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ABSTRACT

This dissertation explores the connection between Beckett's stage plays
and the concept of realism, an elusive term in literary criticism used
to describe the relationship of art and life but which also refers
specifically to the {9th century movement of 1840-1880. The views
on realism of succeeding generations provide the background against
which 19th and 20th century concepts are viewed and Beckeit's work
is uitimately compared. To obtain a perspective of Duclett's position,
his writing Is discussed In refation to critical views of his works and
such systems of ldeas as Existentialism, Absuraism, Modernism,
Romanticism and Classicism.

An overview of the plays fmcuses on two elements, characterization
and language, which are regarded as key factors in promoting the
realistic basis of his work. Far from being abstractions, Beckett's
characters are seen as diverse, distinct and psychologically complex
beings. Beckett's concern with the Individual conscicusness and the
psychological condltion of the characters he creates, Is viewed as a
natural development of Ibsen's "psycholt ical realism" and part of the
malnstream of 20th cantury literature.

Beckett's search for a form to convey his concerns led him to use

and porary | structured on a musical model.
This enabled him to deplet the flow of thoughts and feelings, and to
convey the sense of uncertainty which pervades his time and reflects
the drumatic changes caused by new discoveries in physics and depth

psychelogy to the 20th century perceptlon of reality.
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CHAPTER 1

INTRODUCTION - BECKETT'S INTELLECTUAL BACKGROUND

Samuel Beckett received the Nobel Prize for Literature in 1969, The
award recognlsed not only his achlevement in that spherz but
confirmed the international lmpact of his contribution. Martln Esslin
claims that *no writer of our time has provoked a larger velume of
criticat fon, and In so short a time".(1)
However, Beckett's recognition was slow in coming; his novel Murphy
had been rejected by forty-two publishers and by 1951, fourteen years
after Its publication, only ninety-five coples, of an edition of three
thousand, had been soki; it took nine years before he succeeded in
getting the novel, Watt, published, It was in 1253 wlith the
performance of Waiting for Godot at the Théatre de Babylone in
Parls, that Beckett was catapuited Into fame. Since that time his
work has fascinated, disturped and angered audlences which varied
from the inteliectual theatre &lites of London, Paris and New York to
the Inmates of the San Quentln Penitentlary. The following critical
comments on Waiting for Godot reveal the controversial nature of
Beckett's work as well as the deeply felt responses lt was capable of
evoking.

Both Harold Hobson of the 'Sunday Times' and Kenneth Tynan of the
‘Observer' recognised Walting for Godot's origlnallty and its profound
implications for the drama. Hobson urged his readers:

"Go and see Waiting for Godot. At the worst you will
discover a curlosity, a four~leaved clover, a black tullp, at
the best something that will securely lodge in a corner of
your mind for as long as you lve2)

Tynan wrote:

"It forced me to re-examine the rules which have hitherto
governed the drama, and, having done so, to pronounce them
not elastic enough. It is valldly new, and hence 1 declare
myself, as the Spanish would say, godotista.3)
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However, Walter Kerr =i the 'New York Herald Tribune' and Plerre
Marcabru in 'Arts-3pectacles’ express contempt and a fasclnated
repugnance for the play, Kerr writes:

"Walting for Godot is not a real carrot; it s a patiently
palnted, painstakingly formed plastic job for the Intellectual
frult-bowl, . -The play asking for a thousand reading: has
none of its owx to glve. It ls, In the last analysis, a veil
rather than a revelation. It wears a mask rather than a
face."(4}

Marcabru claims:

"And this ls the great power of Waiting for Godot, nausea
rises, malalse remains. This mafaise, as It all of Beckett's
plays, is due to a sort of passion for the morbid, for decay,
for the ruin of flesh and brains. A disgust fascinated by
anything decomposing on its feet. The manrerlsm of a
gourmet presented wlth gamy meat. A sort of genius at
inhaling the smeil of gangrene. Odors and pus."(5)

Although extreme reactlons on the part of critics have persisted, each
new work since Walting for Godot has been eagerly received and thu
attitude towards his writing is best summed up by John Russell
Taylor's comment. Wrlting a critlque of Rockabye, he calls it "a
slight monologue/duclogue® a playlet and adds:

"As usual with Beckett the plece has occasioned a lot of
philosophical dlsquisition. No doubt this would ali be
discussed less If the plece were not by Becketd. gven
though It I3, as they say exquisitely written.(6)

Critles have traced many and varled Influences which are belleved to
have affected Beckett's work but a discusslon of these must Inevitably
be speculative, and may finally prove to be an exercise of peripheral
interest only. The llkelihood of omitting important but less traceable
Influences remalns a constant possibility for besides the fact that
i may not be acl ledged, they may be so deep-rooted that
they operate at an unconsclous level. The dlifleulty of ascertalning
how the creative process iransmutes experience to achleve conscitus
and unconscious Intentiuns, as well as the lack of a clear demarcation
separating the role of lived and Imaglned experience, adds to the
elusiveness of such research,

ey
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Although born In Dublin of Irish parents, and rooted in a Protestant
Anglo-Irish cufture, Beckett made Paris his home in 1937, His studies
and early academlc work as a student of French and Itallan at Trinity
College, as French tutor at Campbell College, Bellast, and later,
Asslstant in French at Trinity Coliege, Dublin, imbued him with the
culture of Europe, and specifically that of France. His close link with
French and English traditlon is indlcated by hls use of both languages
in his writings and In thelr subsequent transiatlons done by him. His
academic background ensures the comprehensiveness of his reading, and
crltlcal works such as his essays Dante . « « Bruno « Vico . . «
Joyce and Proust Indlcate areas of speclflc research. Furthermore,
his Interest in the early Itallan poets and in the troubadour and
Minnesinger poets of France and Germany indicates that his knowledge
of lterature encompassed European writing from the earllest examples
of recorded works to the present day; he is known to have met the
key figures of modernism from Stravinsky to Ezra Pound and to have
been part of Joyce's literary circle in Paris. The following list of
names Is an indication of the breadth of his literary interests: poets
such as, Dante, Villon, Rimbaud, Baudelaire, Leopardi, Wordsworth,
Keats, Sheiley, Yeats and Eliot, noveilsts such i Rousseau, Voltaire,
Cervantes, Fielding, Swift, Stern and Dickens, and dramatists such as,
Raclne, Corneille, Marivaux, and speclfically, Chekhov, Ibsen,
Strindberg, Maeterllnck, Synge and O'Casey, are belleved to have been
of speclal interest to himd(7)

In spite of the wide-ranging nature of Beckett's reading and his
knowledge of the arts, he appears Intent on stressing the personal

nature of his work claiming hls Intentlon tr esire 1o express hls
feelings. When asked by Gabrlel D'Ar" her contemporary
philosophers had any Influence on his th. sply wass

"1 never read philosophers."

"Why not?"

"l never understand anything they write.,"

“All the same, people have wondered if the existentiallsts'
problem of being may afford a key to your works."

"There's no key or problem. I wouldn't have had any reason
to write my novels If | could have expressed their subject In
philosophic terms.!
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"What was your reason then?"

1 haven't the slightest idea, I'm no Inteliectual. All 1 am is
feellng, Molloy and the others came to me the dav I became
aware of my own folly. Only then did I begin to write the
things 1 feel.*(8)

Although one needs to be cautious in accepting Beckett's humble and
implitied of his own achi s critlcs such as Pliling
and Balr, when describing the sources of insplration for the play Not
1, appear to support his claim.

Piiling writes that “Beckett's notebooks contain a synopsis of the work
which reveals its (Not I) organisation around flve basic clusters of
blographical experlence rather than as might have been expected,
around thematic abstractlons'.($) He does not reveal what these are.
However, the suggestion Is that, ilke Beckett's other plays, Not 1 Is
firmly rooted in actuality.

Balr provides a more detalled account of some of the sources. The
flrst experience Is concerned with Beckett's observation of an Arab
womah, in Morocco, shrouded in a allaba sltting on the edge of a
pavement walting intensely, "Every iz ur%en, she would straighten and
peer Into the distance. Then she would flap her arms almiessly
against her sides and hunker down oncs again,"(10) Beckett was
perturbed by the woman's anxlety ant tension and she became the
enigmatic "auditor," the flgure descrited in the stage directlons as a
"tall, standlng flgure, sex indeterminable, envelspad head to foot In
loose biack dfelfaba, with hood . . . intent on Meutk, dead still
throughout but for four brief movements. . . (Not I p.d)

The second source of inspiration for Not 1 was Caravaggio's painting
of the beheading of St John. The violent, macabre, solemn image,
black in the main, which he had seen in Miita, remalned with him
after he had returned to Parls and acqulred a dramatic intensity which
he translated Into a visual stage settlng. KExcept for the falntly llt
figure of the audltor and the mouth, all eise on stage is hldden in the
dark.
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The third source of Inspiration mentloned by Baw was to be found ln
Beckett's Irish experlence:

U] knew that woman In Ireland . . . I knew who she was « not
‘she! specitically, one single woman, but there were so many
of these old crones . . . And I heard her saylng what I wrote
in Not 1. 1 actually heard it.{11)

In spite of Beckett's claims as to the source of his work and his
dismissal of phllosophy, not only have phliosophical affinitles and
ajlusions been traced by critics but his work has been seen as
expounding a phllosophy. Critles such as Cohn, Webk and Pliling claim
he has read and been attracted by philosophical thinkers from the pre-
Socratics to Wittgenstein,(i2) Some of the names which have been
assoclated with Beckett are: Heraclitus, Democritus, Pythagoras,
Zeno,Gorglas, Aristotle, Descartes, Montalgne, Geulincx, Malebranche,
Spinoza, Berkeley, Hume, Schopenhauer, Voltalre, Vico, Mauthner,
Heldegger and Sartre. Beckett's first published poem, Whotoscope, a
monologue spoken by Descartes, and his esssy Dante . . . Bruno.
Vico. . . Joyce confirm his familiarlty with thz works of phllosophers,
Pllling, however, while outlining what would have appsaled or been
rejected by Beckett In the views of varlous phllosophers, and Indicating
by the use of quotations evidence that Besivett s referring to a
particular thinker, claims that:

Y., . he Is ap amateur, a dlettantw, an aesthete where
philosophy Is concerned. He glwans ideas from many
philosophers, gatherlng from thess whai ls interesting and
valuable to his perception and reject:~g st times the ldeas
which would necessarlly follow from he <tre idea,"(13)

Pliling thus expiicktly differentlates Becketis means of exploration
from the phllosopher's, concurring with the view taken by this
dissertation and elaborated upon ln the iollowlng chapters, that
although Beckett's work expresses a vislon of life, It does not present,

nor Is it b d by, a sy : B

Religious Influences on Beckett's work have been suggested and names
such as St A Ine and the Manlcl have been llnked to his.
Fraser writing on Waiting for Godot expresses the vlew than

o
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“The fundamental imagery of Waiting for Godot is
Christian;s « » The tramps with thelr rags and their misery,
represent the fallen state of man, The squalor of their
surroundings, their lack of a 'stake In the world' represents
the Idea that here In this world we can build no abiding
city. The anibiguity of thelr attltude towards Godot, thelr
mingled hope and fear, the doubiful tone of the boys'
messages, represents the state of tension and uncertainty in
which the average Christian must llve In the world, avoiding
presumptlon, and also avoiding despulr.(14)

Beckett has ack ledged his use of religh symbols but stresses that
he does so only because of his famillarity with them, He dismisses
the of relig Implicati in his work explaining that,

although he was brought up as a Protestani, ‘almost a Quaker', he had
slnce rejected the falth.(15)

Other possible Influences on Beckett's writing are, the fllms of Chaplin
and Keaton, his interest in music, the visual arts and the psychological
theories of Freud and Jung. Furthermore, one must include the
pervasive effect of the social and political climate of his time.

Beckett's {ife encompassed two World Wars. Although he may have
been 100 young to be aware of the impact of World War 1, he was a
participant In the Second World War as a member of a French
Resistance group and later, at the end of the war, as an interpreter
and storekeeper for the Red Cross. His impending arrest durlng the
war forced hlm to flee to unoccupled France, where he lived for two
years in Rousillon, a vlilage in the Vaucluse. The effects of the war
In terms of the physical devastatlon which it caused, the displacement
of people, the psychelogical disorientation and the moral malalse which
Is its legacy, can be as little Jgnored as the trends such as, the
wavering of religlous faith and the rapidity of technofoglcal change,
which were accelerated by It

This dissertation does not propese to deny the valldlty of abstract
responses to Beckett's plays, its field of reference for this study. It
intends to suggest however, and the focus of its exploratlon wi'l be to
show, that the abstract super-structure depends on a well-grounded
realistic basls of which the complex and metlculously created

bt . LA « u%
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characters constltute the most important element. While
acknowledglng affinitles between Beckett's work and varlous
phllosophlcal and llterary movements, this dissertation intends to
suggest that Beckett's plays are part of a realistic tradition. Such a
claim requires that the characteristics of such a tradition be deflned,
its ramiflcatlons explered and that the links with some of the
pertinent phllesophical and llterary movements be surveyed, Before
dealing with these issues, however, it would be useful to survey
Beckett’s playe themselves since they form the basis of the discussion.
The editlons *..ed are given In the bibliography.

e
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CHAPTER 2

THE PLAYS

Beckett has written sixteen plays for the stage including Eleuthéria,
which remains unpublished to this day, and Breath, a wordless, 35
second image. His pluys depict a progressive minimalism which
gradually reduces the number of characters, discards movement and
the use of props: the six characters of Waiting for Godot are
reduced to & shadowy auditor and a mouth In Not I, and the elaborate
stage actlvity of Waiting for Godot and Endgame has been
eliminated completely in Play. It is interesting to note that Beckett
was a novelist before he turned to drama and the development of his
plays suggest that he gradually returned to the concerns and the form
which he had adopted in the novels. The limited number of
characters, the use of monologue and the concentration on the
Individual's perceptions are the most salient characteristics the novels
and the later plays have in common.

Waiting for Godot is a play in two acts with four main characters
and two minor parts. It Is set in the evening, on a country road with
a low mound and a bare tree, which acquires a few leaves in the
second act, as its only props. The play revolves around the
expectation of Viadimir and Estragon, the protagonists, of the arrival
of Godot, a personage who never materlalizes but regularly sends

promising to come the following day., The two acts indicate
that the span of time Is part of a contlnuum of similar days in the
past, and in all likelihood, in the future. Pozzo and Lucky, a master
and slave, appear in each act and provide an interlude In the lives of

the main characters.

Waiting for Godot, is neither a play about walting nor about Godot.
It is a play about doing In a context of uncertalnty, What is one to
do while one Is waitlng, for waiting is a vacuum that needs to be
filled, cluttered even, so that one may be prevented from thinking and
perhaps being confronted with the solitude and the ignorance which
pervade one's life. So Viadimir and Estragon, pull off boots and put
them on, exchange hats In an elaborate routine, examine belts with

Ww“
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the prospect of hanging themselves, eat, wailk, fall, embrace, sing, hide
but mainly talk, to each other or to Pozzo and Lucky, in an effort to
pass the me.

In"a situation where choice is arbitrary and irrational, as in the
examples offered of the salvation of one thief and not the other at
the Crucifixion, the beating of one boy and not the other by Godot,
Vladimir and Estragon's choice, to walt for Godot, is equally arbitrary
and irrational. Walting becomes a stasis, a decision to procrastinate
and to avold further decision, An nevitable tension is created
between the Inactivity of waiting and its suggestion of the
immabilization of time, and living which necessitates change in the
form of deing or saying.

The play is dominated by uncertainty.(i) Not kno -he pervasive
condition in which the characters pursue their lives. Vladimir and
Estragon do not know who Godot s, what exactly they asked of him,
whether he will come. The boy, messenger of Godot, does not know
why his brother s beaten and he not. Nothing can flhally be
ascertained for Vladimir and Estragon. As Beckett himself has said:
"Waiting for Godot is a play that s striving all the time to avoid
deflnition, . .M.(2) Neither time, place nor event can be fixed to
become z signpost of reality from which purposeful action can be
taken. Memory is fallible, at best vague, and the absence of a
coherently-remembered, structured past, as well as a future whose
Inevitable uncertainty is enhanced by an absence of goals, leaves the
protagonists rootless and confused In a present made up of unrelated
moments.

The plot, perhaps best described as a melodic line which runs through
the whole play, is closely related to the notlon of the elusive and
unknowable nature of reality. It Is concerned with Viadimir's attempt
to establish connections of time, place and event in his and Estragon's
life. Repeatedly deflected in his attempts, he keeps returning to seek
a clue or establish some agreement with the other characters which

i d ™ %
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will corroborate his memory of the past and create a stable reality.
T+ play culminates in his acquiring a vision of life, which reinforces
the motives for his actlons without, however, efiecting any change in
them. In the futility of all purpose and action and the absence of
distractions, the play posits value and reveals a reality of identity and
existence in relationships alone.(3)

Critical opinion on Walting for Godot, as already indicated in the
Introduction, has been extensive and varied with critics and audiences
putting into effect the words of C.B. of the San Quentin News:

it {the play} was an expression, symbolic in order to avoid all
personal error, by an author who expected each member of
his audience to draw his own conclusions, make his own
errors.(4)

Endgame, Beckett's second play, was first performed in French at the
Royal Court Theatre London, in 1957, The play maintained the four
character format found in Waiting for Godot and once agaln, centres
on the dramatic pr ion of a “ied" relatl The harshness
and abrasiveness of Hamm and Clov's partnership conforms to the
master/servant pattern found in the Pozzo and Lucky combination of

the earlier play.

Hamm, the central character, is blind, paralyzed and dependent for all
his needs, physical and emotional, on his servant, or perhans his
adopted son, Clov. The latter equally In pain and in a state of
physical deterioration, plies ¢ and trucufently to requests
made of him, moving about stiffly, with a staggering walk. The other
two characters, Hamm's parents, Nagg and Nell, are confined in
ashbins and being also paralyzed are equally dependent on Clov, The
play provides an intimation of the plays to come In creating the focus
of interest around a dominant personality; an audience's attentlon ls
constantly seeking to discover what motivates Hamm’s behaviour and
to clarify his complex relationship with Clov.
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The set of Endgame, described as . ‘2fuge by Hamm, is as much a
prison as it Is a shelter. "Outside of hers !t's death™(p.l5) says
Hamm, but the set ltself is a negation of life: a bare room bathed In
grey light, & picture facing the wall, ashbins and Hamm covered, the
curtains drawn over two, high, small windows attalnable only with a
ladder. A present existence determined by deprivation and sterllity Is
confirmed by a set which stresses the notion of enclosure,
claustrophobla and a sensory vold.

Endgame Is a play concerned with endingd{5) The final moves In the
“old endgame lost of old" (p.51) have been played and yet the
characters are reluctant to stop playing. As Hamm says "And yet |
hesitate, 1 hesitate to . . .end" (p.12) This central motlf Is clearly
stated in the first words of the play spoken by Clov “finished, ii's
finished, nearly finished, It must be nearly finished" (p.12) and is
repeated in nearly identlcal form by Hamm, A determination to end
all life is the desire of both Hamm and Clov and the set reinforces
this central motif of the play, stressing at the same time the physical
and emotlonal isofation of the characters,

Endgame ls a disturbing play. It Is unsatisfactory because its elusive,
elliptical, unresolved quality Instead of intimating a wider range of
possibllities, which Is In the nature of such wrlting, leaves an audience
confused{6) In an attempt to elucidate the play, critics have proposed

b repr ' logtes with the process of entropy and
heat exchange; the First Law of Thermodynamics and the Second Law
of Thermodynamics,(7) assoclated it wlith Blblical stories, Shakespearean
texts, such as Hamlet, Lear,(8) the Gospel of John and Revelation,($)
postulated that it reflected the endgame or the third dimension of a
chess game,(i0} and delved deep to establish autoblographical
connectlons{11)  If there is a meaning to Endgame, It surely lies in
its evocatlon of emotlon similarly to a piece of musle, for the critical
responses to the play which show a determined effort to elucidate it
by positing a combination of alternatlve interpretations, are never
qulte satlsfactory.

4
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Perhaps Fletcher and Spurling's conclusion is In the end the most
vaiuable to bear In mind:

"To attempt to force the whole play lnto any one of these
‘meanings' would be as meanlngless as to try to force a
painting into the meaning of one of Its many layers of
palnt."(lz)

| {0) “There is no key to Endgame any more than there is to
” Beckett's own life or to the life of anyone. Rather there s a .
mass of detail ledged together. . {13)

P to the Ical ion varled as much as they did for

! Walting for Godot. Harold Hobson deciared himself vehemently in
Tavours

o "Fin de Partie has outraged the Philistines, earned the

contempt of half-wits and filled those who are capable of
telling the difference between & theatre and a bawdy-house
with a profound and sombre and paradoxical joy. Its
presentation ls among the greatest of the services that the
English Stage Company has rendered to the British public.(14)

Kenneth Tynan and Marc Bernard, however, registered their
disappointment, Tynan declared:

i 1 suddenly reallzed that Beckett wanted his private fantasy
ey to be accepted as objective truth . . JFor a short tlme I am
Y prepared to llsten in any theaire to any message, however
Ll antlpathetic. But when 1t Is not only disagreeable but forced
g : down my throat, 1 demur15) !
- t

“ Marc Bernard, less forcefully, indicated hls dissatisfaction with the
play while comparlng it to Wailting for Godot:

i
{ . .
4 “Endgame. . . has nelther the same plenitude, nor the same 4
1 effectiveness. 1 was not bored, atthough there are some dull ‘
s moments, but I constantly had the impression that I was B !
D Ustening to a medieval fatrasie.%16) !

Krapp's Last Tape, the ilrst of Beckett's plays to be wrltten in
;7 A, English, was first performed in 1958, in London, The play is seen as
*the most openly autoblographical of Beckett's writings . . . worked
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over with palnstaking precislon In an attempt to disguise these
traces"(17) When It was iirst performed, It was acclalmed by critics
who wrote of "the magic of this dazzling play,"(18) saw It as "a
haunting and harrowing work,"(19) and “Beckett's most lyrical and
tender play"{20)

The play Is concerned with revealing the unfulfilled life oz an
egocentric, sixty-nine year-sid man whose Inability to commit himself
to a relationship has left him bereft of all meaningful contact. A
complex character study of an emotionally restrleted man with narrow
concerns, is evoked. Krapp lacks warmth, the capacity to love and
the sympathy to suffer. The tragedy of the play resides in the

's flnal reallzation of the direction of hls life and
hiy sense of Irrevocsile loss

Approximately forty-two years previously, Krapp, the only character in
the play, had instituted what was to become a yearly ritual, the
making of a recorded dlary of the events of his past year. Krapp,
alene and allenated, flnds solace in a volce reafflrming the past and
his existence in it. Furthermore, the recorded volce becomes a form
of company, another presence, and an actlvity which f.lls the
emptiness of his ilfe.

The set represents Krapp's den. It contalns a small table with two
drawers, a chalr, a tape-recorder, & microphone, a number of
cardboard boxes and reels of tapes. The table and adjacent area are
bathed L a strong white light while the remalnder of the set s In
darkness. Three times Krapp disappears into the dark area where,
from the sounds of a bottle agalnst glass and corks popplng, activity Is
assumed to be continuing.

The actlon of the play Is centred on the tape-recorder. The device
permits the 1 p lon of two of the present
In an apparent denial of Yime; the tape-recorder reveals the past as It
was perceived in its own present and the play-back allows It to co-

exlst with the actual present. Two stages of Krapp's life, co-
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existing simuitaneously like a set of self-reflecting mirrors, are
constantly being compared and contrasted with each other by means of
the recordlng. The Isolated and lonely conditlon of Krapp at sixty-
nine is revealed as having been hrought about by his constant rejection
of contact and his withdrawal from invelvement with others.
However, the tape-recorder reveals, too, the fragmented and selective
nature of memory. Every year, Krapp che.ses to commit to tape
what has been of relevance to him during the course of the year,
Inevitahly, the act of selecting causes the recording to ronslst of a
seriex of moments and Krapp is seen to perceive life in that way.
The continuity of experience is reduced to a serles of unconnected
instances in time capturing disparate events,

Krapp's Last Tape marks a turning point in Beckett's plays, The
concentration on one flgure and the use of the monologue, varied and
explored further In later plays, as upposed to the Interchange which
forms the fabric of the two earller works, reinforces the idea of
isolation. Suffering, a pervasive theme of the plays, Is located in the
mind and the subsequent plays vivify Edgar's statement In King Lear
“Whe alone suffers, suffers most in the mind"(21)

Happy Days, performed in New York In 1961, is a tragi~comedy which
porteays an individual's determined attempt to avoid conironting the
reallty of her life by adopting a pattern of behavlour and an atftitude
which would protect her from such a undertaklng, Winnle, the central
character of the play, attempts to persuade herself that happiness is
attainable, and can be achleved by whatever means will cause the
time, during which she ls compelled to be conscious, to pass. Any
crumb of attention offered to her, or any actlvity which distracts her
from the awareness of the pervasi of her solitude, helps to
conflrm her optlmism, and ls seen as a contrlbutlon to the
achlevement of her "happy day.,* As the play progresses, the irony
which juxtaposes the happy-go-lucky =usoclations of the title and such
repeated lines as “thls Is golng to be a happy day"(p.19) "this will have
been a happy day™(p.30) with the vacuousness of Winnle's life, is
revealed,
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Winnie Is the focus of interest in Happy Days. Her conversatlonal
chatter filis the space around her, clutters the loneliness of her life to
give it a semblance of purposefulness and meaning, The responses to
her questions by Willie {her partner and only other character in the
play) are rare, factual and distant in tone, but Winnie persists in
addressing him, accepting his minimal contributions as an indication
that her "day" will turn out to be a happy one. Winnie needs Willle's
presence as a llstener and his Involvement in her past helps to
establish her existence In her own mind.

Two strategies are developed by Winnie to ensure her psychological
survival, Firstly, she adopts the bellef that her life Is happy; her
attempts at self-deception at times appear heroic in their obstinacy to
refuse to succumb to her loneliness and her fears, Her second ploy Is
the implementation of a rouiine, a set of habits which will flll the
time during which she Is forced to be conscious. Ewven though these
habits are meaningless, they ensure that she Is not at a loss for
something to do or to say and that she Is thus able to protect herself
from the “wiiderness”,

Winnle lives In her mound of earth as lf It were a normal room.
There, she attempts to approximate the regular routine of Ilfe. No
sooner has she woken at the sound of a bell and sald her prayers than
the large shopping bag In which she keeps all her paraphernalia comes
into use. She extracts from it, a toothbrush, a toothraste tube, a
bottle of tonie, a hat, a musical box, a revolver, a lipstick and the
audience is told that there are countless other objects for her use in
it.

Memories too, become objects for Winnle, remembered and repeated to
it up time, Her recall of lines of poetry, significant because they
help to place her within a literate and Intellectual background, and
because they reveal her subconsclous teelings which are assoclated
with sorrow or distress, are of value to her because they provide her
with something to say. Although language has a number of functions
in Happy Days, its purpese for Winnie ls slmllar to that of the

TRl
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toothbrush or parasol. Words become objects for her. She uses them
like gralns of sand to illl the empty vessel of her life. Speech Is her
means of avoiding thought, acquiring & value as noise, and acting as
Interference which distracts her from the distressing consclousness of
her loneilness, However, language also has a paradoxical function in
the play, it ls a means of communication and a means of avolding
knowledge, it simultaneously blocks out reality and attempts to create
it

The effect of Winnle's prolonged speaking, often wlth no reply, creates
an impresslon that her speech is a monologue. However, Willie's
intrusions are of a sufficient number to establish the play as a
dlalogue. Although the speech shows little organization or logic, words
are not used as they will be In the later plays, Play and Not I, to
render Internal thoughts audibie. In Happy Days, one is always
consclous that one Is lstening to speech.

