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" ning of human consciousness.

mahipulates their traditional associations sco that we find meanjing

< g : ABSTRACT |
o > e

As a writer with an acute ®wareness of the limitations of

language, Beckett has sought ways to expresg his perception of what

to be in the world of the present. \Because he has a deep

v !

it mean

sense{of the relgtionship between pdst and- present, We‘qfteﬁ find

evocation of

meaning\in his perception of what~is through

. . < B
what is not. Beckett makes use of certain image® in his writing

which are capable of evoking universal n expekience through the-

-

particular which he puts before us. This evocativ
=0, .

effect-is due

A .

to the "primo¢dial" nature of these images; they havé been part of

the literary and psychological inheritance of mar sinc ‘}he begin-

- @ o
fg;ing "imag@" in its broadest sense to be any rlﬁresenta—
tion-of human life and human experience, this study Examinég three

particular images which can be discerned throughout the Beckktt

canon - the woman, the cirecle, and the lost -paradise. Beckefé\

\

Al -

through our awareness of resetblances to familiar things and, at)
- xa \.
the Same time, thrquh our awareness of departurlifrom the exﬁécte

.--, "

Turnlng to the stage images, whichbhave a concrete, visual

dimension, the study focusses on three' in particular - .the tree,'

'

the cave, .and the mountain - which are related to the three - - . \
. , s - . -

selected images of woman, circle, and lost paradise} and which also

. 141 , .



“ have associations with a lgng traditi%n of emblematic stage iﬁagery.

The archetypal quality of Beckett's images accounts for

our sense that we are experiencing a repfjfentation of something

f <

simultaneously very new and very old which expreésés both the

iqber‘and outer dimensions of "being'". It is this archetypal | -
} ¢ » r -
‘quality which Ionegho recogniied when he referred to Job as ''that

-~ ‘ f -

contemporary. of Beckett". . .

1
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- _ NOTE FOR ‘PRIMARY REFERENCES
. ’ ! Y i R
References 'to Beckett's works which are quoted frequently in
this dzssertation wild be cited in the text by the following abbrevia-
tions: :
L)
B \
, ,- +~s D...B.V..J. - Dante ... Bruno . Vico .. Joyce. g
. ' - E. - Epdgame. " _ ) -,
H.D. .— Happy Days. -
' ° 1.D.1. ‘'« Imagination Dead Imagine. -
- . v . o “
. , K.L.T. - - Krapp'd Last Tape. ’
& - . —m
. . - - R
. L.0O. ’ - The Lost Ones. — ‘
* - @ ‘ 0 ) i - \
.M.P._ " _ - - More Pricks Than Kicks. o )
; . Poeds - Poems in Emglish. - ,
e e . E P .- o .4 o .
T, ' Un. - - = The Unndmable. . - ‘
"tézﬁ?‘!"if“ 3 < ? . Y
~ g 31"'; ;‘_'hi:i:m_. e -
- S en W. for G. -~ Waiting for Godot.

’
. ' . ’ . «
¢ - - ¢ - -

& Othat primary werks which either have one word ti les or are .
not cited frequently, are cited. in the text with the ful% title. .

- - . ’

Primary works quoted only once or twice will be c1ted in the' ,

jpotes. - - . .
. All refé%ences to works by Beckett are- to the editions 1isted
under primary sources in the bibliography. .
; . . . b
’ * — \ ' h - "%t / - .
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. CHAPTER 1T e , )
. - | OF IMAGE AND MEANING - :
) o T

- - ..
n - . . f
" There is gerieral critical agréément EWat thé plays of Samuel———

: v
. Beckett are the epitome of modernity in the dramatic genre, theatrical

representations @f human experience in an age when everything_is in

-

- doubt. Faced with the limitations of language in a world whléh seems

incomprehensible to humam reason, some playwrights have attempted to

A st S N
communicate their perception of the human condition in ways that reject

3

traditional forms, particularly ;hose-of plot and language. Beckett is -

. o’
one of thege playwrights; his use of language and his manipulation of

v
]

* theatrical traditions provides us with an evoc‘tive experience through

- : which we can gain insight into what cannot be said. : ’

- Beckett shares the general resistance in modern literature to

¢ : .
the primacy of regson, a resistance which arose out of the religious,

¢ scientific, and philosophical upheaval of the niééteenth century which
made it impossible for some to epprehend the world by reason and to. |

L) ' N : [ 3 .
explain it in vfrbal structures which took a cause .and effect system

for granted.' an no longer knew where the centre was and began to

. . ‘grope to find his place in the hnivérse, asking, as doesr Hamm in Beck-
- v . % '

w ets's Endgame, "Am I right in the center?". Thewchange has been defined

» -

as a "rejection of the classicist spirit of coming to terms with
. ’ .
\ ;f»' .reality ‘and an inclination toward a search for reality."1 ' This change
' | /

L]

began to be reflected in the use of language by twantieth-h@ntury




T

N

‘wanting, to come together — and knows he is incapable of it.

o /- . .
N ., P! L e .

.

al]

writers. Without faith in his . reasor, without‘gome stable sense of
; . aour .

N ” e ‘

his own being, man Was no, longer certain that language could express

» -

s
any. . kind of truth or certainty about the universe. George Lukacs’
L ]
* -

expressed, the dilemma clearly, early in the centyury: "Men become
simply incapable of expressing the truly ess al ingthem and what

truly directs their actions; even should they in rare moments find
“» f

.

‘words Fo Fit the inekpressible, these words will at any rate go unheard

hd «

. - . 2
past the spirits of others, or reach them with meaning transformed."

o

, ‘
Ldgags points out that "the more lonely men in drama become ... the

more the dialogue will becoﬁe fragménted, alluifve, imﬁressionistig in
b}

' .

- form rather thén specific and forthright. ... The new dramatic pan is

not isolated because he must conceal certain matters for specific e

reasons, but because he strongly-feels that he waﬁtsh‘and s aware of

w3

rd B
Lukacs made his- observations with reference to '"realist' drama; later
in the century Martin Esslin was to make similar observations about

what he termed "absurd" théatre, which he characterized as seeking
¢

. ... the abandonment. of the concepts of character and motivation,
the concentration on states of pind and basic human sieuations,
rather ‘than on the development $f a narrative plot from expor
sition to solution; the devaluation of language as a means of
communication and understanding; the rejection of didactié&
purpose; and the confrontation of the spectator with the hard
facts of a cruel world and his own isolation.

This distrust of reasom and of language@which depends'on
rational order is reflected in the theatrical innovations proposed by

Antonin Artaud, who sought to bverturn "the customary laws of the
theatre" and '"substitute for the spoken language a different language
' {

1 i
of nature, whose expressive possibilities will be equal to verbal
#

language, but whose source will be tézggé,;t a point still deeper,

e A4 ’

»
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.

' ~
i i more remgte froé'thouéht."?f Artaud, rejecting traditional forms,
wanted "no more masterpieces". “He ‘called for a new theagricaﬁ language:
o ' When I gsay T will perform no written play, I mean I will’ perférm

mo play based on writing and speech, that in the spectacles I
produce there will be a preponderant ﬁgysical share which could

not be captured and written down ih t customary language of ’
L words and that even the spoken: apd wri t\\\?ortlons will be
- spoken and written in a new senseu

~In his own critlcal commentarles, Beckett had procla1med the

' - - B
impossibility of expression for, any artist. In his novels, he had

' 1]

represented, through the language of fiction, the writer's dilemma in

" [

" being obliged to ﬁxpreés the inexpressible. Yet he also saw the artist

as one ''whose hands have not been tied by.the certitude that expression

- C . 7
. is ‘an impossible act."” When he turned to the dramatic genre he was

-
’

turning to an art form created for an audience and he chose Roger Blin,
. .

a pupil and friend of Antaudis, to direct Waiting for Godot because

when Blin directed Strindberg he was faithful to the playwright, "both

to the letter and to the spirit."8

» .
f - N
© with an audience through his immovative dramatic form was a problem of [/

Yet the difficulty ?f communicating

s which Beckett evidently was aware, for Blin relates that "Beckett was

. A .
sure .., that hiz own text would be respected and thgt the theatre

o

would bé empty, which seemed to the author the ideal condition for a

good performance."g If, as pne critic has stated, the theatre is "a

- . means of knowing and npt merely ... a means of expression',
. 7 1d npt 1 ‘

<7 ‘Beckett seems to expect that few people will sharé his insi%ht,
” feeling, perhaps, tH@t he shares the limitations which beset most
¢ ) éodérn writers - the lack of "a common background of referénce which
; | could oriént -anci .bring into a profound xapport his own i‘maginative

facultles and’ those of his readers" 11 ' .

t
»
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c¢ommunicate with others

- ’ L]

artist? This |

.
.

/} . How,; then, does Beckett, or any artist,
. .
' who share foY certain only the basic humanity of

> -

dissertation.will explore that preblem with refereﬂZE‘to Beckett by

examining the evocative efféct of some of the central images which can .
g ¢ g \ .

-

L

be discerned in the Beckett canon. The term "image''is used in its -
. . A

broadest sense to include any representations of human life and experi-

LN ! . » . » .
- ence whieh make up -ﬂ'}e Beckettian world of the imagination, cf‘racters,

settings, objects, language - all the verbal ang visual forms which he
- -

creaees in his attempt to éXpress being as-he perceives it.
e ) p T,

Comparing Jeckett to Joyce, Frederick Hoffman observed that
/

"both are diﬁPdsed to examine universals within secular limits.... both
: [ .
L)

. ) ‘
are master analysts of the relations of words to being.”1 What is

said has a relationship to whag~is not Yaid and as we receive the
: 1 ! p
images through which Beckett seeks to express the inexpsessible, often
r

we must find the corresponding iqality,which the external world can-

~

. not offer,within us. What Beckett said of the paintings of Van Velde

is true to a great extent of his own literayy and dramatic art: "le tu
- “ . » B 7 "13
est la lumiere du dit, et toute presence absence, We often under+ .
stand Beckett's perception of what is, through his evocation of what
Lo -
is not, because we recognize his manipulation of certain images which
o .
. ? N . . .
have traditional ‘associations.’ His images give form, in each of his.

# works, fq—aﬁsé::;enclbsed whole, a microcosmic world with its own .

-

& reality as a product of the imagination. Yet they‘also evoke assocdia-
. ) . S

tions with the past, not a past imposed on us by the vriter but the one

we find within ourselves as we experience a process which Gaston’

-
.

Baéheiard identifies as '"reverberation':

-

o
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, After the original reverbexatian, we are able to experience.
resoninces, sentimental repercussipns, reminders of our past.
: Byt the image has touched the depths before it gtirs the
) surface. ... It takes root in us ... it becomes a new being
. in'our language, expressing us by* making us what it. expresses;
‘§: it is at .once a becoming of expression 3nd a becoming of ouar
’ belng Here expre531on creates befﬁg& !

The 11terary and dramatic worlds of the imagination which

Beckett creates awe®’ formed eut of images whichjevoke our universal
' - ’ ’

. human experience through the particular ‘which-he puts before us. They

A

or different peopke,but certain.images"whicejr\

R s
fire part of a lohg tradition in the evolutiPn ;¥

< . ~ -language,| and they have the power fo ' awaken images that had been
. - effaced." et ) g . ) .
o ’ .

Fugene Ionesco omce observed that "art is nothing if it fails

" to achieve a universality Epat ig positive and profomnd."l6 He sees

.. such universality as possible only for the artist who combin@s a per-

-
.

_— ceptlve awargness of the present with a deep sense of the past: "In
. the }ong run ® am all for claas1cism. that is what the ' avant-garée

Ty : . : —— s
is. The discovery of forgotten archetzyés, ‘changeless but expressed

in a néw way: any true creative artist is classical ... the petit

. L 3
bourgeois is the person who las forgotten.the archetype and* is absorbed

~“~~—4in the stereotype. The archetype is always young."17 Beckett's,

1magination is informed by the traditions of the past as well as by his

. hd [

. - contemporary consciousness.‘ In his 4931 essay on Proust he reveals

) his conviction that the present consists only of that process “of change
from future to past as to-morrow becomes yesterday' "The individue}
is the seat of a'congtant. process of decantation, decaﬁtation from -

the vessel.containing the fluid of future time, sluggish, pale and

’H:> . J’\ . ) ' -, ' : ¢ . : | ‘ .

t ’ v ° /‘“
. ) L o
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at

monochrome, to the vessel containing the fluid of past time, agitated

and multicoloured by thé phenomenon of its hours." (Proust, pp.4-9).

What is important to.Beckett is that the contemporary artist be

" aware of that "process of decantation". An artist who belongs to his

»

. \\own time must represent the change that idéntifies his time, in his art,

-

: : /
for contemporary artistic expression is "“la representation,de ce fleuve

’ 8"
ou selon’le modiste calcul d'Heraclite, personne ne desgcend deux fois.'.'1

“ . . '
c e

In order to represent the changg,,the artist must be fuily aware of what

preceded-it. T.S. .Eliot described the-eriginal artist as a modifier:

< ’

b MThe existing monumbnts form an ideal order among themselves which is

N .
modified By the introduction of the new (the really new) among . them."l9

Beckett seems to be just such .an artist, for it has been noted that his
- 7 "texts bristle with arcane ailﬁsions and "he has made’ an academic inven-

\ ' _tory of civilization before closing the 1id and oaring himself to the

20
" v
bone. s _ : .,
. : . -

. : The experience of an audience at a Beckett pilay is oftén a
matter of recognizing, whether consciOusly or unconsciously, images "
~ .

“a
-

v which stir our awareness, enabling us to see what cannot be said Pre-

“\. - m —

sented with an situations for which we can find no correspondence in
» . reality, we Ate tempted to reduce tfle plays to_a-simple formula of' -
;- ct ‘ ) .

y repetitive themes, only to find that the formuia does not express‘the

3 4 b v
A}

) ,;: dramatic experience.21' The fact that wenﬁannot‘find a corresnonding
’ ' aéthalit& for Winnie's or Krapp's, ot.Nagg,ann:Nell's exteﬁ)of'situa-
| ’ .§io is not imnortant, becadse they a?e'lmages;:cbaracteis in an
J:::stic world, and their interior state corresponds to that of too
many human beings to "» iéhored._lﬂne-sufferings, joys, ﬁenories and

hopes of Beckett's characters reflect the whole cycle of human history.

-




] therefore,fpre§gnts us,#ith images'pf}humanrexperience which spring
. . . o

QQ;.' . - N
< . v

Ioneécp paid tribute tb. the timeless’quality thiis awareness of the past

: .

“ v

gives to Beckett's drama: ,

The importance of Beckett's Endgame consists in the fact that-
it is closer to the Book of Job than to the plays of the )
. boulevards or to the chansonniers. Across the ages and the
ephemeral fashions of history, this work has rediscovered a less
- 'ephemeral tyge—histqry, a primordial situation which all the
rest follow.22 ¥ .

. » . . .
Beckett himself Qadg it clear that’ his creative vision would not exclude

_the~past when he stated in the essay on .Proust that “what is common tJ

4 . , : . v
present and past is more essential than-either taken geparately"

(Proust, p.56), 1In order to discover what 1s common to present and

e . .. "A o ) .
- past, Beckett strips down the externgl settings in his works and nar-

’ .
T

rows. the range of action of his characters so that thq&‘are left with

.1little to engage their attention other &han theéfr own béing. :This

reductive element can be misunderstood as an obsession'ath\zzzfn .
. 4 o ,
deprivation or a rejection of traditional form. -But if the artist's :
. ‘ ’ ’ s
awarenei}_of the change in our environment is what he must try to

4

express, and if what Winnie cal}s;,in Haggi Days, "the old, style", no-

longer suffices, then, the artdst must find a new style. Beckett, e
. : . - " .

from his own imaginatiepn .” However, the‘comﬁonents of the image are 1ifted -

from actuality, f;emwhuman experiehcé, which, essentially, ig Ehe_common'

factor for past and p;esent;
Ionesco classes Beckett among the truly creative artists who

heighten our consciousness of this relationship between past”and

»

present:

’
v N

Every genuine creative artist makes an effort t&genrid of the
relics and \clichés of a worn-~out idiom, in order to rediscover »
one that is“simplified, reduced to essentials and renascent,
capable of expressing realities old and new, topical and

v

! |




—

timeless, alive and permanent, both particularggnd universal.
The freshest. and newest works of art can easily be recognized,
they speak to every age. Yes, the leader I follow is King
- Solomon; and Job, that contemporary eof Beckett.

. 3
//Hé?é Ionesto realizes an important fact about Beckett which is essential

0y

e to a-proper understanding of his aéomic.visioﬁ., Beckett is no more

v

obsessed with human deprivation than were the Biblical writers, the

classical tragedians or the Renaissance dramatists. Like the writers
of any age, he is concerned with expressing his bercepti&h of man in .

. © r
relation to his universe, It has been pointed out that we do not need

to accept his vision in order to appreciate the form in which he
éxpr§§ses i;: A ot

The issue is not whether we approve, or agree or even emotionallys
understand. Surely we have not reached the state of monolithic
accord so deplored by us in politically dominated art. Surely

we can face the work of a writer whose vision is as adamant as
‘that of Beckett yithout taking refuge in nervous cries.of "But -
that's not constructive'. Beckett does not construct. He
destroys. He destroys in order to construct a city which never
rises; but the space is cleared.za- : '

Y The reductive element in Beckett's work, then, is his way of .
clearing the space for what is common to past and present as he per-

ceives it. Martin Esslin has remarked that Beckett's'ﬁriting "has as/

3

its starting point the déébly)honcentrafgafevaégtigﬁ of the voice
25 '
"

- ¢+
v

within its oﬁz depths. Lawrence Harvey states a siﬁi;ar view, that
'Bec%et{ givé; creative form to reality as he finds it within his owpt
imagination:’ ";ia:\kertain moment in his career, toward the end of
World War II, Beckett &ecided‘ﬂe wanted to éecome'the artist qf the
inner wor(].d."z'6 However, thexuniverse of his imaginatioﬁ.covers a
vast range which embfaces botﬁ the "given" tiéditions of the past and

the actdal experience of the present. Beckett creates aneimafinary

world which mizyors no specific external environment and which is




’

the fact that it is a function of langhage i:’::;ejiegpzﬁg, not meaning,
isolated in allegorical representation of t ern "mess", but '

-
4 .
2 N .- *

- -~ “ - . . 9

* . L)

peopled by characteis,who resemble no one in particular whoe we- know.

It is an autonomous world, independent in its own .time and space,
) ALY

separate from the 'real' world. Yet the settings suggest that this

-

#

1s a place we have been before, the characters are people we have -
known somewhere, sometime. The dramatic experience is very much as
Beckett described that of a Proustian exposition: ... the experignce

P ' .

is at once' imaginative and empirical, at once an evocation and a direct

- -

Y

perception, real without being merely actual,'ideal without being merely

, ’ . .
abstract, the ideal real, the essential, the extratemporal" (Proust,.
p.56). ' X ‘ < . .

There is an evocation(in Beckett's wriﬁing, through verbal;and
visual images, of essential human experieneei\292§%nged from the tegin—r_
*ning of human conscidusness to the.preeent. Like ooét‘writers, Beckett.
repeats.imdges, osing them in different coﬁtexts'and in different»
genres. The 1mages which recur throughout his work are images with a
long tradition behind them, 'which he manipulates {p.express his parti—

cular gerception of the here and .now. Beckett i8 very much a writer

for his time; reflecting in his art the trean in such_fields as

philé;ophy, psycgflogy, and stience. Hié writing .gives testimony to .,

s ]

discernible in what he himself calls “the autonomy of the imagined".

)

27

.The imagined is a world, complete in itsgdf, created out of the artist's
. . . .

inner consciousness. B&ckett has. ass ; ed the primary importance of "

h I

the image in the external expression of fhe ipner world of the artistLe

'] . * !’ -
imagination: "it is'in the image that thls profound self-consciousness

. . @ »
first emerges with the least loss of integrity".zs“




: . - .-
It seems . that what Beckett is seekiﬁé.in the inner world of“,
“his imaginatiqg.and attempti;g to express through images is "being T
itself@. "Being'", he stetes, "has a form. Someohev;ill find it some-

day. Perhaps I wop't, but SOmeone will, ... If anything new and

- _exciting is going on today, it is.the attempt to let Being. into art.' n29

the elements of "Being" which.Beckett seeks to enﬁ%w*w1th,form in his

writing seem to be related to the same universal “human experience which

Ionesco referred to when he urged the’ recovery of the "forgotten arche-

.

_types". In Beckett's view, the artist who-does not deal in surfaces

can only come into contact with being in that' ggpffre interdit a nos
, .

sondes' wherein "is stored the essence of ourselves" (Proust, pp-18, 46).

-

There in the *depths of his own indi {dual consciouénése he will find the

. - -
_ essential images which "may give the lie to our carapace of paste and

Ipewter" (Proust, p.19). It is from "this deep sougce", according to

. » A\ Y
Beckett, ,that "Proust hoisted up his world", a world created from.

images-stored in the unconscious and retrieved by -the "diver" which -

N . © -

v

" Proust called "involuntary memory" (Proust, p.19).

In identifying some of the recurring images in the Beckett

- canon which evoke a sense of the past while presenting us with an -

entirely new image oné can note a remarkable parallel with the images

- of the "collective uﬁconscious"\which C.G. Jung referred to as arche-

L

. types, a term derived from St. Augustine which Jung applies to tradi-

tional images which have been "impressed upon the mind gince of old". 30

* According to Jung, ‘the archetype<is replaced'by-the idea as human con—‘
.4 .

. P . - . -
sfiousness moves toward abstraction. The idea, for Jung, "expresses

e L .
the meaning of a primordial image which has been abstracted or

a

detached from the concretism of the imege."31 He -affirms tHat in any

-

A + .
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age, it is the function of the artist to reach beyond‘!he idea and

‘

restore the 1ink with the past through the expressiof ‘of these primor-‘

dial images of being which reside ¥ithin him:

Ary ... labors without cease to educate the spirit of the age,

hﬂﬁnging to birth those forms in which the age is most lacking.
Recoiling from the discontents of the present, the yearning of

the artist reaches back to that primordial image in the uncon-

scious.which is best fitted to compensate the insufficiency

.and one-sidedness of the spirit of the age. The artist seizes

this image, an¢ in the work of raising it from the deepest

unconsciousness and bringing it nearer to consciousness, he

transforms its shape, until it can be accepted by his cortempor-

aries according to their capacities.32 :

Beckett}too, revealed a preferenge for the image.over the idea

when he stressed the primacy of metaphorical language ovet discursive

- . R ,
forms of expression:

~Poetry was ‘born of curiosity, daughter of ignorance. The first

- men had to crEate matter by the force of their imagination, and
'poet' means 'creator'. Poetry was the first operation of the
htman mind, and without it thought{could not. exist.  Barbarians,
incapable of analysis and abstraction, must use their fantasy
to explain what thezr reason cannot comprehend. Before articu-’

lation comes song; ‘before abstract' terms, metaphors (D...B.V..J., &
p.246). - , N

-

’

BecKett would aéree with'Jung that -the writer's poetic art will be

L

"accepted by his contemporaries according to their eapacities",‘but

0
1

he has no great expectations about -those capacities. For him,‘the .

artigt's need to express is not accompa:ied by a need or obligation t;"‘*
In destribing Joyce s Work ianngress as "Hirect expres-

"sion" where "form is~COntent; content is‘form", Beckett noteéj dispar~

* -

agingly, that the coﬁtehporary audience, more attuned to the “idea’than

-

the image, might complain that "this stuff 4s not writtep in English".
, - v

-

His answér was that "it 1s not written at all, It is not to be read -

or rather it is not only to be read. It is to bé looked at and

listened to. He is not Qriting about something: he 1s writing

»




2 v ‘o ) » ‘,; \.‘\. : ‘)‘«‘.
a . Al - -
- Ry . o IR ¢ e e R R
S ; o ] ‘ AP ) K
) .- A S ) N £ LN . v ! ’
- : F R . - ’ 1
- . R I - 12
3 - L) -~

sdmething“ (D:..B.V.;J., p£24§).w:Communication is secondary, and the °
: ‘o - te 7 ’ r i ’
/// . concern of the reader: "if you don't understand- it, Ladies and Gentle-
. . '.

r L ’ . B
“ . men, it is begaqse:you are too decadent to receive it. You are not
N - L e v

v

<,

éapisfiéd unless form is/so strictly divorced from content that you

L .
can comprehend the one a&mgst without bothering to read the other"

-

p(D.-.B.V..J., p.248). M
—_— .
Jung's description’of. the reader's experience of James Joyce

makes an interesting_pé;allel—with-ﬁeckett's view. The perennial .
. : 2 : ' -

problem of the responsibility of the artist to his audience was statgd

from opposite viewpoints by Jung and Beckett in two ess;;E\on‘Joyce

published just six monq%s apart, Beckett's essay_on Work in Progress

in 1929 and‘Jungfs essay on Ulysses in 1930. Of Ulysses, Jung wrote
. . r . . .- oo
the following:

o

~ * - \

*Ulzsses is a book that pours along for seven hundred and thirty-
five pages ... a day in the life of .everyman ... Is all this
perhaps one immensely long ... pronouncement uponm the essence -
of human life - which, to the reader's dismay, is never finished?
Possibly §t does'touch upon ‘the essence but quite certainly it
reflects life's ten thousand facets and their hundred thousand
gradations of colour. ... There are no obvious repetitions, not

a single blessed island where the long suffering reader may come

to rest and contemplate with satisfaction the road he.has

~«covered. . : ) '
. , - The form of Ulysses distressed Jung, irritated him, fatigued

L4

him. '"Every sentence téuses an expectation that is not fulfilled;

t

e

@ *  finally jbﬁ come down to expect nothing and it gradually dawns on you
& ' W34 P e
. that Woullfave hit the mark. Nearly ten years after writing his -

" esgay on Joyce, Beckett commented in a letter to a friend that the

’ 4

. * , reaction of-an audience to art "becomes more and more mysferious to

o~
-

“ Y » . » R
\‘ ©ome, and irhatxss worse, ‘lesg and less importane. For I cannot escape.

