%L)

It is in this world, silent, dark, at once welcomed and feared,
that the later artist-heroes make their little explorations of

the void. -
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Molloy, Malone Dies; THe UnﬁamaBIe:
A Labyrinth ofiNovelé

"Sweet Spirit,

what souls are these who run. through this black haze?'"
And he to me: '"these-are the nearly soulless whose

lives concluded neither blame nor praise. They are-
mixed here with that despicable corps -of angels who-
were neither for God ' nor Satan, but only for themselves.
The High Creator

scourged them from Heaven for its perfecf béauty and-
Hell will not receive-them since the wicked might feel
some glory over them.'!' And |

'"Master, what gnaws at them so hideously their
lamenatation stuns the very air?'" "They have no hope’
of death,'" he answered me,

Yand in their blind and unattaining state their
miserable lives have sunk so low that they must envy
every other fate. - ‘

No word of them‘sdnvives their living season. Mercy
and Justice deny them even a name. Let us not speak
of them: look, and pass on."

Dante,. The Inferno, Canto |11, 1. 30-48

In Murphy and Watt, Beckett showed that both the ration-
alistic énd’empiricist philosophies had one assumption-in common
which resulted in both terminating ina scepticism from which
nothing positive seemed forthcoming. Both philosophies assumed
that in knowledge one could possess what is.g]fimately real,
either in terms of sense information or.in the form of rational
" thought: What these philosophital positions tend to forget is
that there are limitations in the nature of the case, for since
man is involved in the knowing; his doing so.has part in the
regaultant - knowledge and so there can be no pure transcript of
truth in either sense or reason. [t is necessary to'study the
knowing before claiming that there exists-a knowledge of some-
thing beyond it called ultimate reality. The crucial question
concerns . the character of the relation between.thé knowing and
the reality known. In the trilogy Beckett carrries much further
than he did in Watt the artistic exploration -of the change of

outlook Kant called his "Copernican' Revolution. lInstead of
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assuming what is'rea], Kantjsﬁggests.we proceed with the idea
in mind that whatever reality we do know is precisely such as
"conforms'' to our human ways.of knowing. The philosophical’
dilemma of fhe_Beckettian "1" which fully emerges in Molqu,

Malone Dies, .The unnamable can be approached if viewed as a

fusion of the Cartesian '"ego,' severed from external reality,

and the Kantean 'ego,"

contingent with empirical reality.
Beckett's "I" stands for the existential situation of each

narrator, while at the same time it represents an ideal,.

essential "I'" or self that can only exist outside of the
categories of space and time. The tension between the two
dimensions of - "I" is at the core' of the trilogy.

But the ‘idealistic tendencies in Kant's own thbught.in
no way accounts for the facticity of the Beckettian "I['.:

William Barrett in lrrational Man points out' that

Kant, before Hegel,.had madé a statement on the
subject of existence and reason that has become
decisive for modern philosophy. Kant declared, in
effect, that existence can never be conceived by
reason....'"Being," says Kant, '"is evidently not. a
real predicate, or concept of something that can be
added to the concept of a thing." That is, if |
think of a thing; and then-think of that thing as
existing, my second concept does not add any
determinate characteristic to the first.

Barrett goes on‘to'eXplainAthat

when Kant made thijs point; he was speaking, or

intended to speak, form the more positivistic and
scientific side of -his philosophy. From the point of
view of theoretical knowledge existence is negligible,
because:knowledge wants to know about a thingi'and the
fact that it exists does not tell me-anything about.it.’
-Unlimitely, ‘what | want to know about'the thing is what
characterizes it in the way of definite observable
qualities; and existence, for from being an-observable
quality is in fact too general, remote and tenuous a
property to be represented at all to the mind. 1"

This is the crucial dilemma Beckett deals with in the trilogy..

How can the series of ''|'s"

describe their existence, sémehdw»
validate their being?
Beckett's major artistic concern is' thus the séme

problem that lies -at the centre of Western philosophy, namely,
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the distinction between existence and essence, becoming and-
being.  With regard to this question, Beckett's position:is’
analogous to that of Kierkegaard, who agreed that existence is
not a concépt because if is too‘compTeX to be reduced to an
intellectual éystém; ‘Beckett shows in the unending cycle of
being in the trilogy that all that is real is the individual's"-
perceptions of himself which are continually in flﬁx.' The
inescapable datum of existence is that the self cannot escape
self-awareness, a situation forcefully expressed in .Beckett's:
Film, |

All Beckett's narrators are victims in an obscure’
assize Where to be is.to be guilty. |In Beckett's world there
is"no possiblity of .a Kierkégaardian “"leap' which would allow:
for an escape from the nothingness of man's being. While the
trilogy is a major existentialist document in the general
sense that ‘it deals‘with the.irreducible data of maﬁ's being-
in-the-midst-of~the-Wor]d,.it-is also essentialist: That is
to day,: the "l's" attempt to discOver‘thé absolute self that
‘exists outside of the existential world of ''bad faith' peopled
by thé pseudo-selves. The Unnamable asserts that his-prime- _
virtue is that he has not been duped.’ Likewise Molloy and Malone
struggle valiantly to maintain a type ofiexistential'intégrity;
However, .they still attempt the impossible search for the self
beyqnd space - and time, thereby indicating that they are heirs
to the essertialist tradition that permeates Western thought:

Existentia]iém, as far as that amorphous ‘movement can
be described,.is a recoil from rationalism, especially the
cosmic rationalism of Hegel.. The structure.of the trilogy
could be seen as a' ruthless parody of the Hegelian dialectic
that culminates in the Absolute.  Beckett stated in Prouﬁt
that the artistic-venture involves the progreséive unfolding
of a search for '"the Model, the ldea, and the Thing.ltself.“2
Similarly Molloy describes his unreal journey as'the ''second
last but oné’bf.the form fading among fading forms" (p.16).
Thé>dynami¢5‘o?‘the trilogy.could be described in terms of a
Hegelian‘Dialectidf.Moran (the "“thesis) and Molloy (the
“antithesis“)‘culminaté in Malone, in turn his death (the

dissolution of the '"synthesis''), reveals fhe "Absolute', the



53

Unnamable, the figure Eehind'all of the previous fictions.

‘ The- Absolute..is portrayed by Hegel'as-stkivihg'
constantly to overtome,,or‘resolvg, this dialectic of thesis
-and antithesis by hjghér and higher synthees, until it will
finally achieve a complete self-realization in an all-encom-
passing'synfhesis, which will include alj'parial truths in one.
vast truth. As the dialectical struggle:goes Qn;gand the v
universe deveTops, so -does understanding of it.. Until .the
world becomes completely intelligible there can only be‘limited
jcomprehéhsidn-of’its stfucture; since the deve]opments themselves
were not yet completely rational. Therefore the entire-
structure of the universe canfonly be stated when the Absolute
has- reached full self-realization. At that point thought and
being will become identical, since ful]'compreheﬁsion and - the
full state of the universe wil'l be oné and the same'thing;—

This is the apocalypse Beckett's narrators, especially
the Unnamable, search for, but the‘grand synthesis never.arrives,
Godot neVer*appears.5 Hegel's objective-idealism is the final
culmination of transforming the Cartesian metathsit into a
theory where only mind is real, and only mental actions and
effects can form a basis for-acCOunting for the world of
experieﬁce. Brian Coffey even suggests that the Descartes
of Beckett is ''possibly the Descartés seen by Hegel as the
bold spirit of return.to the very beginning of enquiry.”3'
While Beckett's logical development of the Cartesian ”ego“
from ”Whoroscopé“ and Murphy onwards culminates (inevitably
ftt.mjght be 'said) in The Unnamable, a mockery of the Hegelian
Absolute, Beckett's whole attempt héd been to escape the
dead end of the rationalistic and idealistic concept of-
essence as applied to the self. Beckett's only explicit
reference to Hegel appears in this amusing bit of dialogue in
Murphy:

"The repudiation of the known,' said Neary, "a

purely intellectual operation of unspeakable

difficulty."

‘"'Perhaps you hadn't heard,'" said Wylie, 'Hegel"
arrested his déve]Opmen%§'(p.222)
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Hegel submerged the individual consciousness in a_gkaﬁd unity:
of ideal mind.. But for an . Existentialist such as Beckett,
 who insists that reality is only what he himself knows and feels,
this i; meaningless. Any system of thought' that overrides the
sufferefhg'existent fs tyrannical,. at best the butt of wry
“humour. Beckett's universe is chafacterized'by the absolute
absence of absolutes. His ”ﬁoefﬁc metaphisic” or 'poetic
.logic“'resolves'itselfvinto a "Viconian" 'cyclical process»oft
fhesis, antifhesisz'synthesis-chaos. As Beckett's fictional
purgatory is cyc1ica1'rather4thanfconical it excludes.all
culmination. The poetic language of the trilogy i5 so rich

in associatidns; pqééesses such a great inaginative depth that

Molloy,.Malone Dies; The Unnamable, 'a remarkable achievement.

in tﬁéir own }jght, apbeaf as summarieé.of all the noVelé or
philosophical systems.ever created. AS-a possible sub-structure,
the Hegelian system is.particularly useful to point to for it
emphasizes the quéstion of essence and existence which is vital
throughout Beckett.

For Beckett the major existentialist problem is that’

of language. The first avatar of the Beckettian "I." Molloy,
states at the beginning of his' tale, "What | need now is-
stories, it took me a long time to know_tHat,?and I'm not sure

of it." (p.13) _On the same page, Molloy, however, goes on- to
suggest that it would perhaps bé better ''to obliterate  texts:
tHén to blacken margins, to-fill in tHe ho]es~of.words till

all is-blank and flat, and the wholevghastly'business looks like:
what is, senseless, speechless, issueless misery." These two.
s@atementS'may be‘seen as an illustration of the creative

diléemma which lies at the céntfe of the tirilogy. Only by-speakiﬁg-
of'anyfhing at all‘may the writer find those words which will
discover the self and release it from its torments. But in
speaking, in the temptation:to false being and false becoming,
thereAlies”thé paradox that to be' himself the writer must first
.havé‘to be false to himse]f‘(the false being what is normally
termed:”realism” of life and literature), to speak when -the’
“truth leads to barreness and silence; In the trilogy all the
ﬁarrator'é come to_realize'that'the only poséible way of .trans-

scending this dualism i5 by means of the mediation of art, that
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is-to say;¢Wthe stories''. The only hope for salvation-lies-
in discovering th?dugh a scramble of words some interpenetiration-
between self and ndnﬁ%elf,'betWéen the internal and external.
The methodology is clear19 symbolic in both the literary and
philosophic sense. But Beckett and his heroes are-at most
only problematic or sceptical symbolists. Each '"Synthesis''"
fai]é to.supply the lohg sought® for answer to thefriddle‘ofAfhe
self; each dfsénfegration of the re]atiohship between 'fact"
and “fiﬁtion” qustiOns moké radically the creative process.
Several critfcs have pointed out that Beckett!s
narrator's are portraits of ‘the artist as an old ' man. But in
the trilogy, by means_df a macabre transformation, the grave’
sheets serve as swaddling clothes. Each artist'figure mus t-
relive the history.of the race which Beckett sees as a cyclfcal
process.. As a result, Molloy and the other moribunds seem. to
have entered a type 'of second -childhood in which the artist
figure becomes a portrait of the artist-as a thfid; Beckett
himself has stated that‘”there is a great deal of the unborn
infant in the lifeless octagenarian; and a great deal of ‘both
in the man. at the apogee of his powers;”h ’ ‘
However, this cyclical process appears to have placed
Molloy in a type. of limbo outside of the normal categofies
of time and space. ‘Mollby.wanders in the third zone of Murphy's
mind,. and is only a -form fadingfamong fading forms.

And even my sense of identity was wrapped in a name-
lessness often hard to penetrate... and so on for all
the other things which made merry with my senses.. Yes,
even- then, when already all was fading, waves and
particles, there could be no things but nameless things,
no -names but thingless names. |.say that now, but

- after - all what do | know now about then, now when the:
icy words hail down upon me, the icy meanings, and the
world dies:too, foully named, All | know i5 what the
words know,.and the dead tings,. and that makes a
handsome little sum, with a beginning, a middle and an
end as - in the well-built phrase and the long sonata.of"
the dead. (p.31) '

While this passage points towards The Unnamable and Beckett's

full-scale linguistic analysis of the pfoblem of self, what is
most’ important for Molloy's quest is the disjunction in time

between the "“now and "then'. The room in which Molloy
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scribbles his story which has become his raison d“etré

functions“agaih*aé a symbol for a spatio-temporal definition

of the self. The room: is identified with a head, the home

of the Cartesian res cogitans that cannot be treated within
Kant's two g'priori categores of sensuous intuition. Molloy

moves very slowly, "

as in a cage out of time, as the saying is,
in-the jargon of the schools, and out of space to be sure."
(p.51) The artistic problem becomes a philosophical one for
Molloy, "My Iife;-my'life, now | speak of it as somethfng~
over, now as ef a joke which still goes on, and it.is neither,
for. at the same’' time it is over and it goes on, and is there
any- tense for that?" (p.36) Consequently, Molloy is forced

vfo tell his story. in the "mythological present.'" The naive:
logic .and linear concéption of time embodied in syntax make

all discourse by neteséity a "fiction:". For it is only by.
escaping the traditional categories of thought and perception
that Molloy can hope to describe accurately his 1life among

the fading forms. He eVeh.compares himself to Descartes'

bit of “melting was.'" (p.47) Molloy would regard Kant's
”scheme” as .a modern Freudian would, that is, as constructs

of repression imposed by tHé ego. But Beckett is unflinchingly
faithful to some type of rationai discourse: only through a
transcendehce of logic-by-]ogit'ddes he believe the self's
freedome can’bejdiscovered.' ' v . -

This brief descripfionvof the philosophical and’
aesthetié problems encountered by Molloy sets the Swéne for the
subsequent narrators.. The story of each "I" in this labyrinth
of novels constitutes a seéeparate whole, but each work depends
"qpon its<préde¢esébr for its full significance. - In the
following analyses each work will be treated separately,

'"Landscape ihMo]Tox,ﬁ ""The Art of Dying in Malone Dies,

“Sciencé Fiction fn The Unnamable.!" At the same' time some of the

complex interrelationships-among the novels will be traced.

2
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Chapter 111 .
| ‘ Landscape in'MdTTay
The two basic litefary-forms employed in Mofloy
throw light up6n Beckett's use of. landscapé.“ While Molloy’
possésses;greatverudition, her percéeption-harkens back to a:
more primitive form of imaginatiOn;.thé mytholégocal. At one’
point Molloy refers to his wanderings a§ but a 'nursery tale"
compared -to his ‘present situation-in.the room. Molloy's
search for his‘mother'takes the form of an archetypal épic
journey; The very indefiniteness of his wanderings suggests
a host of mythic patterns. The most obvious parallels are with
"the Odyssey. '"Molloy recalls having sailed the ocean; the
fleeting-fema]e figure that approaches him on the. seashore-
from the circle of her companions and then-disappears again,
repeats in»hinté the appearahce of Nausicaa: Madame Lousse
who: keeps Mbl]oy captive for-a time ih-herﬁgardenaﬁears features
of the enchantress Circe. And what is the incessant murmuring
;hét Molloy hears? Perhaps the éong of the-sirens luring hitm
to death."! .

- Such speculation is almost endless. What must be
noticed is Beékett's use-of a typé of palimpsest principle’
with regard to. the question of literary form.in Molloy. Part-
two i$ stﬁuctured in'terms‘of‘arparaody'of-what is usually
regar&éd as é.sdbf]ftéfgryvfokﬁ,'thé detective “thrfller.“

Beckett's philospphica] use of the deteétive.genre is similar

to its use ih Robbe-Grillet's The Erasers, Borges' Death-and the

Compass, and lonesco's The Victims of Duty.:A comment in lonesco's’

play most accurately describes Beckett's reasons® for using the
detective' form:

A1l the plays that have-ever been written, from
Ancient Greece to the present day, have never really
been anything but thrillers. Drama has always been-
realistic and there has :always-been a detective-about.
Every 'play is an investigation brought to a successful
conclusion. _There'is a riddle and it is solved in the
final scene.

W. H. Auden. even goes so far as-to draw an elaborate parallel

between the phases of Aristotelian tragedy and those of the
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detective thriller.  Furthermore, he adds that 'in the
"detective story; as-in its mirror image, the Quest for the
Grail, mapS'(thévrituaT of space) and timetables (the ritual
of time) are desirable."3
Moran, an-agent for a metaphysical detective agency
headed by the mysterious Youdi, lives in a smug bourgeois®
world in-which the time-space coordinates are precisély
defined. His concern with perfunctory religious observance,
his discussion with the pr?est,'sets up the feeling of a
closed society in which vaiués are-neatly defined. But the
sense of uneasiness which pervades -even  this world creates a
feeling common to many pulp detective novels in which the
milieu is a'vicarage'in which guilt enters. THe innocent of
Moran's bourgeois Eden is disrupted by the hessage from Gaber"
ordering him to hunt down Molloy. But Moran does not begin-
methodically like a Sherlock Holmes to plan his journey. At
once this detective hunt takes ‘on Freudian-implicatibns. O0n
the threshold of the Molloy case, Moran discovers '"The fatal
gleasure principle." (p.99)‘ He states that he héd never come
face to face with 0bidil (an anagréh of‘libido), supposedly one’
of his other clients. Moran, whose prototype seems to be
Cooper in Murphy, has had dealings with Beckétt's whole '"gallery
of moribunds,. Murphy, Watt, York, Mércier; and all the others.!
(p.137) Hence his search for Molloy involves a search for the
self, a confrontation -with -the dark libidinal forces which Tie
beneath his facade of bourgeois respectability. The Molloy he
searches for seems to be a '"fabulous being' of his own:-creation.
The metephorical equation of the artistic process with the
detective hunt is supported by Beckett's statement in Proust:
"The work of art pre-exists and is discovered within the‘arfist;“
Béckett!s use of the epic and détective genres supplies-
an- important inlight”  into the problems of epistemology, and:
philosophy of form in Molloy. The epic form allows for:a blurring
of the spatio-temporal cobrdinates. lts use of landscape is’
more important for its poetical and mythic associations® than

for its actual naturalisti¢ descriptions of a definite historical

milieu. On the other-hand,.the detective étory presents a

4
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scientific, rational ordering of the universe. The function:

of the sleuth in détective'stories is to restore the state of
grace in whfch’thé aesthetic and ethical are‘oﬁe: vBut{in
VMoIon the function of Moran is to establish a state in which
the aesthetic and philosophical are oné. This process involves.
the destruction of the ''schema' of the detective genre until
Moran's hunt becomes. an aimless journey. towards chaos'. Thus“'
the breakdown of literary form allows for an identification
withﬂBeckett's philosophy of form which involves a nihilistic
aesthetic in.wﬁiﬁh ""forms fade among fading forms.!

V Thé landscape of'MdTldy ranges from Moran's ordered
garden, eyery detail of»which hé has memorized, to-chaotic
boggy Ballyba where Molléy/beCOmes lost in a jungle-like
forest and eventually covers in a ditch. It ranges.in time
from birth to deatH»or from life to death-in-11fe. In
psychalpgicallterms'Beckett'depicts in the landscape‘the
physical rality which céonfronts man and the order which hé
projects-into it in an attempt to cqpe‘with'his environment.

He also shows the inner reality of the mind;. labyrinthine and
impenetfébTé;' The movemenf,of the novel is circular and end-
less; not only do the-chérgcters Fajl‘to reachitheirjgoal; but
they-also fail to realize that‘thére is no way of attainiﬁg'it.
ln~this-re$§eCt;‘the StructUre of,thé novel résembles the form
of a Moebiu5'strib which is both endless and one=sided.