Happy Days is the first of Beckett's plays in which the set Is so
unusual as to have a shock effect on the audience{22) In the first
three plays aiready discussed, the sets, although minimal, in no way
disturb an audlence's established sense of reality. The Incarceratlon of
Nagg and Nell in bins in Endgame, has a jolting efiect but ls
revealed some time after the opening of the play and becomes
accepted as a blzarre element occurring in a conventlonai set. In
Happy Days, Winnle Is presented as Immoblilized In a low mound of
earth covered with scorched grass. Around and beyond her, the
scorched grass extends, by means of the effect of a backcloth, to
suggest an unbroken plain meeting the sky in the far horlzon. In Act
1, the mound is low, reachling to just below her walst. In Act 11,
Winnie ls ombedded up to her neck and has become totally
immobillzed, unable to move her head, compelled to face the front
throughout the act. Willle, Is hidden behlnd the mound for most of
the play only the back of his head belng seen occasionally, The set is
bathed from the beginning to the end of the performance in a
constant, blazing light.

. . [
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The set evokes a sense of restrlction within the Immensity of space.
An impression of vastness, created by the symmetry and emptiness of
the scene, is reinforced by the unwavering blazlng light. This is a
harsh and palnful ilving environment, the earth Is scorched, the light Is
a source of Intense heai. The appearance of an ant becomes an event
worthy to be noted and serves to Indlcate both the desolation of the
landscape and the fact that life persists In such a hostlle environment,

So palnful are the di that Winnie a longed-for release
from the light and the heat as a melting away Into the dark of
oblivion. L space, light create a sense

of time being suspended, as if »n eternal moment Iln space were
captured.  Although the two-act structure and the further reductlon in
the possibility of mobllity are an Indication that time exlsts, the linear
time scheme of past, present and future appears to be of lttle
relevante in Happy Days.

As in the case of prevlous plays, the critics' responses to Happy Days
have varied, ranging from negative sentlments:
“Happy Days ls too pr le,' %, , .the | v s flat

and prosale," " . .those repetitlons have finally become rather
boring,"(23)

qualifled pralses

"Happy Days is the tightest and best-managed of Mr Beckett's
plays. It has double~meanings and perplexing polnts, but it
moves in a straight line,'(24)

to appreciative comments which stress:
". . .the dramatle strength, the mythic quallty and the
amblgulty of the play."25)
It Is evident, however, that Happy Days ls a metlculously crafted
play which succeeds in comblning outrageously Imaginative elements
and prosale, concrete qualitles enhancing both aspects by their
confrontation.

=
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Play, originally written in English, was first performed in German
translation at the Ulmer Theatre, Ulm-Donau, in 1963, The play
dramatizes the suifering brought about by consciousness which is

idable and for

the essence of existence.

The plot of Play is unambiguously explicit. It deals with a love
triangie between wife, husband and mistress and its aftermath, a
conflict situation so commonplace ln life and literature that it is
regarded as a clichd. What is different in Play Is that the passionate
melodrama of back page newspaper reporting is not the focus of the
audience's attention. It is not the past action but the present
emotions and their roots in, and as a consequence of, the past, which
is one's fundamental concern. This plot, simpie and mundane, with its
'slice of life' gquality, allows for audience identification but is
juxtaposed and counter-balanced by a set startling in its originality
which shocks and disorlentates.

The set of Play reveals three characters visually indistinguishable from
one another. All three are up to their necks in identical urns. No
movement Is possible, no gesture, no facial expression distinguish one
from the other; their expressions are "impassive" throughout and their
voices "toneless”. The spotlight, the "inquisitor," a fourth presence
whose function may be seen raetaphorically as a seeker of truth, the
percelving eye of conscience, a melicious torturer or the unavoidable
means of self-perception, moves randomly from one face to the other
revealing to the audience that ali three are at present in Identical
sltuations physically trapped, forced to respond to the commands of
the light. The fact that the "response to light s Immediate"(p.9)
indicates clearly that there is no choice and no possibillty of escape
for these "victims',

There appears to be little doubt that the scene deplcts an after
life.(26) The presence of urns with their funereal associations, faces
"so jost to age and aspect as to seem almost part of the urns,"p.9)
the concentration on the past with its recall of action and the present
static anguish, ail help to suggest that the scene is set beyond life.

T
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The characterization In Play presents one with three fully realized
personalities, each locked in their own consciousness. It reveals the
way in which the same central event of thelr lives was apprehended as
well as the different responses io the fate each subsequently suffers.
The three characters, W1, W2 and M, are isolated Individuals whose
actions in life had brought them together but whose inner world had
remained inviol The poly ically-blended reveal the
memories of the past, the characters' existing anxious, guilt-ridden

suffering and their longing for the peace and silence of oblivion, The
three are doomed by their ignorance as to the nature of the

of their r ip to ar g ioning of their

situation into eternity. They are evidently unable to accept the
breakdown of relatlonships which verge on the sordid, and which,
considering thelr inability to forsake them even in death, are curiously
loveless.

Meticulously and unsparingly, shearing the content to its essentlals,
Beckett has achieved in Play three distinct portraits of unheroic
individuals suffering alone and unremittingly in their guilt, fears and
regrets. All three characters are forced to be conscious of the past,
to remember it in an endeavour, which is never successful, to come to
terms with it. A direct link Is created between the present turment
and the events of the past; the desire for forgetfulness becomes a
desire to obliterate the past and thus to end that torment. However,
the repetition of the play, once in its entirety as well as a few lines
to suggest a third repetitlon, indicates that the goal of oblivien will
not be attained. Beckett's option for the replay, to present either an
exact replica or to use a varlation with a lower "key of light" and
correspondingly weaker voices, Indicates that a variation did not
represent a shift in significance.

As in other Beckett plays, such as Waiting for Godot and Not I, the
cycllcal pattern suggests an absence of flnality and the inevitability of
suffering continuing Into eternity. The ritualistic repetition creates
the illuslon that the characters transcend their finitude and participate
in a timeless universe. However, this sense of timelessness is
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juxtaposed by the presertation of a sordid affair, lacking in universai
Import and unheroic In its dimensions.

The response to the thematic content of the play differs substantially

amongst critics. It varies from the evident relish at "that stew of »
angry contampt and foetid sexuality ls the real substance and theme

of the play,™27) to the blunt statements “the play ls about

adultery,'(28) “the play plvots on death,"(29) "Tay is a matter of

i situation rather than meaning and communication(30) and "in Play it

1 Is probably the impossibility of an inction of through

: death [tself that is dramatized".(3[)

l\‘ P Theatre critics appear to agree that Play Is a memorable experience
8, having a profound effect upon its audiences. Mélse writest
' "Comédie est_une pl}:e absolument unique . . . témoin de
¢ lextréme variétd du génie de Samwuel Beckett,"(32)

(Play is absolutely unique, testimony to the extreme variety of
Samuel Beckett's genius.)

Harold Hobson reviewing the play writes:

MAll in the story that had seemed vague becomes sharp and N
clear, The incidents stand out, only the emotions - the sadness, N
the compassion, and the pain - are still beyond computation.’(33)

Laurence Kitchen claims that the play communleates like “tightly
compressed chamber music on a subliminal level".(34}

. Generalized interpretations which posit the view that the play is a

” ' vision of suffering humanlty, existlng in an emotionally allenated state,
entangled during thelr lives In the futliity of passions which leave

them finally in a Sartrian hell of lrresolvable regrets to be borne in
y perpetuity, may have validity.(35) However, these interpretations take

Into account only the content of the play, omitting, in splte of the

fact that a theatrical experl is multi-d} l, to incorporate
0 the form, that is the set and structure of the play. The content of
I Play Is concerned with the suffering of individual minds caused by the
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consclousness of uncertalnty, i and regrets i as everw
present by memory. This combined with its visual and aural impact
focuses and extends the emotion of suffering. In the sense that one
assoclates the word “tragedy" with grandeur of emotions, beings who
pit thémselves against powerful forces whether they be gods or society
and Its values, and who assume equal stature to them because they
can contemplate opposing them, one could say that Play Is not a
tragedy. Yet, the characters, deplcted as impotent and fallible, suifer
and contlnue to exist conscious of their distress, and therein lies the
tragedy.

Play pursues the technique first initlated in Happy Days of yoking
together two sharply juxtaposed elements, the fantastic and the
realistic. The effect of the fantastic, to increase an audience's
alertness by startling It out of its conventional expectations, and that
of the realistic, which allows for an empathic response, adds to the
intensity of these plays. The characterization which has become
progressively more dependent on the use of the monclogue reveals the
psychological nature of Beckett's focus and his developing concern to
delve deeply into an Individual psyche and reveal the innermost
conscious and subconseious workings of the mind. This interest
reaches its ciimax in Beckett's next play, Not L

Beckett considered Not ! a major dramatic work. The play was
written hurrledly In twelve days after a five week holiday in Morocco
in 1972 and was performed that same year in New York.

The play dramatlzes the condition of a woman of seventy as she
babbies uncontrollably in one of her rare occasions of speech when she
is no longer able to contain her anguish at the loneliness and
purposelessness of her life nor able to repress a sense of gullt, The
gush of words reveals the causes which led to her present condition as
it simultanecusly blocks the emergence of a truth concerning herself.
One witnesses a conscious, wilful evasion to acknowledge responsibillty
for & never-dlvulged, elusively-suggested deed.

N\
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The speaker dwells, with interruptions and digressions in the four
attempts to tell her story, on an event which occurred one April
morning while she was wandering In a fleld looklng aimlessly for
cowslips with which to make a ball, The first account tells how she
stopped, stared and fainted, became aware of a buzzing In her ears
and a ray of light appearing and disappearing. Because the thought
flashed through her mind that she was being punished for her sins, the
event appears 10 be of a revelatory nature.

After being persistently interrupted by an lnner voice, the speaker
returns a second time to the beginning of the event and explains her
reaction 1o her awareness that she was speaking uncontrollably as she
did "for reasons unknown, (Waiting for Godot p.43) once or twice a
year, in the winter. Only a moment before, she had been unable to
make a sound when suddenly, involuntarily, the words were
precipitating themselves out of her. The mouth, she claims, continued
as if maddened. The speed and inteiliglbility of her present speech
reenacts the frenzied outpourlng of words af which she speaks and
confirms the probability of the event.

The third time she returns fo the story, Mouth adds a dellcate, sensual
detail. She tells how In a fleld, In April, in the morning sun, with
nothlng about but the larks, she sank her face Jown In the grass.
Agaln she mentions belng In a state of irance unable to control her
speech. At this point, the suggestlon s introduced that it is not only
her loneliness whick had created the hysterlcal moment In which she
finds herself, Her sense of gullt appears to have become
uncontainable but at the cruclal moment, she refuses to assoclate
herself wlith the narrative stressing It is “she' and therefore, "not L%
who was involved.

The fourth attempt to tell what happened that April morning brings on
a surge of Irritabllity against the laner volce and a dlssatlsfaction with
the way the narrative ls proceeding. Her response to the inner voice
suggests that Mouth is Indulging ln fantasizlng ot making up a story,
and that finding that outcome unsatisfactory, she attempts to

'manlpulate her imaglination in a direction, and to a conclusion, which

would glve her satisfaction.

T
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The pathologlical, alienated state of the speaker Is unambiguously
indicated by her use of the third person pronouns "her® and "she" when
refercing to herself, and "they" when referring to the outside worid.
She insists that the events she describes happened to "she" avoiding
pointedfy the use of the pronoun ¥ which at no time appears in the
text, In this way, she refuses to accept her centrality in the events
which occurred, depersonalizing and flctlonallzing the situation in an
attempt to protect her ego from the threat represented by the truth.
Mouth reveals herself to be aware of lonal, soclally pted
modes of behaviour yet the obsessive dwelling on the event Is an
Indication of a neurotic mind ent on avoiding what she knows to be
the truth and seeklng to create its own facts, Mouth becomes an
artist, creating and rearranglng the events of her [lfe into an
acceptable and coherent form.(36) The imaglnation, acting according
to her psychological needs provides solace in the form of company and
also creates a fictionallzed version of a life, making reality out of
iliuslon, It is Impossible to assess the truth of the detalls of Mouth's
story yet the complex condition of a mind at work, as well as Its
emotlonal state, is recognlsably realistic.(37)

The play is a monologue since the volce emanating from the mouth is
the only one heard by the audlence. However, In reallty, the moment
is a self-directed dlalogue in which the speaker ls interrupted,
responds, and ever asserts her wlll, over the questioning, probing and
prodding of an Internal voice. There are clear indications of a sub~
text which Involves a dlalogue.

The set of Not 1 Is minimal In the extreme. The presence of an
indeterminate auditor is set in opposition to & mouth which it faces
diagonally across a stage. Both appear to be suspended in a void, the
audltor standlng on an Invislble podlum 4' above the stage and the
mouth about 8' above stage level. The lighting Is faint on both the
audltor and the mouth; all else ls In darkness. The near total
darkness of the presentation may depict the unfathomed, unconscious
reglon of the mind, and simlarly, the presence of a mouth only may
Intensify the ldea of the dissoclated nature of the character aware of

s Bl
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her fragmented physlcality and lack of coherence. Beyond these
possibilities, however, the outward denuded presentation of the play
does not appear to suggest further symbolical Interpretations. The
mise-en-scéne, which discards all that is not relevant and would
distract from concentration on the essentlals of the play, becomes a
vivid and memorable image which intensifies the attention given to
Mouth. The unustal, quasi-static presentation {only four brlef
movements consisting of the auditor's ilfting and dropping of the arms
oceur In the play) has the effect of creating a sense of dislocation,
making an audlence more Intensely aware of everything that happens.

The effect of the play is at a subliminal level since the speed of
performance, flfteen to seventeen minutes, does not allow for a
coherent, rational response from an
rests on a flickerlng awareness of ideas, suggestions and images
created by the speaker's words which succeed each other rapidly, The
effect is akin to being bombarded by a rapld lon of images,
Intulting that they ought to create a coherent whole yet ilnding that
one has a hold only on flickering patterns. Fletcher et al writing
about the public's reactlon to Neot I claim that "the reviews were
generally enthusiastic, greeting the play as a new, exhilarating
theatrical experience, but they were In some doubt about why they
responded so warmly to }t*.(38)

di, dl

One’s under

Vivian Mercler sees Not I as a play about the "denial of Identity and
one that asserts, with typlcal Beckettian ambiguity, the very ldentity
It seeks to deny"(39) Not I ls about identlty but It Is also about
suffering, anxlety, gulit, allenation, decelt, language and the
Imaglnation. Its eluslveness leads one to the awareness of the
Incertltude surrounding all knowiedge. Unilke Play but like Endgame
and Happy Days, the functlon of the Imaglnatlon as a creative
process used to create a self, ls glven greater prominence. Mercler
claims a connectlon between Not I and a number of other works by
Beckett; Mot I, he feels, can be Interpreted as a one character
version of Play "Mouth's monologue ls a logical development of
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Winnle's pseudo<dialogue," but couid also, more plausibly, be seen "as a
dramatization of The Unnamable"(40) These comparisons stress the
use of the imonologue and the interlorization of the action. . 4

More than anpy other play, Not I, with its ruthless shearing of
inessentlals and Its concentration on the psyche of an indlvidual, puts
Into practice Beckett's words in Proust:

"The only fertile research Is excavatsry, immersive, a

contraction of the spirlt, a descent, The artist Is active, but

K negatively, shrinking from the nullity of extra circumferential N
phenomena, drawn in to the care of the eddy.'(p.48) .

s .

: The play represents simultaneously, a culmination In Beckett's dramatic
development In the probing of an Internal mental state revealed by
means of the monologue, and a full circle return to the exploratlons
and technique of his novels.

Breath, a thirty-flve second skit, written on tne back of a postcard
for Xenneth Tynan's production, Oh Calcutta, Is an austere, harsh,
concrete Image In which many concerns, persistent in Beckett's work,
are included. The play consists of a stage littered with rubbish and
two ldentical crles, one which precedes on inspiration of breath, and a
second which follows an expiration. An increase and decrease of light,
which however remains suffused, accompanies the breaths., This
Isolated Image, free of any distractions, avolds becoming melodramatic
. by Its simplicity and its brevity. However, thls play, consonant with y
Beckett's oeuvre, does not add to it; It rather emphasizes particular ,
concerns. The limlted Image, free of amblgulty, allows, as does ali of ‘
Beckett's work, a release of associatlons which amplify it and give it
r beyond Its

i

! The play posits a view of existence as worthless and pervaded by

| suffering; dlstress accompanles both birth and death and nelther joy

] nor beauty are seen to be part of llfe. Beckett's concern with the

: brevity of life and experience as a moment in time lsolated from
other moments and encapsulated by a vold, as well as a vlew of the
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content of existence as a clutter of rubbish, find expression in this
play.

Come and Go, a cameo play, was prot ced In Parls in 1966 in its
original language, French. The play expl-es patterning and reveals in
minlature, Beckett's preoccupation with form and sound. The highly
symmetrical arrangement of repetitions of inovement and language
combine to create a balletic effect stressing the musical foundation on
which his longer works are based.

Three women, Mages undeterminable™p.17) flgures "as alike as
possibie"(p.21) their features hidden by the brims of hats, the colours
of their costumes in dull shades, are the protagonists of the piece.
The situation, slmple In the extreme, indicates that they have had

i ical experl thelr were the same, their memorles
are shared, and each knows a secret about another which remalns
hldden from the one to whom it pertains.

Like Beckett's previous plays, light and dark are used to lsolate
characters and Intensify attention on them: Similarity between this
play snd Beckett's larger works resides In the interest In form, lts
Intimation of a narrative based on a past which exists in memory,
lllusion as an aspect of existence, and the presence of a sense of loss.
Come and Go ls interesting for Its Intimatlon of possibilities and for
its concentration on patterning, but 1t Is slight and does not pretend
to be otherwise.

That time, performed In 1976 at the Royal Court Theatre, l.ondon, to
mark Beckett's 70th birthday, dwells on the preoccupatlons of a

and ls Ini of Not I Self-revelation exposes a
character who Is isolated and whose memory explores the past which
domlnates and fills his mind, Obsessively and pevsistently present, the
past imposes ltself on his consclousness, preventing it from existlng at
rest. The play reveals a neurotic search which finally, unlike in plays
such as Play and Not I, comes to an end. The flnal sllence which Is
followed by a smile suggests resolutlon and satisfaction,
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Three different volces, Interweaving polyphonically, present
fragmentedly, the memocries of three different periods of the Listener's
life. The internal s
the hallucinations which are revealed in A's memories.

flows

part of

A's recall Is centred on the last time he returned, as an old man, to
visit the ruln, Foley's Folly, where he used to play and hide as a
chlid, He had eventually reazlized that the tram that would have
taken him there no longer operated, and because he had vowed to
speak to no one as long as he llved, had given up the jdea of reaching
his destination, and had sat on someone's doorstep until it was time to
catch the night ferry back.

B's voice speaks of love but the scene, sat on the edge of a wood or
a towpath In the sand, is always static with the lovers looking straight
ahead, only the faint murmuring of a vow of love being heard. ™hat
memory gradually begins to assume a sencz of unreality and he begins
to wonder whether it wasn't all a fabrication to keep e void and
“the shroud"(p.16) at bay.

C's volce remembers three experlences waich, ke the first memaries,
stress the Listener's isolation and alienation. These moments recall
three events, In the Portralt Gallery, the Faot Office and the Public
Library, where moments of perception lead £mally to the volces bsing
stltled and the Listener attalnlhg peace of mind.

Dramatlcally vivld, the set, with its stark use of light and dark in a
manner reminiscent of prevlous plays, concentrates attentlon on a head
suspended In space. The set highlights the isolation of the Indixidua}
as well as suggests the unknown and hidden realm of thoughts and
fears. As In Not I the distress caused by a lonely and isolated llfe
has caused the imaglnation to come to the rescuc and to flli the
silence with words which may be retelling fact or creating lllusions.
The fallibility of memory and the uncertainty of reallty, which

psy in Hmbo, are countered only by the
certainty of the Inevitabliity of death; the volces reveal a ear of

it
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death which s constantly repressed untll the moment when the
Listener is forced to confront it and gains release from it. Beckett
has ded In r g the of a suffering mind caught
in the distress of lts neuroses and reaching a state when it Is able to
come to terms with lis fears, However, one would agree with
Cushman's assessment that In relation to Beckett's oeuvre the play
represents "a process of refinement but not necessarily «f
enrichment".(41)

Fontfalls presented simultaneously with That time In 1976, has,
according 1o Bair, an evident biographical basls, Beckett's motier's
terminal iliness and her Insomnia,

A reallstic situation is presented In the "tled" relationshlp of a woman
In her fortles looking after her bed-ridden and suffering mother and
the mother's concern for her daughter's ceaseless and compuisive
walking. Once agaln, the dialogue and the action is lodged In a
character's, thls time the daughter's, mind. It Is the complexity of
this consclousness unable to come to terms with scme Intolerable
thought, distancing herself with the use of the third person pronoun, or
transforming her thoughts Into a tale, which s the focus of one's
attention. May, later referred to as Amy, embodles two characters in
the volce of her mother and her own, and reveals the exlstence of a
neurosis and a gullt which has emprisoned her during her life ime.

Footfalls is another play by Beckett which explores the ldea of
memories, and hence the past, as haunting and emprisoning, In a
pseudo-dlalogue, the mind of one character dwells obsessively on a
past relationship fraught with anxlety, guilt and emotlonal distress.
Eerie, ghostllke scenes are however presented, and balanced, by
H which is loqulal, slmple and d The play expertly
suggests deas, Intlmates a narratlve, Includes amblguitles but leaves
an audience Incapable of creating a coherent and structured episode.
The uncertaintles of the play Increase the posslbilities of what may
have occurred but the gaps prevent one irom reaching a satisfactory
concluslon. Irving Wardle echoes this vlew when he states he does not
understand the r'ay but feels it creates a potent impression.{42}

B % o
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A Plece of Monologue, performed in New York In 1980, continues
the use of techniques and concerns used in a number of Beckett's
plays, and because of the absence of that originality which one has
come to expect from Beckett, tends to appear repetitive with an

i toward e. The k its obsessive nature and
its dlstress embodled In the repetitons, is used to reveal the
speech/thought of the character. The lsolated and dissociated nature
of the character explored In Not I and subsequent plays, as well as
the need to distance reality by { .saslzing, are evident once again.
Echoes of Endgame exist In recalling a desolate context for existence:

"Nothing there either. Nothing stirring there either. Nothing
stirring anywhere. Nothing to be seen anywhere., Nothlng to
be heard anywhere." (A Plece of Monologue p.12)

The notion of birth and death inextrlcably bound together evokes
shades of Waiting for Godot and like the protagonist of Krapp's
Last Tape, the Speaker attempts to reduce his life ro "nothlng"
wlshing even to expunge the existence of feellngs.

Ghostlike, a being in life but out of i, since he has severed all
connections with the living, the Speaker reenacts nlghtly a ritual of
language and gesture. White-haired, In his white gown and white
socks, like a ghost who cannot attaln peace, every nightfall he moves
to the window, looks on to nothing, then begins the lighting of the
jamps Once he has purformed this action, always in the same manner,
using three matches, he then moves on to face the blank east wali on
which were once the plctures of his parents. Every night, he walts
for the flrst word to gather itsel{ in hls mouth to set himself golng,
and every night the same word "birth" sets In motion the
speech/thought of the evening, The habitual nat: . of the actlons and
the linguistic repetitions (the lighting of the lamp Is mentioned five
tlmes), make it appear that time Is at a standstlll

Rockaby, written for a seminar In Buffalo in 1981, Is a shory,
concentrated poem In which image, sound and motion create a
memorable experience of a psychological condltlon. The fin de sidcle

ek ]




- 32 -

costume creates a bizarre visus .mpact which in conjunction with the
simple, repetitive language (a structured pattern of sound) and the
hypnotic rocking, induce a condition of total absorption In the
audience. In this play too, lighting is used dramatically to focus
attention on the character while the surrounding darkness stresses her
isolation. The spareness of the scene intensifies the situation and the
monologue/dialogue allows one to enter Into the consciousness of the
character on stage. The thoughts, prodded Into expression by the
insistent "more? which wills the recall of the past, reveal the cause
of the character's present state, her past life and her emotional needs.

Rockaby Is a memory play which recalls the characters search for
contact, her desperate need belng conveyed by the persistence of her
search for "another like herseif/another creature like herseli/a little
like™p.19) “another living soul/going to and irofall eyes like
herself"{p.20) She expresses the desire to find "famished eyes/like
hers™(p.23) which would be eager "to see/be seen™(p.23) The
psychological anguish and the craving to find some means of breaking
ner enforced isolation 1s conveyed by the forcefulness of her
obsesslonally repetitive language. As In Not [, loneliness and
alienaticn induce in W a state of dissociation which cause her to refer
to herself In the third person, as well as to create her own company,
the internal voice becoming her own other fiving sout".(p.25)

Isolated, bitter, hopeless and angry, W speaks of four stages in her
iife. The first pictures her as active “going « and fro™(p.20) seeking
Yanotner like herself’.(p.19) The second tells of her going in and
sitting “"quiet at her window . . . facing other windows"(p.22) looking
for another human face. In the third part, she is reduced to looking
for “one blind up no more"(p.23) as an indication of the existence of
others. When none of these attempts meet with any success,
dislllusloned, she decides to let down the blind and descend the "steep
stair" to sit In her mother's rocker. In the fourth section, the
daughter reenacts her mother's actions, sugy .8 In this way that
both of them had been driven to live and end their lives in the same
conditions. However, W's awareness of her mother's state evokes a




- 33 -

sense of impotent anger. She submits, though not passively, to her
state of isolation and ds the ihilation of

The musical quality of Becketi's writing referred to in his other works,
is evident here too, and is reinforced by the assoclatlons of the title
of the play with a nursery rhyme and song used ‘with a soothing
motion, to luil one to sieep. Such a song would be used in a situation
of love and care but Is used here to reveal an attempt to recreate
those sensations and feelings by an Individual who Is deprived of them
and suffering from this deprivation.

Ohie Impromptu, written for a seminar at Ohlo State University in
in which a being in

1981, presents a iex, hal y

deep distress achieves relief from his suffering by embodying it in art.
His sorrow becomes a story told by an imaginary character, a
projection of his own self, who becomes the means by which he
exorcizes his grief.

