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ABSTRACT

This disserta tion  explores the  connection betw een B eckett's  stage  plays 

and the concept of realism , an elusive te rm  in lite ra ry  c ritic ism  used 

to  describe th e  r e la tio n s h ip  o f a r t  and  l i f e  b u t w hich  a lso  r e f e r s  

sp e c if ic a l ly  to  th e  19th cen tury  m ovem ent of 1840-1880. The views 

on realism  of succeeding generations provide th e  b ackg round  a g a in s t 

w hich l? th  and 20th cen tury  concepts a re  viewed and B eckett's  work 

is ultim ately  com pared. To ob tain  a perspective of P # d -e tt 's  position, 

h is w rit in g  is discussed in rela tion  to  c ritic a l views of his works and 

su ch  sy s tem s  of Id eas  a s  E x is te n tia lis m , A bsu rd ism , M o d e rn is m , 

R om anticism  and C lassicism .

An overv iew  of th e  p iay s focuses on tw o e lem ents, charac te riza tion  

and language, which a re  re g a rd e d  a s  k ey  f a c to r s  in p ro m o tin g  th e  

r e a l i s t ic  basis  of h is w ork . F a r  from  being abstractions, B eckett's  

charac te rs  are  seen as diverse, d is tinc t and  p sy ch o lo g ica lly  co m plex  

b e in g s . B e c k e t t 's  c o n c e rn  w ith th e  Individual consciousness and the 

psychological condition of th e  charac te rs  he c r e a te s ,  Is v iew ed  a s  a 

n a tu ra l developm ent of Ibsen's "psycho?', deal realism " and pa rt of the  

m ainstream  of 20th cen tury  lite ra tu re .

B e c k e t t 's  se a rc h  fo r  a fo rm  to  convey his concerns led him to  use 

colloquial and contem porary language s truc tu red  on a m u sica l m o d el. 

This e n ab led  him to  depict th e  flow of thoughts and feelings, and to 

convey the sense of uncerta in ty  which pervades his tim e and r e f le c ts  

th e  d ra m a tic  changes caused by new discoveries in physics and depth 

psychology to  th e  20th century perception of reality .



CONTENTS

C hapter

1. INTRODUCTION: BECKETTS INTELLECTUAL

BACKGROUND

2 . THE PLAYS

3 . CHARACTERIZATION

4 . THE LANGUAGE OF THE PLAYS

5 . INTERPRETATIONS OF BECKETT'S PLAYS

6 . REALISM

7 . BECKETT WITHIN THE CONTEXT OF REALISM

8 . CONCLUSION 

APPENDIX 

BIBLIOGRAPHY

Page

1

10

43

66

84

105

127

149

153

160



C H A PT E R  1

INTRODUCTION -  BECKETTS INTELLECTUAL BACKGROUND

Sam uel B ecke tt received th e  Nobel P rize  fo r L ite ra tu re  in 1969. The 

a w a r d  r e c o g n is e d  n o t  o n ly  h is a c h ie v e m e n t in  th a t  sphez s  b u t 

confirm ed th e  in ternational im pact of his contribution. M artin  E sslin  
c la im s  th a t  "no w r ite r  o f our tim e has provoked a larger volum e of 

c r it ic a l com m ent, exp lanation , and  e x e g e s is  In so s h o r t  a  t l r n e M l)  

However, B eckett's  recognition was slow in coming; his novel M urphy 

had been re jec ted  by fo rty -tw o  publishers and by 1951, fou rteen  years 
a f t e r  i t s  p u b lic a tio n , onJy n in e ty -liv e  copies, of an edition of th ree  

thousand, had been sold; i t  took n in e  y e a rs  b e fo re  he  s u c c e e d e d  in 

g e t t i n g  th e  n o v e l ,  W a t t ,  p u b l is h e d .  I t  w as in  1953 w ith  th e  

perform ance of W aiting  f o r  G o d o t  a t  th e  T h e a tre  de B aby lone  in 

P a r is ,  t h a t  B e c k e t t  w as c a ta p u lte d  into fam e. Since th a t  tim e  his 

work has fascinated , d is tu rb ed  and  a n g e re d  a u d ie n c e s  w hich  v a ried  

from  th e  in te lle c tu a l th e a tre  4lit6s of London, Paris and New York to  

th e  inm ates of th e  San Q uentin P en iten tia ry . The fo llo w in g  c r i t i c a l  

co m m en ts  on W a it in g  f o r  G o d o t reveal the  controversial na tu re  of 

B eckett's  work as well as th e  deeply fe lt  responses I t  was capable  of 

evoking.

B o th  H aro ld  Hobson of th e  'Sunday Tim es' and K enneth Tynan of the 

•Observer' recognised W aiting  fo r  G o d o t's  o riginality  and its  profound 

im plications for th e  dram a. Hobson urged his readers:

"Go and see W aiting  f o r  G o d o t .  A t th e  w o rs t you w ill 
d isc o v e r  a  cu r io s ity , a  four-leaved clover, a black tu lip , a t  
th e  best som ething th a t  w ill securely  lodge in a c o rn e r  of 
your mind fo r as long as you llve."(2)

Tynan w rote:

" I t  fo rc e d  m e to  re -exam ine  th e  rules which have h itherto  
governed the dram a, and, having done so, to  pronounce them  
n o t e la s t ic  enough . I t  is validly new, and hence 1 d ec la re  
m yself, as the Spanish would say, godo tis ta ." (3 )



However, W aiter K err ->i th e  'New York H era ld  T r ib u n e 1 and  P ie r re  

M arcab ru  in  'A r ts -S p e c ta c ie s ' e x p re s s  c o n te m p t  and  a ta s c ln a te d  

repugnance fo r the play. K err w rites:

" W a itin g  f o r  G o d o t  is n o t a  rea l c a rro t; i t  Is a  patien tly  
pain ted , painstakingly form ed plastic  job fo r th e  In te l le c tu a l  
f ru lt-b o w l.  . The p lay  ask in g  for a  thousand reading.; has 
none of its  ow:i to  give. I t  is, In the  la s t  a n a ly s is ,  a  v e il 
r a th e r  th a n  a  re v e la t io n .  I t  w ears  a  mask ra th er than  a 
f a c e . 'W

M arcabru claim s:

"And th is is th e  g re a t power of W aiting  fo r  G o d o t, nausea 
rises, m alaise rem ains. This m alaise, as in a ll o f  B e c k e t t 's  
plays, is due to  a  so rt o f passion for th e  morbid, fo r decay, 
fo r th e  ruin of flesh and b ra in s . A d isg u s t f a s c in a te d  by 
an y th in g  deco m p o sin g  on  i t s  f e e t .  The m an n erism  of a 
gourm et presen ted  w ltn gam y m e a t .  A s o r t  o f g en iu s  a t  
inhaling the sm ell o f gangrene. Odors and pus."(5)

Although ex trem e reactions on the p a r t  o f c r itic s  have p ersistsd , each 
new work since W aiting  fo r  G odo t has been eagerly  received and thu 

a t t i t u d e  to w a rd s  h is w rit in g  is  b e s t  sum m ed  up by John  R u sse ll  

T ay lo r 's  co m m en t. W riting  a  c r i t iq u e  of R o ck ab y c , he calls i t  "a 

sligh t monologue/duologue" "a p laylet" and adds:

"As usu a l w ith  B e c k e t t  th e  p iece has occasioned a  lo t of 
p h ilo so p h ica l d isq u is it io n . No d o u b t th is  w ould  a l l  be 
d is c u s s e d  le s s  If  th e  p ie c e  w e re  n o t by BeuketiY  even  
though it  is, as they  say exquisitely  w ritten ."(6)

C ritics have traced  many and varied Influences which a re  believed to  

have a ffec ted  B eckett's  work but a discussion of these  m ust Inevitably 
be speculative, and may finally  prove to  be an ex ercise  of peripheral 

In te re st only. The likelihood of om itting  im portan t but less traceab le  

In f lu e n c e s  re m a in s  a  c o n s ta n t  p o ss ib il i ty  fo r  besides the  fa c t  th a t 

influences may not be acknowledged, they  may be so deep-rooted  th a t 

th e y  o p e ra te  a t  an  unconscious level. The d ifficu lty  of ascertaining 

how the c rea tiv e  process transm utes experience to  a c h ie v e  c o n s c l ' us 

and unconscious in tentions, as well as the lack of a  c lea r dem arcation 
separating  the role o f liv ed  and  im ag in ed  e x p e r ie n c e ,  adds to  th e  

elusiveness of such research .



Although born In Dublin o i  Irish p aren ts, and ro o te d  in  a  P r o te s ta n t  

Anglo-Irish cu lture , B eckett m ade Paris his home in 1937. His stud ies 

and early  academ ic work as a studen t o f French and Ita lian  a t  Trinity 

C o lle g e , as F ren ch  tu to r  a t  C am p b e ll C o lleg e , B e lla s t,  and la te r. 

A ssistant in French a t  Trinity  Coiiege, Dublin, im bued  h im  w ith  th e  

cu ltu re  of Europe, and specifically  th a t of France. His close link with 
French and English trad ition  Is ind icated  by his use of both languages 

in his writings and in the ir  subsequent translations done by him . His 

academ ic background ensures th e  com prehensiveness of his reading, and 

c r i t i c a l  w orks such  a s  h is essay s  D a n te  .  .  . B runo  .  V ico .  . . 

J o y c e  and P ro u s t ind ica te  a rea s  of specific  resea rch . F u r th e rm o re ,  

h is i n te r e s t  in  th e  e a r ly  I ta l ia n  p o e ts  and in th e  tro u b ad o u r  and 

M innesinger poets of France and Germany ind icates th a t his knowledge 

o f li te ra tu re  encom passed European writing from  th e  ea rlie s t exam ples 
o f recorded works to  the  p resen t day; he is known to  h av e  m e t th e  

key figures of modernism from  Stravinsky to  Ezra Pound and to  have 

been  p a r t  o f Joyce 's lite ra ry  c irc le  In  P a r is .  The fo llo w in g  l i s t  o f 

nam es Is an indication of th e  bread th  of his lite ra ry  In te rests : poets 
such as, Dante, Villon, R im baud, B a u d e la ire , L eo p a rd i, W ordsw orth , 

K e a ts ,  Shelley, Y eats and Eliot, novelists such j, Rousseau, Voltaire, 

C ervantes, Fielding, Swift, Stern and Dickens, and d ram atis ts  such as, 

R a c in e ,  C o r n e i l l e ,  M a r iv a u x ,  and  sp e c if ic a l ly ,  C hekhov, Ib sen , 

S trindberg, M aeterlinck, Synge and O 'Casey, a re  believed to  have been 

of special in te re st to  hlm.(7)

In s p i te  o i  th e  w id e -ran g in g  n a tu re  o f B e c k e t t 's  read in g  and  his 
knowledge of th e  a r ts ,  he a p p e a rs  In te n t  on s tre s s in g  th e  p e rso n a l 

n atu re  of his work claim ing his In ten tion  t r  -lesire to  express his 

feelings. When asked by Gabriel D 'A :" h e r  c o n te m p o ra ry

philosophers had any influence on his thu aply was:

"I never read philosophers."
"Why not?"
"I never understand anything they w rite ."
"All the sam e, people have w ondered  If th e  e x is te n t ia l i s t s ' 
problem of being may afford  a key to  your works."
"There's no key or problem . I wouldn't have had any  rea so n  
to  write my novels If J could have expressed the ir  sub jec t in 
philosophic term s."



"What was your reason then?"
"I haven 't the  sligh test Idea. I'm no Intellectual. All I am Is 
feeling. M olloy and th e  o thers cam e to  me th e  dav I becam e 
a w a re  o f my own folly . Only then did I begin to  w rite  the 
things 1 fee l. "(8)

A lthough  one needs to be cau tious In accepting  B eckett's  humble and 

sim plified assessm ent of his own achievem ent, c r i t ic s  such  a s  P illin g  
and Bair, when describing the sources of Inspiration fo r th e  play N ot

I, appear to  support his claim .

Pilling w rites th a t "B eckett's  notebooks contain  a synopsis of th e  work 

which reveals i ts  (N o t I) o rgan isa tion  a ro u n d  fiv e  b a s ic  c lu s te r s  o f 

b io g ra p h ic a l e x p e r ie n c e  r a th e r  th a n  a s  m ig h t h av e  been expected , 

around them atic  ab s trac tio n s" .^ ) He does not reveal w hat these  are. 

H ow ever, th e  su g g estio n  is th a t,  like B eckett's  o ther plays, N o t 1 is 

firm ly  rooted In ac tua lity .

B air p ro v id es  a  m ore  detailed  account of some of the sources. The 
f ir s t  experience Is concerned w ith B t-ck e tt 's  o b se rv a tio n  o f an  A rab 

w om an, in  M orocco , shrouded  in a  dW laba sitting  on the edge of a 

pavem ent w aiting intensely. "Every sc s r ten , she would s tra ig h ten  and 

p e e r  in to  th e  d is ta n c e .  Then she  w ould fla p  h e r  a rm s  aim lessly 

aga inst h e r  s id e s  and h unker down o n ce  a g a in ."(10) B e c k e t t  was 

p e r tu rb e d  by th e  w om an 's  a n x ie ty  and  tension  and she becam e the 

en igm atic  "auditor," th e  figure described in th e  stage d ire c t io n s  a s  a 

" ta l l ,  s ta n d in g  f ig u re ,  sex  indeterm inable, enveloped head to  fo o t In 

loose b lack  d je l ia b a ,  w ith  hood  . . . in te n t  on M outh , d ead  s t i l l  
throughout bu t fo r four brief m ovem ents. . ." (N ot I p .l),

The second source of inspiration fo r N o t I was C aravagg io 's p a in tin g  

o f th e  b eh ead in g  o f S t 3ohn. The violent, m acabre, solemn Image, 
black in th e  main, which he had seen  in  Mi : t a ,  re m a in e d  w ith  him  

a f te r  he had returned  to  Paris and acquired a  d ram atic  in tensity  which 

he transla ted  into a visual s tage  se ttin g . E xcept fo r  th e  f a in t ly  l i t  

figure of th e  auditor and the mouth, all else on stage  is hidden in the



The third source of insp iration m entioned by Bair was to  be found In 

B eckett's  Irish experiences

"I knew th a t woman in Ireland . . .  1 knew who she was -  not 
'she' specifically , one single woman, bu t th e re  w ere  so m any 
of these  old  crones . . . And I heard her saying w hat I wrote  
in N o t 1. I actually  heard i t . "(11)

In s p i te  of B e c k e t t 's  c la im s  a s  to  th e  so u rce  of his work and his 
dism issal o f p h ilo sophy , n o t on ly  h av e  p h ilo so p h ica l a f f in i t i e s  and 

a l l u s io n s  b e e n  t r a c e d  by c r i t i c s  b u t h is w ork h as  b een  se e n  as 

expounding a  philosophy. C ritics  such as Cohn, Webb and Pilling claim  

he has read and been a t tra c te d  by philosophical th inkers from  th e  p re - 

Socratics to  W lttgenstein.(12) Some of th e  nam es w hich  h av e  b een  

a s s o c ia te d  w ith  B e c k e t t  a r e ;  H e ra c litu s ,  D em o critu s , Pythagoras, 

Zeno.Gorglas, A risto tle , D escartes, M ontaigne, G eulincx, M a leb ran ch e , 

S p in o za , B e rk e ley , H um e, S ch o p en h au e r, V o lta ire , V ico, M authner, 
Heidegger and S a rtre . B eckett's  f ir s t  published poem, W horoscope, a 

m onologue spoken  by D e s c a r te s ,  and  h is  essay D a n te  .  .  . B runo . 
V ico . . . Jo y c e  confirm  his fam iliarity  w ith th e  works of philosophers. 

P il l in g , h o w ev e r, w h ile  o u tlin in g  w hat would have appealed or been 

re jec ted  by B eckett in th e  views of various philosophers, and indicating 

by th e  u se  o f q u o ta tio n s  e v id e n c e  t h a t  B e c k e t t  is  re fe rr in g  to  a 

p articu la r th inker, c laim s th a t;

. . he is an a m a te u r ,  a d i l e t t a n t e ,  an  a e s th e te  w here 
ph ilo sophy  Is c o n c e r n e d .  H e  g le -ans i d e a s  f ro m  m any  
p h ilo so p h e rs , g a th e r in g  f ro m  th e '.1, i-h e t Is In te resting  and 
valuable to  his perception  and r e j e c t - , a t  t im e s  th e  id e a s  
which would necessarily  follow  from  tb i  -tore ldea."(13)

Pilling thus explicitly  d if f e r e n t ia te s  B eck e tt-3  m eans of e x p lo ra tio n  

f r o m  th e  p h i lo s o p h e r 's ,  co n c u rr in g  w ith  th e  v iew  ta k e n  by th is  

d is s e r ta t io n  and  e la b o ra te d  upon In th e  fo llo w in g  c h a p te rs ,  t h a t  
although B eckett's work expresses a  vision of life, i t  does not p resent, 
nor Is i t  bo lstered by, a system atic  philosophy.

Religious Influences on B eckett's  work have been suggested and names 
such as St Augustine and th e  M an lch aen s h av e  b e e n  lin k ed  to  h is. 

F raser w riting on W aiting  fo r  G odo t expresses th e  view th a t:



"T he f u n d a m e n ta l  im a g e ry  o f W a i t i n g  f o r  G o d o t  Is 
C h ris tian } . . . The tram ps w ith th e ir  rags and th e ir  misery, 
rep resen t th e  f a l le n  s t a t e  of m an . The sq u a lo r  o f  th e ir  
su rro u n d in g s , th e ir  lack of a  's take  in th e  world1 rep resen ts 
th e  Idea th a t here  In th is  w orld  we can  bu ild  no ab id ing  
c i ty .  The am bigu ity  o f th e ir  a tt i tu d e  tow ards Godot, the ir 
m ing led  hope and  f e a r ,  th e  d o u b tfu l to n e  o f  t h e  b o y s ' 
m essag es , rep resen ts  th e  s ta te  of tension and uncerta in ty  in 
which the average C hristian  m ust live In th e  world, avoiding 
presum ption, and also avoiding despv.ir."(14)

B ecke tt has acknowledged his use o f religious symbols b u t s tresses  th a t 

h e  does so only b ecau se  of his fam ilia rity  w ith them . He dismisses 

th e  suggestion of religious Im p lica tions in h is work e x p la in in g  th a t ,  

although he was brought up as a P ro te stan t, 'alm ost a  Q uaker', he had 

since re jec ted  th e  falth .(15)

O ther possible Influences on B eckett's  writing are , th e  film s o f Chaplin 

and K eaton, his in te re st in music, th e  visual a r ts  and the psychological 
th e o r ie s  of F reu d  and  Ju n g . F u r th e rm o re ,  one m u st in c lu d e  the 

pervasive e f fe c t o f th e  social and po litic a l c lim a te  of his tim e.

B e c k e t t 's  l i f e  en co m p assed  two World Wars. Although he may have 

been too  young to  be aw are of th e  im pact o f World War I, he was a 

p a r t i c i p a n t  in th e  S econd W orld War a s  a  m em ber of a F ren ch  

R esistance group and la te r ,  a t  th e  end o f th e  war, as an in te r p r e t e r  

and  s to re k e e p e r  for th e  Red C ross, His impending a rre s t during the 

w ar forced  him to  f ie e  to  unoccupied F rance, where he lived for two 

years in Rousllion, a  village in th e  Vaucluse. The e ffe c ts  o f the war 
In te rm s of the physical devastation  which i t  caused, the displacem ent 

of people, th e  psychological disorien tation  and th e  m oral m alaise which 

is its  legacy, c an  be a s  l i t t l e  Ig n o red  a s  th e  tre n d s  su ch  a s , th e  

w av e rin g  o f re lig io u s  fa ith  and th e  rapidity  of technological change, 

which w ere acce le ra ted  by It.

T his d is s e r ta t io n  does n o t p ro p o se  to  deny th e  validity  of ab s trac t 

responses to  B eckett's  plays, its  fie ld  of re ference fo r th is study. It 

in tends to  suggest however, and the focus of Its exploration w i'i be to 

show, th a t th e  a b s trac t s u p e r-s tru c tu re  d ep en d s on a w ell-g ro u n d ed  

r e a l i s t i c  b a s i s  o f  w h ic h  th e  co m plex  and  m e tic u lo u s ly  c r e a te d



c h a r a c t e r s  c o n s t i t u t e  t h e  m o s t  im p o r t a n t  e l e m e n t .  W h ile  

a c k n o w le d g in g  a f f i n i t i e s  b e tw e e n  B e c k e t t 's  w ork and  v a rio u s 

ph ilosophical and l i t e r a r y  m o v em en ts , th is  d is s e r ta t io n  in te n d s  to  

suggest th a t B eckett's  plays a re  pa rt o f a rea lis tic  trad ition . Such a 

cla im  requires th a t  the cha rac te ris tic s  of such a  trad ition  be defined, 

I t s  r a m i f i c a t i o n s  ex p lo red  an d  th a t  th e  lin k s w ith  som e o f th e  

pertin en t philosophical and lite ra ry  m ovem en ts be su rv e y e d . B efo re  
d e a lin g  w ith  th e s e  is su e s , h o w ev e r, I t  would be u se fu l to  survey 

B eckett's  play* them selves since they form  th e  basis o f th e  discussion. 

The editions -..led a re  given In th e  bibliography.
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C H A PT E R  2

THE PLAYS

B eckett hat, w ritten  sixteen plays for th e  stage  including E l e u th e r i a ,  

w h ich  rem a in s  u n p u b lished  to  th is  d ay , and B re a th , a  wordless, 35 

seco n d  im ag e . His p lay s d e p ic t  a  p ro g re s s iv e  m in im a lism  w hich 

g ra d u a lly  re d u c e s  th e  n um ber of ch arac te rs , discards m ovem ent and 

th e  u se o f p ro p s : th e  six  c h a r a c te r s  o f W a it in g  f o r  G o d o t  a r e  

reduced to  a shadowy auditor and a  mouth In N o t I, and th e  elaborate  

s-;age a c t iv i ty  o f  W a itin g  f o r  G o d o t  a n d  E n d g a m e  h a s  b e e n  

elim inated  com pletely in P la y . It is in teresting  to no te  th a t B eckett 
was a  novelist before  he tu rned  to  dram a and th e  developm ent o f his 

p lays suggest th a t he gradually returned  to  th e  concerns and th e  form 
w hich  he  had a d o p te d  in  t h e  n o v e ls .  T h e  l im i t e d  n u m b e r  o f 

c h a r a c t e r s ,  th e  u se  o f m onologue and  th e  c o n c e n tr a t io n  on th e  

individual's perceptions a re  th e  m ost salien t cha rac te ris tic s  th e  nove ls  

and th e  la te r  plays have in common.

W aiting  f o r  G odo t Is a  play in tw o ac ts  w ith four m ain  c h a ra c te r s  
and two minor p arts . It is se t  in the evening, on a  country road with 

a  low mound and a bare t r e e ,  w hich  a c q u ire s  a few  le a v e s  in  th e  

s e c o n d  a c t ,  a s  i t s  o n ly  p ro p s .  T he p lay  re v o lv e s  a round  th e  

expectation  of Vladimir and Estragon, th e  protagonists, of th e  a r r iv a l  

o f G odo t, a  p e rso n a g e  who n e v e r  m a te r ia l iz e s  b u t  regularly  sends 

m essages promising to  com e th e  following day. The tw o ac ts  Indicate 

t h a t  th e  sp an  of tim e  Is p a r t  o f a  continuum of sim ilar days In the 

p ast, and in ail likelihood, in th e  fu tu re . Pozzo and Lucky, a  m aster 

and slave, appear in each a c t and provide an in terlude in th e  lives of 

th e  main charac te rs .

W aitin g  fo r  G o d o t, is neither a  play about waiting not’ about Godot. 

I t is a play about doing in a  con tex t o f uncertain ty . What is one to 

d o  w hile  o ne  is  w a itin g , f o r  w aitin g  is a  vacuum th a t  needs to  be 

filled, c lu tte red  even, so th a t  one may be prevented from  thinking and 

p e rh a p s  b e ing  c o n f ro n te d  w ith  the solitude and th e  Ignorance which 

pervade one's life. So Vladimir and Estragon, pull o ff b o o ts  and  p u t 

th e m  on, e x ch an g e  h a ts  in  an e labo rate  routine, exam ine be lts with



th e  prospect o f hanging them selves, e a t ,  walk, fall, em brace, sing, hide 

b u t mainly ta lk , to  each o ther or to  Pozzo and Lucky, in an e ffo r t to  

pass th e  tim e.

In a  s itu a t io n  w h e re  c h o ic e  is a rb i t r a r y  and  i r r a t io n a l ,  as in the  

exam ples o ffered  o f th e  salvation of one th ie f  and n o t th e  o th e r  a t  

th e  C ru c if ix io n , th e  beating of one boy and not th e  o ther by Godot, 

Vladimir and Estragon's choice, to  w ait fo r Godot, Is equally a rb itra ry  

and  i r r a t io n a l .  Waiting becom es a s tasis , a  decision to  procrastina te  

an d  to  avo id  fu r th e r  d e c is io n . An In e v ita b le  te n s io n  is c r e a t e d  

b e tw e e n  t h e  i n a c t i v i t y  o f w a i t in g  a n d  i t s  s u g g e s t io n  o f th e  

im m obilization of tim e, and living w hich n e c e s s i ta te s  chan g e  in  th e  

form  of doing or saying.

The play is dom inated by uncertainty.(X) Not kno .he pervasive

condition in which th e  ch a ra c te rs  p u rsu e  th e i r  l iv e s . V lad im ir and 

Estragon do not know who Godot is, w hat exactly  they  asked of him, 

w hether he will com e. The boy, m essenger of Godot, does not know 

w hy  h is  b r o t h e r  is b e a te n  and  he n o t.  N o th ing  can  f in a lly  be 

ascerta ined  fo r Vladimir and Estragon. As B eckett h im se lf has sa id : 

" W a it in g  i o r  G o d o t  is a play th a t is striving all th e  tim e to  avoid 

definition. . .".(2) N e ith e r  t im e ,  p la c e  no r e v e n t can  be f ix e d  to  

b ecom e a  s ig n p o s t o f r e a l i ty  fro m  w hich  purposeful ac tion  can  be 

taken . M em ory is fa l l ib le ,  a t  b e s t  v ague , and  th e  a b s e n c e  o f  a 

c o h e re n tly - re m e m b e re d ,  s t ru c tu re d  p a s t ,  as well as a fu tu re  whose 

Inevitab le  uncerta in ty  is enhanced by an absence of goals, le a v e s  th e  

p ro ta g o n is ts  roo tless and confused in a  presen t m ade up of unrelated 
moments.

The p lot, perhaps best described as a  m elodic line which runs through 
th e  whole play, is c losely r e la te d  to  th e  n o tio n  o f th e  e lu s iv e  and 

unknowable nature  of rea lity . It Is concerned w ith Vladimir's a ttem p t 

to  establish connections of tim e , p lace and event in his and Estragon's 

life . R epeatedly d eflec ted  in his a ttem p ts , he keeps returning to  seek 
a  clue or establish some agreem ent w ith th e  o th e r  c h a ra c te r s  w hich



will corroborate  his memory of the past and c rea te  a s ta b le  r e a l i ty .  
T1-; play cu lm inates in his acquiring a vision of life, which re inforces 

th e  m otives for his actions w ithout, however, e ffec ting  any change in 

th e m . In th e  fu t i l i ty  of a ll purpose and action and th e  absence of 

distractions, th e  play posits value and reveals a rea lity  of iden tity  and 

ex istence in relationships alone.(3)

C r i t ic a l  op in ion  on W a it in g  f o r  C o d o t, as already  ind icated  in th e  

Introduction, has been extensive and varied w ith c ritic s  and audiences 

pu tting  into e ffe c t the words of C.ft. of the San  Q u e n tin  N ew s:

"It (the play) was an expression, symbolic in order to  avoid all 
p e rso n a l e r ro r ,  by an au thor who expected  each mem ber of 
his au d ie n c e  to  draw  h is own co n c lu s io n s , m ak e  h is own 
errors."(4)

E n d g am e, B eckett's  second play, was f irs t perform ed in F rench a t the 

Royal C ourt Theatre  London, in 1957. The play m ain ta ined  th e  fou r 

charac te r fo rm at found in W aiting  fo r  G o d o t and once again, cen tres  

on th e  dram atic  p resen tation  of a "tied" re lationship. T he h a rsh n ess  

and  a b ra s iv e n e ss  of H am m  and C lov 's  p a r tn e rsh ip  conform s to  the 

m aste r/se rvan t pa tte rn  found in th e  Pozzo and Lucky c o m b in a tio n  of 

th e  earlie r play.

Hamm, th e  cen tra l charac te r, is blind, paralyzed and dependent fo r all 

his needs, phy sica l and  e m o tio n a l,  on h is s e rv a n t,  o r p e rh ap s  his 

a d o p te d  son , C io v . The la t t e r  eq u a lly  in p a in  and  In a s ta te  of 

physical de terio ration , complies re luctan tly  and truculen tly  to  requests 

made of him, moving about stiffly , w ith a staggering walk. The other 

tw o c h a r a c te r s ,  H am m 's p a re n ts ,  N agg and  N ell, a r e  c o n fin e d  in 
ashbins and being also paralyzed are  equally dependent on Ciov. The 

play provides an intim ation of the  plays to  com e in crea ting  th e  focus 
of in te r e s t  a round a  dom inant personality; an audience's a tten tio n  Is 

constan tly  seeking to  discover w hat m otivate;. H am m 's b eh av io u r and  

to  clarify  his complex relationship w ith Ciov.



The se t o f E ndgam e, described as _ afuge by Hamm, is  a s  m uch a 

p riso n  as i t  is a  s h e l te r .  "O u ts id e  o f h e ro  i t 's  d e a th " (p .i5 )  says 

Hamm, but th e  se t  itse lf  is a negation of life : a  bare  room bathed  in 

grey  light, a  p ic tu re  facing th e  wall, ashbins and Hamm covered, th e  

cu rta in s  drawn over tw o, high, sm all windows a t ta in a b le  only w ith  a 
ladder. A presen t ex istence determ ined by deprivation and s te rility  is 

c o n f irm e d  by a  s e t  w h ic h  s t r e s s e s  t h e  n o t io n  o f  e n c lo s u r e ,  
claustrophobia and a sensory void.

E ndgam e Is a  play concerned w ith ending.(5) The fina l moves In the 

"old en dgam e lo s t  o f o ld"  (p .51 ) h av e  b een  p la y e d  a n d  y e t  t h e  

c h a ra c te r s  a r e  re lu c tan t to  stop  playing. As Hamm says "And ye.t I 

he s ita te , I h e sita te  to  . . .end", (p. 12) This c e n tra l m o tif  is  c le a r ly  

s ta te d  in th e  f i r s t  w ords of th e  play spoken by Clov "finished, it 's  

finished, nearly  fin ish e d , i t  m u s t b e  n e a r ly  f in ish e d "  (p .12) an d  is 

repea ted  in nearly  iden tical form  by Hamm. A determ ination  to  end 

all life is the desire o f both Hamm and Clov and th e  s e t  re in fo rc e s  
th is  c en tra l m otif o f the play, stressing a t th e  sam e tim e th e  physical 

and em otional isolation of th e  charac te rs .

E ndgam e is a disturbing play. It is unsatisfactory  because Its elusive, 
e llip tica l, unresolved quality  Instead o f in t im a t in g  a  w ider ra n g e  of 

possibilities, which is in the na tu re  of such writing, leaves an audience 

confused.(6) In an a tte m p t to  elucidate  th e  play, c ritic s  have proposed 

m etaphorical represen tations, analogies w ith th e  process of entropy and 
h e a t exchange, the  F irs t Law of Thermodynamics and th e  Second Law 

of Thermodynamics,(7) associated it  with B iblical sto ries, Shakespearean 

te x ts , such as H am let, Lear,(8) the Gospel o f Oohn and R ev e la tio n ,(9) 

p o s tu la te d  th a t  i t  re flec ted  th e  endgam e or th e  th ird  dimension of a 
ch e s s  g a m e ,(10) and  d e lv ed  d eep  to  e s t a b l i s h  a u to b io g r a p h ic a l  

co nnec tlons.(ll) If th e re  is a  meaning to  E ndgam e, i t  surely lies in 
i ts  evocation of em otion sim ilarly to  a  p iece of music, fo r th e  c ritic a l 

re sp o n se s  to  th e  play which show a  determ ined e ffo r t to  e luc ida te  it 
by positing a com bination o f a l te r n a t iv e  in te r p r e ta t io n s ,  a r e  n e v e r  

qu ite  satisfactory .
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Perhaps F letcher and  S p u rlln g 's  co n c lu sio n  Is in  th e  end  th e  m o st 

valuable to  bear In mind:

"To a t t e m p t  to  fo r c e  th e  w hole p lay  in to  any one of these 
'm ean in g s ' w ould be  a s  m ean in g le ss  a s  to  t r y  t o  f o r c e  a 
p a in t in g  in to  t h e  m ean ing  o f one o f i t s  m any la y e rs  o f 
palnt."(12)

" T h e re  is  no key  to  E ndgam e any m ore  th a n  th e re  is  to  
Beckett's  own life  o r to  th e  life  o f anyone. R a ther th ere  Is a  
mass of de ta il lodged to ge ther. . ."(13)

Responses to  th e  th ea trica l production varied as much as they  did for 

W a it in g  f o r  G o d o t .  H arold Hobson declared  h im self vehem ently in 

favour:

" F in  d e  P a r  t i e  h a s  o u tra g e d  th e  P h ilis tin e s ,  e a rn e d  th e  
contem pt of half-w its and  f il le d  th o se  who a r e  c a p a b le  of 
te ll in g  th e  d if f e r e n c e  betw een a  th e a tre  and a  bawdy-house 
w ith  a  p ro found  and  so m b re  a n d  p a r a d o x ic a l  jo y .  I t s  
p r e s e n ta t io n  is am ong th e  g re a te s t  of th e  services th a t the  
English S tage Company has rendered to  th e  B ritish public."(14)

K e n n e th  T y n a n  a n d  M a rc  B e r n a r d ,  h o w e v e r ,  r e g i s t e r e d  th e ir  

disappointm ent. Tynan declared:

"I su d den ly  r e a liz e d  th a t B ecke tt wanted his p rivate  fan tasy  
to  be accep ted  as objective tru th  . . .For a  short tim e I am 
p re p a re d  to  l is te n  in any  th e a t r e  to  any message, however 
an tip a th e tic . But when I t  is not only disagreeable  but forced 
down my th ro a t, 1 demur."(15)

Marc Bernard, less forcefu lly , Ind ica ted  h is d is s a t is f a c t io n  w ith  th e  

play while comparing it  to  W aiting  fo r  G odot:

"E ndgam e. . . has neither th e  sam e plenitude, no r th e  sam e  
e f f e c t iv e n e s s .  I was not bored, although th e re  a re  som e dull 
m om ents, b u t I c o n s ta n tly  had  th e  Im p ressio n  th a t  1 was 
listening to  a  m edieval f a t i ,asie."(16)

K rap p 's  L a s t T a p e , th e  f i r s t  o f B e c k e tt 's  p lay s to  be  w r i t te n  in 

English, was f ir s t  perform ed in 1958, in London. The play is seen as 
"the  most openly autobiographical o f B ecke tt's  w r itin g s  . . . w orked



o v e r  w ith  p a in s ta k in g  p re c is io n  In an  a t te m p t  to  d isg u ise  t h e s e  

traces".(17) When It was f ir s t  perform ed, i t  was acclaim ed by c ritics  

who w rote of " th e  m ag ic  o i th is  d a z z lin g  p la y ,"(18) saw  I t  as "a 

h a u n tin g  and  h a rro w in g  w o rk ,"(19) and  " B e c k e tt 's  m ost ly rical and 

ten d er pjay"«(20)

T h e  p la y  Is c o n c e rn e d  w ith  re v e a lin g  th e  u n fu lf i l le d  l i f e  o i  an 
egocentric , sixty-nine year-eld  man whose Inability  to  com m it h im se lf  

to  a r e la tio n sh ip  has l e f t  him  b e re f t  of a ll m eaningful co n tac t. A 

complex cha rac te r study of an em otionally re s tric ted  m an w ith narrow 

c o n c e rn s , is  e v o k ed . Krapp lacks w arm th, th e  capacity  to  love and 
th e  sy m p a th y  to  s u f f e r .  T he tra g e d y  o f th e  p lay  re s id e s  in th e  

ch a rac te r 's  final realization  of the  misguided d irection  of his life  and 

his sense of Irrevocable loss.

A pproxim ately forty-tw o years previously, Krapp, th e  only charac te r in 

th e  play, had in s t i tu te d  w h a t w as to  beco m e  a y e a r ly  r i tu a l ,  th e  
m ak ing  of a  re c o rd e d  d ia ry  of th e  events of his past y ear. Krapp, 

a lone and alienated , finds solace in a  voice reaffirm ing  th e  p a s t  and  

his ex istence in i t .  Furtherm ore, th e  recorded voice becom es a form 

o f  com pany , a n o th e r  p re se n c e , and  an  a c t i v i t y  w h ic h  f J l s  th e  

em ptiness of his life.

The s e t  re p re s e n ts  K rapp 's den. i t  contains a sm all tab le  w ith two 

d ra w e rs , a c h a ir ,  a  ta p e - r e c o rd e r ,  a m ic ro p h o n e ,  a  n u m b e r  o f 

cardboard boxes and ree ls o f tapes. The tab le  and ad jacent a rea  are  

bathed  In a strong w hite light while th e  re m a in d e r  o f th e  s e t  Is In 
d a rk n e s s . T h roe  t im e s  K rapp  d isappears  into the dark a rea  where, 

from  th e  sounds o f a bo ttle  against glass and corks popping, ac tiv ity  is 

assumed to  be continuing.

The a c tio n  o f th e  play Is c en tred  on th e  tape-reco rder. The device 

perm its the sim ultaneous p resen tation  of two m oments o f th e  p re se n t 

In an apparen t denial o f tim e; the tape-reco rder reveals th e  past as It 

was perceived in i ts  own p resen t and th e  play-back allow s I t  to  c o ­

e x i s t  w ith  th e  a c tu a l  p r e s e n t .  Two s ta g e s  o f K rapp 's  l i f e ,  c o ­



e x is tin g  s im u ltan eo u s ly  like  a  s e t  o f s e l f - r e f le c t in g  m irro rs , a re  

constan tly  being com pared and con trasted  w ith each o ther by means of 

th e  recording. The isolated and lonely condition o f K rap p  a t  s ix ty -  

nine is revealed as having been brought about by his constan t re jection  

o i  c o n ta c t  and  h ts  w ith d ra w a l f ro m  in v o lv e m e n t  w ith  o t h e r s .  

However, th e  tape-reco rder reveals, too , th e  fragm ented and selective 

n a tu re  of memory. Every y e a r , K rapp  c h r  , s e s  to  c o m m it to  ta p e  

w h a t has b een  o f r e le v a n c e  to  h im  during the course of th e  y ear. 

Inevitably, the  a c t o f selecting  causes th e  reco rd in g  to  c o n s is t  o f a 
s e r ie s  o f m om en ts  and  K rapp  is se e n  to  perceive life  in th a t  way. 

The continuity  of experience is red u ced  to  a s e r ie s  o f u n co n n ec ted  

instances in tim e capturing  d isparate  events.

K ra p p 's  L a s t  T ape  m arks a  tu rn in g  p o in t in  B e c k e t t 's  p lay s . The 

concen tration  on one figure and the use of the monologue, varied and 

explored fu r th e r  in la te r  piays, as opposed to  th e  in te rc h a n g e  w hich 

fo rm s  th e  f a b r ic  o f th e  tw o  e a r l ie r  w orks, re in fo rce s  th e  idea of 
iso lation. Suffering, a  pervasive them e of th e  piays, is loca ted  in the  

mind and th e  subsequent piays vivify Edgar's sta tem en t In K ing L e a r  

"Who alone suffers, suffers most in th e  mlnd".(21)

H appy D ays, perform ed in New York in 1961, is a trag l-com edy which 

portrays an individual's determ ined  a tte m p t to  av o id  c o n fro n tin g  th e  

rea lity  of her life  by adopting a  pa tte rn  of behaviour and an a ttitu d e  

which would p ro te c t her from  such a  undertaking. Winnie, th e  cen tra l 
c h a r a c te r  o f th e  play, a tte m p ts  to  persuade herself th a t happiness is 

a tta inab le , and can be ach iev ed  by w h a te v e r  m eans w ill c a u se  th e  

t im e ,  d u rin g  w hich  she is com pelled to  be conscious, to  pass. Any 
crum b of a tten tio n  o ffered  to  her, o r any ac tiv ity  which d is trac ts  her 

f ro m  th e  a w a re n e s s  o f th e  p e rv a s iv e n e s s  o f h e r  solitude, helps to  

c o n firm  h e r  o p t im is m ,  a n d  is  s e e n  a s  a c o n t r i b u t i o n  to  th e  

a c h ie v e m e n t o f her "happy day." As th e  play progresses, th e  irony 
which juxtaposes th e  happy-go-lucky aw ociatlons of th e  t i t le  and such 

rep ea ted  lines as "this is going to  be  a  happy day"(p.l9) " this will have 

been a happy day"(p .30 ) w ith  th e  v acu o u sn ess  of W innie 's  l i f e ,  is 

revealed.



Winnie Is th e  focus of in te re s t in H appy D ay s, H er c o n v e rsa tio n a l 

c h a tte r  fills the space around her, c lu tte rs  th e  loneliness of her life  to 
give it a semblance of purposefulness and meaning. The responses to 

h e r  q u estio n s by W illie  (her partner and only o ther charac te r in the 

play) a re  rare , fa c tu a l and  d is ta n t  in to n e , b u t W innie p e r s is ts  In 

ad d re ss in g  h im , a c c e p tin g  h is minimal contributions as an indication 

th a t her "day" will tu rn  out to  be a happy one. Winnie needs Willie's 

p r e s e n c e  as a  l is te n e r  and  his in v o lv em en t in her p a s t  he lps to  

establish her ex istence in her own mind.

Two s t r a te g ie s  a re  d ev e lo p ed  by Winnie to  ensure her psychological 

survival. F irstly , she adopts th e  b e lie f  th a t  her life  is happy; her 

a ttem p ts  a t self-deception a t tim es appear heroic in the ir  obstinacy to 

refuse to  succumb to  her loneliness and her fears. Her second ploy  Is 

th e  Im p le m e n ta tio n  of a rou tine , a  se t o f habits which will fill the  

tim e  during which she is fo rced to  be conscious. Even th o u g h  th e se  
h a b its  a r e  m ean in g le ss , th e y  en su re  th a t  she Is n o t a t  a  loss for 

som ething to  do or to  say and th a t she Is thus able to  p ro tec t herself 

from the "wilderness".

W innie liv e s  in h e r  m ound of e a r th  a s  if i t  w e re  a normal room. 

There, she a ttem p ts  to  approxim ate the regular ro u tin e  of l i fe .  No 

sooner has she woken a t  th e  sound of a bell and said her prayers than 

th e  large shopping bag in which she keeps all her paraphernalia com es 

In to  use . She e x t r a c t s  from  i t ,  a toothbrush, a too thpaste  tube, a 

bo ttle  o f tonic, a  ha t, a musical box, a revolver, a l ip s tic k  and  th e  
audience is told th a t there  are  countless other objects for her use In 

it.

Memories too, becom e objects fo r Winnie, rem em bered and repea ted  to 

fill up tim e. Her recall of lines of poetry , sign ifican t b e c a u se  th ey  

he lp  to  p lace  her w ith in  a l i te ra te  ind In tellectual background, and 

because they reveal her subconscious ic e iln g s  w hich a r e  a s so c ia te d  

with sorrow or d istress, are  of value to  her because they provide her 

with something to  say. Although language has a number of functions 

in H ap p y  D a y s , i ts  pu rpose  fo r W innie is s im ila r  to  th a t  o f the



toothbrush or parasol. Words becom e objects for her. She uses them  

like grains at sand to  ili l  th e  em pty vessel of her life. Speech Is her 

means of avoiding thought, acquiring a  value a s  no ise , and  a c t in g  as 

in te r f e r e n c e  which d is trac ts  her from  the distressing consciousness of 

her loneliness. However, language also has a  paradoxical fu n c tio n  in 
th e  p la y , i t  Is a  m eans o f com m unication  and a  means of avoiding 

knowledge. I t  sim ultaneously blocks o u t reality  and a ttem p ts  to  c re a te  

i t .

The e f fe c t of Winnie's prolonged speaking, o ften  w ith no reply, c rea te s  

an impression th a t  h e r  s p e e c h  is a  m ono logue. H ow ever, W illie 's  

in tru s io n s  a r e  of a  s u f f ic ie n t  n um ber to  e s ta b lish  th e  p lay  a s  a 
dialogue. Although th e  speech shows li t t le  o rganization o r logic, words 

a r e  n o t used  a s  th e y  will be In th e  la te r  plays. P la y  and N o t I, to  

render in te rn a l  th o u g h ts  a u d ib le . In H ap p y  D a y s , o ne  is a lw ays 

conscious th a t one is listening to  speech.

H appy D ays is th e  f irs t o f B e c k e t t 's  p lay s in  w hich  th e  s e t  Is so 

u n u su a l as to  have  a shock e f fe c t on th e  audience.(22) in th e  f ir s t  

th ree  plays already  discussed, th e  se ts , a lthough m in im a l, in no way 

d isturb  an audience's established sense of rea lity . The incarceration  of 

N agg and N ell in bins in  E n d g a m e , has a  jo lt in g  e f f e c t  b u t  Is 

r e v e a l e d  som e tim e  a f t e r  th e  op en in g  o f th e  p lay  and becom es 
accep ted  as a  b izarre  e lem en t o c c u rr in g  in  a  c o n v e n tio n a l s e t .  in 

H ap p y  D a y s , W innie is p resen ted  as immobilized In a  low mound of 
e a r th  c o v e re d  w ith  sco rc h e d  g ra s s . A round and  beyond h e r ,  th e  

s c o rc h e d  g ra ss  ex te n d s , by m eans o f  th e  e f fe c t o f a  backcloth, to 

suggest an unbroken plain m eeting th e  sky in th e  fa r  horizon. In A ct 

1, th e  mound is low , re a c h in g  to  just below her w aist, In A ct 11, 

W innie is  e m b e d d e d  up  to  h e r  n e c k  a n d  h as  b e c o m e  t o t a l l y  

im m o b ilized , unab le  to  m ove her head, com pelled to  face  th e  front 

throughout th e  a c t.  Willie, is hidden behind th e  m ound fo r  m o st o f 

th e  play only th e  back of his head being seen occasionally. The se t  is 

b a th e d  fro m  th e  beg in n in g  to  th e  end  o f th e  p e r fo rm a n c e  in  a 
constan t, blazing light.