_ from the naive} antithesis, at least in what co&&erns literature, that
i ' - 1

. . ‘ [} L4 .
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- a thing is worthwhile o it is net worthwhile" 35 Jung was one reader

(4

' _' e who could explain his reactio -'he came to his realization of wﬁat
N lesses was doing after falling asleep reading 1t:, "The two pasSages

“y .
> - Ld .

contained the narcotic that switched off my conscibusnes@, activs;ing

»,“‘ ,"u, ¢ . - - "' . ¢

a. still unconscipus ‘train of, thought which conSCiousness would only
- S .

have‘disturbed.‘ As I later discovered it dawned on me here for the
L §

- . - I

. -first time‘What the author was doing and what wassthe ideerehfnd ‘his .
N . - s,
. . work. 36 Bebkett mdght approve of such - a rare process of gaining In-

et

‘sight but Jung protests that, "I have.so much of tie Philistine in my

4 L

blood that I am naive enough ‘to suppose that a book wants to’'tell me

* ]

. something, to be understood .o surely a book has a iéfpent represents

something." w37 T .o 1~ . .

. Beckett would answer no, only itself, it is something. He .
statdd his preference for fo;ns of art which express “that there is

° A AN IEAs e,
- .

nothing to express, nothing with which to express, nething from dhich

to express, no power to express, no desire to express, together with

*

N, ‘the obligation to expréss n38 The problem of‘achiewing such a form is.

\ T Sy . '
much more acute for those who create with words because language belongs

.

toﬁ}he world of “conscious intellect. But, as a writérs Beckett is
<

-

s . weary of pretending to be able to do."a little better'the same old
: . g

39

1"

.

thing, of going,a litt%evfhrther along a dreary road. HOWevér,-he K
is not preaching a.gospel of formless art, which‘wonld mean the end of

. . .
1 ~ . .
r -

) /f' , art: ) - . .
. . . . '

What I am sayfng does not mean that there will‘ henceforth be no
form in art, . It.only means that there will be new form and that
this form will be.of such’a type that it admits the chaos and
does net try to say that .the chaos ds real¥ something else.
. The form and the chaos remain separate. The latter is not
: , - , reduced to the former. That is why the form itself becomes
; a preo upation, because it exists gs dfproblem separate from

- - . P . r LY
. P

. . ' » ) ( ) - ‘ M
N B } . . .

&
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th‘bmaterial it accommodates. To find a form that accommodates
the mess;’ that is the task of the artist now.

' " Beckett, seeks-the form tha;'yill accommodate the "mess" of
» % 1 -

contemporary life; Jung prefers an art which recoils “from the discon-"

LY -

- - P

. a2 . B
the average man, the cold shadow-side of life, ‘the dull grey of‘“ v
*P
in Beckett s view, thls

L Td

\J tents of thé present" bécause, as 'he observes, "the‘tragi-comedy bf \\\\\\&

spiritual nihllism arg,my daily bread."-l'1

immediate and contemporary experience must be allowed into art; if-Z .

~

conventionadOes not prOVide us with a form to accommodate ity it is th
task of ahe artist to find it. "Art," says Beckett, “until now had

. . - . . R ¥
sought forms and'excluded al( aspects of being thaﬂ‘there were no forms
A\ J .
to fit." The classical forms of the ages when the primacy of reason g
. KA

was unquestioﬁed had interpreted the mystery but did not "allow the

" ‘mystery to invade &if 42 Jung descxibed his’classical form of agt as

o

. one of purposeful production that is acco panied and dlrected by edn- R
sciousness, and to the making of which every consideration as to the .

. form and effect intended has been freely giVen ee o Nowherehwould‘thev
work transcend the limits of censcious understanding.'._,'4'3 ’ .
i - 4 . . .. .. o \

. - ,5" 3 - »
&\» . But one year beforé Beckett chastised the contempﬁrary readers.

-

. of Joyce for their idmited'capaciti'to-appreciate hinf, Jung- ekpressed ‘
. ‘ o o % e
‘a sympathy‘aﬁd understanding of the literary Work "that gripgs with'dt

. . . "
‘ its own form ... that trapscends the range of comscious ynderstanding';

- - S

he states that in such a work - ' ) o
We should expect a certaim ‘strangeness of form and shape, e
thoughts that can only be apprehended by intuition, a language

- pregnant with meanings, expressions that would have the value.ofv
! . symbols, be'cause they gre~the best possible expresefons of =~ * .
, ‘ . something as yet unknown - bridges thrown out towards an in- )

. visible shore.4 . .

. R - .
1 +
b, 4

Beckett has sim{lar aspiratioﬁs for literary form; he longs to break v
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ghrou'gh the limits of language: -
v to erode it until that which lurks behind it begings to
trickle- through +.. Is there any reason why that terribly
ar#®trary materiality of the word's surface should not be
dissolved, as, for example, the tonal surface, eaten into by
large block pauses in Beethoven's Seventh Symphony, so ‘that
for pages at a time we cannot p&rceive it other than, let us
say, as a vertiginous path of sounds connecting unfathomable
abysses of silence.“ ] .

~ . - ) N .

Jung's metaphaor "bridges", may suggest a more conscious structure than

Beckett's "vertiginous path", but both seem to, suggest that the writer
L

is, as T.S. Eliot Wrote, "oeeried‘with frontiers of consciousness

-~
.

beyond which words fail, though meanings still exist".46 However, for

Beckett, the raison Q'gire ©of the work of art is in the beauty of the

image and if apy question®is to be asked it, it should not be '"what |
N T . '
does it mean?" but Ywhat is itS'effect?"47 Around the imape, Beckett
.
structures a world of sound and light, Juxtaposes other images, draws
V - [ IR

.on his storepof'language and trqdition for allusiens which expound the

[}

T . Yy
implications of the image‘%hdﬂso shapes the orlglnal out of the tradi-

. Sy - . :
tional, making the timeless, universal experience reveal itself ,through

.
t v

the parf!cular {mage wbich evokes it. ‘ge'strives to keep his work

'v.&‘

\
open to ety f responses,_denles the poSSibillty‘pf certainty in

interpretation jnd stresses that '"'the key word in my plays is perhaps".

Even thoogh Beckelg warng us not to look for symbols where there are
none intended, the word“perhapétseéﬁs po leave ﬁhf doo; open to an
attempt to ungeretand. ‘ o ) ) ;.
Jﬁ?g'wnoge sympatheticallf about the work-of art which "intends
neither t€~be nor to;say anything except what it obviously\is hno says'.

\

He recognized that both writer and reader have to move within

T

the

1imits of c0ntemporary consciousness", but believed that 1t 1is possible
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v

for conFcious development to reach a higher level so that insight is,

N

deepened. This, he stressed, is what happems when !'a poet long dead

.1s suddenly rediscovered" - our consciousness reaches a level "from

which 'standpoint the ancient poet can tell us something new".49 He .

asserts that '"the man who speaks with images speaks with a thousand

tongues ... evoking all tZose beneficent forces that have enabled man-

kind to find a rescue fro

50

every hazard and to outlive the longest
night." The artigt's obligatidn to express is matched, on the part

‘\ Ay
of less creative men, by the \obligation. to attempt at least to under-

Jung tells the artist:

a - *
We must, interpret; we must find meaning in things, otherwise we
should/ke quite unable to think shout them. We must resolve life
and happenings, all that fulfdills-srSelf in itself, into images,

(*meanings, concepts; and thereby we deliberately detach ourselves.
from the living mystery ... . In so doing, what was before pure
phenomenon becomés. something that in association with other '
Phenomena has meaning; it plays a definite @le, serves certain
ends, brings about effects fraught with meanings. And when we
can see all this we get the feeling of having understood and
explained.something. 1

Beckett accepts. no responsibilfty for providing ;ﬁ Eey to meaning, but

. We have no elucidations to offer of-mystg;iaé
their gaking. My work is a matter of fundamenfal sounds (no ‘
jake iﬁtended)ﬁfmade as fully as possiblé and I accept respon- ’
sibility for nothing else. If people want to have headaches
ameng the overtones,-let-them. -And provide their own aspirin.’

Hagm as stated and Clgg as stated,. together as stated, nec
N tecum, nec sine te, in such a place, and in such a world, A -
) that's all‘I can manage, more than I could.?Z .

~i

"It is unlikely that anyone has experienced such a pI;ce‘or

- -

such a world, precisely "gg’staté&". Beckett deveYops and shapes his
. " A . -

nds it in;his‘pwn. .

’

1



(&3

.. ~ AR Y

'spotted', so to speak”, a resistance which Frye sees as "a natural
anxiety to keep them as versatile as possible; not pinned down

exclusively tg one interpretation ... there are no necessary inter-

5 p
pretations." ? : o —

Beckett is, however, a writer ‘who speaks in images which

L

have associatiqns reverberating back through the literary and
historical traditions which nurtured them. If we sense something of .
life as we expefiéncevit in his imaginative work, it is because he

includes images which have recurred over and over in the history of

.

creativeness and transforms them into images of the present.
. .Suchﬁimages are what Jung calleﬁ‘"primordial images" or
Nl

"arghetypes'", a term which literary® criticism h{f adopted and applied

to any image or structure which "recurs often enough in literature to

~ \be recognized as an elemenqigf\j?e's literary experience as a whole."54 -

Where literature makes use of aréhetypes to indicate énaldgies between
v 5 r .
fictional, literary experiences, Jung made use of them to indicate

analogies-betwgen real life experiences of a biological and psycholb—
' 1

>

gical nature. { To Jung, "each of these images contains a piece o

human psychology and human destiny, a relic of suffering or delight

that has happened cpuntless times in our ancestral gkory, and on the/

- L4

- 55 : .
average follows ever the same course.” Because such images reflect

’

the history of human consc¢lousness, both personally and racially, Jung

[y

*

sees the poet who makes use of them as a man who fulfills his obliga-

.

tion;to comméaicate. ‘Beckett dses such images, intending only to

Y

fulffll his ébligation to express, but the literary analogical associa-

tfons £ill his language with meaning. -

/a
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. When Beckett speaks about letting "Being" into art, he refers
to the artistic expression of the images that are stqQred w;;hin, not

to the "concretioms, that simplists call the world" (Proust, p.19).

There is no denial of the exterior world of surfaces in Beckett's

,‘.h . »
writing, but the inner world of his own imagination is more real than

\ ) .
the ‘exterior world and a more reliable source of the images of essential

.

being. For, given the continual process of change in the world of time,
- \ . *

- . , .
the artist's inner awareness of the flux is the closest anyone can come

. / 4 .o
toya constant reQi:ty which can' be captured in art. Beckett expressed

. - ' -
this belief in a review of a colleétion of poems by Denis Devlin. 1In

that same review he talks about the ''‘need” which gives-impetué t{'art, -

- stating that artistic expression answered a need without expecting that
Y

’

the need would be removed. His inner awareness of change makes the
artist'acceﬁp that new yearnings will always replace bQS~01d' Yet the

need Qas to be stated, and in the exterior world we are in so much

56

. S
-haste to agylish need that it' "cannot pause to be stated". This

sense of négd is what Jung descri

-

d as the_ "yearning" of the artist, w

who reaches into his unconscious to£ind the images which will make

the resboﬁgi-
. Y
bility only for exprqfsing the need, not for fulfilling it, for express-—

. . X 4
his contemporaries aware of their need. Beckett accepts

-

ing the human -situation as he perceives it, not for corrgcting it.

. ” .

to the "modern spirit' ghe puts together images as his mind takes ~hol
) . : ' ' ,‘ o

of them, without moralizing, aﬁaly;ing, or interpreting.\ What the,

image "means" will depend.on our own store of images so

ception willndepénd, as,AliEn Tate has'observed, on "the red
57 . '

" of common ‘experience", L ’ v <=

o ’ < 4 o . . . 'S V T e .
E . ' . * - Y
- n /‘\ . .

-
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However, Beckett expressed the dilemma of the modern writer

.

_ when he referred to art as '"the apotheosis of solitude" (Proust, p.47),

because there is no guarantee that the modern reader shares a common

background of reference. All that the writer can do is what Beckett

does, draw on the store of imagxs,which in¥orm his own world\of the

imagination and order .them in a way which dffers us some esSen ial

e e . e J A S N

truth about man and his world. ;\\ |

r

»

-

The preferred images can be narrowed down as we become more

A

familier with the Beckett canon. -This disse{tation will focus on three

~

. centtal images which inform the Beckett canon from the earliest to the

latest works - the woman, the circle, and the lost\paradise. “Phese

' -

’ -/’\ ’ ‘ - 4
are three of the most important images among those which Jung classified

as "archetypal", so that the Jungian theo of archetjpes and their ~

. symbols can provide some added insight into effect of these imdges -:

in Beckett's writing. This is not, however, a study of influence“‘nor

an exercise in Jungian analysis, but aistudy of the way in which

_,_ Beckett uses images with a long tradition to link his contemporary
vision of realisw with all the representations of reality which have
¥
gone before. Modern psychoanalysis interprets man and his experience
’ ™ 'throngh the very archetypes with whichiiitera Te ha;\always
'expressed man's -experience; the reiationsh between psychoanaiysis , . /4

« and literature is analogical, mot causativye.
. Y . : s
Beckett makes use of these ctrtral images as a conscions -

craftsman, aware of the literary tradition that lies behind them as

t

ﬁrhis technique'of allusion makes clear. For the reader or audience -
* " who does not sKare hls background'of reference, these images still

evoke basic human experiences, as psychoanalytic analogies can ‘ -

-




. 58 ) ~ ’
demonstrate, But for the reader oﬂ!lhdienpe who does share some-

i

thing of the background of re%erence, who has some knowledg of the

s

) : . P
‘ o literary traditions behind the images of woman, circle, or lokt para-

dise, the meaning of Beckett's writing is eﬁfiched greatly, t ‘only

thrbugh %ecognifion of the archetypal nature of the image, but through

. - . &
» awareness of Beckett's manipulation of tradition. Concerned with .

";;“fééﬁfaiﬁg the change in his gpvironmeﬁt, Beckett often -achieves his

- -purpose by reversing the expected associations of the images. We are

. ‘;? .’ .
. “*Apnshed to an awareness of present change by our awareness of\the

change made(#n the tradition. .

. ' In addition to these three central images which inform all of’

.

. Beckett's work, this dissertation will be concerhed with another kind

. of image -jtﬁé visual stage rmageg of the Mramatic work, what Antonin
Arteaud. called "a language in spac%gﬂs? The main emphasis throughout

-~ < ’

: ,. will'be on the dramatic works. Combining the traditional and the con-

temporary, Beckett's creative consciousness tesponds to his literary
2 . ! -~

* ' ) }" "
inheritance in several genres, but this response reaches its finest .
. - . -

°

expression in his plays. In the ;heatré he found the bWt medium to

‘r

~

give form to the visual images which give his work its umiversal

significance. The dtage images probe our consciousness in.a way
. . - . | LA

similar to that of the verhal imagery, pdiﬂgﬁ?senting’ué with a slice
X L

< h “
TR L

of defined life through a technique of illusion, but presenting us

S . ’
. with a staée ﬁorlé.hith its-own laws, distanhced yet familfar. \It is .

-

possible to ddentify conventions ranging fro the Greek classics to
. '

the modern music hall, but the most sﬂgnifigﬁnt links are with the. -
emblematic tradition of the Medieval and Renaissance drama. This .

) 1 - '. L \\~| ! .
styl theatre, with its stagecraft bedsed on representation by

- \
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symbols was revived by the anti—realist playwrights ‘of the madern

N

(\\\_J:?eatre who emphasized the stage scene as an "image . Reaching back ~
o the settings and properties of the emblematic stage tradition, where
- the concfete, visual images had definite referrents and certain inter-.‘

»

pretations, Beckett introduces them to the modern stage in‘a way that:

transfor?s them into imagee of ambiguity and uncértainty. Three

- . —— . - - D T _.__._V\._ * - " ] 4
. ‘ particular emblematic stage Imagés are dominant in Becxett"§_§efiéﬁ§§7—"*‘——“

.

X \
, the tree, the cave, and the mountain, which have a close relatiomship ~

with the central images of woman, &ircle and lost paradise. In scenes

set with emblems from a very old traditionm, Beckett pées'fhe technical
. - ' 4 . -" - ) : R oo~
resources of modern stage lighting, throwing 1ight;‘figuratively s

speaking, on past’ and present, simultaneously.

~ .. -

L The central images will define the chapter-divisions of this

-

.. study. Chapter two will:focus on aspects of the nan as image in

<

- ' ‘selected works, with final emphasis on the plays. Chaptei three will

L4

deal'with the spheée orlcircle images. Chapter four will .consider the-

B

(f image of the lost paradise, with its accompanying sense of origindl
Y

. guilt. Visual stage images will be the subject of chapter five, -
-.. ‘ where, .of course, the focus will .be entirely on the dramatic works.

>

ca®

' (‘ : _ In the work- of many writers who produce literasyre over g long -

period oﬁ time, we find the images which best express their inner

., vision permeating their late works, This seems to be the case with
™~ Beekeét, and‘each chapter of this dissertation begins with a considera-

> i

tion of the particular image umder discussion as it emerges in his

- ~ -

later works. Selectiond‘%rom the eapliest works are then examined

O

simply to demonstrat® that the sume images were indispensable -for

] TR

fulfilling. the obligeiipn to expre;a when Beckett first began to
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publish., With the continued importance of thé selected images from

the ﬁacroWork established, the main cgncern of -the remainder“of each

'chépter will be with the dramatic effect of those images in the stage

Fr

]
plays from the 1950's to the 1970's,
There are many works of Beekett's which are not ‘touched on in

this dissertation, not because the images under discussion are insigni-

ficant in other works, but because the purpose of this study, with the

«

main emphasis on Beckett's drama for the stage, can and indeed must be

‘fulfilled without detailed consideration of the total canon. Consid-

eration of the selected images in the fiction of the 1940's apd 1950's

works, could, in fact, comprise a dissertation in itself. Someg analysis
; Y ¥

- v

of a few passages in the trilogy is given when it can provide some

special appreciation of'the3Wayé in which Beckett uses a particular

image.

’ ¢ '

. ’ L ’
The structural orghization of this study requires that certain

[N - -

works be examined repégtedly,,in,differen; chaptefs, from:a new perspec-

tive, according to the image'under discuiesioh. Of the selected works

from the late and early fiction and péetry, dome ;re examined in every
chapter, some in onl& one. The decision to include or exclude a, work
in any given chapter is based';imply‘on the extent to which it seems to
make "a sigﬁificanf contribution to our perception of éeckett'sluse of
a'panticuiar image at that period of his creativeflife. |

v . 24
The stage plays will be discussed in every chapter in the

®
.

lighf of the image under discussion. The central images interact to
elicit our response, and this is most evident in the werbal and

vistal world of the plays Ghere they are composed of sound and silence,

light and darkness, presence and absence.
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Y

. Beckett's images do ékiqt for their own sake, possessing their

-

own concrete reality, but the @xperiential vanishing point is in the .

mind of the beholder. We find ﬁeaning inffhe’imagés through our

- ~
.

awareness of resemblances to familiar things and at the same time we

v, ) find meaning because we are aware of a difference, a departure from the

t

*expected. Analogy and allusjion serve the "cause of ambiguity; all

L]

(%

cov s 3 )

’ -
4 . .

. reconcile Beckett's insistence that his created world is only what it

is, and that the symbols are all of our making, with the sense of a -

-~

paét and a shared tradjtion which comes out of his work. The. central .

. ‘ .-
images are what bring past and present together in this way, making us

-

aware that we are, in relation to all humanity, both same and other.

' Ionesco recognized the archetypél quality of Beckett's iﬁagery

when he referred to Job as "that contemporary of Beckett" and des- \

cribed Endgame as "a primordial situation+ This is a study of such
=hdgame as - ordL

. imaées and the way in which Beckett uses them to "rejoin a living

meme e e

tradition" and "speak to every age",60 reminding-us of what we ‘have

.

been and ‘hat we are,
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CHAPTER II

THE WOMAN

In one of Beckett's late-prese-works;-TheLostOnes; the

narrator records his observatjons of "an abode where lost bodiesg

. roam, each searching for its lost gne" (L.0., p.7). The searchers

grope theilr way about in a no-exit cylindricai world of dim light
>, and oscillating temperature, hoping to find a ladder free which-will
enable them to reach unseen niches abbve. Directional signs or marks,

‘to indicate where the searchers should climb, are non-existent, but

I3

they take their bearings from one being who inhabits their world:

There does npnetheless exist a north in the guise of one of the
vanquished or better one of the women vanquished or better still
the woman vanquished. She squats against the wall with her head
between hef knees and her legs in her arms.. The left hand clasps
the.right shinbone and the right the left forearm. The red hair
tarnished by the light hangs to the ground. It hides the face and
the whole front of the body down to the crutch. The left foot is
crossed on the right. She is the north. She rather than soime
other among the vanquished because of her greater fixity. To one
bent for once on takihg his~bearings she may be of help. For the
climber averse to avoidagble acrobatics a given niche may die so
many paces or met¥es to east or wgst of the woman vanquished
without of course his naming her thus or otherwise even in his
thought (L.0., p.56).

-~
-

-

! a ’
This woman is one to whom searcher after searcher has turned

for guidance in his confused quest so that the "hair of the woman

vanquished has thus many a time been gathered up and drawn back and
’ L

the head raised and the fale laid bare" (L.0., p,58). Whatever it

is the searchers are seeking, the qﬁest will go on to the "unthink-

able end" when "a last body of all by feeble fits and starts is

24




searching sti1l": .
There he opens then his eyes this last of all if a man andasome time .
later threads his way to that first among the vanquished so.eften
taken for a guide. On his knees he parts the heavy hair and raises
the unresisting head: Once devoured the face thus laid bare the eyes
at a touch of the thumbs open without demur. In those calm wastes

he lets his wander till they are the first to close and the head
relinquished falls back into its place (L.0., p.62). ‘o

Only one other figure is singled out for any detailed des-

ctiption from among the ‘mass of groping humanity in the cylinder.
That figure is also a ‘woman, "a woman with white hair still young to.
judge By her thighs ... claéping to her breast a mite’who strains
away in an effort to turn its h;;d" (L.0., p.30). ’

L]
The emphasis given to these two, figures suggests that they

have a peculiar significance in The Lost Ones; and Jung's commentary

on the archetype .of woman ¢larifies what the significqnce-is; Jung .
identified the iﬁage of the woman as a crucial image in the history. of
consciousness and creetivity. Literature in every age testifieS‘to the .\
fact thet whet Gbethe‘caiied fthe eternal feminine" has a long‘traeition

) behindﬂit as - ah informing image for the creative writer. Two basic
aspects of the feminine archetype‘have always been discernible in ) d
literature, and Beckett's images of woman incorgprate both aspects

in a way that contributes- to the ambiquUS meaning of his work. Ome

aspect is that of the female as a "Great Mother ul who-can be elther

.

a -

cruel or protective, but who represents a destructive force. Whether.