That the play is concerned with an internal monologue, In which a
Listener listens to his own telling of his own story, is evident ifrem
the staging. Beckett presents two identical beings in identical dress,
sitting in the same manner, the one as Reader, the other as Listener.
As part of the story, the Reader reads the words “with never a word
exchanged they grew to be as one'(p.31} and the end reveals them as
simuitaneously lowering thelr right hands to the table, raising their
heads and locking at each other, unblinking and expressionless. A
gesture which differemiates the Listener from the Reader is his
knocking on the table, which causes the Reader to regress to a
previous sentence, while a second knock allows him to continue with
the natrative. The regressions do not occur to stress sallent points
but appear to mimic the normal regressions of reading. In this play,
the narrative does not have to be pleced together from hints, but is
presented fully, in consecutive form, and the present situatlon becomes
explained by the revelatlon of the past.
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The life which is revealed, Is that of a man who, following the loss of
his "dear one," leaves his abode. Since the place they had shared was
pervaded by her presence, he hopes that the unfamiliarity of his
surroundings will bring him relief from his grief. He had been advised
by her, agalnst such a move for she had suggested that memorles
would bring him consolation. Thoughts of returning to thc former
place could not be contemplated and the man had been disturbed by
nlghtly fears, until one night, someone appeared who claimed that he
had been sent by the "dear one" to confront him. From time to time,
thi, being appears and reads from a worn volume the whole night
through, and then disappears without a word., This contiiues until the
whole story is told. The final part of the narrative tells of what is
happening at the very moment of teillng. The story reveals that the
“dear one" had Informed the Reader that he need not go again to the
Listener since he was no longer needed but also, that the Reader
remalned and confronted the Listener. This Is then reenacted, the two
beings facing each other "as though turned to stone".(p.32) A state of
mindlessness has been achieved, the hallucination integrated, the split

i r i and the ionged-for void i Despair
and suffering have been purged and & sensery, emotional and
intellectual vacuum established,

The plays discussed in this chapter have all been written for live
performance on the stage and employ language, or at least a modicum
of sound, as one of their elements. Beckett also wrote: one flim
script, Film, three plays for television, Eh Joe, Ghost Trio and . .
Jut the clouds, two mimes, Act without words I and II, and four
radio plays, All that fall, Embers, Words and Music and Cascando.
These, however, do not come within the scope of this study and have,
therefore, not been included in the discussion. Much attentlon has
been given to the plays which have formed the basls of varied
interpretations of Beckett's work. The followlng chapters will concern
themselves with an analysis of Beckett's characterization and language,
an assessment of his alleged links with various literary movements and
as a philesophical playwright. Chapters six and seven will focus on
placing Beckett's work within a tradition of realist drama.
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Comparisons have been made between Sartre's Huis Clos and
Play. There are a number of simllarities between the two, such
as, suffering In a sltuation beyond the control of the characters,
past actlons as well as the egocentricity of each character
having determined the punishment, the inability to tell the truth
and to achleve a sense of Identity except by means of externaj
corroboration. Yet Sartre's play with its overt didacticlsm, its
direct appeal to the intellect, Its use of dialogue, and its passion,
speaks of life rather than death and focuses on a soclal message
“Hell is Others." For Beckett, hell resides In the individual's own
belng and consclousness.

Passages In other works by Beckett Indicate that thls was an
early concern which persisted It his writing,

In Molloy, a narrative which purports to reveal the events of the
character's life Is seen to be a creatlon by lts narrator:
YThen I went back to the house and wrote, It Is midnight.
The raln is beating on the windows. It was not midnight.
It was not raining."{p.162),

Munn, N.L. Psychology. 3rd ed. London: George G. Harrap,
1956, p. 285

Munn expresses the vlew that the creation of a coherent vision

of reality Is part of the thought process:
"Thinklng ls typlcally a sequential arousal of symbols. We
think of one thing, that starts us thinking of another, that
of still another etc. In this way we manipulate and
rearrange, as it were, the varlous aspects of the world
which have fallen within the range of our experience."

The reallsm refers to a close correspondence between clinica)
studies In psychology and Beckett's presentation of his character,
The foliowing are of the lterature pertinent
to the play. (Other features which establish a lnk with
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recognizable "reality" are the nature and the use of language, the
general life experience of, and the scenes described by, the
speaker.)

A Short Guide to Mental Iliness for the Family Doctor.
o1 2nd ed. Dagenham; May and Baker, 1977, pp. 51, 53, 50.

b "The outstanding feature of the iliness schizophrenia s the
presence of hallucinations, which are . . . perceptions without a

relevant object In the external world. The commonest .
i hallucinations In schizophrenia take the form of voices . . ." g
by P51

! "One of the most characteristic symptoms of schizophrenia is a

; feeling of passivity, In which the patient has the experience that
‘ hls thoughts, actions or emotions are not his own, but that they i
l are forced upon him."(p.53)
l

In schizophrenia "the normal steady progress of thought may be
o Interrupted and the train of thought then starts agaln on a new
track. This Is known as thought blocking™(p.50)

Munn, N.L. op.cit. pp. 190, 148,

{ Munn states that:
- "Simple schizophrenia is characterlsed by general mental

! retardation. The patient sits and stares into space, has no
ambition, wouid just as soon be riding freight cars, be
walking the street or living in the Instltution as doing :
anything else. These schizophrenics give the impression of
being extremely Introverted, living within themselves, and
taklng no interest Iln what goes on around them. It Is
seldom anything can be done for them, and they stay In the
institution untll they dle, sometimes at an advanceC age.
{p.190)
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Press, 1977, p.)8&5.
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and Federman, R. eds. op.cit. p, 342,
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CHAPTER 3

CHARACTERIZATION

An audience’s conception of character is governed by a number of

factors, the most important being the nature of its functlon in a play,

i and the perceptlons and demands of the age. The personification of

moral qualities in medieval drama, the stereotypes of Victorian N
melodrama and the characters of Realistic drama difier, but each

satisfies the expectations of its time.

"The flctional representation of a persen,”{1) a being created by an

[ author and revealed by his/her statements and actions, is the definition
of character assumed by this dlssertation. The specific and unique
qualities, “the particularlzing eccentricltles of the individual,%(2) are
seen as the means by which a charzcter Is raised out of the norms of
the stereotype and the ganerclizations of the universal, and humanized.
Psychological compiexity and verisimilitude, a multidimensional i
amblguity fused with integrity and coherence of being, and a f

.+ conslstency with their context will bring into existence recognizable !
human beings whom an audlence can understand. Symbolicai
characters, embodied In a drama of ideas, are percelved as incapable
of involving an audience.

Such a deflaltion of character Is consonant with the demands of
characterization made by Realistic drama which alms at:

1, ., .the recreation of the ways in which people, within human !
limits, actuaily speak, feel, think, behave, act.'{3, §

Ibsen, expressing the way In which his plays differ from Classical I
tragedy writes:

"My desire was to depict human heings and therefore I would
not make them speak the language of the gods.{4)
Chekhov, Strindberg and lbsen emphasized the real existence of
characters as real people who had real problems. Life-like, they fllled
a soclal place and were lmbued with a past. However, the Wlusion of
reality created by the setting and the costumes served to highlight the

S
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psychological depths of the character which was the focus of thelr
drama's attention. In Ibsen's A Doll’s House, Nora Helmer is
presented as a multldimensional character. She has a background, a
social milieu and diverse relationships all of which are seen as
formative of a personality and converge to determine her present
actions. The conilict which arises from the crime she commits leads
to her reevaluation of herself in her social role as wife and mother
and to an assertion of her own personal needs over society's dictates,
Nora is seen during the course of the play as grappling with a
problem, developing and changing, as one's expectations of human
beings in such situations would be. Willlams stresses this human focus
of Realistic drama when he writes:

#The driving force of the great naturalist drama was not the
reproduction of rooms or dress or conversaticn on the
stage . . . It was a passion for truth, in strictly human and
contemporary terms « . . A long prepared redefinitlon, of the
sources of human understanding and of the objects of human
concern, found at last, in this form, its decislve realizatlon. It
is one of the great revolutions in human consciousness to
confront the human drama in its imnedlate setiing, without
refarence to "outside" forces and powsrs."(5)

The mimetic and human quality of characterization are emphasized by
Lukdcs and Styan. Lukidés, while placing his critical views in a social
and ideological context, clalms categorically:

"t is inescapable that an audience is concerned with the
actlons, thoughts, confiicts of people. 1f animals were
portrayed on a stage, it would be their likeness In lts broadest
sense, to people that would keep an audience interested.’(8)

Styan proclaims:

“We pity or admire because we are throughout the performance
In contact with humanity in human situations: the figures in
the pattern are, after all, human flgures in a human
pattern™.(7)

It appears Insufficient, therefore, to claim as does Robbe-Grillet that
“the essentlal thing about a character in a play Is that fie is "on the
scene:' “there".(8) Such a claim can be made oi'.-gi\ item of
furniture. Brimer's attempt to descrlbe in negative terms what
constitutes a character is equally invalid:
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Y% . .but the essence of a character is no more than that he
should be able to speak and act on stage. A character can,
therefore, be entirely inconsistent in his actions and words,
entirely lacking In motives, entlrely lacking in past history, a
social position, an attitude towards life, entirely lacking in
what we would call personality and yet remain a viahle
dramatic character.(9)

Not even such ambiguous and elusive characters as Pinter's Goldberg
and Stan in The Birthday Party(10) are free of a social context, a
past and intimations of motives; nor are they random and inconsistent
in their words and actions.

A number of claims are made in this chapter concerning the
characterization in Beckett's plays: firstly, that the characters are
distinct and distinguishable from each other, not only within the
context of each play but within the totality of his dramatlc output;
secondly, that this follows from the depiction of psychological
complexity which is a key factor in promoting a sense of realism; and
thirdly, that the presentation of character constitutes a refinement of
the concerns of characterization found in 19th century Realism and is
consonant with the trend of character presentation in 20th century
literature,

In his novel, Dream of Fair to Middling Women, Beckett expresses
an of the ity of individuals which may be useful to
bear in mind in an assessment of his characterization since it suggens
that Beckett models his characters on his perception of real people
and does not seek to promote symbolic abstractions. The Mandarin,

speaking to Belacqua, sayst "The reallty of the individual, you had the
cheek to inform me once, Is an incoherenti reality and must be
expressed incoherently".(Disjecta p.48) Earlier, speaking of characters
who have or acquire a life of their own, he writes:

"Their movement Is based on the principle of repulsion, thelr
property not o combine but, ilke heavenly bodies, to scatter
and stampede, astral straws on a time-strom, grit in the
mistral. And not only to shrink from all that is not there,
from all that is without and that In its turn shrinks from
them, but also to strain away from themselves. They are no
good from the builder's polnt of view, firstly because they will
not suffer their systems to be absorbed in the cluster of a
greater system, and then, and chiefly, because they themselves
tend to disappear as systems."(46)

1
i
i
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Telling a tale of the making of a HU-1il, an instrument in which each
reed produces only one note, Beckett writes:

“If all our characters were like that - lid-lili-minded - we
could write a little book that would be purely melodics, . « But
what can you do with a person like Nemo who will not for
an, consideration be condensed into a liii, who is not a
note at all put the most regrettabie simultaneity of
notes."p.43) (my Italics)

Alan Schneider corroborates the view that Beckett's characters are
distinctive individuals when he says:

"Beckett himself has always stressed that he was writing about
what he termed a 'local muauon', ie, Hamm and Clov fas well
as Nagg and Nell) were in a
given set of clrcumstances, They were not to be consldered
abstractions or symbols, or as representing anything other than
themselves. After that if the audience - or the critics ~
wanted to look for significance of some kind, let thern do so,
at thelr Initiative and peril.™(11)

Ruby Cohn too insists:

"His people are not ldentical, each petson acts in his own
space, even his limbo Is somewhere in a theatre."(12)

Beckett's characters reveal in 1 that b the
embodiment of consciousness. The flux of impressions, thoughts and
emotions, caused by external stimuli or prompted by the subconscious
are presented, without an imposed logical arrangement, In an aitempt
to capture the spontaneity and randomness of the workings of the

mind. The consciousness perceived as being in a state of flux, exists
at different levels, encompassing different time scales and Including
+he unconscious forces which motivate and limit behaviour.

Although In Waiting for Godot, the definition of character is
dependent on interaction and juxtaposition with other characters, the
later plays depict Isolated beings, captives of their self-created reality.
Because solitude and the sense of alienatlon have become unbearable,
the illusion of Interchange and communication is created by the
character's own imaginaticn, revealing in this way a subconscious need
and addlng to the iexity of the mind deplcted,
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Five studies of major characters and two minor characters follow to -]
tilustrate the diversity, specificity and complexity of Beckett's '
characterization, The three character studies of Play serve to
illustrate the differentlation between characters In the same play,
whereas those-of Krapp and Hamm [liusirate the differences between

7

two male characters in dliferent plays, and those of Nagg and Nell
R serve as examples of such traits extended to the minor characters.

Play

The relationships in Play reveal three beings who were Intimately
involved in the past as having no connection or awareness of each
other's presence in the present.

R Wi is revealed by her language and her actions as a woman of coarse
sensibility, jealous, hostile, possessive, vigorous and active.. She has
her husband watched by a detective and when after a lapse M iakes

up his affair once again clailms that she began to smell her off him
agaln™.(p.l4) The use of animal imagery suggests a viclous, alert,
animal-like quality In her which is reinforced by W2's statement "She ]
L came again. Just strolled in. All honey. Licking her lips"(p.12) She !
i goes to confront the mistress on two occasions, once to threaten her
‘1 and the second time to gloat over her, and the report of the language
]
i
1

she uses helps o confirm her own statements and her violent nature.
W2 reports "I smell you off him, she screamed, he stinks of ¢
< 1 biteh,*p.11) and also that "she would settle my hash".(p.1l) When
confronting the light she asks violently “"Bite my tongue and swallow
1t? Spit it out?p.l&) Wl's jealousy and possesslveness are revealed
when, conironted by M's confession, she is astounded, but accepts it,
for she wants him to be “all mine".(p.l4) Her mediocrity of mind i
. emerges from her use of cl]che’, such as "to what will love
N stoop,"p.12) and In the descriptlon of W2 in which she indulges |
: Ypudding face, puff spots, blubber mouth, jowls, no neck, dugs you i
R could « .« M{p.i3} Her torment resides in her lgnorance as to whether
the man may at present be happy living with his mistress in her
notion of an idylile setting ln the sun, and In her acknowledgement
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that she is guilty or hiding the fruth; the pain of consclousness is too
great to bear and she attempts to rid herseli of the light by saying
repeatedly "Get off me".(p.16)

Beckett's portrayal of W2, the mistress, distinguishes her very carefully
from W1 In language and action.(13)

W2's image is essentlally a passive one. The first time W1 bursts in
upon her, she Is sitting stitching at a window. The second time, she
is doing her nails by the open window. There are indications that the
three characters belong to the middle class, Wl's pleasures include
“the Rlviera or our darling Canary,"(ps12) M has "professional
commitments,™(p.12} but W2's life appears to be more leisurely. When
W1 imagines M's life with her, she thinks of W2 looking out of an
open window, beyond the olive groves, at the sea, her hands folded on
her lap. Her speech too appears to be placid and unhurried, She

the of the ton made to W1 and her

‘urbanity ls evident when, unlike the wife, she makes no threats but

only states that she would not accept second place. There are hints
of her disdain of Wl as well as a sense of her own superiority when
she claims “her photographs were kind to her. Seeing her now for the
first time full length in the flesh I understood why he preferred
me,p.10) and later when she says "I stopped him and said that
whatever I might feei I had no silly threats to offer"p.13) Her
difference In social status is conveyed by her language and actions for
when her privacy has been disturbed by the intrusion of Wi she calls
Erskine, the butler, to show her out. The end of the affalr is
followed by a burning of all that belonged to M, & final irrevocable
act which may suggest that a sulcide had occurred.

Even though ilfe had been the greater trial of the two, W2

iges her disap that death was not the release she
had hoped for. Her response to the light is an acceptance that it will
perslst and will "blaze (her) out of (her) wits"(p.16) seeking something
which she Is not able to give. She persists in questloning her sanity

"Am I not perhaps & little unhinged already?"(p.20) and replylng
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reassurlngly "I doubt it¥.(p.20) Her laughter, however, suggests a
hysterical, unbalanced mind finally expressing lts sense of solitude and
alienation in a cry of despair "Are you listening to me? Is anyone
listening to me? Is anyone looking at me? Is anyone bother'ng about
me at all?(p.(7)

The third character In the triangle and the cause of the crisls Is M.
He Is portrayed as a weak, coniused man who cannot long bear the
tenslon of decelt and opts out of the relationships unaware of the
tragle of his decisi He callously mocks W1 when he
responds to his mistress's account of his wlfe's visit, displaying a
hypocritical disregard as to whose death was at issue " can't have her

crashing in here, she said, threatening to make my life. I must have
looked incredub.us. Ask Erskine, she sald, if you don't believe me.
But she threatens to take her own, I said. Not yours? she said. No,
1 sald hers. We had fun trying to work this out".{p.12} His hypocrisy,
when he responds to Wi's statement that he Is better off with her, by
claiming that she was his choice because of her superior qualities, ls
intensified by this thought "God what vermln women™(p.14)
Nevertheless, his fear and gullt are clearly stated when there is a
suggestion that Wl may commit sulcide "Then 1 got frightened and
made a clean breast of it. She was looking more and more desperate.
She had a razor in her vanity-bag™(p.13) His sexuality Is stressed by
both women and his relationships have a spurious emotional content.
The same technique Is used to convince both women of his love; he
takes them both in his arms and swears that he could not live without
them. But an [ndecisiveness and confusion can be deduced from his
musings on his protestatlons of love "I meant It what Is more. Yes, |
am sire I did,™p.11) which he claims In the case of both women.

His wife presents him as animal-llke in his cowardice, an assessment
which may, however, be more reveallng of her perceptions than his
pehaviour, claiming when he comes to confess, that "he slunk in, fell
on his knees'.(p.11) Both women feel that money is the factor which
draws hlm to the other woman. He could be characterized as
deceltful, to the women and to himself.

B i
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The unexceptional quality of M's mind and senslbliity emerges in two
ways. Flrstly, his vanity ¢ ntimentalizes the way In which the women
may be united by his loss, reveallng his lack of understandlng of either
of them. Unaware of the reactlons to his disappearance, he imagines
the two women sitting together drawn by their mutal loss but in doing
so he is distracted by, and becomes totally absorbed with, the way the
two women like their tea. He muses "perhaps they meet, and sit,
over a cup of that green tea they both so loved, without milk or
sugar, not even a squeeze of lemon".(p.17) Secondly, he fantasizes
unrealistically sbout what would be, to fi'm, an Idyllic situation: the
three golng away together, the one who was awake first waking the
other two. He would row a dinghy while the two women would loll on
an air-pillow or as his erotic imaglnation prefers it, "sheets".(p.21) He
comments on the women's lnability to accept such a relationship by
concluding "We were not clvilized".(p.21}) His pervading sense of guilt
Is conflrmed when he asks "Am 1 hiding something?"(p,i9) Yet beyond
his consclence lurks a personal fear, that he may not exist.
Tentatively and doubtfully he questlons “Am I as much as . . . being
seen?"(p.22)

M disappears and the possibility that he may have committed sulcide
Is only briefly suggested when he says "Down, all going down, into the
dark™(p.15) Death was his hope for release from an untenable

but his ppol is veyed by the words "peace Is
coming, I thought, after ail, at last . . . I thought"(p.15) He regrets
the aifalr, longing to wipe It out of existence "Yes, peace, one
assumed, all out, all the pain, all as ¥ .. . never been . . . I mean .
. . not merely all over, but as if . . . never been - "J{p.10) An
audience's inevitable reaction to M's hlccuping Is to Interpret It as a
sign of alcohollsm and degeneration but thls is not reinforced by any
other statement and ilnally serves only to undermine M's stature,
beilttling his suffering. A comment relevant to one's response to the
hiccuplng may be found in Proust where Beckett writes " .. 1 am
Inspired to concede a brief p ¥ to all the. analglvorous who are
capable of interpreting the 'live dangerously' that victorlous hiccough
In vacuo, as the natlonal anthem, to the true ego exlled in
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habit"(p.49) M lIs prophetic when he clalms "There is no future in
this"(p.16) for all three characters are encapsulated in an eternal
present as the repetition of the entire play suggests. Being will be an
eternity of the present existence, the suffering of consclousness and
regret.

Beckett has achleved three carefully realized portraits of convincing,
if unadmirable, indlviduals. An audience's visual imagination and
emotional sympathles can recreate the scenes which the characters'
memories have described and the states of mind which have been
revealed. Identification and empathy are thus achieved by the
recognition of the integrity and valldity of the characters
portrayed.(14)

This view is In total contrast to the one expressed by Ellopulos who
claims that Becicett's characterizasion is Involved In creating “non-
persons”, and that the depersonalization of characters in the anonymity
of such names as W1, W2 and M “destroys any posslbllity of empathy,
for character | ification with a P Is difficult.(15) Cohn,
however, affirms the concreteness of Becketit's characterization when

she says:

“Too much critical shorthand has been written about a single
Beckett hero changing name from work to work, but one has
to be blind not to distinguish Hamm from Dan Roocney; deaf
not to know Mouth from M, Vladimir and Estragon are not
identical twins; on the rare occaslons when Beckett speaks of
his characters, he calls them "my peopie." Not symbols, or
objects, or fictions, but peaplg.“dsgJ

In much of Beckett's writlng, the connectlon of the protagonist wlith
other Individuais appears ephemeral and shadowy, and the attltude to
names appears to relnforce the protagonist's perception of the nature
of such relatlonships, In Premier Amour, the "hero" reveals his
attltuse to the woman who pursues him as well as his solltarlness and
altenatlon by cailing her Loulou or Lulu and finally Anne. In Molloy,
the reader Is told “But the lady, a Mrs Loy. I mlght as well say it
now and be done wth It, or Lousse, I forget, Christian name something

-"v!:q}#
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like Sophle, held me back . . M{p.32) Later Molloy speaks of her
saying "She went by the peaceiul name of Ruth I think. But I can't
say for certaln. Perhaps the name was Edith".(p.53}) Later again he
clalms "And 1 even think I had tlme io love one or two, oh not with
true love, no nothing like the old woman, I've lost her name again,
Rose, no, anyway you see who 1 mean"{p.116)

One Is furthermore aware of a determined effort by Beckett not to
fix a name to a character and thus not to fix a character by a name
and his statement on this issue in Proust leaves no possibility of
amblguity as to his attitude nor the firmness of his intent, He says
", . .the Name ls an example of a barbarous society's primltivism, and
as conventionally inadequate as 'Homer' or 'sea’.{p.32) In Play,
dependence on names lor identificatlon is uncalled for since the
characters are present throughout the performance and at nio time
address each other. Furthermore, since the audlence Is a witness to a
state of mind, the use of pronouns, I, he, she, them, indicates that the
referents are clear in the speakers' minds and that the thres minds
are solely focused on their own thoughts. There is no sense of a need
to clarify for an audience for there is no awareness of the presence
of one, Thesz two aspects contribute to the authenticity of the
sltuation which one is wltnessing and the absence of conventional
nomenclature having the function of depersonalizing appears to be an
Irrelevant issue.

Endgame

Blind, paralyzed and lsolated by his disabllities, Hamm, the central
character In Endgame, Is portrayed as both allenated and alienating.
His Is a portralt of a twisted, frustrated and angry being whose
characterlzatlon dwells on negatlve aspects, He ls presented as
grotesquely childish and foolish, tyrannical, violent, egocentric, cruel
and determined fo wleld power over these around hlm. These iraits
resembly Le~r's to such an extent that the resembiances can hardly be
Ignored though he lacks both the generosity and the remorse which
humanlze Lear.

B v el
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There Is a harsh, abrasive quality in Hamm which s conveyed by the
language he uses, ugly both in Hs vindictiveness and its unexpected
buests of violence. “You pollute the alri™p.13) he hurls at Clov when
he is not commanding him to "Get me ready,"(p.13) "Put me in a
coffint(p.49) or “Go and get the gaff.(p.31) Repeatedly the directions
which accompany his speech convey tenslon and harshness, as for
example 'with sudden fury” "frenzledly" "violently".(pp.2#,22) His
tyrannical manner s directed to his parents as well. Of Nell he asks
YWhat's she blathering about? . . . Damn . . . busybody . . » Have you
bottled her? . . . Screw down the Jids".{p.,22) Nagg he calls his
“aceursed progenitor" and he mocks the conventional attitude to old
parents by saying "The old folks at homel No decency leftl Guzzle,
that's all they think of".(p.13) His destructiveness and malice is
revealed in his prophecy of Clov's future state. Used at first >
prevent Clov from leaving the shelter to bulld a raft whleh he,
himself, had suggested, it becomes a wish which polnts to the cause of
his crueity and tenslon. *“. . . Like me" Hamm repeats "you'll be
sitting there, a speck In the vold, in the dark, for ever, like me ., ..
Infinite emptiness wlli be all around you, all the resurrected dead of
all the ages wouldn't fill it, and there you'll be like a liftle bit of grit
in the middle of the steppe®.(p.28) The evocation of frustration,
impotence and lsolation, pervaded by a sense of unhappiness, Is
Inescapable In this image. A sinister eplsode presents hlm as
grotesquely absurd and 1 > Chlldishly and y he
attempts to deceive -himself that his toy dog is a llving entity over
which he can exerclse his power, He insists that the toy be placed
before him in a servile position as if he were imploring to be taken
for a walk, Hamm evinces evident sati from an
cruel deed in which a supposedly llving belng s made to suffer.

Hamm's need to be In the center of the room js an indication not onf:
of hls egocentricity, which requires that he establish his centrality, but
reveals to0, a neurotic anxiety which cannot ablde change. He needs
o be right In the cenire agltatedly and contradlctorily Inslsting that
his position must be exact "Roughlyl Roughlyl Bang in the
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centre™(p.24) Hamm's fear of change is seen too, In that his life is
dominated by routines. That there ls a time for pain-killers is
understandable, but he also has a time for his story. The satlsfaction
of his needs takes priority over all else in the shelter,

The ambigulty of Hamm's story and his determination that It should be
viewed as a tale is an indication not of Hamm's creative and artistic
abllity, for It Is an uncertain, bungled narrative, but rather as
evidence of a psychological need to expiate a gulit. The story is
repeated endlessly. It Is "the one you have been telling yourself all
your . . . days"(p.#0) according to Clov, and It shows, in Hamm's last
soltloquy, the role he played In other people's lives, or perhaps more
correctly, In their destruction. The repetition of the story for Hamm
is an attempt to expunge the gullty memory «f the people he might
have saved. Hamm tries to avold responsibility and to extenuate his
gullt by claiming "I was never there . . . Absent, always. It all
happened without meM(p.47) professing also a sense of allenation and
ldck of involvement as a personal loss, but Clov unambiguously reminds
him that he was instrumental in the events that occurred.

Hamm plays at varlous roles, acting out a clichéd part of pretended
medesty by a writer when he prompts Clov to ask him questlons about
his story, and then answers with apparent reticence and humility, He
creates a moment of sentimentality when he asks Clov to kiss him or
say a few words for him to ponder iIn his heart. Posturing, he
{megines an audience and creates a fiction *He never spoke to me,
Then, In the end, before he went, without my having asked him, he
spoke to me. He sald . . /(p.50) Hamm plays at creating an event,
His Initlal words "Me-to-play,"(p.12} in which he stresses his centrallty,
also Initlate a major amblguity, that ali the events that follow may be
episodes of a game, whose q are not ingful b

they are reversible.

1
i
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The play ends with a discarding, llke Prospero, of movement and
speech, and everything resting In its final place. Hamm nelther asks
for pity nor gets k. He cannot be seen tragleally either in
Aristotelian terms nor from any modern theoretical view point of
tragedy., His initial rhetorical question Is a gesture o elevate his
misery to & heroic level but Is deflated instantly by his own horedom.
Godlike, Hamm, in a reversal of the Biblical command at the
beginning of creation, announces "Then st it end”{p.49} His lfe and
the end of all existence is suggested, and the "It must be nearly
finished™(p.12) of the opening of the play is seen to have reached its
climax,

Krapp's Last Tape

Krapp bears little resemblance to Hamm; comedy and regret attenuate
his negative tralts, As seen by the audience, Krapp is & "wearish old
man® and detalls of his appearance sre used to confirm the idea of
age. He has grey halr, Is hard of hearing, is very near-sighted, has a
cracked volce and his walk Is laborious. His attire relnforces the
notion of age In that his black trousers and waistcoat have acquired a
tusty tinge. The heavy silver watch and chain, remindful of a
Victorlan patriarch, accentuate his loss of dignity and status.
Similarly, clownish aspects of his appearance are still further
reductive; his narrow troussrs, too short for him, make him look
childish, like an overgrown schioolboy; his white boots, narrow, polnted,
and of an size, are Chapli and his white face and
aurple nose are remindful of a clown's mask{20} A neglected physical
appearance reveals him to be careless of his personal habits and
contrasts notlceably with the cure he bestows on hls apes which are
numbered, llsted and titled. He is unshaven, his hair is disordered, hls
white shirt is grimy and his boots dirty.