The most obvious' use of the landscape is to show the
contrast between ''Molloy country'* and Moran's customary"
environmenf; or possibly befween the chaotic inner world of - the
subconscious and the artificially structufed physical world
projected by the conscious mind. Molloy reflects: ”Mollby your
region-is vast, you have never. left it and you never'shall.
and wheresoever'you wander, .within ffs distant limits, things
will always be thée same, precisely.!"(p.66) With his de-mytho-~
logized sensibility, Moran sees the Mo]]oy'country as a
Unarrow region' whose main settlement wés no more than a village.
Both learn, however, that the scope of the mind; the interior:
landscape, 'is limitléss and unfathomable. For Molloy there is
no escape except thé return’ to the eérth mother, a wondering

through the forest that ends in a ditch. ''Molloy country';
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or thé land -of Ballyba, is a'region of apparently un-.
productive bog and meagre'pastures:i

But the principle beauty of this region was a kind of
strangled creek which the slow grey tides emptied and
filled, emptied and filled. And the people came
flocking from the town, unromantic people, to admire
the spectacle. Some said There is nothing more
beawti ful than these wet sands. Others, High tide

is the best time to see the creek of Ballyba. How
lovely then that leaden water, you would. swear it was"
stagnant, if -you did not know it was not. And yet’
.others held it was like an underground’ lake. But

all were agreed, like the inhabitants of Blackpool, -
that their town was on thé sea. And they had Bally-
on-Sea printed on their notepaper. (p.134)

The'strangléd creek may be’ the subconscious which
receives an ebb and flow ofiinformatjon and which man does not
understand, but can only try to explain; or it may be the
represséd personality which is seldom allowed to emerge. To
some  observers, these manifestations of character represent
genius, to others, madness. The observers are certain of
only one fact' - that they know very little about' the mind. The

peoplée all agree that their town is on the sea, and Moran

exclaims with frustration: "Unfathomable mind, now beacon, now:
sea!™ In contrast, Moran's environment is ordered and familiar:
Does' this mean | shall one day be banished from.

my house, from my' garden, lose my trees, my lawns,

my birds, of which the least is known to-me and’ the
way. all its-own it has of sining, of flying, of coming
up to me-or fleeing at my coming, lose and be banished
from the absurd conforts of my home wheére all.is snug
and neat and all those things at hand without which

| could not bear being a man, where my enemies cannot
reach me, where it was my-life's work to adorn, to
perfect, to-keep? | am too old to lose all this

and begin: again, 1 -am too 01d! 'Quiet;.Moran, quiet:
No emotion, please. (p.132)

Moran's journey insearch of his subconscious or-hiddén idéntiiy
is a '"long anguish of vagfancy and fréedbm.“' He can hardly
bear the necessity of abandoning his carefﬁlly structﬁred
existencé which has acted as a barricade betwéen his conscious
“and subtonscioﬁs; between the Moran that others know and the
Molloy that lurks within.  Finally, he again seeks refuse in

his_garden.' Now, however, the bees and hens are dead,.and the
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birds are wild. The formal patterns are-gone, but enough
order and familiarity remain to allow Moran to continue to
function as a semi-conscious ‘individual. ~
. There is.als0 a contrast bétween the gardens chosén

by Molloy and Moran. Each séems to assume some traits-of

the garden he inhabits, or perhaps it is more correct’ to say’
that each gardéen is merely a projection:-of that character's
interpretation of reality. Molloy remembers:

And there was another noise, that of my life becoming

. the life of this garden.as it rode the earth of
~depth and wildérnesses. Yes, there were times when

1" forgot - not only who*l was; but-that | was, forgot .

to be. "Then 'l was no longer:-that: sealed jar to which

| owed my being so well preserved, hut'a wall gave’

way and | filled with roots and tame stems for-example,

stakes long since dead and ready for burning, 'the

recess of night-and the imminence of dawn, and' then

the labour of the planet rolling eager into winter, -

, winter. would rid-it of these contemptible scabs:..But-
that did not happen to me often, mostly | stayed in.

my jar which knew neither seasons or gardens. (p.49)
The identification of the self with nature i{$ reminiscent’
of Arsene's mystic fusion with the cosmos. For: Molloy and
Arsehe‘cbnsciousneSS“is,‘h0wever,.eSsentia]ly solipsistic.:

The jar is the “Cartesian“’br»geOmetrica] description of the
body,. the impenettrable barriér-between,consciousness and the
external world.  The most important‘part of Moran's garden
"is his'beehive where he spends hours -trying to interpret a
system of signals in the figures and fhythms of the bees' dance.’
| f there areno apparent restrictions on behaviour, he feels
compel]ed to impose them. Lousse's wicket is never.shut, but:
Morna's wicket is always locked. On his return Moran finds
that his key does ot fit, and is forced to burst the gate open.
He is gradually being freed of the restrictions demanded by

his conscious mind. He must now use physical effort to regain
the sanctuary of order on which he had previously depended."

The change in léndscape is matched by a physical de-
_generation in the characters which reveals man stripped of the
influence of his created énvironment and of the formal approach
he is taught. to apply to reality. Molloy wanders using crutches

to support -his weak knees and eventually chooses to remain in
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a ditch. He“has“been dehumanized until he 'resembles a
worm. The key faétor in this progressiveEdismemberment is
the bicycle. 'Hugh Kenner has termed the symbsl of the
Beckettian hero on his bfcyclé the lI‘C'art'esian'Cel"itau-r”'i,v-vAthé%
perfect corporeal mechanism. This ideal fusion of body and
"mind”constitutes one of Beckett's most important philosophical
vsymbo]s, for it seems to .do away with the cgnfu$ion in which .
Désca;;eé-left'the mind-body probﬁem} "The Cartesian Centaur
was a seventeenth-century dream,“the.fatal dream of being;
knowihg_.,'.and-_.movi_n‘gAlikbe"a“god‘.”5 But this apotheosis: A
inevitably fails. Foriﬁal1oy, a.derelict remnant of the
Cartesian'man-maCane, the bicycle soon becomes -only a memory:.
of  a more ideal‘paéti

Moran.also degenerates physically and mentally.  His
leg is weakened until, like Molloy, he is forced to use a’
bicycle and'crutches,Ahis;clothes rot off him, perhaps ”
symbolfzing the elimination of the effects of civilization,
and hisjmfndgtan no ]ongér distinguish betweenh reverie and
reality. This degeneration is echoed in the landscape. Moran
moves from his cultivated ordérly garden to a wasteland where
only,bjfter_grass and weeds can_grow; Molloy describes this"
desolafe'region which could be both the earth stripped of man's
false fmpressions offitsrbeauty and’ the primitive prison of
a man reduced to a bestial state:

| listen-and the voice is of a worlid collapsing
“endlessly, a frozen world under:a faint untroubled

sky, enough to see by, yes, and frozen too. And |
héear. it murmur that all wilts and yiéelds, as if loaded
down, but there arero loads, and the ground too,iunfit
for loads, and the light too, down toward an end it
seems can never come. For what possible end to these"
wastes where true light'never was, nor any upright
things, forever lapsing and crumbling away, beneath

a sky without memory of .morning or hope of night... and’
it says that here nothing stirs; has never stirred,.
will never stir, except myself, who do not stir either;
when | am there, but see and am seen. VYes,.a world
at.an end, in spite of appearances, its end brought it
forth, ending it began,iis it clear enough? (p.40)

"The names. in the landscape  also seem to be' suggestive: .
Like Baudelaire and Joyce before him, Beckett draws parallels
between. the body and the landscape and cityscape.. Moran, for

example, sends his son to Hole which could suggest nothing or
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nowhere, Helf or the. underworlid as well.as gross reference
to the body or excrement. Throughout Mollox the landscape
is sexualized, especially in excremental ﬁetéphors. Molloy
wryly speculate§ on his memory of an anal birth, concludes
that it "must be her arse! the moon ''shows us always' (p.39),
and is lead finally to state' that the anus is the chief
orifice of our being.- While both Molloy and Moran have an’
excremental vision of reality, the former's is separated
from the latter's in its vigorous humour which has nothing of-
the prudish about it.: - |

_ MTurdy" could also refer to excrement, while ''Bally"!
i5 an English sléng'térm meaning ''confounded.'" The suffizes
""ba'' and '"baba' to indicate '"Bally plus its -domain' and Mthe
domain-exclusively' are nohsense syllables which add to the
feelihg‘of‘confﬂsion; "Baba' is also a French word meaning
""flabbergasted'", 'amazed', or '"dumbfounded.'" All these terms
supplement the descriptibn-of the physical invironment to
conveyvthé_fmage of a landscape of negation without any
apparent.order or‘meanfng tb the wanderers. The characters
names-could also suggest their roles.  Moran reminds one of
MorOn,,LbussefiQ closé to."louse'", . a blood=sucking insect,
and Molloy of:Mo]lone (Moran can never remember which)-cduld
suggest a mollusc, a snail or other creature with its shell

t

on_the outside.’" These nameé atl remind the reader of the

dehumanized condition to which the characters have degenerated

- as they struggle through the wilderness.

The ‘theme of the quest.is found in both sections of
the novel. Molloy sets out in search of his dying mother and:
Finds/does‘hOt find her at last because he decides to wait
for.help in a ditch in the end of the forest (cf.:Waiting
igL'Godét). There he longs both to see his mother, whom he
feels méy be in the nearby town,.and to go back into. the forest.
He concludes: '"Molloy could stay, where he happened to be."
(b.9l) And yet - he begins-the narrative by explaining: "l am
in my mother's room.' It's | who live there now. 1 don't know
how | got. there. Peéerhaps in an ambulance, certainly a vehicle
of some kind, | was helped. 1'd never have  got there'alpne.”

In the second section Moran returns to his home after searching
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withbut,success Fdr Moliby., Hé.has_ventured into the
"wilderness of Mo11oy'coﬁhtry and has comé back to live in
his garden and to write a réport‘ofvhis_search. However,
this episode also ends in uncertainty because he does not seem
to. be able to distinguish between physical occurrencés and his
own'concéptibh»of'réality;_ He begins his report by writing:
"t is.rainiﬁg."’Thg wind 15 beating on the windows.'" These
are facts which he had observed at thé beginning.of his
mohlogue; . He then adds:~”|t was not midhjght.v [t,was not..
raining.“ (p.176)

Tﬁese overlapping-énd'unresdlved quests which take
the Form‘bf the epic and detéctive story have, to say the least,
several levels of interprétation.~ As a representative of man-
kind, Molloy may be searchfng‘for his identity, his origins,.
the womb,. or -death. One plausible meaning is that he is
searching for the earth mother which can. symbolize death and
decay and also rebirth énd:growth. Thus it is possible that
he could be'both in a ditch and in his motheé‘s room. If is
also possiblé to see Molloy as a symbol of Moranis subconscious
mihd'searchihg for a resting place or the peaceful oblivion of
~death. Moran's séarch for Molloy seems to be the quest of the
conscious mind for the subconscious. During the journey Moran.
slowly becomes Molloy as his leg weakens, his bicycle falls
apart, his ability to.move dimishes. The active, organized
man who’had earliér -stated that the inertia of thihgs was enough
to drive one insane now begins to relisH'the opporfunity‘of‘
becoming - immobile:

To be literally incapable of motion at last, that must
be something! My mind swoons when | think of it. ' And
mute inte the.bargainh! - And perhaps  as deaf as a post!
-And who- knows as'blind'as a bat!" And as likely as not.
‘your memory'a blank! And just enough brain intact to
allow you to exult., And to dread death like a
regeneration. (p.140)

But Moran is still not his own man. He receives. a message
from Youdi via Gaber, drfvingghim back from the forest to the
reassuring -order of his garden, .from the chaos of the sub-:

conscious to the regimehted reality he has constructed. -
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In exploring the labyrinth of his own mind Moran is
struggling toward an inner réa]ity whjch'is essentially un-
knowable ‘and yet.which must be soﬁght. The labyrinth is an
important image becauée it is both an artificial structuring
.of the unknown'(labyrinths do notfoccﬁr in nature as jungles
do) and a confusihg-mazé in‘which the victim is trapped:

| did as.when | could not sleep. | wandered in

my mind; slowly, noting every detail of the

. tabyrinth, its paths as-familiar-as those of my
. garden. and yet. ever new,.as empty as the heart’

could wish or alive with strange encounters. And

| heard the distant cymbals. There is still time,

still time ... Unfathomable mind, now beacon, now

sea.(p.106)

Moran explains;that‘he felt."a kind'of drawing toward a light:
and’ countenance | could not name, that | had once known and
long‘dénied.” In the céntre of .the labyrinth waits thé
mindtaur,. a man become a beast or é pefsohality disintegrated
from years of répression.' Mo1loy is‘iﬁ a ditch in thé forst;.
he is.also in the recesses of Moran's mind which to Moran is

a labyrinth because he cannot face complete chaos: v

Moran says that he knows ffVe'Molloys; perhapS‘meaning
that there are several aspects of his disintegrating person--
ality‘that.he“éan no'lohgerlcontro].' These “sﬁspects”'could
also be’various indentities that he has been faced'to.
alternately assume and repress: his conception of his own
personality, the '"caricature'! of this personality which he
preseﬁts'to others, the character he has been taught to assume,
and his actual character - '"the man of flesh and blood some-
where awaiting me." To—¥hese he adds a fifth Molloéy, that of
Youdi ( a possible transliteration of "Dieu'" and "Jahveh'),
which could be the role of man in God's image  imposed by his’
re]jgioué'belief. But this proliferation of alternatives: (a
. type ‘of .multiple schizophrenia) raises the questionas to
whether there is in fact an original. Moreover, it calls
into doubt by implication Moran's actual existence. Both Molloy
and Moran admit' that their consciousnessness can best be
described-as a type of ''waking dream.'  Noumenon fades into
phenomenon; objective truth into fiction. And when fiction is"

eyerything,ifictfon is nothing. Perhaps Moran is only the
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figment of some other character's dream, a theme forcefully

expressed by Borges in The Ciréulaf Ruiﬁs, an apt, description

of Mol]ox.' Even at this point in the tfilogy there is indi-

cation that the search for the self .is an infinite'regressidn;

' Whenever Moran recognizes -these conflicting roles or

aSsumed.identTties, he feels that the beast'is loose within

him and is reduced to incoherence and frustrating inactivity:
This.was how he came to me, at long intervals,
Then | was nothing but uproar, bulk, rage, suffocation,
effort unceasing, frenzied and vain. Just the opposite
of myself, in fact. It was a'change. And when | saw
him disappear, his whole body a'vociferation, | was
almost sorry. (p.113) : '

It is only by~beComing'partia]1y assimilated, or.-in terms oF 

the fjtle degeneréting'into a likeness of Molloy, that-Moran

is able to stand’liﬁtenjng to the voice within him. - It is

only in.the semblance of order remaining in his garden that he

is abTeA;o‘consider meeting Molloy or facing his repressed

personality witﬁoht fear'of being completely consumedvby~his>

own ravaging 'mind. - Yéthven in his semi-structured environment

he is being further assfﬁiléted. lt seem§ significant that

the title of the novel s Molldy and not Moran::

. Both charécteré,atfehpt“fo sustain contact with reality

through’strqctufing'of~théir physical environment. Molloy

: uéesvmudh'time»éqdfenérgy to. explain how he arranged his

sixteen sucking stones so that there was 'nmot one sucked twiéé,

not one left unsucked.'". Before'.discovering a method of.

accomp]iéhihg this feat '"he gaxed at them in anger and

perplexity." The’re-eStab]ishment'of his control over reality
is as much a bodily need as his urge to suck: '"But to suck

~ the stones in the way | have described, not haphazard but with
method, was also | think a bodily need.'" Moraﬁ also feels the

need to suck, but he sucks peppermints instead of stones in
order to.reassure .the prfeSt instead of himself. However, he
also feels compelled to find meaning in apparéht,confusion.‘
'The analysis of bees' ﬁovements into a system of signals is
extremely . satisfying for Moran. He writes:-WAnd | said, with
‘rapture, here is something | can study all my life, and never.

understand. And all during this long journey home...the thought
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of my bees and their dance was the nearest thing to'comfort."
(p.124h) Thus the theme of the quest recurs again, with the-
added  implication that it is the search and not the goal that
is important. Earlier Molloy had said that the important
thing is never to arrive anywhere. 'For the whole there seems
to be no spell. Perhaps there iS'no‘whole, before your

dead." (p.27) Again, however, the jourhey, the-paradigm of
the creatiVe-proceSs, is regarded in.a paradoxical way by

the. Beckettian "I'". For if-you set out to mention everything
you would never be doné, and that's what counts, to-be done,
to have done'.(p.41) Niether Molloy or Moran are able to
regard the paradox of reason and imagination as the vital
centre of art. They cannot accepf that '"reality! lies only

in the sumbolic process of becoming. Both have a double
loyalty touorganfc experience and thé rational object, to
sheer realization and logical conclusion, to the voyage-as end
and the voyage as means. '

Moran, like Molloy, is fascinated with permutations
and combihations of objects -as a highly formalized way of
controlling his -environment. He explains-in detéil‘how he
wore his-shirt four ways to keep it from wearing out. Al-
though He seems preoccupied with trivial exercises in ordering
reality, Molloy i5s still able to break through to a purely
physical, .if futile contact with his environment.' In the
~garbage dump he. grotesquely makes love to a sexless woman
to discover the meaning of love. This desperate approach is
no more successful than the arrangment of sucking stones as
a means of connecting the inner and outer world. Molloy is
able fo'wander through the forest without‘appafent'concern,
but Moran‘emphasiiésvthat this behaviour is peculiar for-him
and is still somehow stranggly enjoyable:

It was then the unheard of sight was to.-be seen of
Moran making ready to go without knowing where he was
going; having consulted neither map-or timetable, "
" considered neither itinerary nor halts, heedless

of the weather outlook, with only the vaguest notion
of the outfit he would need, the time the expedition
was likely to take, the money he would requife; and
even. the very nature of the work to be' done and
consequently the means to be employed. (p..121)
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This is perhaps one 6f the first indications' that Moran is
being assimilated by Molloy. More importantly, it points
towards Molloy's conclusion (perhaps the most  important
aesthetic statehent.ih the‘ﬁovei): ' |

For to know nothing is nothing, not to want to know

anything likewise, but to be beyond knowing anything,

to-know you are beyond knowing anything, 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, and the pages fill with the true

ciphers at last. (p.64) -
Only by eébouéing an_aésthetic of nothingness, only by pursuing
rationality until ithecomes irrationality, can Beckett's,
narrators overcome the paradox of.an allegiance to organic
and rational experience. The two parts of Molloy now appear
as the thesis and antithesis of a negative dialectic in which
the terms tend to cancel each other. What has really happened,
what is finally discernible as real? The reader-is finally
forced to conclude with Beckett and Democritus that ""Nothing
is more real than nothing:"

The gap between the outer and’ inner world grows as the
distinction bétween physical reality and fantasy becomes blurred.
The "either/or'" of logic becomes the 'both/and' of Freudian
dream work: But Beckett introduces ih Molloy a new metaphor,’
the threshold, in order' to. emphasize the disjunction between
the outer and the inner which is identified with some' type  of .
absolute metaphysical or religious symbolism. Two ''pastoral
interludes'" in Molloy will serve to summarize the novel as well
as emphasize the central problem it. raises. |

Beginning the esearch for his mother, Molloy sights a
- boatman with '""a cargo of nails and lumber, on.itS'way to some
.carpenter | supposéﬂ” (p.26) The allusion to Christ!'s cruci-
fixion immediately aroqsésa an awareness of the domonic which
pervades the murky, evanescent world of Molloy whose course is
likened to a cavalry without stations. Furthermore, the fact
that '"the horizon was burning with sulphur and phospborous"
identifies the boatman as a type of Charon figure. In this
frontier outside the town Molloy falls asleep and awakes under

the stare of “a-shepherd and his dog. The-encoéunter with the

.. shepherd. thus creates a forceful contrast between the world of



70

sin and damnation and that of Arcadian innocence. But the
inte}mingling'of‘these two motifs-results in an ambiguity-
that shrouds Molloy's dream world. Where is the dividing
line between the demonic.and the divine? The boatman, it
should be remembered, "had '"a long white beard', a detail"
which would seem to identify him with the figure of the 01d
Testément_God'whose pukposes are’ inscrutable.  While the
ecclesiastical overtones of the terms '"pastor' and '"flock"
bring to mind- the biblical symbolism of Chfist'and Good
Shepherd, there is én opaqueness about Beckett's imagery.
Which prevents such a simple correspondence. One question
nags Molloy: “Wheré are you taking them, to fhe fields or
to the shambles?!" (p.28) As in Swift, the '""shambles'" are
omnipresent and, in large part, negate ahy overtones of
- traditional pastoral innocence. . .