¢

she devoursvher young or suffocatés them with,over—protectibn, the
archetypai mother is equally a threat to £he,individual. Counter-
: e ' | ' -
_balancing this negative aspect of the feminine archetype is the

positive female figure, the "sister-anima" who serves as "beloved,

- 2
. .
. - 3
. .
K
-



helpmate and companion, or as the Eternal Feminine who leads man to

redemption ... contact with her is the source of all fruitfullhess."2

_'Thg two women singled out for attention in The Lost Ones seem

to eﬁbody the basic aspects of the archetypal woman. Clasping the
- . ! ’ .

child to her breast, the white-~haired woman would seem to be providing °*

A

_ both_protectionwand nourtshment for her child. . The "young" thighs R
and the white hair eonvey a sense of the changed and the changeless:
The white-haired woman is simultaneously a literal mother and a fig-

urative mother. Her instinct to nurse a child who "strains away in
a

N

an effort to turn its head and look behind" (L.0., p.30), becomes a

} .

means of restraint rather than nurture. The child ‘'strains away from

the mothef, looking out towards the searchefg and by the "ug;hiﬁkable

end" sthe mother has become, evidently, a destructive mother figure

-

-

whose child, never released to begin the search, has *faded to "a
» ,

shadow in her lap" (L.0., p.61).
&

The other aspect of the archetypal woman is .rendered through
» e

the ferson of the red-haired woman. As "the first among thé van-
duished" she is analngus thEJ§, the first woman, over;ome by Satan . »
and then the instruménttof'man's fall. She is, however, as the fixed
‘north, élso analogous~ﬁb the Virgin Mary; the 'star‘Bf the sea', who
crushed the he;d,of Satan‘and is the instrument of man's saléation.
Parting thé hair to'uncover the mystefy of ghe woman, the searchgrs'

. .

seek guidance in "the face laid bare" (L.0., p.58). The statement

that she is "so often taken for a guide" links her to the loﬁg tra-

\

dition of’ the eternal feminine‘gg\énspiration or guide to salvation.
" The examples in 11térature of th%gifemihine éfchetype, in

both its destructive and liberating aspedts, seem inexhaustible. |

? ‘ "
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. type. In modern literature, the most overt utilization of the
! -

feminine archetype was the|cult of the woéman which permeated the
. + \Usurrealist movement of th 1920's and 1930%s: "The cult of the
> thical woman, foreign as it may be to contemporary readers, lies

. -
v / 1 .

t the heart of the surrealist credo."3° Beckett's association with

the surrealist-movement during the-1936's brought him into clos®
touch with the surrealist poets who proclaimed over and over that

: - T '
only through the imspirational guidance of a woman could the imagina-

tion be freed to realize the power of creating. Beckett's transla-
% O ~

) v
tions of poems by An ’Breton and Paul Eluard must have made him

singularly aware of the lyrical testimony to their belief that woman

holds the key to the reality that lies within. Tﬁey describe woman

-

as "the pearl worth a thousand. times the death of the diver".‘5
. S,‘ . LN
Beckett's tranélation of Eluard' 'Lady Love"'capturés the 'idea of

"w‘

woman as the inspira n for qreat1Ve expression

. ' - She is standing on my lids ' o )
: * And her hair is in my hair ‘ . . -
She has ‘the colour of my eye )
, . She has the body of my hand .
/ : In my shade she Ys engulfed. . ' .
' : As a stone against the sky

, . She will never-cloee her eyes
" And she does not let me jleep-
g _ And her dreams in the bright day - .. ‘
v . Make ‘the suns evaporate ‘ .
‘ And me -laugh.cry and laugh 6
. , Speak when 1 have nothing to say.

In the references to the eyes and hair, Eluard is using

y
recurring symbols of woman s mystery and sensuality, images drawn

/ from the erotic literature of thée: Iﬁte ninetetnth century which had
<

»




realist literature and they are assoeiated usually with theicreative

Q : ‘ R
roots‘in the Romanticism of the earlier part of that century. = ,
v

Woman is the medium which unites the outer wor fd of reélity and

the inner world of dreams, a link which the surrealists saw as

t

essential to the creation of.a new world out of the old. .Eluard;s
' , ‘

poen seems to suggest that light, the traditional symbol of the

infinite, has its source in the inner world of the woman's dreams; al‘ l

A

which evaporate the light of the external univ:rie.and inspire the

male to speak of  the newly discovered world within. .

4

Images oﬁ-eyes; hair and light dominate much of the sur-

.
L]

A
L
power,/of womgn. It is interesting to compare the images Beckett uses

- L

, . - 2 ' . <
in The Lost Ones with the images used by Aragon in Le Paysan de Paris

forty yearg earlier. 'Focussing‘ﬁn the symbolic woman, Aragon writes:
o A . . .

Femme tu prends pogrtant la place_de toute forme. ...

Charmdnte subsgituée, tu es le résume d'un monde )

merveilleux, du monde ngturel, et cfest”tpi qui renais oot ’

-

»

quand je ferme les yeux. Tu es le-mur et sa trouee. Tu es . - -

1'horizon et la preSence. L'echelle et les barreaux dé fer.
L'eclipse totale. La lumiere. Le 'miracle: ... Ainsi 1'univers
peu a peu pour)dqi s efface, fond, tandis que de ses .
profondeurs s eleve un fantBme adorable, monte une grande : -

.femme enfin prefilee, qui apparait partout sans rien qui

m'en separe ddns le plus ferme aspect, d'un monde finissant.

'

The parallels with The Lost Ones are remarkable, because the narfJ

. L

rator "in Beckett's work makes re eated references to,the eyes of tha, .
P

\

, -+ N -7
_ searchers, the 1aahers which are fhe only objects, the wall of the..,

t \ '
cylinder, the comstant seqifh for a way out, the light,. the moments
of total eclipse. For Aragon, womhn, taking the place of all “form,

- - v '
becomes a substitute for being; she’ embodies all the exterior wbrld "_

and its objects through-which man seeks to fulfill his desires. !

Total union with the woman,then, becomes total union with all forms

. - - N - r]

so a new world can be shaped out of the essence of the old.
“~ ‘ ra .~
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In The Lost Ones, Beckett seems to undercut the cult of woman:+

and assert the separateness of-each irdividual, who must- find the
g ‘ ‘- . . . v
essence of being within himself, The only escape from the confusing

va

reality of the cylinder 1s through the 1magination, where the indiv1d-

. . ual can distance himself from the objects around him and create images'

subject only to the“lawﬁ of a zorld of representation. Beckett‘s par-

-

¥

L . « rator is an empirical observer who recounts details of dimensioms,
temperature, 1ight levels, sound,'and tactfle‘experiences. Alfhough he

+ +« cites the ladders,as "the only objects" (L.0., p.9), his descriﬁ;ion

of the searchers' attitude to the red-haired woman makes it evident M
. . , - ’ )
~ , Faks ; . -
~ that she has become for them anothex external object to which they turn, -
/l» » i . .
N out of habit, as a guide to the way out. As o ject, she is of no more
. v - .. 9 ‘ - N .

~ use than the ladders. Absorbed, as-Ionésco}pur’it, in the stereotype,

?

. the searchers have logt sight of the archetype and ‘'its true signifi- -

' - - .
- - ‘cance. If they were aware of the archetype they woluld realize that

“the archetypal woman as guide frees man Wy putting him in touch with

T —
> . T . : e

his spiritual self. This is a function of the archetypal woman,

o

discernible . in l%ﬁfyature and psychology, whicﬁvfung‘and his followers

“attribute_ro the "anima', the female archetype as it“exists in man's

unconscious: N - . -

-

-

Whenever a man's logical mind is 1ncapab1e of discerning truths that
are hiddep in his uncohscious, the anima helps m to dig them out.
. Even more vital is the role the anima plays in p8tting man's mind
in tune with the inner values and thereby opening the way into more
profound inner depths, ... The anima takes on_the role of guide, or
' ' ‘ mediator to the world within and to the Self.?

L3

v /
Unlike the woman of Eluard's paem, whose ever open. eyes
& .

U PR, reveal the inner light, the red—haired woman in The Lest Ones has

- closed her eyes, shutting herself into her own inner world. Yet of

- the searchers who turn to her, the narratot observes that '"none looks

‘(. - . . i .




‘ ) _ , t
_ within hymself where none can be" (L.0., p.30). The significance

- ~
3

his observation increases in the light of a frequéntly gquoted

_ statement by Beckett that if he were a critic writing on Beckett “he
- ’ ‘ Ay

would start with two quotations, one by Geulincx: 'Ubi nihil valis
ibi nihil velis', and one by\Pemocritus: 'Nothing is more éeal'tban
néthing’. ... The quotatidn ffom Democ;itus tefers to the reality of
a véf& that”is filled with atoms. Beckett applies the words of the

Greek philosopher to the microcosm of the mind. The first phrase,

sthen, condemns external existence while the second proposes a true

N Pl N

) , 10
inner reality." In The Lost Oneg, the given, external abode is !
> " intolerable and physically inescapable. The only possible freedom.

- “ ¥ . R
is in the inner world of the imagination where the exterior world

and its inhabitants do not fill ‘the space, where “hone can be". The

=) ) )
imagination can give form to another universe created out of- the
N > . .

atoms of the min@zéthe kind of uni@grse~désbribed by %Png as "an »

autonomous cgmpleéx which is independent of the options of conscious-

ness". 1!l In its obsolete meaning the word 'nome' is equivalent to

"nothing', so that ironically the insensitive narrator speaks a
\ *

. profound truth when he states that within,''none" or "nothing" can be -

.

- ' the "inner nothing" which Beckett sees as more real than external

reality, because of the creative potential contained within it.

The'imége of woman in The Lost Ones does not represent the

senéﬁal, erotic object of lqu’through whom the Suffealiat poets

- -

i 3
sought to embrace\all being. %The climate of ther cylinder has a

\

"hampering effect on the work of love" (L.0., p.53), and although

the head of the red-haired woman has been raised often and "the face

laid bare and the whole front of the body down to the crutch”

- ~




~‘\y -

(L.O0., p.58), her nudity seems to deliver up no secret which will
7

negate the imprisoning cylinder. .

The ‘searchers, who seek only material significance‘in the

—

woman, who look to her for an external sign, perhaps miss the most
o

significant sign: -"Eyes cast down or closed signify abandonment . and .
are confined to the vanquished" (L.0., p.30). The réd-haired woman .

[} o
Cd

is identified by the narrator as "one of the vanquished" (L.0., p.56).
"Vanquished" {is the narrator's term for the five inhabitants of the

cylinder who have closed their eyes and géem impervious to their

~,

N
external environment-~ "they may be walked on without their reacting"
(L.O0., p.29). Yet:the red-haired woman might well be providing the

only sign she can offgr,‘he; closed eyes, which shut her into an

-

‘inner werld where she is free of the restrictions and regulations of

.

the cylinders - o
) . ) » *

In the last passage of The Lost Ones, the woman remains the

kY

focal,point for the unceasing quest of the lagt man. Nq.climber waits
his turn at the ladders, but "the last of all if a man" rejects these
objects as a means of escape, suggesting’ that the;e is a realization
on his part, baseﬁ’og experience, that the things Qf the extgrnai -4
world offer no_avenue for f}eedom. He does, however, seem to per:
severe in the ﬁope'that the woman can\reve:; some hidden truth. He

, threads his way’ to this woman “so often taken for a guide" (L.0., p.61),

to devour her face aﬁd‘;pen the eyes with his thumbs, hopiﬁg; perhaps,

to see another world, as Dante saw paradise through the.eyes of T ‘
Bea . "Ln those calm wastes he lets his wander till they are the
firs close" (L.O., p.62), but the narrator does not know, for we

s »

are pot told, what the last searcher finds there. Does he see,

\ [l

1) -
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through the eyes, the windows to the soul, only the emptiness of a

. . & > . v
vanquished woman? Or do the “calm wastes' appear as a vastness that
the migute,spacefbf the cylinder could never contain, the void from

. i S,

. E .
. " i
iy . L .

whose atoms new worlds can be created? - -

"

’, -, <
Certainly the images of Eluard's ''Lady Love", as translated

) by Beck’are reversed: "She will never close her'eyes / And she

does not let me sleep". In Le Paysan de Paris, Aragon's ‘woman" is .

the wall and its breakqprough, t@e ladder and the rungs, the being
. e o

who fills all space and from whom he cannot be separated .as the old

world énds. Using the same images, Beckett' has created. an enclosed

-
-

cylindrical world with a surreal quaiity to it, a dream-11ke or, j

perhaps more accurately, a nightmare world filled with images which
. b Y - ,.’~

~

seem to belong td the intérior'wdiid of ¢donsciousness. But the
. Lo . : \

objgcti&e narrative voice keeps us distanced from those imagesg, its
r ) * - .
technological exactitude keeps our vision objective. The surrealist

cult of the woman is~anated'in the final {solatiop of the last man.
Ff the red-haired woman has giéen him any -guide€ to freedom, it seems

A P
to be only the recognition that release from the human condition can
4 R

be achieved only within his own creative imagination.

, . . " In the end, wé can draw conclusions bas

ed on our-assessment

, : ¢

: . X , -
of the narfator's observations. When the last man finally closes his

eyes, "dark descends,... the temperature comes to. rest not far from

s freezind} point ... there is suddenly such silenc¢ as to drown all L

3

" thé faint breathings put together" (L.0., p.62). atever meaning .

we take from this must come out of our sense of the traditions which
‘ : . @ -
enrich Beckett's images. Invariably, Beckett's images, of seeming '

hopelessness contain an alternative possibility of Hope. In The Lost

-

. .
. ' K . P
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N . Ones, that possibility lies in the darkness and silence of ‘the final

zero point. To the narrator, this is the unthinkable end of un-

mitigated suffering, but his empirical mode of operation,haé not ’
. & .
. ] . . N
been tuned to séiritual possibilities throughout the narrative. He
) : I
does observe at one point that "the effect of this climate on the -

soul QZ\EEE*EB\Qs underestimated" (L.O., p.52), but that is the .

extent of his meditation on that element of the searcher's being.

~ To him the réd-haired woman is analogous to a point of the compass
-
%

by which the segrcheré seéi\t6 find external guidagge; he betrays no
o7 . .

awareness of the archetypal woman as guidé to the inmer world. For

»

out of darkness and silence come{creétion and there is a possibflity
{

that the last man,*accepting that there is no freedom to be attained

- ) "f . X . . , "
in hi% physical world, withdraws from the groping activity of the

outer world to.the creative silence of the inner world. As‘in all
Beckett's.WOrks,(thé‘igy word is "perhaps'.

‘The images Beckett, or any artist, uses are the medium of
. L9

expression of a vision unknown to conscious 'man. Jung)described

e ! 2
.such a vision*as "a tremepdous intuition striving for e féssion"l

.

but moted that the expression is hampered by the limits of language:
Since the expression can never match the richness of the vision and "
can never exhaust its poss%Pilities the. poet must have at his dis-
posal a huge store of material and must make use of difficult and
contradictoig images in order to express the strange paradoxes of
' his vision. " ' . ' . .
. ; R 2 ..

s LI T, . p
e believes that the images which appear im the work of art are

primordial images which make ‘it possible to communicate the vision

~

to others, even if they glimpse only a fraction of it.

. " The image of the &archetypal woman, with all its literéry and

psychological associations, is one such image. Beckettfs‘reprgsen-

-
.
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of Imagination

.

Dead Imagine, are distilled images,. rendered through concréte visual

,description. The woman with white ‘hair who c{?sps he child in The

Lost Ones is presented simply as a "picturesque deta{l" (L:O.,”ﬁ;3b) ,
. ® .

"which emphﬁs%:ss her function as image. Similarly, the description
. : [ . )

PR,

tions of ;omaﬁ, but titey are stripped down until théy repres®n the

essence of all the women who were ceﬁgrél }igurgs in Beck;tt‘s' .o

earlier prose fiction and in'his dramatic works. Mothefs, wives, -
i tresses, prostitutgs,ﬁwhetﬁer old or young, cruel or kind, deétructiyé

or constrﬁc#ive, they are all preéent in the young thighs, the white

L]

hair, the nurtd}ing breast, the;%ed hair, the exposed boizL the “/

unfathomable eyes.
? It is evideht in his early essay on Joyce that Beckett ﬁould:‘

’

accept Jﬁﬁg's identification of the archetypal woman as a primordiali

-
+

image. Beckett expresses his admiration for ‘Joyce's manipulation of

] %

"primal esse (D...B,V..J., p-250) and for his usd of the old

myths. He singles out as examples of primal images in JByce's Work

in Progress ''the girl on the dirt track', the two washerwomen on the
in trogress g

‘ -

banks of the river, and "Anna Livia herself, mother of Dublin, but

K ¢ o .
no more ‘the only mA:Ler than Zoroaster was the only oriental star-
’ - , L :
gazer'" (D...B,¥..J., p«250), 1In his own fiction, which he began to

rJ




write in thée 1930 s, Beckett too preésented female characters who

were statements of the particular but who Bmbodied uanérsal and
traditional associations of the image of woman. With the adﬂed, .

dimension for presenting an image that the theatre ghve to him, ; -

Beckett's dramatic works were particularly successful in making the -

’

past séem present through-a;gert;cular image.

. . . A .
. In one of Beckett's earliest fiction yorks, the collection

.of short stories, More Pricks Than Kicks 51934), the adventures of~

~

Belacqua Shuah are recourited through his relationshipg with various

women fiéures; The first story, 'Dante and the Lobster", opens with -
3 reference to Dante's Beatrice'as Belacqua-etruggles to read ‘The

~

Diviné Comedz,in preparation for ki's Italian lesson: -

Blissful Beatrice was there Dante also, and she explained the Bpots

“ on the *moon to him. She showed~him in the first plade Where he was
at fault, then she put up her ovm explanation. She had¥it from God, -
therefore he could rely om its being accurate in evefy 5articu1ar.,- -
All he had to do was to follow her step by step (M.P.,' ﬁ s

B After this opening allusion toQBeatrice as representative of the -,
B archetypal woman in her ;ole as guide and mediator, Béckett consis~ e
] ] . ]
. , ™ tently Rtgsents ﬁelacque'e image of woman as aiehetypal:'.the ftaiiap.
"Professora" is,a geddess of wisdom, a woman foe a pedestal in‘tié S

mind" (M.P., p.12); his.old aunt, "tending whatever flowers'die at

that time of year' embraces him,in the garden,‘":?ﬂ togeﬁher they -

- .
K -

4%ent down into the bowels of the earth" (M.P.,‘P.IQ), "From the .
. . e v -
opening image of Beatrice as guide to the celestial ﬁingdom we move o

.to the closing image of the old aunt as'a“quern Demetep,ia geédesé T,

% ' -{' PR
- RN

of death who draws man into the-underWOrld» ' . s

-0 . In "Ding Dong", the image of wéman id the mind of Belacqua

P ]
is used to underline Beckett's parody of literary conventions. The T,
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: . o) '
narrative voice undercuts the-inflated rhetoric of Belacqua's contri-

‘butiqP to the cul€t-of the.woman. Seated in a pub, in a stat&wof in-

ertia, Belacqua watches the approach of a plump feémale pedlar of middle

height and more than middle age. He is moved to a Surrealist flight

of eloquence as he accepts her as a .sign of imminent insight: ‘ s

But her face, ah, her face was what Belacqua had rat r refer to as
her countenance, It was so full of liéht, This she lifted up uponh him
and no error. Brimful of light and serene, serenissime) it bore no - ¥
strace of suffering, and in this alone it might be said to be a notable
face. ... The features were null, only luminous, impassive, and serene,
petrified in radiange, or words.to. that effect, for the « der is JTe-
quested to take notiée that this sweet style is Belaéqua"% M. P., P.56).
- ' a \/\/

The deflation is complete when Belacqua's: barroom Bgatrice rev%als that

) : " ~ ,o
she is selling seats in heaven'. PR new -

-
- - »

L

The central femaleafigure in "A‘Wet Night" is named Alba

‘-na, t K

Beckett reinforces the links_yith thermediaeval French: poetic genre

i ~ . 4 *

_of the sape name through the details of action and setting. wﬁelacqua

offeré the courtly gesture ‘of kissing the lacy'srhand;‘the’harrgtng
aéks the reader to "Pardon.the French expressions, but'thé creature
dreams'in French" (M.P., p: aﬂZ), Belacqua emerge§ in the early morning
from "Casa Alba". Whether the castle designation refers to the en-

.

closed qnarters where they spent theﬁnight withdrawn from the world,

- .

s

'or, allegorically, to- the lady herself is” nqt certain lf There 1is no
strict analogy to the dawn song, for Belacqua exits to rain and .

"darkness - visfble" (M. p 113). The third character of the tradi-

tional Alba is present in the policeman, the counterpart of the

mediaeval watchmaq, w ends-Belacgua on his way.

Lawrence Harvey ha pcinted out -that in the troubador titles

-

of Beckett's collection of poems; Echo's Bones, .the enuegs, the

,ser;;;};the albi, there is clear evidence that he was interested in

- . ‘
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" the ‘Cathar poets of southern France, "for ‘'whom the idealized lady is .

above all a catalyﬁid‘agent'crdcial in the chemistry of the imagination,’

which can produce the precipitates that are noetry .15 Belacqua Shuah

cherishes just such an’ image of the idealized lady. 1In More Pricks ¢

. Than Kicks Belacqua is seeking a spirdtuél union with a woman who

Ay

and thit "her spiritual equivalent had,been.measzj;i}/cﬁfiined and
covered" (M.P., p.273).  Her idealized, spiritual”image, existing in

- -

will inspire him in his poetic endeavours, but the physical aspects of

Jlove are always getting in the way. Only when the lovely Lucy of

"Walking Out" is Crippled for life can he find joy in ma iage to her

and find’ "in her big eyes better worlds than. this" (M.P., p.158). ..

<

Kis suicide pact withsRuby in "Love and Lethe" ends, not in the death

by which they were to achiéhe an eternaily spiritual,union, but in

- _‘ .; . - " ~
the’act'of physical union and the narratorf? observation that lowve and

death are the same thing. -
In, the final story, after Belacqua's death, Smeraldina, the

Jlatest wife and now the widow, feels that she too "had died in.part"

the mind of Belacqua, is buried with-Belacqua, and the non-poet

Hairy is content with the physical woman who remains behind.

In the poém "Alba", first’ published in the 1935 collection

.

‘Echo's Bones, Beckett foreshadows what the image of woman will be in

his later works, especially the drama.- Her ‘beauty will be 'a state~

ment of itself, drawn across the tempest / of emblems'" (Poems, p.28,
11. 15—16). Similarly, Beckett's female characters in the. later.

work will not be symbols, emblems of some transcendent world, bpt

actual inhabitants of a real world of the imagination. "That yorld

2

has no referreut in actuality, but we knoy it as real. )
- . .

~ .