The se t evokes a  sense of re s tric tion  within th e  Im m ensity  o f s p a c e . 

An Impression of vastness, c rea ted  by the sym m etry and em ptiness o f  

th e  scene, Is re inforced by th e  unwavering b laz in g  lig h t.  T his Is a 

harsh and painful living environm ent, th e  ea rth  is scorched, the  ligh t is 

a  source of Intense heai:. The appearance of an an t becom es an event 

worthy to  be noted and serves to  Indicate both th e  desolation of th e  
landscape and th e  f a c t  th a t life  persists In such a  hostile environm ent. 

So painful a re  the  conditions th a t Winnie imagines a longed-for re lease  

from  th e  lig h t and  th e  h e a t  a s  a  m e ltin g  aw ay  in to  th e  d a rk  o f 

oblivion. Unchanging space, continuous, consisten t light c re a te  a  sense 

of tim e b e ing  su spended , as If  pn e te rn a l  m om en t In sp a c e  w ere  

cap tu red . Although th e  tw o -ac t stru c tu re  and th e  fu rther reduction  In 

the possibility of m obility a re  an Indication th a t  tim e ex ists, th e  linear 

tim e  sch em e  o f p a s t ,  p r e s e n t  and  fu tu re  a p p e a rs  to  be  o f l i t t l e  
relevance in H appy D ays.

As in the case  of previous plays, th e  c ritic s ' responses to  H appy D ays 

have varied, ranging from  negative sen tim ents:

"H appy D ays Is too  p red ictab le ,"  . .the  language. . .Is f la t  
and prosaic," ". . .those repetitions have finally becom e ra th er 
boring,"(23)

qualified praise:

"H appy D ays Is th e  tig h te st and best-m anaged of Mr B eckett's  
plays. It has double-m eanings and  p e rp le x in g  p o in ts , b u t i t  
moves in a  s tra ig h t line,"(24)

to  appreciative com m ents which stress:

" . . . t h e  d r a m a t i c  s t r e n g th ,  th e  m y th ic  q u a lity  and  th e  
am biguity of th e  play."(25)

It  Is e v id e n t, h o w ev e r, th a t  H ap p y  D ays Is a m eticulously c ra fted  

play which succeeds in combining outrageously  Im a g in a tiv e  e le m e n ts  

an d  p r o s a i c ,  c o n c re te  q u a l i t ie s  e n h an c in g  bo th  a s p e c ts  by th e ir  

confrontation.



20 -

P lay , originally w ritten  in E ng lish , w as f i r s t  p e rfo rm e d  in G erm an  

t r a n s la t io n  a t  th e  U lm er T h e a tr e ,  U lm -D onau, in  1963. The play 

d ram atises  th e  su f fe r in g  b ro u g h t a b o u t by co n sc io u sn ess  w hich  is 

unavoidable and responsible for m aintaining the essence of existence.

The plot of P la y  is unam biguously  e x p l ic i t .  I t  d e a ls  w ith  a love 

t r ia n g le  b e tw e e n  w ife , husband  and  m is tre s s  and  i t s  a fte rm a th , a 

co n flic t situation  so c o m m o n p lace  in  l i f e  and  l i t e r a tu r e  th a t  i t  is 

regarded as a  c liche. What is d iffe ren t in P la y  is th a t the  passionate 
m elodram a of back page newspaper reporting is no t th e  fo cu s  o f th e  

a u d ie n c e 's  a t te n t io n .  It is n o t th e  p a s t a c tio n  b u t th e  p re s e n t  

em otions and the ir roo ts in, and as a  consequence of, th e  past, which 

is one's fundam ental concern. This p lot, simple and mundane, w ith its  

's l ic e  o f l i f e ' q u a lity , a llo w s fo r  a u d ie n c e  i d e n t i f i c a t i o n  b u t  is  

ju x ta p o se d  and  c o u n te r -b a la n c e d  by a  se t  s ta rtling  in its  o riginality  

w hich shocks and d isorien tates.

The se t of P lay  reveals th ree  charac te rs  visually indistinguishable from  

one another. All th ree  are  up to  th e ir  necks in id e n t ic a l  u rn s . No 
m o v em en t is possible, no g estu re , no fac ia l expression distinguish one 

from  th e  o th er; the ir expressions a re  "impassive" throughout and the ir  

v o ic e s  " to n e le s s " . The sp o tlig h t,  the  "inquisitor," a  fourth  presence 

whose function may be seen m etaphorically  as a  seeker of t r u th ,  th e  

p e rc e iv in g  e y e  of conscience, a  mviicious to rtu re r o r th e  unavoidable 

means of self-perception , moves randomly from  one face  to  th e  o ther 

re v e a lin g  to  th e  au d ie n c e  th a t  all th ree  a re  a t  p resen t in Identical 

s ituations physically trapped , forced to  respond  to  th e  com m ands of 

th e  l ig h t.  The f a c t  th a t  th e  " re sp o n se  to  light is lm m edlate"(p.9) 
ind icates c learly  th a t th ere  is no choice and no possib ility  o f e sc a p e  

for these "victim s".

T h e re  ap p e a rs  to  be l i t t l e  do u b t th a t  th e  sc e n e  d e p ic ts  an a f te r  

iife.(26) The presence of urns w ith th e ir  funereal a sso c ia tio n s, f a c e s  

"so lo s t to  ag e  and aspect as to  seem  alm ost p a rt of th e  urns,"(p.9) 

the  concentration  on th e  past w ith its  reca ll of action  and th e  presen t 
s ta tic  anguish, a il help to  suggest th a t th e  scene is se t beyond life.



The ch arac te riza tion  in P la y  p resen ts  one w ith  th r e e  fu l ly  r e a liz e d  

p e rs o n a l i t ie s ,  e a c h  locked in th e ir  own consciousness. It reveals the  

way in which th e  sam e cen tra l ev en t of th e ir  lives was apprehended as 

w e ll a s  th e  d iffe ren t responses to  th e  f a te  each subsequently suffers. 

The th ree  charac te rs , Wl, W2 and M, a re  iso la te d  In d iv id u a ls  whose 

a c tio n s  in  l i f e  had brought them  together but whose inner world had 

rem ained inviolate. The polyphonicaliy-blended monologues r e v e a l th e  

m em o rie s  o f th e  p a s t ,  th e  c h a r a c te r s ' existing anxious, guilt-ridden 

suffering and the ir longing for th e  peace and silence of oblivion. The 

t h r e e  a r e  d o o m e d  b y  t h e i r  ig n o ra n c e  a s  to  th e  n a tu r e  o f th e  
conclusion of the ir  relationship to  a  rem orseless q u e s tio n in g  o f th e ir  

s i tu a t io n  in to  e te r n i ty .  They a r e  ev id e n tly  u n ab le  to  accep t the 

breakdown of re la tio n sh ip s  w hich  v e rg e  on th e  so rd id , and  w hich , 

considering their inab ility  to  forsake them  even in d ea th , a re  curiously 
loveless.

M e ticu lo u s ly  and  u n sp a rin g ly , shearing th e  co n ten t to  i ts  essen tials, 

B eckett has a ch iev ed  in  P la y  th r e e  d is t in c t  p o r t r a i t s  o f unh e ro ic  

in d iv id u a ls  s u ffe r in g  alone and unrem ittingly in the ir  gu ilt, fears  and 

reg re ts . All th ree  c h a rac te rs  a re  forced to  be conscious of th e  past, 

to  rem em ber i t  in an endeavour, which is never successful, to  com e to  
te rm s with i t .  A d ire c t link Is c rea ted  betw een th e  presen t to rm ent 
and  th e  e v e n ts  of th e  p a s t;  th e  desire  for forgetfu lness becomes a 

desire to  ob lite ra te  the p ast and thus to  end th a t to rm en t. However, 

the repetition  of th e  play, once in its  en tire ty  as well as a  few lines 

to  suggest a  th ird  repe tition , ind icates th a t  th e  goal o f  o b liv ion  w ill 
not be a tta ined . B eckett's  option for th e  replay, to  p resen t e ither an 

e x ac t rep lica  or to  use a varia tion  with a  lo w er "key  of lig h t"  and  

c o rre sp o n d in g ly  w eak e r v o ic e s , in d ic a te s  th a t  a v a r ia tio n  did not 

rep resen t a sh ift in significance.

As in other B ecke tt plays, such as W aiting  fo r  G o d o t and N o t 1, th e  

cyclical p a tte rn  suggests an absence of finality  and th e  inevitability  of 

s u ffe r in g  co n tin u in g  in to  e te rn ity . The r itu a lis tic  repe tition  c rea tes  

th e  illusion th a t  th e  charac te rs  transcend the ir iin ltude  and p artic ipa te  

in  a t im e le s s  u n iv e rse . H ow ever, th is  sen se  of t im e le s sn e s s  is



juxtaposed by th e  p resen tation  of a  sordid a ffa ir , lacking in u n iv e rsa l 

im port and unheroic in i ts  dimensions.

The response to  th e  th em atic  con ten t o f th e  play d iffe rs  substantially  

a m o n g s t c r i t i c s .  I t  v a r ie s  from  th e  ev ident relish a t  " th a t stew  of 

angry contem pt and foetid  sexuality  is th e  rea l su b s ta n c e  and th e m e  
o f  t h e  p l a y , "127) to  th e  b lu n t  s t a t e m e n t s  " th e  p lay  is a b o u t 

adultery ,"(28) " the  play p iv o ts  on d e a th ,"(29) 'T 'a y  is a  m a t te r  o f 

s i tu a t io n  ra th e r than  m eaning and communicatlon"(30) and "in P la y  it 

is probably th e  im possibility o f an ex tinction  of consciousness through 

d ea th  itself th a t is dram atized".(31)

T h e a tre  c r it ic s  appear to  agree th a t P la y  is a  m em orable experience 

having a  profound e f fe c t upon its  audiences. M&ese writes.*

" C o m e d ie  e s t  une p ie c e  a b so lu m e n t un ique . . . tem oin de 
I'ex trem e v arie te  du genie de Samuel B eckett."(32)

(P lay  is absolutely unique, testim ony to  th e  ex trem e varie ty  of 
Samuel B eckett's  genius.)

Harold Hobson reviewing th e  play writes:

"All in th e  story th a t  had  seem ed  vague beco m es sh a rp  and 
c lear. The incidents stand out, only the em otions -  th e  sadness, 
th e  compassion, and th e  pain -  a re  s till beyond computation."(33)

L au re n c e  K itc h e n  c la im s  t h a t  th e  p lay  com m u n ica te s  like "tightly 

com pressed cham ber music on a  subliminal level".(34)

G e n e ra liz e d  in te rp re ta t io n s  w hich posit the view th a t the play is a 

vision of suffering hum anity, existing in an em otionally alienated  s ta te , 

e n ta n g le d  d u rin g  th e ir  liv e s  In th e  f u t i l i ty  of passions which leave 
them  finally in a  Sartrlan  hell o f irresolvable reg re ts  to  be  bo rn e  in 

p erpetu ity , may have validity .(33) However, these in te rp re ta tions take 

in to  account only th e  co n ten t o f th e  play, o m ittin g ,  in sp ite  o f th e  

f a c t  th a t  a th e a tr ic a l experience is m ulti-dim ensional, to  incorporate 
th e  form , th a t is th e  se t and stru c tu re  of th e  play. The con ten t of 

P la y  is concerned with the suffering of individual minds caused by the



consciousness of uncertain ty , ignorance and reg re ts  m aintained as ever­

p re s e n t  by m em o ry . This combined with i ts  visual and aural im pact 

focuses and ex tends th e  em otion of suffering. In th e  sen se  t h a t  one 

a s s o c ia te s  th e  word "tragedy" w ith grandeur of em otions, beings who 

p it them selves against pow erful fo rces  whether they be gods or society 

and  i ts  v a lu e s , and  w ho assum e equal s ta tu re  to  them  because they 
can contem plate  opposing th e m , one cou ld  say  t h a t  P la y  is  n o t a 

tragedy . Y et, th e  charac te rs , dep icted as Im potent and fallib le , su ffer 

and continue to  ex ist conscious of th e ir  d istress, and th e re in  l ie s  th e  

tragedy .

P la y  pu rsu es th e  te c h n iq u e  f ir s t  in itia ted  in H appy D ays of yoking 

to g e th e r  tw o  sh a rp ly  ju x ta p o se d  e le m e n ts ,  th e  f a n ta s t ic  and  th e  
r e a l i s t ic .  The e f f e c t  o f th e  f a n ta s t ic ,  to  in c re a s e  an audience's 

a le rtness  b y  s ta rtling  I t  out o f its  conventional expectations, and th a t  

o f th e  r e a l i s t ic ,  w hich allows fo r an em path ic  response, adds to  the 

intensity  of th e s e  p lay s. The c h a r a c te r iz a t io n  w hich  has beco m e  

progressively more dependent on th e  use of th e  monologue reveals the 

psychological natu re  of B eckett's  focus and his developing c o n c e rn  to  

d e lv e  d eep ly  in to  an  in d iv id u a l p syche  and  r e v e a l th e  in n e rm o st 

c o n sc io u s and  su b co n sc io u s w ork ings o f th e  m ind . T his i n t e r e s t  

reaches its  clim ax in B eckett's  nex t play, N o t I.

B eck e tt co n sid e red  N o t  I a  m ajo r d ra m a tic  w ork . The p lay  was 

w ritten  hurriedly in tw elve days a f te r  a  five week holiday in  Morocco 

in 1972 and was perform ed th a t sam e year in New York.

T he p lay  d ra m a tiz e s  th e  co n d itio n  o f a  w om an of seventy  as she 

babbles uncontrollably in one of her ra re  occasions of speech when she 

is  no lo n g e r  a b le  to  c o n ta in  h e r  anguinh a t  th e  lo n e lin e ss  and 

purposelessness o f her life  nor ab le  to  repress a  sense of g u ilt. The 
gush of words reveals the  causes which led to  her presen t condition as 

i t  simultaneously blocks the em ergence of a  tru th  concerning h e rs e lf .  

One witnesses a  conscious, wilful evasion to  acknowledge responsibility 

fo r a  never-divulged, elusively-suggested deed.



The speaker dw ells, w ith  in te r ru p t io n s  and  d ig re ss io n s  in th e  io u r  

a t te m p ts  to  t e l l  h e r  s to ry ,  on an e v e n t w hich  occurred  one April 

morning w hile she w as w an d e rin g  in a fie Jd  iook lng  a im iessJy  fo r  

cowslips w ith which to  make a  ball. The f ir s t  account te lls  how she 
stopped, stared  and fain ted , becam e aw are o f a buzz in g  In h e r  e a rs  

and  a  ray  of lig h t appearing  and disappearing. Because th e  thought 

flashed through her mind th a t she was being punished fo r her sins, the 

event appears to  be of a revelato ry  nature .

A fter being persisten tly  in te rru p te d  by an in n e r  v o ic e , th e  sp e a k e r  
re tu rns  a  second tim e to  the beginning of th e  event and explains her 

reac tion  to  her aw areness th a t  she was speaking uncontrollably as she 

did "for reasons unknown," (W aiting  fo r  G o d o t p.43) once or tw ice a 

year, in th e  w inter. Only a  m om ent before , she had b een  u n ab le  to  

m a k e  a  so u n d  w h en  s u d d e n ly ,  i n v o lu n ta r i l y ,  t h e  w o rd s  w ere 

p recip ita ting  them selves ou t o f her. The mouth, she claim s, continued 

a s  if  m addened . The speed  mid in tellig ib ility  o f her presen t speech 

reen ac ts  th e  frenzied outpouring o f w ords o f w hich  she sp eak s  and 

confirm s th e  probability  of th e  event.

The th ird  tim e  she returns to  the s tory , Mouth adds a  d e lica te , sensual 

d e ta i l .  She te l l s  how in  a  fie ld , in April, in th e  morning sun, w ith 

nothing about but th e  larks,, she  sank  h e r  fa c e  Jow n  In th e  g ra ss . 

A gain she  m en tio n s  being in a  s ta te  of tran ce  unabie to  contro l her 

speech. A t th is point, th e  suggestion is introduced th a t i t  is not only 

h e r  JoneJiness which had c rea ted  the hysterical m om ent in which she 

f in d s  h e r s e l f .  H e r  s e n s e  o f  g u i l t  a p p e a r s  t o  h a v e  b e c o m e  

u n c o n ta in a b ie  b u t a t  th e  c ru c ia l  m om en t, she  refuses to  associate 
h erself with the narra tive  stressing it  is "she" and th e re fo re , " n o t I," 

who was involved.

The fourth a ttem p t to  te ll  w hat happened th a t April morning brings on 

a  surge of irritab ility  against th e  Inner voice and a  d issatisfaction  w ith 

th e  way the narrative is proceeding. Her response to  th e  inner voice 

suggests th a t Mouth is indulging In fan tasizing  or making up a s to ry , 

a n d  t h a t  f in d in g  t h a t  o u tco m e  u n s a t is f a c to ry ,  sh e  a t te m p ts  to  
m anipulate her im agination in a  d irection , and to  a conclusion, w hich 

would give her satisfaction .



The patho log ica l, a lie n a te d  s t a t e  o f th e  s p e a k e r  Is unam biguously  

ind icated  by her use of th e  th ird  person pronouns "her" and "she" when 

referring  to  h erself, and "they" when referring  to  th e  o u ts id e  w orld . 

She in s is ts  th a t  th e  e v e n ts  she describes happened to  "she" avoiding 

pointedly th e  use o f th e  pronoun "1" which a t  no tim e appears in the 

te x t.  In this way, she refuses to  accep t her cen tra lity  in th e  events 

which occurred, depersonalizing and fic tionalizing th e  s itu a t io n  in an 

a tte m p t to  p ro tec t her ego from  th e  th re a t represen ted  by th e  tru th . 

Mouth reveals herself to  be aw are of conventional, s o c ia lly -a c c e p te d  

m odes o f  b eh av io u r y e t  th e  o b sess iv e  d w elling  on the event Is an 

indication of a neuro tic  mind cen t on avoiding w hat she knows to  be

th e  t r u th  and  seek in g  to  c r e a te  i t s  own fa c ts . Mouth becom es an

a r t i s t ,  c r e a t in g  and  re a r ra n g in g  th e  e v e n ts  o f  h e r  l i f e  in to  an  
a c c e p ta b le  and  coherent form,(36) The im agination, ac ting  according 

to  her psychological needs provides so lace In the form  of company and 

a lso  c r e a te s  a  f ic t io n a l iz e d  version of a  life, making rea lity  o u t of 

illusion. It is impossible to  assess the  tru th  of th e  details o f Mouth's

s to ry  y e t  th e  com plex  c o n d itio n  o i  a  mind a t  work, a s  w ell as Its

em otional s ta te . Is recognisable realistic.(37)

The play is a  monologue since th e  voice em anating from  th e  mouth is 
th e  only one heard by th e  audience. However, In reality , th e  m om ent 

is  a  s e l f - d i r e c t e d  d ia lo g u e  in  w hich th e  sp e a k e r  is in te r ru p te d ,  

responds, and ev e r a sserts her will, over the questioning, p rob ing  and 

p ro dd ing  o f an  internal voice. There a re  c lear Indications of a  sub­
te x t  which involves a dialogue.

The s e t  o f N o t  1 is m in im a l in th e  ex trem e. The presence of an 

indeterm inate  auditor is se t  in opposition to  a  m ou th  w hich  I t  fa c e s  
diagonally across a stage. Both appear to  be suspended in a  void, the  

auditor standing on an invisible pod ium  4 ' above th e  s ta g e  and  th e  
m ou th  ab o u t 8 ' above stage  level. The lighting is fa in t on both the 

a u d ito r  and th e  m o u th ; a l l  e ls e  is in  d a rk n e ss . The n e a r  t o t a l  

da rk n ess  of th e  presen tation  m ay dep ic t the  unfathom ed, unconscious 

region of the  mind, and sim ilarly, the  presence of a  mouth only may 

intensify th e  idea of the dissociated na tu re  of th e  cha rac te r aw are of



her frag m en ted  p h y s lc a lity  and  lack  of c o h e re n c e . B eyond th e s e  

p o s s ib il i t ie s ,  h o w ev e r, th e  outw ard denuded presen tation  of th e  play 
does not appear to  suggest fu rther sy m b o lica l In te rp re ta t io n s .  The 

m i s e - e n - s c e n e ,  w hich  d isc a rd s  a ll  th a t  Is n o t re levant and would 

d is trac t from  concentration  on th e  essen tia ls of th e  p lay , beco m es a 

v iv id  and  m em o rab le  im ag e  w hich in tensifies th e  a tten tio n  given to  
M outh . The u n u su a l, q u a s i - s ta t ic  p r e s e n ta t io n  (o n ly  fo u r  b r i e f  

m ovem ents consisting of the  auditor's lifting  and dropping of th e  arm s 

occur in th e  play) has th e  e f fe c t of creating  a sen se  o f d is lo c a tio n , 

m aking an audience more Intensely aw are of everything th a t happens.

The e f fe c t o f th e  play Is a t  a  su b lim in a l le v e l s in ce  th e  sp eed  of 

p e r fo rm a n c e ,  f i f te e n  to  se v e n te e n  m in u te s , does n o t allow  fo r a 

coheren t, ra tiona l response fro m  an  au d ie n c e . O ne’s u n d e rs ta n d in g  

r e s t s  on a  f l ic k e r in g  a w a re n e ss  o f id e a s , su g g e s tio n s  and  im ages 

c rea ted  by th e  speaker's words which succeed each  o ther rapidly. The 

e f f e c t  is ak in  to  being  bom barded  by a rapid succession o f images. 

Intuiting th a t  they ought to  c re a te  a coheren t whole ye t finding th a t 
o ne  has a  hold only on f l ic k e r in g  pa tte rns . F le tcher e t  a l  writing 

about th e  public's reac tio n  to  N o t  I  c la im  t h a t  " th e  re v ie w s  w ere 

g e n e r a l l y  e n th u s ia s t ic ,  g r e e tin g  th e  p lay  as a  new , e x h ila ra tin g  

th e a tr ic a l experience, but they w ere in som e do u b t a b o u t why th ey  
responded so w armly to  it".(38)

Vivian M ercier sees N o t I as a play about the "denial o f iden tity  and 

one  th a t a sserts , w ith typ ical B eckettian  am biguity, th e  very  Id e n tity  

I t  seek s  to  den y " .(39) N o t  1 is  about iden tity  but It Is also about 

su f fe r in g , a n x ie ty ,  g u i l t ,  a l i e n a t i o n ,  d e c e i t ,  l a n g u a g e  a n d  th e  

im a g in a t io n .  Its  e lu s iv e n e ss  le a d s  one to  th e  a w a re n e ss  o f th e  

incertitude  surrounding all knowledge. Unlike P lay  but like E ndgam e 

an d  H ap p y  D a y s , th e  fu n c tio n  o f th e  Im a g in a tio n  a s  a  c r e a t iv e  

p rocess used to  c re a te  a self. Is given g rea te r p ro m in en ce . M e rc ie r 

c la im s  a c o n n ec tio n  betw een N o t I and a  number of o ther works by 
B e c k e tt; N o t  I, he f e e ls ,  c an  be  in te rp re te d  as a one c h a ra c te r  
v e rs io n  of P la y  "M ou th 's  m onologue Is a  lo g ic a l d e v e lo p m e n t of



Winnie's pseudo-dialogue," bu t could also, more plausibly, be seen "as a 

d ra m a tiz a t io n  of T he U nnam able".(40) These comparisons stress  the 
use of th e  monologue and th e  in terlo rlzation  of th e  action.

M o re  t h a n  any  o th e r  p la y , N o t  I , w ith  I ts  r u th le s s  sh e a r in g  of 

inessentials and Its concentration  on th e  psyche of an individual, puts 

in to  p rac tice  B eckett's  words in P ro u s t:

"The only f e r t i l e  r e s e a r c h  is  e x c a v a to r y ,  im m e r s iv e ,  a 
con traction  of the  sp irit, a  descent. The a r tis t  Is ac tive , but 
negatively, shrinking from  th e  nullity of ex tra  c ir c u m fe re n t ia l  
phenomena, drawn in to  the  c a re  of th e  eddy."(p.4&)

The play represen ts sim ultaneously, a culm ination In B eckett's  d ram atic  

d ev e lo p m e n t in th e  p rob ing  o f  an In ternal m ental s ta te  revealed  by  

means of th e  monologue, and a fu ll c irc le  re tu rn  to  th e  ex p lo ra tio n s  

and technique of his novels.

B r e a th ,  a th ir ty - f iv e  second sk it, w ritten  on tne back of a postcard 

fo r Kenneth Tynan's production, Oh C a l c u t t a ,  is an  a u s te r e ,  h a rsh , 

c o n c r e te  im age in  which many concerns, p ers is ten t in B eckett's  work, 

are  included. The play consists o f a stage litte red  w ith  ru b b ish  and 

two Identical cries, one which precedes on inspiration of brea th , and a  

second which follows an expiration . An Increase and decrease  of light, 
w hich  how ever rem a in s  su f fu se d , ac c o m p a n ie s  th e  b re a th s .  This 

iso lated  im age, f re e  of any d istractions, avoids becoming m elodram atic 

by i t s  sim p lic ity  and its  brev ity . However, th is play, consonant with 

B eckett's o e u v re , does not add to  it; It ra th er em phasizes p a r t ic u la r  

concerns. The lim ited Image, free  of am biguity, allows, as does all of 

Beckett's  work, a  re lease of associations which am plify i t  and give it 

resonance beyond Its s ta tem en t.

The p lay  p o s its  a  v iew  o f e x is te n c e  as w orth less and pervaded by 

suffering; d istress accom panies both b irth  and d e a th  and n e i th e r  joy 

nor b ea u ty  a re  seen  to  be pa rt of life . B eckett's  concern w ith the 

brevity  of life and ex p e rie n c e  a s  a  m om en t in  t im e  I so la te d  from  

o th e r m oments and encapsulated by a void, as well as a  view of the



co n ten t of ex istence as a  c lu tte r  of rubbish, fin d  ex p re ss io n  in th is

C o m e  a n d  G o , a cam eo  p lay , was prof cetl In Paris ii, 1966 in its  

original language, French. The play expk  - es pattern ing  and reveals in 
m in ia tu re ,  B e c k e t t 's  preoccupation with form  and sound. The highly 

sym m etrical arrangem ent o f r e p e t i t io n s  o f m o v em en t and  lan guage  

com bine to  c re a te  a  b a lle tic  e f fe c t stressing th e  musical foundation on 

which his longer works a re  based.

T h re e  w o m e n , " a g e s  u n d e te rm in a b le " (p .I7 )  f ig u re s  "as a lik e  as 
posslbie"(p»21) th e ir  fea tu re s  hidden by th e  brim s of hats, th e  co lo u rs  

o f th e ir  c o s tu m e s  in  d u ll shades, a re  th e  protagonists of th e  piece. 

The situation, simple in th e  e x tr e m e .  In d ic a te s  t h a t  th e y  have  had 

identical experiences: the ir  am bitions w ere the sam e, th e ir  memories
a re  shared, and each know s a s e c r e t  a b o u t a n o th e r  w hich  rem a in s  

hidden from  the one to  whom it  perta ins.

Like B e c k e t t 's  p rev io u s p lay s , lig h t and  d a rk  a r e  used  to  I so la te  
c h a ra c te r s  and  In te n s ify  a tten tio n  on them . Sim ilarity betw een this 

play find B eckett's larger works re sid e s  in  th e  i n t e r e s t  in  fo rm , i ts  
I n tim a tio n  o f a  n a r r a t iv e  based  on a  past which ex ists In memory, 

illusion as an a sp ec t of existence, and th e  presence of a  sense of loss. 
C om e and  G o is interesting  fo r Its in tim ation of possibilities and for 

i ts  concentration  on pattern ing , but i t  is slight and d oes n o t p re te n d  

to  be otherw ise.

T h a t t im e ,  perform ed In 1976 a t  th e  Royal Court T heatre , London, to  

m ark  B e c k e tt 's  70 th  b ir th d a y , dw ells  on th e  p re o c c u p a tio n s  o f a 
c o n sc io u sn ess  and is rem iniscent of N o t i.  S elf-revelation  exposes a 

cha rac te r who is isolated and whose mem ory explores th e  p a s t  w hich 

dom inates and fills his mind. Obsessively and persisten tly  presen t, the  

p ast imposes itse lf  on his consciousness, preventing i t  from  existing a t  

re s t.  The play reveals a  neurotic search which finally , unlike In plays 

such as P iay  and N o t I, com es to  an end. The final silence which is 

followed by a sm ile suggests resolution and satisfaction .



T h ree  d i f f e r e n t  v o i c e s ,  in t e r w e a v in g  p o ly p h o n ic a l ly ,  p r e s e n t  

fragm entedly, th e  memories of th ree  d iffe ren t periods of th e  L istener's 

life. The in te rna l monologue flows continuously, recognizably p a r t  of 

th e  hallucinations which a re  revealed in A's mem ories.

A's recall is c en tred  on th e  la s t tim e he re turned , a s  an old man, to  

v is i t  th e  ru in , F o le y 's  F o lly , w h e re  he used  to  play and hide as a 
child. He had ev en tu a lly  r e a liz e d  th a t  th e  t ra m  t h a t  w ould  have  
ta k e n  him  th e re  no longer o p e ra te d ,  and because he had vowed to  

speak to  no one as long as he lived, had given up th e  Idea of reaching 

his destination, and had sa t on som eone's doorstep until i t  was tim e  ts> 

ca tch  th e  night ferry  back.

B's voice speaks o f love but the scene, se t  on the edge o f a  wood or 
a  tow path In the sand, is always s ta tic  w ith th e  lovers looking s tra igh t 

ahead, only th e  fa in t murmuring of a  vmv of love being heard, ""hat 
memory gradually begins to  assume a  sencs of unreality  and  he begins 

to  w onder w h e th e r  i t  w a sn 't a ll  a  fab rica tion  to  keep tS e  void and 

" the shroud"(p.l6) a t  bay.

C 's voice rem em bers th ree  experiences Rhich, iike th e  f ir s t  memories, 

stress  th e  L istener's isolation and a lien a tio n . T h e se  m o m en ts  r e c a l l  

t h r e e  e v e n ts ,  In th e  P o rtra it G allery, th e  F : s t  Office and the Public 

L ibrary, where m om ents of perception  lead fam ily to  th e  voices being 
stilled  and th e  L istener atta in ing  peace of need.

D ram atically  vivid, th e  s e t ,  w ith i ts  s ta rk  use of light and dark  in a 

m anner rem iniscent o f previous plays, concen tra tes a tten tio n  on a  head 

suspended in space. The se t highlights th e  Isolation of th e  Individual 

a s  w ell a s  su g g e s ts  th e  unknow n and hidden realm  of thoughts and 
fears. As In N o t I, th e  distress caused by a  lonely and isolated life 

h as caused  th e  im a g in a tio n  to  c o m e  to  th e  rescuc and to  f ill the  
silence w ith words which may be re telling  fa c t  o r c r e a t in g  I llu sions. 

T h e  f a l l ib i l i ty  of m em ory  and  th e  u n c e r ta in ty  o f r e a l i ty ,  w hich 
emprison psychological ex istence in Umbo, a re  c o u n te red  only  by th e  

c e r ta in ty  of th e  In e v i ta b i l i ty  of death", th e  voices reveal a fe a r  of



d e a th  w hich  is c o n s ta n tly  re p re s se d  u n til  th e  m om en t w h en  th e  

L is te n e r  is forced  to  confront i t  and gains re lease from  It. B eckett 

has succeeded in recrea ting  th e  com plexity  of a  suffering mind caught 

in the distress of its  neuroses and reaching a  s ta te  when i t  is ab le  to  

co m e  to  te rm s  w ith  i t s  f e a r s .  H o w ev e r, one w ould a g re e  w ith  

C ushm an 's  a s se s sm e n t th a t  in  re la tion  to  B eckett's  o e u v re  the play 

r e p r e s e n t s  "a  p r o c e s s  o f  r e f in e m e n t  b u t  n o t  n e c e s s a r i l y  t:f 
en rich m en t" .^ !)

F o o t f a l l s  p re se n te d  s im u lta n e o u s ly  w ith  T h a t  t i m e  In  1976, has, 

according to  Bair, an ev ident b io g ra p h ic a l b a s is , B e c k e t t 's  m o th e r 's  

te rm ina l illness and her Insomnia.

A rea lis tic  situation is p resen ted  in the  "tied" relationship of a woman 

in her fo rties  looking a f te r  her bed-ridden and s u ffe r in g  m o th e r  and 

th e  m o th e r 's  c o n c e rn  fo r  her d a u g h te r 's  c e a se le s s  and  compulsive 
walking. Once a g a in , th e  d ia lo g u e  and  th e  a c tio n  is  lo dged  in a 

c h a r a c te r 's ,  th is  t im e  th e  daughter's, mind, i t  Is th e  com plexity of 
th is consciousness unab le  to  co m e to  te rm s  w ith  se m e  In to le ra b le  

thought, distancing herself w ith th e  use of th e  th ird  person pronoun, or 

transform ing her thoughts in to  a  ta le ,  w hich  is  th e  fo c u s  o f  one 's  

a tten tio n . May, la te r re fe rred  to  as Amy, embodies two charac te rs  in 

th e  voice of her m other and her own, and reveals th e  ex istence of a 

neurosis and a  gu ilt which has emprisoned her during her life  tim e.

F o o tf a l ls  is  a n o th e r  p lay  by B e c k e tt  w hich  e x p lo re s  th e  Id ea  of 

m em o rie s , and h en ce  th e  p a s t ,  a s  h au n tin g  and emprisoning. In a 

pseudo-dialogue, th e  mind of one c h a ra c te r  dw ells  o b sess iv e ly  on a 

p a s t  re la tio n sh ip  fra u g h t  w ith  an x ie ty , gu ilt and em otional d istress. 
E e rie , g h o s tlik e  s c e n e s  a r e  h ow ever p re se n te d , and  b a la n c e d , by 

lan g u ag e  which is colloquial, sim ple and dom estic. The play expertly  

suggests ideas, In tim ates a  n arra tiv e , Includes a m b ig u itie s  b u t le av es  
an  au d ie n c e  Incapab le  of c rea ting  a coheren t and struc tu red  episode. 

The uncerta in ties of th e  play Increase the p o s s ib ili t ie s  o f w h a t may 
have  o c c u rre d  but th e  gaps prevent one from  reaching a  sa tisfac to ry  

conclusion. Irving Wardle echoes th is view when he s ta te s  he does not 
understand the j-'ay but feels i t  c re a te s  a  po ten t impression.(42)



-  31

A P ie c e  o f M onologue, perform ed In New Y ork  in  1980, co n tin u e s  

th e  u se  of te c h n iq u e s  and  co n c e rn s  u sed  in  a  number of B eckett's  
plays, and because o i th e  absence of th a t o r ig in a lity  w hich  one has 

c o m e  to  e x p e c t f ro m  B e c k e t t ,  te n d s  to  ap p e a r  rep e titiv e  w ith an 

inclination tow ard ca rica tu re . The monologue, i ts  obsessive na tu re  and 

i t s  d i s t r e s s  e m b o d ie d  in  t h e  r e p e t i to n s ,  is  used  to  r e v e a l  th e  

speech/thought of th e  c h a rac te r. The isolated and d issoc ia ted  n a tu re  

o f th e  c h a ra c te r  explored  in N o t 1 and subsequent plays, as w eil as 

th e  need to  d istance reality  by f  . ta s k in g ,  a r e  ev id e n t o n ce  a g a in . 

Echoes of E ndgam e ex ist In recalling a  deso late  contex t for ex istence:

"Nothing th e re  e ith e r. Nothing stirring  th e re  e ith e r. Nothing 
s t i r r in g  anyw here. Nothing to  be seen anywhere. Nothing to  
be heard anyw here." (A P ie c e  o f M onologue p. 12)

T he n o tio n  o f b ir th  and  d e a th  in e x tr ic a b ly  bound to g e th e r  evokes 
shades of W aiting  fo r  G o d o t  and lik e  th e  p ro ta g o n is t  o f K r a p p ’s 

L a s t  T a p e ,  th e  S p eak e r a t te m p ts  to  re d u c e  h is l i f e  to  "nothing" 

wishing even to  expunge th e  ex istence of feelings.

G h o s tlik e , a  being  in  l ife  b u t o u t o f i t ,  s in c e  he  has severed ail 

connections w ith th e  living, th e  Speaker ree n a c ts  n ig h tly  a  r i tu a l  o f 

lan g u ag e  and g e s tu re .  W h ite -h a ired , in  his w hite  gown and w hite 

socks, like a  ghost who canno t a tta in  peace, every  nightfall he moves 

to  th e  w indow , looks on to  nothing, then  begins the lighting of the  
iamp. Once he has perform ed th is action , always in th e  sam e manner, 

using th ree  m atches, he then  moves on to  face  the blank e a s t w ail on 
which w ere once th e  p ictures of his paren ts. E very  n ig h t, he w a its  

fo r the f ir s t  word to  ga ther itse lf  in his mouth to  se t  him self going, 

a n d  e v e ry  n ig h t  t h e  s a m e  w o rd  " b i r t h "  s e t s  in  m o t io n  t h e  
speech/thought of the evening. The habitual natu .  of the actions and 

th e  linguistic repe titions (the lighting of the lam p Is m e n tio n ed  fiv e  
tim es), make it  appear th a t tim e  Is a t  a standstill.

R o c k a b y ,  w r i t te n  fo r  a  s e m in a r  in  B u ffa lo  in  1981, Is a  s h o r t ,  

c o n c e n t r a t e d  poem  in w hich  im ag e , sound and  m o tio n  c r e a te  a 
m em orable experience of a  psychological condition. The fin  d e  s ie c le



costum e c rea te s  a  b izarre  visua Im pact which in conjunction w ith th e  
s im p ie , r e p e t i t iv e  lan g u ag e  (a  s tru c tu re d  pa tte rn  of sound) and the 

h y p n o tic  ro ck in g , ind u ce  a co n d itio n  of to t a l  a b s o r p t io n  in  t h e  

a u d ie n c e . In th is  p lay to o , lig h tin g  is used  dram atically  to  focus 

a tten tio n  on the cha rac te r while the  surrounding darkness s tresses her 
isolation. The spareness of the  scene in tensifies the situation  and the 

monologue/dialogue allows one to  en te r in to  th e  consciousness o f th e  
c h a ra c te r  on s ta g e .  The th o u g h ts , p rodded  into expression by the 

in sisten t "m ore' which wills th e  recall o f th e  past, revea l th e  cause 
of th e  ch arac te r 's  present s ta te , her past life  and her em otional needs.

R ockaby is a memory play which reca lls  th e  c h a ra c te r s  s e a rc h  fo r  

co n tac t, her desperate  need being conveyed by the persistence of her 

search fo r "another like h erse li/ano ther c rea tu re  like  h e r s e i f /a  l i t t l e  

l i k e " ( p . l 9 )  " a n o th e r  liv in g  so u l/g o in g  to  and f r o /a i l  ey es  lik e  
herself".(p.2Q) She expresses th e  d es ire  to  fin d  "fam ish ed  e y e s / l ik e  

h e r s " ( p .2 3 )  w h ic h  w o u ld  b e  e a g e r  " to  s e e /b e  s e e n " .(p .23) The 

psychological anguish and th e  craving to  find some means of breaking 

h e r  e n f o r c e d  I s o la t io n  Is co n v ey ed  by th e  fo rc e fu ln e s s  o f her 
o b sess io n a ily  r e p e t i t iv e  la n g u a g e . As in  N o t I ,  lo n e l in e s s  a n d  

alienation induce in W a s ta te  of dissociation which cause her to  re fe r 

to  herself in th e  th ird  person, as well as to  c rea te  her own company, 

th e  in te rna l voice becoming her "own o ther living soul".(p.25)

Isolated, b itte r ,  hopeless and angry, W sp eak s of fo u r  s ta g e s  in  h e r  

life . The f irs t p ic tures her as ac tive  "going ^  and fro"(p.20) seeking 

"anotner like h e rse if" .(p .l9 ) The second  te l ls  o f h e r  go ing  in  and 

s i t t in g  "q u ie t a t  her window . . . facing o ther windows"(p.22) looking 

fo r  another human face . In the th ird  pa rt, she Is reduced to  looking 
fo r  "one blind up no more"(p.23) as an indication of the  ex istence of 

o th e rs .  When none of th e s e  a t te m p ts  m e e t  w i th  a n y  s u c c e s s ,  
disillusioned, she decides to  le t  down th e  blind and descend th e  "steep 

s ta i r "  to  s i t  in h e r  m o th e r 's  ro c k e r . In th e  fo u r th  s e c tio n ,  th e  

d a u g h te r  re e n a c ts  her m o th e r 's  actions, sugf ,g in th is way th a t 

both of them  had been driven to  live and end the ir lives in the sam e 
co n d itio n s . H ow ever, W's aw areness of her m other's s ta te  evokes a



sense o i im poten t anger. She subm its, though n o t p a ss iv e ly , to  hnr 

s ta te  oi isolation and demands th e  annihilation of consciousness.

The musical quality  of B eckett's  writing re fe rred  to  In his o ther works, 

is evident here too , and is re inforced by th e  associations of the  t i t le  

o f th e  p lay  w ith  a  n u rse ry  rhym e and  song used  'w ith  a  so o th ing  

m otion, to  lull one to  sleep. Such a  song would be used in a situation 

of love and care  but is used here to  reveal an  a t te m p t  to  r e c r e a te  
those sensations and feelings by an Individual who is deprived of them  

and suffering from  th is deprivation.

O h io  Im p ro m p tu ,  w r it te n  fo r a sem inar a t  Ohio S ta te  U niversity in 
1981, p resents a  complex, hallucinatory situation in w hich a b e in g  in 

deep  d istress achieves re lie f from  his suffering by embodying it  in a r t.  
H is so rrow  beco m es a s to ry  to ld  by an  im a g in a ry  c h a r a c t e r ,  a 

p ro je c tio n  of h is own s e lf ,  who beco m es th e  m eans by w hich  he 

exorcizes his grief.

T h a t th e  p lay  is  co n ce rn ed  w ith  an in ternal monologue, in which a 

L istener listens to  his own telling of his own s to ry ,  Is e v id e n t fro m  

th e  s tag in g . B eckett presen ts two identical beings in iden tical dress, 
s itting  in th e  sam e m anner, th e  one as Reader, th e  o ther as Listener. 

As p a rt of the  s tory , th e  R eader reads the words "with never a  word 

exchanged they  grew  to  be as one"(p.3i) and th e  end reveals them  as 

s im u ltan eo u s ly  low ering  th e i r  r igh t hands to  the  tab le , raising the ir 

heads and looking a t  each o th e r ,  unblink ing  and  ex p re s s io n le s s . A 
g e s tu re  w hich  d i f f e r e n t ia te s  th e  L is te n e r  f ro m  th e  R e a d e r  is his 

knocking  on th e  ta b le ,  w hich ca u se s  th e  R e a d e r  to  re g re s s  to  a 

p rev io u s s e n te n c e ,  while a  second knock allows him to  continue with 
th e  narrative. The regressions do not occur to  s t r e s s  s a l ie n t  p o in ts  

bu t appear to  m im ic th e  norm al regressions of reading. In th is play, 

th e  narrative does not have to  be pieced together from  h in ts , b u t is 

p resen ted  fully, in consecutive form , and the presen t situation becomes 

explained by the revelation  of the  past.
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The life which is revealed, is th a t o f a man who, following th e  loss of 

his "dear one," leaves his abode. Since th e  place they had shared was 

pervaded by h e r  p re se n c e , he ho p es th a t  th e  u n fa m ilia r ity  o f h is 
surroundings will bring him relief from  his g rie f. Hs had been advised 

by her, against such a  m ove fo r  she  had  su g g e s te d  th a t  m em o ries  
w ould  bring  him  c o n so la tio n . T ho u g h ts  of re turning to  thu form er 

place could not be contem plated and th e  man had been  d is tu rb e d  by 

n ig h tly  fe a rs , un til one night, someone appeared who claim ed th a t he 

had been sen t by the "dear one" to  confront him. From tim e to  tim e, 

t h i ,  be ing  a p p e a rs  and  re a d s  fro m  a worn volume th e  whole night 

through, and then  disappears w ithout a  word. This continues un til the  

whole story is told. The final p a r t  of the  narra tive  te lls  o f w hat is 

happening a t th e  very moment of te lling . The story reveals th a t  the 
"dear one" had inform ed th e  R eader th a t he need  not go again to  the 

L istener since he was no lo n g e r  n eed ed  b u t a lso , t h a t  th e  R ead e r 

rem ained and confronted th e  L istener. This is then  reenac ted , th e  two 

beings facing  each o th e r "as though turned to  stone".(p.32) A s ta te  of 

m in d le ssn ess  has been achieved, th e  hallucination in teg ra ted , th e  split 

consciousness reconstitu ted  and th e  longed-for void achieved. Despair 

a n d  s u f f e r in g  h a v e  b e e n  p u rg e d  and  a  sen so ry , em o tio n a l and 

in te llec tu a l vacuum established.

The p lays d iscu ssed  in  th is  c h a p te r  have  a ll  been w ritten  fo r live 
perform ance on th e  stage  and employ language, o r a t  le a s t a  modicum 

o f  sound, a s  one of th e ir  e lem en ts . B eckett also w rote: one film  

sc rip t, F ilm , th ree  plays fo r  television, Eh 3oe, G h o s t T r io  and .  . 

.b u t  th e  c lo u d s , tw o mimes, A c t w ith o u t w ords I  a n d  II, and four 

radio plays, A ll th a t  f a l l ,  E m b ers , W ords and  M usic and C ascando . 

These, however, do not come within the scope of th is study and have, 
there fo re , no t been included in th e  d iscu ssio n . Much a t te n t io n  has 

b e e n  g iv e n  to  th e  p lays w hich  have  fo rm ed  th e  b asis  o f v a ried  
In terp reta tions of B eckett's work. The following chapters will concern 

them selves with an analysis o f B eckett's  charac te riza tion  and language, 

an assessm ent of his alleged links w ith various literary  m ovem ents and 

a s  a  ph ilo so p h ica l p layw right. C hapters six and seven will focus on 

placing B eckett's  work within a trad ition  of rea lis t drama.
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Comparisons have been m ade b e tw e e n  S a r tr e 's  H u is  C lo s  and 
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p a s t a c tio n s  as w ell a s  th e  e g o c e n tr ic i ty  o f each  c h a ra c te r  

having determ ined th e  punishm ent, the  Inability to  te ll th e  tru th  

and  to  ach ieve  a  sense of Identity  except by means of ex ternal 

corroboration. Y et S artre 's  play w ith Its o v e r t d id a c tic is m , i ts  

d ire c t appeal to  the in te llec t, I ts  use of dialogue, and its  passion, 

speaks of life ra th er than  death  and focuses on a  social message 

"Hell is O thers." For B eckett, hell resides in th e  individual's own 
being and consciousness.