Molloy wonders whether the shepherd regards him as
a "black sheep' who. has strayed from the flock. He receives

no answer.  An analogous situation in Waitfng for Godot may

help,elucidaté‘this'scene. In the play the tramps learn‘thét
Godot discriminates betweeén thevgoatherd and shepherd, thus
reversing the lines from Matthew (Chap.25, 9.23Y. The '
anguish over the possibf]ity of .an absolutely irragional
determination of one's destiny is implicit in Molloy's query
about the destination of the sheep. In the Beckettian under-
world no Kierkegaardian '"'leap to faith' is possible.

The ''pastoral! secen which occurs in the second half
of Molloy is.contrapuntal to the-first one. Moran haé already
mef'failﬁre in.hiS»hunt for Molloy, has already symbolically
destroyed his o]d‘fdentftyﬁ Moran;.whO'earJier stated a hatred
of -all animals, sights a shepherd td whom he is attracted..
With traces of his bourgeois sentimentalism still evident,
Moran~even.gdés_so far as to say:

How | would love to dwell upon him. His dog loved-

him, his- she€p did not fear him. Soon he would rise,’
feeling the dew.. The fold was far, far, he would

see from afar the light in his cot. ' (pp.159-60)

This peateful; simple existence appears idyllic to Moran
‘whose' own safe little world has been utfer]y destroyed by the
"recognition of the '"Molloyan'" or '"Dionysian' elements of his

mind.
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He longs to say to the shepherd, '"Take me.with‘you,
| wi11'sérve you‘fafthfu]ly, just for-a place’ to lie and a

little food." Lfke the tramps in Waiting for'Godot ‘Moran

seems . to ldentlfy the shepherd wnth materlallst|c comforts
as much as with any sp|r|tua] Ionglngs © But Beckett's
characters are not allowed to become part of the flock; they
are outcasts who’muet‘flnd their way alone. They are like-
the shepherd's dog who 'stops at the threshold, not knowing
whether he may go in or whether he must stay out, all night."
(p.160) Christ's words recorded in St. John'(Chép.IO,vv.8-9)
are‘relaveht‘here: ' i ' , '

Verily; verily, | say unto you, | am the door of

the sheep :

| am the door; by me. if any man enter in,

he shall be'saved and shall go in and out,

and find pasture.
Beckett's characters all resemble the archetypal figure the
Unnamable in that they are always on the threshold of their
"stories:.'" . The ‘threshold becomes for‘Beckett's heroes the
edge of’ the vofd, the dividing line between the trhe self and-
the pseudo-selvesﬁ At the very beginning of his tale Molloy

says:’

A1l grows dim. A little more and you'll go blind.
lt's in the head. It doesn'! work anymore, it says,
I don't work anymore’. You go dumb as well and sounds
fade The threshold scarecely crossed that's. how it
(p.8) '
The Beckettlan '""I®'s approach to the threshold of his "story"

-does not have the stark, absolute drama of Kafka's man before

the door in-the parable told to K. byAthe priest in The Castle.

Beckett's quest is essentially philosophical, not religious.
More importantly, Molloy and the other narrators of Beckett's
French period learn that if the threshold is crossed, it only
leads to anetherL The threshold becomes the entrance to the

labyrinth.
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Chapter IV’

The Art of Dying in Malone Djéé:,

Gnosticism and EXistentialism

Why today we don't even know where real life is,
what it is called!. Left alone without literature,
we immediately becomeentangled and lost... We even
find it painful to be men - real men of flesh and
blood, with our own private bodies.....

Ffodor Dostoyevsky,‘Néfes From Undefgrouﬁﬁ

The wish to have a death of one's own is growihg
even rarer. A while-yet, and it will be just as
rare as a. life-of one's own. Heavens, it's all
there. One arrives, one finds a life, ready made;, -
one”"has only to put it on. One wants to leave or
one is compelled to; anyway no effort; Viola votre
mort, monsieur.: One dies just as it comes; one
dies-the death that-belongs to the disease one has
(for since one has come to know all diseases, one
knows, too, that the different lethal terminations
"belongs to the diseases and not to the people; and
the sick person has so to speak nothing to do) .

Rainer Maria Rilke,‘Thé-thebooks gi_Malté‘Laurids
Brigge -, o o ' o

Malone Dies serves. as a pivotal point for a summary

and elaboration of Beckett's treatment of death throughout®
his fiction. Malone's calm, dispassionate, "l shall soon be
quite dead at last in spite_of‘a1]”,'suggests a state of
ataraxia which is the complete opposite of the passionate
confrontation with death, the ultimate negation, fouund, for
example, in the writings of Sartre and Camus. For'MoI}Oy
"death is .a condition | have nevef been able to concéive:to
my satisfaction and which therefore cahnot_go down inthe ledger:
of weal and woe:" (p.68) No man can ever really imagine what
it is 'like to be dead. Beckett's relentless adherence to an
""absurd'" process of reasoning results in the depiction-of
death as an impossible paradox. Since consciousness cannot
conceive of its - final extinction,,death_becomes‘in'térms of
Ibgfc'anC)impossibility. But, on another level, 'death' may-
-be“thogght of as anyvcHange'or movement in an element, and
‘the "subsequent stabilization or newness as a ''birthY This

definition helps to clarify Molloy's statement to the effect
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that His life is over and yet' somehow goes on.. Outside of .

the normal categories of time and space, the Beckettian:

mor ibunds waﬁder in a lfmbo in which the boundary line between.
life and death imperceptibly merge. | f space and time are.
cyclical, then all motioh is also cyclical. Life and death’
appear then as the complementary halves -of a never eﬁding cycle. -
Beckett's latef heroes learn to dread death like a regeneration.
Molloy's views on death were 'so confused that he wohdered

“"if it wasn't a state of being even worse than life:.'" The

central theme in the discussion of Malone Dies-will concern

the relationship of death and freedom,. the means Beckett
employs in an attempt to transcend dialectically life and

death in order to free the self from its incomprehensible.damn-
ation in an earthly purgatory. Several of the major-aspects

of this quest can be illuminated by comparing them to basic
doctrines of Gnosticism and Existentialism."

Beckett's tréatment of death in the trilogy shows a
marked change from his views as expressed by his first heroe,
Murphy. For '"“the éeedy solipsist' death was conceived of in
hjghly romantic terms of the “Bélacqﬁa bliss'", the first.
landscape of freedom.  Richard Coe, one of the most perceptive-
commentators.of-Becektt's thought, states that there is a
temptation to interpret Murphy's exploration of death and
nothingness. |

in terms of a.specific-branch of mystical teaching -
Taoist, Buddhist or Zen-Buddhist-and it is perhaps
not wholly misleading to do so, provided that one
remembers that Beckett employs a great variety of
arguments to reach his objective, and-that this,

the least rational, is consequently the least
important.!

These qualifications must also be remembered in Malone Dies
in which there is"an even greater temptation to interpret,
the narrator's reaction of death in terms of a particular

mystical teaching, Gnosticism. But in Maloﬁe Dies such an

analysis is in less danger of going-astray for Beckett's
more profound vision in the trilogy allows for a fusion of the
-two major aspects of his mind - mysticism and rationalism.

The starting pint of Beckett's rationalism from Murphz

onwards is the Cartesian split of the self into body and mind.
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Tn the discussion:of “Descartes' Myth!', Gilbert Ryle'points.
out in a historical note that

It would not be true to say that the official theory
derives.solely from Descartes' theories, or even
froma more widespread anxiety about the implications
"of seventeenth century mechanics.. Scholastic and
Reformation théology had schooled the intellects of
the scientists as well as of the laymen, philosophers
and- clerics of that age.. Stoic-Augustinian theories
of the will were embedded in.the Calvinist-doctrines
of sin and grace; Platonic and Aristotelian theories
of the intellect shaped the orthodox doctrines of the
" immortality of the soul. Descartes was reformulating:
already prevalent theological doctrines of the-soul
in-the new syntax of Galileo.2

Beckett's exploration of this dualism which permeétes'Western

culture leads him in Malone Dies to formulations which are

strikingly sfmilar‘to those'found”}hJGnostic teachings.. The
Gnostic was a membér-of:an:.ancient sect that believed in
salvation:through. an esoteric knowledge in revelatory. vision
open only to-the few who knew they did not feel at home in

an evil creation. ‘Although the term covers a wide variety

of religious thfnkihg and cannot be applied to one définite
system,!itvhas as-itslcardinalmfgatqrewa radical dualism. This
dualiSh’expresses itself in every sphere - God and the world, .
spirit’and matter, soul and'Bqdy,fIight and darkness, good and
evil, life and death. lts root is the belief that God is so
trans;endeht that he has nothing to do with the world, and
that it is an evjyfcreatof goq,‘or demiurgég, who.haslcreated
and ruTés oVér‘the cosmos.. This is-the situation Beckett has:

dramatically -depicted in”waitin§ for Godot, a possible parody

of Simone Weil's:Waiting forfGod,'é major fext‘of modern
Gnésf?ciSm: For Beckett and for Weil the divine aspect.of
man --the essential "I'" or spirit - has nothing- to-do with the
body and the soul or with the world,.

Beckett's characteristic cleavage of the.self into.
body. and mind is particularly relevant to the'qﬁestion of death.
For Malone his ''real'" death has nothing to do with his facticity
as a‘being-in'the-midét-of-the-wor]d.

1 am far -from the sounds.of blood and breath, .immured."
| shall not speak of my sufferings. Cowering deep
down among them: | feel nothing. It is there | die,
unbeknown to my stupid-flesh. That which is seen, that
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which cries-and writhes, my witless remains.
Somewhere in this turmoil thought struggles on,
it too wide of .the mark.. It too seeks me, as it
always has, when | am not .to be found. (p.186)

As he lies-dying, Malone“Feeis that

All strains towards the nearest deeps,-.and notably
my feét, which even in the ordinary way are so much
further: from me than all the rest, from my heéad
| mean, for that is where | am fled, my feet are
leagues away. And to call them in, to be cleaned
for ‘example, would | think take me over a month,
exclusive of the time required to locate them.
(p.234)
If the self is a-temporal and a-spatial, its freedom and its-
death cannot be located in' the realm of '""facticity'", . the:

-world of social action composed by the 'others'. Beckett's

portrayal of -man emphasizes, especially in Malone, Dies, the

'Iast'languors‘and”disgﬁsts of an exhausted hgmanity;
Beckeft's wor]d,'like'that of the ancient Gnostic, is set in
the sharpest possible contrast to the transcendent God who
is one with the transcendeat "I.'"  Only through attaining-a
highefr gnosis or knowlédge can this '"I'" escape from its
imprisonment:in the fal]eﬁ state of worldly being..

The fictional predecessor of Malone renounced (like
Beckett) his claim to knowledge because it did not lead

to the sought ' for salvation."

Yes, | once took an interest..in astronomy, | don't
deny it. Then it was geology that killed a few

years for me.. The next pain in the balls was
anthropology and the other disciplines, such as
psychiatry, that are connected with it, disconnected,
then connected again, according to the latest
discoveries. What | liked in anthropology was its-
inexhaustible faculty of negation, its rélentless
definition-of man, as though he were no better than
God, in terms of what he is not. But -my ideas on
hhis subject were always horribly confused, for my
knowledge of men was scant, and the meaning of being:
beyond me. Oh l've tried everything: In the end it
was _magic that had the honour of my ruins; and still
today, when | walk ‘there, 1 find its-vestiges.(p.239)

For Malone the '"sacred text" which may show the way to a higher
knowledge is'fhe.th]d'S‘exercise book that contains his stories.
The first~pages of the book are fil]ed with mysterious symbols-

and diagrams. Malone wonders'whether they could -refer to
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astronomy or: astrology : The'astral 5ymb01lsm'so |mportant
“ln Gnost|C|sm has been as aspect of Beckett s thought Wthh
.he has toyed w1th since Murphy ' lt ‘was maglc in one sense
that had the’ honour of both the ruins of Murphy and Molloy.
I-The |mportant thlng to note is that Malone,.unllke Murphy,
reallzes that no maglc formula exusts that can free the
,self from the horrors of its death watch.i The symbols in
Malone s notebook seems ‘to stop suddenly, prematurely at.
all events As though dlscouraged (p. 209) Beckett S
narrators have dlscovered that the search for the self
~can only exnst<out51de ofkall systems, even those they,'
"createcthemselyes; For Malone the endless scribbling in
his notebook constitutes the.existential experience which
must precede any higher knowledge. Malone'ls preoccUpied‘
‘wnth the art of dying,-that is, the confrontation with-
the symbollc function of languagevltself may dlscover'the
“magic” words that will;declde'whether the self is to be
damned or saved | _ | ‘ ‘ |

Accordlng to Hans Jonas, one of-the_great authoritieSA
on Gnostncnsm, modern nihilism, particularly-as it is ex-
pressedlln.the exnstentnallsm of,NietZSChe,_Sartre and
'Heidegger,,hashmany“similarities to ancienthnosticism.
There is the Same'emphasisfupon man's allenation,-forlorn-
ess,,and “throwness” in a universe-ln which he canndtufeel
at-home, a world where he:can only.kn0w;hlmself as in ekile.
There is the same proclamation -as in antinomlah Gnostlcism
that the absence of God ‘from this world carries W|th it
the legltlmlzatlon of what is ordlnar|ly held to be immoral.
Ordlnary man.-must ablde by the law, but the 'spiritual
or higher man, ”does”not belong to any objectlve’scheme.” '
He '"is above the law, beyond good and evnl and a law- unto

”3 For Beckett the

himself'in the power”of h|s 'knowledge
hypothesns -that” God does not eXISt does not make all.
possnble or allowed for the superior individual. ' In con-
'trastg nothing is possible for Beckettfs characters.

A All of Beckett s characters are placed in theaabsurd
posltlon of “waltlng for death." Jacques Choron in-Death:

’jand Western Thought points out that for an exnstentlallst

such as Sartre waltlng for death elther |n‘pr|nc|ple or in

. terms of-specrflc death, is an invalid project. Waiting
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for death in principle is not significant to Sartre because
it is absurd to wait for something whose circumstancés you
can neVer determine. Waiting for a specifit death is also
absurd because it -pronounces the future a failure (another
paradox‘Sarffe will not tolerate énd'which.Bécektt has made
the central aspect of his exploration.of death from Murphy
onwards). Sartré is not interested in death as a poéitive
aspect of his philosophy.‘.Death‘fs interpreted negatively
‘as part of the "facticity" of realfty. Facticity is
distinguished fFom ""finitude' which is chosen by the for-
itself in its construction of the 'human.'% Whiiefthis may
seem correct, following -an alterante path of }easoning may be
of advantage in introducing Backetf's views on death. |If
nothingness is the true realization of the for-itself
(consciousness) then death is the ultimate test of this
realization: This would appear to equate nothingness wfth
death, and remove death from the periphé?y of facticity into
the crux of existentialistic concern..

It is the latter line-of reasonihg which Beckett

follows in Malone Dies. Sartre's negative view of waiting for

death applies to Murphy and Waiting for deot; But not to Malone

Dies, for in this novel Beckett shows that it is possible

to a certain-extent to control the circumstances of death.
In fact, this attempt, Beckett suggests, offers the only hope
for the fréedom of the self. '

Beckett's treatment of death in Malone ‘Dies involves

~basically an 'absurd' attempt’ at harmonizing the death of
Malone‘with thatof his fictional creations.  Camus' speculations

about' death .and: .the Habsurd" will thus serve as a more useful

fcomparison.lﬂ In the Myth of Sisyphus, Camus states that a
'1egitfmate questibnihé*of’life'involves a'questioh of the
legitimacy of suicide.. Molloy typifies the reaction of Beckett's
characters to this proposition,.'the thought of suicide had
little hold on me, | don't know why, I tthght | did, butl

see | don‘f.” (p.79) The only suicide in all of Beckett is

the “old‘boy”*in'Murﬁhy. Even this suicide is questionable:
Malone says;, ''there was an old bqt]er too, in London I|. think,

I cut his throat with his razor ..." (p.236) The question of
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suicide affords only a situation for-a macabre game for

Didi and'Gng’in'Waiting'For'Gddot;fthey'fihally reject suicide-

for the fact that it will produce an orgasm is too un-
believably.grotésque’for them to tolerate. Malone sardonicé]ly
comments that‘if,he'héd the strength he would throw himself
oﬁt the window. The obvious irony of this statement points,
however, .to -some of Beckett's more‘philosophica1 thoughts
about suicide: The’fact thatvMalone‘lftefaljy cannot physically
destroy '‘himself' emphasizes. that his real "I'" cannot be
limited to.his body: | |

1t Qs significant that Malone does not-really consider:
the question of suicide at all. The conclusion that the
question - of suicide is legftimate, bqt.that suicide itself -
is not is reached in'different ways:by both Camus and Beckett.
Both answers centre;, However, around the concept of the, ,
"absurd!. For Camus the concept of the '"absurd" re}lates to
an undérstandihg'of'the meaningfﬁlness of life, born out
of the confrontation of nostalgia for harmony and- the irration-
ality of the universe. A belief. in the irratfona]ity of the
universe stems from a feeling of echoed silencé and dis-
harmony that man gains from seeking his identity in the
universe. To actept’sdicide, Camus maintains; would be. to
reject the freedom and consciousness of the absurd. He explains:
that his interest in kéebihg'thé "absurd" alive is a commitment;
but this commitment is a paradox'becaﬁse absurd‘sensi{r&1é§/
rejects value judgments and moral standards of preference.
This line of tthght“alsovthrows light upon Béeckett's v
tmoral code. His characters cannot abrogate their commitment.
to an ''absurd'" quest for-the true self - -an aftempt only possible
throuéh.thé use of words. The self lies hidden in the void '
at  centre of the labyfinth of language. '

Malone is like Meurseault in’The'OUtéidér;vCamus"

'"Man undet the senténce of .death', in that he is 'freer than

the suicide, the man who takes his own 1ife'. Malone's

' EhfldsdphiCa] dilemma approximates in seveial ways that of -
the outsidef. '"For-| have never seen any sign of any order,.
inside me or outside me. | have pinned my faith to appearances,

[
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believing  them to be vain." (p.210) But Beckett's pointiof-
view in' the trilogy is taken moré»from that of Salamano, the

old man who loses his dog in“The°OdtsidérnI What really

distinguishes Becektt's treatment of death from that of Sartre:
and Camus' is that the metaphysical absurdity is not simply’
developed thematically;,bUt'in'termS‘of'iQLm,'that’is,_of
the absurdist aesthetics-Maldne»gmploys in hfs confrontation -
with death.: The art of dying is what interests Beckett: it
is through an anéiysiS*of this technique that Beckeéett's
meditations on death mdst.bé approached.’

In order to "kill time'-while waiting for the end,
Malone decideés to-teII‘himself'stbriés; f}ctfén'appeariﬁg~thus
as an anodyne or 'opiate for the dead.“' The stories IIIwill
not be tHé-s;me»kind of 'stories as hitherté; that is all. They-"
will be neither beautiful nor ugly, they will'bé_calm; there
will be no ugliness or beauty or fever in theﬁ énymore, they
will be almost lifeless, like the teller." (p.180) The
important theme introduced here is '"calmness'" (could thé phial
in Malone's inventory be“the same one which-was. a central
symbol "in the short stOrieS-“The'CélmatiVe”,‘“The End''?) ..

Freud in'BeYOnd“the;Pleasdré Prinéiplé postulates two great

forces governing existence - Erbs'and'Thanatos which are’
always in fusion - not a duality;.but a dynamic, dialectical
unity. In Malone Dies, it appears at first that this dialectical’

unity is done away with,; and that only the force of Thanatos
exists, a deadly calmness.