-
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Celia, the central female figure in Beckett's first novel,

-
L]

: . . N
Murphy (1938), eherges as the most sympathetic of Beckett's fictional

heroines.in sp%te of the hea€En1y‘connotations of her name and the -

allusive associations with mythic mnon-goddessesulG" In More Pricks '

4
»

"Than Kicks, Belacqua tries to resist physical involvement with woman

.
) L3

because he sees it as a barrier to poetie expression. Murphy seeks

to esdape from the physical world inte the interior space of his mind
. . . oot T o ’
through a Cartesian separation of mind and body, but-.his relationship
. . \ ~ - ’ : ) . ‘ .
‘with .Celia demands“is involvement in the exterpal world to the-ex~

A

tent that’he‘feels’bbliged to leave hér i order to lose himself in
s :
the inner world which he believes is the superior pne. -
& .

In Murphy s definition of the elements of his belng, Celia

3

becomes an implied metaphor for the soul in his tr;partite nature:
© :#‘, » .

"What have I now?" he sa;d: "I dietinguish. You, my bedy and my ’ ,
' - . B .

wind" (Murphy, p.40). He warns her that one must go. Body and soul

-cannot’be separated while man 1ives, therefore Murphy's desire to

’separate mind and body seems to demand separation from Celia, the

soul, ) 'l-' | \

‘ However, Ehé/EEaditional ,association of the female with the

unconscious suggests that in moving away from the feminine attractlon

-‘ of Celia, Murphy is moving” away from the 1ink with his unconscious _\
L

self The passége describing Murphy's end is rich—in archetypal

P
-

.images and indicates Beckett s awareness of the significance of arche-

*

typal prqjectipns.l7_ The psychological associations of mqag:and sun
with tﬁe feminine unconscious and thehhasculine‘consciousness are’
gcihent. Murphy is naked ané¢ alone*at the hour when neither the moon

nor the sun dominate; the moon é}s set and the sun has not yet risen.
, : ; . '
: . : .
. . ‘ s
. y ; ‘

gy




- from any ob11gation to express the effect his, experience might have on

39

A
E - - .

Neither ﬂaqcullne nor feminine tendencies dominate he cannot form a
v
clear image of his mother, %of Celia, nor of his father, "scraps of '

bodies, of iandscapes, hands, eyes, lines and colours evoking nothing

. , _ v s
_rose and, climbed out of sight before him" (Murphy, p.252). Just béfore

the eseaping gas kills‘him, Murphy experiences a moment of freedom,
"the freedom of 'that light ahd dark that did mot clash, nor alternate,

- . R b 8
n%f fadt nor lighten except to their communion" (Murphy, p.252).

-

Immediately precéding this moment of belaneed awagggegs, he.has thought

of Celia and the music of his union.with he(:iﬂ;;e image is "dimly"

® »

-

before him as he begins‘fo rock, then the sense of freedom comes, "at

@

one of the rpck's dead points s, when he is neithet still nor in motion,

-~ . . ;

like the zero point of The Lost Ones. It 1s ‘that’ brief moment of

- ?

wholeness which "involves a cteative relationship between .the dark

had Pu— ) -

instinctuab side of man' s nature and the light side represented by the .

18 —-——— - P . ‘e;vi_,

3
.

. .

conscioys mind"

Murphy's death at this point of new insight absolves Beckett

Murphy's relationshlp with Celia. But the experien‘e that Murphy
undergoes in these last moments, is made more meaningful through the
renresentation of Celia_undérgoing a similar experience prior to the

description of Murphy's last hour. In a passage exactly parallel,

-
.

Celia, naked and alone, sits in the saﬁe rocking chair. At first her

'mind is filled with images of the'people who have played a dominating

role in her life, "Murphy; Mr. Kelly, clients, her parents, others,

herself as a giri, a child, an infant: In the cell of her mind,

teasing the oakum of her history" (Murphy, p.149). The progressios

-of images is steadily away from other and toward the‘self until




3
L]

finally Celia finds her mind free of all images of external things,

"a pleasant sensation" and, "Murphy did not come back to curtail it"

(Murphy, p.149). Every dey, in the vast open space of her unhampered

imagination,'she creates a world of '"paradisial innocence,of-days and
v . ,

places and, things and people" and, "Murphy did not come back tofexgel

- + ,g N
l'

Mdrghz‘ p. 149) Celia too experiences the freedom of- ghe inner
self but, unli;e Murphy, who drew the ladder ue‘after him, cutting
off the possibility of contact with the external world, Celia is able
" to come back down. the stairs from her éarret room and re-ente; the
social world, consciBus that she "ought to get Qut"'(MurEhz, p.149).
She is the first of many“femeié figﬁtes ;n Beckett'e works who will
present the jmage of a.woman struggling to keep a.balance between the
needs of the donscious end the unconscious self., )

' Althcugh’the validity of associating Celia with the m&tﬁiéﬁ.
. moop—goddess is demonsti'aiale,l9 Beckett avoids‘the danger of her be-
coming a symbol by his_ revergal and deflation of some of the mythic
traditions. Celia is not the unattalnable virginal moon goddess for
whom Endymion was willing'to give up the world; but a Lomdon prosti-
tute who would %e quite content to spend her 1ife with Murphy in the
midst of what he calls 'the mercantile gehenna" (Murphy, p.40).

When Murphy is, 1like Keats' Endymion,”permanently "spiritualized" by

=

an "unlook'd for change' ,20 there- is noimystic union. Celia remains

part ef the concrete world, aware of her "solitude" as she identifies

ailithat remains of Murphy by the:tirthmatk on his charred buttec%s.
Tﬁe traditional'associations of the woman image continue to

have a meaningful function in Beckett'e attempt to represent being

-

in his trilogy of novels in the late 1940's, just preceding the

[ 4




‘_beginning of his work in the dramatic genre. In Molloy, the account

of the hero's efforts to establish some kind of relationship betwgen -~

his present circumstances and his past histery*is permeated°with
) . ¢
archetypal images of the woméﬁa\ Jung's view of archetypes as links: to

the past throws some light on Molloy's situation: 'In Jh?gian terms, .
tﬂe archetypal images are the links whichqlonnect the individual to

" his o;iging, the meanS'ofliringing past and preéenf together and
illuminating the crucial rélatioﬁshJL between them. -Perceiving the
relationéhip petween the immediatéli experienced world of the present
énd the remembered“wérid of the pést enables the individual to es- .-

tablish the link between his conscious and unconscious self. - Molloy,

as the aﬁthor of his own stor&, réﬁresents the creative individual

LY
-

for whom such a balance is especially important. One of the main links
with his past 1s the image of his mother. Obsessed with the desire to

get to his mother, he finds himself in her room with ho knowledge of
how he got there. The‘novgl opens,with the guest completed,. but his

narrative acﬁbpnt of the quest is his attempt to connect his irmmediate
};xpgri;nces in that inner room with the pagt experiences in the outer
world'through which he'journeyed to get there. ?éckett makes ﬁse,
quite pnmistakeably; of the archetypal mother imagesabq the psychdlo-
gical-th;ory of the necéééity, in the development of consciousness,
for what is called "the slaying of the.mother".z}‘ Molloy‘states that
in ﬁiéjpaft of the world "Da" means father and "MA? means mother. He
always calls his mother "Mag" betause "without my/knowing why the
letter g ‘abolishkd the syllable Ma, and as it were.SPat on it, better
than any otherilefter would have done. And at the saﬁe time I .

satisfied a.deep and doubtless tnacknowledged need, the need to have

-

. ar

C




# Ma, that is a mother, and to proclaim it éu@ibly" (Molloy, p.21).

- _ There is a suggestion of the destrugtive aspect of the mother archetype - )

L

in the fact that Molloy's mother always called him, "Dan", for by RN

Molloy's reasoning, this would constitute annihilation of the "Da",
‘ 22 - -\-‘\ . . N ) "‘
the father figure. . . -

The other featured female figure in the novel, Lousse, plays » -

a Circean role in keeping Molloy from his quest. She has assoclations
with ﬁhe legendary poison damsels through Molloy's expressed.sus-—

picion that she is, secretly, poisoning him:’ "Doubtless she had

i = *

'6Sis6ned my bger with something" (Mol}ox, p.47). The image of woman. °
as siren is evoked in the account of Lousse lulling him witH the

5 rhythm of her monot;nous voice, in ‘a garden'of sweet-emelling spik;

' lavender reminiscent of the land of the Lotus-eaters. 'Tﬁe archetypal

t

. ] associations are further reinforced by the fact that her Christian

’

name is "something like Sophie" (Molloy, p.33) - the sorrowing virgin

4 mother Sophia, who Knows that the hero's fat& is to suffer aqi

yearns to preserve hith from it.

The images of woman keep shifting‘and blending in Molloy's

4

mind and-he cannot gtrasp them cleafly; He begins to imagine that
"Lousse‘qighﬁ have been a man, aqﬂ then tries.tq‘remember the womén
who made him."a4cqua\inted. with love" (,Mollpz, p-56), "Ruth I think,‘
but I can't say for certai;. Perhaps, the name wa; Edith" (Molloy,
p%56) After his description of their encounters, ht loses his’ grasp
on the image of Ruth, and she blends with Lousse into the image’ of
ap_g;d woman . F;pal}y, to his dismay, they become gopfused withlthe

image of his mother: ”Thé;e are®days, like this évening, when my

memory confuses them and 1 am tempted to\think of them as one and the

— s .

' - . , ] S
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same old hag, flattened and crazed by life. And God forgive oe to
telL you the,horrible truth, _my mother's image sometimes mingles with
theirs, which is literally unendurable, like being crucifjed. I
don't know why and I don't want to" (Molloz, p-. 59)

| " Part II of Molloy is the account of Moran's, efforts to "find"

Molloy. , The Molloy who has told his story in. the first part is the
fictionaircreation of Moran. Molloy country, as Moran calls it,
:exists 1n the darkness and coofusion of Moran's inner consciousness
where he tries to find Molloy 'ready made in my head" (M olloy, p 112).
Moran presents the narrative to the reader as an account-bfrthe events
in hrs‘search for Molloy. The confused images_of the women whomake.,
links for Mollb&‘s,origins argrimages which exist within the inner

' .
world of Moran's consciocusness. In "Molloy‘country", they exist as
" ‘realities, they are part of the inner world which Molloy inhabits
‘To Moran they are images dimly peroélved when he turns from the habit-
ual, concreteiworld of his exterhalrex;stence. When Moran.is striving
to remember exactly how he first came to.knbw Molloy he acknowledges
that he has a vague sense of knowing,hi; mother as oellz "Mother
'yolloy, or Mollose, was not compietely foreign to me either, it
seemed. But she was much less ‘aldve than her son, who God knows was
‘far from being so" ( Molloy, p.112). To Mlloy, that image. of his

-
mother is an essential Ifhk.fo his Being, so that eventually, to

t
"find" Molloy, Moran must find the images of the women who are part
of his existence. Molloy's confusion of ‘the images of the women,
his mother; Lousse; Ruth or EditH would seem linked then, to Moran's

dim awareoesé of them. Moran's quest for,Molloy will only succeed when .

Molloy's quest for the roots of his being succeeds. Lacking both



’ mdfher and wife in his external world, Morsh needs to .discover those

. - §>:forgottgn archetypes within himself. When, with the help of the arche-
» . A

Eypal image of woman, he finds Mo%}oy, he will find himsqlf.z3

f : . . s
' .~ - " The hero in Malone Dies is not concerned with recovering his
past but with filling in the time until his death. He decides to

—~ invent’ stories, ‘about a man and a woman, about a thing and about an

aninal. Although he states his desire to creat® a world unsullied by

his o ‘péesence, description;‘of his own s££hation keep breakiné ;ntb
his account of Saposcat, whose name changes to Mécmann part way through
- the narrative. There is only one other human in ‘contact with Malone
during his iést days, an old woman, whom he never sees clearly, who
locks aftgrwhis physical neeﬁs. As the stor§ ;f Saposc;t—Macmann
progress;s, his existence is defined in relation to a succession of
feﬁale\figures, the mother, Mrs. Sapégcat, ﬁrs. Lambert and hep_
daughter, Moll, and finally Lady Pedal, 511 of &hom evoke, at some
24

- point, archetypal associations of the woman image.

In the final part of the trilogy, The Unnamable, the exterior

world is shut out and the inner consciousness strives to speak enly
of its own being, of "notﬁing then but me" (Up., p-304). As the

world of the novel moves deeper within, woman figures are ~less
. »

utifized. The only woman with any significgnt function is Madeleine,
who looks after £;é physical needs of the fictional Mahoed, créated
by thé speaker who finds himseif“"slipping e towirds the‘resorﬁs of
fable" -(Un., pi308). Madeleine, however, is integral to Mahood's

existence, he seems 'to exist for none but.Madeleine" (Un., p.341).

" The fact fhat Madeleine literally, turns light on the fictional Mahood
‘ .
when he is in darkness, suggests somethipg pf the woman as inspiration
¢ : '




for the creative consciwusness, who figuratively throws light on the

images which are hidden there. C;j
trilogy are tag’complex to be given the extended treatment they require

-

p Th@ po§sibilities for analysis of the woman image in the .

here; this brief discussion simply fndicates that traditional, associa-
A ’ . .
tions of the woman image continue to have a meaningful function in

that period éf Beckett's Qriting. The image of woman is presented 4n
various aspects,‘and communicated either through a~femple character
or through the images of woman which inform the consciousness of
Beckett's heroes. Belacqua, who wants to be in the world but n;t of
it, treasures the i;age of’an'idealized woman who willlhéip him to
transcend the world. The-narrative'accounts of his felati&nships with"
aiseries of womﬁn suggest that Belacqua 'is forn between the values of
tWOVWOrlds, an inner and an outer world which seem to be in éonflict.
Murphy ants to_exist in the world of his mind separated from his’
body; to him, woman is part of the material gorld, a barrier to the
escape he seeks because shékffBEShim bound to the world of the
senses, The rééder has an ironic view of Celia. The traditional
associations of the wo;;n image £end to negate Murphy's view of her.
Combined with the sympathetic presentation of the character, these
associations suggest that Celia is the key to Murphyqs attainment of
a balance of the inner and outer worlds which would enable'him to
experience the best of both those worlds. This problem of finding a

balance between the within and the without is explored further in the

trflogy, and the image of woman continues to be a significant one for
*

n

F

the repregentation of that struggle.
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By the time Beckett reaches the proée works of hié late

. N ] _ )
period, the focus is*more and more on the inner world; im The Lost
Ones, the external world of the cyliﬁQ?r comes tg an end when the

last man closes his eyes and the narrator can observe nothing

beyoﬁd that; in Imaging;%gllpaad Idégine, the inner world ceases

to exist because the narrator ceases to imagine.

The<image of woman has become a pure imége by this time,

-~

presenting us with & being which is simply itéelf,‘pointing to no

”

commensurate actuality in our world, yet an image whieh is' 'so ficﬁ_w

v

in traditional associations that we become aware of an essential

relatianhip bgfween the world of the imagination and the world of

L -

actuality, of a necessity for balance between those two worlds. -
However, before Beckett began’ to write these very distilled
prose works, he -turned from fiction to drama, which was his medium

for creative expression for aBout ten years. The struggle for a

»

balance between the inmer and outer self continues to be a central

problem in the dramatic works;\Ehé image of woman continues to

Hg of central 4dmportance for the~reyre§gntation of that struggle.
-~ v : i - -
The visual dimension which the stage giQ&Q to Beckett's fmages

heightens our awareness df the function offfhat image.

The ‘first drama, Waiting for Godot, has no female characfers,

yet woman as image_ is present fuﬁdamentally in'che‘pla}; Her

' abxence is a factor ¥n tﬁe dilemma of the tragi-comic quartet who
' 1 - .

are present on the stagé. Waiting,forIGodot provides, through the

“ absent woman, ap example of Beckett's poetic capacity to "weigh

B 2 5 *
absence in a scalg".\' There are many overt references in the *




poetic dimension within the drihatic structure.

play which make- womari g¢onspicuqus by ﬂep.absence. Estragon re-

members the Hoiy Land as a place he once yearned for, ‘'where we'll:

go; I used to say, that's where we'll go for our honeymoon" (W. for

G., p. 8b).+ Hanging is an attractive idéa because "it'd gives;;;?n

erection" (W. for G., p. 12b), and the spilled.semen might gi
root to thg mandrake, "whose fruit Qrimitive legend credits with -

«

the power to facilitate pregnancy. Pozzo refers to woman.only once,
s ~
collectively, in his f'inal observation on the huﬁan situafion, ’ °

"They give birth astride of a grave, the light gleams an instant, . .

1

then its n%ght once more' (W. for G., p. 57b). /

- .
—T e
. .

These overt references underline the igpotent and desolate
state of the characters, but the afﬂgzzypal significance of the woman
image is projected through -a medium:other than verbal expressien.

Paradoxically, the absence of womin is communicated t?rough—the most

-

D

\\/ N . . ‘
visual and concrete imageé in the play - a tree., The tree is.acéepted
widely as a sign of the mysterious feminine reproductive power, a

PRI : ‘

4
symbel of the archetypal Mother.?6 In relation to setting and "

‘dramatic action, thé tree's function is simply to ﬁe}k the place bf

. ) ’ ) ’
meeting with Godot and to indicate the organic change that occurs in
/
Act II. But the traditional associations of the tree as a symbol of

. T
the archetypal woman suggest qeeper implicatlons and a more p;/found

w

N -

All the aspects of the archetypal woman which literary tradi-
tion has per%etuateq,'protgdtive,.destructive, and inSgirational, are

signified in the tree in Waiting:for'Godot. Vliadimir- and"Esnragon

play games around the tree, Estragon sleeps beside it, curled into

_foetal position he hides behind it when he is frightened they return

- A
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-

- Vladimir; Theyfall speak at once. ™ . - o

tion. ﬁfg Vladimir and Estragpn are perpetually impotent and the

‘Viadimir: 'ﬂ%ey make a noise like vings.

Y

. .
B
- - \ . -
+
_' : ] e
3 -— L ‘
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to it as to a secure home, But as the site of their contemplated

suicide, the tree becomes their gallows, the instrument of their

death. Erich Neumann cites many‘examples from primitivenmyths of
1) ‘
suicide by hanging from a tree and the suicidal act nearly always has

symbolic associations with castration of the male hero by the terrible

mother. The possibility of an erection "with all that follows'"

A4

y

(W. for G., p.12a) suggests ‘a consummation and a resulting impregna—

mythic associations of suicidal hanging with castration ironically

*underline that impotence. Central to this whole complex of -allusion

- is the image of the leafless tt e, ’a remindet of the sterility of the

[

situation. A

- - Al

7 In Act II, the tre evokes.éncther aspect of the archetypal
L = . . . %
woman, as the guide to the World within, the inspiration for the’

creative power of the unconsciops. lhe'%ree "has four or five leaves"
(W. for G., p.37a) and this barely perceptible organic growth inspires

one of the most poefic passages in. the play. Estragon denies any
. "t 1

conscious awareness of the connection between the. tree of thé present

and the tree of the past., But his uncorscious contains the image of

»

change which it is the responsibility of the poet or the artist to

express: | . ‘ . 7
- -. . . "
Estragon: Like leaves. -~
Vladimir: Like sand.
- Bstragon: Like leaves. .
.. -t - . i
- « Sdilence , ‘ R

Estragon: Each one to.itself. ' ' -

Silende/ A \

-




.\ Vladimir: Rather..they whisper.
Estragon: They rustle. v _ ‘
WVladimir: They murmur. ) . . . R

tragon: They rustle., )

.- - . Silence

3 R ' - AN
Vladimir: They make a noise like feathers . ,
Estragon: Like leaves. ,,2 3

" Vladimir: Like ashes. L

- Estragon: Like leaves.

z ' . 'Long Silence (W. for G., p.40b). h L

The repetition of the-wofd "leaves" in this exchang??indicates the
‘power of the unéonscious to grasp- the- relationship betweeu past and
present.. When the inner image is verbaily expressed, Vladimir is able
to state that'relatlonship yesterday evening it was all black and

bares And now it's covered with leaves" (W, for G., p.42b2. The tree

. . » ‘
serves the Ynspirational function of the absent woman as the guide in

linking the recalled experience of the past and the sensed experience

Y
»

of the present.
Th@ image of the absent %oman is projected through archetypal -
[ 3

associations in the Pozzo—Lucky relationship. Pozzo talks about Lucky
r

in terms which suggest the feminine codnterpart to his aggressive

’

masculinity' "But for him all my thougﬁts, all,my feelings Would have.
been of common things" (W. for G., p 22b) and Vladimir thinks that

Lucky lboks ‘a trifle effeminate"\éw for G., p.17b). Critical com~

mentaty'has associated Lucky h a suppressed unponscious, which \
itself is seen traditignally as Yeminine, as opppsed to the masculine

27
consciousness. e
-« .
- Both, Act I and Act II of the play move to a close with the -

[

" rising ‘of the moon, another image traditionally ‘associated with woman,
n .

~ distant and oflt of reach. Contemplating the‘mdon at the end of Act I,
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Estragon notes that it is "pale for weQEiEfsé ... Of climbiné heaven

.

and gazing on the likes of us" (W. for G., p.34b). The alluéion is to

Shelley's poetic fragment, "To the Moon':

v . Art thou pale for weariness -
Of climbing heaven and §azing on the earth, i
-Wandering companionless 8 ' U —

‘Shellley hails the moon ifi the poem as "Thow chosen sister of the

Spirit".. In the context of the play, the allusion contains an ironic
reversal. Estragon and Vladimir are weary of gazing on-the heavens
‘ and "wandering companionless". Shelley's moon-finds "no object worth

. 4 -
_its constancy'; Estragon and Vladimir find no object worth :their faith-

ful vigil. The scenic repetition of the rising moon in Act II under—l
.lines the cyéle.of time an the coQSEancy of the moon's attendance over
. the affairs of men. At the end of the plaf, the moon.and the tree are
there, presiding over the vigil of éiadimir and ﬁstragon, thinker and

—dreamer; who stay together because fhey fill a physical and spiritual
. I

" need for each other, altHough they are not conscious of it. As images
L
of the absent woman, tree and moon serve to remind us of the need for

a creative relationship between the inner amd outer worlds of being.'

Vladimir and Estragon have made minute progress in that direction in

;he course of the play, which is all most men do in the course of a

T life. - e
The woman, discafded~in Godot as a human image, risgs out of
- . 9

‘the ashbin in Endéame in the ﬁersdh 6{.Nel}. “Mother td Hamm and wife
‘' . _to Nagg, she appears briefly as the dying remnant of a woﬁan no longer '

able to\function practically in either of fhose roles. But as an imaée

of woman, she evokes traditdonal associations of both. Through her ,

exchange with Nagg, we'becohe aware of thétravages of time as the

- -
-
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visual image, of Fhis old, diécarded‘woman[is juxtapoéed in our minds
with the image of the young Neli which is conjﬁped_through tﬁeir‘ .
memories. The Romantic dreams of the past are £egatéd_by the harsh
realities of the present and in spite of her eéfoft'to respond to

"Nagg's need ofuher, she prefersnto withdraw into her inner self where
. L]

she (can dream of .a happier "yesterday'.

Theé associations df the 1méges of man and woman with the mas-
) r
culine conscfousnéss/;nd the feminine unconsious seem to be applicable
to Nagg and Nell.. He strives to keep her interested in .the narrow

. y o ~ L) ¢ '
range of their external world and in memories of concrete events - his
! r 3

lost Ebonh, their bicycle trip through the Ardennes, the condition of
their sand, biscuits, back-scratching, joke-telling. AThe inper world

-1is more'attfactive'QO Nell, deep and ﬁhi;e like the water of Lake Como.
' : ¢
But she does not "go_iﬂ' because she cannot help responding to Nagg's.

need of her. The dialogue conngg a sense that she retains an inter-

-

est in the external world almost in spite of herself:

.~ ’

' ‘ ’
Nell: Have you anything else to say to me? (E.,/p.16)
Nell:" Can you not be a little more accurate, Nagg? (E., p.17)

Nagg: Do you want a bit?
Nell: No. ‘ Co _ y
. (Pause.) S ’
Of What? (E., p.18)

Nagg: Could you give me a scratch before you go?
Nell: No.

(Pause.)

Where? (E., p-19) - .
Nagg:- Will I tell you the story of. the tailor?
Nell: No, - - g . ' '
. (Pause.) : < ..

What for? " (E., .p.20) .