36. P a ssa g e s  in  o th e r  w orks by B e c k e tt  Indicate th a t th is was an 
early  concern which persisted  In his writing.
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1956, p. 285.
Munn e x p re s se s  the  view th a t th e  crea tion  of a coheren t vision 

of rea lity  is pa rt o f th e  thought process:
"T hinking  is typically  a  sequential arousal of symbols. We 

think of one thing, th a t s ta r ts  us thinking of another, th a t 
o f s t i l l  a n o th e r  e t c .  In th is  way w e m a n ip u la te  and 

rearrange, as i t  w e re , th e  v a rio u s a s p e c ts  o f th e  w orld 

which have fallen  w ithin th e  range of our experience."

37. The realism  re fe rs  to  a close c o r re sp o n d e n c e  b e tw e e n  c lin ic a l 

studies in psychology and B eckett's presen tation  of his charac te r. 
The following s ta tem en ts  a re  exam ples of th e  l ite ra tu re  pertinen t 

to  th e  p la y .  (O th e r  f e a tu re s  w hich e s ta b lish  a link  w ith
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recognizable "reality" are  th e  natu re  and th e  use of language, the  

g e n e ra l l i f e  e x p e r ie n c e  o f ,  and  th e  s cen es  d e sc rib ed  by, the  

speaker.)

A S h o rt G uide t o  M en ta l Il ln e s s  fo r  th e  F am ily  D o c to r .

2nd ed. Dagenham; May and Baker, 1977, pp. 51, 53, 50.

"The o u ts ta n d in g  f e a tu r e  o f th e  Illn e ss  s c h iz o p h re n ia  Is th e  
presence of hallucinations, which a r e . . .  perceptions w ithout a 

r e l e v a n t  o b j e c t  In th e  e x t e r n a l  w o r ld .  T h e  co m m o n est 

hallucinations In sch izo p h ren ia  ta k e  th e  fo rm  o f v o ic e s  . . ." 

(p.51)

"One o f th e  m ost ch a rac te ris tic  sym ptom s of schizophrenia is a 
feeling of passivity , in which the p a tie n t has th e  experience th a t 

his thoughts, actions or em otions a re  not his own, bu t th a t they 

are  forced upon hlm."(p.53)

In sch izo p h ren ia  " the norm al steady progress of thought may be 

In terrupted  and th e  tra in  of thought then s ta r ts  again on a new 

track . This Is known as thought biocking".(p.5Q)

Munn, N.L. o p .c l t .  pp. 190, 148.
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"S im ple sc h iz o p h re n ia  is characterised  by general m ental 
re tardation . The p a tien t s its and sta res into space, has no 

am b itio n , w ould ju s t  a s  soon be  r id ing  f r e ig h t  ca rs , be 

walking th e  s t r e e t  o r liv ing  in  th e  in s t i tu t io n  a s  doing 

an y th in g  else. These schizophrenics give th e  impression of 
being ex trem ely  In troverted , living w ith in  th e m se lv e s , and 

tak in g  no in te r e s t  in w h at goes on a round  th em . I t  is 
seldom anything can be done fo r them , and they stay  In the 

in s t i tu t io n  u n til  they die, som etim es a t  an advanced age." 
(p.190)
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C H A PTER  3

CHARACTERIZATION

An audience's conception o f  c h a ra c te r  is  gov e rn ed  by a n u m b er o f 

fac to rs , th e  m ost im portan t being th e  n a tu re  of its  function in a  play, 
and the perceptions and demands of th e  age. The p e rso n if ic a tio n  of 

m o r a l  q u a lit ie s  in m ed iev a l d ra m a , th e  s te r e o ty p e s  o f V ic to rian  
m elodram a and th e  c h a ra c te rs  o f R e a lis tic  d ram a  u if f e r ,  b u t e ach  

satisfies th e  expectations of its  tim e,

"The fic tional rep resen tation  of a p erso n ,"(1) a  b e ing  c r e a te d  by an 
au thor and revealed by h is/her sta tem en ts  and actions, is th* definition 

of cha rac te r assumed by th is d isse rta tio n . The s p e c if ic  and  un ique 

q u a l i t ie s ,  " th e  p a r tic u la r iz in g  eccen tric itie s  of th e  individual,"(2) are 

seen as the means by which a ch a ra c te r  is raised o u t o f th e  norms o f 

th e  stereo type and the generalizations of th e  universal, and humanized. 

P sy ch o lo g ica l c o m p le x ity  and  v e r is im ili tu d e , a  m u lt id im e n s io n a l  
a m b ig u i ty  fu s e d  w ith  i n t e g r i t y  and co h e re n c e  of be ing , and  a 

consistency w ith the ir  co n tex t will bring in to  ex is te n c e  re c o g n iz a b le  

h u m a n  b e in g s  w hom  a n  a u d ie n c e  c a n  u n d e rs ta n d . Sym bo lica l 

charac te rs , embodied In a dram a of ideas, are  perceived as in c a p a b le  

of involving an audience.

Such a  d e f in it io n  o f c h a r a c te r  is c o n so n an t w ith  th e  dem ands of 

charac te riza tion  m ade by R ealistic  dram a which alms at:

. .the  recreation  of th e  ways In which people, w ithin human 
lim its, actually  speak, fee l, think, behave, a c t ."(3)

Ibsen , ex p re ss in g  th e  w ay in  w hich his p lay s differ from  Classical 
tragedy w rites:

"My d e s ire  was to  depict human beings and there fo re  I would 
not m ake them  speak th e  language of the gods."(4)

C h ek h o v , S tr in d b e rg  and  Ibsen em p h asized  th e  re a l  e x is te n c e  of 

charac te rs  as rea l people who had rea l problem s. L ife-like, they filled 

a  social place and were Imbued with a  past. However, th e  Illusion of 
rea lity  c rea ted  by th e  se tting  and th e  costum es served to  highlight the
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psychological depths of the  c h a ra c te r  w hich w as th e  fo c u s  o f th e ir  

d r a m a 's  a t t e n t i o n .  In Ib sen 's  A D o ll’s  H o u se , N ora H elm yr Is 
presented as a m ultidimensional cha rac te r. She has a  back g ro u n d , a 

s o c ia l  m i l ie u  and  d iv e rse  re la tio n sh ip s  a ll  o f w hich  a r e  se e n  as 

form ative of a p e rso n a lity  and co n v e rg e  to  d e te rm in e  h e r  p re s e n t  

actions. The con flic t which arises from  the crim e she com m its leads 
to  her reevaluation of herself in her social ro le  a s  w ife  and m o th e r  

and to  an assertion of her own personal needs over society 's d ic ta tes . 

N ora is  se e n  d u ring  th e  co u rse  of th e  p lay  a s  g rap p lin g  w ith  a 

p ro b lem , dev e lo p in g  and chan g in g , a s  o n e 's  ex p ec ta tio n s o f human 
beings in such situations would be. Williams s tresses th is human focus 

of R ealistic  dram a when he writes:

y

"The d riv in g  fo rc e  o f th e  g re a t n a tu ra lis t d ram s was n o t the  
rep ro d u c tio n  o f room s o r  d re s s  o r  c o n v e r s a t i o n  on  th e  
s ta g e  . . .  I t  was a  passion for tru th , in s tr ic tly  human and 
contem porary te rm s . . .  A long prepared red efin ition , o f th e  
so u rc e s  of hum an understanding and of the  ob jects o f human 
concern, found a t  la s t, in th is  form , its  decisive realization . It 
is one of th e  g re 'a t rev o lu tio n s  in  hum an co nsc iousness  to  
confront the human dram a in Its Irm 'nedlate  s e t t in g ,  w ith o u t 
re ference to  "outside" forces and powers."(5)

The m im etic and human quality  of ch arac te riza tion  a re  em phasized by 

Lukacs and Sty an. Lukacs, while placing his c r itic a l views in a  social 
and ideological contex t, claim s categorically :

" I t  is in e sc a p a b le  th a t  an  a u d ien ce  is  c o n ce rn ed  w ith  th e  
a c tio n s ,  th o u g h ts , c o n f l ic ts  o f p e o p le .  If  a n im a ls  w e re  
portrayed  on a  stage, i t  would be the ir likeness In i ts  broadest 
sense, to  people th a t would keep an audience in te re s te d .'^ )

Styan proclaims:

"We pity  or adm ire because we a re  throughout th e  perform ance 
in co n tac t w ith humanity in human situations: th e  f ig u re s  in
t h e  p a t t e r n  a r e ,  a f t e r  a i l ,  h u m a n  f ig u r e s  in  a  hum an 
pattern".(7)

z

I t  ap p e a rs  insufficient, th erefo re , to  claim  as does Robbe-G rillet th a t 

‘'the  essen tia l thing about a  charac te r In a  play Is th a t lie is "on the 

s c e n e :"  " t h e r e " . (8) Such a  c la im  can  be m ade of a h  ite m  of 

fu rn i tu re .  B rim er's  a t te m p t  to  d e sc r ib e  In n e g a tiv e  te rm s  w hat 
constitu tes a cha rac te r is equally invalid:
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. .but th e  essence of a charac te r is no m ore th a n  th a t  he 
shou ld  be a b le  to  speak and a c t on stage. A c h a rac te r can, 
there fo re , be entire ly  in co n s is ten t in his a c tio n s  and w ords, 
e n t i r e ly  lack ing  in m otives, entire ly  lacking in past history, a 
social position, an a t t i tu d e  to w a rd s  l i fe ,  e n t i re ly  lack in g  in 
w h a t  w e  w o u ld  ca ll p e rso n a lity  and  y e t  rem a in  a v iab le  
dram atic c h a rac te r."(9)

N o t even  such  ambiguous and elusive ch aracters as P in ter's  Goldberg 

and Stan in T he B ir th d a y  P arty (lO ) a re  f re e  of a so c ia l c o n te x t ,  a 

past and intim ations of m otives; nor a re  they random and inconsistent 
in the ir words and actions.

A n u m b e r  o f c la im s  a r e  m ad e  In th is  c h a p te r  c o n ce rn in g  th e

ch aracterization  in B eckett's  plays: f irs tly , th a t  th e  c h a ra c te r s  a re

d is t in c t  and d is tin g u ish a b le  fro m  e a c h  o th e r ,  n o t o n ly  w ith in  the

contex t of each play but within th e  to ta lity  of h is d ra m a tic  o u tp u t;

s e c o n d ly ,  t h a t  th is  fo llow s from  th e  d e p ic tio n  of p sy ch o lo g ica l 
complexity which is a key fac to r in promoting a sense of realism ; and 

thirdly, th a t the presentation of charac te r constitu tes a  refinem ent of 

the  concerns of charac te riza tion  found in 19th cen tury  Realism  and is 

c o n so n an t w ith  th e  tre n d  of c h a ra c te r  presentation in 20th cen tury  
lite ra tu re .

In his novel. D ream  o f F a ir  to  M iddling W omen, B eckett expresses 

an awareness of the com plexity of individuals which may be useful to 

bear in mind in an assessm ent of his charac te riza tion  since i t  suggests 

th a t B eckett models his charac te rs  on his p e rc e p tio n  of re a l peop le  

and does n o t seek  to  prom ote symbolic abstractions. The Mandarin, 
speaking to  Belacqua, says: "The reality  of the  individual, you had the 
c h e e k  to  in fo rm  me o n ce , is an in c o h e re n t r e a l i ty  and  m ust be 

expressed in coheren tly" .(D isjecta  p.48) Earlier, speaking of charac te rs  

who have or acquire a life  of the ir own, he w rites:

"Their m ovement is based on th e  principle of rep u ls io n , th e ir  
p ro p e rty  n o t to  combine but, like heavenly bodies, to  s ca tte r  
and s ta m p e d e , a s tr a l  s tra w s  on a t im e -s tro m , g r i t  in th e  
m is tra l .  And n o t only to  shrink from all th a t is not there , 
from all th a t  is w ith o u t and th a t  in i t s  tu rn  sh rinks from  
th em , b u t also to  stra in  away from Themselves. They are  no 
good from  th e  builder's point of view, firs tly  because they will 
n o t s u f fe r  th e ir  sy s tem s  to  be absorbed in the  cluster of a 
g rea te r system , and then , and chiefly, because they them selves 
tend to disappear as systems."(46)
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Telling a ta le  of th e  making of a  llu-llu, an instrum ent in which each
reed produces only one note , B eckett w rites:

"If all our c h a ra c te r s  w e re  like  th a t  -  l iu - liu -m in d e d  -  we 
could w rite  a  li t t le  book th a t would be purely melodic?. . . But 
what can you do w ith a  p e rso n  lik e  N em o who w ill n o t  fo r  
a n /  c o n s id e r a t i o n  b e  co n d e n se d  in to  a  liu , who is  n o t a  
n o t e  a t  a l l  o u t  t h e  m o s t  r e g r e t t a b l e  s i m u l t a n e i t y  o f  
notes."(p.43) (my Italics)

A lan S ch n e id e r c o r ro b o ra te s  th e  v iew  th a t B eckett's  charac te rs  are 
d istinctive individuals when he says:

"B eckett him self has always s tressed  th a t he was w riting about
what he term ed a 'local situation ', ie, Hamm and Ciov (as well
a s  N agg and Nell) w ere individual personalities operating in a 
given se t o f circum stances. They w ere n o t to  be co n s id e red  
abstractions or symbols, o r as representing anything o th e r than 
them selves. A f te r  th a t  i f  th e  a u d ien ce  -  o r th e  c r i t i c s  -  
w anted to  look fo r significance of some kind, le t  them  do so, 
a t  th e ir  in itia tive  and p e ril." (ll)

Ruby Cohn too insists:

"H is p eo p le  a r e  n o t  Id e n t ic a l ,  each  perso n  ac ts  in his own 
space, even his limbo Is som ewhere in a theatre."(12)

B e c k e t t 's  c h a ra c te r s  reveal them selves in language th a t becom es the 
em bodim ent of consciousness. The flux of im pressions, th o u g h ts  and 

e m o tio n s , caused by ex te rna l stim uli o r prom pted by the subconscious 

are  presented, w ithout an imposed logical arrangem ent, in an a ttem p t 

to  c a p tu re  th e  s p o n ta n e ity  and  random ness of the  workings of the 

mind. The consciousness perceived as being in a s ta te  of flux, exists 

a t  d if f e r e n t  le v e ls , encom passing d iffe ren t tim e scales and including 

;he unconscious forces which m otivate  and lim it behaviour.

A lth o u g h  in  W a it in g  f o r  G o d o t,  th e  d e f in it io n  o f c h a ra c te r  is 

dependent on in te rac tion  and juxtaposition with o ther c h a r a c te r s ,  th e  
la te r  plays depict Isolated beings, cap tives of the ir se lf-c rea ted  reality . 

Because solitude and th e  sense of a lienation  have becom e u n b ea rab le , 

th e  illu sio n  of In te rc h a n g e  and  c o m m u n ica tio n  is c r e a te d  by th e  

ch arac te r 's  own Imagination, revealing In th is way a  subconscious need 
and adding to  the  com plexity of th e  mind depicted.



Five studies of major charac te rs  and two minor c h a ra c te rs  fo llow  to  

i l l u s t r a t e  th e  d iv e rs ity ,  s p e c if ic i ty  and co m p lex ity  o f B e c k e tt 's  

c h a ra c te r iz a t io n .  The th re e  c h a ra c te r  s tu d ie s  o f P la y  s e rv e  to  

i l lu s t r a te  th e  d if f e r e n t ia t io n  b e tw e e n  ch a ra c te rs  in th e  sam e play, 
whereas th o s e 'o f  Krapp and Hamm illu stra te  th e  d iffe ren ces b e tw een  

tw o  m a le  c h a ra c te r s  in d iffe ren t plays, and those of Nagg and Nell 
serve as exam ples of such tra its  extended to  th e  minor charac te rs .

P lay

The re la tio n sh ip s  in P la y  r e v e a l th r e e  beings who w ere intim ately  

involved in the  past as having no co n n e c tio n  o r a w a re n e ss  o f each  

other's  presence in th e  present.

Wi is revealed by her language and her actions as a woman of coarse 

sensibility, jealous, hostile, possessive, vigorous and  a c t iv e .  She has 

h e r  husband  w atched by a  d e tec tive  and when a f te r  a  lapse M takes 

up his a ffa ir  once again claim s th a t she 'began to  sm ell her o ff him 
a g a ln " .(p .l4 )  The use  of an im a l im ag e ry  suggests a  vicious, a le r t,  

anim at-like quality In her which Is reinforced by W2's s ta te m e n t  "She 

cam e again. 3ust stro lled  in. All honey. Licking her lips".(p. 12) She 

goes to  confront the  m istress on tw o occasions, once to  th rea ten  her 
and the second tim e to  gloat over her, and th e  repo rt o f th e  language 

she uses helps to  confirm  her own sta tem en ts  and her v io len t nature . 

W2 r e p o r t s  "1 s m e ll  you o f f  h im , sh e  sc re a m e d , he s tin k s  of 

b itch ," (p .ll)  and also th a t "she w ould s e t t l e  my h a s h " .(p . l l )  When 

co n fro n tin g  th e  light she asks violently "Bite my tongue and swallow 

it?  Spit i t  out?"(p.lS) W i's jealousy and possessiveness a re  revealed 

w hen, c o n fro n te d  by M's confession, she Is astounded, but accep ts  it, 
fo r she wants him to  be "all m in e" .(p .14) H er m e d io c r ity  o f mind 
e m e r g e s  f ro m  h e r  u se  o f  c l i c h e ,  s u c h  a s  " to  w h at w ill love 

s to o p ," i 'p .12) and  in  th e  d e s c r ip tio n  of W2 In w hich  sh e  indu lges  
"pudding f a c e ,  p u ff s p o ts , b lu b b er m outh, jowls, no neck, dugs you 

could . . .".(p.13) Her to rm ent resides in her Ignorance as to  w hether 

th e  m an m ay a t  p re se n t be happy liv in g  w ith  h is m istress in her 

notion of an idyllic se ttin g  in the  sun, and  in  her ack n o w led g em en t

Sat.



th a t she is guilty 01  hiding the tru th ; th e  pain of consciousness is too 

g r e a t  to  b ea r and  she a ttem p ts  to  rid herse ii of th e  ligh t by saying 

repeated ly  "G et off m e".(p.l6)

B eckett's  portrayal of W2, th e  m istress, distinguishes her very carefu lly  

from  W1 in language and action.(13)

W2's image is essen tia lly  a  passive one. The f irs t tim e Wl bursts in 

upon her, she is sitting  stitching a t  a  window. The second tim e, she 

Is doing her nails by the open window. There are  indications th a t the 

th ree  charac te rs belong to  th e  m iddle  c la s s ,  WVs p le a su re s  inc lude  

" th e  R iv ie r a  o r ou r d a r lin g  C an a ry ," (p .1 2 ) M has "p ro fe ss io n a l 
commitments,"(p.12) but W2's life  appears to  be more leisurely. When 

W l im ag in es  M's l i f e  w ith  h e r , she  thinks of W2 looking o u t of an 
open window, beyond the olive groves, a t  th e  sea, her hands folded on 

h e r  lap . Her sp eech  to o  a p p e a rs  to  be placid and unhurried. She 

understands the significance of th e  co n fe ss io n  m ade to  W l and  her 

'u rb a n ity  Is ev id e n t when, unlike the w ife, she makes no th rea ts  but 

only s ta te s  th a t she would not accept second place. There a re  hints 

o f her disdain of Wl as well as a  sense of her own superiority  when 
she c laim s "her photographs w ere kind to  her. Seeing her now fo r the 

f i r s t  tim e  fu ll  len g th  in th e  f le sh  I u n d e rs to o d  why he preferred  
m e,"(p .10) and la t e r  w hen sh e  say s "I s to p p ed  him  and  sa id  th a t  

w h a te v e r  I m ig h t f e e l  I had  no s il ly  th r e a t s  to  offer".(p,13) Her 

difference In social sta tu s is conveyed by her language and actions for 

when her privacy has been d isturbed by th e  intrusion o f Wl she caiis 
E rsk ln e , th e  b u t le r ,  to  show  her o u t.  T he end  o f th e  a f f a i r  is 

fo llo w ed  by a  burn ing  of ail th a t belonged to  M, a final irrevocable 

a c t which may suggest th a t a  suicide had occurred.

E v e n  th o u g h  l i f e  h a d  b e e n  th e  g r e a t e r  t r i a l  o f th e  tw o , W2 

acknowledges her disappointm ent th a t d ea th  was n o t th e  re le a s e  she 
had hoped for. Her response to  the  ligh t is an acceptance th a t It will 

persist and will "blaze (her) out of (her) w lts"(p.l6) seeking something 

which she is not ab le  to  give. She persists in questioning her sanity 
"Am I n o t p e rh ap s  a l i t t l e  unhinged  a lread y ?"(p .2 0 ) and rep ly ing
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reassuringly "I doub t i t" .(p .2 0 )  H er la u g h te r ,  how ever, su g g e s ts  a 

hysterical, unbalanced mind finally expressing Its sense of solitude and 

alienation in a cry of despair "Are you listening to  m e?  Is anyone  
listening to  me? Is anyone looking a t  me? Is anyone bothering about 

m e a t  aU?"(p.l7)

T he th ird  c h a ra c te r  in th e  triangle  and th e  cause of the  crisis is M. 
He Is portrayed  as a  weak, confused man who can n o t long b e a r  th e  

te n s io n  of d e c e i t  and o p ts  o u t o f th e  relationships unaware of the 
trag ic  consequences of his decision. He callously mocks W1 when he 

resp o n d s to  his m is tre s s 's  a c c o u n t o f h is w ife 's  v isit, displaying a 
hypocritical disregard as to  whose death  was a t  issue "I c an 't have her 

crashing in here , she said, th reaten ing  to  m ake my life . 1 m ust have 
looked IncreduLus. Ask Erskine, she sa id , if  you d o n 't b e lie v e  m e. 

But she th rea tens to  take  her own, I said. Not yours? she said. No, 
1 said hers. We had fun trying to  work this out".(p,12) His hypocrisy, 

when he responds to  Wl's s ta tem en t th a t he is  b e tte r  off w ith her, by 

claim ing th a t she was his choice because of her superior q u a l i t ie s ,  is 

i n t e n s i f i e d  by th i s  th o u g h t  "G od  w h a t  v e rm in  w e m e n " .(p .l4 )  
N evertheless, his fea r and guilt a re  c le a r ly  s ta te d  w hen th e r e  is a 

su g g es tio n  th a t  W1 m ay c o m m it suicide "Then I go t frightened and 
m ade a  c lean breast of i t .  She was looking more and more desperate . 

She had a  razor in her vanity-bag".(p.l3) His sexuality is s tressed  by 
both women and his relationships have a  spurious em o tio n a l c o n te n t .  

T he sam e te c h n iq u e  is  used to  convince both women of his love; he 
takes  them  both In his arm s and sw ears th a t lie could not live w ithout 

th e m . B ut an  Indecisiveness and confusion can be deduced from  his 
musings on his p ro testa tions of love "I m eant i t  w hat is more. Yes, 1 

am  sure I did,"(p.11) which he claim s in th e  case  of both women.

His w ife presen ts him as anlm al-ilke in his cowardice, an a s se s sm e n t 
w hich  m ay , h ow ever, be  m ore  revealing of her perceptions than  his 

behaviour, claiming when he com es to  confess, th a t "he slunk in, fe ll 

on his knees".(p.H ) Both women fee l th a t money is the fac to r which 

d raw s him  to  th e  o th e r  w om an. He could  be c h a r a c t e r i z e d  a s  

d eceitfu l, to  th e  women and to  him self.



The unexceptional quality  o l M's mind and sensibility  em erg es  in tw o  

ways. F irstly , his van ity  r n tim entailzes the way in which th e  women 

may be united by his loss, revealing his lack  of understanding of e ither 

of them . Unaware of the reactions to  his disappearance, he imagines 
th e  tw o women sitting  to ge ther drawn by the ir m utal loss but in doing 

so he is d is trac ted  by, and becom es to ta lly  absorbed with, th e  way the 

tw o women like th e ir  te a . He m uses " p e rh ap s th e y  m e e t,  and  s it ,  

o v e r  a cup of th a t  g re e n  te a  th ey  bo th  so loved, w ithout milk or 

sugar, not even a  squeeze of lem on".(p .l7 ) Second ly , he f a n ta s iz e s  

un rea ils tic& lly  a b o u t w hat would be, to  h 'm , an idyllic s ituation : the 
th ree  going away to ge ther, the  one who was aw ake f i r s t  w aking  th e  

o ther tw o. He would row a  dinghy while th e  tw o women would loll on 
an air-pitlow  or as his e ro tic  im agination p refe rs  i t ,  "sheets".(p.21) He 

c o m m en ts  on th e  w om en 's Inability to  accep t such a  relationship by 
concluding "We w ere not civilized".(p.21) His pervading sense of guilt 

is confirm ed when he asks "Am I hiding something?"(p,19) Y et beyond 

his co n sc ie n c e  lu rk s  a  p e r s o n a l  f e a r ,  t h a t  h e  m ay  n o t  e x i s t .  

Tentatively and doubtfully he questions "Am I as much as . . . being 
seen?"(p.22)

M d isa p p e a rs  and the possibility th a t he may have com m itted  suicide 

is only briefly  suggested when he says "Down, all going down, in to  the 

d a rk " .( p . l5 )  D e a th  was his hope fo r  re le a s e  fro m  an  u n te n a b le  

relationship but his disappointm ent is conveyed by the words "peace is 
coming, I thought, a f te r  all, a t  la s t . . .  I thought".(p.l5) He "-egrets 

th e  a f f a i r ,  longing  to  w ipe i t  o u t o f e x ig e n c e  "Y es, p e a c e ,  one 

assumed, all out, all the  pain, all as I f . . .  n ev tr been . . .  I m ean . 

. . no t m erely all o v e r , b u t a s  if . . . n ev e r been  -  " .( p .10) An 

a u d ie n c e 's  inev itab le  reaction to  M's hlccuping is to  In te rp re t It as a 

sign of alcoholism and degeneration but th is is not re in fo rced  by any 

o th e r  s ta te m e n t  and  f in a lly  se rv e s  only to  underm ine M's s ta tu re , 

belittling  his suffering. A com m ent re levant to  one's response to  the 
h lccu p in g  m ay be found  in P ro u s t where B eckett w rites " . . .  I am 
Inspired to  concede a  b rief parenthesis to  a ll the , analglvorous who are  

c a p a b le  o f in te rp re tin g  th e  'live dangerously' th a t victorious hiccough 

In v acuo , a s  th e  n a t io n a l  a n th e m ,  to  t h e  t r u e  e g o  e x i le d  in



hablt".(p.49) M is prophetic when he c laim s "There is no fu tu re  in 
th is " (p .i6 )  fo r a ll  th r e e  c h a ra c te r s  a r e  en cap su la ted  in an e te rna l 

p resen t as the repe tition  of th e  en tire  play suggests. Being will be an 

e te r n i ty  of th e  p re se n t ex istence, th e  suffering of consciousness and

B e c k e t t  has achieved th ree  carefu lly  realized  po rtra its  o f convincing, 

if unadm irable, in d iv id u a ls . An a u d ie n c e 's  v isu a l im a g in a tio n  and 

e m o tio n a l sy m p a th ie s  can  r e c re a te  the  scenes which th e  charac te rs ' 

m emories have d escribed  and  th e  s ta te s  o f m ind w hich  have  been  

r e v e a l e d .  I d e n tif ic a tio n  and  e m p a th y  a r e  th u s  a ch iev ed  by th e  

r e c o g n i t i o n  o f  th e  i n t e g r i t y  a n d  v a l id i t y  o f t h e  c h a r a c t e r s  

portrayed.(14)

This v iew  is in to ta l con tra st to  th e  one expressed by Bllopulos who 

claim s th a t B eckett's c h a rac te riza tio n  is Involved  in  c r e a t in g  "non- 

persons", and th a t  the  depersonalization o f charac te rs  in th e  anonymity 

of such nam es as Wl, W2 and M "destroys any possibility of empathy, 

f o r  c h a ra c te r  Identification w ith a  non-person is difflcu lt" .(i5 ) Cohn, 

however, affirm s the concreteness of B eckett's c h a ra c te r iz a tio n  w hen 

she says:

"Too m uch c r i t i c a l  shorthand has been w ritten  about a  single 
B eckett hero changing nam e from work to  w ork , b u t one has 
to  be b lind  n o t to  d istinguish Hamm from Dan Rooney; deaf 
not to  know Mouth fro m  M, V ladim ir and E s tra g o n  a re  n o t 
id e n tic a l tw ins; on th e  ra re  occasions when B ecke tt speaks of 
his ch aracters, he calls them  "my p e o p le ."  N o t sym bols, or 
ob jects, o r fictions, but people."(16j

In much of B eckett's writing, th e  connection of th e  p ro ta g o n is t  w ith  

o th e r  ind iv iduals appears ephem eral and shadowy, and the a ttitu d e  to 
nam es appears to  re inforce th e  protagonist's perception of th e  n a tu re  

o f such  re la tio n sh ip s , in P r e m ie r  A m o u r, th e  "hero" reveals his 
a ttltu u e  to  th e  woman who pursues him as well as his so litariness and 

alienation by calling her Loulou or Lulu and finally Anne, in Molloy, 
th e  reader is told "But th e  lady, a  Mrs Loy. I m ight as well say it 

now and be done wth it ,  o r Lousse, I fo rget, Christian name something
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like Sophie, held me back . . ." .(p .32) L a te r  M olloy sp eak s o f her 

saying "She went by th e  peacefu l name of Ruth I think. But I can 't 
say for certa in . Perhaps th e  name was Edith".(p.53) L ater again he 

claim s "And 1 even think I had tim e  to  love one or two, oh not with 
tru e  love, no nothing like th e  old woman, I've  lo s t  h e r  nam e ag a in , 

Rose, no, anyway you see who I m ean".(p.U 6)

One is furtherm ore aw are of a determ ined e f fo r t  by B e c k e tt  n o t to  

fix a  name to  a cha rac te r and thus no t to  fix  a charac te r by a name 

and his sta tem en t on th is  issu e  in P r o u s t  le a v e s  no p o ss ib il i ty  of 

am biguity as to  his a ttitu d e  nor th e  firm ness of his in ten t. He says 

. .th e  Name is an example of a  barbarous society 's prim itivism , and 

a s  co n v en tio n a lly  in a d e q u a te  a s  'H o m er' o r 'se a '.(p .3 2 )  In P la y ,  
dependence on nam es fo r  id e n t i f ic a t io n  is u n ca lled  fo r  s in ce  th e  
c h a ra c te r s  a re  p re se n t th ro u g h o u t th e  perform ance and a t  no tim e 

address each o ther. Furtherm ore, since the audience is a  w itness to  a 

s ta te  of mind, the  use of pronouns, I, he, she, them , ind icates th a t the 

re fe ren ts  a re  c lear in th e  speakers' minds and t h a t  th e  th r e e  m inds 
a re  solely focused on the ir own thoughts. There is no sense of a  need 

to  clarify  fo r an audience for th e re  is no awareness of th e  p re se n c e  

o f one. T hese tw o  a sp e c ts  c o n tr ib u te  to  th e  a u th e n tic ity  of the 

situation which one is  w itn ess in g  and  th e  a b se n c e  of c o n v e n tio n a l 
n o m e n c la tu re  having the function of depersonalizing appears to  be an 

Irre levant issue.

E ndgam e

B lind, p a ra ly z e d  and  Iso la ted  by his disabilities, Hamm, th e  cen tra l 
charac te r in E ndgam e, is portrayed as both alienated  and a l ie n a tin g .  

H is is a p o r t r a i t  o f a tw is te d ,  f ru s t r a te d  and  an g ry  being  whose 
c h a ra c te r iz a t io n  dw ells on n e g a tiv e  a s p e c ts .  He Is p re se n te d  as 

g ro te sq u e ly  ch ild ish  and foolish, tyrannical, v iolent, egocentric , cruel 
and determ ined to  wield power over those around h im . T hese t r a i t s  

resemble Lo t 's to such an ex ten t th a t the resem blances can hardly be 
Ignored though he lacks both th e  g e n e ro s ity  and  th e  re m o rse  w hich 

humanize Lear.



There is j  harsh, abrasive quality  In Hamm which is conveyed by the 

lan guage  he u ses , ugly bo th  in Its vindictiveness and its  unexpected 

bursts o f violence. "You pollute th e  airi"(p.i3) he hurls a t  Clov when 

he  is n o t com m and ing  him  to  "G e t m e ready,'Kp.13) "Put me in a 
coffin",(p.49) or "Go and g e t th e  g a ifM.(p.31) R epeatedly th e  directions 

w hich  accom pany  h is sp eech  co nvey  te n s io n  and  harshness, as for 

exam ple "with sudden fu ry !" " fre n z le d iy "  " v io le n tly " .(p p .2 4 ,22) His 

ty rannical manner is directed  to  his paren ts as well. Of Nell he asks 
"What's she blathering about? . . , Damn . . . busybody . . . Have you 

b o t t le d  h e r?  . . . Screw  down th e  H ds".(p,22) N agg he calls his 
"accursed progenitor" and he mocks th e  con v en tio n a l a t t i tu d e  to  old 

p aren ts  by saying "The oJd /oiks a t  home! No decency Jeftl Guzzle, 

th a t's  all th ey  th in k  o f" .(p . i5 )  His d e s tru c tiv e n e s s  and  m a lic e  is 
re v e a le d  in  his p ro p h ecy  of C lov 's  f u tu re  s ta te .  Used a t  f ir s t  3 

p re v e n t C lov  fro m  leav in g  th e  s h e l te r  to  bu ild  a  r a f t  w hich  he, 

him self, had suggested, i t  becomes a  wish which points to  th e  cause of 

his cruelty  and tension. . . L ike m e" H am m  re p e a ts  "y o u 'll be 

s ittin g  there , a  speck in the void, in th e  dark, for ever, like m e . . .  

Infinite em ptiness will be all around you, all th e  re su rrec ted  dead  of 
all the  ages wouldn't fill it, and th e re  you'll be like a  li t t le  b it of grit 
in the middle of th e  s te p p e ,l.(p .28 ) The ev o c a tio n  o f  f ru s tr a t io n ,  

Im p o te n c e  and  I so la tio n , p e rv ad ed  by a  sen se  of un h ap p in ess , is 

In e scap ab le  In th is  im ag e . A s in is te r  e p iso d e  p r e s e n t s  h im  a s  

g ro te sq u e ly  absu rd  and m alevolent. Childishly and unsuccessfully, he 

a ttem p ts  to  deceive -himself th a t his toy dog Is a  liv ing  e n t i ty  ov er 

w hich  he  c a n  e x e rc ise  his power. He insists th a t th e  toy be placed 
before him in a servile position as if he w ere im ploring to  be  ta k e n  

fo r a  walk. Hamm evinces evident sa tisfac tion  from  an im aginatively 

c ru e l deed in which a supposedly living being is made to  suffer.

Hamm's need to be In th e  cen te r of the room is an Indication not on'y 

of his egocentrlc lty , which requires th a t he establish his cen tra lity , but 

reveals too, a  neuro tic  anxiety which cannot abide change. He needs 

to  be righ t In th e  cen tre  ag ita ted ly  and contrad ictorily  In sis tin g  th a t  
h is  p o s i t io n  m u s t  be e x a c t  " R o u g h ly l  R o u g h ly l B ang  in  th e
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centre".(p.2tO Hamm's f e a r  o f change is seen too , in th a t his life  is 

d o m in a te d  by ro u tin e s . T h a t th e re  is a t im e  fo r  p a in -k ille r s  is 

understandable, but he aiso has a  tim e io r  his story. The satisfaction  

of his needs takes priority  over all else in the shelter.

The am biguity of Hamm's story and his determ ination th a t  i t  should be 

viewed as a ta le  is an Indication not of Hamm's c rea tiv e  and a rtis tic  
a b i l i ty ,  fo r  i t  is an  u n c e r ta in ,  bungled  n a r r a t iv e ,  b u t r a t h e r  a s  
ev id e n c e  of a p sy ch o lo g ica l need  to  e x p ia te  a  guilt. The story is 

repeated  endlessly. It is "the one you have been te llin g  y o u rse lf  a ii  

your . . . days"(p.40) according to  Clov, and it  shows, in Hamm's last 

soliloquy, th e  role he played in o ther people's lives, o r p e rh ap s  m ore 

co rrec tly , In the ir destruction . The repetition  of the sto ry  fo r Hamm 

is an a ttem p t to  expunge the guilty memory <-f th e  p eo p le  he m igh t 

h av e  sav ed . Hamm tr ie s  to  avoid responsibility and to  ex tenua te  his 

gu ilt by claiming "I was never th e r e  . . . A b sen t, a lw ay s. I t  a ll 

h appened  w ith o u t me"(p.47) professing also a  sense of a lienation and 

lack  of involvement as a personal loss, but Clov unambiguously reminds 

him th a t he was Instrum ental In th e  events th a t occurred.

Hamm plays a t  various roles, ac ting  out a  cliched p a r t  o f p re ten d ed  
modesty by a w riter when he prom pts Clov to  ask him questions about 

his story, and then answers w ith apparent re ticence  and hum ility. He 
c re a te s  a  moment of sen tim en tality  when he asks Clov to  kiss him or 

say  a  few  w ords fo r  him  to  p o n d e r In his h e a r t .  P o s tu r in g , he  
im eg in es  an a u d ien ce  and  c re a te s  a fic tion  "He never spoke to  me. 

Then, In the end, before he w ent, without my having  ask ed  h im , he 
spoke to  me. He said . . .".(p.50) Hamm plays a t  creating  an event. 

His in itia l words "M e-to-play,"(p.i2) In which he stresses his cen tra lity , 

also Initia te  a  major am biguity, th a t all th e  events th a t follow may be 
episodes of a gam e, whose consequences a re  n o t m ean in g fu l becau se  

they  a re  reversible.
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The play ends w ith  a  d isc a rd in g , like  P ro sp e ro , o f m o v em en t and 
speech, and everything resting  in its  final place. Hamm neither asks 

fo r  p ity  nor g e ts  i t .  H e c a n n o t b e  s e e n  t r a g i c a l l y  e i t h e r  in  

A r is to te lia n  te rm s  nor from  any  m odern  th e o re tic a l view point of 

tragedy . His in itia l rhetorical q u es tio n  is a  g e s tu re  to  e le v a te  his 

m isery to  a  hero ic  level but is defla ted  instantly  by his own boredom. 

G o d lik e , H am m , in a  r e v e rs a l o f th e  B ib l ic a l  c o m m a n d  a t  th e  

beginning o f creation , announces "Then le t  i t  end".(p.49) His life  and 

th e  end of all e x is te n c e  is su g g e s te d , and  th e  " I t  m u st be n e a r ly  
finlshed"(p.l2) of the  opening of the play is seen to  have reached its 

clim ax.

K napp's L a s t T ap e

Krapp bears l i t t le  resem blance to  Hamm; comedy and reg re t a tten u a te  

his negative tra its .  As se a l by the audience, Krapp is a  "w earish old 

m .m " and  d e ta i ls  o f h is appearance a re  used to  confirm  the idea of 

age. He has grey hair, Is hard of hearing, is very near-sighted, has a 
c ra c k e d  voice and  his w alk Is la b o rio u s . His a tt ire  re inforces the 

notion of age in th a t his black trousers and w aistcoat have acquired a 

r u s ty  t in g e .  The h eavy  s ilv e r  w a tch  and  c h a in , rem in d fu l o f a 

V ic to r ian  p a tr ia r c h ,  a c c e n tu a te  h is lo s s  o f  d ig n i ty  a n d  s t a t u s .  
S im i la r ly ,  c lo w n is h  a s p e c ts  o f h is ap p e a ra n c e  a r e  s t i l l  fu r th e r  

reductive; his narrow tro u s e rs ,  to o  s h o r t fo r h im , m ake him  look 

childish, like an overgrown schoolboy; his w hite boots, narrow , pointed, 
and of an excessive size, a re  C haplinesque; and his w h ite  fa c e  and 

purple nose are  remindful o ( a  clown's mask.(20) A neglected physical 

appearance re v e a ls  him  to  be c a re le s s  of h is p e rso n a l h a b its  and 

con trasts  noticeably w ith th e  care  he bestows on his apes which are  

numbered, listed  and titled . He is unshaven, his hair is disordered, his 

w hite shirt is grimy and his boots dirty .

Krapp is a  man encapsulated In h is eg o ism , e m o tio n a l /  r e s t r ic te d ,  

u nab le  to  m ake a  c o m m itm e n t. His concerns a re  narrow , he lacks 
w arm th, the capacity  to  love and th e  sym pathy to  su ffer. His fa th e r’s 

death is reduced to  "Last Illness of his father,"(p.13) his m other's fa te



is viewed in term s of his own discom fort "There I s a t ,  In th e  b itin g  
wind, wishing she w ere gone".(p.l<0 He has never suffered  deeply but 

neither has he been happy or joyful. R e c a llin g  p a s t y e a rs , he u ses 

phrases such as "flagging pursuit o f happlness-'(p.l3) and ten  years la te r 

"Spiritually a  year of profound g loom  and  in d ig en ce  u n til  . . . The 
vision a t  last".(p .l5 ) N ot hearing Old Miss McGlome singing, he comes 

to  th e  re a l iz a t io n  t h a t  he has n e v e r  sung and  w ill  n e v e r  s in g .  

M om ents o f  conten tm ent a re  re s tric ted  to  isoiatc-J mem ories, such as 

"Be again in the  dingle on a  Christm as Eve, gathering holly, th e  red- 
berried,"(p.l9) and th e  episode in the boa t, evoked with an inescapable 

im m ediacy which transports him back to  th a t tim e  and, because of th e  

con tra st to  his presen t s ta te , re in forces his loss and his misery.

K rapp  cau g h t In h is c i r c le  o f lig h t p e rfo rm s  a c t io n s  w h ic h  a r e  

s im u l ta n e o u s ly  r id ic u lo u s  a n d  s a d ,  f o r  o n e  w itn e sse s  a  g re a t  

d isp la c e m e n t o f a i r  and  e x p e n d itu re  o f e n e rg y  f o r  no p u rp o s e .  

Fum bling  io r  keys, opening draw ers, stroking a banana, slipping on a 

p e e i a re  a c tio n s  w hich  f i l l  t im e  a n d  p ro v id e  a  s e m b la n c e  o f 

pu rp o se fu ln ess  u n til  " f in a lly  he has an  idea. . .".(p.10) The in itial 

mime a t  th e  ope, '.ng of th e  play rev ea ls  n o t on ly  th e  em p tin e s s  of 
Krapp's existence but also helps to  revea l a number of d iffe ren t face ts  
of his personality. One Is m ade aw are of a reduction  in  th e  u se  of 

his fa c u l t ie s  when he p e e rs  a t  h is key s; th e re  Is an inclination to  

secretiveness or miserliness in th e  purposeless locking of draw ers; and 

ev id e n c e  of a  com pulsive need is Indicated in his eating  of bananas. 

The second tim e, behaviour which may have been amusing In i ts  f irs t 

a p p e a ra n c e , is  w itn e ssed  fro m  an  a l te r e d  p e rspec tive . Within the 
contex t of decrepitude, loneliness and alienation, th e  a c tio n s  becom e 

grotesquely sad.

The d if f e r e n t  s ta g e s  of K rapp 's  life  a re  revealed in th ree  ways, by 
v isu a l m eans, re p o r tin g  and  c o m m e n ta ry ,  a n d  a r e  a f f i r m e d  by 

corroborating action . Within the visual contex t o f the play, Krapp a t 

sixty-nine speaks of his past year and thus inform s one of his presen t 

life- The audience also hears Krapp a t thirty -n ine te ll of his life  and 

reporting on a  tape  which told of c o n d itio n s  w hen he was tw e n ty -
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On his six ty-ninth birthday Krapp is in  his d en , in his o ld ra g s , an 

envelope in his pocket. This is evidently a long-standing habit since, 
a t  th irty -n ine, a t  th e  Winehouse, he jo ts  down a few  n o te s  on th e  

back  of an en v e lo p e  and once again preparing to  make w hat will be 

his la s t tape , Krapp a t  sixty-nine takes o u t an envelope and  co n su lts  

th e  back  o f i t .  A w r i te r  and  d isillusioned  by his lack of success, 

Krapp is a  m ore b itte r  person than  he had been earlier. He judges his 

previous self as " th a t stupid bastard,"(p.17) is im patien t o f th e  rhetoric  
and aspirations e x p re ssed  in  th e  ta p e ,  and  w inds i t  fo rw ard  tw ic e  

du rin g  th e  s ta te m e n t  o f th e  reve la tion  which was supposed to  have 
been a  turning point in his life. He is angry and senses th e  fu tility  of 

his l i f e  fo r now he has "no th ing  to  say , no t a  squeak".(p.l8) The 
passage of tim e  has becom e Ir re le v a n t  and  h is h a p p ie s t m om en t is 

re d u ced  to  re v e llin g  in  th e  word "spool". His p ast year consists In 
going o u t once or tw ice and s itting  shivering alone in th e  park, going 

to  church once and failing asleep, reading a  page of E f f ie , crying as 
he read It, and th e  occasional visits o f Fanny, the "bony old ghost of 

a  whore".(p,12)

Two episodes reveal Krapp's unhappiness a t  th is stage . In th e  one, he 
sits "shivering in  th e  p a rk , drow ned in  d re a m s and  burn ing  to  be 

gone".(p .l% ) In th e  o th e r ,  he lie s  propped  up in  bed and his mind 
wanders, hi- n a tiv e ly  reliving m om ents of h is yo u th . His m em ory 

dwells on m oments which had been m eaningful to  him, gathering red- 

bellied holly a t  Christm as tim e, walking w ith his dog, in a haze, and 

stopping to listen to  bells. Unhappy though he claim s they w ere, they 
ap p e a r  a s  a c t iv e  and se n s u o u s ly  r ic h  in  c o m p a r is o n  w ith  th e  

deprivation of his p resen t existence.