" Freud supports his postulation of death instinct with
three facts - the existence of the "Nirvana principle" béyond
the pleasure principle, . the repetition compulsion-characteristic
of instinctual Tlife, and the temﬁoral privacy of maéo;hism-
(introverted aggression) over sadism (extroverted aggression:)
The expressions of a 'repetition compulsion' seem to show an’
instinctive character:.it is characteristic of an instinct to
strive for '"'the reinstatement of an earlier condition, one
which it had to abandon under the influence of external disturb-
ing fofces..... "5 Malone's ‘'repetition compulsion' consists:
of his obsessive need to scribblé in his exercise book. Only

through fiction (ironically enough the only '‘reality prihciple'
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in Beckett's universe) is there'a possibility of returning
to an éarlier:-condition of the self in its ideal, self- -
contained beihg. Freud goes to bilogy for an explanation;
of the “rebetition compu]sion?j'thé.tehdency-of'the‘organic
is to return to tHe inorganic.4 Hence the goal of -all life is
death. This cyclical process gives an added insight into
Malone's obsessivé need to draw up his inventory. His movement”
tOwardS death, the'inorganrc,;resdlts in‘a_growingffdent-
ificatfonlwfth his '"'things''. The embittered Malone admits
to a ''"foul feélihg‘of~pity-..\ in the presence of things,
especially little portable things in wood and'stone; and-
which made me wish to have.théh about me and keep them always,.
so that | stooped and picked them up and-put'them.in my pocket, .
often with tears ... (p.247)

If it were altogether true that the goal of:all life
.is death, then death woud long éfnpe have dispensed with all
of animate matter. But not'a]l'arganisms_act in this matter.
The reproductive cells fjght_tozsecure the immorfality of their
own species;  The sexual instinéts are therefore the '"life
instincts." The-ﬁleasufé principle; as redefined, and as
qualified by the reality principde, steres to keep the psychic
apparatus as a whole '"free from ény-excitation,7dr to keep
the amount of ekcitation constant, . or as: low as'possible.“6
The pleasure principle subserves the sex drive to the death’
force and favours the‘?prganic'necessity“ of a returning to
the inorganic state, ,

Freﬁd's metaphsychological fheory throws some valuable
‘]jght.upon:Malone's ""calmness'' which is much more than stoical
indifferéncé, Malone's bbdy is, as he ruefully says, only
what is pemhaps @nadvisedly‘ﬁermed impotent. -The sexual
instinct survives, but is made to serve the death force.L
.Malone praises his creation Macmann for his sperm has done’
no démage;‘has~n6t1produced'any descendehts. Like Hamm in
Endgame’,. Malone begins'byvsaying,l“l am.goihg'to play".. Art
_}s.cléé}ly-shbwn to.Have an infantile erotic base. Malone-
“lToves . to suck,'tprh and turn-about, his two pencils}z There was

a time when he used to rub against his stick saying, 'lt's
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a little woman.”A(p247) ‘Malone even imagines that it would .
be pleasant to capture ez{itt]e_girl who would fondle him,
and take care of his wanté; With fascination end.bewilder-
ment, Mé]one.watphes‘the futile love makingiof the couple .
in the hotel across from his reom ‘While sexuality is pre-
sented in grotesque and disgusting terms, the question of
love captures the interest of Beckett's narrators at one
point or another. 'Fbr the possiblity of an "I - thou'' "
realtionship:WOuld'do eWay with all the '"others', the
"fictions'" that attempt to force the self into false being.
But Malone (elliptical for man alone) has never been able
to find the '"brave.company'" he longed for. |

That .is why | gave up trying to play-and took to,
myself forever: shapelessness and speechlessness,
incurious wondering, darkness, long stumbling with-
outstretched arms, hiding. Such is the earnestness
from which, for nearly a century now, | have never
been able to depart. (p 180)
Without the possibility of love, sex becomes, because of
its fearful pOWer of regeneration, a thing to be'reviled
and mocked. Eros becomes Thanatos in Becektt's world: only
through death can the search for the self take place:
A modern Gnostic such as:Jung would suggest that
Freud saw only half of Ghosticism - the dark world given
"over to the wrathful creator god,. or demiurge, a sexuality
and not the "transcendent' spirit of the anima and the
collective unconscious. For-Jung the materialistic trend

in Freud's thought

)had the effect of obscuring that other essentla]
aspect of Gnosticism: the primordial image of the
"spirit as another, higher god who gave to mankind
the ...: vessel of spiritual transformation ... a
feminine principle which cgould find no place in
Freud's patriarchal world.

Similarfy, Beckett sees only half of Gnosticism - the dark
side. -Within this context Beckett develops his aesthetics:
of death. '

' Il

A phantasmagoric intermingling of narrative de&ail
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identifies Malone with his '"fictional pfedeceSsors. Malone
vaguely remembers a forest and believes he was transported
to his present abode by an ambulance; he receives a
mystérious visit from a stranger whom a stranger whom he
velieves he has met before, probably Gaber. A host of
similar details re-enforce the correspondencé. The dis-

junction of these events in space and time has an important

bearing on the question of death. Refefrfng to his fading-
-memories; Malone says,.'" all that belongs -:to the past. Now
it is the present’| must establish, before | am:avenged."

(p.183) ‘Malone's memories do not allow for a -Proustean
transcendenée of time. While the superimposition of details:
from éh ea?Tier-eXTStencé onn the present would'ﬁeem to
~give a timeless qgélitj to"Malone's situation,.this is not
the'case, '""| feel at last that the sands are running out."
(p.183) ' o | ‘

The chamber pdf and food pot mark the spatio-temporal
coordinafes of‘Manne's>bodily'edfstence.’ Unlike Watt,
Malone'is not interested in '"naming'" or placing these objects;
he simply accepts them‘aé'fhe existentialist desiderata.’

But Malone's room is not a plénum Tike Mr..Knott's establish- .
ment where ''nothing changed .;; because nothing remained,

and nothing'céme‘or Qent; Becauéé all was a coming-and going.""
Malone's little universe, his circle of.consciousness, under-
goes a process df'entfopy,ih which things]do-ndt reappear in
patterns. .As Malone nears death, his room takes on more and-

more the '"dimensions' of a vacumm or void.

For | have sufficfentfy perished in this room. to know
that some things go out,; and others come in, .though
I know not what agency. And among those that go out

there are some that come back, after a more -or less
prolonged’ absance, and others that never come back.:
With the result that among those that come in, some
are familiar to me, others not.' (p.250)
One - of the questions Malone. asks his unidentified visitor-
has to do with why his pots are not longer emptied. The old

woman who cared for him seems also to have disappeared. Time
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jerks haphazard]y, but relentlessly, forward in the same.

" way as Ma]one s narrative:

What mptlon precedes the finai‘stasis of dééth"is
clearly Heracliitan. Malone speculates that sincé he has
been in the room '"much water has passed beneath Butt Bfidge,'
in both directions." (p.250) Since motion takes place in
both directfons; time also moves backwards and forwards.
Malone is not sure whether he is gaining or losing time.
TthgHté arise, one ﬁblloWihg:tHe other with such rapidity
oﬁ@successién’thét,theAillusion-of a permanent thing called
""the mind''" is created, but réally there is no permanent
thing but-only a- flow 6f'thoughts. In order to establish.
the “mythol_o.gi_cal-present'ﬂ"l Malone thus has to stop time,’
to impose hfs own'“énd“ upon the external temporal movement
towards death. Like Sartre's hero in The Wall, Malone is
faced with the ultimate décision as to_What constitutes
the self. BUt'the walls against which Malone's drama is
acfed is;madéiof-wbrdsn"He désperétely-seéks a "hole'"
(100pholé?)‘in fhese barriers WhicH p]acé rational restrictions
upon the conception of self. Malone seeks to extricate-
his real ”f”‘from-thé‘flbw of language which encloses it.

What | sought, when | struggled out of my hole,

then aloft through the stinging air .towards an

inaccessible boon, was the capture of vertigo, -

the letting go, the fall, the gulf, the relapse

to darkness, to-nothingness, to earnestness$, to

home, to him waiting for me always, who needed me

and whom | needed, .who. took me in his arms and told’

me to stay with h|m always, who gave me his place and

watched over me ... whom | have never seen. There

| am forgetting myself again. My concern is not for

me,. but with another, . far beneath me ‘and whom 1 try

to envy, of whose crass-adventures | can now tell
~at last, | don't know how. (p.195)

The tripartite nature.of.Malohe“s strpggle against:
time and death is brought out in the ébove péssage. The 't "
‘Malone has never seen represents his true self. This ideal
being can-only befreachedbby'a type-of'dialecfic between"
Malone who writes the story (the thesis) ~and the other far
beneath him (Sapo, Malone's opposite to begin with, is the

antithesis)ﬁ‘_lf a synthesis takes place between the ﬂﬂ%\ it
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may be possible to 'get between words, and Be one with the
real "1", who, like thé void ‘4% not définable ih spatial
or temporal metaphors. ""Aesthetics rare therefore’ on my -
Side, at least a certain kind of. aesthetics." (p.182).

‘Malone begins his "'stories' with a bitter satire of -
bourgeois fifQ and’ the bourgeois - novel.. The very name{Sapbscat,
a fusion of Homo Sapiens and scatology, reveals Malone's
'contémptuous attitude towards his subject.matter for his
"pensum''.. The well ordered»gardén of the Saposcats is
reminiscent of Moran's. Malone continually interrupts his
”p]ay”‘with ironic self commentary, most often with the v
phrase, '""What tedium''. What finally gains the interest of
Malone is the struggle of the young Sapo to decipher: the
meaning of -his life., Malone's relationship with his creation
is essentially an inversion of that between Moran and his son.
While Malone emphasizes that there is no one less like him
than the simple Sapo' (sap?) who "loved nature, took an interest’
in animals-and plants and willingly. raised his eyes to the |
sky, day and n‘ight"'I (p.191), it becomes progressively clear
that Malone is, in fact, talkfng'about himself. Malone's’
failure to find the love or '"brave company-blI he soQght also
drives his creature Sapo away from his family. ‘Malone comments-
on ihis cyclical relationship among the‘generat{ons. "So
| near the_gbal | set myself in my young days ahd.whfch prevented
me from.living:-Ana.on the threshold of being no more | succeed
in being anothér. Very Pretty." (p.l9h)'

| The section dealing with the Lamberts continued
Malone's “outpouriﬁg‘of>misery,‘impotence; and hate'".(p.197)
The stfange déécription of their life seems .simply to be a '

djgress?on,van'attempt by Malone to divert his attention from

o himself. Ruby Cohn may be right when she says the story of

the bfuta1,fBig Lambert is. a parody of Balzac's idealistic

Louis Lambert -in La Comedie Humaine.8 The demented sensibility
of Big Lambert charaéterizés Malone's jaundiced view oﬁ life
as well as indicatiﬁg the hallucinatory.fiow.of images in his
mind-fhat.hasAcaused him to confuse the identities -of the
brutal peasant'and_Bé]zac's reljgious.mystic._ But-nowhere

out of .books alone would it have_been.pOSSIble to become the



4 , 86
author of Madame Lambert, Whé,,whiYe,éhe agitates her worn- .
out; working hands,. focusses a }angé of feeling no'dying
Malone could evér&attra;t. The stilted, mechanical prose
Malone uses in the»LamBert séction.gives‘way.at times. to a
poetic idenitification of the author and his fictions. The
bewilderment and.sense of heiblessness Madame Lémberf énd
Sapb'feel in their encounter with life*parallélé Malone's
stumbliﬁg journey fhrough the formlessness of the universe
in which the murmufings, and babblings ihsidé‘one'fuse With
the meaningless sounds withouf.' It is a universe where all
death is arbitrary and ethically meaningless. The deci§ion
as to whether Blackey or Whitey should be killed raises one
of the favourite quéstions of Beckett's characters, namely, that
of -the two thieves, one who was saved while the other was damned.
Malone's attitude .towards his characters involves a
love-hate dualism. Between masochistically flagellating
himsé1f,”Malone takes out hi54frustrati6n52through aggression
‘towards his cféations: '

ATl | ask is  to know, before | abandon him whose 1life
has so-well begun, that my death and my death and
mine alone.prevents him from living on, from winning,
losing, joying, suffering, rotting .and dying;. and
that even had | lived he would have waited, before

he died,.for-his body to be dead. (p.198)
Compare ' this statement to the following:

All the stories Il've told myself, clinging to the
putrid mucus, and swelling, swelling, saying, Gof
it at last, my legend.. But why this sudden heat,
. has anything happened,"anything changed? No, the

answer is no | shall never get born and therefore

never get dead, and»a'good'job too. And If | tell:

of me and of that other who is my little one, it

is as always for want of love, well I'"11 be

buggered, | wasn't expecting that, want of a homuncule,

| can't stop. (p.225)

Malone decides at last to make avcreature in his image (Sapo
suddenly becomes Macmann) and to destroy it when he sees
what a poor surrogéte it is. To -destroy his‘fiction will,
nowever, involve his own annihilation, for MaTone's identity
exists in the nerl only insofar as he writes, and to write
means to ''lie' or '"invent'. This double negation is involved

in Malone's growing identification with Maciiann.
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Two central pattérns of imagery control Macmann's
adventures: that of the garden, and that of the asyldm.
‘Macmann is first seen sprawled Christ-like in a torrential
downpour."But the hopedAfor_general paralysis does not'.occur,v~
and Macmanﬁ‘finally begins to roll aimlessly afound the country
side.. The next narrative sequence involves Macmann's
imprisonment.in the aslem,_thé House of Saint John of God.
Here Macmann finds solace in roaming thropgh the garden
.wach is enc]osed.by a High Wal]; iﬁ one of the most lyricé]
paésages'infthé trilogy;"Malbne describes ‘the plight 6f
Macmann: | ' .

He hung closer and closer to the wall, but not"
too-close, for'it was guarded, seeking'away out
into. the desolation of having nobody and nothing,
~the wilds of the-hunted, and scant bread and the
scant shelter and the black joy of the solitary
way, in helplessness and will*lessness, through

all the beauty, the knowing and the loving: (p.278)

Malone's note$ have a curious tendency to annihilate all

‘they purpoft to say. The lyricism of the above passage is
undercut by Malone's interjection - "but to hell with all
this fucking scenery. Where could it have risen anyway,

tell me that,.Underground perhaps." (p.277) In this
instance underground seems identifiable with Malone's un-.’
;onscioué.’ The images which flow from this source attempt
Vaily~as,“objectiye correlative' “for his present state. The
IyriciSm'ofvthe above'passage does, however, manage to give
an.idea of Malone's haréh,severely limited conceéeption of
freedom. - .

"The main threat to Macmann's freedom is Moll, a
hideous ''struldbrug' of a keeper with whom he has a ''lTove''"
affair. Their futile love making represents one of the most
disgusting yet cohical depictions of sexuality in-all of-
Béckett's fiction: |

The spectacle was then offered of Macmann trying to
bundle his sex into his partner's like a pillow

into a pillow-slip, folding it, in two,.and stuffing
it in with his fingers. But far from losing heart"
they warmed to their work. And though both were
impotent they finally succeeded, summoning to their
aid all the resources of the skin, the mucus and the
imagination,; dn striking from their dry and feeble
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clips-a kind of sombre gratification:(p.260)
Moll could be repreSentation of what Vivien Mercier jﬁ The

|r|sh Comic Tradltlon calls the ”sheela-nafgig“,.and lrish-

mythologlcal creature who is at once the womb’ and the tomb.J
This pagan source tles in wfth the strain»ofiGhestic{sm'in

the novel. .A main feature 6f Gnosticism is. the fusion of
pagaﬁ eymbollsm and‘mythology with the teachings of Christ.
Gnostic mytho]ogy manifests a striking variety in'detail,
but,ln_general,the central coneepts emerge: A Supreme Belng
~who is an abstraction for the essence of all exrstence,rand
the Great Mother; rebreéentihg the femaleipriﬁcip]e:' From

the Supreme being, who' is variously'cailed Father Qf All,
Unappreachable;God;‘Jneffableé Unbegotten or The Man, ‘is
descended a serﬁes~of devihétperSonages arranged iu pairs

of Ma]e‘and'Fema]e,Awhich'all together Ferm the myétic
representat?bhtet-this Qne'Ged; who is.remote and unknowable.
There seems to-be a parody of.thisvma]e-female'relatienship
in-the Moll-Macmann affair.: But Beckett does not allow for.
such ‘an: ideal relatnonshlp which could brldge the gap between
the fa]fentée]f and the transcendent . God.. Eva MetmanL the
Jungian psychologist; says in "Reflections on Samuel Beckett's
Plays''* that JUng'equates the mother goddéss with the unconscious
and says: !'Western culture and religion, society-and morals:
are mainly formed by th|s Wlewish-Christian father- god) image
andrthe psych|c structure of the individual is partly made-

ill by_ ... Today, as always, the battle of Western conscious=-
ness 1is fought in the Splrlt of the 01d Testament war:' that
Jahveh waged against the'motherfgoddessa”lo For Beckett

the destruction -of the female principle is not regarded

in purely negative terms; it must precede‘the search for the
self. . The’death ofﬁMoll, a-grotesque incarnation of the

Great Mother;, clears the way for Beckett's use of mythico-

religious archetypes in The Unnamabie'in which he attempts

to describe the self that is equivalent to the Supreme Being,’
the Unbegotten of woman. A

Macmann's escapeand Malone's death is interwoven
- with the sexual symbolism associated with Moll. Moll's rottem

tooth is carved in the shape of Christ, her ear-rings
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standing for the two thieves. Earlier Malone‘speCuiated
about his escape from his fictions, using this same
powerful image:

Or perhaps we'll all come back, reunited done with-
parting, done with-prying on one another, back to -
this little foul den-all dirty, white-and-vaulted,
as though-hollowed out of ivory, and old rotten
tooth, (p.237)
Just before Moll (who has deVe]opéd the symptons of:
pregnancy) is done away with by Malone, her tooth falls out.
The complex pattern of sexual and religious imagery .
associated with these events implies - that only by desttoying

(or severing oneself f}om) the principle of Efos can the

search for the self be continued. Malone, '"the old Foetus),
feels himself born into death.. ''The feet are clear already,
of the great cunt. of existence." (p.283) The -simultaneous .

‘death of Malone and the eécaﬁe of Macmann' from the asylum
_appear .as a resufrectiOn, since both events occur during the
Easter week. Only by destroying time (Moll“aS'a'woman is
capable of regeneratioh,~fhat“fs to day, the creafion of
"new'" time) can Malone' hope' to achieve his real death which
‘is é]so a rebirth. . . »
Thé:grémented;;broken sentenée'ofﬁthe last pages of

Malone Dies - emphasizes the disintegration of Malone's

consciousness. Despite his initial "calmness'', Malone's
death is not merely passively experienced by . him:
- There is no good bretending, it is hard to leave
‘everything. The horror- worn eyes linger abject
in all they have beseeched so long,-in a last
prayer, the true prayer at last, the one that asks
for nothing: And' it is then-a little breath of
fulfillment revives the dead longings and a murmur.
is born'in the silent world, reproaching you affect-
ionately with having despaired too late.(p.243)
There is, hoever,.a ''positive! aspect to Malone's death.  His
daath toihcideS‘with‘the departure of Lemual, Macmann and
the other inmates into the void. ' This bold attempt for-
Freedome contrasts sharply with Molloy's earlier statements
on the subject. The previous "I'" of the Beckettian hero
stated that he had always pféferred-slavery'to‘death. His

concept of freedom was at best mihimal:
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‘l who'had loved the image of old Geulincx, dead

young, who left me free on the -boat of Ulysses,

to crawl towards the East, along the deck. That

is a-great measure of freedom for him who -has not

the pioneering spirit.{(p.51)"

But how successful is Malone's attempt? . The real "I"
that lies behind the Malone who diées -does not escape from
time. He is simply projected into yet.another dimension-
of time and space: The timeless self has not. been found.
Instead Malone's abortive attempt results in the metaphysical

absurdities -of The Uﬁnamable, Malone escapes the linear

conception of time only to find himself in the first pages of

The Unnamable moving in never ending cycles.