Krapp is a man encapsulated In his cgolsm, emotional y restricted,
unable to make a commlitment, His concerns are narrow, he lacks
warmth, the capaclty to love and the sympathy to suffer. His father's
death is reduced te "Last lliness of his father,"(p.13) his mother's fate
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is viewed in terms of his own discomfort "There I sat, In the biting
wind, wishing she were gone'.p.14) He has never suffered deeply but
neither has he been happy or joyful. Recalling past years, he uses
phrases such as "flagging pursuit of happiness'(p.13) and ten years later
"Spiritually a year of profound gloom and indigence until . . . The
vision at last'.(p.15) Not hearing Old Miss McGlome singing, he comes
to the realization that he has never sung and will never sing.
Moments of are re to isolated ies, such as
“Be again in the dingle on a Christmas Eve, gathering holly, the red-
berried,"(p.19) and the episode in the boat, evoked with an inescapable
immediacy which transports him back to that time and, because of the
contrast to his present state, reinforces his loss and his misery.

Krapp caught In his circle of light performs actions which are
simultaneously ridiculous and sad, for one witnesses a great
displacement of air and expenditure of energy for no purpose.
Fumbling for keys, opening drawers, stroking a banana, slipping on a
peel are actions which fill time and provide a semblance of
purposefuiness until "finally he has an idea. . J/.(p.10) The initial
mime at the ope.'ng of the play reveals not only the emptiness of
Krapp's existence but also helps to reveal a number of different facets
of his personality. One Is made aware of a reduction in the use of
his facuities when he peers at hls keys; there ls an inclination to
secretiveness or miserliness in the purposeless locking of drawers; and
evidence of a compulsive need is Indicated in his eating of bananas.
The second time, behaviour which may have been amusing in its first
appearance, is witnessed from an altered perspective. Within the
context of pi Hi and a the actiohs become
grotesquely sad.

The different stages of Krapp's life are reveaied In three ways, by
visual means, reporting and commentary, and are uffirmed by
corroborating action.  Within the visual context of the play, Krapp at
sixty-nine speaks of his past year and thus informs one of his present
life. The audience also hears Krapp at thirty-nine tell of his life and
reporting on a tape which told of conditions when he was twenty-
seven,

|
\
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On his sixty-ninth birthday Krapp is in his den, in his old rags, an
envelope in his pocket. This is evideutly a long~standing habit since,
at thirty-nine, at the Winehouse, he jots down a few notes on the
back of an envelope and once again preparing to make what will be
his last tape, Krapp at sixty-nine takes out an envelope and consults
the back of it. A wrlter and disiliusioned by his lack of success,
Krapp is a more bitter person than he had been carlier. He judges his
previous self as “that stupid bastard,(p.l17} is impatient of the rhetoric
and aspirations expressed In the tape, and winds it forward twice
during the statement of the revelation which was supposed to have
been a turning point in his life. He is angry and senses the futility of
his life for new he has "nothing to say, not a squeak™(p.18) The
passage of time has become Irrelevant and his happiest moment Is
reduced to revelling in the word “spool’, His past year consists In
going out once or twice and sitting shivering alone In the park, going
to church once and falling asleep, reading a page of Effie, crying as
he read it, and the occasional visits of Fanny, the "bony old ghost of
a whore"(p.12}

Two episodes reveal Krapp's unhappiness at this stage. In the one, he
sits "shivering in the park, drowned in dreams and burning to be
gone".(p.18) In the other, he lies propped up in bed and his mind
wanders, i -inatively reliving moments of his youth. His memory
dwells on moments which had been meaningful to him, gathering red-
bellied holly at Christmas time, walking with his dog, in a haze, and
stopping to listen to bells, Unhappy though he claims they were, they
appear as actlve and sensuously rich In comparison with the
deprivation of his present existence.

The audlience is informed that at twenty-seven Krapp had been
involved in an intermlttent relationship, living on and oif with a girk
called Bilanca. He was prone to excesses in his habits, drinking too
much and having too engrossing a sexual life. Constipation was a
problem. He was hopeful and earnest about his future aspirations
centred on his magnum opus and thankful that he had rcached
maturity. The twenty-seventh year, with the death of his father and

Ve
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one

lati ip ter) is crystaliized in an image of departure
and separation "A girl in a shabby green coat, on a railway-station
platform™(p.13}

The post mortem at thirty-nine reveals a further step towards
complete istlation. Krapp avolds the expression of emotion in
speaking of his mother's imminent death by transmuting it Into art.
Recalling a ballad, he says "mother lay a-dying".{p.l4} Of his mother's
death, he retalns the recollection of a sensation which assumes the
place of any genuine emotion. Posturing dramatically, he clalms he
will retain the fee! of a small black ball he was holding when the
blinds of his mother's room were lowered, to his dying day. At sixty-
nine, on taking out the spool described as "Mother at rest at last . . .
The black ball" he Is puzzled and questioas "Black bali?(p,11) His
isolation and his inabllity to understand its full implication is evident
in the scenario he describes as he waits for his mother to die. He
sits alone on a bench watching his mother's window, There is "hardly
a soul'p.lk)there, except for a few regulars whom he claims he got to
know quite well. His qualification of hls statement “oh by
appearance of course ] mean]™p.l4) reveals a separation between
himself and others disguised by an apparent aloofness on his part. His
advances are refected by "the dark young beauty"(15) and Krapp is
shown at thirty-nine to have no invelvement with others.

The tape made by Krapp at the age of thirty-nine, reveals a number
of emotlons and attitudes which conflrm the complexity of the
h izatlon. He is ptuous, poinp and cynical In his

assessment of himself at twenty-seven. One becomes aware of an
emotional arldity which attempts to disgulse Itself by mannered
posturing in his recollection of hls mother's death; the visionary
moment exposes an ldealistic fervour but also, a self~indulgent desire
for aggrandizement. The last section, restorative in lts calmness,
reveals a sensual and lyrlcal quallty in Krapp's character. Recalllng a
bathe In a lake and driftlng In a punt in the blazing sun, the soft
sighing of reeds and the close physical contact with a glrl, a moment
of sensuous satisfaction, all the more poignam because of Krapp's
declsion to withdraw from the commitment It required, is suggested.

|
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The state of flnal Isolation expressed in the tape as a moment of
perfect tranquility “Never knew such sifence. The earth might be
uninhabited(p.10) has become the reality for Krapp. The play ends
with him alone, surrounded by total silence.

Krapp's Inclination towards the aesthetic, the exotic and the romantic
is seen In his response to language and people. Speaking of his
mother's widowhood, he uses the unusual word Pvidulty"(p.14) and,
recalling the expansive romanticism of Othello, he describes the nurse's
eyes to be "Like . . . chrysolite".(p.15) He admires Bianca's "very
warm'{p.12) “incomparable"(p.13) eyes and remembers vividly the
dramatic image of "one dark young beauty . . . all white and starch,
incomparable bosom, with a big black hooded perambulator".p.15 The
moment of revelatlon, which he proclalms a “miracle,"(p,16) is
reminlscent of Werdsworth's spots of time when he learns to “see into
the life of things".(18) Alone, at night, at the end of the jetty with
the elemental world in a state of turbulence, the wind howling, the
foam flying from great granite rocks onto the light of the lighthouse,
Krapp experiences "the vision".(p.15) Caught up with ldealistic
fervour, he dedicates himself to his opus but his use of conventional
metaphors "the light of understeding and the fire"(p.16) which dissolve
the storm and the night, do not sugur well for his success as a writer,

Krapp's activities, his attitudes and some linguistic recurrences serve
to Indicate the contlnuity iIn his characters These links, which show
Krapp actlng and responding consistently according to the
characteristics with which he has been endowed, reinforce the realism
of the characterization. Both on his thirty-nlnth and sixty-ninth
birthdays Krapp Is in his den, making and listenlng to tapes.
Constipation, the eating of bananas, the consumption of liquor, the

pleasure in words, as well as rep d resp y for P at
twenty-seven Krapp sneers at this youth and thanks God “that it's
over',(p.13) at thirty-nine speaking of the relationship with Blanca, he
says "well out of that,"(p.12) and at sixty-nine recording his final tape
he says "Just been listening to that stupld bastard . . . Thank God

that's all done with anyway'(p.17) convey a coherence of being. The

TrekE
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continuity which helps to establish a character does not, however,
exclude developrent and growth, and Krapp {s perceived to have
progressed from an unconsclous egocentrism to a full awareness of Its
Implications, The vislon of the thirty-nine-year-old experienced during
the stormy night has become Irrelevant for the sixty-nine-year-old who
advances the tape impatlently in an attempt to miss this section. The
dismissal of a lost possibility of love by Krapp at thirty-nine with the
words "No, I wouldn’t want them back”(p.20) Is refuted by the older
man's repeated listening to that portion of the tape. The past is
irredeemable and the growth In understanding has been achieved by the
realization of loss.

Endgame

It is not only the main characters who are ¢learly differentlated;
minor characters too exhibit distinctive traits which serve to contrast
them with each other and to convey their unigueness.

The scenes between Nagg and Nell represent a grotesque comedy in
which two old people, white~faced, Incapacitated, with failing eyesight
are presented visually as unwanted refuse.(19) Habit ensures that thelr
relationship continues in a "dally farce". Nell asks, when Nagg knocks
on the lld of her bin, "What 15 It, my pet. Time for love?"(p.18)
Nagg's suggestion that they kiss Is a repeated ritual with the expected
outcome. Isolated In their bins they are concerned with pursuing their
own thoughts, and have little interest in each other, communicating
out of habit, There is an absent-mindedness in Nell's automatic
answers to Nagg which reveal her emotional distance from him:

"Nagg: Do you remember ~

Nell:  No.
Nagg: When we crashed our tandem and lost our
shanksM(p.19)

"Nagg: Could you give me a scratch before you go?
Nell:  No. (pause) Where?"(p,20)
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"Nagg:: .« wili 1 tell you the story of the tailor?
Nell:  No. (pause) What for?pp.20-21)

Nagg's portrait reveals similar traits to Hamm., He is angry and
destructive, making petulant demands for his rights, Irsisting that he
will not be neglected, He has been reduced o a state of total
dependence and vengefully wishes Hamm could be reduced to a stat=
of unhappiness when he would need his father and Nagg would remain
unresponsive. His parentlng reveals his seifishness for, when Hamm as
a baby cried at night he was not only refused comfort, but was moved
out of earshot so as to avoid disturbing his parents, Hypocritical in
his offering of his biscuit to Nell, cynical about values, the character
tralt which Is constantly stressed is his lmmaturity; he can be bribed
with the promlse of a sugar-plum and sucks at his biscuit in his bin.
Hls first words reduce him to the level of an infant wanting his food.
Self-absorbed, he concentrates on his own gratification Insisting "I
want me papl{p.15}) His response to Mell's clalm, that she laughed at
his story about the tallor because she had been happy, Is chlldishly
rejected "It was not, lt was not, it was my story and nothing else.
dlappyl Don't you Jaugh at it stili? Every time I tell it. Kappy[(p.21)
Nagg has a volatlle temperament, full of hostility and malice, and
even the memories which he recalls with some vitality do not mitigate
the sense of distaste which he evokes.

The portrait of Neil reveals a contrasting personality to her husband's.
Mllder, more sensltive, she remembers nostalgically golng rowing on
Lake Como. The awesome experience of looking [nto the depths of
the water suggest an impressionable character able to evoke a memory
sensorlly "t was deep, deep. And you could see down to the bottom.
So white, so clear"(p.21} She contlnues to be absorbed in the image,
unaware of Nagg's story and Hamm and Ciov's Interruptlons.. There is
a poignancy In Nell's awareness of Joss and her memory of, and
yearning for, a happler time. More caring, she admonishes Nagg for
his unkindness in laughlng at Hamm's distress. She speaks perhaps the
saddest and certalnly the most cryptle line in the play "Nothing is
funnler than unhapplness, Il grant you that™(p.20)
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These analyses not only reveal the complexity and diverslty of
Beckett's characters but they indicate a concreteness of presentation
which discards the possibility of their belng seen as symbols. Beckett
bas neither dered his ch s 20) nor have hls "Lums
become a cursed metaphor for modern man™2i) nor has he created
"crepuscular creatures (whose) almost total loss of identity and
Indlviduality frees them from contingency".(22) A coherence of being
and psychological complexity, as well &s tralts and attitudes readily
ldentlflable as belonging to recognizsble people In life situations,
convince one of the realism of BesXett's characterization. Its
relatlonship with the tenets of 19th century Reallsm and character
presentation ln 20th century literature will be discussed in Chapter
seven,
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CHAPTER &

THE LANGUAGE OF THE PLAYS

Because language, the instrument of communication and hence of
civilization, creates the world inhabited by the Individusl, every period
has found It necessary to attempt to define its role In relation to Its
vislon of reality, One may or may not agree with Heldegger's view
that:

™.anguage is a quasi-objective event which has an existence of
its own prior to all particular individuals."(1)

However, there would be no ditticulty In acknowledging that "all
experlence involves language and that language is ineradicably
social"{2) Klawitter sums up Its Importance ". . .every man inevitably
lives In a world his words create around him".(3)

The Absurdlst view of the functional disintegration of language is
often taken as a concept representative of the attitud= to language of
all modern writers. The view is based on the proposition that since

is purposel and ingless, language, the means of
communication, has been devalued and rendered irrelevant, George
Steiner claims:

1t Is no paradox to assert that much of reality now begins
outside language. . . Large areas of meaningiul experience now
belong to non-verbal languages such as mathematics, formulae,
and logical symbolism, Others belong to 'anti-languages' such
as the practice of non-objective art or atonal music. The
world of the word has shrunk.'(s}

Eflopufos supports thls view of an "anti-finguistle(5) tendency in his
focus on drama:

“In the modern drama, the characters can speak to each other
without communlcating anything, for the experience has becomne
Incommunlcable. There Is little use of langvage as a means of
Influence for the deslre to Inf} another presupy a
definite purpose in the mind of the speaker, and lack of
purpose is the major concern of the absurdist.M(6)

@
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It is relevant to note, however, that while the devaluation of language
is assumed, evldence of a more malleable and flexible medium which
wlil meet the needs of modern perceptions, is suggested, Copeland,
while accepting the Absurdist atrtitude to language, indicates that
words are belng used more subtly, thelr nuances now conveying
meaning, He writes:

"The reader is not expected to pay attentlon to the words or

the context of the dialogue but to the lmplication, the

su?gestlon behind the words: the lonely soul and the hopeless
effort at overcoming solitude(7}

Hinchliffe elaborates further:

"Increasingly since the Second World War actors (and audlences)
have begun to respond comsciously to the sub-text as well as to
the text - that Is to recognize what is belng sald beneath what
Is being spoken - a practlce usuaily traced to Chekhov and
particularly as produced by Stanislavski™8)

Esslin blames, not language ltself, but the rigidity of grammar actlng
as a barrier 1o the discovery of meaning:
"f all our thinking 15 In terms of language, and language obeys
the arbitrary conventions of grammar, we must strive to

penetrate to the real context of thought that Is masked by
grammatical rules.(9)

Some critles have clalmed that Beckett's use of language conforms to
the tedged attitude of Al ism, Cohn writes:

"Beckett exhibits little of the more obvlous virtuosity of the
earller English fictiont Instead there is an lnsidlous
undermining of language as a2 means of communication or
expression of intelligence.’{10)

Ellopulos supports this view:

"Beckett's struggle to demonstrate the Ineffectiveness of
language, the disintegration of thought, flnds its ultimate
expression In an absence of language. Backett has regarded
mere words as powerless to express the dialogue of man and
his theatre has evolved {rom limlted dlalogue through
monologue to profound sllence({1}
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The theory that Beckett's work exhibits “anti-linguistic tendencies,™(12)
that "Beckett's philosophy Is to devalue language as an effective means
of communication™(13) and that his "task to demonstrate the
ineffectiveness of language finds its ultimate expression in an absence
of § "(14) is incing. G ication is to be found in
interpersonal situations focused on dialogue in Waiting for Gaodot,

Endgame and tending to monologue in Happy Days, and is an
expression of the introverted, solipsistic and pathological in Piay, Not
1 and That time. The mimes, Act Without Words I and Il and
Breath are minor works interspersed in his oeuvre; their silence can
hardly be seen as representing ‘he culmination of Beckett's dramatic
endeavours,

The Absurdist opinion of language was not, however, the sole, nor the
representative, view of language in modern literature, Eliot expressed
the need to evolve a sensory language which would make “"direct
communication with the nerves {producing) suggestively enigmatic
images which would penetrate to those 'primitive’ levels at which all
men and women experienced alike".(15) Meaning, according to Eliot,
was "no more than a sop to the reader to keep him distracted, while
the poem went stealthily to work in him in more physica! and
unconscious ways".(16)

Not only the existence of a different theory of language but a

recognition that it was being implemented, Is indicated by Richards

when he describes the ordering principle of Eliot's "Waste Land™
", . .his poetry is a "music of ideas." The ideas are of all
kinds, abstract and concrete, general and particular, and, like
the musician's phrases they are arranged, not that they may
tell us something, but that their effects In us may combine
into a coherent whole of feeling and attitude and produce a
peculiar liberation of the will.'{i7)

Such a language implies assumptions about the nature of the
fistener/reader and the nature of knowing., [t attempts to ignore the
semantic component of, and the Intellectual response to, language and




- 69 -

to highlight sensory and effectlve ways of knowing previously

neglected, Language, which had always been perceived as speaking
directly to the intellect was seen as capable of informing intuitively, . 4
immediately and comprehensively to a being who was perceived as

' more complex and multi-faceted than had previously been Lo

acknowledged. i

Beckett has lained about the inadi of | to perform
the task he required of it. In an unpublished letter to Axel Kaun, he

dismisses grammar and style:

B "They appear to me to have become just as obsolete as a
S Biedermeier bathin§ suit or the imperturbability of a
. . gentleman, A mask."(i8)

ob Everytime one tries to make words express something other than
vk N

themselves "ils s'alignent de fagon 3 s'annuler mutuellement".(19) (They

1 [ align themselves so as to obliterate each other.) For Beckett, writing
involves the expression of the Ineffable:
"The expression that 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}

PR Originality of statement is dismissed:

B "Heureusement, 1l ne s'agit pas de dire ce qui n'a pas encore
. €té dit, mais de redire, le plus souvent possible dans I'espace
R le plus redult ce qui a été dit d€jan(21)

‘ (Fortunately, it is not a matter of saying what has not yet
. been sald, but of resaying, as often as possible in the most
reduced space what has already been said.)

d i However, Beckett is concerned about finding a form appropriate for .
the statement of his concerns. In an carly Interview with Alan ' i
Schneider, he expresses his scnse of satisfaction by the balance and
symmetry in the lines of St. Augustine:

"l take no sides. 1 am interested in the shape of ideas. There

is a wonderful sentence in Augustine: 'Do not despair; one of !
v the thieves was saved. Do not presume; one of the thieves

was damned.' That sentence .. ' a wonderful shape. It is the

shape that matters."(22)
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To Driver, he explained the problem which had arisen concerning form:

"This form will be of such a type that it admits the chaos and
does nct try to say that the chaos is really something else, . .
To find a form that accomodates the mess, that is the task of
tie artist now."(23)

Thus Beckett's dissatisfaction with language and form stems from the
fact that it does not reflect the reality that he perceives, and
searching for a new form, he moves towards an approximation fo
music, a model which h‘i‘f the attention not only of poets like Eliot,
but of novelists of his time, such as Virginia Woolf, Beckett indicates
this concern when he asks:
"ls there any reason why that terribly arbitrary materiality of
the word's surface should not be dissoived, as, for example, the
tonal surface, eaten into by large black pauses, in Beethoven's
Seventh Symphony, so that for pages at a time we cannot

perceive it other than, let us say, as a vertlginous path of
sound connecting unfathomable abysses of silence?"(24)

Beckett's attraction to music can be explained by the fact that it
would satisfy his need for a form which did nct merely tell, would not
be about semething, but, as his assessment of Joyce's work indicates,
would be the thing itself.(25) Furthermore, his wish to recreate a
sense of uncertainty, the fact that he is concerned with depicting the
movement of the mind, the flowing of thoughts, sensations and feelings
in a random but unending continuum, and that he expressed a desire
that this writing would affect the senses and the emotions, by-passing
the intellect,(26) indicate the reasons he would gravitate to such a
form. His admiration for a fluld art, which does not compress
experlence within a closed pattern, s evident In his description of ihe
paintings of the van Velde:
"Que dire de ces plans qui glissent, ces contours qui vibrent,
ces corps comme taillés dans la brume, ces equilibres qu'un
rien dolt rompre, qui se rompent et se reforment 3 measure
qu'on regarde? Comment parlet de ces couleurs qui respirent,

qui halétent? De cette stase grouillante? De ce monde sans
poids, sans force, sans ombre?
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Ici tout bouge, nage, fuit, revient, se déiait, se refait, Tout
cessg, sans cesse, On diralt l'insurrection des molecules,
Fintérieur d'une pierre un millidme de seconde avant quielle ne
se désagrage."(27)

(What Is one to say of these planes which slide, these contours
which vibrate, these bodies as if hewn in 2 mist, these
symmetrles which a nothing will break, which destroy
h lves and r as one looks? How Is
one to speak of these colours which breath, which are
breathless? Of this swarming stasis? Of this world without
welight, without power, without shadow?

Here everything moves, swims, flees, returns, undoes itself,
remakes litself. Everything ceases, ceaselessly. Like the
Insurrection of molecules, the interior of a stone a millionth of
a second before It disintegrates.)

Beckett's interest in music is described by Bair:

"He urged Jean Reavey to pay attention to modern music,
because he believed it was the strongest influence on modern
drama., He likened the stripped-down simplicity of many
contemporary scores to a willingness to take greater risks in
the search for new forms, and it was this wlllingness to
confront fallure that made it so exciting."(28)

He attended the rehearsal of Pinget's La Marivelle and used It as "an
illustration of how important the proper use of music could be to a
playwright, especially one who was cognisant of uniting the two
disciplines™.(29) He was fascinated by Bartok's music and expressed his
interest in studying It to see if it might be useful to his own
writing.(30)

Reference Is made repcatedly to the musical quality evident in
Beckett's writing, Lalou, for example writes of "that Inexorable
Crescende which the Thirteen Texts for Nothing consttute, llke so
many movements of a musical suite,"(31) and Kitchin claims that Play
communicated like “tightly compressed chamber riuslc on a subliminal
level™(32) The plays abound with musical associations: titles, such as
Rockabye, Happy Days, Words and Music, the contrapuntal structure
of Play and That time with their interwraving volces, the sonata
form of Footfalls, and the lyricism of passages, such as the dead
voices of Waiting for Godot and the boat episode of Krapp's Last
Tape. It rests essentially, however, on the use of repetition, which
assumes the part of a melodic refrain, and on a finely modulated
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rhythmic structure to his wotks, Furthermore, Beckett's preoccupation
with music Is Indicated by lis repeated use as a metaphor: "Music is
the Idea ltself,"(33) "the night jlrmament Is an abstract density of
music, symphony without end".(34) He writes of a character as “a
simultanelty of notes,"(35) "a symphonic, not a melodlc unit".(36) In a
letter to Alan Schneider; he states:

"My work is & matter of fundamental sounds . . . made as

fully as possible, and I accept responsibility for nothing
else"(37)

Thus Beckett's Inclination towards a musical language ls not an
attempt to devalue language as a means of communicatlon but, like
Eliot, to convey a rlcher, more coherent and intultlvely assimilated
meaning, Language, however, cannot llke muslc confer a flnite value
to a word, Although a muslcal note will be affected by the context
of potes which precede and foliow it and tone will be conferred by
both Instrument and player, it remalns itself. Words, however, beyond
the ef{ect of context and tone, carry meanings and associations, both
private and social, accumulated over time, which produce layers of
signification, By stressing the sound of words, Beckett adds to the
faf of 1 vather than dutracts from It.

P

Four plays, Waiting for Godot, Krapp's Last Tape, Play and Not I,
will be used as examples to discuss aspects of Beckett's language
relevant to this dissertation. However, a discussion of a number of
styllstic features prominent In his work, such as tone, rhythm and
parody, is beyond the scope of this research which seeks to explore
the reallstic qualltles of his writing, and is therefore omitted.

In Walting For Godot, the relatlonshlp between Viadimir and Estragen
is based on a mutual awareness of their conditlon and in the acts
which will help them bear It. The main activity around which they
concenirate to enable them to pass the tlme, Is talking. They
inltlate a serles of language acts or verbal games of whose purpose
they are well aware; conversation becomes the characters' means of

e o
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warding off loneliness and lsolatlon, of preventing them from
experiencing the paiti of thinking and confronting the futility of their
lives. Far from demonstrating "how men taik past each other wlthout
actually communicating,"(38) the effect of the conversations s often
to create moments, small pockets of time, separate from each other,
which it the two protagoni: separating and lsolating themn
from the world around them, creating a time of unity when a bond
between two people [s forged, These interludes of interchange have a
musical quallty in which a volce answers another, sometimes echoes it,
the end of one Interchange leading to another through a few, groping
and tentative words/notes. Combined with the repetitions, which are a
feature of the text, the rhythmic quallty of some of the passages
create moments of great lyrical beauty, poetic moments of stasis, a
time out of time, which become all the more polgnant because of
thelr belng Intercessions, brief respites before the anxiety of exlstence
reestablishes itseli, These conversatlons create, out of the relatlonship
of the two men, duets which link them beyond the content of words,
the process establishing its own meaning. Such an example Is perhaps
the most quoted passage of Waiting for Godot:

“Estragon: It's so we won't think.
Viadimir:  We have that excuse,
Estragon:  It's so we won't hear.
Viadimirs We have our reasons.
Viadimir:  They make a nolse llke wings.
Estragont  Llke leaves,

Viedimirs  Llke sand,

Estragon:  Like leaves,

Sllence

Viadimirs They all speak together.
Estragon:  Each one to ltself.
Sllence

Viadimirs Rather they whisper.
Estragont  They rustle,

Viadimirs  They murmur.

Estragont  They rustle.
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Silence

Viadimirs  What do they say?

Estragon:  They talk about thelr lives.
Viadimirs  To have lived is not enough for them.
Estragon: They have to talk about it.
Vladimir:  To be dead is not enough for them.
Estragon: It is not suffictent.

Silence

Viadimic:  They make a noise like feathers.
Estragons  Like leaves,

Viadimir:  Like ashes,

Estragons Llke leaves (pp. 62-63)

It is the colloavial qualitv of the language, however, persuading one
that the conversations between the protagonists is of the kind that
two people who have known each other long and well are likely to
have, which underlies the realism of the play. The elliptical moments,
the vagarles and digresslons, inltiated by em~tional rather than
intellectua) needs, are true to one's experience of llving

Ization, as are the p in which the trivial and the
solemn, bladder problems and philosophy are placed parallel, assuming
equal importance:

“Estragon:  You might button it all the same.

Viadimirs  True . . .Never forget the little things of life.