T h e  a u d ie n c e  is  in fo rm ed  th a t  a t  tw e n ty -se v e n  K rapp  had been  
involved in an in te rm itten t relationship, living on and o ff  w ith  a  g irt 

c a lle d  B lanca . He was prone to  excesses in his habits, drinking too 

much and having too engrossing a sex u a l l i fe .  C o n s tip a tio n  w as a 

pro b lem . H e w as h o pefu l and e a rn e s t  abou t his fu ture  aspirations 

c e n tre d  on his m agnum  opus and  th a n k fu l th a t  he  h ad  re a c h e d  

m aturity . The tw enty-seventh year, w ith th e  death of his fa th er and



one relationship term inated , is crysta llized  in an  im age  o f d e p a r tu re

and  se p a ra tio n  "A g ir l  in  a shabby green coa t, on a  ra ilw ay-station

platform ".(p.13)

T h e  p o s t  m o r te m  a t  th ir ty -n in e  re v e a ls  a  f u i th e r  s te p  to w ard s  

co m p le te  iso la tio n . K rapp  avo ids th e  e x p re ssio n  o f e m o t io n  in  
speak in g  of h is m o th e r 's  im m inent death by transm uting it  in to  a r t .  

Recalling a  ballad, he says "m other lay a-dying".(p.l4) O f his m other^  

d e a th , he re ta in s  th e  re co llec tio n  of a  sensation which assumes the 

place of any genuine em otion. Posturing d ra m a tic a lly , he  c la im s  he 

w ill r e ta in  th e  f e e l  o f a  sm a ll b lack ball he was holding when the
blinds of his m other's room w ere lowered, to  his dying day. A t six ty-

nine, on taking out the spool described as "Mother a t  re s t a t  la s t . . . 
The black bail" he  Is puzzled  and questions  "B lack  b a l j? " ( p . l l )  His 

iso la tio n  and his Inability to  understand its  full im plication is evident 

in the  scenario he describes as he w aits fo r his m o th e r  to  d ie . He 

s its alone on a  bench watching his m other's window. There is "hardly 
a  sour'(p .l4 )there , except fo r a  few  regulars whom he claim s he go t to  

k now  q u i t e  w e l l .  H is q u a l i f i c a t i o n  of h is s ta te m e n t  "oh  by 

appearance of c o u rse  I m ean l" (p .!4 )  re v e a ls  a s e p a ra tio n  b e tw een  

him self and others disguised by an apparent aloofness on his part. His 
advances a re  re jected  by " the d a rk  young beau ty " (1 5 ) and  K rapp  is 

shown a t thirty -n ine to  have no involvement w ith o thers.

The tape made by Krapp a t  th e  age of th irty -n ine, reveals a  number 
o f e m o tio n s  and  a t t i tu d e s  w hich  co n firm  th e  co m p lex ity  o f th e  

ch aracterization . He is c o n te m p tu o u s , pom pous and c y n ic a l In his 

a s se s sm e n t of h im se lf a t  tw e n ty -se v e n . One becomes aw are of an 
em o tio n a l a r id i ty  w hich a t te m p ts  to  d isg u ise  i t s e l f  by m an n e red  

p o s tu rin g  in h is r e c o lle c tio n  of h is m o th e r 's  d e a th ; th e  v isionary 

m om ent exposes an idealistic fervour but also, a  self-indulgent d e s ire  
fo r  a g g ra n d iz e m e n t. The la s t  se c tio n , re s to ra tiv e  in Its calm ness, 

reveals a  sensual and lyrical quality  in Krapp's charac te r. Recalling a 

b a th e  In a lak e  and d r i f t in g  in  a punt in th e  blazing sun, th e  soft 

sighing of reeds and th e  close physical co n tac t with a g irl, a moment 

o f sensuous s a t is f a c t io n ,  a ll  th e  m ore  po ignant because of Krapp's 
decision to  withdraw from  th e  com m itm ent It required, is suggested.



The s ta te  of final Isolation e x p re sse d  in th e  ta p e  a s  a  m om en t of 

p e r f e c t  t r a n q u i l i ty  "N ever knew  such  siience. The ea rth  m ight be 

uninhabited"(p.lO) has becom e the rea lity  fo r  K rapp . The p lay ends 

w ith him alone, surrounded by to ta l silence.

Krapp's Inclination tow ards th e  aesthe tic , the  exo tic  and th e  rom antic 

is  seen  in h is re sp o n se  to  language  and  p e o p le . S peaking  of his 

m other's widowhood, he u ses th e  unusual w ord  "W d u lty "(p .l4 )  and , 
recalling the expansive rom anticism  of O thello , he describes th e  nurse's 

eyes to  be "Like . . . chrysolite".(p .15) H e a d m ire s  B ia n c a 's  "v e ry  

w a rm " (p .l2 )  " in c o m p a ra b le " (p .l3 )  ey es  and  rem em b ers  v iv id ly  the 
dram atic  image of "one dark young beauty . . .  all w hite and s tarch , 
incom parable bosom, w ith a big black hooded peram bulator".(p .l5) The 

m o m e n t  o f r e v e la t io n ,  w hich  he p ro c la im s  a  " m i r a c l e ," ( p .16) is 

rem iniscent of Wordsworth's spots of tim e when he learns to  "see Into 

th e  life of things" .(18) Alone, a t  night, a t  th e  end of th e  je tty  with 

th e  e le m e n ta l w orld  in a  s ta te  o f turbulence, the  wind howling, the 

foam  flying from  g rea t g ran ite rocks onto th e  light of th e  lighthouse, 

K ra p p  e x p e rie n c e s  " th e  v ls io n " .(p .l5 )  C au g h t up w ith  id e a l is t ic  
fervour, he dedicates him self to  his opus but his use o f co n v en tio n a l 

m etaphors "the light of understanding to d  the flre"(p,16) which dissolve 

th e  storm  and th e  night, do no t sugur w ell for his success as a  w riter.

K rapp 's  a c t iv i t ie s ,  his a ttitu d es and some linguistic recurrences serve 

to  indicate th e  continuity  in his charac te r. These lin k s , w hich  show 

K r a p p  a c t i n g  a n d  r e s p o n d in g  c o n s i s t e n t ly  a c c o r d in g  to  th e  

charac te ris tics  w ith which he has been endowed, re inforce th e  realism  

o f th e  c h a r a c te r iz a t io n .  B oth on his th ir ty -n in th  and  sixty-ninth 
b ir th d a y s  K rapp  Is in his d en , m a k in g  a n d  l i s t e n in g  to  t a p e s .  

C o n s tip a tio n , th e  e a tin g  of bananas, the consumption of liquor, the 

pleasure in words, a s  w ell a s  re p e a te d  re sp o n ses , fo r  exam p le : a t  

tw en ty -se v e n  K rapp  sn ee rs  a t  th is  you th  and thanks God " th a t it's  

over",(p .l3) a t  th irty -n ine speaking of th e  relationship with B lanca, he 

says "well out of tha t,"(p .12) and a t  sixty-nine recording his final tape 

he says "Just been listening to  th a t stu p id  b a s ta rd  . . . T hank God 
th a t 's  a ll done w ith anyway"(p,17) convey a coherence of being. The



continuity which helps to  e s ta b lish  a  c h a ra c te r  does n o t ,  h o w ev e r, 

e x c lu d e  d ev e lo p m en t and  g ro w th , and  K rapp  Is p e rc e iv e d  to  have 

progressed from  an unconscious egocentrism  to  a full aw areness of Its 

im plications. The vision of the  th irty -nine-year-old experienced during 

th e  storm y night has becom e Irrelevant for th e  slx ty-nlne-year-old who 

advances the tape  im patiently  in an a ttem p t to  miss this section . The 
dismissal o f a  lost possibility of love by Krapp a t  th irty -n ine  w ith the 

w ords "N o, i  w o u ld n 't w ant them  baek”(p.20) la re fu ted  by the older 

man's repeated  listening to  th a t  p o rtio n  o f th e  ta p e .  The p a s t  is 

irredeem able and the growth in understanding has been achieved by the 
realization  of loss.

Endgame

I t  is n o t on ly  th e  m ain  c h a ra c te r s  who a re  c le a r ly  d ifferen tia ted ; 

m inor charac te rs  too exhib it d istinctive tra its  which serve to  con trast 
them  with each o ther and to  convey the ir  uniqueness.

The scenes betw een Nagg and Nell rep resen t a  g ro te sq u e  com edy  in 

which two old people, w hite-faced , Incapacita ted , w ith falling eyesight 

are  presented visually as unwanted re fuse .(19) H abit ensures th a t the ir  

relationship continues in a  "dally fa rce" . Nell asks, when Nagg knocks 

on the lid of her bin, "W hat Is i t ,  m y p e t .  T im e fo r  lo v e?n(p .l8 )  
Nagg's suggestion th a t they  kiss is a repea ted  ritua l w ith th e  expected  

outcom e. Isolated In the ir bins they a re  concerned with pursuing their 

own th o u g h ts , and  have  l i t t l e  In te rest in each  other, com m unicating 
out o f h a b i t .  T h e re  is an ab se n t-m in d e d n e ss  in  N e il 's  a u to m a tic  

answers to  Nagg which reveal her em otional distance from him:

"Nagg: Do you rem em ber -

Nell: No.
Nagg: When we crashed our tandem  and lost our 

shanks."(p.l9)

"Nagg: Could you give me a  sc ra tch  before you go?
Nell: No. (pause) Where?"(p.20)



"Nagg:: . . w ii; I te ll  you the story o i  the  ta ilo r?

Nell: No. (pause) What for?"(pp.20-21)

Nagg's po rtra it r e v e a ls  s im ila r  t r a i t s  to  H am m . He is an g ry  and 

d e s tru c t iv e ,  making pe tu lan t dem ands fo r his rights, i-sisting  th a t  he 
will not be n e g le c te d . He has b een  re d u ced  to  a s t a t e  o f  to ta l  

dep en d en ce  and vengefully wishes Hamm could be reduced to  a  stat«* 

o f unhappiness when he would need his fa th e r  and Nagg would rem ain 
unresponsive. His parenting reveals his selfishness fo r, when Hamm as 

a  baby cried  a t  night he was not only refused com fort, but was moved 
o u t o f e a rs h o t  so as to  avoid disturbing his paren ts. H ypocritical in 

his o ffering of his biscuit to  Nell, cynical about values, th e  charac te r 
tr a i t  which is constantly  stressed is his im m aturity; he can be bribed 

with the promise of a  sugar-plum and sucks a t  his biscuit in his bin. 
His firs t words reduce him to  the level of an in fant wanting his food. 

Self-absorbed, he co n cen tra te s  on  h is own g r a t i f ic a t io n  In s is tin g  "I 

w ant me pap!"(p.l5) His response to  Nell's claim , th a t she laughed a t 

his story about the ta ilo r because she had  been  happy, is ch ild ish ly  

re je c te d  " I t  was n o t, I t  w as not, i t  was my story and nothing else,

'.iappyl Don't you laugh a t  I t  s till?  Every tim e 1 te ll i t .  happyl"(p.21)

N agg has a  v o la tile  te m p e ra m e n t ,  fu ll  o f hostility  and m alice, and 

even th e  memories which he recalls with some vita lity  do not m itigate  
the  sense of distaste  which he evokes.

The po rtra it o f Nell reveals a  contrasting  personality to  her husband's.

M ilder, m ore  s e n s it iv e ,  she  rem em bers nostalgically going rowing on 
Lake Como. The awesome experience of looking in to  th e  d ep th s  of 

th e  w ater suggest an impressionable charac te r able to  evoke a  memory 
sensorlly "It was deep, deep. And you could see down to  the bottom . 

So w hite, so c!ear".(p.21) She continues to  be absorbed in the image, 

unaware of Nagg's story and Hamm and Clov's In terruption >. There is 
a  po ignancy  in N e ll 's  a w aren ess  of lo ss and her m em ory  o f ,  and 

yearning fo r, a happier tim e. More caring, she adm onishes N agg fo r 

his unkindness in laughing a t  Hamm's distress. She speaks perhaps the 

saddest and certa in ly  th e  m ost cryptic: lin e  in th e  p lay  "N oth ing  is 

funnier than unhappiness, I'll g ran t you that".(p.20)



T hese  a n a ly se s  n o t only r e v e a l th e  co m p lex ity  and d iv e r s i t y  o f 

B e c k e t t 's  c h a ra c te rs  but they Indicate a  concreteness of p resen tation  
which discards th e  possibility of th e ir  being seen as symbols. B eckett 
h a s  n e ith e r  rendered his charac te rs  anonymous(20) nor have his "bums 

becom e a cursed m etaphor for modern m an "(2 i) no r has he c re a te d  

" c r e p u s c u la r  c r e a tu re s  (w hose) a lm o s t to ta l  loss o f id e n t i ty  and 

individuality free..' them  from  contln&ency".(22) A coherence of being 
an d  p sy ch o lo g ica l co m plex ity , as well as tra its  and a ttitu d es  readily  

Identifiable as be long ing  to  re c o g n iz a b le  peo p le  in l i f e  s itu a tio n s , 
c o n v in c e  o n e  of th e  re a lism  o f B e c k e t t 's  c h a ra c te r iz a t io n .  Its  

relationship w ith th e  ten e ts  o f 19 th  c e n tu ry  R ea lism  and  c h a ra c te r  
p re s e n ta t io n  In 20 th  c e n tu ry  l i te ra tu re  will be discussed in C hapter
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CH A PTER 4

THE LANGUAGE OF THE PLAYS

Because language, th e  In s tru m e n t o f co m m u n ica tio n  and h en ce  of 

civilization, c rea te s  the world Inhabited by the Individv-'l, pvery period 

has found It necessary to  a ttem p t to  define its  role In relation to  its  

v is ion  o f r e a l i ty .  One may or may not agree with Heidegger's view

"Language is a quasi-objective event which has an ex istence of
its own prior to  all particu lar individuals."(l)

H ow ever, th e re  would be  no d if f ic u lty  in acknow ledg ing  th a t "all 

ex p e rie n c e  invo lves lan g u ag e  and  th a t  la n g u a g e  is  In e r a d lc a b ly  

sociai".(2) K law ltter sums up its im portance . .every man inevitably 

lives in a  world his words c rea te  around him".(3)

The A bsu rd is t view  of th e  fu n c tio n a l d is in teg ra tio n  of language is 

o ften  taken as a concept rep resen tative of th e  a t t i t v 1® to  language of 
a ll m odern w r ite r s . The view is based on the proposition th a t since 

ex istence is pu rp o se less  and  m ean in g le ss , lan g u ag e , th e  m eans of 

co m m u n ica tio n , has been  deva lued  and rendered Irrelevant. George 
Steiner claims:

"It is no parad o x  to  a s s e r t  th a t much of rea lity  now begins 
outside language. . . Large areas of meaningful experience now 
belong to non-verbal languages such as m athem atics, form ulae, 
and logical symbolism. O thers belong to  'an ti-lan g u ag es ' such  
a s  th e  p r a c t ic e  of n o n -o b je c tiv e  a r t  o r atonal music. The 
world of the word has sh runk .'W

E ilopu ios su p p o rts  th is  view of an "anti-iingulstic"(5) tendency in his 

focus on drama:

"In the modern dram a, the  charac te rs  can speak to  each other 
without com m unicating anything, for th e  experience has becom e 
Incommunicable. There Is li t t le  use of language as a means of 
Influence for the d e s ire  to  in f lu e n c e  a n o th e r  p re su p p o ses  a 
d e f in i te  pu rpose in th e  m ind of th e  sp e a k e r , and lack  of 
purpose is the  m ajor concern of the absurdlst."(6)



It is re levant to  note, however, th a t while the devaluation of language 

is assum ed , evidence of a more m alleable and flexible medium which

will m eet the needs of modern perceptions, is su g g e s te d . C opeland ,

w h ile  a c c e p tin g  th e  A b su rd is t a t t i tu d e  to  language, indicates th a t 

w ords a re  be ing  used  m ore su b tly , th e ir  n u an ces now c o n v e y in g  

meaning. He writes:

"The re a d e r  Is not expected to  pay atten tion  to  the words or 
th e  c o n te x t o f  th e  d ia logue  b u t to  th e  Im p l ic a t io n ,  th e  
su g g estio n  behind  the words: th e  lonely soul and th e  hopeless 
e ffo rt a t  overcoming solitude."(7)

Hinchllffe e laborates further:

"Increasingly since the Second World War actors (and audiences)
have begun to  respond consciously to  the  sub-tex t as well as to
the tex t -  th a t is to  recognize what Is being said beneath what 
is being spoken -  a  p ra c tic e  usua lly  t r a c e d  to  C hekhov and 
particularly  as produced by Stanlslavsl<i."(8)

Esslln blames, not language itse lf, but th e  rigidity of gram m ar acting 

as a  barrier to  the discovery of meaning:

"If all our thinking Is In term s of language, and language obeys 
t h e  a r b i t r a ry  co n v en tio n s o f g ram m ar, we m ust s t r iv e  to  
pene tra te  to  th e  real c o n tex t o f th o u g h t th a t  Is m asked  by 
gram m atical rules."(9)

Some critics have claim ed tha t B eckett's use of language conform s to  
the  acknowledged a ttitu d e  of Absurdism. Cohn w rites:

" B e c k e tt  e x h ib its  l i t t le  o f the more obvious v irtuosity  of the 
e a r l ie r  E n g lish  f i c t i o n :  i n s te a d  th e r e  is an  In s id io u s
underm in ing  o f lan guage  a s  a m eans of com m u n ica tio n  or 
expression of inte/ilgence.''{10)

Ellopulos supports this view:

" B e c k e t t 's  s tru g g le  to  d e m o n s tra te  th e  In e f fe c tiv e n e s s  of 
language, th e  d is in te g ra tio n  of th o u g h t, fin d s I ts  u l t im a te  
ex p ressio n  In an absen ce  of language. B eckett has regarded 
mere words as powerless to  express the  d ia logue  of m an and  
h is  t h e a t r e  h a s  e v o lv e d  f ro m  l im i te d  d ia logue  th rough  
monologue to  profouno s llence ."(il)



-  68 -

Th-» theory th a t B eckett's work exhibits "antl-llngulstic tendencies,"(12) 

th a t "Beckett's philosophy is to devalue language as an e ffec tive  means 

of co m m unica tlon ''(13 ) and  t h a t  h is  " ta s k  to  d e m o n s t r a t e  th e  

ineffectiveness of language finds its  ultim ate  expression in an absence 

of ianguage"(14) is unconvincing. C om m unica tion  is to  be found  in 
in te rp e rso n a l s i tu a tio n s  focused  on dialogue in W aiting  fo r  G odo t, 

E n d g a m e  and  ten d in g  to  m onologue in H ap p y  D a y s ,  a n d  is an  
expression of the in troverted , solipsistic and pathological in P lay , N o t 

I and T h a t t im e .  The m im es, A c t  W ith o u t W ords I a n d  II and

B r e a th  a re  minor works interspersed in his o eu v re ; the ir silence can

hardly be seen as representing the culm ination of B e c k e t t 's  d ra m a tic  

endeavours.

The Absurdist opinion of language was not, however, the  sole, nor the 

represen tative, view of language in modern lite ra tu re . E liot expressed 
th e  need  to  evo lve  a senso ry  lan g u ag e  w hich would m ake "d irect 

com m unication w ith  th e  n e rv es  (p roduc ing ) su g g e s tiv e ly  e n ig m a tic  
im ag es w hich would p ene tra te  to  those 'p rim itive' levels a t  which all 

men and women experienced alike".(15) Meaning, acco rd ing  to  E lio t,  

was "no more than a sop to the  reader to  keep him d istracted , while 

th e  poem  w en t s te a lth ily  to  work in him  in m ore p h y s ic a l  and  

unconscious ways".(16)

N o t only th e  e x is te n c e  o f a d if f e r e n t  th e o ry  o f lan guage  b u t a 

recognition th a t it was being im plem ented, is in d ic a te d  by R ich a rd s  
when he describes th e  ordering principle of Eliot's "Waste Land";

". . .his poetry is a "music of id eas ."  The id eas  a re  o f all
k inds, a b s t r a c t  and concrete , general and particu lar, and, like
the musician's phrases they are  a rran g ed , n o t t h a t  th e y  may 
te ll  us so m eth in g , b u t th a t  the ir e ffec ts  In us may combine 
into a coherent whole of feeling and a t t i tu d e  and  p ro d u ce  a 
peculiar liberation of th e  wili."(17)

Such a lan guage  im p lies  a s s u m p tio n s  a b o u t  t h e  n a tu r e  o f th e  

listener/reader and the nature of knowing. It a ttem p ts  to  ignore the 

sem antic component of, and the inte llectual response to , language and
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to  h ig h lig h t sen so ry  and  e f f e c t iv e  w ay s o f k n o w in g  p r e v io u s ly  

n e g le c te d . L anguage , w hich had always been perceived as speaking 

directly  to  the in te llec t was seen as capable of informing in tu it iv e ly ,  

im m ed ia te ly  and co m p reh en s iv e ly  to  a being who was perceived as 
m o re  c o m p le x  and  m u l t i - f a c e t e d  th a n  h ad  p r e v io u s ly  b e e n  

acknowledged.

B e c k e tt  has complained about th e  inadequacy of language to perform 
the task he required of it. In an unpublished le tte r  to  Axel Kaun, he 

dismisses gram m ar and style:

"T hey  ap p e a r  to  m e to  have  b ecom e ju s t  as obsolete as a 
B ied e rm e ie r b a th in g  s u i t  o r t h e  im p e r tu r b a b i l i t y  o f a 
gentlem an. A mask."(i8)

E v e ry tim e  one t r ie s  to  m ake w ords ex p re ss  so m e th in g  o ther than 

them selves "ils s'alignent de fa^on a s'annuler m utuellem ent".(19) (They 

align them selves so as to  ob lite ra te  each other.) For B eckett, writing 
involves the  expression of th e  ineffable:

"The exp ression  th a t there  Is nothing to  express, nothing with 
which to  express, nothing from  which to  express, no desire to  
express, together with the obligation to express.”(20)

Originality of s ta tem en t is dismissed:

"H eu reu sem en t, 11 ne s 'agit pas de dire ce qui n'a pas encore 
et4  d it, mais de redire, le plus souvent possible dans I 'e sp ace  
le plus reduit ce qui a e te  dit d4ja."(21)

(Fortunately, it is not a m a tte r  o f say ing  w h a t has n o t y e t 
been  sa id , b u t o f re sa y in g , a s  often  as possible in th e  most 
reduced space w hat has already been said.)

H ow ever, B e c k e tt  is concerned about finding a form appropriate for 

the  s ta te m e n t  of h is co n ce rn s . In an e a r ly  In te rv iew  w ith  A lan 

S ch n e id e r, he e x p re sse s  his sense of satisfaction  by th e  balance and 

sym m etry in the  lines of S t. Augustine:

"I tak e  no sides. I am interested  in the shape of ideas. There 
is a wonderful sen tence in Augustine: 'Do not despair; one of
th e  th ie v e s  w as sav ed . Do not presume; one of the  thieves 
was damned.1 That sentence I,. « a wonderful shape. I t  is th e  
shape th a t m atters."(22)



To Driver, he explained the problem which had arisen concerning form:

"This form will be of such a type th a t It adm its the chaos and 
does not try  to  say th a t the chaos is really som ething e lse . . . 
To find a form th a t accom odates the  mess, th a t is th e  task  of 
tiie a r tis t  now."(23)

Thus B eck e tt 's  d issatisfaction with language and form stem s from the 

f a c t  th a t  i t  does  n o t r e f le c t  th e  r e a l i ty  th a t  he  p e rc e iv e s , and  
se a rc h in g  fo r a new fo rm , he m oves to w ard s an approximation to 

music, a  model which had the a tten tion  not only of po e ts  like  E lio t,  

bu t of novelists o f his tim e , such as Virginia Woolf. B eckett indicates 

th is concern when he asks:

"Is there  any reason why th a t terrib ly  arb itra ry  m ateria lity  of 
the  word's surface should not be dissolved, as, fo r exam ple, the  
tonal surface, ea ten  into by large black pauses, in Beethoven's 
Seventh Symphony, so th a t  fo r  pag es a t  a t im e  we can n o t
p e rc e iv e  i t  o th e r  th a n , le t  us say , as a vertiginous path of
sound connecting unfathom able abysses of silence?"(24)

B e c k e tt 's  a t t r a c t io n  to  m usic can  be explained by the fa c t th a t it 
would satisfy  his need for a  form  which did m. t merely te ll,  would not

be abou t som ething, but, as his assessm ent of Joyce's work indicates,

would be the thing itself.(25) F u r th e rm o re , his w ish to  r e c r e a te  a 

sense of uncerta in ty , the  fa c t th a t he is concerned w ith depicting the 

m ovement of the  mind, the  flowing of thoughts, sensations and feelings 

in a  random  b u t unending continuum , and th a t he expressed a desire 
th a t this writing would a ffe c t the  senses and the emotions, by-passing 

th e  i n t e l le c t , (26) in d ic a te  th e  reasons he would g rav ita te  to  such a 
io rm . His a d m ira tio n  f o r  a flu id  a r t ,  w hich does n o t c o m p re ss  

experience within a closed p a tte rn , is evident in his description of xhe 

paintings of the van Velde:

"Q ue d ire  dc c e s  plans qui giissent, ces contours qui vibrent, 
ces corps comme tallies dans la  b rum e, c e s  e q u illb re s  qu'un 
rien  d o lt ro m p re , qui se  rom pent e t  se reform ent a measure 
qu'on regarde? Comment parler de ces couleurs qui respirent, 
qui hale ten t?  De c e tte  s tase  grouillante? De ce monde sans 
poids, sans force, sans ombre?
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Ici tou t bouge, nage, fu it, rev len t, se defa it, se r e f a i t .  T ou t 
c e s se , sans c e s se . On d ir a l t  I 'in su rre c tlo n  des m o lecu les , 
I 'in terieur d'une p ierre un milliSme de seconds avant qu'elle ne 
se desagrege."(27)

(What Is m e  to  say of these planes which slide, these  contours 
w hich v ib ra te ,  th e s e  bod ies  as if hew n in  a m i s t ,  t h e s e  
s y m m e tr ie s  w h ic h  a n o th in g  w ill  b r e a k ,  w hich  d es tro y  
them selves and reconstitu te  them selves as one looks? How is 
o n e  to  s p e a k  o f t h e s e  c o lo u rs  w hich b re a th ,  w hich a r e  
breathless? Of th is  sw arm ing  s ta s is ?  O f th is  w orld w ith o u t 
w eight, w ithout power, w ithout shadow?
H ere everything moves, sw im s, f le e s , r e tu rn s ,  undoes i ts e lf ,  
rem ak es  i ts e lf .  E v e ry th in g  c e a se s , c e a se le s s ly . L ike the 
insurrection of m olecules, th e  in terio r o f a stone a m illionth of 
a  second before It d isintegrates.)

B eckett’s in te re st in music is described by Bair:

"H e urged  J e a n  R eav ey  to  pay a t te n t io n  to  modern music, 
because he believed i t  was th e  strongest in fluence on m odern  
d ra m a . He lik en ed  th e  s trip p ed -d o w n  s im p lic ity  of m any 
contem porary scores to  a willingness to  ta k e  g r e a te r  r isk s  in 
th e  se a rc h  fo r  new fo rm s , and it  w as th is  w illingness to  
confront failure th a t made it so excitlng."(28)

He attended  the rehearsal o f Plnget's L a  M ariv e lle  and used it as "an 

Illustration of how im portant the proper use of m usic  could  be to  a 

p lay w rig h t, e sp e c ia lly  one who was co g n isan t o f un itin g  th e  tw o 
disciplines" .(29) He was fascinated  by Bartok's music and expressed his 

I n t e r e s t  in  study ing  It to  s ee  if i t  m ig h t be u se fu l to  his own 
writing.OO)

R e fe re n c e  Is m ade r e p e a te d ly  to  th e  m usica l q u a lity  e v id en t in 

B eckett's  w r itin g . L alou , fo r  e x am p le  w r ite s  o f " th a t  In ex o rab le  

C rescen d o  which the T h ir te e n  T e x ts  fo r  N o th ing  const tu te ,  like so 

many m ovements of a musical su ite ,"(31) and Kltchin claims th a t P lay  

comm unicated like "tightly  compressed cham ber music on a  subliminal 
level".(32) The plays abound with musical associations: title s , such as 

R ockabye , H appy D ays, W ords and  M usic, the contrapuntal structure  
of P lay  and T h a t t im e  with th e ir  in te rw 'a v in g  v o ices , th e  so n a ta  

fo rm  of F o o t f a l l s ,  and th e  ly ric ism  of passages, such as the  dead 

voices of W aiting  fo r  G o d o t and the boat episode of K ra p p 's  L a s t  
T a p e .  I t  r e s ts  essen tia lly , however, on the use of repetition , which 

assumes the part of a  m elod ic  r e f r a in ,  and on a fin e ly  m od u la ted



rhythm ic stru c tu re  to  his works. Furtherm ore, B eckett's preoccupation 

w ith music is indicated by Its repeated  use as a m etaphor: "Music is 

th e  Idea Itself,"(33) "the  night f irm a m e n t Is an a b s t r a c t  d e n s ity  of 

m u s ic , sym phony w ith o u t en d " ,(34) H e w rites of a charac te r as "a 

sim ultaneity  of notes,"(35) "a  symphonic, not a  m elodic unit".(36) In a 

le tte r  to  Alan Schneider, he s ta tes:

"My w ork  is a m a t te r  o f fu n d am en ta l sounds . . . made as 
fu lly  as p o ssib le , and  I a c c e p t re sp o n s ib ili ty  fo r  n o th in g  
else."(37)

T h u s B e c k e t t 's  in c lin a tio n  to w ard s  a  m usical lan g u ag e  Is n o t an 

a ttem p t to  devalue language as a  means of co m m u n ica tio n  b u t, lik e  

E l io t ,  to  convey  a  r ic h e r ,  m ore  coherent and intuitively assim ilated 

meaning. Language, however, cannot like music confer a  fin ite  value 

to  a  word. Although a musical note will be a ffec ted  by th e  contex t 
of notes which precede and follow it and to n e  w ill be c o n fe r re d  by 

both Instrum ent and player, i t  remains itse lf . Words, however, beyond 

the e f fe c t of contex t and tone, carry  meanings and associations, both 

p r iv a te  and  s o c ia l ,  a c c u m u la te d  over tim e , which produce layers of 
signification, By stressing th e  sound of w ords, B e c k e tt  adds to  th e  

meaningful po ten tia l of language ra th er than au trac ts  from It.

Four plays, W aiting  fo r  G o d o t, K rapp’s L a s t  T ape , P la y  and N o t I, 

w ill be used a s  exam ples to  d iscuss a s p e c ts  o f B eckett's  language 

re levant to  this disserta tion . However, a d iscussion of a  num ber of 
s ty l i s t i c  fe a tu re s  p ro m in en t In h is w ork , such as tone, rhythm  and 

parody, is beyond the scope of this research  w hich seek s to  e x p lo re  

the rea lis tic  qualities of his w riting, and Is there fo re  om itted.

In W aiting  F o r  G o d o t, th e  relationship betw een Vladimir and Estragon 

Is ba sed  on a m u tu a l a w aren ess  o f th e ir  condition and in th e  ac ts  

which will help them  bear it. The main ac tiv ity  a round  w hich  th ey  

c o n c e n t r a t e  to  en a b le  th em  to  p ass  th e  t im e ,  is  ta lk in g . The> 
Initia te  a  series of language ac ts  or verbal gam es of w hose pu rpose 

th e y  a r e  w ell a w are ; conversation becomes the characters ' means of



w ard ing  o i f  lo n e lin ess  and  I s o la tio n ,  o f p r e v e n t in g  th e m  f ro m  

experiencing the pain of thinking and confronting the fu tility  of their 

lives. P a r  from  dem onstrating "how men ta lk  past each  o ther w ithout 

a c tu a l ly  com m unica ting ,"(38) the e ffe c t of the conversations is often 

to  c rea te  m om ents, small pockets of tim e, separa te  from  each other, 
w hich  en cap su la te  the  tw o protagonists, separating and Isolating them  

from the world around them , creating  a  tim e  of u n ity  w hen a  bond 

betw een tw o people is forged. These interludes of interchange have a 

musical quality  in which a  voice answers another, som etim es echoes it, 

th e  end of one Interchange leading to  another through a  few , groping 

and ten ta tiv e  w ords/notes. Combined with th e  repetitions, which a re  a 

fe a tu re  of th e  te x t ,  th e  rh y th m ic  q u a lity  of some of the  passages 
c re a te  m oments of g rea t ly rical beauty, poetic m om en ts o f s ta s i s ,  a 

t im e  o u t o f t im e ,  w hich beco m e  a ii th e  more poignant because of 

the ir being Intercessions, b rie f respites before th e  anxiety of ex istence 
reestablishes itse lf . These conversations c re a te , o u t of the  relationship 

of the two men, duets which link them  beyond th e  con ten t of words, 

th e  process establishing its own meaning. Such an exam ple Is perhaps 

th e  most quoted passage of W aitin g  fo r  Godot:

"Estragom It's  so we w on't think.

Vladimir: We have th a t excuse.

Estragon: It 's  so we won't hear.
Vladimir: We have our reasons.

Vladimir: They make a  noise like wings.

Estragon: Like leaves.

Vladimir: Like sand.

Estragom Like leaves.

Silence

Vladimir: They all speak toge ther.

Estragon: Each one to  Itself.
Silence

Vladimir: R ather they whisper.

Estragon: They rustle .

Vladimir: They murmur.

Estragon: They rustle .
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Silence

Vladimir:

Estragon:

Vladimir:

Vladimir:

Estragon:
Silence

Vladimir:

Estragon:
Vladimir:

What do they say?
They talk  about the ir lives.
To have lived is not enough for them. 

They have to  ta lk  about it.

To be dead is not enough for them .

I t  is no t sufficient.

They make a noise like feathers.

Like leaves.
Like ashes.

Like leaves." (pp. 62-63)

I t  is th e  co llom ila ! quality  of the  language, however, persuading one 

th a t the conversations between th e  p ro tag o n is ts  is o f th e  kind th a t  

tw o  p eo p le  who have known each  o ther long and well a re  likely to 
have, which underlies th e  realism of th e  play. The e llip tical moments, 

th e  v a g a rie s  and  d ig re ss io n s , in i t i a te d  by em o tio n a l r a th e r  th an  

in t e l l e c t u a l  n e e d s ,  a r e  t r u e  to  o n e 's  e x p e r i e n c e  o f  l i v i n g  

co m m u n ica tio n , as a re  th e  p assag es in w hich th e  t r iv ia l  and  the 
solemn, bladder problems and philosophy a re  placed parallel, assum ing  

equal im portance:

"Estragon: You might button it all the  same.
Vladimir: True . . .Never fo rge t th e  li t t le  things of life.

Estragon: W hat do you expect, you always wait till the  last
moment,

Vladimir: The la s t  m om ent . . . Hope defer:ed  m aketh the

som ething sick, who said that?"(p.lO)

The co llo q u ia l n a tu re  of the language rem ains Irrefu tab le  in sp ite  of 

the  variety  of sty les which range from the monosyllabic sim plicity of:

"Vladimir:

Estragon:
Vladimir:

You think so,

I don't know.

You may be right."(p.80)
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to  the  high-flow n rh e to r ic  of " L e t us n o t w a s te  our tim e  in id le  

discourse! Let us do something while we have the chance! It is not 

everyday th a t we are needed,"(p.19) and th e  gracious and gentle:

"It's evening, sir, it's  evening, night is drawing nigh. My friend 
here would have me doubt it and I must confess he shook me 
fo r a m oment. But It is not for nothing I have lived through 
th is long day and I can assure you it  is very near th e  end of 
its  repertory."(p.86)

L ike  W a itin g  fo r  G odo t, the  language of K rapp 's  lo s t  T a p e  reta ins 
i t s  v e r is im ili tu d e  as th e  sp eech  of an ind iv idual b e c a u s e  o f i t s  

co llo q u ia l n a tu re  b u t i t  re p re se n ts  also an ap t exam ple of language 

reflecting the complexity of ch arac te riza tion . The p rev io u s c h a p te r  

d iscussed  in som e detail the life  experience and the characterization  
of Krapp. His egoism and restric ted  em otional range, h is in c lin a tio n  

tow ards th e  aesthe tic  and exotic  as well as a coherence and continuity  

of being w ere revealed by his s ta tem en ts  in his e a r l ie r  ta p e  and his 

p resen t responses to  it.

Krapp is a w riter, and therefore , no surprise is fe lt  a t  his In terest and 

pleasure in words as is evident in lines such as:

" -  unshatterable association until my dissolution of storm  and 
night with the light of the understanding and th e  flre,"(p,16)

or his savouring of the  sound "spooi".(p .ll) The language rises as in:

. .g rea t g ran ite rocks the foam flying up in the  light of th e  
lig h th o u se  and  th e  w ind -gauge  sp inning lik e  a p ro p e lle r . . 
.’Tp.16)

recapturing the Intensity and excitem ent of his feelings. Similarly, his 
sensuality and nostalgia is captured by the lyricism of th e  description 

of the episode in the boat:

"We drifted  in among the flags and stuck. The way they went 
down, sighing, below th e  stem! 1 lay down across her with my 
face  in her b reasts and my hand on her. We lay th ere  w ithout 
moving. But under us ah  i ived, and moved us gently, up and 
down, and from side to  slde."(p.l7)



The hope, aspirations and an ticipation of the younger years revealed  by 

a  linguistic comprehensiveness are  replaced by a paucity  and nakedness 
of language reflecting  th e  em ptiness of his present life. The linguistic 

d e te r io ra t io n  is  a rtic u la te d  '•■i Krapp in the  making of the  last tape 

with the words:

"Nothing to  say, not a squeak. What's a year now? The sour 
cud and th e  iron stooi."(p,18)

There Is no evidence of the breakdown of language in P lay . Language 

is  u sed  to  c o n v e y  th e  m o v e m e n t  o f  m in d s , t h e  " s t r e a m  o f 

consciousness," and Is the means by which B eckett reveals the  thoughts 

and feelings of his ch aracters as they em erge. Once ag a in  i t  is th e  
c o i lo q u la ln e s s ,  th e  r e g r e s s io n  a n d  e v a s io n s  w hich convey  th e  
au thentic ity  of the situation and th e  individuals.

T he c h a ra c te rs  o f P la y  do not com m unicate with each other but are 

d e p ic te d  as iso la te d  be ings c o m m u n ica tin g  w ith  th e m s e lv e s ,  th e  

a u d ie n c e  b e c o m in g  p r iv y  to  th e ir  in n e r th o u g h ts  and fe e lin g s . 

B ecke tt's  use of th e  m onologue(39) conveys v iv id ly  th e  n o tio n  of 

I s o la te d  b e in g s  c o n c e n t r a t i n g  on th e m s e lv e s  even  though th e  

Interweaving of th e  fragm ented u tte ra n c e s  su g g e s ts  th e  In e x tr ic a b le  
In te rc o n n e c tio n s  of th e  th re e  c h a ra c te rs . The monologue is also a 

device used to  convey th e  "stream  of consciousness" and reinforces the  
idea th a t one is listening to  thinking. When M says:

"Perhaps they m eet, and s it, over a cup of green te a  they both 
so lo v e d ,  w ith o u t  m ilk or su g a r, n o t even  a sq u e e z e  of 
iemon"(p.i7)

one is aw are  th a t  one is "overhearing" thoughts. The only tim e the 

m onologue a p p e a rs  to  be  e x te rn a l iz e d  is w h en  th e  s p o t l i g h t  is 
addressed as "you":

"W2: You might ge t angry and blaze me c lear out of my wits. 
M ightn't you?"(p.!6)

T he lack  of re fe re n c e  betw een the ch aracters and the even tone of 

delivery Indicate th a t they express the ir  thoughts irrespective of their



surroundings and unaware of th e  p re se n c e  o f an au d ie n c e  w hich is

to ta lly  excluded from the ir behaviour.(W )

The sim ple, colloquial nature  of th e  language in d ic a te s  th e  le v e l a t  

w h ich  th e  c h a r a c t e r s  o p e ra te .  The lack  of com plex  sy n ta c t ic  
structures, of specialized vocabulary or of discrim inating subtle ties, are  

as Indicative of an intellectual m ilieu  as are  references to  grass being 

m o w ed(p .l3 ) or "a ja u n t on th e  R lv ie ra " (p .i2 )  in s u g g e s tin g  th e  

economic background of th e  characters.

N o t I, "an aural m osaic of w ords"(41) re p re s e n ts  a  cu lm in a tio n  in 

B eckett's probing of an internal s ta te  by means of a monologue. The 
fran tic  rush of words dom inates the  play and reveals a  charac te r and 

her individual perceptions in ali the ir  com plexity and confusion?

". . .sudden flash. . . very foolish really b u t . . . w h a t? . . .
th e  bu zz in g ? . . . yes . . . all th e  tim e the buzzing . . .  so- 
called . . .  in th e  ears . . . though of course actually  . . . not 
in the ears a t all . . . in the  skull . . . dull roar in the skull . 
. . and all th e  tim e th is ray or beam . . . like moonbeam . . . 
but probably n o t . . .  certa in ly  not. . ."(p.3)

The mind is seen, in its  a ttem p ts  to  describe precisely th e  nature  of

the sound in her head, to  be fastidiously discrim inating. However, a t
other tim es, language fa ils, revealing a mind unable to  come to  grips 

w ith  iw u e s , skim m ing fragm entediy and searchlngiy, filling the space 

with words such as "so on,"(p.H ) and thus avoiding a resp ite  and the 

possibility of a confrontation with a distressing idea.

R epetition is the most salien t fea tu re  of th e  language of N o t I. The 

repetition  of phrases, ideas, reactions and the continual re turn  to  the 
cen tral event, are  an indication of an obsessive mind en c a p su la te d  In 

i ts e lf ,  w orking in well-worn grooves and caught in the contex t of its 
thoughts. Not only are  words repeated  as in "godforsaken hole called 

. . ." (p . i)  b u t d if fe re n t  w ords, a rephrasing, is used to  express the 
same idea, "parents unknown . . . unheard of . . ." .(p .i)  The c e n tra l  

event is recalled four tim es and w ithin a section of tex t a particular 

Idea is re ite ra ted  obsessively:



surroundings and unaware oi th e  p re sen ce  o f an a u d ien ce  w hich  is

to tally  excluded from the ir behaviour.(40)

The simple, colloquial nature of th e  language in d ic a te s  th e  lev e l a t  

w h ic h  th e  c h a r a c t e r s  o p e ra te .  The lack  of com plex  s y n ta c t ic  
s tructu res, of specialized vocabulary or of discrim inating subtle ties, are  

as indicative of an inte llectual m ilieu  as are  references to  grass being 
m o w ed(p .l3 ) o r "a ja u n t on th e  R iv ie ra " (p .l2 )  in s u g g e s tin g  th e  

economic background of th e  characters.

N o t I, "an aural m osaic of w c  <is"(41) re p re s e n ts  a cu lm in a tio n  in 

B eckett's  probing of an in ternal s ta te  by means of a  monologue. The 
fran tic  rush of words dom inates th e  play and reveals a charac te r and 

her individual perceptions in all the ir complexity and confusion:

". . .sudden flash. . . very foolish really b u t . . . w h a t? . . .
th e  b u zz in g ? . . . yes . . . all the  tim e the buzzing . . .  so-
called . . , In th e  ears . . . though of course actually  . . . r.3t 
in the ears a t  ail . . . in the  skull . . . dull roar in th e  skull . 
. . and all th e  tim e th is ray or beam . . . like moonbeam . . . 
but probably not . . . certa in ly  not. . ."(p.3)

The mind is seen, in Its a ttem p ts  to  describe precisely th e  na tu re  of 

the sound in her head, to  be fastidiously discrim inating. However, a t 
other tim es, language falls, revealing a  mind unable to  come to  grips 

w ith  is su es , skim m ing fragm entedly and searchlngly, filling the space 

with words such as "so on,"(p. 11) and thus avoiding a resp ite  and the

possibility o f a confrontation with a distressing idea.

R epetition is the moat salient fea tu re  of th e  language of N o t I . The 

repetition  of phrases, ideas, reactions ar.d th e  continual return to  the 
cen tral event, are  an Indication of an obsessive mind en c a p su la te d  in 

i t s e l f ,  w orking in well-worn grooves and caught in the contex t of its 
thoughts. Not only are  words repeated  as In "godforsaken hole called 

. . . " (p . i)  b u t d if f e r e n t  w ords, a rephrasing, is used to express the 
sam e Idea, "parents unknown . . , unheard of . . ." .(p .l)  The c e n tr a l  

e v e r t  is recalled four tim es and within a section of te x t a particu lar 

idea Is re ite ra ted  obsessively;



"so no love . . . spared th a t . . .  no love  such as n o rm ally  
vented on the . . . speechless Infant . . .  In th e  home . . .  no 
. . .  nor Indeed for th a t m a tte r any of any kind . . .  no love 
of any kind . . .  a t  any subsequent stage . . .".(p.!)

The repetitions working as leitm otifs, become in terw oven  in th e  r e s t  

o f th e  lan g u ag e , b u t w ith  each  r e p e tit io n  o f th e  main them e, the 
event one April morning, a variation is in tro d u ced , m o d u la ting  one 's 

previous understanding and generating new in te rest. It is by means of 
th e  repetitions and the interweaving of ideas and words, w hich b reak  

t h e  s e q u e n t ia l ,  lo g ic a l o rd e rin g  o f in fo rm a tio n , th a t  a sen se  of 
im m ed iacy  is a ch iev ed  conveying  th e  n o tion  o f th e  p ro ta g o n is t 's  

experience occurring a t the  very moment th a t i t  is being w itnessed.

The colloquial nature of the language of N o t I w ith i ts  fa ls e  s ta r t s ,  
s u b te r f u g e s  a n d  e v a s io n s  d e p ic t s  o n c e  a g a in ,  th e  " s tre a m  of 

consciousness" and conveys a sense of au th en tic ity  and p sycho log ica l 
reality  to the  charac te r.

When writing about language, a t  this tim e  in th e  20th cen tury , i t  may 

seem necessary to  include an ana lysis o f B e c k e t t 's  use of language  

f ro m  a s t r u c t u r a l i s t  p o in t o f v iew . H ow ever, s tru c tu ra lis m  is 

concerned with a system  of internal linguistic re la tio n sh ip s  s tre s s in g  
th e  fu n c tio n  of d u a lit ie s , such  a s  binary opposites and parallelism s. 

Based on research in th e  phonological sy s te m , i t 's  v a lu e  lie s  in its  
a t te n t io n  to  th e  ro le  accorded to  language within a  particu lar work. 

Because it detached the te x t from  i t s  su rround ings and  m ade it  an 
autonomous object free  of ex ternal re lations and com m itm ents, i t  Is a t 

odds with the views th a t imbue 20th century lite ra tu re .