The double negation; the dest?u@tion of Malone and.
Macmann, has not resulted in a transcendéence of death and_
time.. The "I" is now 1odged'inextricably‘between the two.
The. Unnamable describes himself as at once in'énd out of the
world:

I feel, ‘an outside and an inside and me:in the
middle, perhaps that's what | am, the thing that
divides the world in two, on-one side the outside,.
on -the other  the inside,.that can be as thin as
foil, I'm neither one side nor' the other, I'm in

the middle, I'm the partition, l've two surfaces

and no thickness, perhaps that's what | feel, myself
vibrating, I'm the tympanum, on ‘the one' hand the
mind, on the other the world, 1 don't belong to
either. (p.383)

Beckett has carried the "absurd'' reasoning about death much
further than'any:of the majbr-existéntialist:fjgukes.f

Beginning with many of the presuppositions of Sartre and” Camus, .
Beckett arrives at a negative view which goes far beyond their
Speculations.A'Camus, for example, aBandons'logic to present
lyrically his view of Sysyphus, his ideal absurd man.

| leave'Sisyphus at the foot of the mountain!’
One always finds one' burden again. But Sisyphls teaches
the higher-fidelity that negates the gods and
raises rocks. He too concludes that all is well.
This universe henceforth without a master séems
to him neither sterile or futile. Each atom of
that stone, each mineral flake of .that night =--
filled mountain, in itself fills a worid. The
struggle itself towards the heights is enough to fill
a a man's heart. . One must imagine Sisyphus happy. [l
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Beckett's absurd man'parVeXCefTence-is the Unnamablé, .a.

Sisyphus who.etérna]ly'rolis wérds up to the edge of the
void, only to have them come fumbling down~ﬁpon'himself;
burying him in a morass of meaningless words. Like Malone,.
The Unnamable is -buried-alive in a'world made of words. One:
could never-imagine Becektt's narrators '‘happy.'

In Malone'Dies Beckett presents an extremely.

intellectual and powerfully emotional portrayal. of -death. .
The Gnostic and Existehtialist analogues ‘help to reveal’
~some of the philosophical underpinnings of Beckett's
Aesthetic system. But, finally these sources cannot fully
deal with the inexplicable phenomenon of death. Tracing
these patterns of thought one arrives inevitably at'the same
conclusion as Becektt's narrator's -who have- become khow--
ledgeable in all of the intellectual . disciplines only to
reject them as inadequate explanations of man's existentialist
dilemmas;"Ma]one concludes that he ought. to content himself
with his '"pastimes'.

instead of launching forth on all this ballsaching-
poppycock, about life and death, if that is what it

is all about, | suppose' it is, for nothing was. ever
about anyting-else to the best of my recollection:
" But what it is all about exactly | could no.more say

at the present moment, than take up my bed and walk.
It's vague, life and death. (p.225)
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Cha tef v :
P ugcience Fiction'" in The Unnamable

"That's one small step for man, one giant
leap for mankind.' Neil Armstrong, July 20, 1969.

"A step forward is, by défini;ion, a step back;“
Samﬁe] Béckétt in "Dante ... Brﬁno. Vico ... Joyce."
"This time, then oncé moré 1 think, thén perhaps a last
time, | think it'1] be over with that world too." (p. 8)
Molloy's tripartite division of time in the trilogy implies

a sense of an ending, an apocalypse. But the critical juncture

in this teleological pattern occurs between Malone Dies and

The Unnamable. Malone's attempt at escaping from his fictions

through a simultaneous interpenetration with them has ended

in failure, or, perhaps moré accﬁkatély, thé synthésis results
in the "last time", thé story of thé Unnamable, the presence
which lies behind all Beckétt's prévious fictions. The
Unnamable finds himself in a limbo that is a fﬁrther extension
of Beckett's exploration of the void. Borges' statément that
"metaphysics is a branch of fantastic litératﬁré”1 supplies

an important clue for unravelling what is perhaps Béckett's
most difficﬁ]t and original work of fiction.

In a very literal and profound sense of the term

""'science fiction'. At the beginn-

The Unnamable is a work of
‘ing of the novel the narrator unbelievingly terms himself i L
his struggle is to somehow establish a belief in his own
existence. Through a labyrinth of Hypothéses he vainly tries

to scrabble on the right answer; through a discursive argument
constantly channeled into new courses by a series of ''perhaps#g"
he heroically attempts td scatter his puppéts, the Molloys

and Malones et al., in order to live. The labyrinth of

fictions results in a babble of "affirmations and negations
invalidated as soon as uttered.'" (p. 291) The somersaulting

dialectic of the Unnamable takes the form of an absurdly

logical Discourse on the Lack of Method. The growth of the

scientific world view in the seventeenth-century, a movement

in which Descartes played a central role, culminated in the
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reduction-of the self to ,a mere "fiction:"

The Unnamable finds himself in a‘type'of Einsteinian
fourth-dimension in which obJects do not Fo]]ow the Newtonian
conception -of motion. Around the latest manlfestatlon of. the
Beckettian "IV revolve Malone and Moliloy. _Thelrvmovements do
not follow or conform to any_geometrical pattern, sach as the
seVenteenth-cehthry scientist-philosophers'imposed on reality:

These lights for instance, which | do-not
require -to mean anything; what is there so
strange about them, so wrong? Is it their
irregularity, their instability, their shining
strong one minute and weak the next, but never.
beyowd the power of one or two.candles? Malone
appears and disappears with the punctuality of
clockwork, -always at. the same remove, the same
velocity, in. the same direction, the same
attitude. But the play of lights .is tru]y un-
predictable ..:.. They. are perhaps unwavering and
fixed and my fitful perceiving the cause of their
inconstancy. (p. 29h)

Newton s ether has’ become the “nohrishihg.mack that kills"
which -forms the flrst matter of Beckett's fictional universe.
The description-of Molloy and Malone as planets wheeTing'
slowly in.a state of advanced entropy around thelr sun, the
Unnamable, - contrlbutes explicitly to the theme of ""'science

fiction.'"

Trying vainly to establ|sh'a‘temporal-spat|al
relationship between his ”satel]ites“ and himself, the Unnamable
adopts an epistemo]ogjcal‘stance analogoas to Kant's

Copernican Revd]ution; Whi]e "all is possible, or almost“;

it is best he conclﬁdes,v”to think: of myself as fixed and

at the centre of this place, whatever its.- shape and extent may
be." (p."295)

Similarly, Descartes began his proof of the existence-
of the self (and of its necessary corollary, God) by first
sabjectfhg'all‘hisibeliefs to thefdevastating test of
methodical doabt. After'qaestioning the reTiability of sense
data, Descartes next stage in the argument |nvolves the
question, How can we be certain that everything we see and
do is not part of a dream? - However,.Descartes does. find some.
order comstructed aceording to geometrical patterhs within

this ‘hypothetical dream (jworld:
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For whether I ‘am awake ‘or asleep, two and
three always make five, and the ‘square can

never have more than four. sides, and it does
not.seem possible: that truths so clear and:

‘apparent -can be suspected of any falsuty or.

uncerta|nty 2

ln Beckett s dream world a non- Euchdean geometry precludes'
even. a mathematical certainty that will allow for a rational
discourse. ”But”the discobrse mbst'go on so one invents
obscurities.“v(p. 29#) The Unnamable s course is a- series-of
”irregblar loops”:whlch flnally embronl hlm "in a klnd of

" (p. 316)

Beckett' E ”dlmlnlshlng unlverse” supplles an ‘ironic

inverted splral

commentary upon the sc;entlflc explonts of the twentieth-
._century in. Wthh advanced technology has landed a man on- the
moon. In Béckett's world the smallest movement is a signi-
ficant event’ Wthh calls for elaborate descrlptlon Jules
Verne and H.G. Wells,; for example, are naturalists who trans-
post forward. The contemporary era‘seems,'ih-part; to be

.~ one of "

post’fiction“; sclence fiction has become fact. Much
of the best writing is dohe in the:areas-ofldocumentary, and
reportlhg, for example, Maller s account of the Amerlcan moon
landing.; But science flctlon ‘need not. be simply futurlstlc,

it can also look back in tlme. In Clarke s ZOOlg;Agspace

"dessex the patternlng of tlme is cyclical. The portralt of
the astronaut- as an old man at the point of death IS remark-
ably similar to one of Arikha's draW|ngs of a Beckettlan h

moribund in Thlrteen Texts ‘For ‘Nothing.- In the fllm ver5|on

the decor of the astronaut's room was elghteenth century,
thos polntihg‘back towards -the origin of the sclehtifio
method. .Bot‘Clarke sees the cyclical process as:ultimately
affirmative. Beckett is much more sceptloal‘aboqtvthe
SIgnlflcance of reblrth "especially in'Endgame-whichtmay be
seen as a picture of the horrible aftermath of an atomic war.
Clov's firstfreactlon is to.kill>the lnfant who appears in

the wasteland‘oatside of hIS shelter Beckett s SC|ence
zflction”,also involves a telescoplng of the origins: of science
ahd'its modern consequences.. The Unnamable is,lln-one‘way,

‘representative of the modern Western consciousness in that
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he has bee"'”reduced_to reason.””(p._338) E.A. Burtt in

The Metaphysical Foundations of Modern Science has shown that

none of the early philosophers of the scientific method really
understood the final aims or intentions of their discoveries.
One wonders if Bortt is right when he says the accomplishments
of the scientific world view are ~worth. the metaphysccal

barbarism' it has produced.3 In The Unnamab]e Beckett shows

that the only frontier worth explorlng is that of the mind.
However, the predominantly scientific discoorse of the last
three centuries has done away with any langnage with which to
carry on the diaiogoe with self. The residual Cartesian man,
the Unnamable, hooes to spare himself withootvgoing silent.
"What prevents the miracle is the spirit of method to which |
have perhaps been a little too addicted.ﬁ (p. 303)

The first lines of The Unnamabie, "Where now? Who now?
When now? Unquestioning', indicate that the nartrator is
attempting to confine himself to the scientific "how it is"
rather than the metaphysicai "why it is.” The reason why the
"1, who seeks to discover the true self cannot carry on his
pseudo-logical discourse wnthout haV|ng recourse to his
"stories', is found in the basic weaknesses of Descartes
philosophy. The tornlng point for the ]anguage of the self

occurs in Descartes' implicit identification of truth and

mathematical proof, and above all, with Spinoza who;gbughtxmbrmake

the language of philosophy a verbal mathematics, hence the
organization of the Ethics into axioms, demonstrations,
corollaries. Since then the ]angoage'of ﬁetaphysics has be-
come logical, or non-verbal, a fact which throws an illumin-
ating light upon Beckett's poetics of silence. Wittgenstein
is the‘modern phi]osopher who raises the question whether
reality can be spoken of, when speech is mereiy a kind of
infinite regressnon, words being spoken of other words.
Descartes' mechanlsm, in denying completely any pur-
posefnl tendencies in the physical world, prOV|ded a meta-
physical basis for the new physical theories of such scientists

as Galitleo. But, at the same time, the sharp division of
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the created world between the mental and physical substance
vgaVe_rise'to_greét Hifficultieé in consfruct?ng a consistsent
theory of the universe. The Carteéién~conception of the
ovérpoWering role played by Godvseemed.toaﬁtend toward a
kind'of.mysticism, rather than provide a basis for scienfific
’knpwledge. Descartes' accommodation of the ﬁl” in the res '
cogitans, his cqsmdlogical~(causal) and ontological proofs~
iof Géd‘géve, at.least tentatively, some moral significance

to his scheme. -There was still the possibility of an '"I",
""God" be]iefustructure;' The significance of Basil Willey's
statement that '"God was indeed a‘necessary hypothesfé in
Seventeehthﬁkentufy_phildsoﬂhy“ can now be seeﬁ. Without
the postulationboflGod,.Descartes'"argument wodld have been
lodged inextricably at the péint of "dubito, ergo est.'" Such
a harrowing possibility leads one into Beckett's world. As
Dgscartesf'was able to establish God's existence, hé did not

have to worry about establishing the existence of others:

it:Woqu follow as a natural extension. In The Unnamable

: the reIationship between the ”se]f” and '"others' and “God” is
carried out in a most striking stylistic manner. A phenomen-
ological reduction of linguistic structures results in the
presentation of these relationships through a jumble of
prohoun réferences. | '

The Unnamable begins his ”pensum“-By trying to purify

his "I'" from its contingencies:
Nothing then but one, of which | know nothing,
except that | have never uttered, and this black,
of which | know nothing either, except that it is
black and empty. That then is what, since | have
to speak, | shall speak of, until | need speak.
no more. And Basil and his gang? |Inexistent,

invented to explain what | “Oforget. .Ah yes, all
lies; God and man, nature and the light of day, "
the heart's outpourings and the means of under-
standing, all invented, barely, by me alone,"
with the help of no one, since there is no one, to
put off the hour when | must speak of me. There
will be no more about them. (p. 304)

- -Such a solip§istic philosophy would negate both-Descartes'
idea of ''God'' and Sartre's idéé of the '"Other.'" Rationalism

rufdetachedvfrom metaphysics tends to become concerned only with
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fictions, can only describe hls perceptlon of his '""black and
empty!' space.

But the insidiouS»“they” Basil and his crew,fin-“
evitably interwine thelr vouces lnto the narratlve . The
'amblguous “they” are "to be feared for,.llke the Sartrean
"Other'", they reduce the self to an object of another's'con-
sciouSness;'and imprisonjthe self's freedom in time and space.
The misuse'of the pronoun.“l” begins when.the concept of
person4i5'treated as-third person.expressions or descriptions
allowing visual-spatiaT'mechanicai mode]s WhICh determine
the conceptual-ization-of'self.5 Descartes does thls, for
instance, even in his-conceptnof self as a bodiless some-
thing, Qa-thinking thing‘ The question-then is, are “personsU
conceptually. and loglca]ly assnmllable to and exhausted by
eXteriOrized paradigms or,. to put it another way, are persons“
exhaustible bv the thing-language of the scientific flworld
view. Against the attempts.of'Basiltaand his chew to
extricate the Unnamableée's real first-person pronoun from the
.language; (a‘moVe foreshadowed in Descartes), the‘Unnamable's
e b manages to hold out for a while.

Like hlS avatars, the Unnamable'sees himself slipping,
“though not yet at the last extremlty, towards .the resorts
of fable.‘ (p. 308) He is enticed in. order'to keep the dia- -
]ogue.going to tell one -of Basil's taIeS'ln Wthh the e
is returning'from a world tour whxch |s rem|nlscent of Moltloy's
journey.'.His.family in the world above attempts to draw ‘him
back into theAtold, back into the circus where to '""breath is
to qualify for asphyxiation " Whtie’the Unnamable cites this
'tale only to |llustrate ‘how he earlier mlstook hlmself for
BaSiT’(Whom he now calls Mahood), it bécomes clear that he is
‘again -in danger of being possessed by h;s creatures, his
fictional creations '

Flnally,rﬁthe Unnamable creates a flgure names- Worm

who represents pure or’ unconscuous belng In other words,
the """ attempts tn Worm to create a '"non-fictional character"
who. will" allow him to subvert thedes:gns of Basil. He pro-

' jects hlmself into Worm (that is he uses the first person



99

pronoun when referring to his creature), in an attempt to
fuse in Sartré's términologyAthé for-itsélf ana thé in-
itself. As soon as thé Unnamable bécomés'conscioﬁs that he
is Worm, unconscious béing, he is logically no longér Worm.
"1f I were Worm | wouldn't know.it, | wouldn't say it, | wouldn't
say anything, I'd be Worm." (p. 347)
This fai]ﬁré sﬁggésts another hypothésis which points
towards the “gréat chain of béing“ in How 1t 'Is+

there might ~be. a hundred of us and still

we'd lack the hundred and first, we'll
always be short of me. Worm, | nearly said
Watt ... Perhaps it's by trying to be Worm

that 1'11 finally succeed in being Mahood,

I hadn't thought of that. Then all 1'11 have
to do is be Worm. Which no doubt I -shall
achieve by trying to be Jones. Then all I'11
have to do is be Jones. Stop, perhaps he'll
spare me that, have compassion and let me stop.

(p. 339)
Nevér will the Unnamablé bé ablé to bé both sﬁbject and ob-
ject simultanéously. This infinité régréssion a]lﬁdés ironi-
cally to Déscartés' cosmological argﬁmént for thé existénce of
God in the "Third Méditation“:

And even. though it might happen that one
idea gives bitth to another idea, that
could not continue indefinitely, but one
must reach a first idea, the cause of which
is like an archetype or source. 6

The 'archetype or source' the Unnamable séarches for is his
own ''self'". As the quoté from Descartés illﬁstrates this
séarch is equiva]ént to the quést for God. Howévér, Hume in
his critiqué of caﬁsality pointed oﬁt that thére is no réason
to conclﬁdé that a sequénce of conjoinéd evénts mﬁst have a
first term. Thﬁs thé Unnamable is foréver lost in a limbo of
endless non-being.

Thé fragméntation and dissolution of thé "I" results
from a dia]éctic of either/or in which a labyrinth of hypotheses
for the self is pﬁt forward. The Cartesian "'cogito' flounders
help]éssly‘in a morass of words. .

How all becomes clear and simple when one opens

an eye on the within, having of course periously
exposed it to the without, in order to benefit by
the contrast ... But enough of this cursed first
person, it is really too red a herring, 1'11 get out
of my depth if I'm not careful. But what then is
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the subject? Mahood? No, not yet. Worm?
Even less, Bah,.any old pronoun will do,
provided one sees. through it. Matter of
habit.- To be adjusted later. Where was 17
Ah- yes, the bliss of what is clear and simple.
(p. 343) ,

Descartes 'elaborate speculat|ons on "clear and simplé” fdeas'
now.sérves only as a category for which thefé is no “objéctive
cOrrélativé;” WEthdﬁt the'priviiégea positionlof picking
out a "who'" by which contrasts aré made, Nthere IS no
possibility,of distingﬁishing anythingi' Dlscourse then\ be-
comes a kind of stream or process wheré no dlstlnctlons apply
and perhaps no language applies. The: Unnamable s abortlve
discoﬁrse~on thé sélf is‘an attémpt to overcome a program
of trying- to contracﬁ,the first'pérson personal pronoun "I"
out - of existencé which'g®Vés'rise‘to é Ianguagé;(ff it can
at all . be said to be a language) that is not hﬁman-nor “about
a hﬁman-world. Aware of thé fﬁti]ifyvbfﬂﬁis éndéavour, ithe
Unnamablé‘Says,‘”no sénsé in.bickéripg aboﬁt pronouns and
other parts Qf bTathér. The'sﬁbjéct doesn't mattér, theré
is none." (p.'360)_ But>thé qhéstion’is-vital as the
narrator' s obse55|ve preoccupatlon with-the: prob]em indicates,
for without the logical position of”superlorlty ‘which:"I"
has-held in traditiénal‘métaphysits; theré is no possibility
of .establishing an "I" - 'God" relationship. Only thén will:
the "1I" bé ablé to attain thé philosophital‘absolﬂténéss of
abplénﬁm of self—cohtainéd béing, only then will he be one
with the silence. '
‘ The Unnamable finds’ hlmself trapped in a torrént of
words in which there is no word for him: '

all words, the whole. world is here with me, |I'm

the air, the walls, the walled-in one, everything
yields, opens,. ebbs, flows like flakes ... I'm

all these words, all these strangers,. this dust
of . .words, with no ground for thelr <settling.