In one sense, Nell and Nagg provide a balance “for each other. He

o

keeps her conscious of the external wérld.of actualify and prods‘her
‘. [ 3

P

~
-~

\
/



151

N '
\ .
- M 3
- - -
hd . - ) . 2
v g .

memory of ' experienced events. She in turn is aware of the inner

. depths that go beyond memory and his resigned advic;‘ZZat she "go in"

takes on®a dimension beyond the physical action. At the same -time, .
they provide a boignant image of human iéolation, of man separated . -
- N

from his spiritual self and cast into the rubbish. Clov, the servant

v

4 .

figure who is ¢oncerned entirely with the ?:Efrna; world and the prac-
tical problem of coping with it, is the ome who puts the 1lid on Nell,

suppressing her reveiations of an inner world.* In her last words to

Clov she fulfills the traditional éble of woman as the guide to the
spiritual self when she tells him to go away into the desert, the age-
old'sité‘of retréat for those seeking spiritual renewal.

In her relationship with‘Nagg, Neli.suggests the positive aspect
of’the arche;ypal woman. But the other, negative aspect is sugéest;d in

her role as mothey, through Nagg's account of Hamm‘ childhood: - "Whom

did you call when you wére a tiny boy, and were frightened, in the '

. o+

'dark? Your mother. No. "Me. We let.you cry. Then we moved you

) o .
out of earshot, so that we might sleep in ggace" (E., p. 56). The ~

-mother image is.not‘assqciated with hope for comfort in the darkness

-

and in the only other reference to a.woman figure in the play, it is (’

4 .

revealed that Hamm let the mxéterious Mother_Pegg'die in darkness
after she had begged him for oil for her lamp. That this. was .an act

of vengeance againét a mother,figufe‘iS'nqt impossible? since\giov

. insists that Hamm had oil to give her. There is a-sense Qf

a .

separation of man and woman in Endgame, of ﬂ&sbapd from wife, - "

-

of son from riother: Hamm's diffTculties in his creative effort to

tell a story could then be related to his separation from woman as a

L]
t

i
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source of inspiration. Beckett, as usual, "takes no sides"zg, but the

image of woman in Endgame, continues to reflecf a need for “a balanced -

relationship between the inmner and outer selves.
2

e

* N ‘.
In Krapp's Last Tape we have another example of a play where’

woman as "a character is absent but woman as an-image pervades the -dra-

LY

matic context, rapp is an 6ld man who has spent his 1life resisting

. -
contact with his Uhconscious. He reinforces his resistance to any con-

frontation with the inner self by extending his physical, conscious self
1

outward by means of -the tape-récorder; Modern technolq%y allows him to
L d

mechanize his memories, to keep his retrieval of the past contained in

an external object ‘'where he can switch off any associations with which

his conscious self is unwilling !k cope.

-

" Beckett has structured a brilliant piece of dramatic conflict
between man and machine and, in an ironic reversal of the nineteenth

and twentieth-century condemmation of technology as the cause of man's

dehumanization, portrays the man in this, conflict as fully responsible
for his spiritually impoverished condition. As Kgapp continues his strug-

gle to avoid contact with his inner self, the tape recorder, a mechani-

)

. cal mentor, keeps bringihg the imagés fo the surface which could link

hg

v

the separatéd sides of his being. Juxtaposed on the tapé~are pas- & -~

sages recording spiritﬁai experiences with passages recording phystpa}

’

.

. ) . -~

experiences, poetry of the soul, with poetry of the body. Krapp wants

to hear only the latter; he fails to perceive that the fire in the soul
- ‘ : .

and the fire iz the body are 1lit from the same flame. Central to Beck-

ett's ﬁfesentation of the conflict ‘in Krapp is the image of woman.

.K;apb chooses to listen to only three sections of4the tape without inter-.
rupting;the first récounts, for the most part; details of his life and .

- <

’

o
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. habits, the second is the account of his mother}s death, and the third

is his most treasured record of physicai love. The first passage
* .reveals glimpses'of a mind retaining some sensitivity to ‘images which

have archetypal associations and the other two passages are concerned
. ; .
-
with two women whose relationship with Krapp has archeéypal significance,

his mother and his lover. Between the latter two passages, the machine

plays back a passage which reveals a youngér Kfapp who seems to be on.
) the brink pf assimilating and bringing together his conscious and un-

-

conscious experiences. The 1isteniﬁé Krapp, whose condition testifies

2 = . .
that he never achieved that state of wholeness, still resists such an
. 5 : S

encoﬁnter; he moves the tape ahead in an impatient gesture which re-

flects -his determination to keep the two sides of himself sepaﬁite.

. ‘Beckett's lighting directions for the play set up a visual’

~

link between past and present. As the voice from the past, on Krapp's

thirty-ninth birthday, expresses satisfaction with the new light that |
-

holds back the darkness, the stage scene before our eyes reveals that

‘Krapp still wards off the darkness with a “strong white light"

(K.L.T?, p-9). Yet, in the past, he still had the courage to explore
. v - ‘
_ the darkness: "I love to get up and move about in it, then back here

.

to...(hesitates).s. me. (P;ﬁée) Krapp." (K.L.T., p.11). The division
between the light and darkﬁgss images the di&ision in Krapp himself.

He seems to sense that something of himseléiis located in the darkness
and hesitates to identify his total self, "me", with the world of ' .

light. The traditional associations of darkness and light with the

L4 .

. unconscious and conscious sides of being sugéest that in finally

. associating himself with the light, Krapp is turning away.f{rom his
darker_side. There is an ambiguous tone to thé utteragce of his name,

.
N . -
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'"Krapp", as it could be an affirmation of the external ‘identity

* or an ironic value judgment on"his definition of self.
4 The - tape indicates that the younger Krapp was blessed with
- . - .

all the externgl conditions wﬁichlare condgpive to creative aware- -,

LE=S

ness, and thé image of a woman emphasizes that the responsibiiity

for failure kies with Krapp himself. As he sits in solitude,

with closed eyes in the Mextraordinary silence" (K.L.T., p.iZ),

he realizes that-he camnot hear "old Miss McGlome" who "always

~

sings at this hour" (K.L,T., p.12). Her songs were "songs of her
LI TELR / k

[ ‘ N .
‘ girlhood!", expressions of her very roots. Krapp realizes that he
. . \\\\\Eas\ggggz‘ggggfandjgfétee/that he never will; he lacks the inner
music, the awareness of the ‘roots of his being which can emerge

in song. s

N ~

Now the play centres on two passages dominated by the
h

-

images‘of his mother and his lover Betweeh,these two passages

is the record of a moment o% spiri 1 awareness which Krapp

réfuses to hear. From the juxt;bosit;on of these three passages,
8 it becomes clear that Krabp's spiritual destitution.is the result

{
of an essential lack in him.~

I3

He listens to the accouﬁt, on the recorder, of the day of
, | .
his mother's death, described in scenic detail. We hear the descrip-

n
. [

tion of the house on the canal, the cold wind, the child's carriage

which he associates with a hearse, the white starched uniform of the

P

child's nurse, who threatens to call a policemar’ when he speaks.to her.

He sits, "wishing she were gone" (K.L.T., p.1%); the moment of death ig
R . s

»

captured in -the memory of his hand holding "a sma%ij old, black, hard,

-
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solid rubber ball" (K.L.T., p.1l4). The whole experience of his

mother’s death is retrieved through external details; no image of his

i ‘ mother he:sélf is ever presented except through assoclationgof her B
2o , . blaék widow's weeds with the "vidua-bird". Even that is an association
)} * which_ﬂe picks up; not from his own imagination, but froﬁ the diction—
- ary. The significance of the mothervimage as-an archetype of the

unconscious is lost on Krapp. It is at this point tbat the draﬁatic
. conflict between man and machine begins.
Following the death of his mother, Krapp records that he
\;v) experien;;d "spiritually a year of profound gloom and indigence"
‘ (k.L.?., p-15) which ends with an experience of spiritual insight: .
"This is what I ﬁave chiefiy to record this eVening: against the day
!
when my work will be done ‘and perhaps'no place left in;my memory, warm
or cold, for the fire fhat éet it alight" (K.L:T., §.15). Wh?E‘fhat S
spark was, whether the éhysical death of his @ther fprced him to -.

¥

seek her image within so that in the process he found another didension

N

to his own-being we never discover. The ?ld Kfapp rejects séch‘revela—
'tion.. He winds the tape forward and as-he repeatedly switchéé on at R
' the wrong ﬁlace the machine continues ;o present the record‘of—some
spiritual reQélation whic¢h has been_stprpssed ;ﬁﬁ which Krapp con-
’
tinues to suppress. Ironically, the machine,-Krapp's extension of ‘
ﬁﬁis oute; self, becomes an 'instrument thFough;yhich the contents -of

‘ -~
the inner self try to surface: 'clear to me at last the dark I have

always stiuggled to. keep undesf;s in réaligy my most - (Krapp curses,

. switches off,‘dinds_tape forward, switches on again)" (K.L.Tl,‘p.IS);
. Finally Krapp findq‘the place on the tape he Wants, the account of Fhe

(\\ " - . .
woman in the bgat. Boat, lake,,sun, a scratch on the woman's thigh =

-

.




these things blemd into an exéernalize4 image of desire. Union with
.the woman remains at thevlevel of .,the physical.. The old Krapp's tri-

bute to the woman is made in terms reminiscent of Aragen's tribute to

woman as the substitute for all forms: "Ihe eyes she had! ... Every-

fthiﬁg there, everxﬁhing on this -old muckball, all the light and dark

H

" and famine and feasting of ... (hesitates) ... the ages!” (K.L.T.,
) ) : - . e ’ * )
P-17). Yet Fanny, the "bony old ghost of a whore" (K.L.T., p.17),

servés the same purpose for the old Krapp, as a means of satisfying

" what is nothing more than 'physical need, unrelated td the inner need

of‘the‘spiritual Lelf. . ) .
# ‘ .

The balance of inner and outer need is mever achieved by

X IKrapp\; the object of desire is always ané external one. He fails to

make the inward. journey because he fails to see the relationship
between his particular, external experience and the universal inner
experience. The image of woman as it is stored on his tapg—recordér

qeﬁer‘becomes related to the archetypal imége of woman which is

.
o

“stored in the human unconscious. . ) -

' The ¢losing scene is a moving visual presentation of a divided

+

man. .The- expressions of need of the imnmer and outer man end up re-

~ ~

- ‘ M -
cerded on separate tapes. For-a brief moment, Krapp, on a fresh
tape, e res and records images from his past, images of being,

links to the essential self: "Be again in the dingle on a Christmas

Eve, gathering ﬁofﬁ&, the red—bérried, in thé haze, with the bitch,

-

. étop aggd listen to the bells. (Pause.) Be;again, be agaigl\ (Pause.)

-All‘that old misery; (Pause.) Ofce wasn't enough for you. (Pause.)
. L} "

. Lie_dd@n across her" GK.L.T.! p.18). As the series of images bring

. him back to the woman, he fails'agéin to see her as a link to 'being";
‘ -~ - S
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he separates inner and outer need, wrenches off the tape and throws
é;ay the murmurings of the fnner self,'recorded on the last tame. He
.pﬁts the oiﬁ tape‘back on the machine,*and listens to the regérd'of
the satisfactidﬁ of external need until the words end, and the tape ¢
runs 6n in silenge becau;e there is nqg mere to be said by man or
machine., . - .

%\ Happy Days marks a new development in the treatment of She

image of woman in Beckett's plays. In Waiting for Godot, woman is

pre;ent, paradoxically, only through absence. She is evoked through
the allusive associations in the languige and setting, as an‘image
%urking in the shadows of evening where ﬁstragon dreams Mhé dreams
which Vladimir is afraid to hear. Nell, in ggdéame, is a visi@le real--
ity as a character in the play, but as an imaée of woman she is a -

decaying remnant of a discarded past, rejected by .the desolate human

. , :
to whom she gave life. In Krapp's Last Tape, the images of woman are s

presented as they exist for Krapp, externalized on his recorder.

Because he never seeks them within himself, they cannot function as the
L 4

link between his inner and outer being. The result iz evident in his

- - -
end*\gp express aa&—
P

—

-

meagre creative output and his inability, in the

thing. .

character with a psyche of her own] whose consciotis and unconscious

proceéses are revealed to us by her own words and actioné. She is

. .
projected as an image of a woman engaged in a struggle to keep a grip

on her conscious self ane on the world of external reality. MBut unlike

Krapp, Winnie reaches out to the world and its objects, not-because she

denies the inner world, but because it threatens to engulf her apd, -

yz

1]

“w




aware of the needs of both inmmner and outer being, she See‘a to define
. - that -being in both worlds. i -
The struggle is reéresented visually in the setting -~ the

“ glazing light of the visible world is ol;posed‘to the darkness of the

<

\ unseen world below. To exist totaliy in either world would mean a loss

of part of the self, so that the bell which refuses to let her close

her eyes to the unrelenting sunlighg\ is as much a menace as” the mound
) B ‘ .

which threatens to engulf her. .

The stage presence of Winnie is a provocative blend of the
typicai and the unique. Beckett leaves no question of her femininity -
he is specific about the preferred abpearagce and costume:  _"Winnie.

About fifty, well preserved, blond for preference, plumpy arms and

shoulders bare, low bodice, big bosom, pearl necklet" (H.D., p.7).
4 . ‘”! '

Her opening routine could be a scene anywhere. She rummages in her

big bag as millions of women rummage in big bags, examines herself for
' signs of aging, grooms herself for the day and calls "Hoo-oo" to a
'sleepiné-husband. But all this typical activity 1s carried on by a

. womép.buried up to her waist in a mound of earth, an iﬁage which mir-
o - ,

.\v"‘t ’
rbrs'noghing from the world of human actualify. It is that image

Jo ' . o .
. whicli compels us to,seeg meaning, to see-Winnie, not just &s a par-

o0 o P .

X ' tiﬁﬁiar,éharacter in the world of the play,-but as representative of

i !

- . ) .
some universal reality. . *

‘L ‘;if © .The bagic;aspegts of.;hé archegjpal woman are discernible ;n'
. ’ . « - ¢
 f¢ﬁéu?5rtray51‘of‘Winnie. 1f ever Fhe;térm Vearth mothsﬁ" could be
fj%§P¥%€3'£°’aEY°“e’ 1tisﬁre£y is ag}?§p¥iate to Winnie emerging from
L‘ ‘ xﬁ;ﬂe;‘mound_ofiéarthL .Her'aftitud; Eg;Wii%ie in Aet I alternates‘

/ . -

.

- B ]

[ . C ) o ' -, t . '
. .'between that of a mother to a son and a woman to a husband or lover.

o . ' ' . P ’ . » .
. . . H

» [ . ) . Pl
’




She nags and fusses, supervises his dressinf, worries about his sua~-

burn, directs his crawl from cave to mound. At one point, admiring the

view of him lying.on his stomach with his chin .on his hands, she

-~

sounds like a doting mother‘igmtring\g\f;pical baby picture, but min-

utes later she addresses ﬁim~§s her love’and wonders if he found her

- 4

"Jovable once" (H.D., p.31).
In her effort to keep contact 'with Willie through language,

Winnie quotes passages from literary works. Often, these passages .
° . . * . . ‘ N
evoke an image 'of a female figure, so that Winnie becomes linked to

women who have embodied the female archetype in literature. Frequently,

. . . » ‘. L
oo, there is a significapt parallel between the setting in which we » .

' see Winnie and the setting for the quoted'péésage. Her first quotdtion,

‘from Paradise Lost, 30 links her po Eve ‘and her responsibility for the

~

tlasting woes". Winnie's faulty memory replaces the ' dear bought wiqh

/l' & . - T

’

jlhsting woes' of Milton's passage with ' Something lastlng woes" (4.D:,

e

P 14), whlch seems to suppress the awareness of respon31bility. But

) .-
the vlsu%L‘settlag reminds us that man still pays the price of that . *‘#’.
first fall. 'Another referente "Ensign crimson" and ''Pale flag" 1ing§,:'4
her to Juliet.31 * But young }ove is a thing of the ﬁast for Winnie,:}-u____,
and the bloom of youth cannot be‘recovef;; with a lipstick. Even pore ’

L‘-"}C;}mically,L the -quoted passage is Spokey while Juliet lies in a tomb, )

. -

-but still lives. Winnie's mound is a version of that moﬁumenp of

Iivfﬂ%'death. As ﬁinnie speculates about the possibility of being
left without Willie, her only human contact, she cannot imagine what
she would do other than "sigh into my looking glass' (H.D., p.21). 'f

4

There is an echo of Tennyson's "Lady of Shalott" in this line, alone

in her tgger, cut off from the outside world and conscious only of -
L - M - . -

. L




.7 . . : T ‘. .
» reflected images. Winnie}is trapped in Her own "tower", £nd desperately

- [ s
tries to hold on to her sense of what is real. Knowing that she is seen ...

T e
‘ “ . . and heard 1s ;ésortant to her beliéf in her own existence and in test-

ing Willie s ability to hear her she quotes a line from szbeline. The
lines quoted are spoken at Imogen's tomb, by her brothers, who think
L4

she is dead when she is not. Although {n ite jmmediate contexg it
- f \
) . seems like heavy irony, emphasizing tge misety of “Winnie' s condition,

it provides a note of hope as a foreshadowing oﬁ.Act 11 when Winnie -

- ‘e
L

* ' -
needs to believe that Willie'sdgilence-and stillness do not necessarily
‘mean‘ghat he is dead. Eve, Juliet, Ophelia, Viola, Imogen, Tennyson's
~ . ’ . ” ~ - " .
- LaBy of Shalott; all women who ewoke associations of love, death,

« -

- madness; of towers,tombs and monuments; of confusion of inner and

- . Py ‘ .
outer reality. Winnie's '"classics' link her to 'the image of woman in
. 7

o .- ]
. literarﬁ;e; she takes her place in the tradition of the eternal femiq;’

o -

* "+ . ine.
’ R 4 . i

. s ’ Not to be ignored in a .discussion of Winnie as an image
,embodythg the attributes of the archetypal woman are the analogies

with Jung's "Ahima" theory. Jung called the archetypal image of the
[ .. . . ’ 3 ' 4 . 2 ) '
- ’ feminine the "anima" and defined it, basically, as the female element
. V. ) ‘ . ..
*1in the male unconscious and thet "animus" as the male element in the
H - - -/ . .

ferfale unconsé’i‘o‘us: " .. ’ ‘ . ) ) R 4
‘ The anima is a personification of all feminine psychological tenden- --»
- : cies in a man's psyche, such as vague feelings and ‘moods, prophetic

hunches, receptiveness to the irrational, capacity fqr personal love,

" feeling for nature, and - -last but not least - his relation t® the _
unconscidus. * It is‘no mere chance that in. dlder times priestesses .
(1ike the Lhreek Sibyl) were used to fathom the divine will and to ° :
make connection with the gods. -

-

Happy Days would provide ex;ensive mate;ial for Jungian analysis.33

Willie, as image, can be seen as the link between Winnie' s conscious
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. . "and unconscious self, her animus, not clearly prbjected.uhtil the end
v < . .
~ LY '
of the play. . . e <
. Throughout the continuous chatter of the .first act theye are.

*frequent references which suggest this psychological.relatipn ip be-
tween Willie and Winnie and péint te,heﬂ timeless dilemma - the need -
. to know who she is in relation to what she perceives ‘as real. e

world of time and space she seeks to realize her being in remembering
. ) ‘ .
the past; exberiencing the present, and-prgparing for the future. When

that world fails as a dependable measure of her being, she seeks it in

the inner world of her imagination, through her stoiy—telling. When
L3 .. ) ' : i ' ‘
the bell rings, compelling Winnie to engage in the limited, but never-

theless incessant activity of her day, she turns to the bag of Props

’ B
which allow her to keep busy even if she has 16 read a tooth-brush

-

. haﬁdie;l The difficulty of arousing Willie from‘Eleep leads hqf'to .

refer to his unconscious state as a "Wonderful gift" (H.D., p.12).

N ¥

-Winnie's continual insistence that Willié keep to her right side has

associations with her struggle to retain a hold on conscious reality.

-
s

_Beckett directs specifically that Willie is asleep on her "right" at

the opéning of the first act and emerges Yfrom the right" at the end
of the second. A psychoanalytic critic mighf see this as an invitation

to look beyond the immediafe‘}mage of"an irritable woman to consider

-
’

the image of a woman in ;jﬁtate of crisis regarding the balance of ‘-

her conscious and unconsc#oﬁs being: '"Among other'tﬁ'hgs, "right"

¢

_meané, psychologically, the side of consciousness, of ,adaptatit of

. . being right, while left signifies -the gphere;of-the unadapted, un- *
n conscious reactions or sometimes even of something sinister".36 If

Ly 5 o : - Y

W4nnie's insi{stence that Willie keep to the right is 1in59d_§3 an °

- ¥ & ’
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unspoken need to project his image from her unconscious into her con-
e . .
sciousness, at the same time it keeps her on the side of his uncon-

~

scious, part of hia‘spiritual self, 'and not just part of his external

world. = e - R '

N Throughout Act I, Willie remains in the .cav #fWinnie's
*unconscious: self; she sees him dimly, not clearly in her conscious 5,
. . o ) ;
world. In Act II, she is deeper into ‘the darkness, the unconscious,

- - .

imbedded‘up to her neck. Structuraliy, the plﬁjhfoilows the pattern

' ¢

for tbé achievement of creative recognition whigh allows the'projection

of the uncons

cious contents of the minds inte consciousness. Through

=".the cteativé actiyity qf'the un¢onscious, the archetypes -are brought ~
out into the consciou$ world and the self is recognized for w@bt it
r‘iS.35 Her new physical limitations curtail Winnie's ability to ehgage

in the ineessant activity of Act I, and Willie can be neither ség; nor
. ¥ . * ‘ \¥]

heard. The situation isla-étage’;epresentation éf the imertia whiph

Jung says always precedes the moment of creative.’ecognition, Winnie N

is driven within herself; forced to’make use of whatever images lie
. ‘ N . .
wizhin her imagination. . ‘ .

- .She uses the story tb_expldre the fears that lurk in her uncon-
7 o .
' [4
scious; all the demons within her are embodied in the mousé¢.and theﬁ

- +

© story culminates in a scream as Winnie confronts them. . The efperiepce

releases a series of memories which. evidently carry her back to her d

wedqi!g day: '"That dgy. (Pause) The pink fizz. (Pause) The flute
glasses. (Pause.) The last guest gone. (Pause.) the last bumper
. . » , ’ .
with the Yodies pearly touching.. (Pause) The look." (H.D., p.60) T
. . . ¢

-

This probing of her tinconscious bringé forth concrete images,

‘asspciapive images of the .champagne, the giasses and guests. Now the

Ld . v
L4 L]

¥

‘* . i - ‘
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mos t important image of all emerges into her conscious world - Willie,

dressed in wedding regalia, the projected animus, ‘is seen- clearly.
Even the ambiguiéﬁ introduced by the;;;esence of the gun and BECkett's
direction that Willie is "dressed to/kill" has archetypal associations.

Has Willie emerged to embrece Winnie as the image of his recognizeq
- i . . \ ) . \
\ anima, or to slay her as'the image of the terrible Great Mjther?
There is no ambiguity in his final act. He names he - "Win".

He gives her the gift of i:é?tity, of belng, of the recognition of ome

N
. human being by another. Eomentary joy of ﬁhowing who she is and

that she sees and is seen relegses a love song, complete ‘and clearly

36

heard, from withgn Winnie's buried heart. As characfer, she is a

v
.

Woman whose anifnus is clearly projected in Willie. At tge same time

she is the woman ﬁho embodies his anima._ The finel scene of Happy

Days is in the dramatic tradition of a {recognition scene'. .Thrqugh‘
N t . st ’ - J~
the central image of a woman, Beckett dramatizes the need for recogni-

' tion,o} the unconscidus side of the self. It is a’ two-way dramatiza- -

B ! l .
tion; Winnie as character must recognize an image and Winnie @&s image

must be>recognizedf As she and Willie look upen,each other in the
. ' X '

final scene, we cannot help but be aware of Beckett's

g

"trompe—-1'oeil

clgth"Aof:earth and sky, trpdtticnal symbols ,of the material’éhd

receding to meet in far distance" (H.D., p.7).