S tru c tu ra lism  r e je c ts  th e  idea  th a t  meaning begins and ends in the  
individual's experience and th a t the world is endowed with meaning by 

the phenomenological self. One need only call to mind the works of 

key m odern  w r ite rs  such  a s  J a m e s , W oolf and  Jo y c e  w ith  t h e i r
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atten tion  fixed on the individual, to  realize  how rem ote s tru c tu ra lism  

is  from  both  th e  und erly in g  assu m p tio n s of th e se  works and the ir 

e ffec ts  on an audience. To reduce l i t e r a tu r e  to  a fa m il ia r i ty  w ith 

read in g  co n v en tio n s, as s t ru c tu r a l i s t  p o e tics  does, is to  dismiss its 
exp ression is t and co m m u n ica tiv e  ro le  and , th e re b y , to  re d u c e  i ts  

fu n c tio n  so le ly  to  th a t  o f a fo rm a l, if in t r ic a te ,  exercise. There 

would be g rea te r validity  in suggesting th a t to  understand th e  language 

o f  a te x t  is to  re c o g n iz e  th e  w orld  to  w hich i t  re fe rs and which 

serves i t  as reference.(42) Since this study is concerned with th e  social 
a n d  c o m m u n ic a t iv e  q u a lity  of lan g u ag e , i t  a im s to  ex p lo re  the 

relationship of th e  literary  work and the ex ternal env ironm en t known 

a s  r e a l i t y  a n d  a s t ru c tu r a l i s t  app roach  would thus be  o f l i t t l e  
relevance.

B eckett's language is a multi-dimensional medium for it is jo th  them e 

and form , varying from  th e  mundane and  b an a l to  th e  p o e tic a l and 

m u s ica l,  i t s e l f  th e re b y  re f le c t in g  th e  a m b ig u ity  of his work. His 

language reveals cha rac te r and d iffe ren tia tes  betw een characters; i t  is 
the  creative tool o f the im agination acting "not simply as an im age of 

reality  but as an instrum ent In te rm s of w hich r e a l i ty  is re a l iz e d  - 

made real".(43) The plays rest on language, one could even go so far 
as to  say th a t they presen t language as the  only re a lity . W ords f i l l  

th e  e x is te n c e  of V lad im ir, E s tra g o n , W innie and the charac te rs of 
P la y ;  when C iov  ssk s  H am m  "W hat is th e re  to  k eep  m e h e r e ? "  

Hamm returns "The dialogue",(p.39) The development of the plays from 
dialogue to  monologue h e ig h te n s  fu r th e r  th e  Im p o rta n c e  p laced  on 

language until in N o t I the play concentrates on a mouth and a flow 

of words. B eckett's m eticulous concern for language, his presentation 
of i t  as th e  so le  m eans of in te rp e rso n a l as w ell as se lf-d irec ted  

communication, inextricably in tertw ined  w ith  th o u g h t, e x is te n c e  and 
the perception of reality , negates the  view th a t his writing exhibits an 

"in sid ious underm in ing  of lan g u ag e ,"(44) an a t te m p t  t o  " d e v a lu e  

language as an e ffec tive  means of communication".(45)
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CHAPTER 5

INTERPRETATIONS OF BECKETT'S PLAYS

A number of labels have been pinned  to  B e c k e tt  in an a t te m p t  to  

d e sc r ib e  h im , or p e rh ap s lay  c la im  to  him. This chapter discusses 
some critical views of his work, and the connections which have been 

made between B eckett and philosophical and lite ra ry  m ovements, in an 

a ttem p t to  o b ta in  a c le a re r  p e rsp e c tiv e  w ith  reg a rd  to  B e c k e tt 's  
position within such generic definitions as "realistic" and "obsurd."

There appears to be an in e sc a p a b le  a t t r a c t io n  in see in g  B e c k e tt 's  

d r a m a  a s  th e  e x p re s s io n  o f v a s t and sw eeping  g e n e ra liz a tio n s . 

Criticism  of his plays has concentrated  on th e  un iv e rsa l and  cosm ic  
im p lica tio n s  of his work and B eckett is often seen as using his plays 

as vehicles for exp ressing  a ph ilosophy, his c h a ra c te r s  assum ing  a 

symbolic function.

H esla, in his book T h e  Shape  o f  C haos writes:

"B e c k e tt 's  n o n -sp e c if ic  s e tt in g s  enab le  him  to  is o la te  h is  
characters from  any social reality  tha t might d eflec t a tten tion  
from the generalized human situation he is portraying."(1)

The settings of B eckett's plays have led to a flood of speculation and 

symbolical in terpretations. In W aiting  fo r  G o d o t, fo r  e x am p le , th e  
t r e e  has been  seen  as the Tree of Knowledge of Good and Evil, the 

Tree of Life, the Cross, th e  T ree of Judas, the  gallow s, th e  sign  of 

hope and regeneration and the tree  of the  Noh plays down which the 
aw aited God descends. I r re s p e c t iv e  of th e  d if f e r e n t  v iew s ta k e n , 

h ow ever, only one item  of Information is conveyed, th e  tre e 's  change 

from bareness to  bearing  "fo u r  or fiv e  leaves"  is an in d ic a tio n  of 
change and of tim e having passed. Webb, too, in terprets actions and 

objects in B eckett's plays symbolically. In K ra p p 's  L a s t  T a p e ,  th e  
e a tin g  o f bananas is seen as an indication of phallic concerns,(2) the 

boav as a womb and Krapp's phrase "Let me in" as a desire to  re turn  
to  the womb.O) Takahashl writing of Endgame says:



"Endgame is a piay concerned with eschatology, th e  im m in en t 
end of a game which is Western civilization itself.’W

Fraser claims:

"W hat W a it in g  f o r  G o d o t e sse n tia lly  is Is a prolonged and 
sustained m etaphor about the  nature  of human llfe."(5)

F urther com m ents in the  sam e vein, which, however, re la te  specifically 

to  characterization , are  found in abundance. L am ont c a lls  B e c k e tt 's  

c harac te rs  "crepuscular creatures" and says:

"Although these m irror images suggest th e  irrev o cab le  d u a lity  
of sp ir i t  and flesh, their alm ost to ta l lessness of identity  and 
Individuality free s  them  from contingency."(6)

F ra s e r ,  w ritin g  of the  protagonists o f W aiting  fo r  G odot, in terprets 
them  in symbolical Christian term s:

"The tra m p s  w ith  th e ir  rag s  and their misery, represen t the  
fallen s ta te  of man."(7)

Of Lucky, he w rites:

"He is the pro letarian. He stands for a contem porary reality  , 
, , half-baked knowledge, undigested knowledge, the plain man's 
naive belief in a Goddess called  Science."(8)

Lyons, g rouping  B e c k e t t  w ith  G e n e t  and  Io n e s c o ,  c la im s  th e  

co n v en tio n s of realism  are  violated "by refusing to  c rea te  images of 

human beings who p ractise  plausible behaviour In fam iliar scenes within 

th e  c o -o rd in a te s  of chronological tlme".(9) Esslln, too, assesses the 
ch aracters o f W aiting  fo r  G odo t sy m bo lica lly  view ing  th e  pa irs  as 

c o m p lem en ta ry  p e rso n a lit ie s .  He w rite s  of Pozzo and Lucky, they 

"represent the relationship between body and mind, th e  m a te r ia l  and 
th e  sp ir i tu a l sides o f m en, w ith  th e  intellectual subordinate to  the 
appetites of the  body".(10)

U nden iab ly , a cause of the richness of B eckett's writing is its  ability 
to  intim ate  meanings which extend beyond the evident significance of 

a  sta tem en t and, no doubt, a reason for its appeal is its capacity  to  
a cco m o d a te  a v a r ie ty  of i n t e r p r e t a t i o n s .  An e x a m p le  o f th e  

suggestive quality of his writing Is to  be found in Vladimir's sta tem ent 

in W aiting fo r  G odot:



"But a t  th is place, a t this moment of tim e, all mankind is us,
w hether we like it or not."(p.79)

The claim  p re se n ts  i ts e lf  as a s ta te m e n t  of I r re fu ta b le  f a c t ;  th e  

p rec is io n  and sp e c if ic i ty  le av es  no room  or a m b ig u ity . A t this 
moment and in th is place, Vladimir and E str.^on  are  all mankind since 

there  Is no one else present. Furtherm ore, the reduction of humanity 
to  the  two men Is p resen ted  as v a lid  under sp e c if ic  co n d itio n s ; in

o ther places, a t  o ther tim es, th e  sta tem en t would not hold. Y et, like

a sound p roduced  by s t r i k in g  th e  k e y  o f  a p ia n o ,  th e  w o rd s 

reverbera te , echo and are  am plified. When space, tim e, and th e  all- 

em bracing "all mankind" are  combined, a sense or cosm ic implications 

and m agn itude  is evoked . The o v e r to n e s  of th e  se n te n c e  extend 
beyond its  meaning in contex t, and have the opposite e f f e c t ,  th a t  of 

expanding the tw o individuals to  become represen tative symbols of all 
mankind beyond th e  moment, in an ex tratem poral perspective.

A m ore com plex  response  w hich a ttem p ts  to  come to  te rm s with a 

paradoxical quality in B eckett's work has been voiced' by some critics. 
K a th e r in e  W orth d e sc r ib e s  his p lays a s  "a  d ram a of th e  in terior, 

ob lique, d re a m -lik e  and  e th e re a l ,  th a t  is a lso  in te n se ly  p h y s ica l, 

c o n c re te ,  Insistently aware of itse lf  as thea trica l p rocess" .(ll) Esslin 
re fe r r in g  to  W a itin g  f o r  G o d o t a lso  h ig h lig h ts  th e  e le m e n t  of 

paradox:

"It (W aiting  fo r G odot) is open to philosophical, religious, and 
psychological in te rp re ta t io n ,  y e t above a ll i t  is a poem  of 
tim e , a w aren ess , and  th e  m y ste rio u sn ess  of ex istence. The 
paradox of change and stability , necessity and absurdlty."(12)

The emphasis on paradox in B eckett's writing is touched on by B eckett 

himself when, in an Interview with Tom D river, he spoke of l ife  as 

being inscrutable:

"If l i f e  and  d ea th  did n o t p re se n t th em se lv es  to  us, there  
would be no inscrutability . If th e re  w ere only d a rk n ess , a ll 
would be c le a r .  It is because there  is not only darkness but 
also light th a t our situation becomes inexplicable."(13)

T w o e x a m p le s  w h ich  i l l u s t r a t e  th e  em phasis  on paradox  found 

throughout B eckett's writing are  Nell's s ta tem en t in Endgam e:



"Nothing Is funnier than unhappiness, I gran t you that."(p.20)

and Winnie's in H appy Days:

"To h a \e  been always w hat I am - and so changed from what I 
was."(p.3&)

I t  has a lread y  been  m entioned  th a t affin ities w ith, and allusions to, 

philosophical works have been traced  by c ritics o f B e c k e t t 's  w ritin g . 
Som e c r i t i c s  have s t re s s e d  th e  philosophical nature o f his work and 

have concluded th a t its  value rests  on Its philosophic c o n te n t .  I t  Is 

near Impossible to  read B ecke tt criticism  without coming across views 

such as:

"B e c k e tt is a ph ilosopher, and there  is no doubt th a t he has 
m editated Bergson's lessons on the ccm lc. M echanization turns 
th e  man su b je c t,  endow ed w ith  a  m ore  or less autonomous 
consciousness, into an object and a  so rt o f autom aton,"(14)

" B e c k e t t  e v o lv e s  to w a rd s  s p a re n 3 s s  a c c o rd in g  to  th e  
Schopenhauer prescription."(15)

Ruby Cohn in  her a r t ic le  "P h ilo so p h ica l Fragm ents in the  "Cork of 

Sam uel B e c k e tt"  c i te s  s p e c if ic  ex am p le s  w hich  p h i lo s o p h ic a l  
concerns are  used and then transm uted In B eckett’s work:

"Sartre 's viscosity becomes ubiquitous mud in  H ow  i t  i s ,  and  
sco rch ed  e a r th  in H ap p y  D ays. H eidegger's Dasein becomes 
earth-craw ling through the muti in How la  is  and burial In the  
earth  in H appy Days."(16)

T h a t B e c k e tt indicates a  personal vision of life  through tne recurring 

concerns in his writing is ev ident and  n o t in question . W hat Is in 
question, and this disserta tion  argues against, is  th e  view th a t B ecke tt 

expands a philosophy, m eaning  a c o g e n t, s t ru c tu re d  m odel o f t h e  
nature  of existence, and th a t his plays are  vehicles for prom oting this 

philosophy.

T he v is io n  o f l i f e  w h ich  em erg es  from  B e c k e tt 's  p lays is th a t  

ex istence, pervaded by uncertainty, Is p u rp o se le ss  and  cu lm in a te s  in 

d e a th ,  th e  f in a l s ile n c e  of no th in g n ess . S u b te rfu g es  to  rep re ss  
recognition of th is reality , to  fill the  vacuum and dispel th e  boredom



of ex istence, cannot a llev ia te  the m ental anguish w hich r e su lts  from  

such  an a w aren ess . T he su ffe r in g  of th e  Iso la ted  and a lie n a te d  

consciousness, presented In all Its  co m p lex ity , w hich is  th e  c e n tr a l  
f o c u s  o f B e c k e t t 's  p la y s ,  is v iew ed w ith  com passion  b u t a lso , 

paradoxically, is seen as encompassing both the trag ic  and  th e  com ic  

p o ss ib ilitie s  o f being  tra p p e d  In a lu d ic ro u s  e x is te n t ia l  situ a tio n . 
However, B eckett's work cannot be said to  embody ideas expressed In 

a sustained or system atic  way. On the contrary , his them es a re  more 

in the  nature  of musical harmonies, s ta ted , replaced by o th e rs  w hich 

th e n  re su r fa c e  la te r  In th e  sam e work and in other works. In this 
way, Time, m em ory, sp a c e , God, c o m m itm e n t, love , d e c e i t ,  g u ilt ,  

lo n e lin e ss , th e  im a g in a tio n , eg o ism . Im potence, paradox, ignorance, 
absence of sy s te m , s u ffe r in g  and a sen se  of loss, a re  re p e a te d ly  
t r a c e a b le  In h is p lay s, bu t assume relevance only according to  their 

Im portance In the mind depicted, Proust's d e sc r ip tio n  of a V in teu il 
sonata cap tures the e ffe c t of B eckett's  writing:

"B ut th e  n o te s  t h e m s e lv e s  h a v e  v a n is h e d  b e f o r e  t h e s e  
s e n sa tio n s  have  deve loped  s u f f ic ie n tly  to  escape submersion 
under those which th e  following, or even  s im u ltan eo u s  no te s  
have a lre a d y  begun to  aw aken  In us. And th is  in d e fin ite  
perception would continue to  sm o th e r in i t s  m o lten  liq u id ity  
th e  m o tifs  which now and then em erge, barely discernible, to 
plunge again and disappear and drown, recognised only by th e  
p a r t ic u la r  kind of p lea su re  w hich th ey  in s ti l ,  impossible to 
describe, to  reco llec t, to  name: lneffable."(17)

L ike th e  flow ing of music, them es are  raised and submerged, present 

y e t elusive, in th e  c o n s ta n t p ro cess  o f co n sc io u sn ess  of B e c k e t t 's  

characters.

A t t e m p t s  to  e n c a p su la te  B e c k e tt 's  'm eaning* in a com m unicab le  

in terp retation  and to  a r ticu la te  th e  reason for th e  profound e ffe c t his 
plays have on an audience have been made repeatedly, providing a rich 

sto re  of handy catch-phrases. Copeland qu o te s  an exam ple  o f such  
effo rts:

"B e c k e tt  seek s an essentia! reality  described variously as 'the  
bases of Being' (Harvey) 'th e  marrow of e te rn ity ' (H asser) 'Le 
s ile n c e ' (L am ont) and 1'authentique' (Lamont). But perhaps a 
be tte r description of the  e sse n c e  ,.e a im s fo r  would be one



th a t  em p h asize s  th e  m y s te ry  and horror of what lies In the  
depths -  our gratuitousness and th e  dreadful em ptiness of self- 
c o n s c io u s n e s s .  As J e a n  O nim us w rite s  'B e c k e tt  fo c a lis e  
1 'attention sur ce qu'll bien appeler ie Terrible ou le Meant e t 
qui se sltue au cen tre  de 1'exlstence consciente." (OnimusXlS) 
(B eckett focuses  a t te n t io n  on w h a t can  w eil be c a lle d  th e  
T e r r ib l e  o r th e  Void s i tu a te d  a t  th e  c e n tr e  of consc ious 
existence.)

To a ttem p t to  fix  Beckett':; plays into i  p a tte rn  or system of meaning 

is to  miss the very quality which hti enabled them to  c r e a te  a  new 

m ode of e x p e rie n c e , th u s  refocusing a ttitu d es and altering  modes of 
being. The num ber and v a r ie ty  of id e a s , th e  m usica l sco rin g  of 

language, the  Intensity of emotion and the original visual e ffec ts  have 

allowed them  to  remain elusive beyond the a ttem p ts  of some criticism  
to classify  and transfix  them . B eckett's opening sentence in his essay 

D a n te  . . . B runo  .  V ico .  . 3 o y cc  ac ts  as a  salutary warning "The 
danger is in the  neatness of identification". (D is jec tu  p.19)

A comparison between B eckett's and Sartre 's  piays(19) reveals th e  gulf 

w hich e x is ts  be tw een  th e  p h ilo sopher whose pJays a re  intended to 
illu strate  ideas and whose aim is th u s  an In te l le c tu a l  one, and  th e  

w ork  of th e  p lay w rig h t in whose p lays id eas  a re  found . Thomas 

Bishop's introduction to  H uis C lo s  assesses S artre 's Intentions:

"Le principal e ffo rt de S artre , & travers ces ouvrages, d e s t  de 
r e d u ire  de" ra iso n n em en ts  ph ilo soph lque c o m p le x e s  a d e s  
p ro p o s itio n s  a cc -‘ss ib les  e1 de les in ca rn e r ensuite dans des 
situations simples ou se  d £ b a t te n t  des p erso n ag es fa c l le s  & 
comprendre a t  a Identifier."(20)

(S a rtre 's  m ain in te n tio n ,  th ro u g h o u t his works, is to  reduce 
complex philosophical argum ents to  accessible p ropositions and 
th e n  to  In c a rn a te  th em  in sim p le  s i tu a tio n s  w here  easily  
understood and easily In d en tlflab le  c h a ra c te r s  co n fro n t each

E sslin  c o n firm s  th e  ex is te n c e  of th a t gulf when he claims B eckett's 

superiority over S artre , not only because of B eckett's:

". . . h igher lev e l o f a r t i s t i c  en tensity  and creativeness but 
also because S artre 's  narrative prose and th e a te r  c le a r ly  b ea r 
th e  m arks of having  been  preconceived  as an Illustration of



gen e ra l c o n c e p ts  and a re  th e re fo re  d e n ie d  th e  p ro fo u n d  
im m ediate experiential valid: "  o f B eckett's writings."(21)

B e c k e tt 's  own responses  to  ph ilosophy and p h ilo s o p h e rs  a l r e a d y  

mentioned in the firs t chapter need to  be taken into account. In an 

interview  with Tom D river, he re ite ra te s  his rejection of philosophy as 
i t  concerns his work:

"When Heidegger and Sartre speak o f  a  contrast betw een being 
and ex is ten ce , th e y  m ay be r ig h t .  I d o n 't know b u t th e ir  
language is too philosophical for me. I am not a philosopher. 
One can onlv speak of what is in f ro n t  o f him , and  th a t  Is 
simply a mess."(22)

M ore s p e c if ic ,  and n arrow ing  th e  ran g e  of B e c k e t t 's  philosophical 

com m itm ent, is th e  E x is te n t ia l is t  la b e l w hich has f re q u e n tly  been  

attached  to  him. It may be as well from the ou tset to  keep in mind 
Filling's words on th is issue:

"Existentialism  is ? much abused term  covering a  m ultitude of 
sins and is frequently  used by B e c k e tt  c r i t i c s  fo r  so m eth ing  
really  fa r more complex."(p.23)

P i l l in g ,  p e r c e iv e s  B e c k e t t 's  w o rk  to  be e c l e c t i c  a n d  r ic h ly  

comprehensive, not m erely th e  application of one philosophical point of 

view. Many of the  concerns of E xisten tia list philosophy a r is e  o u t of 
th e  so c ia l issues and stresses of our tim e, as well as representing a 

reaction against the  philosophical b e lie f s  w hich p reced ed  th em . I t  
would n o t, th e r e fo re ,  be su rp ris in g  if  B e c k e t t 's  re sp o n ses  to  the" 
tensions of his tim e co rresponded  to  th e  issues  d iscussed  by th e se  

p h ilo so p h e rs  in  th e  sam e  way as h is in te r e s t  in delv ing  in to  an 

individual consciousness, was a lso  th e  d ire c tio n  ta k e n  by F reu d ian  
depth psychology and many of the  w riters of his tim e. The cautionary 

words expressed by Macquarrle support this view:

"We have to be careful not to lump together as 'existen tia list' 
any l i t e r a tu r e  th a t  happens to  show p e n e tra tio n  in to  th e  
p ro b le m s  o f  h um an  e x is te n c e  . . .  We have to  po in t to  
something more definite than just vague and possibly accidental 
r e s e m b la n c e s  be tw een  th e  u n d e rstan d in g  of man found in 
l i t e r a r y  w r i t e r s  a n d  t h a t  f o u n d  in  e x i s t e n t i a l i s t  
philosophers."##
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g en e ra l c o n c e p ts  and  a re  th e re fo re  d e n ie d  th e  p ro fo u n d  
im m ediate experiential validity of B eckett's writings."(21)

B e c k e tt 's  own resp o n ses  to  ph ilosophy and  p h ilo s o p h e rs  a l r e a d y  

mentioned in the firs t chapter need to be taken into account, in an 

interview  with Tom D river, he re ite ra te s  his rejection of philosophy as 

i t  concerns his work:

"When Heidegger and S artre  speak of a contrast between being 
and ex is ten ce , th ey  m ay be r ig h t .  I d o n 't know b u t th e ir  
language is too philosophical for me. I am not a philosopher. 
One can only speak of w hat is in f ro n t  o f him , and  th a t  is 
simply a mess."{22)

M ore sp e c if ic , and narro w in g  th e  ran g e  of B e c k e tt 's  philosophical 
com m itm ent, is th e  E x is te n t ia l is t  lab e l w hich has f re q u e n tly  been  

a ttached  to  him. I t  may be as well from the outset to keep in mind 
Filling's words on th is issue:

"Existentialism  is a much abused term  covering a m ultitude of 
sins and is frequently  used by B e c k e tt  c r i t ic s  fo r  so m eth ing  
really  fa r more complex."(p.23)

P i l l in g ,  p e r c e iv e s  B e c k e t t 's  w ork  to  be  e c l e c t i c  an d  r ic h ly  
comprehensive, not merely th e  application of one philosophical point of 

view. Many of the concerns of E xisten tia list philosophy a r is e  o u t of 
th#» so c ia l Issues and  stresses of our tim e, as well as representing a 

reaction against the  philosophical b e lie fs  w hich p reced ed  th e m . I t  
would no t, th e r e fo re ,  be su rp ris in g  if  B e c k e tt 's  responses  to  th e  

tensions o f his tim e co rresponded  to  th e  issues  d iscussed  by th e se  

p h ilo so p h e rs  in th e  sam e way as h is in te r e s t  in delv ing  in to  an 
individual consciousness, w as a lso  th e  d ire c tio n  ta k e n  by F reu d ian  

depth psychology and many of the writers o f his tim e. The cautionary 

words expressed by M acquarrie support this view:

"We have to  be carefu l not to  lump together as 'existen tia list' 
any l i t e r a tu r e  th a t  h appens to  show p e n e tra tio n  in to  th e  
p ro b le m s  o f h u m an  e x is te n c e  . . .  We have  to  po in t to  
something more defin ite  than just vague and possibly accidental 
r e s e m b la n c e s  be tw een  th e  und erstan d in g  of man found in 
l i t e r a r y  w r i t e r s  a n d  t h a t  fo u n d  in  e x i s t e n t i a l i s t  
phllosophers."(2if)



Existentialism  concentrates on problems re la te d  to  hum an e x is te n c e .  

It focuses on man and the subjective, Individual nature of perception, 

and hence th e  "I" claim s a uniqueness of being as w ell as a unique 

p la c e  and  p e r s p e c t iv e  in  th e  w orld . A lthough un iqueness and 

solitariness are stressed, existence is seen as communal, and c o n s ta n t 

interaction  in this world is fundam ental to  it. The issues of freedom , 

choice, com m itm ent, and responsibility are  stressed by Sartre  when he

"We m ean th a t  m an f i r s t  o f a ll ex is ts , encounters himself, 
surges up in th e  world -  and defines h im se lf a f te rw a rd s .  If 
m an, as th e  e x is te n t ia l i s t  see s  h im , is n o t definab le , i t  is 
because to  begin with he is nothing. He will not be anything 
until la te r, and then he will be what he makes of hlmsalf."(25)

E xistence, concrete  and particu lar, precedes essence, which is abstrac t. 

F re e  w ill, and  th u s  responsible decision, are  the means by which an 

individual can authentically  c rea te  an identity , mold him self in his own

T h a t m an y  o f  th e  th em es  o f E x is te n tia lism  a re  to  be found  in 

B eckett's  work is evldent.(26) Anxiety, guilt, a lienation, d e sp a ir ,  th e  
q u e s t fo r m ean ing , id e n tity  and death, are  threads which wind their 

way from play to play. The human and persona! focus of his work, as 

w ell as th e  re je c tio n  of a b s tra c tio n  and in tellectuaiism , are  other 

parallels between B eckett and E xisten tia list thinkers. Furtherm ore, his 
ch aracters are endowed with the com plete autonomy and responsibility 

th a t E xisten tia lism  e x te n d s  to  ind iv id u a ls . B e c k e tt 's  r e je c tio n  of 
t r a d i t i o n a l ,  r o u t in e  w ay s o f d o in g , o f h ab it " a s  an a u to m a tic  

adjustm ent of the human o rgan ism  to  th e  co n d itions of ex is te n c e "  
(P ro u s t p.9) which prevents the  awareness and action (accepted in its 

w idest sense) n ec e ssa ry  fo r e x is te n c e  to  a t ta in  c o n c re te n e s s  and 

fulness, is confirm ation of his identification with E xistentialist thought.

Like the Existentialists, B eckett believes In the value of the emotions 

as a means o f apprehension and this Is revealed by his lack of in terest 
in an inte llectual response to  his work. To Cronym, the producer of 

th e  New York p ro d u ctio n  of N o t I , who was co n cern ed  th a t  the



audience wouid be unable to  follow  the  Jines if they w ere  spoken  as 

f a s t  as had  been  s p e c if ie d , B e c k e tt 's  answer was "I am not unduly 

concerned with intelligibility . I hoped th e  p iece  would work on th e  

necessa ry  em o tio n s of th e  a u d ien ce  r a th e r  th an  a p p ea lin g  to the  
in te llect" .(27) It was the em otive power of the outpouring of w ords, 

heard in the  dark, and demanding to ta l a tten tion , which would provide 

the experience of e n te r in g  in to  th e  de ran g ed  mind of M outh, and 

enable one to  understand Its condition.

In accordance with E xisten tia list concerns, B eckett's work, suffused by 

the idea of death, is also concerned w ith evoking life, its  unhappiness 
and the distress which is endured w ithin the dimensions of tem porality . 

Change and development, however slight, are  unm istakeably present in 
the plays? a leafless t re e  grows a few  leaves, Pozzo loses his sight, 

M o u th  r e t u r n s  to  her ta le  of th e  e v e n t one April m orning  and 
Introduces a slight variation each tim e. If Time did not ex ist neither 

would d e a th , c la im ed  B e c k e tt  In P ro u s t,(p .5 6 )  although it may be 

argued the. if tim e did not ex ist, th e  e te rn a l  unchanging  co n d itio n  

would be oeath. Change, which irrevocably accom panies the  inevitable 
s u c c e s s io n  o f I n s t a n t s ,  e x i s t s  in  B e c k e t t 's  w r i t in g  w ith in  a 

consciousness which, while aw are of th e  linear pa tte rns , transcends it. 

By including the past in the form of memory and the fu tu re  th rough  
im aginative anticipation, Time, while moving in a linear progression, is 

made up of Instants which each encompass th e  t o ta l i ty  o f t im e  and 

b e c o m e  m o m e n ts  o f e t e r n i t y .  T h e  l in e a r  m o v e m e n t e x i s t s  
simultaneously with th is extratem poral q u a lity  w hich is en h an ced  by 

th e  use of linguistic and structural repetition .

However, d ifferences of emphasis and focus e x is t  b e tw een  B e c k e t t 's  
plays and E x is te n t ia l is t  w ritin g s. The f i r s t  o f th e se  lie s  in  th e  

co m p lex ity  o f B e c k e t t 's  c h a ra c te r iz a t io n ,  w hich c r e a te s  d i s t i n c t  
ind iv idua ls , and s ta n d s  in  o p p osition  to  th e  ea s ily  understood and 
Identifiable ch aracters of which Bishop speaks in Sartre 's  work.(28)



audience wouid be unable to  follow the lines if they w ere spoken  as 

f a s t  as had been  s p e c if ie d , B e c k e tt 's  answer was "I am not unduly 

concerned with Intelligibility. I hoped th e  p iece  would w ork on th e  
n e c e ssa ry  em o tio n s o f th e  a u d ien ce  r a th e r  th an  ap p ea lin g  to the 

lnteUect".(27) It was the em otive power of the  outpouring of w ords, 
heard in th e  dark, and demanding to ta l a tten tion , which would provide 

th e  experience of e n te r in g  In to  th e  d eranged  m ind of M outh, and 
enable one to  understand its  condition.

In accordance with E xisten tia list concerns, B erke tt's  work, suffused by 

the Idea of death, is also concerned with evoking life, its  unhappiness 

and the distress which is endured within the dimensions of tem porality . 
Change and development, however slight, are  unmistakeabiy present in 

th e  plays: a leafless t re e  grows a few leaves, Pozzo loses his sight, 

M o u th  r e tu r n s  to  her ta le  o f th e  ev en t one A pril m orning  and 
introduces a slight variation each tim e. If Time did not ex ist neither 

would d e a th , c la im ed  B e c k e tt  in P ro u s t,(p .5 6 >  although it may be 
argued th a t if tim e did not ex is t, th e  e te rn a l  unchanging  co n d itio n  

would be death. Change, which irrevocably accompanies th e  inevitable 
s u c c e s s io n  o f  i n s t a n t s ,  e x i s t s  ir. B e c k e t t 's  w r i t in g  w ith in  a 
consciousness which, while aware of the linear patterns, transcends it. 

By including the past in the form of memory and th e  fu tu re  th rough  

im aginative anticipation, Time, while moving in a linear progression, is 
made up of instants which each encompass th e  to ta l i ty  o f t im e  and 

b e c o m e  m o m e n ts  o f e t e r n i t y .  T h e  l in e a r  m o v e m e n t e x is t s  

simultaneously with th is extratem poral qu a lity  w hich Is en h an ced  by 

th e  use of linguistic and struc tu ra l repetition.

However, differences of emphasis and focus e x is t  b e tw een  B e c k e tt 's  
p lay s and E x is te n tia lis t  w ritin g s . The f i r s t  o f th e se  lie s  in th e  

co m p lex ity  of B e c k e tt 's  c h a ra c te r iz a t io n ,  w hich c r e a te s  d i s t i n c t  
ind iv idua ls , and s tan d s  in o p p osition  to  th e  ea s ily  understood and 
identifiable characters of which Bishop speaks in Sartre 's work.(28)



B eckett's ch aracters are  granted autonomy and re sp o n s ib ility  b u t th e  

n o tio n  of c o m m itm en t, w ith  i ts  im p lica tio n s  of Invo lvem en t and 
interaction  in th e  world and re g a rd e d  as im p o rta n t by S a r tr e  and 

Camus, is lacking in B eckett's work. The concern with uncerta in ty , as 
well as a sense of im potence, prevalent in the plays a re  n o t happily  

y o k e d  w ith  c o m m itm e n t. In W a itin g  fo r  G o d o t,  V lad im ir and 

Estragon's com m itm ent to  w ait is an aspect of the ir  in a b ility  to  a c t 

p u rp o se fu lly . The w a itin g  becom es an excuse which p ro tects them 

from having to  take  a decision, it becomes a com m itm ent by default. 

Clov's sense of mutually exclusive com m itm ents, both to  Hamm and to 
his own decision to  leave, clouds th e  issue w ith  a m b ig u ity . K rapp 's 

com m itm ent to  dedicate himself to  his work is the reverse side of his 
withdrawal from com m itm ent to  relationships and in teraction.

The idea of a godless universe which characterizes the age o f nihilism  

is not a clearly  defined issue in  B e c k e tt .  C e rta in ly , th e  ap p a re n t 

p u rp o se lessn ess  of th e  lives p re sen ted , the characters ' isolation and 
alienation, and the sense th a t Individuals bear to ta l re sp o n s ib ility  fo r 

th e  lives th ey  c re a te  fo r  th e m se lv e s , suggest an a w aren ess  of a 

s p ir i tu a l vacuum . Y e t W inn ie  la u g h s  a t  G o d 's  w e a k e r  jo k e s ,  
acknowledging his presence even if it is perceived as m alignant; Mouth 

laughs a t  the  cllch^ "God is Love," a  concept an tithetical to  her own 
l o v e l e s s  w o r ld .  B e c k e t t 's  c h a r a c t e r s  w is h fu l ly ,  c y n ic a l ly ,  

contemptuously, include th e  absent God as part o f their consciousness, 

p e rh ap s  becau se  it is a h a b it  o f thought which belongs to  th e  "old 

days" or perhaps, as E liot claim s, because  "hum an kind can n o t b ea r 

very much reality."(29) This is not so much an atheist's  world as one 
in which God has le t one down.

A no ther lab e l assigned to  B eckett is "B eckett the Absurd dram atist". 
Since B eckett is regarded as a cen tral member of this group, W aiting  

f o r  G o d o t  b e in g  s e e n  by so m e  c r i t i c s  as a  key p lay of th a t  

movement, It is necessary to  assess his association with its vision and 
techniques.



Absurd dram a proposes th a t life  has no meaning and is thus "absurd". 
I t  posits an irrational universe, without order, and re flec ts  this view in 

i ts  p lays by in tro d u c in g  u n p re d ic ta b le  e v e n t s  a n d  id e a s .  T he 
t r a d itio n a l co n v en tio n s o i  d ram a a re  je tt iso n e d : plot becomes less 

Im portant, m otivation fo r charac te rs  is reduced, there  is no need  fo r 

dev e lo p m en t or resolution, and therefore , the situation a t  the end of 

th e  p lay is  th e  sam e as i t  was a t  th e  beg inn ing . S ince  l i f e  is 

perceived as having neither purpose nor meaning, the role of language 
a s  th e  a c c e p te d  and co n v en tio n a l m e a n s  o f c o m m u n ic a t io n ,  is 

qu estio n ed  and becom es u n c e rta in  and am biguous. H ow ever, the 
sensory elem ents, th e  visual and auditory components of a p lay , such 

a s  co s tu m e , m ovem en t, s e t t in g ,  props, lighting, m ake-up and sound, 
assum e g re a te r  im p o rta n c e  in an a t te m p t  to  induce  an a f f e c t iv e  

response from an audience. The Intention is to  present a to ta l sense 

of being and thus a tru e  p ic tu re  of r e a l i ty  a s  ap p rehended  by th e  
individual.

The f u t i l i ty  of a c tio n  in such a w orld a f f e c ts  the presentation of 
character. Heroism becomes a hoiiow and irrelevant gesture and man 

is presented as victim ized by the meaninglessness of the world, a t  the 

mercy of an Incomprehensible environm ent. Any relationship be tw een  
man and his universe is negated. Because the audience of an Absurd 

play is confronted w ith  c h a ra c te r s  whose a c tio n s  and  m o tiv es  a re  

la rg e ly  incom prehensib le , identification with th e  characters is almost 
impossible; the  more mysterious their actions and  th e ir  n a tu re s , th e  
more difficu lt It becomes to  see the world from the ir point of view, 

Esslin came to  the conclusion that:

" B e c a u se  th e  T h e a te r  o f th e  A bsurd p ro je c ts  i ts  a u th o r’s 
personal w orld , i t  la ck s  o b je c tiv e ly  v a lid  c h a ra c te r s .  The 
action of Theater of the  Absurd is not intended to  tell a  story 
but to  comm unicate a  pattern  of poetic lmages."(30)

Beckett's plays convey a sense of the  fu tility  and precariousness of the 

lives of th e ir  c h a ra c te r s  who a re  all v u ln e r a b le  and  s u f f e r in g  
ind iv idua ls . H ow ever, the  incomprehensible, unfathom able quality so 

pervasive In T heater of th e  Absurd exists In B eckett because of gaps 
in th e  in fo rm a tio n  which he provides. Who is Mr Godot? What has



happened outside th e  room in E ndgam e and why are  supplies ru nn ing  

out?  What event brought the ch aracters of P la y  to  such a  situation? 
Each play brings Its questions. The unknown is presented, however, as 

an  ack n o w led g em en t of th e  l im ita tio n s  of knowledge. Irra tionality  

essential to  th e  v is ion  o f A bsurd d ram a , c e n tr a l ,  fo r e x am p le , in 
Ionesco's A m ed ee  o r How to  G e t R id  o f  I t ,  Is not a  key fea tu re  of 

B eckett's plays; Lucky's sp eech  In W a itin g  f o r  G o d o t Is d e liv e re d  

in c o h e re n tly  b u t th e  m ean ing  is c lear: for reasons unknown, and In

sp ite  of progress, man dwindles and dies.

T h ere  a re  o th e r  points of d ifference between B eckett's work and the 
general assum ptions m ade ab o u t D ram a  of th e  A bsurd . B e c k e tt 's

plays, firstly  In tim ate  a continuum of events and do not only posit a

situation. In P lay , th e  sexual triang le , which one p e rc e iv e s  to  have  

been  th e  b asis  o f th e  p re se n t s itua tion , Is divulged. K rap p 's  L a s t  

T ap e  te lls  o f a past life, Its events and a ttitu d es to w ard s i t .  I t  is 

no t tha t B eckett's  plays have no plot but tha t the  plots a re  p resen ted  
backwards; w hat Is on the stage Is th e  cu lm in a tio n  of p a s t e v e n ts .  

C o m p ared  to  tra d i t io n a l  th e a te r ,  th is  re p re se n ts  a  d if fe re n c e  in 
sta rtin g  point. Whereas th e  s truc tu re  of trad itional dram a show s th e  

past and present moving to  a  point in the  fu ture , th a t Is, from  cause 
to  e ffec t,  B eckett's plays move from the p re se n t to  th e  e v e n ts  and  

co n d itio n s w hich caused  I t ,  t h a t  Is, from e ffe c t back to  the  cause. 
This Is ieaiit evident in W aiting  fo r  G odo t, where incertitude , which 

pervades every aspec t of ex istence, c rea te s  a  hiatus betw een past and 

p resent, but i t  is clearly  evident in subsequent plays by B eckett.

Secondly, unlike th e  Absurdists, B eckett's  stage c rea te s  a  space which 
helps to  intensify th e  predicam ent of his characters. The se ts , which 

have  e le m e n ts  o f the  grotesque have an em otive function reinforcing 
visually and concretely  the con ten t o f the  play. There Is no reason to 

a ssu m e  th a t  B e c k e t t  usiss the  stage m etaphorically, to  represen t the



T hird ly , s in ce  B e c k e t t 's  d ra m a  c o n c e n t r a t e s  on  r e v e a l in g  th e  

co n sc io u sn ess  o f Ind iv iduals, th e  Jack o f c h a rac te riza tio n  found in 

Absurdist plays becomes a major point of contrast and represen ts the 

key  e le m e n t w hich excludes B eckett from the fold of Absurd drama. 
B eckett's characterization , produces detailed  and complex p o r t r a i t s  o f 
personalities and their s ta te s  of being, which allows for an em pathetic  

response to  them  and the ir predicam ent, and turns th e  dram atic  event 

In to  a f e l t  ex p e r ie n c e . B e c k e tt 's  c h a ra c te rs  differ from those of 
Absurd dram atists in two other ways as well. His charac te rs  a re  not 

m erely passive victims of their situation . They help to  c re a te  i t  and 

a re ,  th e re fo re ,  a c tiv e  and re sp o n s ib le  beings. F u r th e rm o re ,  h is  
characterization  Includes change and development. Vladimir reaches a 

m omentary perception of the tru th  of his s itua tion ; K rapp  b ecom es 

aw are  th a t  he had c a s t aw ay th e  p o ss ib ility  o f happiness and had 
mistakenly made the choice which had led to  loneliness and s te r i l i ty .  

Esslin's rem ark th a t the  T heatre of the Absurd "lacks objectively valid 
characters" can be seen , fro m  th e  c h a ra c te r  d e sc r ip tio n s  g iven  In 

C h a p te r  th re e  to  be  in a p p lica b le  to  B eck e tt» (5 i) O ne need  only 

com pare  th e  w ea lth  of d e ta i l  a c cu m u la ted  a round a B e c k e t t i a n  
c h a ra c te r  w ith , fo r exam ple, Adamov's, P ro fe sso r  T a ra n n e , for the  

gulf between B eckett and th e  Absurdists to  em erge unequivocally. All 
one manages to  glean about Professor Taranne Is th a t he Is accused of 

an ambiguous incident which he a t te m p ts  to  r e fu te ,  th e  acc u sa tio n  
itse lf e ffecting  his eventual breakdown. No personal detail Is revealed 

only a situation is presented. The effectiveness of th e  play P ro fe sso r  
T a r r a n c ,  which is tak en  here as represen tative of Absurd dram a, is 
not In question, but its evident d ifference in focus, specifically  in Its 

p re se n ta tio n  of c h a ra c te r ,  m ust q u es tio n  B eckett's  inclusion in the 

am bit of Absurd drama.

Although there  are  a number of sirrllarities between Camus' T he M yth 
o f Sisyphus and W a itin g  F o r  G o d o t,  th e se  a re  s u p e r f ic ia l .  One 

c o u ld  l i s t  I d e a s  su c h  a s :  e x p lo r in g  th e  no tion  o f su ic id e , th e  
undermining quality  of thought, hope as the  fa ta l ev asio n  of lu c id ity



and acceptance of reality , th e  unknowabiiity of an in d iv idua l and all 

e ls e , and b e lie f  th a t  tra g e d y  re s id e s  in th e  co n sc io u sn ess  of the 
protagonist. The notion of th e  worthless contribution of th inkers and 

the unintelligibility of the universe recall Lucky's speech/thought. Yet 

th e  rebellion th a t  C am us see s  e n g en d e red  by d e a th , th e  d e f ia n c e  
evoked a t  the knowledge of an absurd universe, is not within B eckett's 

param eter of response. His ch aracters, In the ir d istress which is both 

p hysica l and  m ental, persist, neither defiantly nor insistently , but for 

unexplainable reasons, continue doggedly. It Is Im portant to  note th a t 
in  sp ite  of th e  ech o es  of C am us in B e c k e tt 's  w ork, W a itin g  fo r  

G odo t was perform ed tw o  yea rs  b e fo re  th e  p u b lica tio n  of C am us' 
book. O nce again  one questions whether the ideas were not part of 

th e  sensibility of th e  tim e and thus a ffec ted  both w riters.

B e c k e tt 's  a f f in ity  with the novelists of 20th century, whose focus of 

a tten tion  had shifted from  the d e p ic tio n  of th e  e x te rn a l  w orld  and 
o v e r t  a c tio n  to  th e  exposu re  o f th e  in te rn a l lan d scap e  o f  th e ir  

ch aracters, will be discussed more fully In the next chapter. However, 
a  brief summary of the essentials of Modernism are appropriate a t this 

p o in t since  B e c k e t t 's  link  w ith  th a t  m ovem en t h a s  b e e n  s t a t e d  
explicitly . Faulkner writes?

"Only w ith th e  p lays of Sam uel B eckett and Eugene Ionesco 
followed c rea tiv e ly  by H aro ld  P in te r  did th e  d ram a ta k e  a 
form recognizably modernist."(32)

Modernism regarded traditional methods as unsuited to  render anything 

b u t o v e r-s im p lif ie d  a c c o u n ts  of experience. Their acu te  sense of a 
sh ift in sensibility caused by th e  so c io -p o lit ic a l e v e n ts  of th e  20 th  

century, and the ir  awareness of the  new thinking In the scien tific  and 
psychological fields, c rea ted  the need to  express th is  new p e rc e p tio n  
o f  e x p e r ie n c e  in  a ll  i t s  co m p lex ity . L ike th e  A b su rd is ts , th e  

presentation of a continuity of ex terio r events which leads in ev itab ly  

to  a planned conclusion was dismissed, and the consequent absence of 

rationalism led w riters to free  th em se lv es  from  p a s t c o n s tra in ts  of 

plot, chronological linearity , and portrayal of ch aracter in the accepted 

sense of th e  w ord. B e c k e tt 's  app ro ach  to  p lo t and ch ro n o lo g ica l



development was discussed earlier in th e  chapter but his affin ity  with 

M odern ist view s is c le a r ly  e v id en t in his presentation of charac te r. 

However, th e  claim  th a t Modernist w riters dissociated them selves from 
the 19th cen tury  assumption in which a  w riter assumed a shared sense 

of reality  with his readers, but th a t they , on the contrary, challenged 

their audience's whole schem e of values, can be questioned in term s of 
i ts  reference to  B eckett. One need only consider the  response of the 

San Q uen tin  co n v ic ts  to  a p e rfo rm an ce  of W aitin g  F o r  G odo t to 

re fu te  th is  c la im . The w r ite r ,  in  th is  c a se , can be seen  n o t as 
challenging his audience's values but ra ther as articu lating  them . The 

inm ates of San Quentin would not have responded so w holeheartedly to  
the  play had its schem e of values not coincided with theirs.

A further claim  on B e c k e tt ,  m ade by c r i t ic s  and  d e fe n d e rs  a lik e , 

pronounces him a Romantic.(33) This identification rests on his choice 
of a subjective viewpoint, his assertion of the  ro le  of th e  ind iv idual 

imagination, and his desire to  perceive an essence, an Ideal, not visible 
in surface appearances. His use of th e  Interior monologue, by w hich 

t h e  m ind  is r e v e a le d ,  is  th u s  seen  to  d eriv e  from  th e  w ish to  
p e n e tr a te  to  an inner r e a l i t y .  F u r th e r  s ig n s  o f a  le g a c y  of 

Romanticism in his work are  thought to  be his a ttem pts to  seek new 

ways of presenting his vision, as well as a desire th a t his a r t  should 

a f f e c t  an aud ien ce  th ro u g h  th e  em o tio n s  ra th er than the in tellect. 
Finally, the  sense of an Irrevocable loss revealed by brief intrusions of 

poetic lyricism suggest a rom antic longing not yet subdued.