Estragon: What do you expect, you always walt till the last
moment,

Viadimirs  The last moment . . . Hope deferied maketh the
something sick, who sald that?"(p.10)

The colloquial nature of the language remalns irrefutable in splte of
the varlety of styles which range from the monosyllabic simplicity ofs

"iadimlr:  You think so.
Estragon: 1 don't know,
Viadimir:  You may be right."(p.80)
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to the high-flown rhetoric of "Let us not waste our time in idle
discoursel Let us do something while we have the chance! It is not
everyday that we are needed,(p.19) and the gracious and gentle:
Mt's evening, sir, it's evening, nlght is drawing nigh. My friend
here would have me doubt it and ! must confess he shook me
for a moment. But it is not for nothing I have lived through

this long day and I can assure you it is very near the end of
its repertory."(p.86)

Like Waiting for Godot, the language of Krapp's lest Tape retains
Its verisimllitude as the speech of an Individual because of its
celloquial nature but [t represents also an apt example of language
reflecting the complexity of characterization. The previous chapter
discussed in some detall the life experlence and the characterizatlon
of Krapp. His egoism and restricted emotional range, his inclination
towards the aesthetic and exotic as well as a coherence and cantinulty
of being were revealed by his statements in his earlier tape and his
present responses to it,

Krapp is a writer, and therefore, no surprise is felt at his interest and
pleasure in words as is evident in lines such as:

"o able fon until my fon of storm and
night with the light of the understanding and the flre,"(p.16)

or his savouring of the sound "spool".p.1} The language rises as im:

" . .great granite rocks the foam flying up In the light of the
1 hth;)use and the wind-gauge spinning like a propeller. .
n

Mp.16]

recapturing the Intensity and excitement of his feelings. Similarly, his
sensuality and nostalgla i captured by the lyriclsm of the description
of the episode in the hoat:

"We drifted in among the flags and stuck. The way they went
down, sighing, below the steml 1 fay down across her with my
face In her breasts and my hand on her. We lay there without
moving. But under us al .+ wved, and moved us gently, up and
down, and from side to slde."(p.17)

TR
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The hope, aspirations and anticipation of the younger years revealed by
a linguistic comprehensiveness are replaced by a paucity and nakedness
of language reflecting the emptiness of his present life. The lingulstic
deterioration is articulated v Krapp In the making of the last tape
with the words:

"Nothing t~ say, not a squeak. What's a year now? The sour
cud and the iron stool.%(p.18)

There Is no evidence of the breakdown of language in Play, Language

Is used to convey the movement of minds, the "stream of

consclousness,” and is the meaus by which Beckett reveals the thoughts

and feelings of his characters as they emerge. Once again It is the

colloqulalness, the regression and evaslons which convey the
icity of the si and the Individual

The characters of Play do not communicate with each other but are
depicted as lsolated beings communicating with themselves, the
audience becoming privy to their Inner thoughts and feelings.
Beckett's use of the monologue(39) conveys vividly the notlon of
Isolated belngs concentrating on themselves even though the
interweaving of the fragmented utterances suggests the inextricable
Interconnections of the three characters. The monologue is also a
device used to convey the "stream of consclousness" and reinforces the
Idea that one ls listening to thinking. When M says:

"Perhaps they meet, and sit, over a cup of green tea they both

so loved, without milk or sugar, not even a squecze of
lemon™(p.17)

one s aware that one ls "overhearing" thoughts. The only time the
monologue appears to be externalized ls when the spotlight is
addressed as “you"
™¥2: You might get angry and blaze me clear out of my wits.
Mightn't you?"(p.16)
The lack of reference between the characters and the even tone of
delivery Indicate that they express their thoughts irrespective of their

2
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surroundings and unaware of the presence of an audience which Is
totally excluded from thelr behaviour(40)

The simple, colioquial nature of the language Indicates the level at
which the charactets operate. The lack of complex syntactic
structures, of speclalized y or of discr ing subtleties, are
as Indicative of an Intellectual miliew as are references to grass belng
mowed(p.13) or "a jaunt on the Riviera"(p.l2) in suggesting the
economic background of the characters,

Not I, "an aural mosalc of words"(41) represents a culmination In
Beckett's problng of an internal state by means of a monologue. The
frantic rush of words dominates the play and reveals a character and
her individual perceptions in ali their compiexity and confusion:

Y, , sudden flash. . . very foollsh really but . . . what?., . .
the buzzing?. . . yes ., . all the time the buzzing so-
called , . . In the ears . . . though of course actually not
in the ears at all . . . in the skuli , . . dull roar in the skull .
.. and all the time this ray or beam + flke moonbeam . . .
but probably not . . . certalnly not. ., ,"(p.3]

The mind Is seen, In Its attempts to describe precisely the nature of
the sound in her head, to be fastidiously discriminating, However, at
other times, language falls, revealing a mind unable to come to grips
with iwsues, skimming fragmentedly and searchingly, filling the space
with words such as "so on,"(p.11) and thus avoiding a resplte and the
possibility of a confrontation with a distressing idea.

Repetitlon Is the most safient feature of the language of Not X The
repetition of phrases, ldeas, reactions and the continual return to the
central event, are an indicatlon of an obsesslve mind encapsulated in
itself, working In well-worn grooves and caught in the context of lts
thoughts, Not only are words repeated as in "godiorsaken hole called
o+ Mpad) but different words, a rephrasing, Is used to express the
same ldea, "parents unknown . . . unheard of . . J.{p.1) The central
event is recalled four tlmes and within a sectlon of text a particular
ldem is rejterated obsesslvely:
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surroundings and unaware of the presence of an audlenge which Is
totally excluded from thelr behaviour.(40)

The simple, colloquial nature of the language indicates the level at
which the charactets operate. The lack of complex syntactic
structures, of y or of discr letles, are
as Indicative of an iniellectual milieu as are references to grass being
muwed(p.13) or "a jaunt on the Riviera(p.l2) In suggesting the
economic background of the characters,

tatlzed

Not 1, "an aural mosaic of we-ds"(4#1) represents a culmination in
Beckett's probing of an internal state by means of a monologue. The
frantic rush of words dominates the play and reveals a character and
her individual perceptions in all thelr complexity and confusfon:

", , .sudden flash. . . very feolish really but . . . what?, . .
the buzzing?. . . yes . .. all the time the buzzing . .
called . . . In the ears , . . though of course actually . . . rot
in the ears at all . . , in the skull . . . dull roar In the skull .
.+ and all the time this ray or beam ., . llke moonbearn . . .
but probably not . . . certalnly not. . p.3)

The mind is seen, In Its attempts to describe precisely the nature of
the sound in her head, to be fastidlously discriminating, However, at
other times, language falls, revealing a mind unable to come to grips
with lssues, skimming fragmentedly and searchingly, filling the space
with words such as "so on/(p.11) and thus avoiding a respite and the
possibility of a confrontation with a distressing idea.

Repetition Is the most sallent feature of the language of Not I. The
repetition of phrases, ideas, reactions and the coniinual return to the
central event, are un Indication of an obsessive mind encapsulated in
itself, working In well-worn grooves and caught In the context of Its
thoughts, Not only are words repeated as in "godforsaken hole called
.« JMp.d) but dilferent words, a rephrasing, Is used to express the
same ldes, "parents unknown . ., unheard of . . M(p.l) The central
evert is recalled four times and within a section of text a particular
idea Is reiterated obsessively:
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"so no love . . . spared that . . . no love such as normally
vented on the ., . . speechless infant . .. In the home . . . no
« + . nor indeed for that matter any of any kind . . . no love
of any kind . . . at any subsequent stage . . ..(p.l)

The r it} worklng as become interwoven In the rest
of the language, but with each repetition of the maln theme, the

event one April morning, a variation ls Introduced, modulating one's

previous understanding and generating new Interest. It is by means of
the repetitions and the interweaving of ideas and words, which break
the sequentlal, logical ordering of information, that a sense of
immediacy is achieved conveying the notion of the protagonist's
experience occurring at the very moment that it is being witnessed.

The colloguial nature of the language of Not I with its false starts,
subterfuges and evasions deplcts once again, the "stream of
ty and psychological

consciousness” and conveys a sense of

reality to the character.

When w;itlng about language, at this time in the 20th century, it may
seem necessary to Include an analysis of Beckett's use of language
from a structuralist point of view. However, structuralism is
concerned with a system of internal linguistic relationships stressing
the function of dualities, such as binary opposites and parallelisms.
Based on research in the phonological! system, it's value lies in its
attentlon to the role accorded to language within a particular work.
Because it detached the text from Its surroundings and made It an
autonomous object free of external relations and commitments, it Is at
odds with the views that imbue 20th century literature.

Structuralism rejects the ldea that meaning begins and ends in the
individual's uxperience and that the world Is endowed with meaning by
the phenomenological self. One need only call to mind the works of
key modern writers such as James, Woolf and Joyce with their
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. attention fixed on the Individual, to realize huw remote structuralism

is from both the underiying assumptions of these works and their
effects on an audience. To reduce literature to a famlliarity with
reading conventions, as structuralist poetlcs does, is to dismiss its
expressionist and communicative role and, thereby, to reduce its
function solely to that of a formal, if intricate, exercise. Thers
would be greater validity in suggesting that to understand the language
of a text is to recognize the world to which it refers and which
serves it as reference.(42) Since this study is concerned with the social
and communicative quality of language, it aims to explore the
relatlonship of the literary work and the external environment known
as reality and a structuralist approach would thus be of little
relevance.

Becketi's language is & multi-dimensional medium for it is coth theme
and form, varying from the mundane and banal to the poetical and
musical, itself thereby reflecting the ambiguity of his work. His
language reveals character and differentiates between characters; it is
the creative tool of the lImagination acting "not simply as an image of
reality but as an instrument in terms of which reality is realized -
made real"(43) The plays rest on language, one could even go so far
as to say that they present language as the only reality., Words fill
the existence of Viadimir, Estragon, Winnle and the characters of
Play; when Clov asks Hamm "What is there to keep me here?"
Hamm returns "The dialogue"(p.39) The development of the plays from
dialogue to monologue heightens further the importance placed on
language until in Not I the play concentrates on a mouth and a flow
of words, Beckett's metlculous concern for language, his presentation
of it as the sole means of Iinterpersonal as well as self-directed
communication, inextricably intertwined with thought, existence and
the perception of reality, negates the view that his writing exhibits an
"insidlous undermining of language,"(44) an attempt to "devaiue
language as an effective means of communication®.(45)
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CHAPTER 5

INTERPRETATIONS OF BECKETT'S PLAYS

A number of labels have been pinned to Beckett In an attempi to
describe him, or perhaps lay claim to him. This chapter discusses
some critical views of his work, and the connectlons which have been
made between Beckett and philosophical and literary movements, In an
attempt to obtain a clearer perspective with regard to Beckett's
position within such generic deflnitions as "realistic" and "absurd.

There appears to be an inescapable attraction in seeing Beckett's
drama as the expresslon of vast and sweeping generallzatlons,
Critleism of his plays has concentrated on the unlversal and cosmic
implicativns of his work and Beckett is often seen as using his plays
as vehicles for expressing a philosophy, his characters assuming a
symbolic function.

Hesla; In his book The Shape of Chaos writes:

"Beckett's non-specific settings enable him to isolate his
characters from any social reality that might defiect attention
from the generalized human situation he is portraying."(1)

The settings of Beckett's plays have led to a flood of speculation and
symbolical interpretations, In Waiting for Godot, for example, the
tree has been seen as the Tree of Knowledge of Good and Evil, the
Tree of Life, the Cross, the Tree of Judas, the gallows, the sign of
hope and regeneration and the tree of the Noh plays down which the
awalted God descends. Irrespective of the different views takes,
however, only one ltem of Information Is conveyed, the tree's change
from bareness to bearing "four or five leaves" ls an Indication aof
change and of time having passed. Webb, too, interprets actlons and
objects In Beckett's plays symbolically. In Krapp's Last Tape, the
eating of bananas Is seen as an indlcation of phallic concernsy{2) the
boat as a womb and Krapp's phrase "Let me In" as a desire to return
to the womb.(3) Takshashl writing of Endgame says:
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"Endgame Is a play concerned with eschatology, the imminent
end of a game which is Western civilization Itself.,"(W)

Fraser claims:

"What Waiting for Godot essentlally Is Is a prolonged and
sustained metaphor about the nature of human life.(5)

Further comments in the same vein, which, however, relate specifically
to characterization, are found in abundarice. Lamont calls Beckett's
characters Yerepuscular creatures and says:

“Although these mirror images suggest the irrevocable duality

of spirit and flesh, their almost iotal lessness of identity and
Individuality frees them from contingency."(g)

Fraser, writing of the protagonists of Waiting for Godot, interprets
them in symbolical Christian terms:

"The tramps with their rags and their misery, represent the
fallen state of man."(7)

Of Lucky, he writest
"He is the proletarlan He stands ior a contemporary reality .,

o hali-baked ge, the plain man's
ndive bellef in a Goddess called Science."(s)

Lyons, grouping Beckett with Genet and lonesco, claims the
conventions of realism are viclated “by refusing to create images of
human belngs who practise plausible behaviour In famlliar scenes wlthin
the co-ordinates of chronological time".(9) Esslln, too, assesses the
characters of Waiting for Godot symbelically viewing the pairs as
complementary personalities. He writes of Pozzo and Lucky, they
“represent the relatlonship between body and mind, the matertal and
the spiritual sides of men, wlth the intellectual subordinate to the
appetites of the body™.(10)

Undenlably, a cause of the richness of Beckett's writing is its ability
to intimate meanings which extend beyond the evident significance of
a statement and, no doubt, a reason for Its appeal Is its capacity to
accomodate a varlety of Interpretations. An example of the
sugeestive quality of his writing is to be found In Vladimir's statement
in Waiting for Godot:

TR
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"yt at this place, at this moment of time, all mankind is us,
whether we fike it or not.*(p.79)

The clalm presents Itself as a statement of irrefutable fact; the
precisien and specificity leaves no room or amblguity. At this
moment and in this place, Vladimir and Estr.,on are all mankind since
there Is no one else present, Furthermore, the reduction of humanity
to the two men is presented as valld under srecific conditions; In
other places, at other times, the statement would not hold. Yet, like
a sound produced by striking the key of a plano, the words
reverberate, echo and are amplifled. When space, time, and the all-
embracing "all mankind" are combined, a sense or cosmic implications
and magnitude is evoked. The overtones of the sentence extend
beyond its meaning in context, and have the opposite effect, that of
expanding the two individuals to become representative symbols of all
mankind beyond the moment, in an extratemporal perspective.

A more complex response which attempts to come to terms with a
paradoxical quality In Beckett's work has been voiced by some critics,
Katherine Worth describes his plays as "a drama of the interior,
oblique, dream-like and ethereal, that is also intensely physical,
concrete, insistently aware of itself as theatrical process™.(11) Esslin
referring to Walting for Godot also highlights the element of
paradox:

"t (Waiting for Godot) s open to philosophical, religious, and
psychological interpretation, yet above all it is a poem of
time, awareness, and the mysterlousness of exlstence, The
paradox of change and stability, necessity and absurdity.™(12)

The emphasis on paradox In Beckett's writing is touched on by Beckett
himself when, in an Interview with Tom Driver, he spoke of life as
being inserutable:
“1f life and death dld not present themselves to us, there
would be no Inscrutability. If there were only darkness, all

would be clear. It is because there is not only darkness but
also light that our sltuatlon becomes inexplicable."(13)

Two examples which illustrate the emphasls on paradox found
throughout Beckett's writing are Nell's statement In Endgame:
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"Nothing Is funnier than unhappiness, 1 grant you that,"p.20)
and Winnie's in Happy Days:

"To have been always what 1 am - and su changed from what I
was."(p.38.

It has already been mentioned that affinities with, and allusions to,
philosophical works have been traced by critics of Beckett's writing,
Some critics have stressed the philosophleal nature of his work and
have concluded that its value rests on Its philosophic content. It is
near Impossible to read Beckett criticism without coming acress views
such ast

“Beckett is a philosopher, and there is no doubt that he has

meditated Bergson's lessons on the ecmic.  Mechanizatlon turns

the man subjzct, endowed with a more or less autonomous
consciousness, into an object and a sort of automaton,™(14)

or:

"Beckett evolves towards sparen=ss according ¥o the
Schopenhauer prescription(15)

Ruby Cohn in her article "Phllosophical Fragments in the Taork of
Samuel Beckett” cltes speclfle examples 1 whizh phileszphical
concerns are used and then transmuted In Beciett's work:
"Sartre's viscosity becomes ublquitous mud in How it is, and
scorched earth In Happy Days. Hesidertar's Dasein becomes

earth-crawling through the mua in How 1% is and burlal In the
earth in Happy Days.(16)

That Beckett Indicates a personal vision of llfe through the recurring
concerns in his writing Is evident and not in guestion. What s in
question, and this dlssertation argues against, is the view that Beckett
expands a philosophy, meaning a cogent, structured model of the
nature of existence, and that hls plays are vehicles for promoting this
philosophy,

The vislon of life which emerges from Beckett's plays Is that
existence, pervaded by uncertainty, Is purposeless and culminates in
death, the {inal silence of nothingness. Subterfuges to repress
recognition of this reality, to fill the vacuum and dispel the horedom
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of existence, cannot alleviate the mental anguish which results from
such an awareness, The suifering of the Isolated and alienated
consclousness, presented In all its complexity, which is the central
focus of Beckett‘s plays, is viewed with compassion but also,

doxl y Is seen as both the tragic and the comic
posslhllltxes of being trapped In a ludicrous existential situation.
However, Backett's werk cannot be said to embody ideas expressed in
a sustalned or systematic way, On the contrary, his themes are more

in the nature of musical harmonles, stated, replaced by others which
then resurface later in the same work and in other works. In this
way, Time, memory, space, God, commitment, love, decelt, guilt,
loneliness, the imaglination, egoism, Impotence, paradox, ignorance,
absence of system, suffering and a sense of loss, are repeatedly
traceable In his plays, but assume relevance only according to thelr
importance In the mind deplcted. Proust's description of a Vinteuil
sonata captures the effect of Beckett's writing:
"But the notes themselves have vanished before these
sensatlons have developed sufficlently to escape submersion
under those which the following, or even simultaneous notes
have already begun to awaken In us. And this indefinite
perception would continue to smother In its molten liguldity
the motlfs which now and then emerge, barely discernible, to
p!un%e again and disappear and drown, recognised only by the

particular kind of pleasure which they instll, impossible to
describe, to recoliect, to namet ineffable.)(17)

Like the flowing of music, themes are ralsed and submerged, present
yet eluslve, In the constant process of consclousness of Beckett's
characters,

Attempts to psul Beckett's Ing' in a lcab)
Interpretation and to articulate the reason for the profound effect his
plays have on an audlence have been made repeatedly, providing a rich
store of handy catch-phrases. Copeland quotes an example of such
efforts:
“Beckett seeks an essential reality described variously as 'the
bases of Being' (Harvey) 'the marrow of eternity' (Hasser) 'Le

silence' (Lamont) and l'authentique’ (Lamont). But perhaps a
better descriptlon of the essence .c aims for would be one
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that emphasizes the mystery and horror of what lies In the
depths = our gratultousness and the dreadful emptiness of self- ;
consciousness, As Jean Onimus writes 'Beckett focalise !!;
Jattention sur ce qu'll bien uppeler le Terrible ou le Néant et i
qui se situe au centre de l'existence consciente,” (Onimus)18)
{Beckett focuses attention on what can weil be called the
Terrible or the Void situated at the centre of consclous
existence.)

To attempt to flx Beckett's plays Irto 1 pattern or system of meaning
is to miss the very quality which ha enabled them to create a new
mode of experience, thus refocusing attitudes and altering modes of
being, The number and varlety of ideas, the musical scoring of

BN language, the intensity of emotlon and the original visual effects have
allowed them to remaln elusive beyeund the attempts of some criticism
to classify and transfix them. Beckett's opening sentence In his essay
Dante . Bruno . Vico . . Joyce acts as a salutary warning “The
danger ls in the neatness of ldentification". (Disjecta p.l9)

A comparison between Beckett's anc Sartre’s plays(l9) reveals the guli

- which exists between the philosopher whose plays are intended to ,
Itlustrate ideas and whose aim is thus an intellectual one, and the X
work of the playwright in whose plays ldeas are found. Thomas s
Bishop's Introduction to Huis Clos assesses Sartre's Intertions:

"l;e principal effort de Sartre, A travers ces ouvrages, dgst de
réduire dex raisonnements philosophlque complexes a des
propositions acc.ssibles el de les Incarner ensuite dans des
situations slmplgs ou se débattent des personages faciles 3
comprendre at a Identifier.,"(20)

(Sartre's main Intentlon, throughout his works, s to reduce
complex philosophical arguments to accessible propositions and
then to Incarnate them in simple situatlons where easily
undere;tond and easily indentiflable characters coniront each
other.,

Esslin confirms the existence of that gulf when he claims Beckett's
superlority over Sartre, not only because of Beckett's:

#, . . higher level of artistic entensity and creativeness but
also because Sartre's narratlve prose and theater clearly bear
the marks of having been preconcelved as an llustratlon of
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general concepts and are therefore denied the profound
immediate experiential valid: - of Beckett's writings."(21)

Beckett's own responses to philosophy and philosophers zlready
mentioned in the first chapter need to be taken into account. In an
interview with Tom Driver, he reiterates his rejection of philosophy as
it concerns his work:
"When Heidegger and Sartre speak of a conirast beiween being
and existence, they may be right. 1 don't know but their
language is too philosophical for me. 1 am not a philosopher.

One can onlv speak of what is in front of him, and that Is
simply a mess,"(22)

More specific, and narrowing the range of Beckett's philosophical
commitment, Is the Exlstentialist label which has frequently been
attached to him. It may be as well from the outset to keep In mind
Filling's words on this issue:

"Existentialism is 2 much abused term cavering a multitude of

sins and s frequently used by Beckett critics for something
really far more complex.(p.23)

Pilling, perceives Beckett's work to be eclectic and richly
comprehensive, not merely the application of one philosophical peint of
view. Many of the concerns of Existentlalist philosophy arise out of
the social issues and stresses of our time, as well as representing a
reaction against the philosophical beliefs which preceded them. it

would not, therefore, be surprising if Beckett's responses to the’

tensipns of his time corresponded to the issues discussed by these
philesophers in the same way as his interest in delving into an
individual consciousness, was also the direction vaken by Freudian
depth psychology and many of the writers of his time, The cautionary
words expressed by Macquarrie support this view:

"We have to be careful not to lump together as 'existentialist!
any literature that happens to show penetration into the
problems of human existence . . . We have to point to
something more deflnite than just vague and possibly accidental
resemblances between the understandmg of man found in
literary writers and that found in existentialist
philosophers.®(24)
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Existentialism concentrates on problems related to human existence.
1t focuses on man and the subjective, Individual nature of perception,

and hence the "M claims a uniqueness of being as well as a unique

place and perspective In the world, Although uniqueness and

solitariness are stressed, existence IS seen as communal, and constant

interaction in this world is fundamental to it. The issues of freedom,

Co choice, commitment, and responslbility are stressed by Sartre when he B
Yy sayst

"We mean that man first of all exists, encounters himself,

surges up in the world - and defines himself afterwards. If <
man, as the existentialist sees him, is not definable, it is :

. because to begin with he is nothing, He will not be anything
contY until later, and then he will be what he makes of himsalf."(25)

L" Existence, concrete and particular, precedes essence, which is abstract. ”
i Free will, and thus responsible decision, are the means by which an
i T individual can authentically create an identlty, mold himself in his own

i image.
i
Lk 4 That many of the themes of Existentiallsm are to be found in
Beckett's work is evident.(26) Anxiety, guilt, alienation, despair, the

| quest for meaning, identity and death, are threads which wind their
way from play to play. The human and personal focus of his work, as

i i well as the rejection of abstraction and intellectualism, are other
parallels between Begkett and Existentiallst thinkers. Furthermore, his

characters are endowed with the complete autonomy and responsibility
] that Existentialism extends to individuals, Beckett's rejection of
traditional, routine ways of dolng, of habit "as an automatic

adjustment of the human organism to the conditions of exlstence"
(Proust p.9) which prevents the awarenass and action (accepted In Iis
widest sense) necessary for existence to attain concreteness and
fulness, is confirmation of his identification with Existentialist thought.

Like the Existentialists, Beckett believes In the value of the emotions
as a means of epprehension and this Is revealed by his lack of interest
in an intellectual response to his work, To Cronym, the producer of
the New York productlon of Not I, who was concerned that the
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audience would be unable to follow the lines If they were spoken as
fast as had been specified, Beckett's answer was "I am not unduly
concerned with intelligibility. [ hoped the plece would work on the

of the di vather than appealing to the
intellect".(27) 1t was the emotlve power of the outpouring of words,
heard in the dark, and demanding total attention, which would provide
the experience of entering Inte the deranged mind of Mouth, and
enable one to understand its condition.

In accordance with Existentialist concerns, Beckett's work, suifused by
the idea of death, Is also concerned with evoking life, its unhappiness
and the distress which is endured within the dimensions of temporality.
Change and development, however slight, are unmistakeably present in
the plays: a leafless tres grows a few leaves, Pozzo loses his sight,
Mouth returns to her tale of the event one April morning and
introduces a slight variation each time. I Time did not exist neither
would daath, claimed Beckett In Proust,(p.56) although it may be
argued tha: if time did not exist, the eternal unchanging condition
would be geath, Change, which Irr y panies the i

succession of Instants, exists in Beckett's writing within a
consciousness which, while aware of the linear patterns, transcends It.

By including the past in the form of memory and the future through
imaginative anticipation, Time, while moving In a linear progressien, Is
made up of instants which each encompass the totality of time and
become moments of eternity. The linear movement exists

with this extr poral quality which is enhanced by
the use of linguistic and structural repetition.

However, differences of emphasis and focus exist between Beckett's
plays and Existentlalist writings. The flrst of these lies in the
complexity of Beckett's characterization, which creates distinct
Indlviduals, and stands in opposition to the easily understood and
Identifiable characters of which Bishop speals in Sartre's work.(28)

"‘e’*}? E
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By Including the past in the form of memory and the future through
imaginative anticipation, Tlme, while moving in a linear progression, is
made up of instants which each encompass the totality of time and
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) with this ex poral quallty which Is enhanced by

the use of linguistie and structural repetition.

However, differences of emphasis and focus exist between Beckett's
plays and Exlstentlalist writings. The first of these lies in the
complexity of Beckett's characterization, which creates dlstinct
individuals, and stands in opposition o the easily understood and
identlflable characters of which Blshop speaks in Sarire's work.(28)
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Beckett's characters are granted autonomy and responsibility but the
notion of commitment, with Its implications of Involvement and
interaction in the world and regarded as important by Sartre and
Camus, is lacking In Beckett's work, The concern with uncertainty, as
well as a sense of impotence, prevalent in the plays are not happily
yoked with commitment., In Waiting for Godot, Vladimir and
Estragon's commitment to walt is an aspect of thelr Inabllity to act
purposefully. The walting becomes an excuse which protects them
from having to take a decision, it becomes a commitment by default.
Clov's sense of mutually exclusive commitments, both to Hamm and to
his own decislon to leave, clouds the Issue with ambiguity. Krapp's
commitment to dedicate himself to his work is the reverse side of his
withdrawa! from commitment to relationships and interaction.

The Idea of a godless universe which characterizes the age of nihillsm
is not a clearly defined issue in Beckett, Certainly, the apparent
purposelessness of the lives presented, the characters' isolation and
alienation, and the sense that individuals bear total responsibility for
the lives they create for themselves, suggest an awareness of a
spiritual vacuum, Yet Winnie laughs at God's weaker jokes,
acknowledging hls presence even If it is perceived as malignant; Mouth
laughs at the clichd "God is Love,® a concept antithetical to her own
loveless world, Beckett's characters wishiully, cynically,
contemptuously, Include the absent God as part of thelr consciousness,
perhaps because it Is a habit of thought which belongs to the "old
days" or perhaps, as Ellot claims, because "human kind canpot bear
very much reality."(29) This Is not so much an athelst's world as one
in which God has let one down,

Another [abel assigned to Beckett s "Beckett the Absurd dramatist”,
Since Beckett s regarded as a central member of this group, Waiting
for Godot being seen by some critics as a key play of that
movement, it Is necessary to assess his assoclation with Its vision and
techniques.