. Psychoanalytical analogies reinforce'the sense that in 222

spiritual worlds,

Days Beckett has giVen essential being external form. He has shaped

a-wotli and‘peopled it with chdracters who are "toife looked at and

liéténed to* (D..:B.V.}J.? p:243).

\ v

In Winnie, he has presented the

. image of a woman ‘groping for her own being, her relatioﬂship with {/°

Willie is an image of that need which Beckett said was the source of
: , . .

. 1
[l
) °
f » J
“ .

-

,
,
. [ . L.
. ’

- . . \
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all art. The final recognitidn involves both a sense of self and a

L] -
sense of other, awareness of separation and awareness of a need to

-

come together. Winnie belongsi 'in the long line of women figures who
make up~the literary tradition of the archetypal woman; the eternal
feminine.. She is an image of many women of the time, .

The two women in Play are part of a‘conventional'triangle,

e

mistress, wife and husband. There is a Dantesque quality to the repre-

sentation of what seems to be their eternal damnation. They are isola-

f
3

. ~ .
ted from each other in three clay urns, unaware of each other's

s epresence. The play soon reveals that they are isolated also . from ‘/

'themselves, al!hough they are aware of some need that they cannot

- .

express.‘ Their spir1tua1 bankruptcy is’ the result of having lived

v

their lives at. that gurface levelﬁéhere only external need is recognized

that need which "in its haste to be abolished cannot pause to be stated“ 37 .

. Now they are doomed to endless repetition, through 1anguage*h§f their .
outer exPerience in a\world where they knew.only the boredom of living. *
T
The first woman, Wl, states near the end that "silence and darkness ..

weré'all T craved" ( ay, p.59). But she 1ooks for them as something

to be bestoWEd from without never turning to her inner ‘self to find

. 4

them beéanse she has never been aware of that self. Oyt of the stark

a

rea1i§y of the world of Play, she projects an'inmge of non-being, not
f\; ) : g ' ) . ’ '
the inner "nothing" which is more real than the external something, “but

the lack Bf*being” which is the result of a’ divided self. *
Come and Go, a five minute "dramaticule", features three

women who have spent their 1ives denying the change which is the key

. to self-awareness. We are conscious of them _as characters who are dim

realities in the play world and as imaées of women who grope after
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being‘but cannot locate it, They are women in the process of separat-
ing and coming together, moving in and out of the darkness, becoming s

h
aware of the change in the bther, but not in the self. Their inner

world and their outer world remain\eeparate, unrelated, so that they
do not emerge :as fully realized human beings. This state of unrealized

potential is projected theatrically in the dull shedee of usually

bright colouts, the dim .light, the shaded faces and the monotone

voices. The paradoxical method ¢f Waiting for Godot is repeated; this
. N i ‘ «

image of woman as incomplete, is communicateJ through the absence of

man. Jung's animus is suggested in the reference to dreams of love;
. . B . / ~ )
their internal image of man has nevetr been realized in the external
N . , 9 -

Py

world. . :

. ]
The rgege of woman is impliéd as a@ essential presence eveh in

the thixrty second dramatization Breath, through the birth cry which‘ie

4 .
o heard. The brief time aIlotted Qo man between the birth cry and the

death cry is represented theatrically through the sound~9ffects, but

-7 -

whether the stage full of miscellaneous rubblsh represents the garhage
dump of a world into which he has.been born, or the rag—and—bone shop

of the heart where he must search for the roots of his being /before -
he ceases to exitt, is not certain. o , :

- “ , : . ' .o~
. After experimenting with form in the distilled prose of the

.

late 1960°'s, Beckett turned again to the d;amatic\genre for his last

published work, Not I. There he creates the image of 2 woman confronting
«her unconscious for the first time and dramatizes her struggle to

.

express what.she finds there. Woman is the key image in the play, but
: B . ..
visually we see only,her'nouth; through .which streams the contents of

her inner world. - On the other side of the stage stand;Na silent,
' a

-




£eo .

.",/ : . \
o - 67

N K -

shrouded figure, looming large in the darkness: In seemingly‘discon—

)

nected fragments, the mouth spills out a story in the third person,

a T

about a woman who has§ an*uncontrollable compulsion to speak:

... mouth on fire ... stream of words ... in her ear ... practically
in her ear ... not catching the half ... not the quarter ..+ no.idea
~whe; she s saying ... imagine! ... no idea what she's saying! ...

" and can't stop ... no stopping it ... she who but a moglent before '.,.
but a moment' +.. could not make a sopnd ..+ no sound ?f agy kind ...
now can't stop. ... imagine!.... can't stop the stream /.. and the

/  whole brain begging ... something begging in the brain ... begging the
mouth to stop ( Yot Not I, pp.6-7). . .

+This woman's life is placed vividly before us in fifteen draining
minutes,. from birth to age seventy. A premature female child, she was

abandoned by her father after her conception and by her mother after -
. . S

L 4

: ‘e ’ < . :
\ - her birth. She seems to have been reised in a Christian orphanage

.

b where, along with "other waifs", 'she was taught to believe in a "merci-

ful God" and raised without }ove but with a strong sense of guilt for

2

- ) . sins which she cannot identify. She lived in a small community called
: . , o »
. "Crokers Acres'", did her shopping in a large supermart and wa¥Pked a

lot. On one occasion® she had to appear in court on, some unspecified

charge. It is t portrait, of a lady whose life' seems to have pro-
ceeded as a matter of habitual routine. _Yet always there was' the

buzzing in het head and sudden flashes of light for which she could

not discover the source until one day, 'eoming up to seventy", she

dlscovered that words Were coming, compelled by the images which

-

flickered in her mind. The urgé to expi!ss had comeé upon her in the

+

. _ past, at moments when the conditions for creative awareness were right
]
-"always winter some strange reasouaiz. the long evenings ... hours of
3 ‘ T e
darkness" (Not I, p.10). Until now, the urge to -express has never

resulted in expression. We wifess the struggle with language as

. .

N ~
- ‘ ~
. . . .
N -
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she tries to shape her experience of the external world ihto an
account in the third person,'a creative act. The archetypal imagés

which atre part of her inner world, images of infancy, -pastoral:inno-

»

nce, spring rebirth,'become confused with the experiential images

which have always dpminated her consciousness. This is a drama of a ‘
. e -
woman undergoing the suffering of being, discovering her inner self

for the first time. . ' .

S8he denies the auditor's suggestion that her story is autobio-

’

graphical and dnsists shat it is the story of another. There is =

[
- ro -

striking parallel between her resistance ‘of* this shadow figure as a

3 3 r e .

corrective and Jung's description of the function of the "shadow" in

[™
, . . Ly

)

the unconscious. In Jung's theory the "shadow" functions to help the

external consciousness adapt in a bettér way to unconscious factors.-

.. ! L

Often '"the shadow figure contains valuable, vital forces that ought to

/ be assimilated into actual experience and not repressedi\ It is up to , \\\\\
Y

. Q

the ego to give up ity pride and to live out somethlng,that seems to

. - . e 38 .
‘ be dark but actually may mnot be." : o . .
[y - L ' "\‘ ’ ’
The woman insists on "she' - .the "Not I" is implied. The dark

4 T

figure raises its arms in "a gesture of helpless compassion' (Not I,
p-11), a silent witness, as is the audience, to one of those “perilous

.zones inlthe 1life of- an individuaL,’dangeroué, precarious, painful,

mysterious and fertile when for a moment the boredom of living is

replaced by the suffering of being (Proust, p.-8). “-Ibsen tried to

give dramatic expression to the plight of the nineteenth céhfhry woman

. through h§; Nora and Hedda Gabler. Beckett pleads no particular

’ - 4
causes,but the disembodied mouth of Not I, disassociated from™any

particular time or place, expresses the creative need of Everywoman.

-
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Beckett's images of 'womaz;, _endOw‘edﬁwithh a being olfa their own
in an imagined world with ii:s own laws, express realities ol‘d ar;d newv.
The traditional associations of the woman iﬁage, literarfnand pgycholo—
o gicé'i, are ev‘c;ked, manipulated, éometimés reversed. Ultimately, the
woman in Beckett's works emerges as an individual, isolated, divided,

* driven by need, seeking to.be whole. Madeleine‘Renaud, the French /-
factréss who played Winnie, summed up the effect of Beckett's represen-
A tétioné of woman: "I db*uot knov_v what Beckétt thinks of women, but

;1 know that he understands them profoundly from the inside. If his

plays manage to affect us and move us, it is because Becket‘t,.in

’
o spite of his modesty, manages to express his immense compassion for
all human life.":‘,'9 L - R
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THE CIRCLE
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- The narrator of The Lost Ones aescxibes a cylindrical world

which had a beginniﬁg‘ét sone point in the "unthinkable past' (L.O.,

.2 63) and will proce&d towards "the unthinkable end“ (L L.O., p. 60)

t . .
The impression communicated by the narrator is one of a world with

order and pattern, a self—contained circle where there are ''certi-

* tudes to be found" (L.0., p.42). Exéét dimensions are given, "“fifty

‘metres rbpnd and eighteen high for the sake.of harmony" (L.O., p.7);l

”

a precise inventory, "only objects fiftéen single ladders" (L.0., p.17);

‘and a population census, 'one body per square metre or two hundred

3

bodies 'in alI"round numbers's (L.0., p.13). There is a detailed account
o ' - . y . - /}
provided of the cyclical patterns of light and heat in the environment

- - ) .

.as well as of the behavioural laws which spring from accepted con- '

ventions of "oﬂs;ure origin"‘(LLgL, p+21) .. The ‘cyclical pétterns ob-
servablé in Fhe environment héwgve;, are patterng over which the human
inhabitggts have n; control and the apparent order to their lives

arises out of extrinsic habit, not out of iptr;nsic harmonx. The

three zones in the cylinder are marked g; 'imaQinar& frontiers invisible
to the eye of thée ﬁlesh" (L. 0., p.43), and their existenge 1s due to the
habit of circular motion.in two opposite directions into which the

inhabitanté have fallen, as if ‘P instinctive imit?tioé of sope ideal

"perpetuum mobile". It is an order which seeks to deny "the mess" -

£ . J v s
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. ) : the physical suffering, the spiritual longing, the futile searching.

s - ' w

Paradoxically, the order itself, a meaningless repetition of monotonous

pattefns, broken by occasional spectacles of love or violence, is 'the

mess". Beckett encloses a time and habit ridden race withdn a round

- - e N

C T .
world which reflects nothing of the original perfection associated with
circdiarity‘since "Plato's round that was there in the beginning".zi .

9 Like Plato's round, described in the Timaeus, Beckett's cylindrical

\\

-

world is a fictional cosmology, but unlike Plato's narrator, Timaeus,
)
Beckétt's narratot offers no account of how his visionary world came _

to be. Plato's Demiurge "took over all that is visible - not 'at rest

-t . .but in discordapt and upordered motion - and Eioughf it from disorder
— into~order" by fashioning a Vorld‘"roupded and spherical —:a figure the
~ . L most perfect an§ uniform of al%;,'a world where "like moves toward :
like".3 ' e

In a discussion of the circle as “an archet&pal image of“ordginal.”

-

perfection, Erich Neumann states: S
. *ircle, sphere and round are all' aspects of the self-contained, which -
is without beginning and end; in its preworldly perfection it is prior
to any process, eternal, for in its roundness there is no before and °
. no after, no time; and the is no above-and no below, no space. All

this can only come with the coming of light, of consciousness, which
is '‘not yet present; now all is under sway of the unmanifest godhead,

. whose symbol is therefore the circle.

: The round is the egg, the nucleus of the beginnlng, and the
germ from which, as humanity teathes everywhere, the world arises.
It is also the perfect state in which the opposites are united - the
perfect beginning bgpause the opposites have not yet flown apart and
_ the world has not yet begun, the perfect end begause in it the oppo-
- sites have come together again in a synthesis and the world is once
' ) - more at rest.%

'The circular world of The Lost Onas 1is not an ideal round, but a

4 . . -

cylinder, a figure definitively asdﬁc}ated with geometry and mechanics,

- 1 N M . A

. wi meadurement anfl ‘machines, with a man made structure. If.there

N

+ -
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ever was a ''perfect beginﬁing", it has ‘long since become the "unthink-

able past" (L.0., p.63), and, the opposites’E@idently have “flown apart",

for the process of striving to be whole again gogs‘bﬁ and on as the

op
P

"lost bodies roam each searching for its-lost one" (L.0., p.7) wifhout £

-

knowing what it is that they have lost.

The archetypal associations of the circle image reinforce the

senge conveyed by the iQ?ge of woman that what is lost 15 contact with
. . by
the <inner self, the creative, spiritual self, and that each individual

. must, ultimately, find that regioﬂ of his being himself.
.3—— -

One striking parallel betweern Plato's round world of original
perfection and Beckett's cylindrical and less than perfect modifier,
is the emphasis in both works on the eyes. In the pérpétual light of

the cylinder, Beckett's searchers, both the mobile and the %sdentary,

-
"devour" everything about them with their eyes. The persistent light

~

seems to compel them to keep their eyes open, with destructive results:

Light in a word that not only dims but blurs into the bargain. It
might safely be maintained that the eye gréws used to these conditions
and in the end adapts to them were it hot that just the contrary is
to be observed in the slow deterioration of vision ruined by this Y
fiery flickering murk and by the incessant straining for ever vain
with concomitant moral distress and its repercussion on the organ.
And were it possible to follow over a long enough period of time eyes
blue for preference as being the most perishable they would be seen
to redden more and mork in an ever widening glare and their pupils -
little by little to dilate till the whole orb was devoured (L.O.,
pp.38-9).

! -

In Beckett's world, the constant focussing”of the eyes on the exterior

14

'light brings  about détefioratfon. In Plato's world, there is an

emphasis on the coftespondence‘between inner and outer light and on

the eyes as the link between the two: ) :

First of the organs they (the gods) fabricated the eyes to bring us

light, and fastened them there for the reason & will now describe.

Such fire as has the property, not of burning but of yielding a gentle
t o -

-

&
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light, they contrived should be the proper body of each day. For the
pure fire within us is akin.to this, and they caused it to flow through
the eyes, making the whole fabric of the eyeball and especially the
central ‘part, smooth and close in texture, so as to let nothing pass
that is of courser stuff, but only fire of this description to filter
through pure by itself. Accordingly, whenever there is daylight round-
about, the visual current issues forth, like to like,yand coalesces §
*with it and is formed into a single homogeneous body:{in a direct line
w1th the eyes, in whatever quarter the stream issuing from within
strikes upon any object it encounters outside.

When daylight has departed in Plato's world, the visual ray from within
is cut off by the closing of the eyelidé, which seems to be a pre-

L

requisite for a creative process which ensues: "For when the eyelids,
the protection devised by fthe gods for vision, are closed, "they confine

the power of the fire inside, and'fﬁzg‘eisperséb and smooths out the

P
motions within, and then quietness ensues."6 This visual ffre confined

inside can then "give rise to images ... the images which are copies
4 ' .

created ipside and then remembered when we awake in .the world outside."

In the perpetual light of Beckett's cylinder, all the eyes,

except those of the '"'vanquished", remain open, seeking the "like', the

&

lost one, in the external light. But in the round of qriginal per-

( -7 — s

. ~ ¢
fection, the "like" was to be found within, in the inner fire. This
]

//,analogical assopiatioﬁ\of the circle imagg/suggests'a possible meaning
similar to that suggested by the image of woman through "the woman van-

quished". Closed eyes; the mark of the vanquished in the cylinder,
.‘.’ - Py , -
were the pré—requiﬁtfﬁ—for the emergence of inner images in Plato's

k]

round. It is made clear in the text of The Lost Ones that to conclude

that the ‘vanquished have. closed their eyes because they are blind

would be a "mistaken conclusion" (L.0O., .p.39). Ironically, the nar-

rator itates that this would be the conclusion pf'a thinking1pefson

"coldly IMtent on all these daé“énd evidence" (L.Ov, p.39), which
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is a descfiption of himself. The associations of blirfdness itself

with insight are lost on him as he hastens to assert that the van- *

>

.

quished are not blind. Dante, in the Paradiso, a work with which N

Beckett is thotdughly familiar, had to lose his sight tempotrarily, and

’ discover that goodness and truth were within h}w; before he could turn

his eyes on the source of all trutﬁ.8 The closed eyes of the wvanquished, "

» B » N 1 3
v then, could be an image of withdrawal, withdrawal into the round of- = -

-

A -
their own migd, where they can create a world within.
s y

- ° \

‘.hj& The iromic contrast between the circle of original perfection
b ‘ :

and the circle of Beckett's cylinder makes'it impossible to asSik

>
v =

that, out of the darkness and silence which is "the 1gst state of the
. cylinder" (L.O., p.63), a new world will eme e, or that we are witness

to what Neumann called the perfect end where ''the world is once more

at rest'". But in The Lost (Ones, the last man's searching probe of the
. . e
infipite reaches Pf inner space; through the red-haired woman's eyes, ’

‘ «

-

does precede that state of rest and silence, the still point for that

turning world, when cfeation, perhaps, can begin anew.
"Beckett perceives the ®cchanical mess of human life. 1In The

. k249 P
Lost Ones he has found a circular form to acdommodate it. The trapped ' -

beings who seek”a way out instinctively move in circular patterns, ]

§
. -

which are linked tg¢ the round of original perfection when the oppo-

sites were united and the inner and outer worlds of'being were .in T
- L] . *

. ‘ 1 ’
et harmony. Jung has commented that there is a felt need in man to re———-—

.

. shape his world but that "as any change must beéin somewhere, it is

“the single individual who will experience it and carty iththrough".9

»

He recalls a guestion asked of a rabbi as to why God no 1%?ger speaks . .

. »

to men and th@ rabbi's answer that there is no longer anybody wﬁ? will

L] : /” » ‘ . -

0 ' # , -

-
AL ]
+
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o : .
. " boy low enough. Beckett, in his vision ®f a);ufgering‘world, wherpe-
' s o ' 0_‘ =

the final darkness might bg,ghe unending darkness of tne yoig' points

« ' to the responsibility of each individual for shaping his own freedom.
- " His five vauqulshed"<ﬁﬂ3‘§¥33 as the first to close their eyes, the

-

instigators of change-in the cylinder, are "as a rule profoundly bowéd"

N . Yot

(L.0., p.31). Perhaps they are bowed so as to hear better, if not the

- < - . -
voice of God-the creator, the woice of mgh ;Re creator, <, "
‘.\ T . In tu‘ pieces of short prq'se written sflort-ly before The Lost I
. > -

Ones, Beckett makes use of variations of circle ‘and square to form 1mages

7 . [

and outer belng. These works cohvey a sense of the need to = .

-

:’, _'-\"\—'\ - T [ . -
bring those Eho—worlds.into contact, and of«the comsequences.of a fail~

" . - . v
PR N

ursesto do so. w . 5 \

~ * »
. ~ - ; In Imagination Dead Imagine, a narrator does just what the title
\ t o * b

commands -- tries to igﬂgxné %€ a world wﬁere imagination is dead.. He

com£§;E; himself to imaging in much the .sama way as Winnie, in Hapgz

.
oy . A . .

Days, commands herself to begin her day. At first he proclaims that

’
. : there is 'no trgce anywhere of life. The :Tiche images of the poetic

. . ., 1maginat10n " slands waters, azure, yerdure" (1.D.I., p.7) are all

. ;, vanished. Wh t !Lerges ﬁb»the cleared space'of the 1mag1nation 1sla . ‘

. . P ( .
o, ‘., " small white r tunda, "diameter three feet’, three feet” from ground to
| } Lt ogtmmit of th' vault" (I D. I., p.7), a perfect roun?. This rotunda 1s
divided into t;::semicircles, 1n which reiline "two white bodies, each

[ ]
£ ) /O

P ' ' in its semicirclg" (I.D.I., P-7)s later identifiéd as male and fema}e\\
¢ - . B : K .
. ’ . jorced to 1magine,,then w1th%ut thggcon entional iﬁages of the imagi- =«

\uw. R

elf the primordial images of'

.,

p L. nation, thg:narrator finds within h

’

e T origtnal being, the eternal round and thé male and female, the world

.
., - .
1 -

v

[§

o
parents. However, his conscious, empirical, outer self doginatésf
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%'ané he tries to apply the methgas of scientific objectivity to des--

. eribe his visionj\\The style becomes much like that‘of The Lost Omes

’

as he reports on the geometric structure, “"two diameters at right

" ¢ ,
5 » A .
angles AB CD divide the white‘gréund into two.semicircles ACB BDA"

kI.D.I., p.7), and the cyclical}patterns of light and heat. As he

gets.more engngssed in,;helﬁetails of sclentific observation,fapparently_

the «narrator loses sight of the rotunda and its occupants. The images

-~

are then "rediscovered miraculously ... externally‘all is.as.before and

B . )
the sighting of the little fabric quite as much a matter of chance"

»

, .
(I 1.D.I., p. 11) He concludes that they are élive because they sweat

v

and, "Hold a mirror to their lips, it mists" I, p 12) But,
because he continues to cling to the data of consciodsness, the narrator - .

finally loses sight of the rotunda and'its inhabitants forever. For a

. -

“ 7/ oo
brief moment, in a space cleared of the cliches which cldtter the imagi-

P e [] . PR Y v . 1
nation, he hacd recovered the forgotten archetypes which coulg/ﬁave given

birth to a new world in the imaginafion. His conscious self, toq dmn!,

inant, pievents him from abandon;pg his head to®its ancient resources.

L] 4

.and the images which could have given form to a vision of life and
: N - C . .
affirmation are used to express a vision of death and negation: '"No,

life ends and no, there is nothing elsewhere, and no-question now of
. . - B

\ ever finding agai" that white speck lpst dn whiteness, tg wvee 1f they '
still lie still in the stress of . that storm, or of a worse storm, or in

the. black dark for good, or the. great whiteness unchanging, angd i€ not

what they are doing"(I D.I. i 2 . ' The narrator would prefer to think.

of the-couple as circumscr atther in "the black dark for good" or
M ¥ . .

in "the great whiteness unchanging" butx as Beckett has.commented”

"where we have both dark and light we have also the inexplicable" 10

"
s
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The final’ line in-Imggindtion Dead Imagine, "if not, what they are doing',

emﬂhasizes the failure of the narrator to imagine what they are doing.

In Jungian terms, this failure could be attributed to a split

between ths consciods "and-unconscious self, tag ? one—sided development T>

of external consciousness:

[ 8

Ll

It is the consciousness that holds the key to the values of the uncon-
- scious and that therefore plays the decjisive part. Consciousness alone
is competent to determine thesmeaning of the images and to recognize-
their significance for man here and now, in the concrete reality of
the presént. Only in the interplay of consciousness andfthe ‘unconscious
can the unconscious prove its value, and perhaps even show a way to
overcome the melancholy of the void. .