As g e n e ra lit ie s ,  th e  above p o in ts , p o s i t in g  B e c k e t t 's  lin k  w ith  

Rom anticism , appear to be Irrefutable. However, some facto rs, which 

c le a r ly  d i f f e r e n t i a t e  B e c k e t t  f ro m  th e  R o m a n t ic s ,  su c h  a s ,  

R o m an tic ism 's  love  o f th e  e x o tic , a r e  o m itte d .  Furtherm ore, the  

validity of the  sta tem en t which claims th a t his choice of a subje '  •• 
viewpoint is a distinctly Rom antic t ra it ,  is m isleading, unless one adds 

th a t it pertains to  E x is ten tia lism  equa lly  w e ll. A m ore im p o rta n t 

qualification needs to  be made concerning Beckett's desire to  perceive 
an Ideal, an essence, not discernible in observable reality? B e c k e tt 's



view of the  Idea is th a t It is "ideal without being m ere ly  a b s tr a c t ,"  

the " idea1, real". (P ro u s t p.56) The inner reality  he seeks to  reveal 
is psychological and r e a l is t ic ,  and fa r  rem oved from  th e  ro m a n tic  

concept of the Idea as an abstrac t essence.

Although it may seem th a t no two thea trica l modes could be fu r th e r  

ap art, comparisons can be made between B eckett's dram a and classical 

th e a t r e .  The tw o  sh a re  a num ber of co n cern s b u t d i f f e r  a t  a 

fundam ental level.

C la ss ica l d ram a p re s e n ts  a t r a g ic  vision in which the grandeur and 
energy which dared p it itse lf a g a in s t th e  gods or a m oral o rd e r  is 

a n n ih ila te d , f r e e  w ill and choice being the root of all action In the 
conflict between man and supernatural forces. The universe of such 

d ram a rev o lv es  a round  m oral concerns, and consistency of charac te r 
and form are  perceived as the means of expressing its  intention, th a t 

of controlling or ordering a  chaotic  and frequently hostile environm ent. 

Physical m ovements which are  highly p a tte rn e d  and have  a b a lle tic  

e f f e c t  en h an ce  the ritua lis tic  quality of this drama, crea ting  thereby 
the Illusion of d irec t participation in a tim eless  w orld , and allow ing  
th e  individual to transcend the tem poral lim itations of his condition.

B eckett shares with classicism an awareness of a hostile environm ent, 
a  concern for form , consistency of characterization  and an in te rest in 

the  problem of free  will and choice.

H is con ce rn  w ith  fo rm  and i ts  function was stressed by B eckett to 

Tom Driver in the Idea th a t chaos has to  be a c c e p te d  and com e to  
te rm s  w ith , not In fo rm lessn ess  b u t in a form  th a t  needs to  be 
created.(3*) To an ever Increasing degree, the fo rm  B e c k e t t  reaches  

f o r  Is m u s ica l,  th e  physica l p a tte rn in g  of c la s s ic a l d ram a , b e s t 
exemplified by the movement of th e  ch o ru s, being  re p la c e d  by th e  

in te rw eav in g  of d ia logues, monologues, and gestures. Antiphony and 
rich variations In to n e  a re  th e  m eans by w hich an Inner sense o f 

m ovement is created .



B eckett aiso shares with classicism  a d es ire , s a t is f ie d  by th e  l a t t e r  

th rough  r i tu a l ,  to  tra n sc e n d  time.(35) As B eckett w rites in P ro u s t 

"the m ortal microcosm cannot forgive the relative im m ortality  of the 

m acrocosm . The w hisky b ears a grudge against the  decanter".(p.10) 

On the other hand, B eckett's trag ic  vision, unlike the classical with its 
so c ia l,  p o lit ic a l and co sm ic  ra m if ic a tio n s ,  is a  p erso n a l one. Its 
poignancy is derived by depicting a suffering experienced privately  by 

an individual, the intensify of feeling revealed assuming the Im portance 

bestowed by th e  universal im plications of classicism. B ecke tt's  w orld 
is m undane and b e re f t  o f p rin c ip le s , and  s ince  his ch aracters are 

iso lated , so c ia l and m oral c o n ce rn s  a re  red u ced  to  th e  S ta tu s  of 

irrelevancies.

A lthough th e  a sse ssm en t o f B e c k e tt 's  contribu tion  to  dram a varies 

widely, there  is little  doubt as to  his uniqueness and th e  great in te rest 

w hich his work has evoked . T h a t his vision is focused on distress, 

suffering and alienation may be as much th e  influence of th e  political 
and so c ia l co n d itio n s of a period, his ewareness of a pervading and 
tim eless human condition, as it may i-e an aspect of his own personal, 

dilemmas and conflicts. In concerning himself with the individual and 

his perceptions, B eckett re flec ts  one of the major trends of his tim e, 

which is psychological and individualist in orientation.
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REALISM

The p rob lem s ;.n d iscussing  rea lism  In g e n e ra l,  a s  w e ll  a s  w ith  

p a r tic u la r  reference to  B eckett, a re  numerous. Realism Is "the most 

Independent, most e las tic , m ost prodigious of c r i t i c a l  te rm s " .(1) I ts  

" ch ro n ic  in s ta b ili ty "  is in d ic a te d  by Grant when he lists twenty-six  
exam ples of qu a lify in g  w ords w hich a t ta c h  th e m s e lv e s  t o  i t  a s  

sem antic support; th e  list ranges from "critical realism" and "m ilitant 

realism" to  "plastic rea lism " and "v is ionary  re a lism " ,(2) The te rm  
e x is te d  originally  in philosophy with a meaning to ta lly  differen t from 
its  subsequent accretions. It re fe rred  to the belief in th e  r e a l i ty  of 

Ideas and w as c o n tra s te d  to  nominalism which considered Ideas only 

nam es or a b s tra c tio n s .  In 1835, w ith  Its In tro d u c tio n  in to  th e  

aesthe tic  field  when speaking of R em brandt's "human truth" as opposed 
to  th e  "poetic Idealism" of Neoclassical painting, the  term  cam e to  be 

seen as standing in opposition to  "idealism".

T he d iff ic u lty  in d efin ing  th e  t e r m ,  fo r  th e  p u rp o s e s  o f t h i s  
d is s e r ta tio n ,  Is cau sed  by the problem of ascertaining the nature of 

th e  re la tio n sh ip  b e tw een  a r t  and  li fe ,  an issue w h ich  h a s  b e e n  

c o n s ta n tly  d eb a ted  and redefined to  su it the changing perceptions of 

r e a l i ty  of su cceed in g  g e n e ra tio n s  and p a r tic u la r  c u l tu r a l  n e e d s .  
F urtherm ore, the fa c t th a t two c o n fu t in g  theories a re  proposed in an 

a ttem p t to  define rea lism  adds to  th e  d iff ic u lty  of c a p tu r in g  th e  
meaning o f this elusive term .O ) The correspondence theory of realism 
suggests th a t the work of a r t  is a sim u lacrum  of r e a l i ty ,  w hich it  

assum es ex is ts  an te rio r to  the  work of a r t .  It submits Itself to  th s 
real world w ith the intention of reflecting  i t  loyally and dutifully, h  

c a n ,  h o w ev e r, d e g e n e ra te  in to  l i te ra lism  such as is paro d ied  so 

effectively  by Dickens in H ard  T im es.W  The co h e re n c e  th e o ry , In 
c o n tr a s t ,  p roposes  th a t  realism  in a work of a r t  is achieved not by 

Imitation but by creation; the imagination, working with the m aterials 

o f life  re c o n s t i tu te s  th em  In to  a new co m b in a tio n . R eality  thus 
becomes something which is b rough t In to  being  and does n o t ex is t  
p r io r  to  a r t .  H enry  J am es  re fe rrin g  to this process, proposed tha t
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fa c t  and  tru th  w e re  a l te rn a t iv e  and  n o t synonym ous, th e  fo rm e r  

r e f e r r in g  to  e x te rn a l ,  e x is tin g  re a l i ty ,  th e  la t t e r  to  a c r e a te d ,  

im aginative one.(5) The c o r re sp o n d e n c e /c o h e re n ce  d ilem m a is an 
e p is te m o io g ic a l is su e , n o t r e s t r ic te d  to  the a rts  but found in the 

scien tific  field  inherent in th e  q u es tio n  as to  w h e th e r one c re a te s  

c o n c e p ts  o u t o f w hich sc ien ce  is made or w hether these are  there , 
hidden all the  tim e, waiting to  be discovered. A brief survey of the  

c h a n g in g  r e la tio n s h ip  be tw een  %rt and r e a l i ty  may be u sefu l in 
providing a perspective for the  ram ifications of the  notion of realism .

Mimesis, the  A ristotelian concept o i a r t ,  m aintained th a t all works of 

a r t  were a "representation," a  reproduction of an image or a dram atic 

a c tio n  in th e  lik en ess  of re a l  o b je c ts  o r ac tions. However, there 
existed a  s tr ic t  separation of g en re ; tra g e d y  and com edy each  had 

the ir  own codes and conventions, and each conformed to  the  ideas and 
behaviour a ttribu ted  to  the  social c lass which it  re f le c te d .  T ragedy  

was re se rv e d  fo r  th e  a r is to c ra c y  and  represen ted  people who were 
'superior' while comedy was used to  rep resen t th e  low er c la sse s  and 

'in f e r io r ' peop le . The co rre sp o n d en ce  o f th e  work to  th e  reality  

appropriate to  i ts  genre was deemed th e  m easu re  w hich d e te rm in e d  
whether reality  had been represented. Furtherm ore, the a r tis tic  work, 

seen only as a "representation '' o i reality , w as to  be based  on w hat 

was p o ssib le  and p ro b ab le , th e se  tw o being the means of achieving 
credibility  and thus creating  the illusion of life. Within its  prescribed 
l im its ,  m im esis sh a re s  th e  e s se n tia l  te n e t  o f th e  co rre sp o n d en ce  

theory, th a t is, th a t the work o i  a r t  im itate.- a ree J lty  w hich e x is ts  

indspendently of It.

Like the proponents of mime-is, the 18th century Neoclassical writers' 
credo was th a t A rt was an Im itation of "Nature" and they adhered to 

s t r i c t  co d es and conventions similar to  those of the Ancient Greeks. 

The word "Nature", however, represented a sp ec if ic  c o n cep t: i t  did

not re fe r to a  m ateria l, physical rea lity  but to  a rational organization 
assumed to exist In n a tu re  and so c ie ty , th e  "clock -w ork" un iverse  

designed  by God, w here everything had Its proper plaue and worked 
e f f i c i e n t l y .  N e o c la s s lc ls m  th u s  a im e d  a t  r e p r e s e n t in g  t h e



p rin c ip le  em bodied  in v is ib le  r e a i i t y  and  in  a d h e r e n c e  to  t h e  
correspondence theory, it Im itated a reality  which existed prior to  the 

work of a rt.

T h e  19 th  c e n tu r y  R o m a n t ic  m ovem en t, a re a c tio n  ag a in s t th e  
a r tif ic ia lity  and em o tio n a l a r id i ty  of 18th c e n tu ry  N eo c la ss ic ism , 
exalted the function of th e  imagination in its  role as unveller o f the 

essence which underlies visible reality . It stressed th e  validity of the 

ind iv idual a r t i s t 's  perceptions, thoughts, feelings and experiences and 

thereby acknowleged th e ir  r e a l i ty .  U nlike th e  N eo c la s s ic is ts ,  th e  
R o m an tic s , by endow ing th e  im ag in a tio n  w ith  c reative powers and 

a c c e p tin g  a  su b je c tiv e  re a i i ty ,  can be seen  to  c o n fo rm  to  th e  
coherence theory of realism . As the social and industrial changes of 
the  la te  19th century began to  be seen as a  th rea t to  the stability  of 

so c ie ty , w r ite r s  took  re fu g e  in  th e  domain of unrestrained fantasy, 

d iverg ing  In to  m elod ram a and s e n tim e n ta li ty .  I t  was t h i s  w h ich  

in itia ted  th e  19th century Realist reaction.

The 19th century European phenomenon, R ea lism ,(6) w hich found its  

m ost co m p le te  expression  in France between 1840 and 1870-80, Is a 
result o f a number of fac to rs  em anating from  econom ic , so c ia l and 
political causes, Lumley describes these:

"The political reaction from 1948, th e  r ise  of an in d u s tr ia l-  
b ou rgeo is  c iv il iz a tio n , th e  trend  away from romanticism and 
th e  natural revolt of one generation  ag a in s t i ts  f a th e r s ,  th e  
p re s tig e  of s c ie n t i f ic  P o s itiv ism , th e  collapse of traditional 
values, the  alienation of the  artist irom  society , these are the  
m ost im p o rta n t c u ltu ra l phenom a th a t  e n te re d  the lite ra ry  
movement of the period a f te r  1848."(7)

A ll a r t  Is a n  in te g ra l p a r t  o f th e  so c ia l s t ru c tu re  of Its  t im e , 

Influenced by. but also Influencing, its m ilieu . 19th century Realism, 
w h o se  I n te n t io n  w as th e  o b se rv a tio n , ana lysis and d ep ic tio n  of 

co n tem p o ra ry  life  m u st, in ev ita b ly , be m ore  in v o lv e d  w ith  th e  
co n d itio n s  o f its tim e than would a movement or tradition concerned 

with abstractions and Ideals.
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A rt, fo r  th e  R e a lis ts ,  w as to  be  " tru e  to  life "  and  a  num ber of 

c r ite ria  were established to  determ ine whether this had been achieved. 

The firs t was tha t a work had to  be objective, Im partial and based on 
a m e ticu lo u s  o b se rv a tio n  of th e  re a l w orld th u s  to  en a b le  i t  to  

represent reality  exactly  and tru thfu lly . Realism 's en d eav o u r w as to  
a c h ie v e  v e r is im ilitu d e , a fa ith fu l counterpart of reality , a tta ined  by 

restric ting  experience to  th e  phenomenon itself, neither in terpreting it 

sy m bo lica lly  nor using it  to  express a condition; tru th  and sincerity  
w e rt sought to  represent only w hat had been seen or experienced. It 

em erged Ironically, th a t although the quest for objectivity  necessitated 

th a t the  R ealist eschew moral comment in his work, his whole a ttitu d e  
to w a rd  a r t  im p lied  a m o ra l c o m m itm en t to  th e  v a lues  o f t r u th ,  

honesty and sincerity . His very re fu sa l to  Id e a liz e , o r in any way 

embellish his subject, as well as the fa c t th a t his writing was infused 
with a critical a ttitu d e  v is -a -v is  the  bou rgeo is v a lues  of th e  t im e , 
m eant th a t the  R ealist took a moral stand.

The second demand made by 19th century Realism was th a t  a r t  deal 
w ith  a c tu a l ,  co n tem p o ra ry  issues , p rob lem s or events of one's own 

tim e. "If fau t 3 tre  de son temps" proclaim ed D a u m ie r /* )  req u irin g  
furtherm ore, tha t an a r tis t  re flec t his e ra , his own h istorical moment. 

As Realism evolved the concept of contem poraneity becam e refined to 
th e  p o in t o f identifying the contem porary with the instantaneous; the 

immediacy of the  very m oment, th e  "now" becam e an essential aspect 

o f the  Realist conception of tim e, and the image of the  changing and 
unstable cam e to  be seen as c loser to  ex p e rie n c e  and  to  ev e ry  day 
r e a l i ty  th an  th e  s ta b le  and p e rm an en t. The te m p o ra l co n tinu ity  

established by th e  c la s s ic a l w orld w as re je c te d  in fav o u r of " th e  

disjointed tem poral fragm ent, a concrete  instant o f perceived tem poral 

fac t"  .(9)

The th ird  c r ite r io n  of 19th c e n tu ry  R ealism  was th a t  a r t  was to 
exhibit social consciousness; the whole of so c ie ty , n o t exc lud ing  its  

sociall” •deprived members nor its  less a ttrac tiv e  aspects, including the



pathological, was to  be available to  th e  a rtis t. Thus, by means of a 
new  range  o f su b jec t m atte r, 39th cen tury  Realism  explored a  wider 

range of e x p e r ie n c e , Included  th e  poor and  th e  m iddle  c la s s ,  th e  

humble, the com m onplace, ordinary situations and objects o f dally life, 

avoiding ready-m ade lite ra ry  and a r tis tic  subjects.

Since 19th cen tury  Realism  had as its  objective the production of what 

purports to  be an au thentic  account of experience, It presented events 

p e rfo rm ed  b e tw een  ind iv idua ls  in particu la r circum stances and thus 
p laced Individual experience In a  sp a tia i- te m p o ra i p e rsp e c tiv e . The 
tem poral process and the causal connection through tim e w ere seen as 

decisive elem ents d irecting  th e  lives of Ind iv idua ls , and  sp a c e , th e  

Inseparable co rrelate  of tim e, becam e th e  physical e n to u ra g e  for the 
depiction of life. The extension of subject m a tte r in the social rea - .i 
was accompanied by an a ttem p t »o p enetrate  the depth of the  human 

psyche , to  g ive  a co m p le te  p ic tu re  of b eh av io u r a n d  to  u n v e il  

m otivations, im portance was thus placed on the thought process of an 
individual whose iden tity  was seen to  be established through tim e and 
the memory of past thoughts and actions. No sense of causality , nor 

a  sense of the chain of events which c o n s titu te s  th e  s e lf ,  cou ld  be 

achieved w ithout memory, and individual experience was thus affirm ed 
by the use of autobiographical memory.

As mentioned earlier, th e  R ea lis t w riter drew his m ateria l from living 

sources, selecting ordinary events and th e  average human being for his 
s u b je c t s .  T h e s e ,  c o u p le d  w ith  th e  a im s  o f tru th fu ln e s s  and 

contem poraneity, necessita ted  th a t the  style of presentation be su ite d  

and  a u th e n tic  fo r th e  m ateria l and Its purposes. A ttention was thus 
focused on language which was to  be tig h tly  linked  w ith  w h a t was 
being  d esc rib ed  In o rd e r  to  re n d e r  It in a ll  i ts  co n c re te n e s s  and 

particu larity . The a ttem p t to  present not only thought but emotion . 
and even hallucinatory s ta te s , demanded th a t language becom e a  more 

refined instrum ent In defining charac te r, for the ch aracter's  ab ility  to 
ex p ress  h im se lf in w ords was a  m easu re  of his m en tal and moral 

condition, as well as his social background.



In this period, for the  first tim e, w riters began to  observe and analyze 

t h e i r  own t im e s  an d  to  d e s c r ib e  w hat th ey  saw; th e  e x is tin g , 

observable, undistorted and unembeiiished re p re se n ta tio n  o f re a l life  

m o d e lle d  on th e  s c ie n t i f ic  app ro ach  was th e ir  c o n ce rn . B ecker's  
sta tem en t th a t " the realist does not copy life . . .  he explains it and 

g ives his ex p lan a tio n  th e  a ir  of a  copy"(lO) suggests, however, tha t 
like all a r t ,  19th century Realism is selective and In te rp re ta tiv e , and 
th a t  p erhaps th e  a n a ly tic a l function  of the  R ealist w riter has been 

neglected, concentration dwelling in the  main on technicalities.

I t  may ap p ea r th a t  19th c e n tu ry  R ealism  and the C lassical Greek 

co n cep t, m im esis , a r e  s im i l a r  s in c e  b o th  a im  a t  p ro v id in g  a 
" re p re se n ta tio n "  of life  and both appear to  have affin ities with the 
co rrep o n d en ee  th e o ry . F u r th e rm o re , bo th  a re  c l e a r ly  o u t l in e d ,  

expressed in an orderly manner and ex ternalize  all th e  e lem ents. The 
tw o, however, differ on a number of issues.

19th century Realism  aimed a t producing an a r t  true to  th e 'f a c ts  of 

contem porary existence and a t giving as p erfec t an im itation of actual 

l i f e  as possib le . I ts  m ethod  was based on observation, aiming a t a 
meticulously im p a rtia l a cc o u n t, f re e d  of p a s t w ays of see ing  and 

th e re fo re ,  new and d ifferent each tim e. Since it eschewed the past 
and legend as subject m atte r, its  m ateria l gained  In s p e c if ic ity  and 
th e r e b y  an  I n t e r e s t  in th e  o u tc o m e  of ev e n ts . H ow ever, its  
determ ined c o n tem p o ran e ity  m ean t t h a t  c h a ra c te rs ,  a t t i tu d e s  and 

re la tio n sh ip s  w ere c lo se ly  co n n e c te d  w ith  c o n tem p o ra ry  historical 
circum stances; contemporary political and social conditions w ere woven 

in to  th e  ac tio n . Its a rt existed a t  a precise historical moment in a 
geographical sp a c e . In ev itab ly , p lac ing  lives and e v e n ts  w ith in  a 
h is to r ic a l co n te x t m ean t th a t  a sense of p e rsp e c tiv e , a s  w ell as 

complexity was achieved. The tw o  e le m e n ts  o f f ig u re  an d  ground 
proposed  by A uerbach (ll) as c r ite ria  for a discussion of realism , and 
d em o n s tra ted  so e f fe c t iv e ly  in a com parison  of a p a s sa g e  f ro m  

Homer's Odyssey and the Biblical story of the sacrifice  of Isaac, exists 

in 19th century R ealistic  lite ra tu re , in sp ite of the  ex ternaiizatlon of
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elem ents, by the prevalence of a  complex background a g a in s t w hich 
ind iv iduals a re  depicted and the immediacy of an ac tua l presen t seen 
to  derive from a tem poral backdrop.

In  c o n tr a s t ,  m im esis  included  as suitable for represen tation , history, 
legend and the supernatural, all of wlilch w ere presented in s con tex t 

in w hich lo c a le  and  tim e  w ere transcended. The legendary basis of 

m uch C la ss ica l G reek  w ritin g  m ean t th a t  bo th  th e  m a te r ia l  a n d  
d e p ic t io n  o f h u m a n  b e in g s  w o u ld  be  o rg a n iz e d  in  a  s im p le ,  

straightforw ard way; i ts  well-known s to r ie s  m ean t th a t  a  sen se  of 
a n tic ip a tio n  was a b se n t.  A tim e le s s  p re se n t, w ith no perspective, 
generalized the action  and depicted it on a  f la t canvas in w hich life  

was lived on a  foreground only.

The morality im plicit In 19th century R ealistc lite ra tu re  is evident in 

Its stance towards t r u th ,  i ts  c r i t ic ism  of bou rgeo is v a lues  and  its  
c r i t i q u e  o f  th e  e x is tin g  co n d itio n s In th e  d e p ic tio n  of th e  less  

a ttrac tiv e , sometimes sordid aspects of life. Its  developm ent fro m  a 
p e rio d  o l dem o cracy  and  i t s  p rom otion  of ega lita rian  social views 

indicated a  social ra th er than  a  theocentric  m o ra lity . The m o ra lity  
ev id en t in C la ss ic a l G reek  l i t e r a tu r e  was based  on th e  a c c e p te d  
supremacy of th e  gods whose existence was Intertw ined with th e  lives 

of hum ans. They determ ined the moral code which could be neither 

transgressed nor offended and was beyond c r it ic ism . L ife  th u s  was 
in fused  w ith  a  sen se  of fa ta lism  in- w hich D estin y  prescribed  the 

events and the ir results.

S ince t ra g e d y , In the Classical Greek concept of lite ra tu re , aim ed a t 
re p re se n tin g  p e rm a n e n t v a lues  and e te rn a l  Idea ls  . t  av o id ed  th e  

Introduction of mundanlty and chose as its  protagonists, kings, princes 

a n d  h e ro e s  p la c e d  in  c o n f l i c t s  o f c o s m ic  d im e n s io n s .  T h e  

commonplace, dom estic and undistinguished w ere reserved for comedy, 
seen as th e  le s se r  o f  th e  tw o  m odes. In c o n tr a s t ,  th e  d o m es tic  

rea lism  of th e  19th c e n tu ry ,  p re se n te d  o rd in ary  o b jec ts , mundane 
situ a te  is and the average human being, and included as subject m atte r 

a testing of the conventional m atte rs  o f Importance to  society by the 
raising of issues such as, the sta tus of women, m arriage and sexuality.



F u rth e rm o re , th e  tw o c o n c e p ts  d if fe re d  m ost m arked ly  In t h e i r  
a ttitude  to  language. I9th century Realism required tha t the  language 

used by th e  ch aracters to  express them selves be seen  to  be e x a c tly  
what the  speakers would use if they were to come to life  outside the 

the th ea tre  in th e  given s i tu a t io n .  I t  was a n o n -p o e tic  language  
appropriate to  th e  individual's sta tion  in life, his tem peram ent and the 

needs of th e  occasion. D ialogue was m easu red  by th e  s ta n d a rd  of 

colloquial speech. The language of C lassical Greek lite ra tu re  not only 

did not have to  correspond with w hat would be used if the ch aracters 
cam e  to  life  b u t was a lso  a p o e tic iz e d  rh e to r ic  belonging to  the 

educated yet spoken by all, irrespective of c la ss  and fu n c tio n . The 
d e s ire  o f  19th c e n tu ry  R ea lism  to  c r e a te  a world in which events 

seemed to  develop spon taneously  as a re su lt  o f th e  in te ra c t io n  of 
c h a ra c te r s  who d id n o t seem  to  be fic tional beings is fa r removed 
from th e  ritualized  use of chorus, narration and se t speeches accepted 

by the concept o f mimesis.

R ealism  in d ram a, b ecam e a d istinctive kind of th ea tre  in the la te  

19th century w ith  th e  p lay s of H enrik  Ib sen . The te n e ts  o f th is  

th ea tre , however, were provided by the theorizing of Zola who insisted 
th a t drama should be ab so lu te ly  f a ith fu l to  th e  f a c t s  o f e x is te n c e  
perm itting its own tim e to  see itself on the stage. Before discussing 
the characteristics of th is dram a, however, it is necessary to  point to  

th e  th ea tre  Itself which has inherent tendencies to  convince one of the 

re i 'l ty  of its  progeny.

A num ber of f a c to rs  c o -e x ls t  and com bine  to  c r e a te  a sen se  of 

a c tu a l i ty  in th e  th e a t r e .  This is ach iev ed  by b ring ing  to g e th e r  
e le m e n ts  of everyday life; the presence of actors, perhaps furniture 

and o b je c t s ,  an d  th e  im m e d ia c y  o f t h e  e v e n t  t a k in g  p la c e .  
F u r th e r m o r e ,  t o  be su c c e s s fu l,  a  play  m ust have a m ea su re  o f 
re le v a n c e  fo r  th e  aud ien ce ; a f u n d a m e n ta l  a c c e p ta n c e  o f th e  

p lay w rig h t's  view s or in te rp re ta t io n  of r e a li ty  is necessary, if not 
inevitable. This is so in sp ite of the  fa c t th a t th e  responsibility for



in terpretation  rests fin a lly  on th e  s p e c ta to r ,  and th a t ,  due to  th e  

co m p lex ity  which exists in the  best drama, as well as the  uniqueness 
of each  in d iv id u a l's  e x p e rie n c e  o f l i fe ,  th e re  e x i s t s  an  e n d le s s  

p o ssib ility  of d iffe r in g  in te rp re ta t io n s .  Kandinsky, in a  s ta tem en t 

re la ted  to  a r t ,  expresses support for this view:

"Inherent in the a r tis t 's  decision to  employ a  particu lar manner 
of form, composition, and so on, is an ir re v o c a b le  p o in t of 
v iew , and  thus a claim  to in terpretation , which foresta lls the 
v iew er and holds him  in tu te la g e ,  t h a t  i s ,  i t  Im p o se s  a 
p a r tic u la r  a ttitu d e  on him. For even though the work of a rt 
in question, depending on how the viewer construes i t ,  ad m its  
o f se v e ra l e x p la n a tio n s , i t  is in th e  eyes o f i ts  c rea to r a 
definite s ta tem en t."(12)

T he th e a tr e  is th e  m ost c o n c re te  fo rm  in which one can recrea te  

human situations. The audience is confronted with a representation of 
a c tio n  w itn essed  a s  i t  ta k e s  p la c e , th e  emotions of ch aracters are 
experienced directly; the ir m otives and decisions have to  be evaluated 

w ith  th e  im m e d ia c y  r e q u i r e d  in in te rp e rso n a l s itu a tio n s .  The 
successful illusion gives rise to  the  sam e responses and expectations as 

o ccu r in l i fe .  The a p p a re n t sp o n ta n e ity , th e  v isual and  auditory 

immediacy and spectator Invo lvem en t im p a rt to  i t  th e  q u a lit ie s  o f 

verisimilitude.

This issue is ‘t u  up w ith the complex process of perception and how 

we com e to  know w hat we know . K n o w led g e  o f th e  w o rld  is 
impossible w ithout the intervention of the physical senses; the  sense of 

sight dominates and determ ines the view of the outside world, and the 
sense of hearing is used to  make con tact. In the thea trica l experience 

what is p re sen ted  is m ed ia ted  by th e se  t w o  senses  and th u s , th e  
correspondence between life and the th ea trica l experience ensures tha t 

th e  perceptual field is accepted  as reaiity .

P e rc e p tio n  is r e la te d  to  th e  in te l le c tu a l  ou tlook  of a tim e and is 
c o n tro lled  by such f a c to r s  as p erso n a l need , in w hich am biguous 

in fo rm a tio n  w ill be in terpreted  to satisfy  th a t need, past experience, 
which c rea tes  th e  grid through w hich new e x p e rie n c e s  a re  f i l te r e d ,  
a c c e p te d  or r e je c te d ,  and c o n te x t.  In th e  th e a t r ic a l  f ie ld , th e



co n v en tio n s, an  e le m e n t of p a s t ex p e r ie n c e  a lr e a d y  p a r t  o f an  
a u d ie n c e 's  e x p e c ta tio n s , b u t e sse n tia lly  of c o n te x t,  in te rv e n e  to  

influence perception.

Inherent in the  process of dram a is the acceptance of conventions, the 

m eans by w hich an a u d ien ce  ag re e s  to  suspend d is b e l ie f .  In  a 
naturalist play, for exam ple, the convention requires th a t actors should 

represent people behaving, th a t is speaking and ac tin g , a s  c lo se ly  as 

p ossib le  to  th e  way th ey  would in everyday  li fe ,  m ain tain ing  the 
illu sion  th a t  as c h a ra c te r s  th ey  a re  u n aw are  o f  t h e  a u d ie n c e 's  

presence. A sense of unreality results when a convention is disturbed 

and a deviation occurs from the ta c i t  agreem ent between p lay w rig h t, 
p e rfo rm e rs  and audience. Although certa in  works have been able to 
unilaterally modify old conventions or to  in tro d u ce  new ones, m ost 

changes have taken place when th ere  has been a willingness, albeit a 

la ten t one, to  accept them .

The firs t charac te ristic  o f 19th century R ealistic th ea tre , which came 

to  be called "bourgeois realism " or "psychological realism ," was th a t it 
presented on the stage concrete  details of the actual world around its 

audience. The everyday, fam iliar, recognizable w orld was chosen  as 
the contex t which would shape a  charac te r and in which the dram atic 
situation would ensue.

The second m ajo r ch a ra c te r is tic  o f this th ea tre  was its  emphasis on 
th e  psychology of human action . The em otions and m o tiv a tio n s  of 

c h a ra c te rs  w ere examined fastidiously and the pro tective coverings of 

illusions, self deceptions and so c ia l fa c a d e s  rem oved  to  re v e a l th e  
fo u n ta in h ead s  o f b ehav iou r. The ir ra t io n a l i ty  out of which action 

flows was exposed and the mask of reason which hides the complexity, 
in co n s is ten cy  and c o n tra d ic to ry  q u a lity  of m o tives  was rem oved. 
Ibsen 's d ram a rev e a le d  th e  tra g e d y  of being  cau g h t In a  se lfish , 

h y p o c rit ic a l,  m a te r ia l is t ic  society, and concentrated not only on the 
bourgeois m ilieu  whose Inherent values were conducive to  fostering a 

p a r tic u la r  kind of t r a g ic  s i tu a tio n ,  b u t dw elt on the psychological 

e ffe c t of this m ilieu  on th e  individual.
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The th ird  c h a ra c te r i s t ic  o f 19th c e n tu ry  R e a lis tic  d r a m a  is i t s  
convention of the "missing fourth wall". This development, due to  the 

use of the  p icture fram e in the th ea trica l structures of th e  early  19th 

c e n tu ry , as w ell as a sh if t  to  e la b o ra te  r e a lis t ic  se ts , resulted In 

restric ting  actors to  a scenic a re a  behind  th e  fra m e . The m arked  

separation between actors and audiences, which had not existed earlier, 

e i th e r  b ecau se  th e  au d ien ce  p a r t ic ip a te d  in th e  a c t i o n ,  o r w as 
ad d ressed  d irectly , or because of a physical proximity betw een actors 
and audience, enhanced th e  ro le  of th e  au d ien ce  as w itn ess  o f an 

event which appeared to unfold spontaneously and distinctly in fron t of 
them . The distancing enhanced the illusion th a t the  ac to rs  w e re  th e  
c h a ra c te rs  they were portraying and the play became an event which 

the audience was a llow ed to  o b se rv e  and in w hich i t  p a r tic ip a te d  

imaginatively.

In 19th c e n tu ry  R e a l is t ic  d ram a , th e  wish to  depict a tru th fu l and 
objective rep resen ta tion  of th e  re a l world m ean t th a t  th e  ro le  of 

observation superseded the part played by conventions. The desire to 
confront reality  m eant th a t ready-m ade form ulae and p reco n cep tio n s  

were avoided and seen as aids ra th er than necessities.

All form s of realism a re  marked by a desire for verisim ilitude, and all 

perceptions as well as the a rt form which records them , are  affec ted  

by th e  personality of the a rtis t, his tim e and place. The 20th century 
perception of reality  although Inevitably Influenced by the political and 
economic events and the tech n o lo g ica l ad v an ces of th e  p e rio d , has 

been  a lte re d  in an e s se n tia l  m anner by discoveries in the fields of 
physics and psychology.

The N ew tonian  p e rcep tio n  of reality  which had dominated the world 

for two hundred years was based on an acceptance of absolutes; laws 
o f n a tu re  governed  th e  o rd e r of th e  universe, sim ilar laws, it was 

assumed, governed the social sphere. S c ien tific  re se a rc h  during  th e  

20th c e n tu ry , how ever, began to  a s c e r ta in  the impossibility of the
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existence of abso lu te  know ledge. A li In fo rm atio n  was seen  to  be 

im p e rfe c t,  a f f e c te d  by i ts  dependence  on th e  su b je c tiv ity  of the 

o b se rv e r . No d icho tom y  could  e x is t  be tw een  th e  world and th e  

observer; their interaction  was established in th a t the existence of the 
world and its  in terpretation  were dependent on th e  percelver, and this 

link  a l te r e d  th e  n a tu re  of all in fo rm ation , Bronowski explains the 
d iffe ren t view of reality  which grew out c f the new ideas in physics:

"The world is not a fixed, soiid a rray  of objects, out there , for 
it cannot be fully s e p a ra te d  from  our p e rc e p tio n  of i t .  I t  
sh ifts under our gaze, it in te rac ts  with us, and the knowledge 
th a t it yields has to  be in terpreted  by us. There is no way of 
e x c h a n g in g  in fo rm a tio n  th a t  does no t dem and an a c t  o f 
judgement."U3)

Bound up w ith  th e  n a tu re  o f hum an know ledge was th e  fac t that 
errors, em anating from a m ultitude of causes could  n o t be exc luded  

from the most careful observations. Knowledge, thus, resided within a 
s c a t te r  o f e r ro rs , th e  s c a t te r  being  a n a iy zab le  by m eans of th e  

G a u s s ia n  c u r v e . (14 ) F u rth e rm o re , enhanced  by th e  r a p id ity  of 
technological advances, th e  n o tion  of change  b ecam e an a c c e p te d ,  

inherent facto r of this perception of reality .

Newtonian absolutes w ere finally displaced by Einstein's theories. His 

Principle of R elativ ity  proposed th a t experiences a t differen t points in 
space and tim e d iffered  and hence, the perception of th e  world, rooted 

in th e  ind iv idual, d iffe red  according to  the position of the observer. 
The acceptance th a t knowledge could not be abso lu te  w as co n firm ed
by H eisenberg 's  d isco v ery  th a t  i t  was im possible to  ascerta in  with

c e r ta in ty  bo th  th e  p o sitio n  and  v e lo c ity  of su b -a to m ic  p a r t ic le s  

simultaneously. The Principle of U ncertainty was thus established and 
with It the view th a t human knowledge was personal, responsib le  and 

lim ite d . B ronow ski suggested  th a t the idea of uncertainty could he 
further refined by positing the term , th e  Principle of T o le ran ce . He 

explains:

"If an object (a fam iliar face, for example) had to be e x a c tly
the same before we recognised it, we would never recognise it
from one day to the next. We recognize the object to be the 
same because It Is much the same; it is never exactly  like it 
was, it is tolerably like."(15)

,v &il& .



The th eo rie s  put fo rw ard  by F reu d ian  dep th  psychology  w ere th e  

second im p o rta n t in flu en ce  on th e  20 th  cen tu ry  view  of re a l i ty ,  

Freud's study of the mind revealed its  com plexity beyond r a t io n a lity  

and aw aren ess , to  in c lude  know ledge ensconced in subconscious and 

unconscious regions of th e  mind. His theories on the bases of neurosis 
and th e  n a tu re  of d ream s had a profound e f f e c t  in modifying the 

perception of re a l i ty .  A lthough seek ing  to  e s ta b lish  c o n c e p ts  of 

behav iou r, his research  focused on the individual and delved into the 
individual psyche.

This change to  a p sycho log ica l focus Is evident in the work of the 

major novelists of the  20th century and It is in teresting  to  note tha t 

Beckett's plays, which, as already mentioned In Chapter two, gradually 

began to re flec t the  concerns and techniques used in his novels, have 
many a ffin ities with the issues and concerns explored by th e  novels of 
h is t im e .( l6 )  F o rs te r ,  in A s p e c ts  o f  t h e  N o v e l ,  su m s up th e  

d ire c tio n  ta k e n  by c h a ra c te r iz a tio n  and proposes the elem ent which 
separates a character from a living hum an being . C h a ra c te r s ,  he 
claims, "are real not because they are like ourselves . . . but because 

they a re  convjncing",(J7) The accep tance  of the reality  of a ch aracter 

is dependent on c ie's awareness of one's own existence which enables 
one to  appreciate, a t tim es  perhaps id en tify  w ith , and  th e re b y  be 

convinced  by th e  re v e la tio n s  of the w riter. "They (characters) are  

people whose secre t lives are  visible, we are  people whose secre t lives 
are  invisible".(18) As the novel develops in the 20th century, w riters 

become more in te re s te d  in th e  " s e c re t  lives" of th e ir  c h a ra c te rs .  
They m ove Inw ards to  pu rsue  psych ic  s ta te s ,  con cea led  emotions, 
elusive sensations, Into th e  area of consciousness and subconsciousness. 

T he c o n v e n t io n a l  n o v e l w h ich  c r e a t e d  c h a ra c te r s  by e x te rn a l 
description of physical appearance and personality was su p ersed ed  by 

a t te m p ts  to  d e p ic t  the  stream  of consciousness using th e  b.d’vldual's 

own point of view to reveal w hat was going on In his mind.

Henry Jam es in his preface to  The P o r t r a i t  o f a  L ady  describes his 

inspiration as "the charac te r and a sp e c t of a p a r tic u la r ly  engaging  
young w om an, to  which all the  elem ents of a subject, certainly of a



setting  w ere to  need to  be superadded".(19) He continues "p la c e  th e  

cen tre  o f the  subject In the  young woman's own consciousness . . . and 

you get as In te re s tin g  and as b e a u tifu l a d iff ic u lty  as you could 
w ish".(20) The In d iv idua l's  consc iousness  th u s  b ecom es th e  focus 

around which all else revolves.

J a m e s  w as n o t a lo n e  In p la c in g  hlr. c e n tr e  of in te r e s t  in th e  

p ro tag o n is t 's  m ind. C onrad  in U n d e r  V e s t e r n  E y e s  re v e a ls  th e  
conflict of his protagonist, Razumov, over vhe betrayal of Haldln In an 

interior monologue full of contradictions. Faulkner's T h e  S o u n d  and  

th e  F u ry  re jec ts  all the  preconceptions of th e  traditional novel In its  
f irs t th ree sections and places its  viewpoint firm ly in th e  consciousness 

o f  th r e e  c h a r a c t e r s .  V irg in ia  W oolf's T h e  W aves e x p lo re s  th e  
rh y th m s, th e  sh if tin g  moods and u n c e r ta in tie s  in her c h a ra c te rs ' 
consc iousness  w hile establishing the individuality of perception which 

keeps them  all separate . Jam es Joyce in P o r t r a i t  o f th e  A r t i s t  a s  

a  Young Man and In U lysses reveals his protagonists' inner world, and 
a t te m p ts  to  re p re s e n t th e  com plex  In te rp la y  of p e rc e p tio n s  and  

reflections in the manner in which they occur.

F reu d  m a in ta in ed  th a t  consc iousness  " d e f ie s  a ll  e x p la n a t io n  o r 

descrip tion"^!) its "processes are  unknowable".(22) He elaborated:

"We know tw o things concerning what we ca ll ou r p syche  or 
m en ta l l ife :  f ir s tly ,  its  bodily organ and se e r -  pi action, the 
b r a in  (o r  n e rv o u s  s y s te m ) ,  and  s e c o n d lv ,  o u r a c t s  o f 
consc iousness , which are  im m ediate da ta  and cannot be more 
fully explained by any kind of description. Everything th a t lies 
between these two term inal points Is unknown to  us, and so far 
as we a re  aw are, there  is no d irec t relation between them . If 
It existed, it would at the most afford an exact localization of 
th e  p ro cesse s  of co nsc iousness  and would g ive  us no help 
towards understanding them."(23)

He adds, however:

"N e v e rth e le s s , If anyone speaks of consciousness, we know 
im m ediately from our own most p erso n a l ex p e rien ce  w hat is 
m eant by lt."(24)



The issue of consciousness b ecam e a m ajo r con ce rn  o f psychology; 

Adier{25) m ade it  th e  c e n tre  o f p e rso n a lity ; R ogers(26) saw  this 
p rivate world of experience as capable of being known "In any genuine 

an d  co m p le te  sense"  only by th e  Individual himself; Wundt(27) who 
defined psychology as the science of consciousness, was th e  f i r s t  to  

apply  e x p e rim e n ta l procedures to  its analysis through the method of 
e x p e rim en ta l in tro sp e c tio n . This re su lte d  In co n sc io u sn ess  being 

d isse c te d  in to  m en ta l e le m e n ts , provid ing  a  detailed description of 
conscious experience in term s of such elem ents as sensa tions, im ages 
and feelings. Consciousness cam e to be seen as a process linked with 

th e  perceptions, tran sm itted  from  th e  e x te rn a l w orld by th e  sen se  

organs and th e  co n te n t o f em otions, ideas and memories, all bound 
together by th e  fu n c tio n  of sp eech . This p r iv a te  w orld  of inner 
ex p e r ie n c e  e x is ts  for the individual himself as thought often realized 

as internal speech. For an audience, whether in th e  th ea tre  or as a 

re a d e r , th e  rep re sen ta tio n  of consciousness. Intangible and unseen, is 
dependent upon language. I t  is perceived auditorily and  th u s  re ta in s  

the  experiential quality of a living experience.

William Jam es provided th e  m etap h o r w hich desc rib ed  th e  s t a t e  of 
consc iousness  and b ecam e th e  nam e of a form  in l i te ra tu re . He

"C onsc iousness , then , does not appear to itself chopped up in 
bits. Such words as 'chain1 or 'tra in ' do not describe i t  f itly  as 
it presents itse lf in th e  firs t instance. It is nothing jointed; It 
flows. A 'river' or a  'stream ' are  the  m etaphors by which it 
is most naturally described. In talking of i t  h ereafte r, le t us 
call i t  the  stream  of thought, o f consciousness, or of subjective 
life."(28)

The stream  of consciousness was • devised to  encompass all

th a t was going on in a person's, nought p ro cesse s  and th e
em o tio n a l p rocesses . It develops >6 of the growing awareness
of a person's psychological make-up and th e  p ro cesse s  invo lved . If 

done with authentic ity , irrelevancies would be Included and th ere  would
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be no sequential ordering, no chronological p a t te rn .  The s tre a m  of 
consciousness shifted the emphasis from society to an emphasis cm the 

individual, and even further, on the Ind iv idual m ind. I t  obsessive ly  
revolved around the Individual, his idiosyncracies, anomalies and biases, 

o f his view of the world. Therefore, Inaccuracies, Im balances and a 

fragm ented view w ere inevitable. The mind flashes to  allusions, harks 

back on the past in moments of recall, an ticipates th e  fu ture, darting 
backwards and forwards incessantly.

Linda Nochlin tracing the development of 19th century Realism in a rt 
claims th a t " the amalgam of qualities, structures and a t t i tu d e s  -  th e  

R ealist sty le  or the R ealist movement -  had begun to come ap art a t 

the  seams as an integral unlty".(29) W riters such as Renan, Levin, de 
Vogue to o , proposed  th e  dem ise of 19th cen tury  ReaJism offering a 

number of reasons for its decline; the disappointment in the ability  of 

sc ien ce  to  provide an objective understanding of rea lity  and the view 
of 20th century ph ilosophers th a t  r e a l i ty  Is to  a  la rg e  e x te n t  th e  
pro d u c t o f consc iousness  and language, have been given as th e  two 

main causes  fu r i ts  re jee ti.v .,. Guy de M aupassan t, fo r  exam ple , 
exp lain ing  th is  a t t i tu d e  in tv-- r s sa y  "Le Roman," stresses both the 
subjective and the illusory net,.;:--; o f re a lity ,  and re v e a ls  a f f in i t ie s  

be tw een  his v iew s and the coherence theory discussed earlier In this 
chapters

"Quel enfantiliage, d'ailieurs, de crolre a la  rea lite  puisque nous 
portons chacun ia nStre dans notre pen& e e t dans nos orgenes. 
Nos yeux , nos o reU les , n o tre  o d c ra t,  n o tre  go u t d if fe re n t  
o r ie n t au tan t de v e rW  qu'il y a d!hor,i.r=e6 su r la  t e r r e  . . . 
Chacun de nous se fa it done simpiement m e  illusion du monde 
. . .Et i'ecrivain n'a au tre  mission que de reproduiro fld&lement 
c e tte  illusion avec tous les procedes d 'a rt qu'll a ajiprls e t  dont 
il peut disposer . . .  les grands a r tis tes  sont ceux qui imposent 
a fhumaniW" Jeur illusion partlcullere."(30)

(How childish it is, anyway, to  believe in reality  when each of 
us carries his own In his mln-' and body. Our differen t eyes, 
ears, sense of sm ell, ta s te , c rea te  as many re a l i t ie s  as th e re  
are  people on earth . So every one of us simply c rea tes  his own 
illusion of the  world. And the w riter has no other task but to 
fa ith fu lly  reproduce this illusion with all the  a rt he Is m aster 
of and which will be of use to  him . The g re a t  a r t i s t s  a re  
those who force us to accept their own illusion.)