(p. 386)"
Beckett's ‘concern with words,'éspécial]y‘pronoﬁns,'is not
in thé least'an-ésotéric éxploration of ]ingﬁfstic’ambigﬁi%y.
Rathér fﬁ tdﬁches on thé most vital of modérn phi1osophical

concerns. - Sartre has- repeated]y spoken about ''the crisis of

language.' As does Beckett he |dent.f!es this crisis with
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thé prob]ém of_thé‘”Other”,'for langhage is. the means by
which the "Other" threatens one's being. The Unnamable is
forced to.use ”their“ langﬁagé'of“which he.knows only a

few 5crap$; a few namele§s imagés.' Basil and his crew
‘remind one of the Heidégérriénv“they" who attempt to trans-
form the "i" into.a'colléctiQég«nonréhtity; The fact that
"Basil' is an anagram for "silab'" or 'syllable' indicates
that for Beckett thé problém of éstabiishing any creative-
relationship with others involves the more,fundamentaf
question of language: o -

At this point of Béckett's investigation of the
self, there is a'coming‘togéther of the two major schools
of contemporary philosophfcalvfhoyght, némePQ,'Existentia]ism,
and the analytical "Ordinary Language PhiTosophy.”‘ The
most useful example of the latter movement which is more
explicitly interested in linguistic problems is Gilbert

Ryle. In-The Concept of Mind he devotes his first chapter

to an exposition of the so called 'category mistakes'" involved
in Descartes' conceptién-of thé sélf as a '"ghost ‘in the ‘
machine.'" Ryle's me thod seéms, théréfore, to promise a way
out of the paradoxes éncoﬁntered by that modern Cartesian,
Beckeit, in his exploration of the self, However,; the in-
~ability of "Ordinary Langﬁagé Philosophy' to deal adequately

with the question of personal identity come§ out more clearly

in Ryle's discussion of the ''systematic eiusiyeness of .M

For Ryle the problem of '"|" is determined by the nature of
”highefcyorder acts'", that is, acts which involve self=-

. A '
consciousness. He states:

a higher order action-cannot be the action
" upon which it is. performed. So my commentary
_~on my performances must always be silent about
one performance, namely itself, "and. this per-
formance can be the target only of another:
commentary. Self commentary ... {iis) logically
condemned to eternal penultimacy.

Ryle summarizes his argument in these terms:

This general conclusion .that any performance

can be the concern of a higher order performance,
but cannot be the concern of itself, is connected
with what was said earlier about the special
functioning of index words, such as 'now'", '"you',
and "1, And "' sentence indicates whom in
particular it is about by being itself uttered
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or written by someone in particular. '"I"
indicates the person who uttered it. So,
when a person utters an '"I'" sentence, his
utterance may be part of a higher order
. performance, namely one, perhaps of ‘self-_

reporting, self-exhortation, or self- .
commisseration, and this performance itself
is not dealt with in the operation which it
itself is.. Even if the person is, for
special speculative. purposes momentarily
concentrating on the Problem of Self, he
has failed and knows that he has failed

. to catch more than the. flying coat-tails of
that which-he Was pursuing. His quarry was:
the hunter. 7 '

While Ryle's analysis seems to explain some of the linguistiic

problems involved- in the "1"'s search for the self (the

image of the quarry and the hunter describes Moran's

search for Molloy),it does not éxplain the existential"

anguish which'motivates the Béckettfén artist-heroes.
The‘inadequacy of Ry]é’s solution is évident also

when one refers to another famous discussion of the self

which appears to lie béhind the Unnamable's babble, Hume's

investigations in part VI of Book I of the Treatise:

Hume writes: ' .

when | enter most intimately into what |

call myself,. | always stumble on some .

particular perception or other, of heat

or cold, light or shade;, love or hatred,

pain or pleasure.. | never can catch myself

at any time without a perception, and can -

never.observe anything but the perception:. 8
Ryle would say that Hume's problem'ié~not due to his em-
pirical psyéhology, but is simply due to a pseudo=problem
ostensibly posed by "ordinary language.' But this
linguistic analysis ‘does not account for the dark night of
the soul'" Hume goes through as a result of the inability
to discover the self. The example of Hume is relevant
for the Unnamable begins by restricting himself to an em-
pirical investigation of his consciousness and its perception
of the world which enclioses it.

‘ One of the most forceful examples of a '"higher

order' act, and its relation to the problem of personal
identity, is found in the Unnamable's statement:

They say they, speaking of them, to make me
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think it. is | who am speakinQ;; Or | say

they, speaking of .God knows what, to make

-me think it is not | who am speaking. (p. 370)
Beckett attempts to get “between words' in order to avoid
the “eternal‘penultimacy” of the linguistic dualism of '"["

o

”thew ‘Ryle's ordinary language critique.would be of no

use here'for Beckett is not using language in an ordinary
way; he is concerned with the religious” use of language.
Beckett suggests that there ‘is an analogy thatdholds be-
tween the first person personal pronoun "1 and the term
"God'", which for Beckett connotes an absolute M1 meta-
phorically represented by the silence or void. The first
step in making sense of rellgious belief-talk is-to observe
that the world ''"God'" can be quite appropriately, and, indeed,
is Biblically, modelled on the'personal pronoun "1,  The

Exodus narrative &peaks of God's identification of Himself in

the following fashion: 'I ‘am who | am." And he said, ”Say
this to the people of Israel " am has- sent me to you.

- Between the- pronoun "I" and the word ﬁGod”'there
stands’ thls parallel: we can speak of the self ("'1") with-

out assuming that the concept of self is or can be exhausted
by obsenable acts orlbehaviour; we -can speak of God without
assuming that the cOncept is exhausted by the events in

the world or that He is’simply a sum of these events. In
each caSe'there is an actor who stands back of the acts

or events but who is not the sum total of the acts or events
even. though there is some sort of correlation between the

"actor'" and the. acts In The Unnamable this paradigm of

Chrlstlan bellef structures undergoes a drastlc modification.

No relatlonshlp between the "I'' and Youdi (Jahweh) is

cattempted. Youdi appears as Descartes‘”Mal|gnant or De-

" ceitful Spirit" who. contlnually tries to trick the narrator

into false being. lnstead (and this is the cruc1al point
which has-been missed by previous commentators), The Unnamable
attempts to elevate his '"I'" until it becomes identified by
means of a ruthless parody with tradltlonal conceptions of
God Sartre has shown that man's prOJects are absurd be-
cause they are dlrected toward an unattalnable goal, the

desire to become God or to be- s:multaneously the free for-
: . . N 1 b . .
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itself and the absolute |n-|tself
Dleter Wellershoff S generally perceptlve analysis
of the overall de5|gn of ‘the trilogy is: .flawed by one maJor

misconception, typlca] of mos t crltICIsm of The Unnamable

In an essay entitled "Failure of an Attempt'at De- Mytholo--

" he summarizes the three novels in these terms:

gization
Molloy's narrative still has the pleni tude
and fantasy of. the beginning. It represents
the mythical consciousness which still ex-
periences .the duality of man and world, sub-.
ject and object, ego and god in the image of
a long journey-and vain homecomlng,~analogues
to- the Passion; the Odyssey, the adventures of
Hermes, which; - in however rudimentary and dis-
figured a form are compressed in this story.
Moranfsvreport,-in~c0ntrast, represents. a more
enlightened, more realistic level of coenscious-
ness. lt:reduces ‘the mythical narrative to a
"more barren kernel of experience, it wants to
say what really happened. But this naive claim
in objectivity is. finally destroyed by the next
disillusionment. Behind Molloy's narrative and
" Moran's report in‘MaJOneVDies,-the subject whose
fictions they are, is made .visible. Then,
finally, in The Unnamable the subject also is
dissolved. It is now no more than an empty area
of transit of anonymous language and disappears
inside it. It all happened only +in the language,
which,; now that it is unmasked as aimless search
and constant deception;.no lenger yields any
mythical symbol,. and. hlstory, that might interpret
its own obscurlty 9 '

On. the contrary, The Unnamable supplles archetypal patterns of

mythico-reljgious thought_whlch ‘interpret (at least partially)

itS'obscurfty. ln'The"UnnamaBIetBeckett;shows-(as Cassirer.

é@éegjin'LahQUagefahd Myth) that “the_philosophy of the mind"

involVes.more,than a theory of knowledge; it involves a
theory of prelogical conception and expression, and their
final culmination in reason'and factual knowledge " 10 The

Unnamab]e is Beckett s Notes Towards a Supreme Flctlon

The fundamental assumptlon of the myth-making-
consciousness is that name. and essence bear a necessary and.
internal relatlonshlp to each. other, that the name does not
merely denote bot actoally is the essence of the obJect
that the real thing is contained in the name. Hence the sign-
ificancehof'the title of Beckettfs last -novel of ‘the trilogy -

can in part be realized: it implies complete isolation, " 7>
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for the nameless has no exnstence in Iangﬁage and tends
to be completely obscured ‘To the Unnamable words-are only
things 'they taught me wuthout making their meaning clear."
But he still has to hse'thesevblank'words in order to fend
of the threatenihg'”they”,vand to attempt to reach the absolute
of silence; The words that the Unnamable.is forced to speak
constitete a parody.of that phase of mythico-reljgious
thohght when man through the agency of the word transformed
chaos into a meaningful and ethical universe. The Apostle
only says that ln the beglnnlng was- - the Word. He”gives.
no assurance as to the end.

Another pattern of mythlco rellglous thought that
Beckett seems to be |ron|cally eprOItlng involves the idea
that "it is the name of the delty, rather than the'god him-
self, that is the real source of efficacy:" (Cassirer, p. 48)
As a cpnseqﬁence-of this belief; a rele'of secrepy applies-
to the '"Holy Name” for the mention of it would release all
the powers‘inherent in the god himself.- However.grotesque
it,seems, the Unnamable takes-on characteristics3of this
SepremelBeing'or'sepreme‘FictiOn. Hjs ”characters” are

made in his image. Basil and his crew are like-Pirandello's

'Six*Cheracters_lg‘SearchdgffiﬁﬁAUthor. Viewed archetypally
this action'appeers ironically as an attempt to bring the-
”god”'withfn their power by means of the word. Tﬁe Unnamabje
~wonders whether Basil 4

is still usurplng my name, the one they foisted
up there in their world, patiently from season
to season? N6 no, here | am in safety, amusing
myself, wondering who can have dealt me these
insignificant wounds. (p. 300)

The ""hidden god" is a secret to his creation:

His name 'is a secret to his creations. There

is but one designation that may be applied to

him, besides that of Creator, Maker of men and
gods: that is the designation of pure Being.
"He begets and is not begotten, he bears and is
not born, he is Being, the Constant in every-

thing, the Remaining. (Cassirer, p. 76)

This paradox appears in two statements made at the beginning
of the Unnamable's ”disSertation“: the first states, ''He

does not look at me, does not know of me, wants for nothlng

| alone am man all the rest d|V|ne ; the secend, which
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appears to (jcontradict the firstg'states,‘”l am Matthew
and | am.the angel, I'Who came before the cross, before
(pp. 300,

301) Because the Unnamable cannot get born-he is immortal.

the sinning, came Tntohthe world, came here."
Yet he begets fictions who are "divine'" in the sense that
they have names which identify‘their essence.

| The phantasmagorlc |nterm|ngl|ng of identities:
appears as another of Beckett s reversals of a traditional’
pattern of reljgrous thought. Cassirer states the tradi-
tional view: ’

the polynomy of the personal deities is. an
essential trait of their beings.” For:ireligious
feeling the power of a god is expressed in the
abundance of his . epithets; polynomy. is a pre-
requisite for ‘a.god of the higher personal
order. (p. 62)

Through polynomy the mythic mind'trjes to attain the unity
of the god idea.. For the Unnamable any thought.of identi-
fication W|th his: ”troop of ]unatlcs involves a mixing of
the sacred” and the profane. ”Me, utter me, in the same
foul breath-as my creatures.”'(p. 302) This statement can
onlylbe fully appreciated if compared to Molloy's, '"And
God'forgive me, to tell you the horrible truth, my mother's
image sometimes mingles with theirs, which is literally
unendurable,’like'being crucified; | don't know why and 1 don't
want to.'" (p. 59) Molloy's.fear is'easily discernible as
the horror of the prlmltlve” mind before the possibility
of an incestuous Oedlpal relatlonshlp.‘ The Unnamable's
statemant furthermore makes it clear that Molloy's quest
involves. a return to the mother tongue, ‘the matrlx of human
creatIV|ty,‘Ianguage. At a more sophlstlcated Ieve] of
philosophical |nvest|gat|on, the Unnamab]e discovers that
language itself fosters |ncestuous relatlonshlp. There is
no possibility in language to talk about the absolute self
completely enclosed within itse]f without recourSe to other
pronoun references outsude the “I.“ A
The deception perpetrated by the pronoun inter-
" changes appears»as a parody of what God said to Moses: "I
am that l'am. Thus thoureha]t say, untotthem: I am has sent

me unto you.' Cassirer says that

only by this transformation of objective
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existence into subjective being ‘that the
Deity is. really elevated to the '"absolute
realm'", to a state that .cannot be expressed
through any. analogy with things or names of
things. The only instruments of speech that
remain for its expression are the personal
pronouns: "I am he; |. am the first, athe
last'", as: it is wrltten in-the Prophetic
Books, (p 77)

Although Beckett appears to vary thls pattern by settlng
up a dlalectlc between theh”l”:and the threatening ''they",
this‘is not truly the case. The Unnamable says that there
are no other “thlrd partles“, the whole bu5|ness involving-
"them'" is '"too much of a. red herrlng But, finally, the
Unnamable is forced to speak of himself in the third per-
son, tor “they” have inextricably |nterwinedkthemselves
into his narrative: ‘ ‘

he's in his own story, unimaginable, {un-
speakable, - ythat doesn't matter, the attempt
must be made, in the old stories:incomprehensibly
mine, to find his, it must be. there somewhere.
it must-have been mine, before being his I'11
recognize it, the story of the-silence. that he
never left, that | should never have left, that

' I may never find again, “>that | may find again, then
it.will be he, it will be I, it will be the silence,
the end, the beginning, the beglnnlng agaln,
how can | say it, pHthat's all words, they're.
all | have, and not many of them ... (p. 417)

Beckett's philosophical position in The Unnamable

Iies,,in;general'terms, between those of Descartes and
Sartre. Through the Unnamab]e Beckett implies with most

' bitter;irony that an internatjzation of the Cartesian o
rather than an externalizatEOn of it through the concept

of "God" or Sartre's ”Other“ allows man to assume character-
istics usually attributed to the deity. The plight of the
Unnamable shows human consciousness pushed to the limits

of the non-human, thus taking on characteristics of the
God-head. Sartre in hii's comp]ex_dialecticgof being and
nothingness is led to 'a consideration~of experiences which-
are strangely similar to those found in mystic literature.
However, he is carefuf to: emphaSIze that hIS explorations
of these experiences have no need to go beyond a non-

supernatural, that is, exnstentlal context Sartre's

main intention in Be|ng and Nothlngness is to establish. a

[
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viable, theoretical framework for the self's test of
freedom in its “Concrété Rélations With Others.' For
Beckett this alternativé is not opén. And thé inability
to fuse the mythical modé of discourse on the self with

" the retionalistic Discourse On Method inherited from

Descartes results in "science fiction" in The Unnamable.

The latest avator of the Beckettian.'"l" is unable to rTe-
solve this negative dialectic. There is no language of the
self. The Unnamable cannot ﬁnderstand because he is "a
quite different thing, a wordless thing in an empty space,
a hard shut dry cold black place, where nothing stirs,
nothing speaks, and that | listen, and that | seek, like
a caged beast born of caged béasts .. (p. 390) Beckett
is dealing with the samé dual prob]ém mysticism encounters:
the task of comprehending thé Divine in its totality, in
its highest inward reality, and yet avoiding any parti-
cularity of name or image. Mysticism is directed towards
a world that transcends language, a world of silence.
But Beckett is no mystic: his résponse to the human dilemma
is at once rigorously existéntial and rationalistic. While
he attempts to attain a religious position analogous to
that of Martin Buber in | ggg'lhgg, his commitment to reason
forces him into a dia]ogué of sélf and non-self which is
much closer to that of Sartré. Beckett's use of mythico-
religious archetypes is dirécted towards showing that the
inability to talk about God also implies a negation of the
human '"I." The dismembered hﬁman image in the trilogy is
the end product of the métaphysical chaos engendered by
the -development of the scientific method of the seventeenth
céntury.

The Unnamable pictures himself as in an

enormous prison, like a hundred thousand.
cathedrals, never anything else anymore,
from this time forth, and in it, somewhere,
perhaps, riveted, tiny, the prisoner, how
can he be found, how false this space is,
what falseness instantly to want to draw
that around you, to want to put a being

there, a cell would be plenty, if | gave
up, before beginning, before beginning again...
(p. 413)

Later the Unnamable significantly adds that he needs a prison:
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self imposed incarceration is.necessary for it keeps out

the alien '"voices' HoWever‘thie metephbr‘isqnegated by
another metaphor in whlch the 1" says that he is "walled:
around with their VOC|feratrons.”i (p. 325) A main

stylistic device of Beckett's later writings is the fusion.
of his basic metaphors.. In this exemple'theVWall'imagery
which-is so important in the earlier work; especnal]y

‘Malone Dies, is identif[ed*with the '"voices.'" This tele-

scoping is suitable for, Iike'his=predecessors,-the
Unnameble says,u“t am‘in‘axhead,_its terror makes~me say
‘it, and the longing to be-jn,safety, surrounded on. a]]
sfdes;by massjveihone.” (p..350) The Unnamable is Beckett s
"redJCtPO'ig'abeﬁrdum of thevartist'parableAin which the
arti§t>is seen as a prisoner“of:the langhege he is fOrced

to employ

sees an Idea]]StIC synthesns between rational dlscourse
and the mythical image. What art expresses ‘is neither the:
mythic word-picture of 'gods .and daemons nor the Iogical
truth of abstract: determlnatlons ‘ ' ‘

Word and mythlc_lmage, which once confronted
the human mind as hard realistic powers, have
now cast. off all reality -and effectuality;
they have become a light, bright ether in
which the spirit can move without- let or
hindrance:

in The Unnamable Beckett penetrates to a level of human

conscioushess in which word and mythic image appear -
negative]y as. '"‘hard realistic powers.'II But the dichotomy’
persists: the mythic image is not fnsed With the
abstractions of the rational discourse. There is no
"bright ether', only theblack void in which a urinous
“glow eohetimes-appears; The Unnamable s final “r can't
. go on, 1'11 go on" epitomlzes this duallsm. Every con&’
frontation thh this void. is a heroic attempt to wrest
art from chaos. o ‘
Cassnrer s statement if taken in cdnjﬁﬁﬁlion

with The Wnnamable, lllustrates that while Beckett espoUses
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a romantic, or mystic conception of ‘art he is not techni-

cally a symboilst Frank Kermode |n Romantlc Image stresses

" that the |mage of the dancer and the dance sngnlfled for
Yeats the reconcnilatlon of the dualisms of the body and
mind, actlonband contempietlon etval. These unitles were
destroyed, Yeets beiieved, when Descartes discovered he
could think‘better in bed than out. The Symbollst aesthetlc
represents essentially a megical attempt to recover those.
images of truth which ‘have nothing:to.do with the intellect
of scientiets, nothing to do with time. They exist beyond
the pOSSibl]lty of d|SSOC|at|on in a condltlon of perfect
unit.]] Whule Beckett s artistic formulations couid be
usefﬁ]ly dlscussed in terms of the symbolist movement, his
aesthetic of si]ence and nothingness shows the impossibility
of reelizihg the goals of the earlier manifestations of

the Romantic movement. '

If anything, The Unnamable shows the dangers in-

volved in symbolism in which the search for the magic
image can lead to obscurity and ultimately incomprehensiony

This danger was foreshadowed in Balzac's The Unknown

Masterpiece, a work which resembles The Unnamable in many

ways. In Baizac's story, Frenhofer the mad artist,

attempts to create h|S‘chef ‘d'"oeuvre, but the result is

what would now be called an abstract painting in which
only a fragment of a human form is discernible. At the

"conclusion'" of The Unnamable, the reader's reaction

parallels that of Balzac's characters before the unknown
masterpiece. ”They stood fairly petrified before that
'fragment WhICh had escaped that most incredible, gradual,
progre55|ve destructlon. 12 Beckett S assumptlons on ‘
art are totally different from the romantic ones of Balzac.
Frenhofer's downfall was percipitated because he attempted
to follow '"Nature' too far in its flight. The mad artist
comments on his faildre: “Observe that too much knowledge,
like ignorance, leads to a negation. I doubt my own work'“v
From a different set of postulates (essentlally ”CarteSIan
ones) Beckett arrlved at the same conclusion. One cannot,

however, point to The Unnamable and say, as Porbus did
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about the unknown mésterplece,fthat Umark$ the end of

our art on earth." Beckett in'THe“Uﬁﬁamable,'the'most

emotionally pOWeerl,of all his ndvels,'takés*oné closer
than- has évér béén done béforé to thé edgé of thé'VOid
which is_béyond the grasp of.arf; Only an.osténsibly
~formless and‘chotic_aésthétig'of‘artiisvable to pattérn

this stéte‘of'the self doomed to never ending non-being.
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Chapter VI

Philosophical Pornographyin H l 1s

At the ”end“ of The Unnamabie, |t appeared that

Beckett had reached an impasse, a dead end in his fiction-
al expiorations.v The Unnamabie S “I can't go on,. 1'11 go on'
seemed, moreover, to imply a 5|mpie contradlction rather
than abdiaiectic necessary for the artistic enterprise.
Even if. the affirmation, "1'11 go on', takeS'precedence,

the question becomes not one of resoive, but of method;

How can the artistic process continue when it has fignra-
tively and Iiteraliy painted itself into a corner? fn How
'|t'is, one of the strangest and most orlglnai novels of

our tlme, Beckett attempts to answer this impossible
question. It is important to note that the‘titie of the
novel not only implies still another attempt by '"I" to
discover his trne story, but also raises the "how" of,aesth-
etics which involves qaestions of technique and form.