The narrator can measure, establish ‘co-ordinates, record temperatuégs,

note physical attributes, but he camnot grasp the images which emerge

from His unconscious and form them into a creative unity; his con-
o . ' ]
.. sciousness: fails to grasp their significance. The circle of the

imaginatiqn is not, for him, an infinite spaQ' wheﬁe limitless worlds

can bpe created, but a cixcle of confined space, "a ring as in the

-

imaglination the ring of bone" (I.D.I., p.8). .
) ’ L T r
Ping presents us with an image of a being contained in a rec-
% : . , : )
tangular box where reality is_"all known all whit%".}z “Jungian

-

commentary on the arcﬁetypal ?e@ationship of square and circle as
-symﬁols of the inner and outer man- throws some light on the, possible
significance of the image in Ping. As the circle is fhe symbgl of

the soul or the inner man, the square and rectangle are the symbols of

- ]

the body or outer reality. In mediaeval alchemy, the squared circle
. [} ’ [l : .
was a symbol"of.wholeness,‘ of body and soul or inner and outer being

in a harménious relationship.l3 Such associationg”suggest that the

irhabitant of the rectangular box in Ping is ed in the world of
. ’ ’ . -

.

conscidusness,-and'thfoughoqt the bxief narrative there are signs that -
- s . - ! ‘
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the-ggéonscigus realm within is trying to“maKe contact, offering its

-

gifté, "to pvé;céﬁe the ﬁélancholy\of the void". A periodic "ping"
o * - B ‘

.

is the only sound in the 'silence wishin" as images from the inner.
b ’ " . *

N " .

world break through inte the whitepess of consciousness. The observoi;;>

likg fhgwparrators of the other.prosg pleces, de§cribes the external

sitfatioﬁ of the bé{%g-in tgg rgé&angle in detail. At the same ti&é,

he 'is aware of"ther "giveps", black, blue,- rose, - colours thét.stain
‘ . . ; .

the whiteness. Beckett's key word, "perhaps™ is uttered by the con-

» .
scious observor as he tries to understand what he observes - "perhaps

a nature", “perhaps a meaning”, "perM@ps .not alone". The word "image"
perhap g", "pe ‘

\

is reiterifed four times near the endﬁoﬁ:tﬁe passage, as if a groping

lad

consciousness were trying to identif the elements put before it. But

I
*

the narrator néver‘realiz%§ that the bei X, the colours,

the sounds, fre all images, fragments out of which he could construct

e

a whole new world. Silence descends with the last "

pfng" and all seems
\to be "over'". The 1 age of the bare*white boéyA{s;neve§°réleased from

the rectangular coffin of consciousness into the eternal circle of the

imaginatiorn.

* The trdditional associations of the circle reverberate in

|
|
Begkett's wofk just as.the'associationﬁ of the woman image did. BotJ .

of these iMages in his Iate.pr§se works expkess the need of hum&nity;

- RN »’

for an inner Life. Beckett mikes the circle image, too, éérve‘the

: ¢ . :
cause of gﬁbigyity, evoking it as an image of perfection and as an |
: .

'
N 0 ~

image of entrapment. Like the woman %?age, the circle image emerges
’ . r s
‘ . ) S
as a central means of expressigm in Beckett's earliest work. ?
- ’ o7 * '

Q " A form of the circie, an egg, is the unifying image .of his
) o : .

-

-

+ first published poem -- "Whorgscope'. The poem begins with an -
. ) X * B .f.‘ .,’ ' ! ‘.
» SR S Lo L

-
B PN,

Yy
»

,
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[
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immediate reference to an egg!

What's that?
 Anegg?.
. . By thd brothers Boot it stinks fresh'
, . ‘Give it to Gillot. - :
* ! . : (Wh,, 11. 1-4) v v
hon Y I , ' ‘ '

In the style of Eliot's The Waste Land,Beckett supplies notes for the

poem and begins with a geperal note regarding the reference to the ’\
, . , ‘ NAS

-egg:, "René’Despartes,<Seigneur du Perron, liked his omeletfe made of

eggs hatched from eight to ten. days; shorter-or longer under the hen
) . * R 5_ _'

and "the result, he says, 1s'disgustin§. He kept, his own birthday %o

. .
himself so &hat no astrologer could cast his nativity.. The shuttle of ~
» ™ -.‘\,

- a ripening egg combs the warp of his days." (Wh., p.lS) .
In"Ris scholarly and insightful study of the background and

context of the poem, Lawrence Harvey remarks that ' ths poem itself is

a mgtaphoricah circle since it begins with the title Whoroscope and
' ends on the key word 'hout'.'fl4 He further observes that "the use.of
_ - . ’ . i / . R

"y »
circularity to express stasis through repeated returns to the same
L} . - - .
. .

point] will be puch more fully developed in other works, from "Ding;'_ )
: 4 ., P P .

T W15

bong" o Come gnd Go. ‘The structural and thematic circles noted

by Harvey are reinfbrced.by the allusive circles in the, content = .
.2 ‘ ’ : )
Descartes'* the.ories of motion, Galileo's discoveriesef lanétary _

motion Harvey s discovery o.£ the /:—irculation of th! blood the seal of

the Rosicrucians and the allusion he was to use again much less.
.-

iovgrtly in. Ping,/Dante's "high b'right rose" ‘(Wh., 1.83). ,In; the

<losing }ine§,ﬁeckett tepeats the répetitive egg theme: .

g 1 N S
. ' o Are you ripe at last, ' .
e o y slim pale double-breasted turd?

. flow rich shé smells,
x , this abewtion of a fledgling! - ‘ . [

I.will eat it with g fish fork. . L
White and yolk and featheys. / ‘

. (¥h., '11.85-50)
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The passages dealing with the egg haée‘ﬁunctuated the passages

dealing with the development of mag and in, the end “the'fate of the '

-

egg is the fate?&ﬁ-man ... an abortive being in the darkness snd

‘ a ‘ P .

ignorance of an egglike universe. n16

Y

.

This ironic reversal of the traditional associations of the

circle image is one that recurs ih tﬁe Beckett canon, resuiting;in the

3 ¢
ambiguity which puts the responsibility for meaning in -the mind of the

. / N s
perceiver. As one critic has expressed it:

The circle has twe distinct aspects. It has&baeﬂ’often‘the symbol for
eternity, the symbol of the indestructible. 1Its association with
rhyme, with the notion of the timeless dance, of the end which is also
a beginning, with the cycle of ‘the seasons, has deeply involved it
with the sense ‘of renewal. 1Its other face is that ofya trapy.that of
motion néver fulfilled in arrival, that of the stone of 'Si yp s which
ends where it beg,p/ that of the jungle animal cireling ini i cage.
It is this aspecg of the ciwle which the BecKett prbtagonizzﬁﬁndures\
and exploits. The whole of Beckett's work is a nightmare Wwheels,
fr‘ftlessly tu;ﬁtnh in a.sort of _endless stasis.

r

This is a valid observation to a great extent but if the implication of .

‘the circle image emdedswith the viston of man in a trap, B'ckett'smuse
of it would be harfdly more creative tharn that of many contemporary

commentators who*see society imprisoned by the\wheels of modérn tech~

.

ology Bechett s cirele 1mages have t;;ﬁ;fdes to them, 51m1lar to the

way in which the image of woman had both creative-and a destructive -

sspect. The cirele as an image may point to the.narroding outer world
of the Beckett ﬁrofagonist, but il aisg poin;s,t? tgznunlimitea freedom
’of the inner moflé; The image goes much-iﬁrtber than representiné an
external\:;ndition. By evoEing‘the traditional associations of the

image, assoc1ations which reach back to the earliest history of man,"

.Beckett p01nts to man s redponsibility for ‘ situatlon and to the J
. LI Vi 4 A

]

freedom wﬁich can be found in the circle Jf inner. reality where space

is infinite and man can recover the lost archetypes. Externally;, man

- . .
. - e ’ . ey - X




\\the images which make him wholégand free.

+ fored"Whoroscope", reveals his adarenes! of and fascination with the -

Bruno

" and the smallest possible arc, no difference betweeh the infihite circle

of his’circular worlds in the late prose where the fluspof life is .

. - . | 81

I3

)

: ’

2 -

may be gaged, but ﬂg can sing like a bird in 'his cage if he possedses

9

. Beckett's early critidal essay on Joyce, written the fyear b;5\
associative aspects Qf circulafity.' Writing on bece in the context

of the parallels Tn his work with;pante, Bruno and V168i Beckett de-

»
B a

s - )
votes much of the essay to their semnse of the_ciggular. In elucidating ~

»

's theory of contraries, Beckett observes:

- ~

There is né difference, saysﬂhruno, between the smallest possible chord

and the stralght line. The maxima and minima of particular contraries .
are one and indifferent. Minimal heat ‘equals minimal cold. Conse- .
quently tramsmutations. are circular. (D...B:V..J., ;).244)..t °

-

Beckett evidently mage use of this theory in creatingtthe images ‘

represented by iueh transmutations of light and darkﬁess, heat and cold.

"Commenting in the latter essay on the influence of Vieg's * - -

-

C;!llc view of history on Joyce's York in ?;ogress (Finneggn s Wake)
\

Beckett notes that: "Here is all humamity circllng w1th fatal monotony

- .
e

about the Prov1dential fulchrum - the canvoy tha%ing enc1rcu1ing

N
-

abound the glgatlg 3 1;fegree (D.i.B vV..J., p. 2 Yy However, it is

*
[

Vico's theory_of langu!ge and Joyce's ﬁée‘Bf it which interests Beckett '
pi g :

- . T s " ta - ’
the most. Within the monotony of thé'histericél cycle, creative man.

-

expresses his individuality through "the fusion of primal €ssences into '

an assimihated mediun for- the ,e:gterio,ri,zatioh of~ thou_ght" (D...B.V..J.,

p-250). The circle of history then, which time weary man often sees

-

as a'trap and a barrier to progress, can also ‘be the circle tﬂét frees,

-
that provides man with the archetypal models which can give his Mee

P

- )

‘meaging. The "primal essences" are tbe images whi&h link the new to 2

» -~ ' '
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a living tradition 96 that mh's creative expression is more than an

{solated event relevant”only at a single momentain time.
" In the‘final sectidén of the essay, comparing bantq and Joyce,
L ] ' . - .

we find a clear-indication of how the circle image will develop in - -

- " »
.

. - e

Beckett's own work:

A last word about the purgatories. Dante's is conical and consequentlf
implles culmination. Mr. Joyce's is spherical and excludes culminatlon.
In the one there is an ascent from real vegetation -.Ante Purgatory, to
ideal vegetation - Terrestrial Paradise. in the qgther there is no
ascent- and no idgal vegetation. ... Sin is an impediment ke movement
“a condition of movement round the sphere. In what *
'sense, then, Mr Joyce's work purgatorial? In the’absolute absence

of the Absotute. Hell is-the static lifelessness of junrelieved vicigus-
neks. Paradise the static lifelessness of unrelieved immaculatien. N
Purgatcry a flood of movement and vitality released by t@g .cofjunction

of these two elements (D...B.V..J., P 253).\.

ot
4 Cd

S
L, !
{ w 2 -

For Beckett as for M11t3n4‘the tad 7rd would ‘seem to be its own Co
” —

man is the’' purgatorial

place, and "on thfS'earth that is purgatqry

&. -t
agent' who is responsible for his own heaven or his own hell. ’
’ . - - T e ’
Beckett subtly and ingeniously presents us ‘with -a visual =~
¥ " ‘ - . ’ \

\ )

image of theésifcles of time and space and.!!ngﬁage in the titlé}of S
™,
hialessay The punctuatldp between the-names, appears as large circu- ﬁ

. )|

E ! -

lar dots on the page, Dante @ ® @ Bruno e Vico e 0 Joyce, one for ea)ﬂ’\

* .

century that separatii,the men,-c1f!1es occupying a particular visual v

A Y

'ospaqe, signifying a wider circle of universal, invisible space. S -

T -

Turniﬁgbtb the early fiction, we Gan see aspects of the circle

.'\ " LN . P s

* image in such tﬂ}ngs as strug¢ture, patterns of movement,‘lgﬁguage and
B » ' L2 :

visual setting which will be usgd even more effectively in the later-

»
-

drama to esbablish a relatiomship between image %nd meaning. More

L

Pricks than Kicks has. an overall strfucture which draws a circle rqupa
r 2R ' "

Toas

' Y - .
the ten stories in the collection. The first story, "Dante and the

Lobster", begins in tﬁe mdrning with Belacqua cont plating Dante's

v .
S




canti on the moon; the . .last story, 'Draff', ends at night with the mobn

shining down on the grave where Belacqua has made his own entry into

.

the underworld. 'Dante and the Lobster' has- a similar, individual

circularity of structure, as it ends with the aunt metaphofically draw- »

-
L]

ing Belacqua inte the underworld of her kitchen where he is as horrified
1)

to contemplate the sufferings of thetlobster a/Jbante was to contemplate

D e ps,

. 2 . e
the sufferlngs of the dammed. P S

. ‘
G o AP -t - ~
e ‘ N v( N .

The secenﬁ story3~JFing&l‘, provides a good example of the way

AR oM n

N U ..
“ the circle image is manipulated ip all four aspects.. .The setting of

Y -

'Fingal' finds Belacqua and Winnie contemplating the Irish dopntryside

* » . \
from the top of yphe Hil% of Feltrimf like male and female opposites

at the centre of a mandala, contemplating the view at all four points

-

of,the'compa§g§;8 The images of circle and woman take on a linked
< ,'//};j' ? . - ’ -’
relationship with meaning. Both Belacqua and Winnie take in the sur-

rounding landscape, circumscribed by the range of thelr vision. His
"
preference is for Fingal tb the east, the mythic 'magic 1and" M.P. {"

' p.24) lying to their left, the side of the unconscious; Winnie prefers

the séhsuous f%ndscapé of.the west and sputh lying towards their right,

the side of fhe consciousness. The "roads leading to Drogheda" (M.P.;
A , T
P- 24) are the “roads leading to the skull, to the Kead Separated from

- - L]

the body. 19 Such a separation is’attraéti#e to Belacqua} for his heart

-

, . . .
'lies to the east in the ''Portrane Lun;tic-Asylum", where the inhabi-

tants haVe escaped the reality of the conscious world. However, Winnie,’

. -

the woman, who prefers to keep a grip on outer reallty, is the only

*

tangible lapk to ‘that. world for she- knows "a doctor there" (M. M.P., p.28).

- X,

/

As they follow the c1rcu1ar route around the estuary Winnie becomes his

\

' P ‘.

gﬂide and méaQS'of entry into the world(he desires. They pfoceed aleng

AL




PE)
e

%to return as best she can.
b

-

2 route of gradually decreasing circles towards the centre he wants to

- C 8 4

~ -

L3

reach. However, as they sit on the wall of the tower looking dbwn on

the patients in the asylum as they walk round and round the play-

. -

‘J" " ‘
ground, the idea"of descent into that world becomes less attractive.

The circling: figures B&1dw’ are”in ‘a cage, and Belacqua makes excuses

)
L

for not goiﬁg inside with Winnie and the doctor. His escape from descent

into that unconscious world” is expedited by means of another circle
-~ '
image - the wheels of the bicycle which he steals. He speeds across the

-

landscape, aware of the flashing®scene of sea, sky, fielq, extefhal

' b

reality. Belacqua chooses total conscioushess over total unconscious-

ness and in the process leaves Winnie, who is in touch with both wéilds,

| >
. . . . 2
, 3 Structurally, 'Fingal' also moves full circle., It opens with &

-

+ - . N k4
reference tosWinnie as the last girl Belacqua went with "before a memor-

- . . i -
Jﬂfz fit,of:i&ughing incapacitated him from gallantry for some time"

- (M.P.,.p.23), and ends with"Belacqua, after his escape from Portrane,

ave

+ - sitting in Taylor's public'ﬁouse, "drinking and Taughing in a way that

‘Mr_Taylor did not like" (M.P., p.bO). " The end of the story circles |

back to precede the begihning like a literary.uroboros. ] _
. L [ : i M .

'Ding Dong' demonstratés that the archetypal image of the

»

circle is as much a part of the content of Belacqua's unconscious as
, .

tire image of the woman is, but he is no’moré,éuccgssfﬁi in_making
. 'Y .. ® P w . a
creative yge of the forﬁer than he was in finding inspiration from the-

. : ’ .
]1§tt§r- Somewhere in his mind, Belatqua assodPates the circularity of

perpetual motion with a means of escape from the world of ideas in
-’ ' .
which he is trapped by the conscious intellect?

"




~ - =) .
by . i L]

. . [

. #Belacqua enlivened the last phase of his=éolipsism, before he toed the
line and began to relish the world, with the belief that the best

5 thing he had.to do was to move constantly from place to place. He
did not know how this conclusion had been gained, but tHat it was not
thanks to his preferring one place to another he felt su;e. (M.P., p.43)

r , ' ’
<i;”//// Belacqua still lacks the balanee of self that leads to eventual

j/ creativity, that would enable him to express himse f‘poetically. He
. . .

-

never makes the essentialseffort, as Jung said, /'to determine the

meaping of the images'. His tinctive dri to be in motion is an
aping ges''. )

extreme as one-sided as ''sitting still among his ideas" -(M.P., p.47),
in the ego conscious world of "Ego Maximus" (M.P., p.47). The images

of theccircle S%(Lgh constantly presenf’themselbes to Belacqua can be*
interpretéﬁ aSasignsipointing to his need for wholeness of self, rather
[l . . o ~ y ‘
than %a division of self which hé constantly pursues:
“The circle ... expresses the totality of the psyche in all its aspects,
) including the relationship between man and the vhole of nature.

. Whether the symbol of the circle appears in prlmitlve sun wbrship or

" modern religionjy~in myths or dreams, in the mandalas drawn by Tibetan
monks, in the ground plans of cities, or in the spherical concepts of
early astronomers, it always points to the single most vital aspect hd
of life - its u%&imate wholepess. 20 ’

. .
On the evening described in the story Belacqua evidently has

- a

.undergone an experience which’shogld prepare him to be receptive to’

:é o symbols of wholeness:
Not tHe least charm of this pure blank movement was its aptness to
receive, with or without the approval of the subject, in all their’
integrity, the faint inscriptions of the outer %orld ... Exempt from
destination, it had not to shun the unforeseen nor turn aside from
‘ the agreeable odds and ends of vaudev111e that are liable to crop . )
. j up- (M.P., p.46). . L )
o i
BHe embarks on an uedirected walk which brings him in dontact

4

with nature and flnds,him 'emerging from the underground convenience . )

1,

i% the maw ovaollege'Streét, with élvague impression that 4he had come
' . . ’ .
from following the sunset up the Liffey till all colour had been

4, harried from the gsky, all the-tulips’ and aerugo expunged" fﬂhP., pp.46-7).

) o .

v
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The romantic landfcape, with its/ images of the sunset, which‘ﬁarks the <- ° |

end of the cycle of day, and of t owers, which mark the end of a

cycle of organic growth, is demolished by the sense of destruction

and death in the words "harried" and "expunged".

~

< These terms of destruction suégest in tu#n the cvcle of life and

death which all nature undergoes, man included. All the elements of

the experience should stir his poetic sensibility.to an awarefess_ of

the need for a dying to the conscious self, a descent into the uncon- .

scious self and a re-emergence, like the sun or the flowers, into a

new creative cycle. But Belacqua't impressions are '

-

'vague'" and Beckett

-

comically undercuts his romantic use of the cyclical images by juxta-
posing them with the image<Q£\Be1acqué emerging out of an "underground

convenience" (M.P., p.46) into the'light of the neon signs. In a
. , * -
moment of stééis,_unable to move left or right, Belacqua waits for a

’

sign. _Circular signs of consciousman are plentiful. The neon ‘light

of the Bovril sign goes "round and round, like,zTe spheres, but mutely"
. »

(M.P., p.47) - it will not sing to Belacqua. ‘The wheel chair of the

"6lind paralytic" evokes a piEEure of the habitual cycle of the beggar's

day and this "sign" suffices to get Belacqua moving in the opposite

‘difecfion._ T s
s
* "It 1s in the pub that another moment of stasis overtakes him -
‘o .

again he finds himself unable to move and sits waiting for a sign. At

-
'

this point in the story, the image of the woman again becomes linked

with:the image of the circle: "Heaven goes round," she said,.whirlipg

her arm, "and round and round and round and rogﬂd dnd round" (M.P.,

p-56). All the circular signs to which Belacqua failed to respond .
B . ‘ ‘ *

with poetic insight echo over and over in the-beggar woman's. thrice




_ repgated'stétement that "Heaven goes round and round", and in the
\. L/ R . * "
~— visual image of her whirling arm. .

. , - Belacqua closes the' circle in the end as he departs for the
[P 5 M ' . A N )
other side of- the river from whence he cames; still seeking, in circles

v

of motion and external signs, an,escape'from the rational processes of

» '

‘the comscious mind. His instinctive inclination throhghout the story
. ! L

to move in a direction opposite to that taken by his "signs" is a sign

¢

=~ in itself. To achieve ths creative conditions he seeKs, Belacqua

« . . - . ' . R - -~ -

should move in a direction opposite to the one he has chosen. The

ﬂo" ,'aominanCE of the rational consciousness can be overcome more effectively
) »

. Lo by moving, not out, but in to retrieve the %rchetypal images, which
. . . '.: '

. . clearly reside in the unconscious, and shape them imto new images of °

v

. . being. ’

‘One lastegxample from the short stories of Beckett's use of
the circle image should be discussed briefly, because, again, it is an
- M 1

.t . eXample of the way the images of circle and woman interrelate.. In 'A
» . ﬁ/‘
. \ : M :
~ Wet-Night' that interrelationship is engiched by evocation of a trddi-

Y

"tional and highly symbolic image of the circle - the enclo$éd space.

Wé have already pointed out the links'bétw en the name of the lady,
the Alba, and the medieval French poetic genfe of}the same name.
Y ,
Belacqu;’and the Alba witﬁdraw froﬁ the inferior goc#4dl worlgd of tﬂe/
ot - Frica's party to the inner world of, the Alba's house. Theléalaﬁce of
- ) ‘the inner ;;d outer self which'Belacha needs is reflected in the image r

! L)

of inner and outer space and®the union he finds in the enclbsg@ space’

.
<@

-

of the room and the woman. ; S .- .

. .

- The -associations of "Alba" 11nk his situation to that of the
k3 . M K]
o medieval knight meetlng his lady in the castle room or the enclosed .
( . ’

.
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garden which.was always circumscribed by a hostile world. Like the
knight of the generic alba, Belacqua must emerge from ''Casa Alba" in
the morning. Details of His departﬁre become comic parallels of the

features of the traditional albi'yhere lovers want to stop’time and

live in ph%xeternal bliss of the enclosed union. Belacqua emerges to

I

find that his watch has stopped. The pain of separationdwhich the
- ’ -
poetie lovers experience seems unprecedented and has its comic counter-

part in thgsphysical paihﬁof Belacqua's aching feet’and 'such a belly-

]
- -

' )
ache as he‘had neger known' (M.P., p.113). Yet in spite of the comic

~

treatment, the\ingery of the circles of inner and outer space-and the

N ‘\
union which results fromﬂhithdrawal&gELEhe inner circle reflects

Belacqua's longing for creative wholeness. Medieval lovers cannot

. -

t

. remain within their enclosed circle and mat gannot remain within the

inner worly of the unconscious. The literary ttadition points to the

‘ - » J - ) K3 ‘ ;
separation whléh myst, inevitably, take place - the emergence into the

» ’
4 f ’

conséious warld. Belacqua's gropihg rediscovery of his physical self

in the "darkness Wisible" (M.P., p.113) reflects the necessarv contact

o~
-

with the conscious self. He becomes more consciocus af Wwhat is exter-

. ’
. .

ior because of his experience of its opposite, the enclosed interior.

o ’

[ o4 ’
" This brief momen £ heightened awareness is enough; for the present,’

1Y

to allow Belackua,/'the pain being so much better™ (M.P., p.114) to
mave on. . K s

! The circle images in Muwxphy would provide enough material for.
[ 4 [} .