T
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Absurd drama proposes that life has no meaning and is thus “absurg",
1t posits an irrational universe, without order, and reflects this view In
its plays by Introducing unpredictable events and ldeas. The
traditional conventions of drama are Jettlsoned: plot becomes less
Important, motivation for characters is reduced, there s no need for
development or resolution, and therefore, the situation at the end of
the play Is the same as it was at the beginning. Since life is
percelved as having neither purpose nor meaning, the role of language
as the accepted and conventional means of communicatlon, is
questioned and becomes uncertaln and ambiguous. However, the
sensory elements, the visual and auditory components of a play, such
as costume, movement, setting, props, lighting, make-up and sound,
assume greater lmportance in an attempt to Induce an affective
response {rom an audience. The Intention Is to present a total sense
of being and thus a true picture of reallty as apprehended by the
Individual,

The futility of action In such a world affects the presentation of
character, Herolsm becomes a hollow and irrelevant gesture and man
is presented as vi by the 1 of the world, at the
mercy of an incompre lble env ent,  Any relat p between
man and his universe is negated. Because the audlence of an Absurd
play fs confronted with characters whose actlons and motives are

largely lncomprehensibie, identification with the characters is almost
impossible; the more mysterlous thelr actlons and thelr natures, the
more difficult It becomes to see the world from thelr point of view.
Esslin came to the conclusion that:
"Because the Theater of the Absurd projects its author's
personal world, it lacks objectlvely valld characters. The

actlon of Theater of the Absurd is not intended to tefl a story
but to communicate a pattern of poetic Images."(30)

Beckett's plays convey a sense of the futlllty and precarlousness of the
lives of thelr characters who are all vulnerable and suffering
indivlduals., However, the Incomprehensible, unfathomable quality so
pervasive In Theater of the Absurd exlsts In Beckett because of gaps
in the Information which he provides, Who Is Mr Godot? What has
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happened outside the room in Endgame and why are supplles running
out? What event brought the characters of Play to such a situation?
Each play brings its questlons, The unknown is presented, however, as
an acknowledgement of the limitations of knowledge. Irrationality
essentlal to the vision of Absurd drama, central, for example, in
lonesco's Amedée or How to Get Rid of It, Is not a key feature of
Beckett's plays; Lucky's speech In Walting for Godot Is delivered
incoherently but the meaning Is clear: for reasons unknown, and in
spite of progress, man dwindies and dles.

There are other points of difference between Beckett's work and the
general assumptions made about Drama of the Absurd. Beckett's
plays, firstly Intimate a continuum of events and do not only posit a
sttuation. In Play, the sexual trlangle, which one percelves to have
been the basls of the present situatlon, is divulged. Krapp's Last
Tape tells of a past life, its events and attliudes towards it. It is
not that Beckett's plays have no plot but that the plots are presented
backwards; what Is on the stage Is the culmination of past events.
Compared to traditional theater, this represents a dliference In
startlng point. Whereas the structure of traditional drama shows the
past and present moving to a point in the future, that ls, irom cause
to effect, Beckett's plays move from the present to the events and
conditions which caused lt, that Is, from efiect back to the cause.
This Is feast evident in Walting for Godot, where Incertitude, which
pervades every aspect of existence, creates a hlatus between past and
present, but it Is clearly evident in subsequent plays by Beckett.

Secondly, unlike the Absurdists, Beckett's stage creates a space which
helps to y the predi of his ch The sets, which
have elements of the grotesque have an emotive function reinforcing
visually and concretely the content of the play, There Is no reason to
assume that Beckett uses the stage metaphorically, to represent the
world.

N
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Thirdly, since Beckett's drama concentrates on revealing the
consclousness of lndividuals, the lack of characterization found in

Absurdlst plays becomes a major polnt of contrast and represents the ‘
key element which excludes Beckett from the fold of Absurd drama. . l
Beckett's characterization, produces detalled and complex portraits of
personalities and their states of being, which allows for an empathetic
response to them and thelr predicament, and turns the dramatic event
1 g into a felt experience. Beckett's characters differ from those of
Absurd dramatists in two other ways as well. Mis characters are not
merely passive victlms of thelr situation. They help to create it and

are, therefore, active and responsible beings. Furthermore, his
N characterlzation Includes change and deveiopment. Vladimir reaches a
momentary perception of the truth of his situation; Krapp becomes B
aware that he had cast away the possibility of happiness and had
mistakenly made the cholce which had led to loneliness and sterllity.
{ Esslin's remark that the Theatre of the Absurd “lacks objectively valid
‘ characters” can be seen, from the character descriptions given in
Chapter three to be lnapplicable to Beckett.(31) One need only o
compare the wealth of detail accumulated around a Beckettian

character with, for example, Adamov's, Professor Taranne, for the i

gulf between Beckett and the Absurdists to emerge unequivocally, All

one manages to glean about Professor Taranne s that he ls accused of

B an ambiguous incident which he attempts to refute, the accusation
i

itself effecting his eventual breakdown. No personal detail Is revealed
only a situatlon Is presented. The effectiveness of the play Professor |
Tarrane, which ls taken here as representatlve of Absurd drama, is Il
not In question, but Hs evident difference In focus, specifically in its i
presentatlon of character, must question Beckett's Inclusion in the !
ambit of Absurd drama.

Although there are a number of simliarities between Camus' The Myth
of Sisyphus and Waiting For Godot, these are superficial, One
could list ldeas such as: exploring the notion of sulcide, the
undermining quality of thought, hape as the fatal evasion of lucidity

v [
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and acceptance of reality, the unknowability of an individual and all
else, and belief that tragedy resides In the consciousness of the
protagonist. The notion of the worthless contrlbution of thinkers and
the unintelligbility of the universe vecali Lucky's speech/thought. Yet

the rebellion that Camus sees engendered by death, the defiance °

evoked at the knowledge of an absurd unlverse, is not within Beckett's
parameter of response. HMis characters, in thelr distress which Is both
physical and mental, persist, neither deflantly nor insistently, but for
unexplainable reasons, continue doggedly. It is Important to note that
in spite of the echoes of Camus in Beckett's work, Waiting for
Godot was performed two years before the publication of Camus'
book. Once agaln one questions whether the ideas were not part of
the sensibility of the time and thus affected both writers.

Beckett's affinity with the novelists of 20th century, whese focus of
attention had shifted from the depiction of the external world and
overt action to the exposure of the Internal landscape of their
characters, will be discussed more fully in the next chapter, However,
a brief summary of the essentials of Modernism are appropriate at this
point since Beckett's link with that movement has been stated
explicitly, Faulkner writes:

"Only with the plays of Samue) Beckett and Eugene lonesco

followed creatively by Harold Pinter did the drama take a
form recognizably modernist."(32)

Modernism regarded traditional methods as unsuited to render anything
but over~simplified accounts of experience. Thelr acute sense of a
shift in sensibillty caused by the soclo-political events of the 20th
century, and their awareness of the new thinking In the scientific and
psychological flelds, created the need to express this new perceptlon
of experience In all lts complexity, Llke the Absurdists, the
presentation of a continuity of exterior events which leads inevitably
to a planned lusion was di and the absence of
ratlonalism led writers to free themselves from past constralnts of

plot, chronologlical linearity, and portrayal of character in the accepted
sense of the word, Beckett's approach to plot and chrenological
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development was discussed earlier in the chapter but his affinity with
Modernlst views is clearly evident in his presentation of character.
However, the claim that Modernist writers dissociated themselves from
the 19th century assumptlon in which a writer assumed a shared sense
of reality with his readers, but that they, on the contrary, challenged
their audience's whole scheme of values, can be questioned in terms of
its reference to Beckett. One need only consider the response of the
San Quentin convicts to a performance of Waiting For Godot to
refute this claim, The writer, in this case, can be seen not as
challenging his audience's values but rather as articuluting them. The
inmates of San Quentin would not have responded so wholeheartedly to
the play had its scheme of values not coincided with theirs.

A further claim on Beckett, made by critics and defenders alike,
pronounces him a Romantic{33) This identification rests on his cholce
of a subjective viewpoint, his assertion of the role of the individual
imagination, and his desire to percelve an essence, an Ideal, not visible
in surface appearances. His use of the Interior monologue, by which
the mind is revealed, is thus seen to derive from the wish to
penetrate to an inner reality. Further signs of a legacy of
Romanticism In his work are thought to be his attempts to seek new
ways of presenting hls vision, as well as a desire that his art should
affect an audience through the emotions rather than the intellect,
Finally, the sense of an lrrevocable loss revealed by brief intrusions of
poetic lyricism suggest a romantic longing not yet subdued.

As generalities, the above points, positing Beckett's link with
Romanticism, appear to be irrefutable. However, some factors, which
clearly dlfferentiate Beckett from the Romantics, such as,
Romanticlsm's love of the exotic, are omitted. Furthermore, the
validity of the statement which clalms that his choice of a subje ' -
lewp is a distinctly R ic tralt, is ] unless one adds
that it pertains to Existentialism equally well. A more important
qualification needs to be made concerning Beckett's desire to percelve
an Ideal, an essence, not discernible in observable reality; Beckett's
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view of the Idea is that it is "ldeal without being merely abstract,"
the "idea! real®. (Proust p.56) The inner reality he seeks to reveal
is psychological and realistic, and far removed from the romantic
concept of the Jdea as an abstract essence.

Although it may seem that no two theatrical modes could be further
apart, comparisons can be made between Beckett's drama and classical
theatre, The two share a number of concerns but differ at a
fundamental level.

Classica) drama presents a tregic vislon in which the grandeur and
energy which dared pit ltself against the gods or a moral order is
annihilated, free will and cholce being the root of all action in the
conflict between man and supernatural forces.  The universe of such
drama revolves around moral concerns, and conslstenc: of character
and form are perceived as the means of expressing its intention, that
of controlling or ordering a chaotic and frequently hostile environment.
Physical movements which are highly patterned and have a balletic
effect enhance the ritualistic quality of this drama, creating thereby
the illusion of direct participation in a timeless world, and allowing
the individual to transcend the temporal limitations of his condition.

Beckett shares with classicism an awareness of a hostile environment,
a concern for forin, consistency of characterization and an Interest in
the problem of free will and cholce.

His concern with form and lts function was stressed by Beckett to
Tom Driver in the idea that chaos has to be accapted and come to
terms with, not In formiessness but in a form that needs to be
created.(34) To an ever Increasing degree, the form Beckett reaches
for Is musical, the physical patterning of classical drama, best
exemplified by the movement of the chorus, being replaced by the
intetweaving of dialogues, monologues, and gestures. Antiphony and
rich variations In tone are the means by which an Inner sense of
movement ls created.

A 3
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Beckett alsa shares with classicism a desire, satisfied by the latter
through ritual, to transcend time.(35) As Beckett writes in Proust
“the mortal microcosm cannot forgive the relative immortality of the
macrocosm., The whisky bears a grudge against the decanter'.(p.10)
On the other hand, Beckett's tragic vision, unlike the classical with its
soclal, political and cosmic ramifications, is a personal one. Its
poignancy is derived by depicting a suffering experienced privately by
an individual, the intenslty of feeling revealed assuming the importance
b d by the unl ! Iimplicatl of ici Beckett's world
is mundane and bereft of principies, and since his characters are
isclated, soclal and moral concerns are reduced to the status of

irrelevancies.

Although the assessment of Beckett's contribution to drama varies
widely, there is little doubt as to his uniqueness and the great interest
which his work has evoked. That his vision is focused on distress,
suffering and alienation may be as much the Influence of the political
and social conditions of a period, his swareness of a pervading and
timeless human condition, as It may he an aspect of his own personal
dilemmas and conflicts. In concerning himself with the individual and
his perceptions, Beckett reflects one of the major trends of his time,
which is psychological and individualist in orientation.
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Although in Play, for example, randomness Is stre‘ssed rather
than an affirmation of the order of the universe as is normally
found in classical works, the repetition of the entlre play
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intensely serjous purpose and the cause and effect relationship in
the presentation of content, reinforce its affinity with classical
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CHAPTER 6

REALISM

The problems in discussing realism In general, as well as with
particular reference to Beckett, are numerous. Realism is "the tnost
independent, most elastic, most prodigious of critical terms".(1} Tts
"chronic instability" is indicated by Grant when he lists twenty-six
exampies of qualifying words which attach themselves to it as
semantic support; the list ranges from “critical realism" and "militant
realism" to "plastic reallsm" and "visionary realism".(2) The term
existed originally in philesophy with a meaning totally different from
Its subsequent accretions. It referred to the bellef in the reality of
ideas and was contrested to nominalism which considered ideas only
names or abs.ractlons. In 1835, with lts Introduction into the
aesthetic field when speaking of Rembrandt's "human truth" as opposed
to the "poetic Idealism™ of Neoclassical painting, the term came to he
seen as standing in opposition to Widealism™,

The difficulty In defining the term, for the purposes of this
dissertation, is caused by the problem of ascertaining the nature of
the relationshlp between art and life, an issue which has been
constantly debated and redefined to suit the changing perceptions of
reallty of succeeding generations and particular cultural needs.
Furthermore, the fact that two conf'icting theories are proposed in an
attempt to define realism adds to the difficulty of capturing the
meaning of this eluslve term.3) The correspondence theory of realism
suggests that the work of art is a simulacrum of reality, which it
assumes exlists anterlor to the work of art. Ii submits Itself %o the
real world with the Intention of reflecting It loyally and dutifulyy. I
can, however, degenerate into literalism such as is parodied so
effectively by Dickens in Hard Times.#) The coherence theary, In
contrast, proposes that realism in a work of art is achieved not by
imltatlon but by creatlon; the Imagination, working with the materials
of llife reconstitutes them Into a new comblnation. Reallty thus
becomes something which s brought Into being and does not exist
prior to art. Henry James referring to this process, proposed that
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fact and truth were alternative and not synonymous, the former
referring to external, exlsting reality, the latter to a created,
imaglnative one.5) The correspondence/coherence dilemma is an
epistemological Issue, not restricted to the arts but found in the
scientific field inhercnt In the question as to whether one creates
concepts out of which sclence Is made or whether these are there,
hidden all the time, walting to be discovered. A brief survey of the
changing relfationship between urt and reality may be useful in
providing a perspective for the ramifications of the notlon of realism,

Mimesis, the Aristotelian concept of art, maintained that all works of
art were a "representation,” a reproduction of an Image or a dramatic
action in the likeness of real objects or actions. However, there
existed a strict separation of genre; tragedy and comedy sach had
thelr own codes and conventions, and each conformed to the ideas and
behaviour atiributed to the soclal class which it reflected. Tragedy
was reserved for the aristocracy and represented people who were
‘superior! while comedy was used to represent the lower classes and
‘Inferior' people. The correspondence of the work to the reality
appropriate to its genre was deemed the measure which determined
whether reality had been represented. Furthermore, the artistic work,
seen only as a “representatlon" of reality, was to be based on what
was possible and probable, these two being the means of achleving
credibllity and thus creating the illusion of life. Within lts prescribed
limits, mimesis shares the essentlal temet of the correspondence
theory, that Is, that the work of art imitater a reality which exists
independently of It.

Like the proponents of numerls, the 18th century Neoclassical writerst
credo was that Art was an Jmitatlon of "Nature" and they adhered to
strict codes and conventions similar to those of the Anclent Greeks,
The word "Nature", however, represented a speclfic concept: it did
not refer to a material, physical reality but to a ratienal organization
assumed to exist ln nature and soclety, the "elock-work" unjverse
designed by God, where everyihing had lts proper place and worked
efflciently, Neoclasslelsm thus almed at representing the
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principle embodied in visible reallty and in adherence to the
correspondence theory, it Imitated a reallty which exlsted prior to the
work of art.

The 19th century Romantic movement, a reaction against the
artificiality and emotlonal arldity of 18th century Neoclassicism,
exalted the function of the imaglination In its role as unveller of the
essence which underlles visible reality. It stressed the validity of the
individual artist's perceptions, thoughts, feelings and experiences and
thereby acknowleged their reallty. Unlike the Neoclassicists, the
Romantics, by endowing the imagination with creative powers and
accepting a subjective reality, can be seen to conform to the
coherence theory of realism. As the soclal and Industrial changes of
the late 19th century began to be seen 23 a threat to the stability of
soclety, writers took refuge in the domain of unrestrained fantasy,
diverging into melodrama and sentimentality. It was this which
initiated the 19th century Realist reaction.

The Ifth century European phenomenon, Reailsm,(6) which found its
most complete expression In France between 1840 and 1870-80, is a
result of a number of factors emanatlng from economic, social and
political causes. Lumley describes theser
"The polltical reactlon from 1948, the rlse of an industrial-
bourgeols civillzation, the trend away from romanticlsm and
the natural revoit of one generation against its fathers, the
prestlge of sclentific Positivism, the collapse of traditional
values, the alienation of the artist from soclety, these are the

most Important cultural phenoma that entered the literary
movement of the perlod after 13487

All art ls an Integral part of the soclal structure of its time,
intluenced by, but also Influenclng, its milieu, 19th century Realism,
whose Intention was the observation, analysls and depiction of
contemporary llfe must, inevitably, be more Involved with the
condltions of its time than would a movement or tradition concerned
with abstractions and ideals.
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Art, for the Realists, was to be "true to life" and a number of
criterla were established to determine whether this had been achieved,
The first was that a work had to be objectlve, Impartial and based on
a meticulous observation of the real world thus to enable It to
represent reallty exactly and truthfully. Reallsm's endeavour was to
achleve verisimilitude, a faithful counterpart of reality, attained by
restricting experience to the phenomenon itself, neither Interpreting it
symbolicatly nor using it to express a conditlon; truth and sincerity
wert sought to represent only what had been seen or experienced. It
emerged ironically, that although the quest for objectivity necessitated
that the Realist eschew moral comment in his wark, his whole attitude
toward art implied a moral commitment to the values of truth,
honesty and sincerity. His very refusal to ldealize, or in any way
embellish hls subject, as well as the fact that his writing was infused
with a critical attitude vis-a-vis the bourgeols values of the time,
meant that the Reallst took a moral stand.

The second demand made by 19th century Realism was that art deal

with actual, contemporary issues, problems or events of one's own
tlme. “If faut Stre de son temps* procfaimed Daumier,(8) requiring
furthermore, that an artist reflect hls era, his own historical moment.
As Realism evolved the concept of contemporaneity became refined to
the point of identifying the contemporary with the instantaneous; the
immedlacy of the very moment, the "now" became an essential aspect
of the Realist conception of time, and the lmage of the changing and
unstable came to be seen as closer to experience and to every day
reallty than the stable and permanent. The temporal continulty
established by the classlcal world was rejected In favour of "the
disjolnted temporal fragment, a concrete instant of percelved temporal
fact™.(9)

The third criterion of I9th century Reallsm was that art was to
exhibit social consclousness; the whole of soclety, not excluding Its
soclallv denrived members nor Its less attractive aspects, Including the
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thological, was to be ilable to the artist. Thus, by means of a
new range of subject matter, 19th century Realism explored a wider
range of experience, Included the poor and the middle class, the
humble, the orginary si and objects of daily life,
avoiding ready-made literary and artistic subjects.

Since 19th century Realism had as its objective the production of what
purports to be an authentic account of experience, It presented events
performed between individuals In particular circumstances and thus
placed individual experience In a spatlai-temporal perspective, The
temporal process and the causal connectlon through time were seen as
decisive elements directing the lives of iIndividuals, and space, the
Inseparable correlate of time, became the physical entourage for the
depiction of life. The extension of subject matter In the soclal rea .
was accompanied by an attempt *o penetrate the depth of the human
psyche, to give a complete picture of behaviour and to unvell
motivations. Importance was thus placed on the thought process of an
Individua! whose Identlty was seen fo be established through time and
the memory of past thoughts and actlons. No sense of causality, nor
a sense of the chaln of events which constitutes the self, could be
achleved without memory, and individual experience was thus affirmed
by the use of autobiographlcal memory.

As mentioned earlier, the Realist writer drew his materlal from living
sources, selecting ordinary events and the average human being for his
subjects. These, coupled with the alms of truthfulness and
contemporanelty, necessitated that the style of presentation be sulted
and authentlc for the material and Its purposes. Attention was thus
focused on language which was to be tightly linked with what was
being described in order to render It In all its concreteness and
particularity. The attempt to present not only thought but emotlor..
and even halluclnatory states, demanded that language become a more
refined instrument In defining character, for the character's abllity to
express himself in words was » measure of his mental and moral
condltion, as well as his soclal background.

R Sl
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In this peried, for the first time, writers began to observe and analyze
their own times and to describe what they saw; the existing,
observable, undistorted and unembellished representation of real life
modelled on the scientific approach was thelr concern, Becker's
statement that "the reallst does not copy life . .. he explains it and
gives his explanation the alr of a copy™(10) suggests, however, that
like all art, L9th century Realism ls selective and Interpretative, and
that perhaps the analytical function of the Realist writer has been
neglected, concentration dweliing in the main on technicalitles,

It may appear that 19th century Realism and the Classical Greek
concept, mimesis, are similar since both alm at providing a
"representation’ of life and both appear to have affinlties with the
correpondence theory., Furthermore, both are clearly outlined,
expressed In an orderly manner and externalize all the elements, The
two, however, differ on a nurnber of issues,

19th century Realism aimed at producing an art true to the ' facts of
contemporary existence and at glving as perfect an imitation of actual
life as possible. Its method was based on observation, aiming at a
meticulously Impartlal account, freed of past ways of seeing and
therefore, new and different each time, Since It eschewed the past
and legend as subject matter, its material galned in speclficity and
thereby an Interest in the outcome of events. However, its
determined contemporanelty meant that characters, attitudes and
rzlationships were closely connected with contemporary historical
circumstances; contemporary political and social conditions were woven
into the actlon, Its art existed at a preclse hlstorical moment in a
geographlcal space. Inevitably, placing lives and events within a
historical context meant that a sense of perspective, as well as

was achleved, The two el of flgure and ground
proposed by Auerbach{l1) as criterla for a discussion of realism, and
demonstrated so e.tectively In a comparison of a passage from
Homer's Odyssey and the Blblical story of the sacrifice of Isaac, exlsts
in 19th century Realistic jiteruture, In spite of the externalizatlon of




- L1 -

elements, by the prevalence of a complex background agalinst which
individuals are depicted and the immediacy of an actual present seen
to derive from a temporal backdrop.

In contrast, mimesis included as suitable for representation, history,
legend and the supernatural, all of which were presented In 2 context
In which locale and time were transcended. The legendary basis of
much Classical Greek writing meant that both the material and
depiction of human beings would be organized in a simple,
straightforward way; its well-known storles meant that a sense of
enticipation was absent. A timeless present, with no perspective,
generallzed the action and depicted it on a flat canvas in which life
was llved on a foreground only,

The morality implicit in 19th century Realistc literature is evident in
its stance towards truth, its criticism of bourgeols values and lts
critique of the existing condlitions In the depictlon of the less
attractlve, sometimes sordid aspects of life. Its development from a
perlod of democracy and its promotion of egalitarian social views
indicated a soclal rather than a theocentric morality, The morality
evldent In Classlcal Greek iltevature was based on the accepted
supremacy of the gods whose existence was Intertwined with the lives
of humans, They determinsd the moral code which could be neither
transgressed nor offended and was beyond criticlsm. Life thus was
infused with a sense of fatalism in which Destiny prescr.lbed the
events and thelr results.

Since tragedy, In the Classlcal Greek concept of literature, almed at
representing permanent values and eternal !deals .I avoided the
introduction of mundanity and chose as its protagonists, kings, princes
and heroes placed in conflicts of cosmic dimeznslons. The

1 and i were reserved for comedy,
seen as the lesser of the two modes, In contrast, the domestie
realism of the 19th century, presented ordinary objects, mundane
situat' 15 and the average human belng, and included as subject matter
a testing of the conventional matters of Importance to soclsty by the
raising of Issues such as, the status of women, marriage and sexuallty.
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Furthermore, the two concepts differed most markedly In their
attitude to language. 19th century Realism required that the language
used by the characters 1o express themselves be seen to be exactly
what the speakers would use If they were fo come to life outside the
the theatre in the given situation. It was a non-poetic language
appropriate to the individual's station in life, his temperament and the
needs of the occasion. Dislogue was measured by the standard of
colloguial speech. The language of Classical Greek literature not only
did not have to correspond with what would be used if the characters
came to life but was also a poeticized rhetoric belonging to the
educated yet spoken by all, irrespective of class and function. The
desire af 19th century Realism to create a world In which events
seemed to develop spontaneously as a result of the interaction of
characters who did not seem to be fictional beings is far removed
from the ritualized use of chorus, narration and set speeches accepted
by the concept of mimesis.

Realism in drama, became a distinctive kind of theatre in the late
19th century with the plays of Henrik Ibsen, The tenets of this
theatre, however, were provided by the theorizing of Zola who Insisted
that drama should be absolutely faithful to the facts of exlstence
permitting its own time to see itself on the stage. Before discussing
the characteristics of this drama, however, It is necessary to point to
the theatre itself which has inherent tendencies to convince one of the
re'ity of its progeny.

A number of factors co-exist and combine to create a sense of
actuality In the theatre. This is achleved by bringing together
elements of everyday life: the presence of actors, perhaps furniture
and objects, and the immediacy of the event taking place.
Furthermore, to be successful, a play must have & measure of
relevance for the audience; a fundamental acceptance of the
playwright's views or interpretation of reality Is necessary, if not
inevitable, This is so In spite of the fact that the responsibility for
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Interpretation rests finally on the spectator, and that, due to the
complexity which exists in the best drama, as well as the uniqueness
of each individual's experience of life, there exists an endless
possibility of differing interpretations. Kandinsky, in a statement
related to art, expresses support for thiy view:
"Inherent in the artist’s decision to employ a particular manner
of form, composition, and so on, is an irrevocable point of
view, and thus a claim to interpretation, which forestalls the
viewer and holds him in tutelage, that is, it Imposes a
particular attitude on him. For even though the work of art
in question, depending on how the viewer construes it, admits

of several explanations, it is in the eyes of its creator a
definite statement."(12)

The theatre is the most concrete form in which one can recreate
human situations. The audience is confronted with a representation of
action witnessed as it takes place, the emotlons of characters are
experienced directly; their motives and decisions have to be evaluated
with the Immedlacy required in interpersonal situations. The
successful illusion gives rise to the same responses and expectations as
occur in life. The apparent spontaneity, the visual and auditory
immediacy and spectator involvement impart to it the qualities of
verisimilitude.

This issue is . .ui up with the complex process of perception and how
we come to know what we know. Knowledge of the world is
impossible without the intervention of the physical senses; the sense of
sight dominates and determines the view of the outside world, and the
sense of hearing is used to make contact. In the theatrical experience
what is presented is mediated by these two senses and thus, the
correspondence between life and the theatrical experience ensures that
the perceptual field is accepted as reality.

Perception Is related to the intellectual outlook of a time and is
controfled by such factors as personal need, in which ambiguous
information wili be interpreted to satisfy that need, past experience,
which creates the grid through which new experiences are flltered,
accepted or rejected, and context. In the theatrical fleld, the
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conventions, an element of past experience already part of an
audience's expectations, but essentially of context, iniervene to
influence perception.