4
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Robbe-Grillet(31) proposes th e  concept of a "new realism " a  " rea lism  

of presence." Things, gestures, ch aracters, words will be characterized 

by their quality of being there , an Idea borrowed d irectly  from S artre, 
the concept of "Stre-la" or thereness. His suggestion posits a neutral 
view of existence, free  of symbolic nuances. The world he claim s, Is 

n e ith e r  m ean ing fu l nor absurd. It quite simply Is, things are  there . 
The view has Interesting im plications in I ts  a c c e p ta n c e  o f only th e  

r e a l i ty  o f w hat is senso rily  experienced, by which it ob literates the 

separation between Illusion and reality . The f ic ti t io u s  c h a ra c te r s  of 

dram a become real by their presence and a reality  of actua lity  based 
on appearances excludes a cognitive and e m o tiv e  in te rp re te d  r e a li ty  
based on meaning. Unlike the view of de Maupassant, Robbe-Griliet's 

"realism of presence"  re v e a ls  an a f f in ity  w ith  th e  co rre sp o n d en ce  
theory of realism.

In an analysis of the decline of 19th century Realism, Nochlin offers 

the view th a t "some of its  qualities were transvalued -  i.e. they begin 

to  acquire d ifferent or opposite meanings or implications to  those they 
had in the  R ealist eontext".(32) For example, the  social concern of a 

branch of the R ealist movement becomes the dominant tra it  of Soviet 
Socialist Realism, She comes to  th e  conclusion however, th a t "despite 
the split up of, and even the opposition to  Realism, it is interesting to 

see th a t even its antagonists, or those whose own originality depended 
upon opposing It la te r  in th e  c e n tu ry ,  ha rk  back  to  som e of i ts  

defining qualities in their own contex ts of rebellion".(33)

C o n tra ry  to  th e  v iew  th a t  19th c e m - x '' R ea lism  is d e fu n c t, this 

dissertation proposes th a t its  aims, to  a o i .u  an a rt which Is "true to  
life ,"  co n tem p o ra ry  and based on caivifv observation, have prevailed. 
However, the a rea  of expp. lence on which it  dwells has contracted  to 

c o n c e n tra te  on a major concern of the 19th century which has been 

h ig h ligh ted  by re se a rc h  in th e  fie ld  of d ep th  p s y c h o lo g y .  T he 
conclusion  th a t  " th e  subjective experience . . .  Is the only objective 
@xperience"{34) has led to  a desire to  reproduce as loyally as possible 

a p e rs o n a l and  u n iq u e  v is io n  o f th e  w o r ld , t o  n o te  m e n ta l

-r><. - ,



sta tes  exactly , a t th e  ex p en se  of a t te n t io n  to  e x te rn a l  and so c ia l 

con tex ts since the very existence and reality  of the la tte r  were seen 
to  be dependent on the perceptions of th e  Ind ividual consc iousness . 

The d ep ic tio n  in l i te r a tu r e  of the stream  of consciousness, with its 
continuous and random flux of thoughts, emotions and sen sa tio n s , has 

d isc lo sed  th e  a re a  o f e x p e r ie n c e  to  be explored and represented as 
more circum scribed, but also more focused than in previous lite ra tu re .
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CHAPTER 7

BECKETT IN THE CONTEXT OF REALISM

The investigation of realism in B eckett's plays is aptly introduced by a 

s ta te m e n t  m ade by 3an K o tt.  When asked  "W hat is the place of 

Bertholt B recht In your (i.e., the  Polish) theater?" K o tt re p lie d  "We 
do him when we w an t F a n ta sy . When we w an t R ea lism , we do 

W aiting fo r  G odot".(l)

I t  is, h ow ever, Tynan's com m ent on th a t play, already quoted in the 

introduction and stressing the need to  eschew  th e  co n v en tio n a l and  
e s ta b lish e d  when ap p roach ing  B e c k e t t 's  w ork, w hich r e f le c ts  th e  
exploratory spirit of the w riting which follows. T- ro te :

"It forced me to  re-exam ine the rules w, . hi" "to governed 
the drama, and having done so, to  pronou. .n not e las tic  
enough. "(2)

The proceeding chapter considered th e  ram ifications of realism both as 

a general concept and as a sp e c if ic  19th cen tu ry  m ovem en t. This 
chapter a ttem pts to  trace  Beckett's link with realism , an aspect as yet 
unacknowledged in his work. Before doing so, however, i t  is necessary 

to  exam ine  B e c k e tt 's  own sta tem ents concerning realism made in an 

early  essay on Proust w ritten  in 1937. Although the views expressed 
fo rm  p a r t  o f an analysis o f th a t w riter's a ttitu d e , i t  is evident tha t 

Beckett's views are not dissimilar.

B eckett appears to  share P rousfs  rejection of realism when he w rites 

of "the grotesque fa llacy  of re a l is t ic  a r t"  (P ro u s t  p .57) and when 
q u o t i n g  B e a u d e la i r e  " t h a t  m is e ra b le  s t a t e m e n t  o f l in e  and 
su rface ," (p .5 7 ) " th e  p e n n y -a - lin e  v u lg a r i ty  o f a l i t e r a t u r e  of 

notations".(p.57) His dismissal of realism  is however, a more complex 
Issue than is allowed for by his contemptuous expressions for:

"The li te ra tu re  th a t 'describes,' for the  realists and naturalists 
w orsh ipping  th e  o f fa l of ex p e rie n c e , p ro s tra te  b e fo re  th e  
epidermis and the sw ift epilepsy and content to transcribe the 
surface, the  facade behind which the Idea is prisoner."(p.59)



B eckett bases his re jec tion  of re a i is t ic  a r t  on th e  view  th a t  i t  is 

so le ly  co n cern ed  w ith  "recording surface,"(p.63) th a t is, the  copiabie 
and superficial. His in te re st i ix e s  on " th e  Idea" w hich he sees  as 

encapsulated in a  shell of discardable externals. However, B eckett's 
description of "the Idea" requires prob ing  fo r  h is c la im  t h a t  P ro u s t 
re jects "the concept in favour of the ldea"(p.61) suggests th a t his use 
of th e  word is d ifferent to  the commonly accepted Rom antic view of 

an abstrac t, piatonlc, distillation of the essential.

B eckett equates "the Idea" with the c o n c re te . H e exp la in s  P ro u s t 's  

ad m ira tio n  fo r  th e  frescoes of the Paduan Arena as due to  the  fa c t

" . . . th e ir  sym bolism  is handled as a reality , special, lite ra l 
and concrete, and is not mereJy the pictorial transmission o i a 
notion."(p.6Q)

He acknowledges, furtherm ore, th a t R eality  and Imagination, apparently 
irreconcilable, need to  be combined to  enable a  whole, com plete work 

to  be created:

"R e a lity , w h eth er app roached  im ag in a tiv e ly  or em pirically , 
remains a surface, herm etic. Imagination, applied -  a  p r io r i -  
to  w hat is ab se n t, is exercised in vacuo and cannot to le ra te  
the  lim its of the real."(p.56)

The ab sen ce  o f one  component would lead to an imbalance unworthy 
of a r t .  H is concern  is to  e s ta b lish  "an e s s e n t i a l  r e a l l t y " ( p .5 )  
re p re se n tin g  a paradoxical synthesis of the real and the im ag.native. 

Using the example of the recurrence of a past event in th e  form  of 

an invo lu n ta ry  m em ory in th e  p re se n t, B eck e tt d e sa lb e t the  ideal 

occurrence:

", . . th a n ks  to  th is  reduplication, the experience Is a t  once 
im aginative and em pirical, a t  once an evocation  and a d ire c t 
p e rc e p tio n , re a l w ith o u t being  m ere ly  ac tu a l, Ideal without 
being  m ere ly  a b s tr a c t ,  th e  idea l r e a l ,  th e  e s s e n t i a l  th e  
extratemporal."(p.5G)

B e c k e t t 's  c o n c e p t io n  o f " th e  Idea" is th u s , n o t o f an a b s tr a c t  

co n cep tu a l e ssen ce  b u t o f a fu sion  of th e  p o la r iz a t io n s  of th e  

In ta n g ib le  a n d  a b s tr a c t  w i th  th e  a c tu a l  and p e rce iv ed . This



encompassing to ta lity  is akin to  the co-existence and in te r re la te d n e s s  

of the  trag ic  and the comic in life itself. His rejection of realism is 

thus based on the view th a t i t  represents a lim ited ; affection of only 

th e  one com ponen t requ ired  in a work of a r t ,  th a t is, the  ex ternal. 
G iven th e  c o n ce rn s  and  ra m if ic a tio n s  of rea lism  as  d iscussed  in 
C hapter six, this is patently  a lim ited analysis.

The m etaphor used by B eckett to  explain his notion of " th e  Idea" is 
music, for:

" .  . . m u s ic  is th e  Idea  I ts e lf ,  unaw are  of th e  w orld of 
phenomenon, existing ideally outside the universe, app rehended  
not in space but in Time only."(p.71)

The validity of th is sta tem en t is questionable and Marshall M cLuhan's 

suggestion  of th e  In te rp lay  be tw een  sound and space is worthy of 
consideration, specifically in its  application to  B e c k e tt 's  l a te r  p lays. 

McLuhan explains:

"A co u stic  sp ace  is a dynam ic or harm o n ic  f ie ld . I t  exists 
while th e  music or sound persists. And the hearer is one with 
i t ,  as w ith  m usic . A co u s tic  space  is th e  sp ace  w orld of 
primeval man."(3)

S pace, c o n tra ry  to  B e c k e tt 's  v iew , th u s  com es in to  being by the 
presence of sound. It is, nevertheless, true th a t music is not concrete  
in the sense tha t it can be grasped. However, just as one would not 

question the reality  of language or the  smell of a rose, the  existence 
of music apprehended sensorily and affectively is unquestionable. That 
i t  is Intangible In no way de trac ts  from Its reality; i t  is "real without 

b e in g  m e re ly  a c tu a l" ( p .3 8 )  an d  " id e a l  w ith o u t  b e in g  m e re ly  

abstract".(p.5G) B e c k e tt ,  th u s , u ses th e  word " c o n c re te "  when he 
speaks of "the Idea" to establish the reality  of what has no substance 
and yet has existence. I t  is this evanescent reality , exemplified in his 

w ork by the depiction of consciousness and its psychological realities, 
which Is his cen tral concern.

A co n tra d ic tio n  of Beckett's Initial rejection of realism Is evident in 
his approval of the  manner in which Proust perceived art:



"(Proust sees) the  work of a r t  as neither c re a te d  nor chosen , 
bu t d isco v e red , unco v ered , excavated, pre-existing within the 
a rtis t, a law of his nature."(p.64)

T h e  w ork  o f a r t ,  t h e r e f o r e ,  a c c o rd in g  to  t h i s  s ta te m e n t ,  is 
representational, d ep ic tin g  w hat e x is ts  p rio r to  i t ,  and  is seen  to  
o p e r a te  w ith in  th e  co n fin es  of th e  c o rre sp o n d en ce  th e o ry . The 

representational nature  of Proust's method Is stressed by the following 
comment;

"By his Im pression ism  I m ean his n o n -log ica l s ta tem en t of 
phenomena in th e  o rd e r  and  e x a c titu d e  of th e ir  p e rc e p tio n  
b e fo re  th ey  have been d istorted into Intelligibility In order to 
be forced into a  chain of cause and effect."(p.66)

P ro u s t's  a r t  Is d e sc rib ed  as im itative, reproducing events exactly as 

they occurred, neither c re a tin g  nor m an ipu la ting  th em  fo r h is own

B eckett's views on realism , as expressed In th is early  essay on Proust, 

can be seen to  require evaluation, but they  n e v e rth e le s s , rem ain  an 

indication of both the complexity of his concerns and the direction his 
writing Is to  take in the  fu ture.

Few would argue th a t if "a rt is a m atte r stric tly  of experience, not of 
principles,"(4) then a co rresp o n d en ce , o r a r e f e r e n c e ,  to  th e  world 

beyond it  is a x io m a tic . In th a t  c a se , asse ssm en t of th e  a rtis tic  
creation must Involve some m atch in g  of th e  au d ien ce 's  p e rcep tio n s  

a g a in s t th o se  im p lic itly  or ex p lic it ly  su g g ested  In th e  w ork. Its 
significance or relevance will depend on what Is already known for it 

w ill need to  co h e re  a g a in s t a background of established knowledge. 

Every sp ectato r/reader Is socially and historically po sitio n ed  and w ill 
b ring to  th e  w ork a c o n te x t o f b e ile fs  and  e x p ec ta tio n s?  h is /h er 
response w ill be con d itio n ed  by th e  kind of so c ia l and h is to r ic a l 
individuals they happen to be. This correspondence between the world, 
or the audience's perception of it, and the work, Is not a measure of 

i ts  value or com petence but is a condition establishing a relationship. 

Any account of th e  realism in Beckett's work m ust th e ie fo re ,  t r a c e  
the relationship between his work and Its external contex t.



The claim  th a t B eckett belongs to  a realist trad ition  m eans th a t  his 

w ork m ust m ee t, firstly , the demands made of a work of a r t  by the 

19th cen tury  R ealist trad ition . Briefly reviewed these are;

th a t  a Work of a r t  be contem porary, true , precise and satisfy 

the need for verisimilitude;
th a t  i ts  language  be  bo th  c o n tem p o ra ry  and r e f le c t iv e  of 

content;
th a t its characterization  be concrete and specific;
th a t its  subject m atte r Include the mundane and commonplace,

if need be the sordid and the pathological;
th a t i t  exhibit social consciousness;

th a t ceusaj.-ty appear n  part o ' the structure  of existence.

B eckett's adherence to  a num ber of th e se  te n e ts  has a lread y  been  

d e m o n s tra te d  and  w ill, th e r e fo re ,  only be mentioned briefly In this 
chapter.

19th c e n tu ry  R ea lism , linked  lan guage  to  subject m atte r aiming a t 

truthfulness and c o n te m p o ra n e ity . A tten tio n  was c o n c e n tra te d  on 
c re a t in g  a fine and  m odu la ted  lin g u is tic  to o l w hich would render 

contemporary perceived re a lity  and i ts  p sychological e f f e c t  on th e  
individual in all its concreteness and particu larity . The contem porary 
and colloquial nature of the  language of Beckett's plays, by replicating 

th e  speech  of i ts  t im e ,  m ee ts  an  essential demand of 19th century 
R ealism - F u rth e rm o re , tho  ap p a re n tly  u n s tru c tu re d , spon taneous 

u tte ra n c e s  of th e  ch a ra c te rs  c rea te  the illusion th a t their speech is 

such th a t i t  would have been the same had it been spoken In similar 
c ircu m stan ces , by such a  person, outside the thea trica l contex t. The 

need fo r truthfulness and verisim ilitude Is thus met.

The earlier discussion on characterization  In the plays (Chapter three) 
provides ample evidence of the  characters concreteness and specificity. 

This was dem onstrated by the w ealth of detail which created  complex 
characters who were well-rounded, recognizable, capable of p rovoking
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a  response as ind iv iduals th e re b y  e lim in a tin g  any p o s s ib i l i ty  of 

symbolical interpreta tions. A sense of the actuality  of the  characters, 
a nd  thus o f th e  rea lism  of th e  c h a r a c t e r i z a t i o n ,  . s a t i s f ie s  th e  

'•equirements of 19th century Realism. Furtherm ore, B eckett's Interest 
in  psychology is a link w ith the 19th century "psychological realism" of 
Ibsen. Kenner recognises this when he writes:

"And P lay , finally is School of Ibsen; Incom parab ly  th e  le a s t  
"realistic" even of B eckett's plays, yet more entangled than any 
other in mundane tenslons."(5)

U nlike Ibsen 's d ram a, h ow ever, w hich portrays the interplay o f the 
individual and his restric tive  social environment, B eckett's plays differ 

in th a t  th e  l a t t e r 's  c h a ra c te r s  a re  lonely, isolated beings for whom 
society as a  monolithic presence is absent. Relationships, whether by 

their presence or the ir absence, nevertheless remain im portant, but the 
macro-sECio-economlc c o n te x t is o m itte d . I t  is th e  fo cu s on th e  
i n d iv id u a l 's  in n e r  n e e d s  and  m e n ta l  d ile m m a s ,  found in both 

playwrights, which constitutes th e  link between them.

An absence of Idealization In characterization  followed from the 19th 
c e n tu ry  r e q u i r e m e n t  t h a t  l i t e r a t u r e  o u g h t to  e x h ib i t  s o c ia l  

consc iousness , and th a t  society's socially-deprived members and their 
lens a ttra c tiv e  a sp e c ts  be a v a ila b le  a s  su b jec t m a t te r .  B e c k e tt 's  
d ep ic tio n  of Ind iv iduals as tra m p s  and derelic ts does not take into 
account delicate  sensibilities. In W a itin g  f o r  G o d o t,  V lad im ir and  

E stragon  su ffe r from bad breath, bladder complaints and smelly fee t. 
Incidents in H appy D ays are  Intended to shock g e n te e l conven tions; 

W illie blows his nose loud and long on a hankerchief which had been 
on his head and then proceeds to  replace it. In another episode, one 

learns th a t he picks his nose and ea ts  the mucus. Winnie a ttem pts  to 
rationalize her disgust by saying th a t his action is natural and is due 
to  th e  lack  of o th e r  possib le  activ ities. Willie em erges as a being 
who Includes polarized qualities; phasing  and repugnant tra its  co-exist 

a d d in g  to  a s e n se  of rea lism  and d ism issing any p o ssib ility  of 
idealization.



The requirem ent to  display social consciousness is a lso  e x p re ssed  in 

B e c k e tt 's  con ce rn  fo r th e  d is tress  of others. This is unambiguously 
sta ted  in an interview w ith Tom Driver to  whom he acknowledged tha t 

his plays dealt with distress. He e plains:

"1 le f t th e  party  as soon as possible and got into a tax i. On 
the glass p a r tit’on between me and the driver were th ree signs, 
one asked for help for the  blind, another help for orphans, and
the third for re lie f for the war refugees. One does not have
to  look for distress, ft is scream ing a t  you even in the  taxis  
o f London."(6)

A fu r th e r  t r a i t  of B eckett's drama which complies with the demands

of 19th cen tu ry  R ealism  is Its  inclu sion  of e le m e n ts  of m undane

reality , the presentation of a "slice of life".

In W aiting  fo r  G odo t, realism is enhanced by two factors; firstly  by
th e  aw areness th a t uncertainty, waiting, and the hope for change are 
prevalent in everyone's life; and secondly, by th e  re c o g n itio n  of th e  

"tied" relationship of Vladimir and Estragon, remindful o f the delicate 
b a lan ce  w hich e x is ts  in a p a re n t and  c h i ld ,  h u sb a n d  and  w ife  

c o n n e c t io n  w ith i ts  m odu la ted  and sh iftin g  o sc illa tio n s  betw een  

dominance and subservience, rep lete of warmth, compassion, generosity, 
m a lice , in d iffe re n c e  and c ruelty . P lay  rests on a  cilch^d p lot, the 

love triangle. The plot recalls Harry's advice th a t for a playwright to 
low er h im se lf to  th e  lev e l o f th e  public he needs "to  give them  a 

commonplace sort of plot -  w rite  ab o u t th ings th a t  happen  a il th e  
tim e to  the common man".(7)

In H ap p y  D ay s, rea lism  re s id es  in th e  p re se n ta tio n  of Winnie as 

belonging to  a social m ilieu , her use of o b je c ts  w hich a re  p a r t  of 

dally life , as well as ac ts  which enhance her norm ality. For example, 
her humanity is recognized in such acts as her p e rs is te n t e f fo r ts  to

read  th e  In d is tin c t p rin t on a to o th b ru sh . This episode allows an
audience to  identify with Winnie's feelint of f ru s tra tio n , p e rs is te n c e  
and triumph when she successfully deciphers the words. K rapp 's  L ast 
T ape is w ritten  In a r e a l is t  m ode; th e  s e t  is n a tu ra l is t ic  and  th e  

p e rfo rm an ce  co n d u cted  in acco rd an ce  w ith  th e  co nven tion  of the
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missing fourth wall. The a c t iv i t ie s  w h e th e r th ey  be th e  e a tin g  of 

b an an as, fum bling  fo r  keys or searching fo r tapes, are  recognizably 

mundane.

The "contact with the everyday world w ith which dram a must come to 
terms"(8) is fu rther enhanced by the autobiographical details traceable 

in th e  p lay s. The use of life  so u rc e s  ev iden t from B eckett's own 
account o f th e  o rig in s  of N o t  1, th e  p erso n a l d e ta ils  w oven In to  

K ra p p 's  L a s t  T ap e  and th e  plot o f P la y , as well as the absence of 
historical, mythological and trad itional ideas, suggest th a t  B e c k e tt  is 
oriented to representing the aetual.{9) The autobiographical component 
in B eckett's drama is, however, a complex e lem en t. I t  inc lu d es n o t 

only the use of personal detail, a part o f all a rtis tic  creativ ity , but it 
assumes too, a  them atic  function promoting the view  th a t  ind iv idual 

ex p e r ie n c e  is a ff irm e d  by the existence of autobiographical memory 

(the thought p ro cesse s  of th e  in d iv idua l consc iousness  in c lu d e  th e  
m e m o ry  o f p a s t th o u g h ts  and a c tio n s  n ec e ssa ry  fo r e s tab lish in g  
identity). Causality, and the continuity im plied by I t, is only m ade 
p ossib le  by an aw aren ess  o f a chain of events, and is dependent on 

both memory and a  sense o f s e lf .  Thus, au to b io g rap h ica l m em ory 
enables the condition of cause and e ffe c t to  be established, (P ro u s t 

p .l) B eckett's use of the  autobiographical in th e  process of experience 
reaffirm s his emphasis on the lite ra l and concrete and can be seen to 

satisfy a te n e t Inherent in 19th century Realism 's perception of life.

E xam ples w hich re v e a l B e c k e tt 's  con ce rn  w ith  th e  rela tionship of 
memory and cause and e f fe c t a r e  ab u n d an t in th e  p lays. K ra p p 's  

L a s t T ap e  is based entirely  on the reawakening and affirm ation  of the 
past by means of a tape-recorder. The isolated condition of Krapp a t  
s ix ty -n in e  is re v e a le d  as having been brought about by his constant 

withdrawal from  involvement with o thers. Cause and e ffe c t,  a process



necessitating a tim e span which links actions in the  past to  conditions 

In th e  p re se n t, is th u s  affirm ed . P lay , as already discussed, has a 
plot reconstructed in part by memory. Its d ev e lo p m en t r e s ts  on an 

und erstan d in g  of th e  e x is te n c e  of a p ast, and a torm ented present 
which Is a co nsequence  of th e  e v e n ts  and m em ory of i t .  N o t 1 

re c a l ls  and p robes past experience and emotions but com plicates the 
function of memory by entwining It with creations of the imagination. 
The past is revealed as the foundation for the present but the nature 
of memory is, however, not only presen ted  as s e le c tiv e  b u t a lso  as 

c reative, structuring a personal reality .

Thus, "the slice of life" e ffe c t achieved by the evident Id e n tif ic a tio n  
o f e le m e n ts  in th e  plays to  recognizable mundane reality , as well as 

the affirm ation of causality as the  developmental pattern  of life, are 

links betw een  B eckett's plays and th e  views of 19th century Realism. 
Its i itention to  deal with the actual and contem porary, as well as to  
o ffer a representation o f what appears to  be an authentic  account of 
tru e  experience, Is satisfied.

The m ajo r d iffe re n c e  be tw een  B eckett and 19th century Realism is 
th a t It om its to  depict the  ex ternal world from the point o f view of 
an o b je c tiv e , omnlscent author. This change cam e about as a result 

o f the new perceptions of reality  in th e  20 th  c e n tu ry . E v idence  is 
repeatedly provided to  suggest th a t changes in technology, or in social 
and economic conditions, c rea te  d ram atic changes In the world of a rt. 

However, it would also be true to  say th a t the  silent germination and 
growth of the seeds of change are  often Ignored until the  blooms are 
In c o n tro v e rtib ly  ev ident. Periods in lite ra tu re  tha t have crystallized 

around names such as Romanticism or Realism, and w hich have  been  
g ra d u a l and slow  In deve lop ing , ap p ea r as m om ents w hich stand  

ju x tap o sed , co n fro n tin g  each  o th e r  ac ro ss  a c le a r ly  d e m a r c a te d  

boundary. 19th century Realism 's area  of in terest concentrated on the 
Ind iv idual's  psycho log ica l response  to th e  e f f e c ts  of h is  s o c ie ty  
p e rce iv ed  as an tagon is tic  to  his needs. The 20th century intensified



the  atten tion  given to  th e  ind iv id u a l, delv ing  In to  his m en ta l and 
em o tio n a l l i fe .  This co n ce rn  n ece s s ita te d  th a t the viewpoint shift 

from the outward to the in n e r vision , th a t  is, to  th e  mind of th e  
p ro ta g o n is t.  The change represented not so much a d ialectical swing 

o f th e  pendulum  as a deepen ing  co n c e n tra tio n  on an  a s p e c t  o f 
existence already receiving atten tion  in the earlier period. Supported 

by th e  theories in depth psychology and further enhanced by the new 

d ev e lo p m en ts  in physics , th e  change also  in ten s if ie d  th e  a lread y  
prevalent sense of an unstable and shifting re a l i ty ,  w hich e x is te d  in 
the 19th century, to  a sense of pervasive uncertainty and ignorance in 
the 20th. These changes w ere reflected  in th e  m o d ifica tio n s  which 

occurred in the use of language. While the 20th cen tury  pursued the 
tenets established by the previous e ra ,  co n d itions p e c u lia r  to  i ts e lf  

n e c e s s ita te d  th a t to rem ain representational, its language would have 

to  change. The divergence was evident in th e  form rather than in the 
language  i ts e lf  w hich rem a in ed  con tem p o ra ry  and colloquial. The 

difference m anifested itse lf  in the use o f a m ore i lu ld ,  co n tinuous, 
unpunctuated prose, rep lete  of regressions and repetitions, which led to 

an absence of a sequential and logical progression in the  expression of 
ideas causing a more elusive form  to be evolved.

The second re q u ire m e n t th a t  has to  be m e t if  B e c k e tt  is to  be 
incJuded as pa rt of a realisv tradition is th a t his work reveal affinities 

with the perception of rea litj of the  20th century. It is in teresting  to 

no te  th a t  th e  view  th a t  an a r t i s t  m u st be of his own tim e  was 
p ro c la im ed  by 19th cen tu ry  R ea lism , and pursued  to  i t s  lo g ic a l  
conclusion, this idea implies th a t to be a realist in the  20th century, a 
w riter must differ from his predecessors.

Tc be p a r t  o f th e  20 th  cen tu ry , a work would need to  disclose the 

following concerns:

th a t  know ledge is ro o te d  in th e  individual and is, therefore ,
personal and subjective;
th a t  abso lu te  know ledge is unattainable and existence is thus
pervaded by uncertainty;
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th a t a tten tio n  shouid be concentrated on the inner being of the 
individual thereby focusing a tten tion  on consciousness and ways 

of representing it;

th a t language as a  medium of communication and as a  c rea to r 
o f meaning w arrants special atten tion .

The f i r s t  a s p e c t  o f B eckett's  writing which indicates a reflection  of 

the  20th century view of reality  is epistem ological. The in s ig h ts  on 
m an proposed  hy d ep th  psychology  and the new theories of physics 
developed  in th e  20 th  c e n tu ry  e m b o d y  a  s u b je c t iv i s t  v ie w  o f  

know ledge. Knowing was seen to require apprehension by the senses, 
and in terp reta tion  and structuring into a coherent en tity  by th e  mind.

S e le c tiv ity  o f in p u t due to  sensory functioning, em otional needs and 

m ental ap titude made it  inevitable th a t w hat is known as reality  will 

be as varied and manifold as the number of beings in existence. The 
acceptance of subjectivity  m eant th a t the individual w as seen  a s  th e  
source and origin of all meaning. The subject brought the  world into 
being in the  f ir s t  place. Furtherm ore, atten tion  on th e  inner, m ental 

life  o f th e  ex p e rien c in g  subject revealed th a t consciousness was not 
merely the passive reception of impulses from the o u te r w orld b u t a 

c re a t iv e  p ro c e ss  m aking m eaning  and s truc tu ring  reality . A move 
occurred away from  th e  world of ob jects, and th e  world as object, to  

an examination of Uie mind perceiving them , and th e  reactions evoked 
to  them , in order to  disclose th e  in f in i te  ran g e  and  com p lex ity  of 

hum an sen s ib illty .(lO ) H ap p y  D ays provides th e  most overt o f the 
many examples of this concern  in B e c k e tt .  Surrounded  by o b je c ts  

which fo rm  an  e s s e n tia l  p a r t  o f h e r  e x is te n c e ,  a t te n t io n  remains 
focused on W innie's th o u g h ts , re a c tio n s  and em otions to  th em , to  

W illie, her p a r tn e r ,  th e  two passersby, and her recollections as they 
are  revealed by her apparently unstructured cha tte r.

The acknow ledgem ent th a t knowledge was personal and subjective led 

Inev itab ly , to  th e  v iew  th a t  th e  w orld is d if fe re n t  fo r  d if fe re n t 
o b s e r v e r s .  T his id e a  is e x p re ssed  by B e c k e tt  on a num ber of



occasions. "Memory is obviously conditioned by p e rc e p tio n "  ( P r o u s t  
p.17) c la im s  B e c k e tt ,  thus link ing  bo th  th e  c o n ten t and nature  of 

memory with the perceiver. Two examples from  E n d g a m e  se rv e  to  
I l lu s tr a te  th e  ind iv idual n a tu re  o f p ercep tio n ; the f irs t is found in 

Hamm's story of th e  p a in te r /e n g ra v e r ,  who on being ta k e n  to  th e  

w indow  to  s h a re  H am m 's vision  of th e  lo ve liness  o f th e  w orld, 
withdraws, because he can only see ashes; the second is Nell's elegiac 
"Ah yesterday"(p,18) countered by Ciov'a ",hu bloody awful day, long 

ago , b e fo re  th is  bloody aw fu l d ay " .(p .32) The unique n a tu re  o f 
perception ensures the uniqueness of th e  individual's consciousness "the 
only world th a t has reality  and slgnificance'K Proust p.3) a cco rd in g  to  

B e c k e tt .  Thus, fo r  him , no ob jective reality  exists ap art from  the 
consciousness of the  individual. H arvey  fo cu ses  on th is  co n ce rn  of 

B eckett when he writes:

"If  i t  ( B e c k e t t 's  a e s th e t i c i s m )  r e je c ts  th e  m acrocosm ic  
"realities" i t  is because they are  seen as unrealities, less than 
realities, obfuscations of reality  . . .  If th e  oeuvre is a closed 
world, i t  is because the individual is a closed world."(11)

Such an epistemoiogicaJ view, based on subjectivity , can only give rise

to  a pervasive sense of uncertainty and doubt. B ronow ski ex p re sse s

such an understanding when he says:

"We lurch a f te r  exactitude, and every tim e  it  a p p ea rs  w ith in  
our grasp i t  takes another step away tow ard infinity.”(12)

Spender echoes this idea when he claims:

"The p rin c ip le  of reality  in our tim e is peculiarly difficu lt to 
grasp for th e  w estern w orld  Is less  su re  of i ts  values than  
m ost p rev ious cultures with which we are  fam iliar: relativism  
and subjectivity are  part of everyday experlence."(13)

The incertitude of all knowledge and the a ttitu d e  th a t ail one knows is 

a  m a tte r o f conjecture, a re  views explicitly s ta ted  by B eckett as well 
as found pervad ing  his work. In an interview with Shenker, B eckett

"The kind of work I do is one io which I'm not m aster of my 
m ateria l . . . I'm working w ith im p o ten ce , ig n o ran ce  . . .  I 
th ink  now adays who pays th e  s lig h te s t  a tten tion  to  his own
experience finds i t  th e  experience of a non-knower, a non-can-
er . . ."(14)



He also claim ed th a t the  word "perhaps" was th e  m ost im p o r ta n t in

his vocabu lary . The word allows, inherently, for a  lim itless range of
possibilities while equally revealing the to ta l uncertainty in which lack 
of knowledge places an individual. In P lay  the characters speculate:

"M: Perhaps they have become friends. Perhaps sorrow. . .
Perhaps sorrow has brought them  together. . .
Perhaps they m eet . . . ”(p.i7)

"W^j And you p erhaps pitying me, thinking, Poor thing, she 

needs a  rest."(p.!9)
"W it Perhaps she has taken him away to  live. . . somewhere 

in the sun."(p.l9)

T his e le m e n t of uncertainty has been present in Beckett's work since 

his ea rliest writing. In P re m ie r  A m our th e  protagonist says:

"Oe m e dem ands si to u t c e la  n 'e s t  pas de 1'invention, si en
reaiite  les choscs ne se  passerent pas tou t au trem en t, selon un
schema qu'ii me faliu  oublier".(p.22)

(I wonder if ail th is Is not made up, if in reality  things did not 
happen In a  to tally  differen t way, according to  a  plan which I 
had to  forget.)

U nam biguously c re a tin g  his n a rra tiv e , the  speaker also says "Disons 

qu'il p ieuvait, cela nous changera un p@u."(p.36) (L e t us say  It w as 
raining, i t  will c re a te  a li t t le  change.) The sta tem en t "the  unknown . 
. . is also the unknowabie"(Proust p .i)  indicates an a ttitu d e  which not 

only sets the lim its of knowledge but suggests too, th a t life  must be 
pursued within a context of ignorance.

M artin Esslin writing of the  e ffe c t of W aiting  fo r  G o d o t says:

"In W aiting  fo r  G odo t the fueling of uncertainty It produces, 
th e  ebb  and flow  of th is  u n c e rta in ty  -  from  th e  hope of 
d i s c o v e r in g  t h e  i d e n t i t y  o f  G o d o t  t o  i t i  r e p e a t e d  
disappointm ent are  them selves the  essence of the play."(l5)

And Bair states:

" B e c k e tt  h im se lf has said  th a t W aiting fo r  G odo t Is a  play 
th a t Is striving all th e  tim e to  avoid definition, and as always 
atten tion  should be given to  his words."(16)
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with uncertainty and th e  ch aracters ' awareness of the equivocal nature 
of existence:

"Vladimir: What did we do yesterday?

Estragon: Yes.
Vladimir: Why . . . Nothing is certa in  when you're about.

Estragon: In my opinion we were here.
Vladimir: You recognize the place?
Estragon: I didn 't say th a t.
Vladimir: Well?

Estragon: That makes no difference.
Vladimir: All th e  sam e . . . th a t tree  . , . th a t bog.
Estragon: You're sure I t  was this evening?
Vladimir: What?
Estragon: That we were to  wait.
Vladimir: He said Saturday. I think.

Estragon: You think.
Vladimir: I must have made a  note of it.

Estragon: But what Saturday? And Is i t  Saturday? Is Is not
rather Sunday? or Monday? or Friday?

Vladimir: It's no t possible!

Estragon: Or Thursday?"(pp. 14-15)

Vladimir:

Estragon:

W alt! . . .  I w onder If we w ou ldn 't have  b e e n  

b e t te r  o ff a lone , each  one fo r  h im self . . .  We 
weren 't made for the  sam e road.
It's  not certa in .

No, nothing Is certaln."(p.53)

Vladimir's concern with the story of the  two thieves, found In only one 

of th e  Gospels, cen tres on the dilemma of Incertitude. The question 
which confronts and perturbs him is how to  d isce rn  th e  tru th  when 

faced with contradictions.
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For the ch aracters of P lay , lack of knowledge and th e  resu ltan t sense 

of uncertainty become the cause of distress. All th ree  become bound 
on a  wheel o f speculation and, becau se  th e ir  ego ism  had  p re v e n te d  

th em  from  fo rm ing  valid  co n n ec tio n s , fo rc e s  them to speculate in 
Isolation. Total oblivion would have been preferable to  th e  uncertainty 

in which they are doomed to  ex ist. The audience of P lay , too, finds 
itse lf , like the ch aracters, in a  situation of uncertainty and ambiguity 
for i t  never discovers, and is forced to  accept, the  lack of conclusive 
knowledge. It is never known, fo r  ex am p le , w h at m o tiv a te d  M in 
abandoning  both  w om en, nor w hat subsequen tly  happened  to  him. 

When W2 speaks of " th a t poor c r e a tu re  who t r ie d  to  seduce  you, 

w hatever becam e of her, do you suppose? -  I can hear her . . . Poor 
thing,"(p.18) i t  is not Im mediately c lear th a t her in s ta b ili ty  of mind 
has led to  a  s ta te  of dissociation In which she addresses herself in the 
th ird  person. Like the characters, therefore , the audience is placed in 
a  situation of uncertainty and is forced to  speculate in order to  make 

sense of a situation.

U ncertainty caused by ambiguity is th e  facto r which leads to  N o t I's 
profound im pact. The ambiguity resides firstly  in th e  p resen tation  of 

an e lu siv e  e v en t which appears to  have triggered off the  outpourings 
o f Mouth. The audience a t  no tim e  d isco v e rs  w hat o c c u rre d  th a t  
A pril m orning, why th e  speaker was In court, nor why she adamantly 
refuses to  acknowledge herself. Tantalizing suggestions which in itia te  

sp e c u la tio n  a re  m ade b u t rem ain unresolved.(17) Secondly, although 

one accepts th a t the words one hears represent speech, th e  monologue 
c r e a te s  th e  im pression  th a t one Is witnessing a  thought process, the 
stream  of consciousness. This ambiguity suggests the presence of two 
le v e ls ,  a  s u r f a c e  s t ru c tu re  of conscious s ta te m e n ts  and  a  deep  

structure  revealing underlying subconscious needs and motives. A third 
exam ple of am b ig u ity  occu rs  in the paradoxical presentation of the 

ch aracter, Mouth. Visually im ag ined , from  her s ta te m e n ts ,  as th e  

s te r e o ty p e  o f a su b n o rm a l in d iv idua l, unresponsive , speech le ss , 

Incapable of helping herself, th e  In tellectual and emotional personality
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revealed, however, Is o f a com plex , w ilfu l, d e te rm in e d , se lf -a w a re  
be ing . This a sp e c t o f am bigu ity  Is fu rther emphasized by her own 

Ironical viewpoint of seeing herself as others see her. N evertheless, in 
sp ite  o f th e  a m b ig u ity , th e  p re se n ta tio n  o f Mouth is concrete  and 

adheres to  the  correspondence theory of realism .

A linguistic device, used extensively In the plays, and re levant within 
the contex t o f th is discussion, Is the use of questions. These a re  used 

fo r  a num ber of d iffe re n t e ffec ts ; they reg ister moods, c re a te  self- 
directed dialogues, a re  used as a  rhe to rica l d ev ice . But th e ir  m ost 

im portant function Is to  reinforce the notion of a  desire to  know and 
th e  inability to find out. They are  an im portant means of evoking a 

sense of uncertainty In the plays. Robbe-Grlilet assessing th e  modern 

novel makes a  comment on B eckett pertinen t to  this discussion:

"Even w ith  B e c k e tt ,  p len ty  of th in g s happen , bu t they  are 
a lw ays qu estio n in g  th e m se lv e s , d o u b t in g  th e m s e lv e s  and  
destroying them selves to  th e  point where the sam e phrase can 
obtain a s ta tem en t and its  Im mediate neg a tio n . In sh o r t ,  I t  
is n 't  e v e n ts  th a t  a re  la ck in g . I t  Is only th e ir  ch aracter of 
certa in ty , their tranquility  and the ir Innocence,"(18)

The second c h a ra c te r i s t ic  w hich re flec ts  Beckett's a ffin ity  with the 
20th century view of reality  Is an intensification In the probing of the 

Individual mind. Beckett's sta tem en t on th e  direction to  be taken by 
the a r tis t proclaims his In terest clearly:

"T he  on ly  f e r t i l e  r e s e a r c h  Is e x c a v a to ry , im m ersiv e , a 
contraction of th e  sp irit, a  descent. The a r tis t  is active, but 
n e g a tiv e ly , sh rink ing  fro m  the  nullity o f ex tracircum ferentlal 
phenomena, drawn In the core of th e  eddy."(Proust p. 48)

A c o n c e n tra te d . Intense a r t ,  centred on the individual, specifically in 

th e  depiction  of th e  Ind iv idual co nsc iousness , Is B e c k e tt 's  chosen 

d ire c tio n . This in te rest In delving into, and recreating , th e  workings 
of the mind, as well a s  h is con ce rn  w ith  neu ro ses , h a llu c in a tio n s , 
obsessions and g u ilt,  w hich su g g est a keen  Involvem ent In mental 
pathology, place him In the mainstream  of 20th century lite ra tu re . It
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was Proust's and Jam es' In v es tig a tio n  of a re a s  of th e  mind a s  y e t 

unexamined which an tic ipated  this direction towards the dark areas of 
psychology.

Furtherm ore, B eckett's characterization  is presented, specifically In the 

la te r plays, by a  technique which is unique to  the  20th century and is 
associated with Modernist w riters. The "stream  of consciousness," the 

term  used to  describe an Internal m ental process, b ecam e  a l i te r a ry  
fo rm  w hich a t te m p te d  to  re e n a c t  sp e e c h /th o u g h t and rev ea l th e  

complex Interplay of in te llec t and emotion, as well as th e  presence of 
su b co n sc io u s and unconscious c u r re n ts  o f know ledge and fee lin g . 

Virginia Woolf ex p ressed  th e  need  fo r  a  new fo rm  to  em body th e  
change  in th e  modern apprehension of the world and human relations 
In I t .  The new fo rm  was to  r e f le c t  th e  g re a te r  In te re s t  in th e  
p sy ch o lo g ica l landscape and the tex tu re  of consciousness in asserting 

th e  mind's activity  in perceiving the world. She proclaimed:

"L et us re c o rd  th e  a to m s a s  they fa ll upon the mind In the 
order in which they fa ll, l e t  us t r a c e  th e  p a t te r n ,  how ever 
disconnected and incoherent in appearance, which each sight or 
Incident scores upon th e  consciousness."(19)

Virginia Woolf was not alone in reflecting  th is awareness of a changed 

perception and the need fo r a new form . Jam es, Faulkner, Joyce and 
Conrad, as already mentioned in C hapter six, are  amongst some of the 

w riters who reflected  the change In sensibility  In bo th  th e ir  su b je c t 
m a tte r  and fo rm . C hern lshevsky  a s s e r ts  a h um an ist focus, which 

em braces psychological concerns, to  all a r t  when he writes:

"The f irs t end and most im portant fea tu re  of all works of a rt 
Is . . .  the  reproduction of things th a t occur in re a l l ife  and 
are  of In terest to  man. By rea l life, of course, we understand 
not only m an 's re la tio n  to  th e  o b je c t and c r e a tu re  of th e  
objective world but also man's Inner life ."(20)

T he e x p re s s io n  o f  i n t e r n a l  s t a t e s  is  n o t new  to  l i t e r a t u r e .  
S hak esp ea re 's  soliloquies depicted the s ta te  of mind of his characters 

but their aim  was to  inform an audience of the c h a ra c te r 's  th o u g h ts  
a n d  em o tio n s p e rce iv ed  as c o h e re n t, o rd e red  and r a tio n a l.  The 

m odernist intention how ever, was to  r e c re a te  th e  In te rn a l p rocess
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of the mind which was seen as random, fragm ented and easily diverted 

by the m ultitude of stim uli which impinge upon i t .  N o t I , T h a t t im e ,  

P lay  and even earlier plays such as, H appy D ays and K ra p p 's  L a s t  
T a p e  show c le a r ly  th e  congruen  e of con ce rn  nd fo rm  betw een  

Beckett and modernist w riters.

To un d e rstan d  the modem mind one ,eeds to understand the medium 

in which this mind ex ists, and, inevitably, language and th e  nature  of 
d isco u rse  becom e a major concern. The changes in a ttitu d e  towards 
language In the 20th century have already been d iscussed  In C h a p te r  

fo u r  and  B e c k e t t 's  w ritin g  has been  shown to  d e p ic t e f f e c t iv e  
communication. In the early  plays, individuals responded and c le a r ly  

I n t e r a c t e d  w ith  each  o th e r  in language  th a t  was co n tem p o ra ry , 
colloquial and appropriate. The language of th e  In tro sp e c tiv e  p lays 
re p re se n ts  c o n c re te ly  and  l i te r a l ly  th e  th o u g h ts  and  em o tio n s of 
Individuals in the process of consciousness. Beckett's use of language, 

m undane and  recognizably of our lives, furtherm ore acknowledges the 
c re a t iv e  fu n c tio n  of lan guage  in th e  m aking  of m ean in g  a n d  in 

c o n s tru c tin g  a  su b je c tiv e  r e a l i ty .  C h a ra c te rs ,  such  a s  H am m  in 
E ndgam e, consciously fab rica te  s to rie s , In te rtw in in g  th e ir  liv e s  and 

their needs to  c rea te  a  reality  which they find acceptab le . Mouth In 
N o t I , re turns repeatedly to  her narrative Introducing new details and 

discarding unacceptable Item s in an a ttem p t to  c rea te  and s truc tu re  a 
new reality . B eckett's language is seen to  conform to  the demands of 
b o th  19th and 20th c e n tu ry  re a lism s  th ereb y  suggesting th a t there  

exists in essence a  continuity of linguistic e x p e c ta tio n s  b e tw een  th e  
tw o  e ra s . Both seek  to  be re p re se n ta tio n a l of actual speech, the  

fo rm er of e x te rn a liz e d  language  and th e  l a t t e r  o f  i n t e r n a l i z e d  
language. The development of B eckett's dram a reveals his Inclination 
f irs t to  th e  form er and then to  th e  la tte r.