How I t.Is represents Beckett's most drastic attempt at

resolving the aesthetic and phiiosophicai problems of form
and content, self and nonfself. Through an annihilation
of grammatical structures, form and content become

virtually inseparable, even more so than in The Unnamable.

Concomitant with Beckett's further investigation
of - the vond of which there is never any shortage, there
is an increasingly horrifying vision of the finite human
condition.. While the narrator of How It Is sardon|caiiy
invokes Thalia, the must of comedy, he admits at the
beglnnlng of his Journey to a ”deterloratlon of the sense.
of humour.'" (p. 18) The caricature of human relationships
invthis excremental undergroand is so bitter and savage
(pp.

Lh-5Yy Beckett s previous reductions of the novel form culmin-

that '""I" faiis "within humanlty again just barely.'

ate in How It LEVW|th.a vision -and aesthetic which can
oniy'be‘termed ”pornographic.“

The legitimate designation of pornography as.an
art form.has-been hampered by the fact that socio-caltural

taboos often lead critics to'regard it only in pathological
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terms. Pornography is therefore ,viewed as indicative

of a radical failure or deformation of the imagination

as far as a work of art is conS|dered This point of

view unfortunately precludes the awareness that much
contemporary literature includes areas of writing which
structurally resemble pornography. Because of its highly
stylized form,‘and its obsessive preoccupation with a

few basic themes, pornography as an aesthetlc structure is
particularly effective for the representatlon of psychic
dislocation and disorientation with which modern art is

by necessity concerned. Some of the more prominent ex-
amples of the literary, and even philosophical, use of this

form are de Sade'S'The'lZO'Days'of'Sodom, Pauline Reage's

' Ihg'étgry'giig, and Georges Bataille's Madame Edwards
These_examples have been chosen for they refute the common
argument that while an acceptable '"literary' work may
contaln elements of pornography they must also concern
themselves wnth other issues. These works are pornographic
throughout, yet maintain their stature as significant artistic
formulations. Samuel Beckett's last novel to date, How
'It‘_z, belongs in the same category. In this novel
Beckett's exploration of the novel form ends with the
formulation of an aesthetic which is paradoxically based
upon a radical failure or deformation of the imagination.
The novel could hence be described as ''philosophical
pornography"

An indication of the philosophical dimensions of
Beckett s use of the pornographlc form in How 1t Is can
be given by referrlng to Beckett's “Prologue to Oh!
’Calcutta} The plece consists solely of a stage littered
with miscellaneous rubbish, including: naked people.' v
The.garbage~dump landscape, the |dent|f|cat|on of sexuality
with death and decay are characteristic Beckettian themes.
Moreover, this llttle act without words, by its pre—
occupation with the theme of silence, ralses the profoundest
of philosophical questions, namely, the relatlonship be-
tween word and reality. While this chapterls examination

of pornographic themes in How It Is is concerned with
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the literary aspects of the question of what is porno-
~graphy, the socio-cultural aspects cannot he completely
avoided. What‘is pornographic about the “Prologue“ to Oh!-
Calcutta'!? The sceneicertainly does not fit the traditional
definition of pornography_as’that’which causes sexual
excitation. As a whole'Oh' Calcutta |llustrates that any
definition>of pornography is determined by ~“changing
cultural standards. Geoffrey Gorer |n<“The Pornography

of. Death' suggests that the primary»taboo.has shifted 1In
the'twentieth-century. He argues %that sex is. no longer
really objéctionable; a new ”unmentionalble has arisen:
deathtz" Wlth this expanded deflnltion of pornography, -

it will be possible to approach the dlscu55|on of Beckett s
latest novel in which he tells it "how it is."

In IIMemory S Murphy Maker Some Notes on Samuel
Beckett', Brian- Coffeyvsupplies the lnteresting information
that “in 1938, there was for‘a while,'a'prOposal that:
Beckett should translate The 120 Days of Sodom. He notes

" how degply Beckett appeared to have been affected by
de.Sade s text, .how he took specralOnotlce of the almost
_geometrlcal character assumed by ritual in the‘novel.3
Beckett was- also no doubt. impressed by the other stock.
characteristics -of pornography. ln all pornographic
writing there is.a process of stripping the'human to the
limit of imaginative possibility. This reduction-allows
for an almost phenomenological analysis of the constituent
elementsAof the pornographic form. " A discussion'of
these elements and, thelr use. in How "It s will serve'as
the framework for a detailed dlscu55|on of the ‘novel.

fn all pornography there is-evidenced an .almost
' complete indlfference to the establishment of a specific
location in. space. and in time . Pornography tends, in
-~ fact, towards the ellmlnat|on of all social externals.
What results artistically~is a form of abstract»eXpressionism,
an apt medium for the depiction of'fantasieS'which-can‘ |
only be”enacteq_in“a'world.outsioe of all history, of -
all'time.‘ In How ‘1t 'Is Tandscape in'any'traditional sense

of the word virtually disappears. The actual use of
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setting in the novel is foreshadowed most obviously by.

this statement of Gogo's in Waiting for Godot:

A1l my lousy life |'ve crawled about in

the mud! ~ And you. talk to.me about scenery!
Look at--this muckheap 1've never stirred
from it!. .

-------------------------------------------

'You and your landscapes Tell me about the
worms ! (p 39)

Whereas Molloy dwelled ”somewhere between the mud.and»

the scum'' the narrator in How It ls moves solely in. a-
worl& COmposedfof the primeval element of mud or excrement
as it is variously calleo Barely recognlzable as

human, the lnhabltants of this subterranean realm are
worm-1like 1in thelr movements, reduced(as they are to
'crawllng endlessly through the mud.

This purgatorial world. osten5|bly appears to be the
opposite of the a-historical settlng.of most pornographic
works in which there is an attempt td'create a "pornotopia."
In'the ideal pornographic world there is an inexhaustible
possibility for sexual encounter What’dccurs, in effect,
is a complete transformatlon of reallty untul it becomes
a sultable location for sexual ~fantasies to run wild in.

But in‘de Sade's The lZO:Daysmgi'Sodom,‘for example, the

fortress-like chateau emphasizes the fact that the world

of pornography is.a ''closed system''. As 'in the world

of Newtonian motion in'Murphy,'”the quantum of wantum cannot.
vary.'" .An extremely rationalistic cOnception of justice
and“order is’imposed by de Sade's heroes in‘order'that h
they can act out their fantasies; The'same situation

o continually'

exists in How It ‘Is.  The nondescript
refers to the system of'“justice“ in"his world which en-
sureS’that each torturer‘and each victim will have a
partner. 'Here too the possibilities'for "sexual' en-
‘ counter are apparently infinite. »

However, the'philosophical use of the space coordinate:
in ﬂgﬂ It Is does not involve a wish-fulfilling extension
of a known social reality.' lt is forever severed from
the world “above“, the worlid "'in the lTight." Beckett's

use of space or locale has a!philosophical dimension
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fndicated by the “Cartésian” split-bétweén an external
.world and an interior world : Thé world of mud finally
becomes a scatological metaphor for the wor]d of the

mind: At one  point the narrator descrlbes the spatial

dimensions of his realm in terms which identify it with

the Cartesian res cogiitans.

but here | quote on we do. not revolve

that is above in the light where their space
is measured here the straight line the
straight line eastward strange and death in
the west as a rule. ~(p. 123)

Beckett thus makes use of the characteristlc pornographlc
depiction of an a-historical, a-social locale in order
to carry on his exploration-of how man who is spatially
.and temporally determined in a sequential chain can yet.
somehow manage to escape from it. h
With regard to time, the pornographic novel

charéctéristicaily attains a condition-in which all things
exist in é'total simul taneous present. In de Sade's
novels, for example,'the»qﬁest'for the timeless present
takes on a philosophical diménsion. ldeally, the. de
Sadean hero desires to havé'as.many~pérverse'sexual acts-
perpetrated onn himsélf as hé is carrying out upon his
present sexual object. ‘By méans of the temporal con-
- junction-of thesevpassivévand active roles it seems that
tHe‘de Sadean hero is attémpting to unite what Sartre
would call the Eoﬁr#Soi and en-soi. But this attempt
fails: the idea of_pléésﬁre in pornography tYpicale
excludes the idea of gratification, of cessation:
P]éasure‘is thought of as an endless repetition. From
" 'Murphy onwards Beckétt's,charactérs have been unable to
accept this meaningless chain of Qnsatisfied pleasure.
While‘thé séarch to escape this chain is essentially
ontological réther than sexual, it bears resemblance to
~the séardh for the instantaneous present in pornography.

- The "1'" of How It Is evades ‘time as a contiduum,
6nly to fall into time as a seriés of cycles. He has
achiéVed his instantaneity, bﬁt at a cost. Or rathet,
~all time; past ﬁrésent, and fﬁture, has resolved itself

ihto an |nstantaneous present because past, present,
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and future are cyclica]@»and every sefies of acts in
time repeats itself to infinity.5 _“
' 'It:is often said that what separates pornography
from literatute‘is that it tends to lack a beginning:

‘or' a middle_or an-end.. The'[deal.pornographic novel’such

as de Sade's The 120 Déyé'of Sodom could, it is true,

go on forever like the . Arablan nghts.» On the other

hand,-How.lt ls from the very outset promises a tri-
partite»structure,'”how it was | quote before Pim with Pim
after Pim how it is/three parts | say it . as | hear it:"

(p. 7) This division-of the temporal category, a

single eternity" (p. 24), fs, however, made only for.

"the sake.of clarity." It becomes clear early in. the

novel that this division of time resolves itself into an
instantaneous préesent which is equivalent to af”single‘
eternity”,for'the "vast tracts of time." Just as de Sade's

novels could be expanded infinitely and called the Endless

'?Daysigiv$dddm,'How 1t Is with its;great,chain of being
“"without either~beginning or .end'" cannot be contained
within its three. sections.. The'@ohrney, the.cocpling,
the departure are part of an endless continuum. As -each
extensiOn-of thisﬂseqhehceiis.a-repetitfon of a previous
one, it resolves itself into a cyclical concept of time:
Only "when time ends you may- end" (p. 87), the "I'" of the
novel resngnedly murmurs. This: is , however, impossible
as the pun on the title of the novel indicates (How It Is

equals Comment C'Est equalén“coﬁmencet“, to begin). Time

existslqn]y in the present, and can thus never exhaust
itself. Becahseﬂof the disgust at the restrictions of

the spatio-temporal axis (Kant's two basic 3‘Ehiori
categories of being), the "I" terms "shit and vomit" his
'"great categories of being." (p. 14) | o

’ Motlon is- the means of connecting in the res
:extensa the categorles of space and time. " Both de Sade's
and. Beckett's descriptions of sexual encounter identify
the.imaginetion-ofvhuman sekdality with the imagination of
'Newtonlan mechanlcs The ”ether” may have condensed

into excrement in Beckett ] flctlonal underground, but
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what minimal movement does occur is described in:
rlgorously SC|ent|f|c terms

_‘Sudden swerve. therefore left its preferable
fourty-five degrees and two yards straight
such is the face of habit then right right
angle. and straight ahead four yards dear.
figures then left rlght angle and beeline

four vyards. then rlght rlght angle so on
till Pim, (p. 47)

The savage coupllng with Pim is dealt with.in eXpllcltly
mechanlcal~terms._ Taking the role of torturer the A
rituallstlcally;andAsadlstlcally inflicts paln upon Pim -
in order to - teach hlm the rudiments: of communlcatlon

In psychological terms the theory of knowledge is a
'gro@eSquewpaery of a-klnd of PaVIOV|an determinism:

that's not all he continues thump on skutl

" he stops and stop it likewise the thump on
skull signifying stop at all times and that
come to think of it almost mechanically at
least where words involved. (p. 6%4)

The most obvious. characteristic of pornography
is its complete sexuallzation of reality. In what sense'
and ln what ways can this statement be applled'in‘ﬂgﬂ-
1t 1s?- As far as Beckett is concerned at all with
sexuality, especially in this novel, it is only in the
sense in which Sartre deals with the "Body'" in Being and

"Nothlngness Sexuality is thus only one of the ontological

dlmenSIOns of the body and its relatlonshlp with other
bodies. Whlle most of Beckett's characters are moribunds,
lmpotent or almost lmpotent,;they bear witness to Freud's
theories'that man is prlmarlly a sexual being from the
momen t of birth until the moment of death. Beckett's
bellef that ontology precedes sexuality is shown in Malone's
statement that there is little difference between the men
and women of his creatlons Examples of the blurring of
the categorles of mascullne and feminine sexuality in
Beckett are the first amblguous description of Watt as
being possibly either a man or a moman, the androgynous:
Ruth in Mollox and Hamm's toy dog ln'Endgame to which

the sex wnll be slapped.on last. In How It Is a fleeting
image of a wife becomes Pam Prim, ¢and the phonetic

similarity of Pam and Pim suggests that the narrator's
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partner in the Couple may be of either sex. Reality:"
is.fhusbsexualized through a regreésion to the
"polymorphously perverse" stage of childhood in which
sexuality is beryasive'because of its very lack of
differentiation. As Freud states, in childhood what
. is sexual and3whaf is excremental are barely or not at
all distinguisHed. Beckett's préoccupation’with;ana]ity
has been attributed by ééveral critics to the fact that
he .seems to be a mystic deprived of his vision who thus
turns in disgust from thé sacramental to the excremental,
from the eschatolpgieél to thé scatological. But this
romantic interprétatidn»fails to realize that as far
as the treatment of sexuality gdes Béckett is concerﬁed
with anality .for ft represents the sexual common de--
nominator of both sexes.

How It Is represents the most fully developed

expression of Beckett's "excremental vision:" Even the
excremental'orgiés'of dé Sade palebbéside the pervasive
anal symbolism of Beckett's last novel.  There is the
identification:in Beckétt; as in Swift, of the spoken
‘or written word with fhe ex;rétory function.. The monologue
of the narrator‘fn‘ﬁgﬂ It Is, composed of permutationé
on a few kéy phrases, is variéd by éuch expressions as

a fart fraught~with meaning issﬁing throilgh the mouth
no sound in thé mud"! (b; 26), "I pissed and shat another
image." (p. 9) Metaphorically and literally the"land-
scape'' of the novel is the sewer or compost pile of
Beckett's previous fictions. But language still has

an infanfi]e_erotic"base; as evidenced in the narrator's

" sound.

preoccupation with the pleasurable '"'m
For pornography language is a prison from which
it is necessary to escape. Words only hamper and re-
strict the pornographic imagination which aims essent-.
ially at the creation -of a series of non-verbal images.
Thus the pornographic form lands itself ideally to
Beckett's major quest - the escape from language and
thé éreéfion of an‘aesthétic of silence. Most porno-

~graphy is characterized by its stereotyped formality,
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its use of cliches, of dead and dying phrases. Such

a description fits almost perfectly the use of language

in How It Is. But Beckett's symbolic use of a few

sparse phrases within a series of differeht contexts is

explicitly philosophic Most obviously these permutations

remlnd one of Wittgenstein's concept of '"language games
It has been said that pornography is so formalized

that it could be written by a computer. Such non-specific

abstractions as 'l say it as | hear it", "Something

wrong there' et él. are no lonQer referential and indicate

a movement away from Ianguage;' The facticity of the

Beckethian "I"'SOsituation is beyond expression. But

Beckett's use of cliche bears no resemblance to the use

‘of cliche in second rate pornography. They could not

be diagrammed and-computerized. EEE'LE'Li is as close to

poetry as to fiction; even typographically the narrative-

appears in irregular verses. More accurateTy-the.use

stefeotyped_phfases approaches the use of "deep

structures" in the modern linguistic theory of 'trans-

formational generative grammar." Beckett is aesthetically

forced to use such minima]'phrases becausevhis narrator

is almost cut off from the world of "light' above from

which he-obtalns his images. The further the Beckettlan

narrator withdraws from external "reality' towards

solipsism the greater becomes the problem of setting up

an artistic equation, let alone solving it. But no matter

how atrophied the imegination is it manages to survive,

a bizarre phenomenon which‘Beckett has‘neatly expressed

in.a short work, Imagination Dead ‘Image. The literary

’ihEF?HEHSj@EfHow’lE‘Li finds an interesting parallel in

the last three sections of de Sade's The 120 Days of

‘Sodom: 'Here Sade simply numbers his brief episodes,
each of which consists ef a line or two. Just-as the
pornpgraphic'imegination Finally exhausts itself and
resorts to mechanical iistings, Beckett sees the whole
artlstlc and creatlve process resultlng in the same
stagnatuon

Another aspect oF the language of pornography,
‘the use of obscenlty{ must be considered. "In the broadest

sense, obscenity may be defined as the language of anti-
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value, as the naturalbidiom of rebellion. This sub-
language of obscenity is a Fitting language for the
underground narrator of How It Is. What mustkbe noted,
however, is the relationship between the oBscene.and
the'sacred. As an invocation of magic powers,'obscenity
belongs to the same-ciass of utterance as the curse or
prayer: .

Sacks that void and burst others never is it
.- possible the old business of grace. in. this
“-sewer why want us all alike some vanlsh
others never.

A1l | hear leave out more leave out all
hear. no more lie there in my arms the
- ancient without end me were talking of
-me without end that buries all mankind
to the lost aunt. (p. 61)

Structurally, H6W‘It' is even d|V|ded like the Bible
'|nto chapter and verse. Moreover, the narrator crawls
spread eagled, lmmedlately draW|ng a para]le] with Christ.

Beckett's invision of the sacred and the profane involves
a parodic element as is found in de Sade, but it also

p0|nts toward a real cOncern with rellglous problems

as is found for example |n Batallle s Madame ‘Edwarda.

The highly styllzed use of tlme,.space, sexuallty,
and language in the pornographlc form throws valuable
llght upon the aesthetlcs of Beckett s fictional under-
ground. To understand Beckett s epistemology is to
understand Beckett s strmctures against reallstfcsand
naturallstlc writers, described in Proust as "worshipping
the offal of experlence,\pnpstrafe/ge}qre the epidermis
and the swift-epilepsy, and content to transcribe the
surface, the facade,.behind which the Idea is prisoner."
Beckett's philosophical use of the pornographic form
in How It Li invokes basically the question of epistemology.
'Whatjrelationshfps exist between "1, the‘artist, and his
occasion,'that'is, his source of images or symbols?