Inherent in the process of drama is the acceptance of conventions, the
means by which an audience agrees to suspend disbelief. In a
naturalist play, for example, the convention requires that actors should
represent people behaving, that is speaking and acting, as closely as
nossible to the way they would in everyday life, maintaining the
illusion that as characters they are unaware of the audience's
presence. A sense of unreality results when a convention Is disturbed
and a deviation occurs from the tacit agreement between playwright,
performers and audience. Although certain works have been able to
unilaterally modify old conventions or to introduce new ones, most
changes have taken place when there has been a willingness, albeit a
latent one, to accept them.

The flrst characteristic of 19th century Realistic theatre, which came
to be called "bourgeois reallsm" or "psychslogical reallsm," was that it
presented on the stage concrete details of the actual world around its
audience. The everyday, familiar, recognizable world was chosen as
the context which would shape a character and In which the dramatic
situation would ensue.

The second major characteristlc of this theatre was its emphasis on
the psychology of human action. The emotions and motivations of
characters were examined fastidiously and the protective coverings of
illusions, self deceptions and social iagades removed to reveal the
fountainheads of behaviour, The irrationality out of which action
flows was exposed and the mask of reason which hides the complexity,
inconsistency and contradictory quality of motives was removed,
Ibsen's drama revealed the tragedy of being caught In a selfish,
hypecritical, materialistic society, and concentrated not only on the
bourgeols milieu whose Inherent values were conducive to fostering a
particular kind of tragic situation, but dwelt on the psychological
effect of thls milieu on the individual.
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The third characteristic of 19th century Realistic drama is its
convention of the "missing fourth wall". This development, due to the
use of the picture frame In the theatrical structures of the early 19th
century, as well as a shlit to elaborate realistic sets, resulted in
restricting actors to a scenic area behind the frame. The marked
separation between actors and audiences, which had not existed earlier,
either because the audience participated in the action, or was
addressed directly, or because of a physical proximity between actors
and audience, enhanced the role of the audience as witness of an
event which appeared to unfold spontaneously and distinctly in front of
them, The distancing enhanced the illusion that the actors were the
characters they were portraying and the play became an event which
the audience was allowed to cbserve and in which it participated
imaginatively.

In 19th century Realistic drama, the wish to depict a truthful and
objective representation of the real worid meant that the role of
observation superseded the part played by conventions. The desire to
coniront reality meant that ready-made formulae and preconceptions
were avoided and seen as aids rather than necessitles,

All forms of reallsm are marked by a desire for verisimilitude, and all
perceptions as well as the art form which records them, are affected
by the personality of the artlst, his time and place. The 20th century
perception of reality although Inevitably influenced by the political and
economic events and the technological advances of the period, has
been altered In an essentlal manner by discoveries in the flelds of
physics and psychology.

The Newtonian perception of reality which had dominated the world
for two hundred years was based on an acceptance of absolutes; laws
of nature governed the order of the universe, similar laws, it was
assumed, governed the social sphere. Scientific research during the
20th century, however, began to ascertain the impossibility of the
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existence of absolute knowledge, All Information was seen to be
imperfect, affected by its dependence on the subjectivity of the
observer. No dichotomy could euist between the world and the
observer; their interaction was established in that the existence of the
world and its Interpretation were dependent on the percelver, and this
link altered the nature of all information. Bronowski explains the
diffecent view of reality which grew out of the new ldeas In physics:
"The world Is not a fixed, solid array of objerts, out there, for
it cannot be fully separated from our perception of it. It
shifts under our gaze, It interacts with us, and the knowledge
that It ylelds has to be Interpreted by us. There is no way of

exchanging information that does not demand an act of
judgement."(13)

Bound up with the nature of human knowledge was the fact that
errors, emanating from a muititude of causes could not be excluded
from the most careful observations. Knowledge, thus, resided within a
scatter of errors, the scatter being analyzable by means of the
Gausslan curve.l4) Furthermore, enhanced by the rapidity of
technological advances, the notlon of change became an accepted,
inherent factor of this perception of reality.

Newtonian absolutes were finally displaced by Einstein's theories. His
Principle of Relativity proposed that experiences at different points in
space and tlme differed and hence, the perception of the world, rooted
In the individual, differed according to the position of the observer.
The acceptance that knowledge could not be absolute was confirmed
by Helsenberg's discovery that it was impossible to ascerrtain with
certainty both the position and velocity of sub-atomic particies
simultaneously. The Principle of Uncertainty was thus established and
with It the view that human knowledge was personal, responsible and
limlted. Bronowski suggested that the idea of uncertainty could te
further refined by positing the term, the Princlple of Tolerance, He
explainst

"If an object (a famillar face, for example) had to be exactly

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)
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The theories put forward by Freudian depth psychology were the
second important influence on the 20th century view of reality,
Freud's study of the mind revealed its complexity beyond ratienality
and awareness, to include knowledge ensconced in subconscious and
uncenscious regions of the mind. His theorles on the bases of neurosis
and the nature of dreams had a profound effect In modifying the
perception of reality. Although seeking to establish concepts of
behaviour, his research focused on the indlvidual and delved into the
individual psyche.

This change to a psychological focus Is evident in the work of the
major novelists of the 20th century and it is interesting to note that
Beckett's plays, which, as already mentioned In Chapter two, gradually
began to reflect the concerns and techniques used in his novels, have
many affinities with the issues and concerns explored by the novels of
his time.(18) Forster, in Aspects of the Novel, sums up the
direction taken by characterization and proposes the element which
separates a character from a living human being.  Characters, he
claims, "are real not because they are like ourselves . . . but because
they are incing"{17) The P> of the reality of a character
is dependent on o e's awareness of one's own existence which enables
one to appreciae, at times perhaps ldentify with, and thereby be

convinced by the revelations of the writer. "They (characters) are
people whose secret lives are vislble, we are people whose secret ilves
are invisible"(18) As the nove! develops in the 20th century, writers
become more Interested In the “secret lives" of their characters.
They move Inwards to pursue psychic states, concealed emotions,
elusive sensations, Into the area of i and
The conventlonal novel which created characters by external

description of physical appearance and personallty was superseded by
attempts to depict the stream of consclousness using the Ind'vidual's
own polint of view to reveal what was golng on In hls mind.

Henry James in his preface to The Portrait of a Lady describes his
inspiration as "the character and aspect of a particularly engaging
young woman, to which all the elements of a subject, certainly of a
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setting were to need to be superadded”.(19) He continues "place the
centre of the subject in the young woman's own consclousness . « . and
you get as interesting and as beautiful a difficulty as you could
wish"{20) The Indlvidual's consclousness thus becomes the focus
around which all else revolves.

James was not alone In placing his centre of interest in the
protagonist's mind, Conrad in Under Western Eyes reveals the
conflict of his protagenist, Razumov, over the betrayal of Haldin in an
interior 1 full of contrad Faulkner's The Sound and
the Fury rejects all the preconceptions of the traditional novel In jts
first three sectlons and places its viewpolnt flrmly in the consciousness
of three characters. Virginla Woolf's The Waves explores the
rhythms, the shifting moods and uncertaintles in her characters'

i while bl the | lity of p ption which
keeps them all serarate. James Joyce in Portrait of the Artist as
a Young Man and In Ulysses reveals his protagonists' lnner world, and

attempts to represent the complex Interplay of perceptions and
reflections In the manner In which they occur,

Freud maintained that consclousness "defles all explanation or
description”(2)) its “processes are unknowable".(22) He elaborated:

"We know two things concerning what we csli our psyche or
mental life: flrstly, its bodily organ and scen= 3{ action, tha
brain {or nervous system), and secondlv, »ur acts of
consclousness, which are inimediate data and cannot be more
fully explained by any kind of description. Everything that lies
between these two terminal points ls unknown to us, and so far
as we are aware, there is no direct rciatlon between them. I
it existed, 1t would at the most afford an exact localization of
the processes of consclouspess and would give us no help
towards understanding them.N23)

He adds, however:
"Nevertheless, 1f anyone speaks of consciousness, we know

immediately from our own most personal experience what s
meant by [£."(24)
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The issue of consciousness became a major concern of psychology;
Adler(25) made It the centre of personality; Rogers(26) saw this
private world of experience as capable of being known “in any genuine
and complete sense” only by the individual himself; Wundt(27) who
defined psychology as the sclence of consclousness, was the first to
apply experimental procedures to its analysis through the method of
experimental introspection. This resulted in consciousness being
dissected Into mental elements, providing a detailed description of
consclous experience In terms of such elements as sensatlons, images
and feelings, Consclousness came to be seen as a process linked with
the perceptions, transmitted from the external world by the sense
organs and the content of emotions, ideas and memorles, all bound
together by the function of spewsch. This private world of inner
experience exists for the individual himself as thought often realized
as internal speech. For an audience, whether In the theatre or as a
reader, the repr Ton of t itble and unseen, is
upoa | It Is p 1 auditorlly and thus retalns
the experiential quality of a living experience,

William James provided the metaphor which described the state of
consciousness and became the name of a form in lterature. He

wrote:
"Consclousness, then, does not appear to ltself chopped up In
bits, Such words as 'chain' or 'train’ do not describe it fitly as
it presents itself In the first Instance, It Is nothing jointed; It
ifows. A ‘rlver’ or a 'stream’' are the metaphors by which it
is most maturally described. In talking of it hereafter, let us
call it the stream of thought, of consciousness, or of subjective
life(23)

The stream of consclousness was - devised to encompass all

that was going on in a person's Jought processes and the

emotional processes. Jt develops se of the growing awareness

of a person's psychological make-up and the processes lnvelved, If
done with authenticity, irrelevancies would be included and there would
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be no sequential ordering, no chronological pattern. The stream of

shifted the emphasis from soclety to an emphasis on the
Individual, and even further, on the Individual mind. [t obsessively
revolved ‘around the Individual, his Idiesyncracies, anomalies and biases,
of his view of the world. Therefore, Inaccuracies, imbalances and a
fragmented view were inevitable. The mind flashes to allusions, harks

back on the past in moments of recall, anticipates the future, danlng‘

backwards and forwards Incessantly,

Linda Nochlin tracing the development of 19th century Realism In art
claims that "the amalgam of qualitfes, structures and attitudes - the
Reallst style or the Realist movement - had begun to come apart at
the seams as an Integral unlty™.(29) Writers such as Renan, Levin, de
Vogﬁe' too, proposed the demise of 19th century Realism offering a
number of reasons for its decline; the disappointment In the abillty of
sclence to provide an objective understanding of reality and the view
of 20th century philosophers that reallty Is to a large extent the
product of consclousness and language, have been given as the two
main causes fur Its reject!

Guy de Maupassant, for example,
explaining this attitude in ossay “Le Roman," stresses both the
subjective and the Hlusory nes of reallty, and reveals aifinltles
between hls views and the coherence theory discussed earlier In this
chaptert

"Quel enfantillage, d'allleurs, de croire § la réalitd pulsque nous
portons ¢hacun im nGtre dans notre pensee et dans nos orgenes.
Nos yeux, nos orejlles, notre odorat, notre gout differenis
créent autant de vérité qulll y a dhorames sur la terre . .
Chacun de nous se fait donc simplement une iliusion du monde
+ + (Et I'écrivain n'a autre misslon gue de re?rodulre fiddlement
cette lluslon avec tous les procédds d'art quiil & agprls et dont
il peut disposer . . . les grands artistes sont ceux qul imposent
a PMumanite Jeur lusion particuliere,(30)

{How childlsh it is, anyway, to belleve In reality when each of
us carries his own In his min? and body. Our different eyes,
ears, sense of simell, taste, create as many realities as there
are people on earth. So every one of us simply creates his own
Uusion of the world, And the writer has no other task but to
falthfully reproduce this lliuslon with all the art he Is master
of and which will be of use to him. The great artlsts ate
those who force us to accept thelr own itlusion.)

T —
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Robbe-Grillet(31) proposes the concept of a "new realism" a “realism
of presence,” Things, gestures, characters, words will be characterized
by their quality of being there, an ldea borrowed directly from Sartre,
the concept of "Stre-la" or thereness, His suggestion posits a neutral
view of exlstence, free of symbolic nuances. The world he claims, is
neither meanlngful nor absurd. It quite simply is, things are there.
The view has interesting implicatl In lts P of only the
reality of what Is sensorily experienced, by which It obliterates the
separation between illuslon and reality, The flctltlous characters of
drama become real by thelr presence and a reality of actuality based
on appearances excludes a cognitive and emotive Interpreted reality
based on meaning. Unlike the view of de Maupassant, Robbe-Grillet's
“reallsm of presence" reveals an affinity with the correspondence
theory of reafism.

In an analysis of the decilne of {9th century Realism, Nochlin oifers
the view that "some of its qualitles were transvalued « lLe, they begin
to acquire different or opposite meanings or Implicatlons to those they
had in the Realist context".(32) For example, the soclal concern of a
branch of the Realist movement becomes i dominant trait of Soviet
Soclalist Realism. She comes to the conclusion however, that "desplte
the split up of, and even the opposition Yo Realism, It s Interesting to
see that even its antagonists, or those -whose own origlnality depended
upon opposing lt later In the century, hark back to some of its
defining quallties in thelr own contexts of rebellion"(33)

Contrary to the view that 19th centute Realism s delunct, this
dissertation proposes that its aims, to st an art which Is "true to
life," contemporary and based on caiw:{u abservation, have prevalled.
However, the area of expe.lence on which it dwells has contracted to

concentrate on a major concern of the 19th century which has been
highlighted by vesearch in the field of depth psychology. The
concluslen that "the subjectlve experfence . ., Is the only objective
experience™(34) has led to a desire to reproduce as loyally as possible
a persona! and unlque vislon of the world, to note menta!l
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states exactly, at the expense of attention to external and social
contexts since the very existence and reality of the latter were seen
to be depexdent on the perceptions of the Individual consclousness.
The depictlon In literature of the stream of consciousness, with its
contlnuous and random flux of thoughts, emotions and sensailons, has
disclosed the area of experience to be explored and represented as
more circumscrlbed, but also more focused than in previous literature.

Gy
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Virginia Woolf, James Joyce, and Joseph Conrad are all
concerned with Time. In, To the Lighthouse, Virginia Woolf
stresses the existence of the moment In spite of the passing of
time. James Joyce in Portrait of the Artist as a Young Man
presents a series of moments located in the present, in which
past, present and future are fused, although the book, which is
autobiographical, has a linear development, Joseph Cenrad in

Under Western Eyes, uses a diary and a tale told by a teacner

of languages for time shifts to the past and present. Beckett's

contern with Time is evident in the statements of his characters,
for example: @

"Pozzo: Have you not done tormenting me with your accursed
time! Its abominable! When! When! One day, Is that
not enough for you, one day like any other day, one day
he went dumb, one day ! went blind, one day we'll go
deaf, one day we were born, one day we shall die, the

same day, the same second, i that not enough for you?
{Walting for Godot p. 89}
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linear perspective into new modes of being.
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CHAPTER 7

BECKETT IN THE CONTEXT OF REALISM

The investigation of realism in Beckett's plays is aptly introduced by a
statement made by Jan Kott. When asked "What is the place of
Berthoit Brecht in your {i.e,, the Polish) theater? Kott replied "We
do him when we want Fantasy. When we want Realism, we do
Waiting for Godot".(l}

It is, however, Tynan's comment on that play, already quoted in the
introduction and stressing the need to eschew the conventional and
established when approaching Beckett's work, which reflects the

exploratary spirit of the writing which follows. T+ ‘rotes
"It forced me 1o re-examine the rules w. i hir -to governed
the drama, and having done so, to pronou, .0 not elastic

enough."(2)

The preceeding chapter considered the ramifications of realism both as
a general concept and as a specific 19th century movement. This
chapter attempts to trace Beckett's link with realism, an aspect as yet
unacknowledged in his work. Before doing so, however, it is necessary
to examine Beckett's own statements concerning realism made in an
early essay on Proust written in 1937. Although the views expressed
form part of an analysis of that writer's attitude, it Is evident that
Beckett's views are not dissimilar,

Beckett appears to share Proust's rejection of realism when he writes
of "the grotesque fallacy of realistic art" (Proust p.57) and when
quoting Beaudelaire "that miserable statement of line and
surface,"(p.57) "the penny-a-line vuigarity of a literature of
notations(p.57) His dismissal of realism is however, a more complex
Issue than Is allowed for by his contemptuous expressions for:

"The literature that 'describes,' for the realists and naturalists
worshipping the offal of experience, prostrate before the
epldermis and the swift epilepsy and content to transcribe the
surface, the fagade behind which the Idea is prisoner."(p.59)
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Beckett bases his rejectlon of realistic art on the view that it Is
solely concerned with "recording surface,(p.63) that ls, the copiable
and superficial. His interest i{ixes on "the Idea" which he sees as
encapsulated In a shell of discardable externals. However, Beckett's
description of "the Idea" requires probing for his claim that Proust
rejects "the concept in favour of the Idea"(p.61) suggests that his use
of the word is different to the commanly accepted Romantic view of
an abstract, platonic, distillation of the essential.

Beckett equates "the Idea" with the concrete. He explains Proust's
admiration for the frescoes of the Paduan Arena as due io the fact
thatt

", . . their symbollsm is handled as a reality, special, literal

and concrete, and is not merely the nictorla) transmission of a
notion,"(p.60}

He acknowledges, furthermore, that Réauty and Imagination, apparently
i 1o enable a whole, complete wark

T

irr need to be

to be created:

"Reality, whether approached imaginatively or emplrically,
remains a surface, hermetic, Imagination, applied - a priori -
1o what is absent, Is exerclsed In vacuo and cannot tolerate
the limits of the real{p.56)

The absence of one component would lead 1o an imbalance unworthy
of art., His concern Is to establish “an essertial reallty"(p.5)
representing a paradexical synthesis of the real and the imag.native.
Using the example of the recurrence of a past event In the form of
an involuntary memory In the present, Beckett desciibes the ldeal
oceurrence:

", . . thanks to thls reduplication, the experience is at once

imaginative and empirical, at once an evocation and a direct

perception, real without being merely actual, ldeal without

being merely abstract, the ldeal real, the essential the
extraternporal/Xp.56)

Beckett's conception of Vthe ldea” is thus, not of an abstract
conceptual essence but of a fusion of the polarizations of the
Intangible and abstract with the actua! and percelved, This

5
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encompassing totality is akin to the co-existence and interrelatedness
of the tragic and the comic in life itself. His rejection of reallsm is
thus based on the view that it represents a limited ieflection of only
the one component required In a work of art, that ls, the external.
Given the concerns and ramificatlons of realism as discussed in
Chapter six, this is patently a limited analysis.

The metaphor used by Beckett to explain his notion of "the Idea" is
music, for:
*, . , music iIs the ldea iiself, unaware of the world of

phenomenon, existing ideally outside the universe, apprehended
not In space but in Time only(p.71)

The validity of this statement is questionable and Marshall McLuhan's
suggestion of the interplay between sound and space Is worthy of
consideration, specifically in its application to Beckett's later plays.
McLuhan explainss
"Acoustic space Is a dynamlc or harmonic field, It exists
while the music or sound persists, And the hearer s one with

it, as with music. Acoustic space is the space world of
primeval man."(3)

Space, contrary to Beckett's view, thus comes Into being by the
presence of sound, 1t Is, nevertheless, true that music is not concrete
in the sense that It can be grasped, However, just as one would not
questlon the reality of language or the simell of a rose, the existence
of music apprehended sensorily and atfectlvely Is unquestionable. That
it ls intanglble In no way detracts from Its reallty; it is "real without
being merely actual™{p.58) and "ideal wlthout being merely
abstract".(p.56) Beckett, thus, uses the word "concrete® when he
speaks of "the idea" to establish the reality of what has no substance
and yet has existence, It Is this evanescent reality, exemplitied in his
work by the deplction of ! and its psychological realities,
which Is hls central concern,

A contradiction of Beckett's initial rejection of reallsm ls evident in
his approval of the manner In which Proust percelved art:
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"(Proust sees) the work of art as neither created nor chosen,
but discovered, uncovered, excavated, pre-existing within the
artist, a law of his nature."(p.64)

The work of art, therefore, according to thls statement, is
representational, depicting what exists prlor to it, and is seen to
operate within the confines of the correspondence theory, The
representational nature of Proust's method s stressed by the following
comments
"By his impresslonism I mean his non-logical statement of
phenomena In the order and exactitude of their perception

before they have been distorted into Intelllgibllity in order 1o
be forced Into a chaln of cause and effect."(p.66)

Proust's art Is described as imitative, reproducing events exactly as
they occurred, nelther creating nor manipulating them for his own
ends.

Beckett's views on realism, as expressed in this early essay on Proust,
can be seen to require evaluatlon, but they nevertheless, remain an
indlcation of both the complexity of his concerns and the direction his
writlng Is to take ln the future.

Few would argue that if "art is a matter strictly of exp;:rience, not of
princlples,"{#) then a correspondence, or a reference, to the world
beyond it is axlomatic. In that case, assessment of the artistle
creation must involve some matching of the audience's perceptions
against those Implicitly or explicitly suggested ln the work. Its
significance or relevance wlll depend on what Is already known for it
will need to cohere against a backg of
Every spectator/reader ls soclally and historically positioned and wlll
bring to the work a context of bellefs and expectations; his/her
response will be conditioned by the kind of soclal and historical
Individuals they happen to be. This correspondence between the world,
or the audlence's perceptlon of It, and the work, is not a measure of
its value or P but is a diti a relatlonship,
Any account of the realism In Beckett's work must theiefore, trace
the relationship between hls work and lts external context,
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The claim that Beckett belongs to a realist tradition means that his
work must meet, flrstly, the demands made of a work of art by the
19th century Realist tradition, Briefly reviewed these are:

- that a work of art be contemporary, true, precise and satisfy
the need for verlsimilltude;

- that its language be both contemporary and ceflective of
content;

- that Its characterization be concrete and specifics

- that its subject matter Include the mundane and cammeonplace,
if need be the sordid and the pathological;

= that it exhibit social consclousness;
and

- that causality appear £5 part o the structure of existence.

Beckett's adherence to a number of these tenets has already been
demonstrated and will, therefore, only be mentloned briefly In this
chapter,

19th century Realism, linked language to subject matter aiming at
truthfulness and contemporaneity. Attentlon was concentruted on
creating a fine and modulated Ilinguistic tool which would render
contemporary perceived reallty and Its psyrhologleal effect on the
Individual In all Its concreteness and particularity, The contemporary
and colloquial nature of the language of Beckett's plays, by replicating
the speech of its time, meets an essentlal demand of 19th century
Reallsm. Furthermore, the apparently unstructured, spontaneous
utterances of the characters create the lllusion that their speech s
such that it would have been the same bad it been spoken In similar
clreumstances, by such a person, outslde the theatrical context. The
need for truthfulness and verisimilitude Is thus met.

The eartier discussion on characterization In the plays (Chapter three)
provides ample evidence of the characters concreteness and speclflcity.
This was demonstrated by the wealth of detail which created complex
characters who were well-rounded, recognizable, capable of provoking

A
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a response as individuals thereby eliminating any possibility of
symbolical interpretations. A sense of the actuality of the characters,
and thus of the realism of the characterization, satisfles the
~equirements of 19th century Realism. Furthermore, Beckett's interest
in psychology Is a link with the 19th century "psychological realism® of
lbsen, Kenner recognises this when he writes:

“And Play, finally is School of Ibsen; incompaz-ably the least

“realistic" even of Beckett's glays, yet more entangled than any
other in mundane tenslons."(5.

Unlike Ibsen's drama, however, which portrays the interpiay of the
individual and nis restrictive social environment, Beckett's plays ditfer
in that the latter’s characters are lonely, isolated belngs for whom
society as @ monolithic presence is absent. Relatlonships, whether by
thelr prasentie or their absence, nevertheless remain Important, but the
macro-sccic-economlc context Is omitted. It is the focus on the
indivldual's inner needs and mental dilemmas, found In both
playwrights, which constitutes the link between them.

An absence of ldealization In characterlzation followed from the 19th
century requirement that literature ought to exhibit social
conzelousness, and that soclety's socially-deprived members and thelr
less attructive aspects be available as subject matter, Beckett's
depiction of Individuals as tramps and derelicts does not take Into
account delicate sensibifities. In Waiting for Godet, Viadimir and
Estragon suffer from bad breath, bladder complaints and smelly feet.
Incldents in Happy Days are intended to shock genteel conventionsj
Willle blows his nose joud and long on a hankerchief which had been
on his head and then proceeds to replace it. In another episode, one
learns that he picks his nose and eats the mucus. Winnie attempts to
ratlonalize her disgust by saying that his action is natural and s due
to the fack of other possible activities. Willle emerges as a beling
who Includes polarized qualities; pieasing and repugnant traits co-exist
adding to a sense of realilsm and dismissing any possibiilty of
idealization.
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The requirement to display soclal consclousness is also expressed in
Beckett's concern for the distress of others. This is unamblguously
stated In an Interview with Tom Driver to whom he acknowledged that
his plays dealt with distress. He e plainst
" jeft the party as soon as possible and got into a taxi. On
the glass partition between me and the driver were three signs,
one asked for help for the blind, another help for orphans, and
the third for rellef for the war refugees. One does not have

to look for distress. It is screaming at you even n the taxis
of London."(6)

A further trait aof Beckett's drama which complies with the demands
of 19th century Realism is Its inclusion of el of d
reality, the presentation of a "slice of life".

In Waiting for Godot, reallsm Is enhanced by two factors; flrstly by
the awareness that uncertainty, waiting, and the hope for change are
prevalent in everyone's life; and secondly, by the recognltion of the
"tied® relatlonship of Vladimir and Estragon, remindful of the delicate
balance which exists In a parent and child, husband and wife
connectlon with Its modulated and shifting osclllations between
dominance and subservience, replete of warmth, compassion, generosity,
malice, indlfference and crueity. Play rests on a clichéd plot, the
fove triangle, The plot recalls Jarry's advice that for a playwright to
lower himself to the level of the public he needs “to glve them a
commonplace sort of plot - write about things that happen all the
time 1o the common man™.(7)

In Happy Days, reallsm resides in the presentation of Winnie as
belonging to a soclal milieu, her use of objects whlch are part of
dally life, as well as acts which enhance her normality. For example,
her humanity Is recognized In such acts as her persistent efforts to
read the indistinct print on a toothbrush, This episode allows an
audlence to identify with Winnle's feellry of frustration, persistence
and triumph when she successfully deciphers the words. Krapp's Last
Tape Is written in a reallst mode; the set Is naturalistic and the
performance conducted In accerdance wlth the convention of the

g
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misalng fourth wall. The activities whether they be the sating of
bananas, fumbling for keys or searching for tapes, are recognizably

mundane,

The “contact with the everyday world with which drama must come to
d by the aphical details traceable

terms"(8) Is further
in the plays. The use of iife sources evident from DBeckett's own

account of the origins of Not ¥, the personal details woven Into
Krapp's Last Tape and the plot of Play, as well as the absence of
historical, mythological and traditional ideas, suggest that Beckett is
oriented o representing the actuald9) The autobiographical component
in Beckett's drama ls, however, a complex element. It includes not
only the use of personal detall, a part of alf artistic creativity, but it
assumes too, a thematic function promoting the view that Individual
experience ls affirmed by the existence of autoblographlcal memary
(the thought processes of the individual consclousness include the
memory of past thoughts and actlens necessary for establishing
identlty). Causality, and the continuity implled by it, is only made
possible by an awareness of a chaln of events, and Is dependent on
Thus, aytoblographical memory

both memory and a sense of seif,
{Proust

enables the condition of cause and effect to be established.
p.d) Beckett's use of the autoblographical in the process of experience
reaiflrms his emphasis on the literal and concrete and can be seen to
satlsfy a tenet Inherent ln 19th century Realism's perception of life.