Two elem ents which form the dimensions of existence, tim e and space, 
have already been m entioned in a  discussion of the plays. They need 
how ever, to  be p laced  w ith in  the context of 19th and 20th century 

realisms which have been the points of reference of th is chapter.
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The changes which took place in the  presentation of tim e and space in 
the 20th century did so because of the concentrated a tten tio n  given to  

the  individual and his psychology . To be a p p ro p r ia te  fo r  th e  new  

c o n tra c te d  fo cu s in su b jec t m a t te r ,  th e  u se of th e  socio-political 
environment, the  ex tended  p re se n ta tio n  of tim e  and  sp ace  lln 19th 
c e n tu ry  R e a l is t ic  w ritin g , had  to  be discarded. The change In the 

presentation of charac te r thus cam e to  a f fe c t the  perception of bo th  
tim e  and p lace ; t im e  was always now, the presen t of consciousness, 

and place was located  in the mind. The earlier discussion in Chapter 
th r e e  re je c te d  th e  view  th a t  B e c k e tt 's  ch a ra c te rs  w ere symbolical 
re p re s e n ta tio n s  a n d  i t  fo llo w s  t h a t  a n y  a b s t r a c t  a n d  c o s m ic  

im p lica tio n s  of tim e and space, os well as their analysis as issues of 
se p a ra te  a n d  in t r i n s i c  v a lu e  in  t h e m s e lv e s ,  a r e  r e g a r d e d  a s  

Inco m p a tib le  w ith  a  r e a l i s t ic  p re se n ta tio n  of charac te r. Time and 
space a re  seen, therefo re , as controlled by the requirem ents of subject 
m atte r and as having thus a  specific function in each play.

I t  Is in te re s tin g  to  n o te  th a t  th e  com p lex ity  and  th e  p a rad o x ica l 

qu a lity  In h e ren t In B e c k e tt 's  w ork reveal Its affin ity  w ith both the 
correspondence and the coherence th e o rie s  of rea lism  m en tio n ed  in 

C h a p te r  six . H is plays adhere to  th e  earrespondecze theory In tha t 
they portray a rea lity  which ex ists a a p a m a ly  and prior to  them , their 
Intention being to  Im itate  the  workings n$ the mind and to  reproduce 

tha t personal and unique v ls io  of th e  i r a r ld .  Y e t in th e  m inds he 
d e p ic ts ,  th e  ro le  of th e  in d iv idua l p a g in a t io n  In c rea tin g  Its own 
perception of reality  is acknowledged, a d  thus th e  c o h e re n c e  th e o ry  

of realism becomes an integral part o f th e  plays.
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CONCLUSION

It is in th e  nature  of all a r t  form s th a t the individual p e rc e p tio n  of 
an  a r t i s t  is  f i l te r e d  by th e  ind iv idual p e rcep tio n s  of his audience 

during the process of Assimilation and in terpretation . That th e re  a re  
responses which hinge on religious, linguistic, musical and philosophical 
a sp e c ts  o f B e c k e tt 's  p lays should , th e r e fo re ,  n o t be s u rp r i s in g .  
However, had the plays been rep lete  with the philosophy, the universal 

s ta tem en ts and symbolical characterization  w ith  w hich c r it ic ism  has 

always concerned itself, the  response to  B eckett would not have been 
as em otionally charged as it has been(l). Such a response can only be 
a ffe c t iv e ly  based. Without underestim ating th e  affective qualities of 

the visual use of light and dark, th e  som etim es startling  se ts  and the 
m usical ten d en cy  of th e  lan g u ag e ,(2) such  an in te n se  response is 
ultim ately dependent on an em pathic or sym pathetic understand ing  of 
th e  w ork. This n e c e s s ita te s  th e  ex istence of a  common ground of 
e x p e rie n c e  and p e rcep tio n  of l ife  be tw een  th e  au d ien ce  and  th e  

playwright. For this reason, rea lity , the concept of realism in all Its 

ram ifications, and the concrete essen ce  of th e  p lay s, to  bo rrow  an 
id e a  f ro m  B e c k e t t ,  b e c a m e  th e  fo c u s  of e x p lo ra tio n  fo r  th is  

d issertation.(3)

T h e re  a r e  c r i t ic a l  in tim ations, although no sustained study had been 
undertaken, to  suggest th a t a re a l is t ic  basis to  B e c k e tt 's  p lays has 

been recognised. Nightingale comes to  the conclusion:

“L a te  B eckett may be austere but he  is not abstrac t. You can 
p iece  to g e th e r  a  l ife -h is to ry , or a t  least a  case study, from 
the hints he strongly feeds us."(4)

Cohn maintains:

"E ach  of B e c k e tt 's  p lays is b est p layed  l i t e r a l ly .  Beckett 
conceives his plays concretely, even when th e  c o n c re te  is  no 
heavier than a  breath."(5)

A ffinities between B eckett's work and the lite ra tu re  of various periods, 
such as Classicism, Rom anticism , and Modernism, have been discussed  
thus suggesting th a t his writing is ec lectic  and capable of transcending 

the lim itations of a particu lar tim e .(6 ) The m ost p e rs is te n t lab e l,



th a t  o f A bsurd d ra m a tis t ,  a p p ea rs  in th e  lig h t o f th e  p re v io u s  
d is c u s s io n  to  be  n o t o n ly  c o n f in in g  and  r e d u c t iv e  b u t a lso  

inappropriate. C h a p te rs  th r e e  and fou r concerned  w ith B e c k e tt 's  
ch a ra c te r iz a tio n  mid language, and C hapter five which deals with the 

in terpretations of Beckett's p lays in d ic a te d  th e  f a c t  th a t  th e  basic  
assumptions of Absurdism are  not present in Beckett's work.

Absurdism is a sym bo lica l fo rm . The e le m e n ts  of i ts  d ram a are  

s u r f a c e  ou tlin e s  w hich converge  to  c r e a te  an im age  focused  on 

expressing an an g st. It lacks the probing and the detail necessary to 
represent the  complexity of the individual and his/her response to  the 
context of existence. Its aims are  circum scribed and its  achievem ents, 

therefore , lim ited /?)

C ontrary to drama of the Absurd, Beckett's plays, as was revealed in 
th e  earlier discussions, contain c h a ra c te rs  w hich a re  psycho log ically  

complex beings with d istinct personalities; the plays have a plot; cause 
and e f f e c t  a re  im p lied , th u s  in d ica tin g  a continuum  in tim e  and 
negating the im agistic form of Absurd drama; the language is neither 

an invalid medium of communication nor Irrelevant. I t  is co llo q u ia l, 
consists o f speech acts, and thus is a means of in teraction, reproduces, 
and thereby discloses, the movement of consciousness. F u rth e rm o re , 
th e  un iverse  of B e c k e tt 's  p lays is not irrational; i t  is unknown and 

therefore , uncertain. His plays, b a lan ced  by paradox , use a t ra g ic  
c anvas but th e  picture includes comic brushstrokes, and this blend of 
th e  t r a g ic  and th e  lud ic ro u s evokes a sen se  of c o m p a ss io n  an d  
ac c e p ta n c e  absent in Absurd drama. Given these differences, to  call 

B eckett an Absurd dram atist appears a misnoma.(8) A d issa tisfac tio n  
w ith this label is expressed by M ercier who cites Racine and Sartre as 
models for B eckett in order to  disclaim th e  Absurdist label:

"In retrospect, it is easy to  see why the absurdist label was so 
mistakenly pinned to W aiting fo r  G odo t and then , inev itab ly , 
to the plays th a t followed. One of the chief reasons for this 
m isunderstanding  w as, p a rad o x ica lly , B e c k e tt 's  adop tion  or 
a d a p ta tio n  of n eo -c la s s ic a l form . The French drama critics 
were looking for a linear structu re  in Godot; confronted instead 
w ith  a c irc u la r  one, th ey  a lm o st unanim ously decided tha t 
there  was no s tructure  a t  all. Accustomed on th e  w hole, to
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p r a is e  p la y s  th a t  w ere crow ded w ith  a c tio n , th ey  fo rg o t 
R ac in e 's  adm irab le  ph rase  abou t m aking som eth ing  o u t of 
no th ing ; th ey  m ust even  have forgotten S artre 's m asterpiece, 
H u is  C lo s  (No E x it ) ,  in w hich once th e  th r e e  p r in c ip a l  
characters have arrived on stage, nobody comes and nobody is 
allowed to  go."(9)

B eckett's main contribution and originality to the  thea tre  has been his 
ability to render the  movement of th e  individual consc iousness  as a 
d ra m a tic  ex p e rien ce ; th a t  is, to c rea te  a presence out of what had 
been the evanescent m aterial of thoughts and fee lin g s . His concern  

w ith th e  p re se n ta tio n  o f em o tio n a l s ta te s  and n eu ro tic  reac tions 

suggests th a t  h is In c lin a tio n s  a re  tow ards psychology  ra th e r  than  
philosophy, and th e  sp e c if ic  ra th e r  th an  th e  a b s tr a c t .  A lthough 

B eckett adheres to  the ten e ts  of 19th century Realism, his expression 
o f th e  sense o f u n c e r ta in ty  w hich u nderlies  ev e ry  a sp e c t o f th e  
in te l le c tu a l  and em o tio n a l life  of th is  cen tu ry  in d ic a te s  th a t  he 
re flec ts  the dominant perception of the  reality  of his tim e. That his 
work is rooted in a realist trad ition  has been th e  conclusion  o f th is  
research.
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ENDNOTES

1. These Issues a re  discussed in C hapters 1, 2, 3 and  5 w hich d ea l 
re sp e c tiv e ly  w ith  the in tellectual background to B eckett’s works, 

th e  p lays th em se iv es, th e  c h a ra c te r iz a t io n  and  th e  v a r io u s  
in terpretations o i Beckett's works.

2. See C hapter 2, Chapter 4 pp. 70-72, Chapter 5 pp. 87-88 and  p. 

102, endnote 13.

3. See C h a p te r  6 , th e  d iscussion  on rea lism  and C h a p te r  7 , the 
connection between realism and B eckett's work.

4. Nightingale, B. New S ta te sm a n , 28 May 1976, 723. In:
G raver, L. and Federm an, R. eds. Sam uel B e c k e tt  -  T he
C r i t ic a l  H e rita g e , p. 347.

5. Cohn, R. B ack  to  B e c k e tt .  Princeton: Princeton University
Press, 1973, p. 218.

6. See Chapter 5 "Interpretations of B eckett's Plays".

7. Essiin, M. T h e  T h e a tre  o f th e  A bsurd . Harmondsworthi
Penguin Books, 1968.

Essiin Isolated and described a  group of plays and playwrights who 
did not conform with the estab lished  conven tions o f  th e  "w ell-  
m ade" play and identified the Drama of the Absurd, pp. 19-28. 

W aiting  fo r G o d o t was reg a rd ed  a s  th e  sem inal p lay  of th is  
tradition.

&. C h ap te r 5 pp . 93-97 compare B eckett's  work with Absurd drama
and suggest differences w hich should exc lude  him  from  such  a

classification.

9. Mercier, V. B e c k e t t /B e c k e t t .  New York: Oxford University

Press, 1977, p. 86.
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APPENDIX

A CHRONOLOGICAL PERSPECTIVE OF BECKETTS WORK

1929

D an te  . . . B runo .  V ico . . 3oyce (criticism)
A ssum ption , (short story)

W horoscope, (poetry)

1930

F o r F u tu re  R e fe re n c e , (poetry)
A nna L lv ia  P lu ra b e lle  (tex t by 3oyce, translated Into French)

1931

P ro u s t (criticism)

Four poems (poetry)

A lba (poetry)
L e  Kid (play)

1932

S edendo e t  Q u iescendo (prose extract)
T ex t (prose extract)

D a n te  and  th e  L o b s te r (short story)
D ream  o f F a ir  to  M iddling W omen (novel-unfinished)

193*

R e c e n t Irish  P o e try , (article)

A C a se  in a  Thousand  (short story)
M ore P r ic k s  th a n  K ic k s  (novel -  m ade up of a se ries  of short 
stories)
Three reviews on Pound, Dante and O'Casey.



E cho 's Bones (poetry)

1936

Review of novel by Jack Yeats.

C ascando  (poetry)

h 1938

O o ftish  (poetry)
M urphy (novel) 

k L es D eux B esoins (essay)

1993

W att (novel)

1945

Review of Thomas McGreevy's Book on Jack Yeats 
L es P e in tu re s  d es  Van V elde; out le  m onde e t  l e  p an ta lo n  (essay) 
D ieppe (poetry -  translated Into English)

1946

S a in t -  Lo (poetry)
12 poem s (poetry)

S u ite  (novel)
M erc ie r e t  G am ier (novel)
L 'E xpulse  (novel)
P re m ie r  A m our (novel)
L e C aim an t (novel)



19*7

M olloy (novel)

E le u th e r la  (play -  unpublished)
M urphy (novel -  M urphy'translated into French)

19*8

Trols poemes (poetry)

M alone m e u rt (novel)

1949

T h ree  d ia lo g u es w ith  G eorges D u th u lt (criticism)
En A tte n d a n t G odot (play)

1950

L 'Innom able  (novel)

195ft

W aiting io r  G odot (play -  Bn A tte n d a n t G odot translated  Into 
English)

1955

N ouvelles e t  te x te s  p ou r r ie n  (short stories and prose)
Molloy (novel -  M olloy translated In English)

1956

From  a n  A bandoned Work (novel)
M alone d ie s  (novel -  Malone m eurt translated Into English)

1957

Fin de P a r t ie  (play)
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A ll t h a t  f a l l  (radio play)
Tous ceu x  qui to m b e n t (radio play -  A il th a t  f a l l  translated  into French) 

A c te  sans p a ro le s  I (mime)

195S

K rapp 's  L a s t T ape (play)
The U nnam able (novel -  L 'innom ab ie transla ted  into English)
Endgam e (play -  F in  de  P a r t ie  translated  into English)

Anthology of Mexican Poetry (translation)

1959

Em bers (radio play)

1960

La D e rn ie re  B ande (play -  K rapp 's  L a s t T ape translated  into French) 

Com pany (novel)

A c t W ithout W ords II (mime)

1961

C om m en t c 'e s t  (novel)

H appy Days (play)
Poem s in  E nglish (poetry)

1962

W ords and  M usic (radio play)

1963

Oh liss beaux  jo u rs  (play -  H appy D ays translated  Into French)

C ascando  (radio play)
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196*

P lay  (play)
C om edie (play -  P lay  translated  Into French)
How I t  is  (novel -  C om m ent c 'e s t  translated into English)

1965

F ilm  (film)
Im ag in a tio n  m o rte  im ag in ez  (novel)
Im ag in a tio n  dead  im ag ine  (novel -  Im ag ina tion  m o rte  im ag inez  

translated  into English)
C om e and  Go (play)
A ssez (novel)

1966

Bing (novel)
Va e t  V ien t (play -  C om e and  Go translated  into French)

Eh 3oe (T,V. play)

1967

S to r ie s  and T ex ts  fo r  N oth ing  (prose -  N ouvelles e t  T cx te  

p ou r rie n  transla ted  into English)
No's K nifes C o lle c te d  S h o r te r  P ro se  1947 -  1966 (prose -  most 

translated into English)

L "Issue (novel)

W att (novel -  Watt translated  Into French)

1969

Sans (novel)

1970

L essness  (novel -  Sans transla ted  into English)
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1971

L e  D epeup leu r (novel)

1972

T he L o s t O nes (novel -  L e  D epeup leu r translated into English)

N o t I (play)

1973

F i r s t  Love (novel -  P re m ie r  A m our translated Into English)

B rea th  and  o th e r  s h o rts  (plays)

1974

M e rc le r  a n d  G a m ie r  (novel -  M erc ie r e t  G am ie r transla ted  into 

English)
F i r s t  Love and  o th e r  S horts  (prose and plays collection includes 

Enough and P ing)

P as Mol (play -  N o t I transla ted  Into French)

1976

Pour i in ir  en co re  e t  a u tr e s  io ira d e s  (novel)
F o r  t o  e n d  y e t  a g a in  (novel -  P o u r  f i n i r  e n c o r e  e t  a u t r e s  
Io ira d e s  translated  into English)
Ends and  Odds (plays and "roughs" for theatre  and radio New York 

edition en titled  F izz le s)

T h a t t im e  (play)

F o o tfa lls  (play)

1977
G host T rio  (T.V. Play)
. , . b u t th e  clouds . . . (T.V. play)

D runken B o a t (poetry -  translation of Rimbaud's L e  B a teau  Iv re)
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1979

A P ie c e  o f  M onologue (play)

1981

R ockabye  (play)

Ohio Im prom ptu  (play)
M ai vu m al d i t  (novel)

1982

111 se e n  i l l  sa id  (novel -  m al vu  m al d i t  translated Into English) 

D is je c ta  (prose, criticism  and a  dram atic  fragment)
W orstw ord Ho (novel)

1984

C a ta s tro p h e  (play)

Collections of B eckett's already published works are  mentioned only if 

they include new writing or a  new translation.
All th e  tra n s la tio n s  m en tio n ed , e x c e p t the  A nthology o f M exican 
P o e try , are  from or to, English and French.



BIBLIOGRAPHY

PRIMARY TEXTS

ADAMOV, A. P ro fe s so r  T aranne . In: A bsurd D ram a.
Harmondsworth: Penguin Books, 1965.

ANONYMOUS. A bsurd D ram a Harmondsworth: Penguin Books, 1965. 
(Penguin Plays Series)

A S h o rt G uide to  M ental I lln e ss  fo r  th e  F am ily  D o c to r. 
2nd ed. Dagenham: May and Baker, 1977.

BECKETT, S. A ll th a t  fa l l .  London: Faber and Faber, 1957 
T he B e c k e tt  T rilogy . London: Pan Books, 1979.
B rea th  and  o th e r  sh o rts . London: Faber and Faber, 1971. 
Com pany. London: Pan Books, 1982.
D is je c ta . M iscellaneous W ritings and  a  D ra m a tic  F rag m en t.

London; John Calder, '983.
En A tte n d a n t G odot. Paris: Les Editions de Minuit, 1952. 

en d g am e. London: Faber and Faber, 1958,
T h e  E x p e l le d  and  o th e r  N o v e l la s .  Hsrrnor.dsworth: Penguin 
Books, 1980,

F ilm . London: Faber and Faber, 1972.

F o o tfa lls .  London: Faber and Faber, 1976.
H appy D ays. London: Faber and Faber, 1963.
H ap p y  D a y s . O h L e s  B e a u x  J o u r s .  Ed. by K n o w lso n , 3 . 
London: Faber and Faber, 1978.

'H eard  in th e  D ark ' 2. J o u rn a l  o f B e c k e tt  S tu d ie s , Autumn
1979, no. 5, pp. 7-8.
K rapp 's L a s t T ape  and E m bers. London: Faber and Faber, 1965. 

M ore P rick s  th a n  K icks. London: Pan Books, 1974.
Murphy. London: Pan Books, 1973.
N o t I. London: Faber and Faber, 1973.
P lay . London: Faber and Faber, 1964.
P re m ie r  A m our. Paris: Les Editions de Minuit, 1970.
'O ne even ing '. Jo u rn a l o f B e c k e tt  S tud ies , Autumn 1980, no.
6, pp. 7-8.



161 -

P ro u s t.  London: Evergreen Books, 1931.
Six R esidua. London: John Caider, 1972.

T e te s -M o rte s . Paris: Les Editions de Minuit, 1967.

T h a t t im e . London: Faber and Faber, 1976.
T h e a tre  I. Paris: Les' Editions de Minuit, 1971.
T h ree  O ccas io n a l P ie c e s . London: Faber and Faber, 1982. 
W aiting fo r  G odot. London: Faber and Faber, 19i"6.

W orstw ard Ho. New York: Grove Press, 1983.
CAMUS, A. L a P e s te .  Paris: Gallimard, 1947.

T he M y th  o f  S isy p h u s . Tl. by O 'B rien , 3. Harmondsworth: 
Penguin books, 1975.

L:E tra n g e r . Paris: Gallimard, 1957.
L 'Exil e t  ie  R oyaum e. Paris: Gallimard, 1957.

CONRAD, 3. U nder W estern  E yes. London: Pan Books, 1975. 
DICKENS, C. H ard T im es. Harmondsworth: Penguin Books, 1969. 

ELIOT, T.S. C o m p le te  Poem s. 1909-1962. London: Faber and 
Faber, 1963.

S e le c te d  P ro s e  by  T .S . E l io t .  Ed. by Kermode, F . London: 
Faber and Faber, 1975.

FAULKNER, W. The Sound and  th e  F u ry . Harmondsworth: Penguin 
Books, 1964.

As I Lay D ying. Harmondsworth: Penguin Books, 1963.
IBSEN, H. P lays. Tl. by W atts, P. Harmondsworth: Penguin Books,

IONESCO, E. P lay s. Vol. 11. Tl. by Watson, D. London: John 

Caider, 1958.
JAMES, H. The P o r t r a i t  o f  a  Lady. Harmondsworth: Penguin 

B«oks, 1963.
S e le c te d  S h o rt S to r ie s . Harmondsworth: Penguin Books,

1963.
JARRY, A. S e le c te d  Works o f A lfred  J a r ry . Ed. by Shattick, R.

.  and Watson Taylor, S. London: Methuen, 1965.
JOYCE, 3. A P o r t r a i t  o f th e  A r t is t  a s  a  Young Man.

1 iarmondsworth: Penguin Books, 1961.
U lysses. Harmondsworth: Penguin Books, 1968.

KAFKA, F . M etam orphosis and  O th e r  S to rie s . Harmondsworth; 
Penguin Books, 1961.



T h e  T ria l .  London: Seeker and Warburg, 1956.
LAWRENCE, D.H. The R ainbow . Harmondsworth: Penguin Books, 1949.

W omen in  L ove . Harmondsworth: Penguin Books, 1960.

MILLER, A. D e a th  o f  a  Salesm an . Harmondsworth: Penguin Books,

O'CASEY, S. T h r te  P lay s. London: Pan Books, 1980.
PINTER, H. The B irth d ay  P a r ty .  London: Eyre Methuen, 1980.

T he H om ecom ing . London: Eyre Methuen, 1965.
O ld T im es. London: Eyre Methuen, 1971.
No Man’s L and . London: Eyre Methuen. 1975.

PROUST, M. R em em b ran ce  o f  T hings P a s t  -  Sw ann's W ay. P art I 

and  P a r t  II. T l. by S c o tt  M oncrleff, O.K. London: C teitto  and 
Wlndus, 1966.

RACINE, 3.B. B ritan n lcu s . Ed. by C haytor, H J .  Cambridge: 
Cambridge University Press, 1928.
P h ed re . Manchester: University Press, 1955.

SARTRE, 3.P. T h e a tre . Paris: Gaiiimard, 1947.
T he Room1. In: T he E x is te n tia l  Im ag in a tio n . Ed. by Karl, F .R. 
and Hamalian, L. London: Pan Books, 1973.

S H A K E SPE A R E , W. H a m l e t .  Ed . by L o t t ,  B. 1st e d . London: 
Longmans,

1969. (New Swan Shakespeare Advanced Series)

K ing L ea r. Ed. Muir, K. 9th ed. London: Methuen, 1975. (The 
Arden Shakespeare)

M acbeth . Ed. by Muir, K. 9th ed. London: Methuen, 1976 (The 
Arden Shakespeare)
R om eo and  J u l ie t .  In: W illiam  S h ak esp eare  -  T he C o m p le te  

W orks. Ed. by Alexander, P. London: Collins, 1951.
T n e  T e m p e s t .  Ed. by Quiller-Couch, A. and Dover Wilson, 3. 
1st ed. Cambridge: Cambridge University Press, 1969. (The New 
Shakespeare)

STOPPARD, T. The R ea ! T hing . London: Faber and Faber, 1982.

R o se n c ra n tz  and  G u ild en ste rn  a r e  D ead . London: F a b e r  and 
Faber, 1967.

T ra v e s tie s . London: Faber and Faber, 1975.



STRINDBERG, A. T h re e  P lay s. Tl. by W atts, P. Harmondsworth: 

Penguin Books, 19,58.
SYNGE, 3.M. The P layboy  o f  th e  W estern  W orld. London Eyre 

M ethuen, 1961.

CRITICAL TEXTS

AL' AREZ, A. B e c k e tt .  London: Woburn Press, 1974.

ASMUS, W.D. R ehearsal notes for the German prem iere of B eckett's 
'T h a t t im e 1 and  'F o o tfa lls ' a t  th e  Schlller-Theater W erkstatt, 
Berlin (directed by B eckett). TI. by W atanaber, H. J o u r n a l  o f  
B e c k e tt  S tu d ie s , Summer 1977, no. 2, pp. 82-95.

AUERBACH, E, M im esis, Tl. by Trask, W.R. Princeton: Princeton 
University Press, 1953.

BAIR, D. S am uel B e c k e tt .  London: Pan Books, 1980.
BARTHES, R. Im age -  M usic -  T e x t. Ed. and Tl. by Heath, S.

London: Fontana/Collins, 1977.
BARTHES, R., BERSANI, L., HA MON, Ph., RIFATF-RRE, M., WATT, I. 

L l t te r a tu r e  e t  R e a i i te .  Ed. by G e n e tte ,  G. and  T odorou, T. 
Paris: Editions du Seuil, 1982.

BECK, R.N. P e rsp e c tiv e s  in  P hilosophy. 3rd Edition. New York: 

Holt, R inehart and Winston, 1961.

BECKER, G.3. R ea lism  In M odern L i te r a tu re .  New York: Frederick 
Ungar, 1980.

BEER, A. Review: Beckett in Oxford. The San Quentin Drama
Workshop 'K rapp's last tape ' and 'Endgame.' d irected  by Sam uel 

B e c k e tt ,  P layhouse T h e a tre ,  17-21, June 1980. Jo u rn a l o f 
B e c k e tt  S tu d ie s , Autumn 1982, no. 8, pp. 141-146.

BENJAMIN, W. Illu m in a tio n s. Glasgows Collins, 1977.
BENTLEY, E.R. T he L ife  o f th e  D ram a. London: M ethuen, 1965. 
BEN-ZVI, L. The schism atic self in 'A piece of monologue'.

Jo u rn a l i f  B e c k e tt  S tu d ie s , Spring 1982, no. 7, pp. 7-17. 
BERGER, P. and LUCKMANN, T. The S ocial C o n s tru c tio n  o f 

R e a lity . Harmondsworth: Penguin Books, 1966.



BERLIN, I. A g a in s t th e  C u rre n t. London: Hogarth Press, 1979. 

BERNAL, O. Samuel B eckett: I'ecrivain e t  le savoir. Jo u rn a l 
o f  B e c k e tt  S tu d ie s , Summer 1977, no. 2, pp. 59-62. 

BETHLEHEM, R.W. Efficiency of Money and C apital Markets In South 
Africa. Vol. 3. Unpublished Ph.D. Thesis, U n iv e r s i ty  o f  S o u th  

A fr ic a , September 1984.
BISHOP, T. H uls C los  de  3ean -P au I S a r tre .  Paris: L ibrairie 

H achette , 1975.
R eview : 'A S tuden t's  guide to  the plays of Samuel Beckett' by 

Beryl S. F le tc h e r ,  3ohn F le tc h e r ,  B arry  Sm ith  and  W a lte r  
Banchem. 'Happy Days; Oh les beaux jours' by Samuel Beckett, 
a  bilingual ed itio n , e d ited  by Dames Knowison. J o u r n a l  o f  
B e c k e tt  S tu d ie s , Autumn 1980, no. 6, pp. 1*3-146.

BOGARD, T, ed. M odern D ram a. New York: Oxford University 

Press, 1965.
BRERETON, G. P r in c ip le s  o f T ragedy . London: Routledge and 

Kegan Paul, 1968.
BRIMER, A. D ra m a tic  C h a ra c te r  in  L i te ra ry  C r it ic ism . Paper

p re se n te d  a t  th e  AUETSA C o n fe ren ce  he ld  a t  th e  R a n d se  
Afrikaanse U niversitelt, Johannesburg, 1984.

BROOK, P. T h e  E m pty  S pace. Harmondsworth: Penguin Books,
1972.

BRONOWSKI, 3. The A scen t o f  M an. London: British Broadcasting 
Corporation, 1973.
T h e  O r ig in s  o f  K n o w le d g e  a n d  Im a g in a tio n .  New Haven: 
Yale University Press, 1978,
A S e n s e  o f  t h e  F v tu re .  Cambridge, M assachusetts: The MIT 

Press, 1977.

The V isionary  E ye . Cambridge, M assachusetts: The MIT Press,
1978.

BRUCK, 3. From Aristotelian Mimesis to  'Bourgeois' Realism.
P o e tic s , July 1982, vol. II, no. 3, pp. 189-201.

BRUGMANS, H. Les T re so rs  L i t te r a i r e s  de L a  F ra n c e . Groningue:
3.B. Wotters' Ultgeverm aatschappi, 1949.

BURGESS, A. T his Man and  M usic. Londons Hutchinson, 1982. 

BUTLER, C. A f te r  The W ake -  An Essay  on th e  C on tem p o rary  

A v an t-G ard e . Oxford: Clarendon Press, 1980.



CALDER, 3. Review: 'Samuel Becketts a  biography' by D. Bair.
Jo n a th a n  C ap e , 1978. J o u r n a l  o f  B e c k e t t  S tu d ie s , Spring
1979, no. 4. pp. 74-79.

CASTILLO, D.A. Beckett's Metaphorical Towns. M odern F ic tio n  
S tu d ie s , Summer 1982, vol. 28. no. 2, pp. 189-200.

CAVELL, S. M ust w e m ean w h a t we say ?  Cambridge: Cambridge 
University Press, 1979.

CHABERT, P . The Body in B eck e tts  T heatre . 3 o u m al o$ B e c k e tt  
S tu d ie s , Autumn 1982, no. 8, pp. 23-28.

COE, R.N. B e c k e tt .  London: Oliver and Boyd, 1964.
COHN, R. B ack  to  B e c k e tt .  Princeton: Princeton University 

Press, 1973.

J u s t  P la y *  B e c k e t t ' s  T h e a t r e .  P r in c e to n :  P rin ce to n  
U niversity Press, 1980.
S a m u e l  B e c k e x t .  T h e  C o m ic  G a m u t.  New Brunsw ick: 

R utgers University Press, 1962.
COPELAND, H.C. A r t and  th e  A r t i s t  in  th e  W orks o f  Sam uel 

B e c k e tt .  The Hague: Mouton, 1975.

CROCE, B. E uropean  L i te r a tu re  in th e  N in e te e n th  C e n tu ry . Tl.
by Ainslie, D. London; Chapman and Hall, 1924.

CRONIN, A. A Q u estion  o f M odern ity . London: Martin Seeker 

and Warburg, 1966.
CULLER, 3. S tru c tu ra l is t  P o e tic s . London: Routiedge and Kegan 

Paul, 1975.

CURRIE, R. G enius -  A n Ideoltigy in  L i te r a tu r e .  London: C hatto  
and Wlndus, 1974.

DAVIES, H.S. R ea lism  in  th e  D ram a . Cambridge: The University 
Press, 1934.

DAWSON, S.W. D ram a  and  T he D ra m a tic . London: Methuen, 1970.
(The C ritical Idiom Series)

DOHERTY, F . S am uel B e c k e tt .  Londons Hutchinson, 1971.

DOWNS, B.W. A S tudy  o f Six P lay s by  Ib sen . Cambridge: The 
University Press, 1950.

DUCKWORTH, C. A ngels o f D arkness  -  D ra m a tic  E f f e c t  in 
B e c k e tt  and  Ionesco . London: Allen and Unwin,
1972.



Review: 'B eckett's Happy D ays:' a  m an u sc rip t stu d y  by S.E . 
G o n ta rsk l. C olum bus, Ohio S ta te  U niversity  Libraries, 1977. 

3ou rna l o f B e c k e t t  S tu d ie s , Summer 197S, no. 3, pp. 100-103. 
EAGLBTON, T. L i te ra ry  T heo ry . Oxford: Blackwell, 1983. 
ELIOPULOS, 3. S am uel B e c k e tt 's  D ra m a tic  L anguage. The Hague: 

Mouton, 1975.
ESSLIN, M. An A natom y o i  D ram a . London: Sphere Books, 1978.

T he T h e a tre  o f th e  A bsurd. Harmondsworth: Penguin  Books, 
1968.

ed . Sam uel B e c k e tt .  A C o llec tio n  o f C r i t ic a l  E ssays. New 

3ersey: Prentlce-H ali, 1965.
ELAM, K. The S em io tic s  o f T h e a tre  and  D ram a. New York: 

Methuen, 1980.
EVANS, G.L. The L anguage o f M odern D ram a. London: Dent, 1977. 
FAULKNER, P. M odernism . London: Methuen, 1977. (The C ritical 

Idiom Series)
FLETCHER, B.S. FLETCHER, 3. SMITH, B. and BANCHEM, W.

A S tu d e n t's  G uide to  th e  P lay s o f S am uel B e c k e tt .  London: 
Faber and Faber, 1578.

FLETCHER, 3. Sam uel B e c k e tt 's  A r t .  London: C hatto  and WIndus, 

1967.
FLETCHER, 3. and SPURLING, 3. B e c k e tt  -  A S tudy o f  h is  P lay s 

London: Eyre M ethuen, 1972.
FORD, B. ed. T he M odern A ge. The Pelican Guide to  English

L iterature . Vol. 7. 2nd ed. Harmondsworth: Penguin Books, 1964. 
FORSTER, E.M. A sp ec ts  o f  th e  N ovel. Harmondsworth. Penguin 

Books, 1979.
FOWLER, R. ed. A D ic tio n a ry  o f  M odern C r i t ic a l  T e rm s . London: 

Routiedge and Kegan Paul, 1973.
FREUD, S. An O u tlin e  o f P sycho-A nalysis . London: Hogarth 

Press, 1963.

FRIEDMAN, M.3. ed. Sam uel B e c k e tt  Now. Chicago: University of 
Chicago Press, 1970.

FROMM, E. The S ane S o c ie ty . London: Routiedge and Kegan 
Paul, 1963.



FURST, L.R . R o m an tic ism  in P e rsp e c tiv e . London: Macmillan 
Press, 1979.

GASCOIGNE, B. T w en tie th  C e n tu ry  D ram a. London: Hutchinson 
and Co., 1962.

GONTARSKI, S.E. Review: The world prem iere of 'Ohio Impromptu1
directed by Alan Schneider a t  C olum bus, O hio. J o u r n a l  o f 

B e c k e tt  S tu d ie s , Autumn 1982, no. 8, pp. 133-136.
GRANT, D. R ea lism . London: Methuen, 1970. (The C ritical 

Idiom Series)

GRAVER, L. and FEDERMAN, R. eds. Sam uel B e c k e tt  -  The
C r i t ic a l  H e rita g e . London: Routledge and K egan P au l, 1979. 
(The C ritical Heritage Series)

HALL, C.S. and LINDZEY, G. T h eo rie s  o f  P e rso n a lity . New York: 
John Wiley and sons, 1957.

HARRISON, C. and ORTON, F, eds. M odernism  -  C r it ic is m  -  
R ea lism . New York: Harper and Row, 1984.

HARVEY, L.E. Sam uel B e c k e tt  -  P o e t and  C r i t ic .  Princeton: 
Princeton University Press, 1970.

HAYMAN, D. Joyco/B eckett/Joyce. Jo u rn a l o f  B e c k e tt  S tud ies , 
Spring 1982, no. 7, pp. 101-107.

HAYMAN, R. S am uel B e c k e tt .  London: Hetnemamx, 1980. 
(Contemporary Playwright Series)

HEMMINGS, F.W.3. ed. T h e  A ge o f  R ea lism . Sussex: H arvester 
Press, 1978. (Pelican Guide to  European L iterature)

HESLA, D.H. T he Shape o f C haos -  An In te rp re ta t io n  o f th e  A r t 

o f Sam uel B e c k e t t .  Minneapolis: The University of Minnesota 
Press, 1971.

HINCHLIFFE, A.P. M odern V erse D ram a. London: Methuen, 1977. 

(The C ritical Idiom Series)
HOFFMAN, F.3. Sam uel B e c k e tt  -  The L anguage o f S e lf .  

Carbondalc: Southern Illinois University Press, 1962.

HOFFMAN, W. T urn ing  P o in ts  In T w e n tie th  C e n tu ry  A r t:  1890- 
1917. F t by Kessler, C . London: Allen Lane-Penguin, 1969.

IONESCO, E. N o tes  e t  C o n tre -n o te s .  Paris: Gallimarti, 1962.

ISRAEL, C. Review: 'Samuel Beckett: a biography' by D. Bair.
New York: H arco u rt Jo v a ro v ich , 1978. Jo u rn a l o f B e c k e tt  

S tud ies , Spring 1979, no. 4, pp. 80-85.

< i s &



KARL, F.R, and HAMALIAN, L. eds. T he E x is te n tia l  Im ag in a tio n .

London: Pan Books, 1973.
KELLY, K. The Orphic mouth In 'Not I'. Dournal o f B e c k e tt  

S tu d ie s , Autumn 1980, no. 6, pp. 73-80.
KENNER, H. A R e a d e r 's  G uide to  Sam uel B e c k e tt .  London:

Thames and Hudson, 1973.
S a m u e l B e c k e t t  -  A C r i t i c a l  S tu d y . Londons Hohn Calder, 
1962.

KETTLE, A. In tro d u c tio n . Milton Keynes: Open University 

Press, 1973.
KNOWLSON, 3. Review: ‘Happy Days' d irected by Samuel B eckett. 

Royal Court T hea tre , London, June 1979. Jo u rn a l o f B e c k e tt  
S tu d ie s , Autumn 1970, no. 5, pp. 141-143.

Review; 'P as' and 'P as Mol* a t  th e  T heatre d 'O rsay , P a r is , 11 
A pril 1978. J o u rn a l  o f  B e c k e tt  S tu d ie s , Spring 1979, no. 4, 
pp. 72-73.

E x tra c ts  from  an unscripted Interview wth Billie Whitelaw. A 
television recording made on 1 February 1977 for the  University 
of London Audlo-Vlsual C enter. Jo u rn a l o f  B e c k e tt  S tu d ie s , 
Summer 1978, no. 3, pp. 85-90.

KOTT, 3. S h ak esp eare  ou r C o n tem p o ra ry . Londons Methuen, 1967. 

KRECH, D. CRUTCHFIELD, R.S. and LWSON, N. E lem en ts  of 
Psychology . 2nd ed. New York: A lfred A. Knoff, 1969.

LAWLEY, P. Symbolic S tructure and C reative Obligation In

'E ndgam e '. Jo u rn a l o f B e c k e tt  S tu d ie s , Autumn 1979, no. 5, 
pp. 45-68.

LEVENTHAL. A.3. Review: "B eckett/B eckett1 by Vivian M ercler. New 
York: O xfo rd  U n iv e rs ity  P re ss , 1977. J o u r n a l  o f  B e c k e t t  
S tu d ie s , Summer 1978, no. 3, pp. 103-105.

LEVIN, H. T he G a te s  o f H orn  -  A S tudy  o f  F iv e  F ren ch  R e a lis ts .
Oxford: Oxford University Press, 1966.

LEVY, E.P . 'Company' the mirror o t Beckettian mimesis.
Jo u rn a l o f B e c k e tt  S tu d ie s , Autumn 1982, no. 8, pp. 95-104.



169 -

LIBERA, A. S tructure and p a tte rn  in T h a t tim e1. Tl. by
K orzenlouw ska, A. lo u rn a l o i  B e c k e tt  S tu d ie s , Autumn 1980, 

no. 6, pp. 81-89.
LUKACS, G. T he M eaning o f C o n tem p o ra ry  R ea lism . Tl. by 

Wander, 3. and Wander, N. London: Merlin Press, 1963.
W r i te r  a n d  C r i t i c .  Ed. and T.N by Kahn, A. London: Merlin 

Press, 1978.
LUMLEY, F . T rends in  20 th  C e n tu ry  D ram a. London: Rockliff, 

1956.

LYONS, C .R . Sam uel B e c k e tt .  London: Macmillan Press, 1983. 
MACLEISH, A. P o e try  and  E xp e rien ce . Harmondsworth: Penguin 

Books, 1961.

MACQUARRIE, 3. E x is te n tia lism . Harmondsworth: Penguin Books,
1973.

MASLOV, A.Hi Tow ard  a  Psychology  o f B eing. 2nd ed. New York: 
D. van Nostrand, 1968.

MATTHEWS, B. A S tudy  o f  th e  D ram a . Boston: Houghton Mifflin 
Company, 1910.

MAYOUX, 3.3. Sam uel B e c k e tt .  H arlow  Longman Group, 1974.
(Writers and Their Work, no. 234)

MCLUHAN, M. C o u n te rb la s t .  London: Rapp and Whiting, 1970. 
MELESE, P. B e c k e tt .  Paris: Editions Seghers, 1966.

MERCIER, V. B e c k e t t /B e c k e t t .  New York: Oxford University 
Press, 1977.

MUNN, N.L. Psychology -  The F un d am en ta ls  o f  Human 
A d ju stm en t. 3rd ed. London: George G. H arrap, 1956.

NOCHLIN, L. R ea lism . Harmondsworth: Penguin Books, 1971. 
PASSMORE, 3. A H undred  Y ea rs  o f  Philosophy. 2nd ed.

Harmondsworth: Penguin Books, 1968.

PILLING, 3. Review: B eckett In M anhattan. 3o u rn a l o f B e c k e tt 
S tud ies , Summer 1978, no. 3, pp. ) 27-128.

Review: 'Company' by Samuel Beckett, London: 3ohn C a td e r,
1980. J o u r n a l  o f  B e c k e t t  S tu d ie s ,  Spring 1982, no. 7, pp. 
127-131.

Sam uel B e c k e tt .  London: Routledge and Kegan Paul, 1976.



POLLMAN, L. S a r tr e  and  C am us -  L i te r a tu re  o f E x is ten ce . Tl. by 
Sebba, G. and Sebba, H. New York: Frederick Ungar, 1967.

RABINOVITZ, R. Time, Space and Verisimilitude in Samuel Beckett's

fiction, Jo u rn a l o f B e c k e tt  S tu d ie s , Summer 1977, no. 2, pp.

READ, D. A rtistic  Theory in the work of Samuel B eckett, Jo u rn a l 

o f B e c k e tt  S tu d ie s , Autumn 1982, no. 8, pp. 7-22.

ROBBE-GRILLET, A Snapsho ts and  Tow ards a  New N o v e l. Tl. by 
Wright, B. London: C alder and Boyars, 1965,

ROBINSON, M. The Long S o n a ta  o f  th e  D ead . London: Rupert 
H art-D avis, 1969.

ROSEN, S.3. Sam uel B e c k e t t  and  th e  P es s im is tic  T ra d itio n . New 
Brunswick: R utgers University Press, 1976.

RUSSELL, B. A H isto ry  o f  W este rn  Philosophy, London: Unwin 

Paperbacks, 1979.
SCRUTON, R. A. S hort H is to ry  o f M odern Philosophy. London:

A rt Paperbacks, 1984.
SEGAL, P. Essays and  L e c tu re s .  Ed. by Leveson, M. Cape Town: 

David Phiifp, 1973.
SHOUT, J,D . Review: Andrei Serban directs Irene Worth In ’Happy

Days'. Jo u rn a l o f  B e c k e tt  S tud ies , Autumn 1979, no . 5 , pp. 

1 # - 1 W .

SINFIELD, A. D ra m a tic  M onologue London: Methuen, 1970. (The 

C ritica l Idiom Series)
STATES, B.O, The Shape o f  P a rad o x . Berkeley: University of 

California Press, 1978.
STERN, 3.P. On R ea lism . London: Rout!edge and Kegan Paul,

1973.
STROMBERG, R.N. ed. R ea lism , N a tu ra lism  and  Sym bolism .

London*. Macmillan, 1968.
STYAN, 3.L. The E le m e n ts  o f D ram a. Cambridge: The University 

Press, 1967.
TAKAHASHI, Y. Samuel B eckett and the Noh. E n co u n te r, April 

1982, vol. LVIII, no. 4, pp. 66-73.
TAYLOR, 3.C. and THOMPSON, G .R. r .l tu a l ,  R ea lism  and  R e v o lt.  

New York: Charles Scribner's Sons, 1972.



TAYLOR, 3.R. Reviews P lays in Perform ance; London. D ram a, 
Summer 1983, no. 148, pp. 38-40.

TAYLOR, 1.3. That again: m otif approach to  the B eckett canon.
Jo u rn a l o f B e c k e t t  S tu d ie s , Autumn 1980, no. 6, pp. 107-116. 

Review: 'Footfalls' and 'N o t I :1 T he L a  M ama p ro duction  of
1980. J o u r n a l  o f  B e c k e t t  S tu d ie s ,  Spring 1982, no. 7, pp. 
132-134.

VELISSARIOU, A. Language in 'Waiting for Godot1. Jo u rn a l o f 

B e c k e tt  S tu d ie s , Autumn 1982, no. 8, pp. 45-57.
WEBB, E. T he P lay s  o f Sam uel B e c k e tt .  Seattle: University of 

Washington Piuss, 1972.
WE1GAND, H.3. T he M odern Ib sen . London: D ent, 1926.
WELLEK, R, C o n c e p ts  o f C ritic ism . New Haven: Yale University 

Press, 1963.

WELLWARTH, G.E. T he T h e a tre  o f  P r o te s t  and  P aradox . London: 

Macglbbon and Kee, 1965.
WESTON, 3.F. The Scope and  M ethodology o f  F in a n c e . New 

Jersey : P ren tice  Hail, 1966.

WILLIAMS, R. D ram a fro m  Ibsen  to  B re c h t. London: C hatto  and 
Wlndus, 1968.

WORTH, K. ed. B e c k e tt  -  T he Shape C hanger. London: Routledge 
Mid Kegan Paul, 1975.



Author Bethlehem Paulette
Name of thesis Samuel Beckett: A Study In Realism. 1986

PUBLISHER:
University of the Witwatersrand, Johannesburg 
©2013

LEGAL NOTICES:

Copyright Notice: All materials on the U n i v e r s i t y  of  t h e  W i t w a t e r s r a n d ,  J o h a n n e s b u r g  L i b r a r y  website 
are protected by South African copyright law and may not be distributed, transm itted, displayed, or otherwise 
published in any format, without the prior written permission of the copyright owner.

Disclaimer and Terms of Use: Provided that you maintain all copyright and other notices contained therein, you 
may download material (one machine readable copy and one print copy per page) for your personal and/or 
educational non-commercial use only.

The University of th e  W itw a te rsran d , J o h a n n e s b u r g ,  is not responsible for any errors or omissions and excludes any 
and all liability for any errors in or omissions from the information on the Library website.