Crawling through the darkness of his primeval
world, the.narrator seems to be faced’with a sttuation in
which there is no possibility of making any relationships
at all. He even disclaims the voice which spasmodically

'spews forth his bizarre story. ''voice once without quaqua
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on all sides then in me when the / panting stops tell
(p. 7) What

enables theldiscourse to continue is Beckett's con-

me again finish telling me invocation."

tinuation of the “yes or no' dialectic. - For' the

narrative to COntinue there must<exist-a doalistic'theory
of the creative process; there mus t be a "reality" external
to the “l.“‘ The questlon of whether there is a world?
""above'', whether there are other inhabitants ''below' with
him are crucual for the aesthetic of the novel; "yes

or no obviously all-important‘most important and there-

upon long wrangle."

(p. 13) These questions are vital for
until the last pages of the novel the epistemology pdt
forth involves a crode form of empiricism. A 'copy"
theory of art is advanced in which the "I" simply des-
cribes the ”images“ which are flashed to him. Bot if the
doalism of "yes of no' is resolved into a final "no"
then all.pOSSibility of cdmmonication is threatened.
The novel tétters on the brink of silence until‘the
""apocalypse' of the last pages.

Yet the {I' has his little "dreams" (p. 13),
the ''scraps'" or '"rags'" of his "immense tale.'" The de-
generationwof the “faculty of |magination-is'closely
linked w1th the narrator s defectlve memory. He does,
however,'recelve fleetlng glimpses of his- llfe above:
images of himself as a Chlld images of himself on his
mother's lap etc. But the main section in part one,
before Pim, involves an extended image which seems to
involve a grotesque parody of organicist theories of
artistic production: The """ fllls his mouth with the
excrement, "it's another.of my resources lost a moment
with -that and question if swallowed woold it nourish
and opening up of vistas they are.good moments.“-(p-28)
This "aliment'" enables the narrator to ”excrete” yet
another image. '

He sees himself at the age of sixteen, %engaged
in_a "pastoral! love affalr ~ Described in terms which
remind one of a youthful Watt, the B describes a

blzarre courting ritual which prefigures part two of the
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nove], the encounter with Pim. Unexpectedly the name

of Nicholas Malebranche, the Occasionalist philosopher,
suddenly appears. For Malebranche the relationship
between mind and matter was the "occasion" for divine
intervention. In context, Beckett implies a bitter com-
parison of his "I" with God, for in this scene an image
arises from the mud, a kind of matter is created by a
~kind of mind. But this miraculous intervention does not
last. The words and the image fade, and the ''tongue
comes out again lolls in. the mud." (p. 31)

With an acceptance not before found in Beckett's
work, the narrator simply.attempts when‘his “images”
fade to find anotner substitute. Even Be1acqua has fallen
'over on his-sfde; tiredxof waiting for a divine inter-
ventfon; e draws his hand to his face, or examines

his.sack and its contents, ﬂwhen.al]'fails lmages draams
- sleep food for thought:“,(p. 14) Or else there'is
speculation about his "last journey. But thls teleolo-
_éiCal conceotion of time and space is only a ''reverie"
a “quasi-certitude” that attempts to impose some order
on infinity. The g wall hugging days'are over: In
the underground world there are no ravnnes or wa]ls
such as the prev:ous Beckettlan heroes encountered | f
the vo.id which. the UnnamableﬂdeSIred.has at last been
reached,tit allows for no absolute attainment of,self.
A1l that can be:discerned is a limitless horizon. The
encounter with Pim'is an attempt»“to create a little
Iife“,'to |mpose some pattern on the void.

The savage coupling with le constitutes Beckett s
most '""'obscene', pornographlc comment upon. the possi-
bilities7of human ]ove and frlendshlp Essentially, the
questions raised are: the relatlonshlp of consc:ousness
and unconsciousness, m|nd and matter, form and content.
Fol]owing the dictates of the "justice'" of his realm
(a ”Justlce _which |s 5|m|lar to that in Kafka S.

'The Penal Colony) the "IV ruthless]y |nscr|bes words on.

Pim's arse in order to hasten the development of the

victim's power of communication:
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opener arse or capitals if he has lost

the thread YOUR LIFE CUNT ABOVE CUNT

HERE CUNT as it comes bits and scraps all

sorts. not so many and to ,conclude happy

end cut thrust DO YOU LOVE ME no or nails
~armpit and little song to conclude happy

end of part two leaving only part three

and last the days comes | come to the

day Bom comes YOU COM me BOM ME BOM you

Bom we Bom. (pp. 75-6)

This extremely‘complex pronoun jumble is at the
centre of the philosophic and aesthetic concerns of the
novel. At the beginning of the coupling episode the "I"
states that his victim '""had no name any more than | so |
gave him one the name Pim for moré commodity more con-

venience."

(p. 59) What really confuses the issue is that
the "I'" does at times also adopt th{s name. Pim's 1life

as it is extracted becomés intermingled with the narrator's,
"samples my ]ife above Pim's 1ife we'ré talking of Pim

my life up there my wife stop opener arse slow to start

then no holding him thump on skull long silence.' (p. 76)
With a vengence the '"'I'" has made good his promise, "I1'11 quick-
en him you wait and see and how | can efface myself behind

my creature when the fit takes me.'" (p. 52) No longer

is the ""they" (a collective expression for the Sartrean

"Other'') to be feared as was the case in The Unnamable.

In thé trilogy thé ”théy“ weré to bé avoidéd at all costs
for ”théy” attemptéd to draw thé Béckettian "I'" towards

an external '"'socially" définéd reality, and away from

the search for the void, the silence, thé real "I|'". But
the "I of How It Is had admittedly '"named himself'",

even if only to find that thé void is a vast cesspool.

The advantage is, however, that the ''they'" are finally es-
caped; severed forevér from thé world "above' the "I"

in How 1t 1Is no longér has to contend with an alien '"they."
A1l the inhabitants of this nether world are thus united.
Through the metaphor of the ''voice' all discréte idéntity
is mergéd into a greatér whole.

| talk like him Bom will. talk Tike me only
one kind of talk here one after another
the voice said so.it. talks like us the
voice of us all quaqua on all sides then

in us. (p. 76)
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The ''voice', the medium of language, functions in the
same ways as the th@me'of Journeying: it allows for a
symbolistic fusion of subject-object dualism. Inithe
quotations given abové thé """, Pim, merge into the
figure of Bom. Which character creates the other?
While 'the question is ﬁnanswerable it does indicate the
movement t9Wards aesthetic ﬂnity. “1f all divisions or
categorieé éré‘blurred until.they come inseparable, the
content is made exactly eqﬁivalent wifh form, the
murmurs of. the omnipresent Voice.

“l“,‘Pim,;Bom form a parody of the Holy Trinity
just'as:the ""voice' séems a Béckettian inversion of the
Logos. Ruby Cohn points oﬁt that Pim and Bom are puns
upon the French '"pain'" and '"bon' which are rich in
pleasurable connotations: "staff of life, bread of the
presence, central susténance; God's world, éthicalvgoal,»
practical use.“7 From this mixture of thé sacred and
profane emerges the rarest of all pronouns used in
Beckett's fiction, '"the thou.'" The sack which through
its various symbolic meanihgs becomes identifiéd,with all
humanity alone merits this-appélatioﬁ:

The 'sack again other connexions | take

it in my arms talk to it put my head in

it rub my cheek on.it lay my lips on it

turn my back on it turn to it again clasp

it to me again say to it though thou. (p. 17)

While Pim as an individual receives only the most sadistic
tréatment, Beckett sééms to say that mankind as a whole
merité only compassion.  All the inhabitants in How It Is
ultmately find themselvés in the same metaphysical
EEL*Qg*EEC ”éach oné of us is at the same Bom and Pim
tormentor andltormentéd,“f(p. 140)

Bﬁt in part thrée, after Pim; the choric line
"'something wrong there" becomes more and more insistent.
Thé “Iﬂfs exploration of the ”jﬁstice”/of the great chain
of being révéals a féw flaws in this mathematical theoldgy.
If this chain of squirming human flésh is in fact infinite
witﬁout either beginning or énd; it means that the

”unthinkab]é first'" and the "unthinkable last'" are un-’
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accounted for. This would involve, the narrator be-
lieves, a gross injustice which could exist only in

the '""light' .above. Beckett is here symbolically ra|51ng
the questlon ‘of the absurdrty of the two poles of human
existence, namely origin ("come'") and death (''go").
Hume's ana]ysesAfndicated that an attempt to discover the
firstTCause<orvprime-hgver of the universe would invoke
an infinite redression Because death cannot occur in
~this underworlid, Beckett takes Hume s crlthue one step
further. To search for a '"last cause' involves one in
an infinite prpgression. Knowing such questions are‘
futile the ''I'"" does not ask ”why.it is', but simply con-
fines hlmself to the non- speculatlve "how it is." He
concludes the problem can be solved by changlng the con-
ception of-the chaln_as a straight llne to the view of
it as a'closed'curve, a variation of Beckett's favorite
~geometrical symbol, the circle.

Thevprdhlem then resolves itself into these
~a1ternat|ves -

in- other words in simple words. | quote on:
either | am alone and no further problem
or else we are innumerable and no further.
problem either. (p. 124)

I f- the second alternative is chosen the "I" will find-
hlmself in a Klerkegaardlan—]ike~”successive dialectic."
The joining can'never end then for in "justice' the
traveller to whom 1ife owes a victim will never have
another and never another tormentor the abandoned to whomD

1ife owes one."

(p. 141) Such a harrowing possibility
of boundless futurity leads the narrator into a me ta-
physical speculatiOn ("why it is"), and_gives a glimpse
of the‘gleam,ot hcpe which still survives in Beckett's
fictional universe: ’

One perhaps there is one perhaps somewhere

merciful enough to shelter such frolics where
no one ever abandons any one and no one ever
waits for any one and never two bodiés touch.

| (p. 143) » | | | ,
The only 'practical’ solution seems to be the hypothesis

that the narrator is alone, trapped in a limbo of N
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"inexistent time and spacem.'-l Atthis;point the novel,
"the fiction', literally disintggratés.

It is at this point that Beckett's radical
philosophical and aesthetic solution bécomés clear:

but all this business of voices yes quéqua

yes of other worlds yes of someone in another

world yes whose kind of dream. | am yes said

to be yes that he dreams all the time yes

tells all the time yes his only dream yes his
- only story vyes. :

all this business of sacks deposited yes at

~the end of a cord no doubt yes of an ear
listening to me yes a care for me yes. an ability
to note yes . all that all balls yes Krim and
Kram yes all balls yes.

and all this business of above yes light yes.
skies yes a little blue yes a little white yes
the earth turning yes bright and less bright yes
little scenes yes all balls yes the women yes
the dog yes the prayers yes the homes yes all
balls yes.

dand this business of a procession no answer

this business of a procession yes never any
procession no nor any. journey never any Pim

no nor any Bom no never any one only me no
answer only me yes - so that was true about me yes
what's my name no- answer What's My Name

Screams good. (pp. 145-6)

"The pun on "What's My Name" (Watt is my name) is not
fortuitous. The narrator of'ﬂgﬂ.li 1s is a Watt who has
finally admitted that seriés or patterns he imposes on
réa]ity create logical absﬁrditieslv Such artistic unity
as éxisted in ﬂéﬁi was based upon the absence of re-
lationship bétween_percéiver and perceived. Content
réfﬁséd'to be reduced to form.b While How It Is gives a
more ''pornographic' vision of reality, its rational,

mathematical means of creating some kind of order are

essentially the same as these found in Watt. But, unlike
Watt, the "1'" in How It Is does not have a Mr. Knott to
contend with. As a result what minimal content exists

in the novel ("the journey"), coincides with its form.
This more highly perfected artistic solution to
the problems_most obviously first developed in Watt do not,

howeief,.satisfy Beckett. Throughout'h?s_novels he has
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been searching for a philosophical aé well as aesthetic
solution to his problems. The last pages of the novel
come closest to reconciling these two problems. The ex-
treme form of idealism or solipsism put -forth involves

fhe absolute dfsintegration'of all form and content.A I f
all being in the so-called worlds of mud and IKight appears

nOW'on]y.asAa product of imagination, it becomes, totally

absurd for the "1'" to even maintain his own existence any
longer. Only if the '"I'" is God is his position in any
way even '"thinkable.' By inversion Beckett may be

saying God is in as bad a position as man, or vice versa.
Moréover,-the "1, by dénying any reality outside himself,
virtually becomes one with the voice or nothingness around
him. Words no longér Bave any référential value; without
any\objetts to settlé over they will be strangled in the
vacﬁdm-of»silence., Paradoxically, thé absence of all
re]affonship between'séTf»and non-se]f,‘between form and
cohfenf’]eads to the absolute Qnity of the work of art
which Beckett has beén'quéstihg for. The novel jtself
becomes 'a tehement of naﬁght.“ (p. 4hb)

Beckett has- thus carried out his credo as set

forth in Three Dialogues. The artist must 'submit wholly
to the incoercible absence of rélafion,'admit that to
be an artist is to fail, as no other darévfail, that
failuré ifs his world." The last pages of How 1t Is in-
' dicatés that,Beckétt's art can only exist in so far as-
it‘mékég bf this submission to faflhré-”a néw'occasion,
a néw térm of ré]ation, and of the act which, unablé to
'act;,ob]iééd.to act, makes an expressive act, even if
oniy"oflitgelf,.of-its impossibility of its -obligation."
Thus Beckett'5~dévélopmént of a.vision which can be
meaningfully identified with that found in the more
phiiosophfcal works of pornography finally-tends towards

a mystical theory of art.
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Conclusion -

No's Knife-

No's Knife is the tit]e Beckett gave to the

entirety of his short prose written between 1945 and

1966. Inc]uded in th|s collectlon are tltles themse]ves

expreséive of'CuI de S$ac Beckett has reached in his
fiction, ”Enoegh” ““Imagination Dead Imagine.'" The
collection is also |mportant for |t ‘contains Beckett s
last (thus far) attempt at the novel form. The four
pages of "Ping' are all that is left of a novel Beckett
started on in 1965. The'prose is even more- dlfflcult,
more disassodiated from an |dent|f|able social reality'

than that of The Unnamable or How It Li.v,For example:

»Afar flash of time all white all over all
of old ping flash white walls shining white
no trace eyes holes light blue almost white
last colour ping white over.. Ping fixed last
elsewhere legs'J0|ned like sewn heels together
right angle hands hanging palms. front. head
haught eyes white invisible bare white all.
know without within over. White ceiling never.
seen ping of old only just almost never one
second light time white floor never seen.ping
of old perhaps there. Ping of old only just
perhaps a meaning a nature -one second almost
never blue and white in the wind that much
memory henceforth never. White planes no trace
shining white one only shining white infinite
‘but that known-not. Light heat all known all
white heart breath no sound. Head haught. eyes

, white fixed front old ping -last murmur one
second perhaps not alone eye unlustrous black
and white half closed long lashes ‘imploring-
ping- s:lence ping over. 1 '

At present it appears that all is '"over' for Beckett as
a novellst. The impasse evident in the abandoned work
“Ping“-seems even more critica]-than'that Beckett found

hlmself in after The Unnamable - But it would be pre-

mature to. conclude that ‘the aesthetics of elther/or have
now become the aesthetlcs of nelther/nor For such a
final double negative would suggest that the self had
reachedilts‘goal of belng and snlence Beckett 5
desparate search for the self is clearly not yet finished.

As long as he lives and writes, his world will be
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determined by choice as well as contingency - the
world of either/or;

”Ping“ raises in an extra-llterary sense an
issue which this thesis has purpose]y av0|ded the
social'and'cultura] s1gn|f|cance of Beckett s art.

Some crftics»fee] that the anti-realist novels,.with
their often _perverse and ugly’visions of man, ‘are not
likely to have great appeal their work 1is regarded as
an underground” current whose value Iles in its in-
fluence on the modern novel's future development One
could serlous}y chal]enge-thls Judgment by suggesting
that the ”novel of the absurd” does in fact constitute
the maJor current of modern flctxon 1 nothlng else
this thesis has shown that Beckett s themes are hlghly
tradltlonal and have roots in the centre of Western
culture. |

One crltlc ]auds”thehwork‘of Nabokov in Lolita,

and Bellow in Hender50n5the7Rain'K?ng-because their comic

versuons of‘rea]ity'lead ultimately to the‘discovery
of a self hood within a- socnally deflned reality, while
he rejects Beckett's work in which the quest for the
self invo]ves a-withdrawal from obJects into an isolated
self.zf Such morallstlc crntncnsm results from viewing
Beckett s art within: the.so called ''great tradition' of
the novel, thereby miSSing-the vital*point that Beckett's
work is in its broadest implications a critfque of the
whole history of the nove]. These criticisms of Beckett's
fiction reveal the hope'that the modern novelist will
return to the moral statement in social terms whfch,
however'illuSOry, however absurd, is his ”proper”Agenre.
Herbert Marcuse's more politically and

philosophically oriented comment on Beckett in One-

Dimensional Man fo]lows along these same critical lines.

He states that "in the totalltarlan SOC|ety, the human
attitudes tend to become escapist attitudes, to follow
Samuel“Beckett's advice "Don't wait to be. hunted to
hide‘...“ (the quotat|on is from part two of Molloy) .

For Marcuse "even such personal withdrawal of mental and
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physical energy from socially required activities is
today possibie for oniy a few; it is only an incon=
sequentlai aspect of the redlrectlon of energy whlch

n3

must precede pacnflcatlon But Marcuse s.comment is
somewhat be5|de the ponnt he fails- to recognlze the
fuil complexity of Beckett's own philosophy of negatlons.
For‘Beckett the "artistic" experience m@@t'precede any
.cuiturai regeneratlon |

The kind of |ntegrat|on ‘with whlch the poetic
experlence deais and the ends. of that integratlon can
be. clar|f|ed to some extend by examlnlng this statement
by Martin Heidegger:

-wWe now understand poetry as. the
lnaugurai naming of the gods and of
the-essence of things. To ''dwell

. poetically' means: to stand in the.
proximity of the essence of things.
Existence is ''poetic'" in its funda-

" mental aspect - which means at the
same time;.-In. so far as it is estab-
lished (founded), it is not recompense,
,but a gift.

Poetry is not. merely an ornament
accompanying existence, not merely a

- temporary enthusiasm or nothing but an
interest and amusement.. Poetry is the
foundation which supports. history, and
therefore it is not a mere appearance
of culture, and absoiuteiy'not the mere
"expression' of ‘a "culture soul. 4

Heldegger here considers poetry ‘as more. than excrescence
or mere appearance of culture. ‘Accordlng_to Heidegger,
poetry is the essence of cu]ture, or the ethos, mythos,
and logos by which men approach the‘essence'of things
themseives, of~existence as universai Being. Poetry may.
indeed be an aspect}of cuiture as critics like Marcuse'
are prone to assert, but poetry is the aspect of cu]ture
which determine5>the'ontoiogicai identlty of culture
Poetry may - not bring the gods into belng, but it prOV|des
the means by WhICh we may understand them it names and
ldentlfles them within the terms of myth. 'Likewise,
poetry -does not bring the essence of thlngs into being<
in‘generai but brings man into a context by which he

may'perceive what is the essence of things in that primary
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~act of dlscrlmlnatlon and ldentaflcatlon, the logosv
which predlcates all human values In other7words,
poetry is man's primary response to his environment,
inner and outer, as a-knoWable and onknowable field of
action: and even>histoty is. only the record of poetry
as'an act of mind whlch structures the conSC|ousness

of man and his culture."ln this sense, poetry is ' not

so much the‘repository of'values and‘archetypes‘which
determine cu]ture, but the creator and source of
colture, values, and archetypes. Beckett would no doubt

be sceptical of Heidegger's statement: The Unnamab]e ‘and

How 1t Is illustrate the impossibility of»the naming of
the gods and the essence of things. While Beckett's -art.
may indicate the impossibilitytof‘creating'”poetry”

in Heidegger's sense; his art of negations is also part
of the necessary prefode to any co]tore regeneration.

For soch a transformation to take place it is neceésary
to.escape from tne_binaMy-logic of Western thooght -

"yes or no, the eternal taotoiogy " To date the only
certainty in Beckettds wrltlng is the |neV|tab1e fallure
to find a way out of this dilemma .and its resultant

“metaphysical and ontological chaos.
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