Examples which reveal Beckett's concern with the relationship of
memory and cause and effect are abundant in the plays, Krapp's
Last Tape is based entirely on the reawakening and aifirmation of the

past by means of a tape-recorder. The lsolated condition of Krapp at

sixty-nine s reveafed as having been brought about by his constant

withdrawal from Involvement with others. Cause and effect, a process
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necessitating a time span which links actions in the past to conditions
In the present, is thus aifirmed. Play, as already discussed, has a
plot reconstructed in part by memory, Its development rests on an
understanding of the existence of a past, and a tormented present
which Is a consequence of the events and memory of it. Not I
recalls and probes past experience and erotions but complicates the
function of memory by entwining It with creatlons of the Imagination.
The past is vevealed as the foundation for the present but the nature
of memory Is, however, not only presented as selective but also as
creatlve, structuring a personal reality.

Thus, "the slice of life" effect achieved by the evident identification
of elements In the plays to recognizable mundane reality, as well as
the aifirmation of causality as the developmental pattern of life, are
links hetween Beckett's plays and the views of 19th century Realism,
Its | tention to deal with the actual and contemporary, as well as to
offer a representation of what appears to be an authentic account of
true experlence, Is satisfled.

The major difference between Beckett and 19th century Realism is
that it omits to deplct the external world from the peint of view of
an objective, omniscent author. This change came about as a resuit
of the new perceptions of reality in the 20th century. Evidence is
repeatedly provided to suggest that changes in technology, or in social
and economic conditions, create dramatic changes in the world of ait.
However, It would also be true to say that the silent germination and
growth of the seeds of change are often lgnored until the blooms are
Incontrovertibly evident. Perlods in literature that have crystalilzed
around names such as Romanticlsm or Realism, and which have been
gradual and slow in developing, appear as moments which stand
juxtaposed, conironting each other across a clearly demarcated
boundary, 19th contury Reallsm's area of interest concentrated on the
individual's psychological response to the effects of his soclety
percelved as antagonistic to his needs, The 20th century intensified
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the attention given to the individual, delving into his mental and
emotional life. This concern necessitated that the viewpoint shift
from the outward to the inner vision, that s, to the mind of the
protagonist. The change represented not so much a dialectical swing
of the pendulum as a deepening concentration on an aspect of
existence already receiving attention in the earlier period. Supported
by the theories in depth p gy and further by the new
developments in physics, the change also intensified the already
prevalent sense of an unstable and shifting reality, which existed in
the 19th century, to a sense of pervasive uncertainty and ignorance In
the 20th. These changes were reflected in the modifications which

occurred in the use of language. While the 20th century pursued the
teriets established by the previous era, conditions peculiar to itself
necessitated that to remain representational, its fanguage would have
to change. The divergence was evident in the form rather than in the
language itself which remained contemporary and colloguial. The
difference manifested itself in the use of a more fluld, continuous,
unpunctuated prose, replete of regressions and repetitions, which led to
an absence of a sequential and logical progression in the expression of
ideas causing a more eluslve form to be evolved.

The second requirement that has to be met if Beckett is to be
inciuded as part of a realisv tradition is that his work reveal affinities
with the perception of reality of the 20th century. It is interesting to
note that the view that an artist must be of his own time was
prociaimed by 19th century Realism, and pursued to its loglecal
conclusion, this idea implies that to be a realist in the 20th century, a
writer must differ from his predecessors.

T¢ be part of the 20th century, a work would need to disclose the
foliowing concerns:

- that knowledge is rooted in the individual and is, therefore,
personal and subjective;

- that absolute knowledge is unattainable and existence is thus
pervaded by uncertainty;
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- that lon should be on the inner being of the =
individual thereby focusing attentlon on consciousness and ways ;

of representing It; |
4 and |
H - that languag'e as a medium of communication and as a creator }
| of meaning warrants special attention. E
i
i

| The first aspect of Beckett's writing which indicates a reflection of
( the 20th century view of reality is epistemological. The insights on
manh proposed Gt depth psychology and the new theories of physics 3
P developed in the 20th century embody a subjectivist view of "‘
v knowledge. Knowing was seen to require apprehension by the senses,
i and Interpretation and siructuring into a coherent entity by the mind.

' : Selectlvity of input due io sensory functioning, emotional needs and
! mental aptitude made It inevitable that what is known as reality will
be as varled and manifoid as the number of beings in existence. The
! acceptance of subjectivity meant that the individual was seen as the
source and origin of all meaning. The subject brought the world into
| being in the first place, Furthermore, attention on the inner, mental
N | life of the experiencing subject revealed that consclousness was not
: merely the passive reception of impulses from the outer world bui a
i creative process making meaning and structuring reality, A move
: occurred away from the world of objects, and the world as object, to
| an examination of ine mind perceiving them, and the reactions evoked
14 to them, in order to disclose the Infinlte range and complexity of
i human sensibility.(10) Happy Days provides the most overt of the
i many exampies of this concern in Becketi, Surrounded by objects

] X which form an essentlal part of her existence, attentlon remains
focused on Winnle's h r and to them, 1o
Willle, her partner, the two passersby, and her recollections as they
are revealed by her apparently unsiructured chatter.

N The acknow that k ige was personal and subjective led
Inevitably, to the view that the world is different for different "
observers. This idea is expressed by Beckett on & number of

Ve
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occasions. "Memory is obviously conditioned by perception" (Proust
p:17) clalms Beckett, thus linking both the content and nature of
memory with the percelver. Two examples from Endgame serve to
lilustrate the individual nature of perception; the first is found in
Hamm's story of the painter/engraver, who on being taken to the
window to share Haram's vision of the loveliness of the werld,
withdraws; because he can only see ashes; the second is Nell's elegiac
“Ah yesterday"p.18) countered by Cicv's "' bloody awful day, long
ago, before this bloody awful day".(p.32) The unique nature of
perception ensures the uni of the i I's i "the
only world that has reality and slgnificance™{Proust p.3) according to
BecKett. Thus, for him, no objective reality exists apart from the

consclousness of the individual. Harvey focuses on this concern of
Beckett when he wrltes:
vif it (Beckett’s aestheticism) rejects the macrocosmic
“realities® It Is because they are seen as unrealities, less than

realities, obfuscations of reality . , . If the oeuvre is a closed
world, it is because the individual Is a closed world."(11)

Such an eplstemological view, based on subjectivity, can only give rise
to a pervasive sense of uncertainty and doubt. Bronowski expresses
such an understanding when he says:

"We lurch after exactitude, and every time It appears within
our grasp it takes another step away toward infinity. 12}

Spender echoes this idea when he claims:

"The principle of reality In our time Is peculiarly difficult to
grasp for the western world Is less sure of its values than
most previous cultures with which we are famillar; relativisin
and subjectivity are part of everyday experlence."(us

The incertitude of all knowledge and the attitude that all one knows is
a matter of conjecture, are views explicitly stated by Beckett as well
as found pervading his work. In an interview wlth Shenker, Beckett
said:
"The Kkind of work I do is one o which 'm not master of my
material + . . I'm working with impotence, lgnorance . . . 1
think nowadays who pays the slightest attention to his own

experlence finds it the exp of a
e o0 ML
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He also clalmed that the word "perhaps" was the most Important In
his vecabulary. The word allows, inherently, for a limitless range of
possibilities while equally revealing the total uncertainty in which lack
of knowledge places an individual. In Play the characters speculate:

"M: Perhaps they have become friends. Perhaps sorrow. . «
Perhaps sorrow has brought them together. . .
Perhaps they meet . . . "p.17)

"W2  And you perhaps pitylng me, thinking, Poor thing, she
needs a rest.'(p.19)

"Wl: Perhaps she has taken him away to live. . . somewhere
In the sunn(p.19)

This element of uncertalnty has been present In Beckett's work since
his earliest writlng. In Premier Amour the protagonist says:

“Je me demande si tout cela ntest pas de linvention, si en
reame les choses ne ge passérent tout autrement, selon un
schéma qu'll me fally oublier“ (.22

(I wonder if all this is not made up, if in reality things did not
happen in a totally different way, according to & plan which
had to forget.)

Unambiguously creating his narratlve, the speaker also says "Disons
qu'il pleuvait, cela nous changera un peul(p.36) (Let us say it was
ralning, 1t will create a little change) The statement "the unknown .
.. is also the le"(Proust p.1) indi an attitude which not
only sets the limits of knowledge but suggests too, that life must be
pursued within a context of ignorance.

Martin Esslin writing of the effect of Walting for Godot says:

"In Waiting for Godot the fueling of uncertainty It produces,
the ebb and flow of this uncertainty - from the hope of
discovering the ldentity of Godot to ity repeated
disappointment are themselves the essence of the play."?

And Balr states:
"Beckett hlmself has sald that Waiting for Godot is a play

that Is striving all the time to avold deflnition, and as always
attention should be given to his words*(16)
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The foliowing passages irom Waiting for Godot reveal the concern
with uncertainty and the characters' awareness of the equivocal nature
of existence:

"Wiadimir:  What did we do yesterday?

Estragon:  Yes.

Viadimirs  Why . . » Nothing is certain when you're about.

Estragon: In my opinion we were here.

Vladimir:  You recognize the place?

Estragon: 1 didn't say that.

Viadimirs  Well? i

Estragon:  That makes no dliference. i

Viadimirs  All the same . . . that tree . . . that bog, \

Estragon:  You're sure it was this evening? i

Viadimir:  What?

Estragon: That we were to walt,

Viadimir:  He sald Saturday. I think.

Estragon:  You think.

Vladimirs 1 must have made a note of it.

Estragon: But what Saturday? And ls It Saturday? Is Is not
rather Sunday? or Monday? or Friday?

Vladimir:  It's not possiulel

Estragon:  Or Thursday?(pp. 1#-15)

“Estragon:  Waltl . . . | wonder if we wouldn't have been
better off alone, each one for himself . . . We
weren't made for the same road.

Vladimirs  It's not certain.

Estragon:  No, nothing Is certaln,"(p.53)

Vladimir's concern with the story of the two thieves, found In only one
of the Gospels, centres on the dilemma of incertitude. The question
which confrents and perturbs him is how to discern the truth when
faced with contradictions.
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For the characters of Play, lack of knowledge and the resultant sense
of uncertainty become the cause of distress. All three become bound
on a wheel of speculation and, because their egoism had prevented
them from forming valld connections, forces them to speculate in
Isolation, Total oblivion would have been preferable to the uncertainty
in which they are doomed to exist. The audience of Play, too, finds
Itself, like the characters, In a situation of uncertainty and ambiguity
for It never discovers, and is forced to accept, the lack of conclusive
knowledge. It Is never known, for example, what motlvated M in
abandoning both women, nor what subsequently happened to him.
When W2 speaks of “that poor creature who tried to seduce you,
whatever became of her, do you suppose? - I can hear her . . . Poor
thing,"(p.18) it is not Immediately clear that her instability of mind
has led to a state of dissociation In which she addresses herself in the
third person. Like the characters, therefore, the audience Is placed In
a sltuatlon of uncertainty and is forced to speculate in order to make
sensg of a situation,

Uncertalnty caused by ambiguity Is the factor which leads to Not I's
profound impact, The ambiguity resides firstly in the presentation of
an eluslve event which appears to have triggered off the outpourings
of Mouth. The audlence at no time discovers what occurred that
Aprll morning, why the speaker was In court, nor why she adamantly
refuses to ack iedge herself. Tantalizing suggestions which initiate
speculatlon are made but remain unresolved(l7) Secondly, although
one accepts that the words one hears represent speech, the monologue
creates the impression that one Is witnessing a thought process, the
stream of consclousness. Thls ambiguity suggests the presence of two
levels, a surface structure of consclous statements and a deep
structure revealing underlying subconsclous needs and motives, A third
example of ambigulty occurs in the paradoxical presentation of the

character, Mouth., Visually 1 Ined, froem her as the

stereotype of a subnormal indlvidual, unresponsive, speechless,

incapable of helping herself, the Intel | and lonal p 1i
" -2 .
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revealed, however, Is of a complex, wilful, determined, self-aware
belng. This aspect of ambiguity Is further emphasized by her own
Ironical viewpolnt of seelng harself as others see her, Nevertheless, in
spite of the ambiguity, the presentation of Mouth Is concrete and

-

adheres to the correspondence theory of realism.

A linguistic device, used extensivelv in the plays, and relevant within !
the context of this dlscussion, Is the use of questions. These are used
for a number of different effects; they register moods, create self-
directed dlalogues, are used as a rhetorical device. But their most
Important function Is to reinforce the notion of a desire to know and
the Inability to flnd out. They are an important means of evoking a
sense of uncertainty in the plays. Robbe-Grillet assessing the modern l{
novel makes a comment on Beckett pertinent fo this discusslon:
“Even with Beckett, plenty of things happen, but they are
always questioning themselves, doubting themselves and
destroying themselves to the point where the same phrase can
obtaln a and its dl 1 In short, it

isn't events that are lacking, it Is only their character of
certainty, their tranquility and their lnnocence."{i8)

The second characteristic which reflects Beckett's affinity with the
20th century view of reallty Is an intensification In the probing of the
Individual mind. Beckett's statement on the direction 1o be taken by
the artist proclaims his Interest clearlys ‘
"The only fertlle research ls excavatory, immersive, a !
contractlon of the splrit, a descent. The artist Is active, but : i

negatively, shrinklng from the nullity of extracircumferentlal |
phenomena, drawn In the core of the eddy."(Proust p, 48) H ]

A concentrated, Intense art, centred on the individual, speciflcaily in
the deplction of the Indlvldual consclousness, ls Beckett's chosen
direction. This interest In delving into, and recreatlng, the workings
of the mind, as well as his concern with neuroses, hallucinations,
obsessions and gullt, which suggest a keen Involvement in mental
pathology, place him In the malnstream of 20th century literature. It
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was Proust's and James' investigatlon of areas of the mind as yet
which lcipated this towards the dark areas of
psychology.

Furthermore, Beckett's i Is presented, sp ically In the
later plays, by a technique which is unique to the 20th century and Is
assoclated with Modernist writers, The "stream of consclousness," the
term used to describe an laternal mental process, became a literary
form which attempted to reenact speech/thought and reveal the
complex interplay of intellect and emotion, as well as the presence of
subconsclous and unconsclous currents of knowledge and feeling.
Virginia Woolf expressed the need for a new form to embody the
change in the modern apprehension of the world and human relations
In It. The new form was to reflect the greater interest in the
psychological landscape and the texture of consciousness in asserting
the mind's activity in percelving the world. She proclaimed:

"Let us record the atoms as they fall upon the mind In the
order In which they fall, let us trace the patiern, however
i incoh which each sight or

ant n app
Incident scores upon the consciousness."(19)

Virginia Woolf was not alone in reflecting this awareness of a changed

perception and the need for a new form. James, Faulkner, Joyce and

Conrad, as already mentioned In Chapter six, are amongst some of the

writers who reflected the change in sensibility in both their subject

matter and form. Chernlshevsky asserts a humanist focus, which
ychological to all art when he writes:

"The flrst end and most important feature of all works of art
ls . . . the reproduction of things that occur in real life and
are of Interest to man. By real llfe, of course, we understand
not only man's relation to the object and creature of the
objective workd but also man's Inner life.20)

The expresslon of internal states Is not new to Ilterature.
Shakespeare's soliloquies deplcted the state of mind of his characters
but their aim was to inform an audlence of the character's thoughts
and emotions percelved as coherent, ordered and rational. The
modernist intentlon however, was to recreate the Internal process
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of the mind which was seen as random, fragmented and easily diverted
by the multitude of stimull which impinge upon it. Not I, That tirne,
Play and even earlier plays such as, Happy Days and Krapp's Last m
Tape show clearly the congruen = of concern 'nd form between |
Beckett and modernist writers,

To understand the modern mind one “eeds to understand the medium
In which this mind exists, and, Inevitably, language and the nature of
discourse become a major concern. The changes in attitude towards
language In the 20th century have already been discussed in Chapter
i four and Beckett's wrlting has been shown to depict effective

communication, In the eatly plays, Individuals responded and clearly
interacted with each other in 1 that was porary,
colloguial and appropriate. The language of the Introspective plays
represents concretely and literally the thoughts and emotions of
individuals in the process of consciousness. Beckett's use of language,
mundane and recognizably of our lives, furthermore ackriowledges the
creatlve functlon sf language In the making of meaning and in
constructing a subjective reality. Characters, such as Hamm In
Endgame, consciously fabricate stories, intertwining thelr lives and
their needs to create a reality which they find acceptable. Mouth in
Not 1, returns repeatedly to her narrative Introducing new details and
discarding unacceptable ltems In an attempt to create and structure a
new reallty. Becketi's language Is seen to conform to the demands of
both 19th and 20th century realisms thereby suggesting that there
exists In essence a continuity of lingulstlc evpectations between the
iwo eras. Both seek to be represeniational of actual speech, the
former of externallzed language and the latter of Internalized [
language. The development of Beckett's drama reveals his Inclination
first to the former and then to the latter,

.

Two elements which form the dimensions of existence, time and space,
have already been mentloned In a discusslon of the plays. They need
however, to be placed within the context of 19th and 20th century
realisms which have been the points of reference of thls chapter.
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The changes which took place in the presentation of time and space in
the 20th century did so because of the concentrated attentlon given to
the individual and his psychology. To be appropriate for the new
contracted focus In subject matter, the use of the soclo-political
enviranment, the extended presentatlon of time and space In 19th
century Reallistic writing, had to be discarded. The change In the
presentation of character thus came Yo affect the perception of both
time and place; tlme was always now, the present of consciousness,
and plece was located in the mind, The earlier discussion in Chapter
three rejected the view that Beckett's characters were symbolical
5 representations and it follows that any abstract and casmic
vl implications of time and space, o3 well as their analysls as issues of
separate and intrinslc value iz themselves, are regarded as
Incompatible with a reallstic presentatlon of character, Time and
' i space are seen, therefore, as controlied by the requirements of subject
’ matter and as having thus a specific function in each play. |

SO ——

[

1 doxical

It is Interesting to note that the y and the par B
quality Inherent In Beckett's work reveal its affin™y with both the

corresponde and the coherence theories of reallim mentioned in

Chapter slx. His plays adhere to the correspondence theory In that

i they portray a reality which exists separataly and prior to them, thelr

H Intention belng to Imitate the workings of the mind and to reproduce

} that personal end unique visicn of the world., Yet in the minds he

: depicts, the role of the Indlvidual Imaglnatlon In creating its own

. perception of reality Is acknowledged, ==d thus the coherence theory

of realism becomes an Integral part of the plays.
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CONCLUSION

It is in the nature of all art forms that the individual perception of
an artist Is filtered by the individual perceptions of his audience
during the process of assimilation and Interpretation. That there are
responses which hinge on religious, linguistlc, musical and philosophical
aspects of Beckett's plays should, therefore, noct be surprising.
However, had the plays been replete with the philosophy, the universal
bolical with which criticism has

and
always concerned itself, the response to Beckett would not have been
as emotionilly charged as it has been{l). Such a response can only be
affectively based. Without underestimating the affective qualities of
the visual use of light and dark, the sometimes startling sets and the
musical tendency of the language,(2) such an intense response is
il on an or hetic understanding of
the work. This necessitates the existence of a common ground of
experience and perception of life between the audience and the
playwright. For this reason, reality, the concept of realism in all its
ramifications, and the concrete essence of the plays, to borrow an
idea from Beckett, became the focus of exploration for this
dissertation.(3)

There are critical intimations, although no sustalned study had been
undertaken, to suggest that a realistic basis to Beckett's plays has
been recognised. Nightingale comes to the conclusion:

"Late Beckett may be austere but he Is not abstract. You can

plece together a life-history, or at least a case study, from
the hints he strongly feeds us/{(4)

Cohn malntains;

"Each of Beckett's plays is best played literally. Beckett
conceives his plays concretely, even when the concrete is no
heavier than a breath.'(5)

Affinities between Beckett's work and the literature of various periods,
such as Classicism, Romanticism, and Modernism, have been discussed
thus suggesting that his writing Is eclectic and capable of transcending
the limitations of a partlcular time.6) The most persistent label,

SR i
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that of Absurd dramatist, appears in the light of the previous
discussion to be not only confining and reductive but also
inappropriate, Chapters three and four concerned with Beckett's
characterization and language, and Chapter five which deals with the
interpretations of Beckett's plays indicated the fact that the basic
assumptions of Absurdism are not present in Beckett's work.

Absurdismn is a symbolical form. The elements of its drama are
surface outlines which converge to create an Image focused on
expressing an angst. 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 circumscribed and its achievements,
therefore, limited(7)

Contrary to drama of the Absurd, Beckett's plays, as was revealed in
the earlier discussions, contain characters which are psychologically
complex beings with distinct personalities; the plays have a plot; cause
and effect are implied, thus indicating a centinuum in time and
negating the imagistic form of Absurd drama; the language is neither
an Invalid medium of communication nor lrreievant. It Is colloquial,
consists of speech acts, and thus is a means of interaction, reproduces,
and thereby disct the of i Furthermore,
the universe of Beckett's plays is not irrational; it is unknown and
therefore, uncertain, His plays, balanced by paradox, use a tragic
canvas but the picture includes comic brushstrokes, and this blend of
the tragic and the ludicrous evokes a sense of compassion and
acceptance absent in Absurd drama. Given these differences, to call
Beckett an Absurd dramatist appears a misnoma.(8) A dissatisfaction

with this label Is expressed by Mercier who cites Racine and Sartre as
models for Beckett in order to disclaim the Absurdist label:

"n retrospect, it is easy to see why the absurdist label was so
mistakenly pinned to Waliting for Godot and then, inevitably,
to the plays that followed. One of the chief reasons for this
misunderstanding was, paradoxically, Beckett's adoption ot
adaptation of neo-classical form. The French drama critics
were looking for a linear structure in Godot; confronted instead
with a circular one, they almost unanlmously decided that
there was no structure at all. Accustomed on the whole, to
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praise plays that were crowded with action, they forgot
Racine's admirable phrase about making something out of
nothing; they must even have forgotten Sartre’s masterpiece,
Huis Clos (No Exit), in which once the three principal
characters have arrived on stage, nobody comes and nobody is
allowed to go."(9)

Beckett's main contribution and originality to the theatre has been his
ability to render the movement of the individua! consciousness as a
dramatic experience; that Is, to create a presence out of what had
been the evanescent material of thoughts and feelings. His concern
with the presentation of emotional states and neurotic reactions
suggests that his Inclinations are towards psychology rather than
philosophy, and the specific rather than the abstract. Although
Beckett adheres to the tenets of }9th century Realism, his expression
of the sense of uncertainty which underlies every aspect of the
intellectual and emotional life of this century indicates that he
reflects the dominant perception of the reallty of his time. That his
work Is rooted in a reallst tradition has been the conclusion of this
research.
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APPENDIX

A CHRONOLOGICAL PERSPECTIVE OF BECKETT'S WORK

1929

Dante . Bruno . Vico . . Joyce (criticism)
Assumption. (short story)
Whoroscope. (poetry}

1930

For Future Reference, (poetry)
Anna Livia Plurabelle (text by Joyce, translated into Franch)

1931

Proust (criticism)
Four poems (poetry)
Alba (poetry)

Le Kid (play}

1932

Sedendo et Quiescendo (prose extract)

Text (prose extract)

Dante and the Lobster (short story)

Dream of Fair to Middling Women (novel-unfinished)

1934

Recent Irish Poetry. (article)

A Case in a Thousand (short stery)

More Pricks than Kicks {novel - made up of a series of short
storles)

Three reviews on Pound, Dante and O'Casey.
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1935

Echo's Bones (poetry)

1936

Review of novel by Jack Yeats.
Cascando (poetry)

1938

Ooftish (poetry)
Murphy (novel)
\ . Les Deux Besoins (essay)

1943
Watt (novel}
1945

Revlew of Thomas McGreevy's Book on Jack Ysats
Les Peintures des Van Velde; out je monde et le pantalon (essay)
Dieppe (poetry - translated Into Engilsh)

1946

Saint - L8 (poetry)

12 poems (poetry)

Suite (novel)

Mercler et Camier (novel)
L'Bxpuls€ (novel)

; Premier Amour (novel)

: Le Calmant (novel

AR . e
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1947
Molloy (novel)
Eleuthéria (play - unpublished)
Murphy (novel - Murphy 'translated into French)

1943

Trols poémes (poetry)
Malone meurt (novel)

1949

Three dialogues with Georges Duthuit (criticlsm)
En Attendant Godot (play)

1950
Linnomable (novel)

1954

Waiting for Godot {play - En Attendant Godot translated Into

finglish)
1955

Nouvelles et textes pour rien (short stories and prose)
Molloy (novel - Molloy translated In English)

1956

From an Abandoned Work (novel)
Malone dies (novel - Malone meurt translated Into English)

1957

Fin de Partie (play)
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All that fall (radio play)

Tous ceux qui tombent (radio play ~ Ali that fall translated nto French)

Acte sans paroles I (mime)
1958

Krapp's l.ast Tape (play)

The L (novel - L ! into English}
Endgame (play - Fin de Partie transiated into English)
Anthology of Mexican Poetry (iranslatlon)

1959

Embers {radio play)

1960

La Derniéfe Bande (play - Krapp's Last Tape translated into French)
Company (novel)

Act Without Words II (mime)
1968

Comment c’est (novel)
Happy Days (play)

Poems in English (poetry)
1962

Words and Music (radlo play)

1963

Oh les beaux jours (play -~ Happy Days translated into French)
Cascando (radio play)
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1964

Play (play)
Comédie (play - Play translated into French)
How it is (novel - Comment c'est translated into English)

1965

Film  (film}

Imagination morte imaginez {novel)

Imagination dead imagine (novel - Imagination morte imaginez
translated into English)

Come and Go {(play)

Assez (novel)

1966

Bing (novel)

Va et Vient (play - Come and Go translated into French)

Eh Joe (T.V. piay)

1967

Stories and Texts for Nothing (prose - Nouvelles et Texte
pour rien translated into English)

No's Knife: Collected Shorter Prose 1947 - 1966 ({prose - most
translated into English)

L¥ssue (novel)

Watt (novel ~ Watt translated Into French)

1969

Sans (novel)

1970

Lessness (novel - Sans translated into English)
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1971
Le Dépeupleur (novel)

1972

The Lost Ones (novel - Le De/peupleur translated into English)

Not I {play}
1973

First Love (novel - Premier Amour translated Into English)
Breath and other shorts (plays)

1974

Mercler and Camier (novel - Mercier et Camier transtated into

English)

First Love and other Shorts (prose and plays collection Includes

Enough and Ping)
Pas Moi (play - Not I translated Into French)

1976

Pour finir encore et autres foirades (novel)

For to end yet again (novel - Pour finir encore et autres

folrades transfated into English}

Ends and Odds (plays and “roughs" for theatre and radio New York

edition entitled Flzzles)

That time (play)
Footfalls (play)

1977

Ghest Trio (T.V. Play)

++ o but the clouds . . . (T.V, play)

Drunken Boat (poetry - translatlon of Rimbaud's Le Bateau

Ivre)
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1979
A Piece of Monologue (play)
1381
Rockabye (play)
Ohio Impromptu (play)
Mal vu mal dit (novel)
1982
Ul seen ill sald {novel - mal vu mal dit translated into English)
Disjecta (prose, criticism and a dramatle fragment)
Worstword Ho (novel)
1934
Catastrophe (play)
Collections of Teckett's already published works are mentioned only if
they include new writing or a new translation,

All the translations mentioned, except the Anthology of Mexican
Poetry, are from or to, English and French.
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