*» . ~ .
. a chapter in themselves. Ther®@are the !!!Ees of time represented in

3

his calendaPs and horoscopes, the patterns of movemernt as-Murphiggeeks-'

. -

to éeparate himself from the external world and as his acquaintances

. L
from thaq‘world follow his trail. The image of the cirtle as

-
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ﬁSs sought throughout the novel - into the circle of hiS'OWn skull

i hopes will lead to complete unitye All the straining after some per- ~,
) fect state of &bing, which the circular patterns and images have re—

:flected throughput the novel, is undercut comically in- Celia s positive

. rounding off -the life somehow, don't you think, fu&l cirele" (anghi,

* within*circles, beginning in the circle of Molloy's skull where he. : .

sanctuary tal®s .on various aspects through fh% inher room which he
. » )
. ' U ” . ’ * D
shares with Celia, tHE\enclosed garden where she wheels her grand- -
‘e : "~ Ny )
. father 1dﬁhis chair ‘and the sanator!um where Murphy finally retreats

from tﬁnggzér world. This finkl retreat underlines the withdrawal he

where he sées his mind as "a 1arge hollow sphere, hermetically closed
to the uniVeqse without" (ﬂhgghz p.107). " The game of chess; }aid out

move by mpve,'uqderlines the negative aspect of circularity. Mr,

hd 4’1l

Endon's intention is not to win, but to end where "he began, a goal which

LN .
he achieves in a cirCular, dance-1ike pattern. Murphy too, ends where

he began, lashed to his rocking chair, destribing the arc which he.

identification  of Murphy's remains by hex Xxecognition of that dis-—
¢ ‘ : . T H

tinguishing round - the huge pink~birthmath oQThie buttocks. The finel]
edmment of the coroher regardingfthat mark completes the:couic:circle'L
and provides an ironic perSpective on ‘the ” ambiguous meaning of the
imege. "How beautiful in a way ea birthmarkldeathmark I mean,

p.26l). o ™~

~

oo

In the trilogy, the‘circlé.images contiénue to fuhctizz o ‘
circles ] )

evocatiyely and embiguously; ihefsttuctural pattern is one

S

searches his memory to find his past. This mental aq;ivity‘tgkes
' Y T

place in the enclosed space of his mother's room, and from this *,

| éymbolicallyqsignificantaenclosure Molloy thinks his way back to the

ﬂ; = %

.
PR L ) . . -
. [ . f
) a L .
et , .
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~

" oputer world where he had ended uprin‘a ditch. ﬁbstuig a forest in

that outer ;orld, he reasons that, in ofder to .find his total being

2

byjéetting back to his‘mother, he must move in circles: "Having heard
. ‘ e P

that when a man in a forest thinks he is going in a straight lime, in

-

reality he -is going in a circle, I did my best to go in a circle,

(3

hoping in this way to go in a straight line" Molloz,‘p.SS). To

~

Molloy, a circle is the gn of perfectiony something he feels compelled

te seek although he has no illusions that it can be attained: "There

-

was always present td my mind the need to turn, to keeﬁ on ‘turning, and

every three or four jerks I altered course, which pefmitted me to
descrfbe,&gf not a.éircle; at least.a gredt polxgpn, ﬁeffection is not

. . . ]

of this world, and to hope that I was going forward in a straight line,
N - <

day and night, towards ‘my mother" (Molloy, p.90). . He emerges finally

. A & . ' .

from the forest after a period when he has not opened his eyes and’.
- N C

has meved "blindly, in the dark" (Molloy, p-91). The familiar Beckett

pattern is there - archetyp#l images, mother and circle,-lead the

protaéBnist after a period of darkness and silence éiggified by ‘closed,

&

eyes, to a vision, whether exterior or interior, of another environ- s

, . : -
mgnt.:'Molloy finds himgelf in a ditch from which he can see 'a rolling"

plain "as far as the eye could see (Mbllgx; p.91);‘he‘is gware of
. -7 .
springtime, birds, sheep, rain aBd sunshine. It is after this that °

he finds himself in his mother"s foom'aé the end of part 1 takes us

back in a circle to the beginning.' .

o .
’ !

P

Part II takes the ntructural circle further in as it begomes

¢lear that Moran is the author of Molloy 8 story and that all the

circlés of Molloy country 4&% images within the'circle of Moran's .

lmaginatiﬁn.- Where Molloy relates hipg identity always to the mother
- . " . 4

¢

-
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image, Moran‘s'sense of himself springk from his awareness of himself
: ; - : 1 ‘

as -father and his son as Bis son, images of thghmascuiine conscious~-

ness. Moran takes pride in his "methodical” mind and he speaks the
- . '

language of reason. But this conscious, ordering being seeks to find

Molloy, to shapé his story, out of the images within. Moran's writing

periods are always preceded by withdrawal inté_the inner privacy of

his room, to the solituge and darkness which precede creative action.

’

It ié.therg that he comes into contact with. the images that reside in
his unconscious: "Al11"is dark, but with'rhat simple dérknesé which
follows like a balm upon the gregt/d{smembeniggs. Frog thelr places
masses move, stark ag laws. 'Masses of what? One does not ask"

(Molloy, p.110). Just as Part I circles back to its beginning because’
the end brings us to the point in time just preceding the beginning,-so
: - v

does Part II. Moran sits in his room and begins to write what he was

writing at the start:""Then,I went back into the house and wrote. It
. . . o . . .
is midnight. The rain is beating on the,windows" (Molloy, p.176). '

“

But he asserts the autdnomy of his text and distinguishes between

v

inner and'outer rgglitylas he adds, "It was not midnight. It was not
raining" (Molléz, p.176) " | _
-
Beckett's circles in the trilogy express the fieed of his pro-
tag&nists to be whole and the necessit& for bringing the inner and
cuter self into cont;ct in order to be wgq%e. In Malone Dies, Malone
is cut off completély from the thside world even its light cannot

-

get through his cégted window. The inner world he inhabits and the

.'external world are contingent circles, but he is unable to move from

one to the other. His need for a sense of inner and outer being is

] L]
N [

reflected in his "'stories"; through them he creates ‘an inner world.
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» - ~ v -
tion and isolation, the desire for communication and unfon, the need .

, N\ " “ ) - %9‘2

Unable. to move outward, he achieves a sense of “self hnd oth r by

. R

‘moving inward. The pattern of movement of Mahgod in The Unnamable, is
. o . ]
7

*a spiral, toward the rotunda where his_family fs enclosed, watching his

1Y . . ’
approach: 'so we turned in our respective orbits, I without, they 2.
b

within" (Un., p.318). His need to reach his family'is'similar to
Molloy's need to reach his mother; when Mahood"s spiral movement finally

brings him to the rotunda, his family is no longer thete&, just as o

[

» Molloy's mother is no®longer in her room. Both seek their otigins; both

instinctively move in circular patterns which to them seem best suited

.

to bring them-to .the centre of their e¥istepce; yet when chey arrive et
"the centre{‘nothing is there. | o, ' L .
The circle‘images iE-Beckett'dﬁhovels %eighten the reader's
awareness of the groping after being which occupies the protagoniets. -
Because of the archetypal naturevof the image, we recognize, despite

™~ “79’
the'unfamiliarity of the Beckett world, that the expeg}ence of eeparat

" v : Y
‘for arbalance of awareness of the inner and outer self, -are part of the

.‘universal,human s%tuation; "In the dramatic genre, the added dimensicns -
, . .

of sight and sound increase our awareness of the image and the possi-

. ¢ .- ’
bilities of its relationship to meaning. Lt

. - ’ 4
The positive and negative aspects of the circle, as an image .

_of wholeness or an image of entrapment, cohtribute to the ambiguities

and ironies of Waiting for Godot . Its circular étructure,'a'ccmmdg:.h
. = *
:place-of Godot criticism, ' 'can represent all or nothing but cannot be

[ 4

pegged anywhere,hetween .22 Within that circular: structure the action

fb repetitive, but ehange does occur and there is a contrast between
L]

the effects of change on the two couples. ‘yu;V1adimip and.Estragon, '
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© the, drganic, chaflge in the tree results in a heightening. of

- . uncons<%ohs awargﬁ%ss and at the end of t#ﬁ’pla%jphey,are still
o ., . ¥ -
upright and together. Although habit has reduced their,dbili{;
. * ) )
. to choose, minimal choice is still possible for them. For Pozzo and
. . ‘ T\

¥ Lucky, the change which occurs within the play\s cycle is a pro-

cess of dec¥ine and decay, with no hope qf growth. Throughout.

" the play, c? cle images underline the c,ohtfast in' the two pairs g
/ef men, reflecting the degree to which th‘e nner man has }o%t B
L~ . contact with the outer man,

. N AI1 the circles connected wi_tfh Poz:{o arfd Lucky are circles
that enslave aﬁd} ‘e'n}'rap. The rope thag,bi‘ﬁds them is a material
replacement for the spiritual link which existed between<th;én:’.&'

R Looped around Lucky's neck, the rope is a circle that .chokes off
whaFevér reasons the heartimight want to communicate to the head
and h‘e‘ gan utter, only the language of "the skull, the skull, the

_. skull, the skull" (W. for G., p.29). ‘In‘ the gecond act, the

S . .
encircling rope still roqt'ld his neck, Lucky remains tied physi-

- cally ta Pozzo, but the spiritual \link is forevexl broken

between Lucky, who is dumb, and Pozzo, who is blind.
Pozzo s watch is_a concrete cif‘/ie image ivhichvrefleaté

-~ .,’ : -

e ’his entrapment in present time becaus e the past is insignificant.

"To—mo‘;row," he says, "I won't remember having met enyone today" *
, {W. for G., p.57). Pozzo'sg vision is ci‘rcumécribed, contained -
in the womb which is-a tbmb, and life is a serdies of unconnected *

§ . events that happen because: they must: ''One day he went dimb, 4

. ‘ ~ one day I went blind, one day ve'll go deaf, one day we were




born, one day we shall 8ie, the same ddy, the same second, is

-

Fhat not enough for you?" (W. for G., p:57b)£5

THe-gircle 9f rope around Lucky's neck has a‘eounter-
part in ‘the circle of rope afound Estrago%js waist. Tested as
‘a possible instrument J}th which ﬁo hang thiméelves, it provés
to pé a circle of rope that is of more value around the walst
than around the neck’, as Estragon recovers his human dignity and
pulls up his trousers, -~ ‘ \

Thréugh the dimension of sound in the theatre, the

circle contributes further to the sense of a need for a balance
) 1 . _ .

of the cornscious, and unconscious elements of being. At the

beginning of Act II, the tree has "four or five leaves"
’ . - -
(W. for G., p.37a). Vladimir is aware, unconscicusly, of the

change, but cannot immediately take‘hold of whaf it is with

his conscious mind., But the inspirational functgon of the ¢

i

' tree‘as a woman image persists as a presence. Vladimir tries
to offset the digturbing efgéct of his as yét unrecognized
sense of change with a song, a round, a symbol of the completé
and changéless. Bﬁt the language of the’song defeats his
purpose, for at the word tomb he "stops, broods, resumes"

-

(W. for G., pp. 37 and 37b). - The assurance of the changeless
— y .
’ . 3 .. ] -
suggested by the round itself is undercut by the certainty of

change suggested by the word tomb. In the poetic exchange .
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% with Estragon W. for G., p Abb), the tree image continues to urge ' . }
.them toward the awareness of change. Only when Vladimir makes a ‘
4 L4 ) . > r
Pl conscious effort to think his way back thtough the experience does he

discover the image which has Been trying to surface in his conscious
mind: "Wait .o we\enhraceq ... we were happy ... hfppf ... what do
we do now that we're happy ...go on waiting .:. waiting .ov let me

. think .o>x it's coming ... ge on Waitinvg ... now that we're happy ...

»

let me see ... ah! The Tree!'(w.‘for G., p.42).

-

. ‘ Like Pozzo and-”‘l.ucky, Vliadimir and Estragon live from day to

day, waiting out tfhe cycle of day and night. But the experience of

, that brief- (?S'cle of time is co&tained within the larger cycle of time
- '

which contains past and future. They have a sense, as the¥ wait, of ¢
somethiné unfolding “"in the fullnesé of time" (W. for G., p.52b) and

within themaelves’ they sometimes hear "all the dead voices" (W\for G.,
’ ' .

_.fp'.élb): Externally, their cjgcle seems even narrower at the end of
the pldy, and thedir options for passi}mg -time .fewer. Porao and Lucky,
- . - " for whom the shrinking of the external circle 6f being is matched hy
the shrinking of their inner being, might conceivably no longer exist
as a source of diversion. ‘But the outer contraction of Vliadimir and
Estragon's wotrld 'aeems. to be compensated for, to some extent, by an
inner expansion on their part; They are not-entirely altenated from
. . the cycle of nature as are Pozzo and Lucky, and they seen to recognize
each cher.s neéd to know that they are there and to hope that before
. the earth completes another tg;n and the moon risea, Godot might come.-

Early in thé play, Estragon and Viadimir make it clear that

)
J.

their small cycle of stage life exists within a larger circle:
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Estragon moves to centfa, halts with his back to auditorium.
Estragon: Charming spot. (He turmns, advances toe front, halts facing
auditorium.). Inspiring prospects (W. fcr G., p.lO) o !

-

Vladimir: All the same .., that tree ... (turning towards auditorium)
that bog ... (W. for G., p.10b). o

As they search the horizon offstdge and out front, we are made aware

gthat their world and ours are, circumscribed within a largey circle

where humanity waits and hopes. Beckett echoes Shakespeare's obser-

vation that, we are .all on a stage, but our playing areas cannot .be . -

LA "
‘ *\l

seen as concentrlc circles, because Wwe can no longer locate a common
L 4
ce&tre. ) :

In Endgame, we are presented with a world where, not only is

man alienated from nmature's cycle, but nature itself has become linear,

moving inexorably and finally toward decay:
Clov: There's no more mature: . ’

Hamm: No more nature! You exaggerate.

Clov: In the vicinity. ‘ v , -
Hamm: But we breathe, we change! We lose our hair, our'teety! Our
bloom! Our jdeals! . . . '

Clov: Then she hasn t forgotten us. . (E., p-11) .

The loss*o% the natural ‘cycle with its pattern of rénewal and rebirth

‘has resulted in the loss of ghe circle as.-an—archetypal modgl-for.man s

. . ~ : . ’ -
artefacts so that there is;a repetitive denial of circular forms in

- . . . )
the play. The bicycle wheels which could carry Belacqua Shuah flying
across the countryside until his "sadness fell from him" (M.P., p.35),

ot . . . . ""‘""" 1Y
have been replaced by thefsmall castors, good oanly for wheeling Hamm

around his ehclosed room. Clov tells Hamm that there are -"no more

bicyclg wheels" (E., p.8) and Haqp,known thetwto‘go "rtght rourM the

-~

" world ... we'd need a proper wheel-chair. With big wheels. Bicycle

wheelst" (E., p.25). B <

ft_;s\Ciov who asserts the absence of any circular form or

[ 'JJ

Tyl
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pattern. He denies ﬁle existence of nature, tides ot wheels, and is

-

upset by the appearance of a flea or, a child, either of which might

o, 3

sta{t the vicious circle of.human§ty burning again. HIE denial of .

circular forms is reflected in his persoo and his kitchen. He is

\

unable to bend his stiff, straight body, so that a curved position is
/
.1mpossible for him. He occupies & cubicle kitchen "ten feet by ten

feet by ten feet', which he evaluates as having ' nice dimensions, nice

_ , . . .
. proportiozir (E., p.2), a parfect squaré of conscious, external order

which offsets the flux of an ever turning ‘wniverse.
. - -7 - - A,

Clov's concern Qith external order is”paralleled by Hamm's
v(

" < prolonged creative effort" (E., p.6l) to teli/a~atory His difficulty

. in expressing is linked to his loss 0{\fontact with the essential images

of the ioner self. He has lost touchdwith the roots of his being which™

\
would foster creativé expression; just as his discarded mother ‘and the -

re3étted "Mbther Pegg represent the forgotten womarr archetype, so thel
loss of the cikcle archetype is represented in the denial of circularity

» %;ﬁn the play. Hamm has an instinctive sense that he must keep a grip on

the'circlé image and=clihgs to the 1llusion that he occupies the.exact

s . M

& ' ‘ .
centre of a perfect round: - , )
' Hamm: Take me for a little turn. ' -
Not too fastly
, * Right reund the world! N
. Hug the walls,/then back to the center again.”
. - ) I was right in“the ceater, wasn't I? . -
. - o S @29 Y
’ - . . , N i,
Ze The circle as an image of perfection and completion is evoked as ‘an
, -

ironic contrast to the actuality of the vicious circle where Hamm

endures hiq isolated existenee. This particular irony 13 reinforced .

. ¢ :

N ‘ ’through another concrete circle image - Clov's telescope. TQrodgh

- . L)
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the circle of its lens, he commands a view of the exterior world, the
’ ~ . N, - o
'( »

ﬁarcﬁed earth and the'grey,‘Lifeleséusea;nencircled wastelands. ,Beckett

again reminds us that we are included in the vicious circle of humgnity.

Standing on his ladder, Clov turns that telescope on the auditorium,

and étates that he sees "a multitude ... {n tramsports ... of joy" (E. \
o & ‘ '

p.29), a polnted reminder of the gap between what is circled by the

LS

telescope lens and the jﬁ;cle of“celestiai‘perfection implied by his

:

words. - T
’J r " ’ - <

Hamm's ,14mited mobility and blind eyes make him dependent on

-

Clov for knowledge of the external world. Starved for imaé?s with
which to give form to his story, Hamm anxiously prods Clov, hoping fdr

new inspiration: '"a sail? A fin? Smoke? .,. No gulls" (E., p.30);
1 ‘ ' s

y

"how are the, waves?" (E;, p.31).' Clov, however, relays only basic,
'empirical informayion, co-ordinates, degrees .of 11@5!% topological

descriptions. He will statg only what he observes and cannot communi-

> cate images whi'ch he does-fiot observe.

The images which H needs to create could be found within

>

himself and other concrete circle image indicates the root of his

dilemma. On the stage throughout tQe play are two cylinders, the
- - ;

" ashbins which contain Wagg and Nell. 1In those circular containers are

' . N . N ! .
the remnants QI the jyest which Hamm needs to. stir hjs dying imagination.

13

N \

His blindness should direct him to the archetypal images which are
within him, but instead he depends on Clov, whpse existence_is‘defined
in straight lines and.squares, symbols of the extérnal self, and who

. 1]
qﬂhies circularity, symbol of the 1lnner self. A suppressing' con—

v

sciousness, Clov comes,to put the 1id on Nagg and Nell, cutting Hamm -

off from his roots. -

-



. ~ [
Unconsciously, Hamm quas to want a link with .the pas d to

need a belief it some form gf cyclical return. He protests against.

¢
’

all. of Clov's denials of circularity, feels.nostalgic about the old

qqestlons and the old answers, and cannot bring himself to screw dowk K

" the lids of the ashbins, severing all contact with the parents they
contain (E., p.24). " . | . )

. - .
Limited to the mirrored images which Clow-retays to him, Hamm

e 0
©

fails to -discover the jmages that lie within and so in a sense fails

- o . .
to provide a balance for Clov as' well. Hamm's stér;>contains only t?e

stark images which Clov sees already in the external world. - His nar-
: »
,_")
rator merely reiterates Clov's denial of cyclical renewal-when Hamm
[ . .
has him explain: "But what in God's name do you imagiue? . That the

earth will awake in spring? That the rivers and seas will run with

fish again?" (E.,.p.53). A counterpart of the madman whom Hamm des-

cribes as one who could not see the loveliness before him, Clov says of

the earth, "I never saw it litﬁiTfT:“ﬁT8ii%~\Hamglg_g;gg;;ygﬁimagina;ignfé_k_

enriched by the images\\hat "lie within, ‘could have been the.lamp to

b o

light it. - : L
In closing the dramatic circle of Endgame, Beckett reminds us

again of the larger circle in which it is containéd, as Hamm throws his -

- L4

whistle toward the audience. JIf play is'io continue, somgoﬁé muéf piqk

up the whistle and blow it. We are Leminded of Beckett's statement in

-
-

his essay on Joyce, about the implications of Vico's cyclical theory..
When we havé a sense of life- as a cycle we are aware that ''the individual

and the universal cannot be considered as distjdgt from each other"
o . .

(D...B.V..J., p:244). The stranéeness of Hamm's world helps us Po keep
freeD:Veades P ¢ ;

ourselves distanced from it, but as we view the sfillne%p of the "Brief
. . "'\

- :

\
» !
{
i
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tableau”" at the end, our inclusion in the circle through the throwing
. of the whistle makes us uncomfortably aware that for us too ''the vicious

circule of humanity is being achieved" (D...B.V..J., p.253). (/
- .

In Krapgl§iLast Tape, our attention is focused on concrete

juxtaposed images of square and circle by the first word$ Krapp speéks:
"

"Box .., three ... spool ... five" (K.L.T., p.1oz, a combination of

. words which he repeats four times in the opening passage. fw;ce Krapp
¢ .

evels in the sound of the word 'spool", emphasizing its roundness,

"spooool" (K.L.T., p.10). It is a word whose form images its meaning
énd Krapp'; de}ight in it gives a hint of a poetic spirit which‘will

\ \prove to have been buried by a classified and méchanizéd life. 1In the
juxtaposition of tﬁe rectahgular‘"bq? thrée" and the circular "spool

. a

five" we are given a visual and verbal, concr¢te image of the separated

(% ) .
elements of Krapp's being, a sepaygtion which has brought him to the

L]

. condition in which we find him. The traditional sigﬁlficance of circle

, . :
y ‘ . # "» and square as symbols, respectively, of the inner, creative self, and

.

L -

o the outer, ordering self, is supported by'Beckett's choice of the num

bers three for the box, aﬁd five for the spool. Five 1s a number which

was sacred in myths of the mother goddess as fhe number of her five

cyclical .rites and‘is,as;ociaﬂéd with eyclical renéﬁel, inspiration and

e
-

creative change, while three is associated with the masculine con-

24

Ll

sciousness, the ordef&ng faculty.

[ 4

It is not excessive ﬁq suggest
‘that the numbers have significanée in the play. Beckett's ;ésay on
qoyce ;ndica;es Hié interest in the peaning to be atéach;d to hd@bers
and he selects as one of his points of COmparisqn between Dante ?nd

Joyce thaiz "preoccupation with the significance of numbers" (D...B.

. V..J., p.252). Beckett writes, with a tone of approval,'of‘tﬁgir

A
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consciousness "that things with a common humerical cmrac'téristic :

‘tend towards a very significant inte-_rreationshi?\' (®...B.V..J., p.253). -

[}

Through his-interest-in Vico's tﬁeories, Beckett would be 1

familiar with Vico's belief that the ancient languages derived their

~ d * , a

. ; ) 25
letters from mathematical characters and geometric forms. Vico sees
this common I}mnerical.and mathematical ori_gin as the basis for the °tg~ .
: . -/

. b . - : . .
standing, traditional” significance of numbers in various spciegies. n. t

Book IV of The New Science, Vico demonétrétes, that the number three is /

the basic organizing sumber of the pxterngl, rationally obseyly. =
. Lol T ! )
u " development of nations.26 , ' /-/

- \

¢ . . In "Box ... Thrree", then, Krapp has ‘s\NLr';ed the round spool

’ ,

that ' contains the images of the past which are most attractive to him.

[ ’ .

S, . | , Lo
Again, images of woman and circle interrelate as spool five, whosi
R~ .
shape and number signify the inner, creative self, contains the refer-

ence to the women in Krapp's life who are the link ‘to "thq dark I have

always stryggled to 'keep under" (K.L.T., ps15). The disordered con-

sciousness which has resuitéd from Krapp's mechanization of memory,

-

_)which makes _him more and more outer directed,{,' is refiected in the fact-
. » ) : . ]

i W ]
that the boxes which store his past are out of order, so that he has

- . some difficulty fi’nﬁhe one he wants: "Box ... thrree .\f,_thrree

' . < . .
four ... two (with surprise) nine! good God! ... seven-...“ah! .the *

&

little rascal! (He takes. up box, peers at it.) Box thrree.”" (K.L.T.,

-

p-10).- . . | - . 22‘

( This opening pas'sage, through the juxtaposed images of circle ]

and square, poigts to the sourcé of Krapp's spiritual impoverishment -

his divided self, the lack of harmony between his conscious and un-

"conscious, bag. In the 'last section of this opening passage, thi/—/i\
: ] .

.
- " . .
- w | ’
[
I R - . .
. R w
o
- »r

I ]

h'] . e
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3 . \ . \\\\:ord in his ledger, he no ionger undergtands the humour he intended in

~

"improvement in bowel condition. ... Hm ... Memorable .., what? (He

) 102

P X

0

images of circle and woman are juxtaposed in association with darkness,
e .
an ‘image of the.unconscious, and Krapp's conscious mfnd, extended opt—
Ca - E : _
ward by recorder and ledger cannot grasp the meaning: "(He peers at

ledger, reads entry at foot pf page.) Mother at rest at’ 1ast s Hm ...
0 . .
The black ball. ... (He raises his head, stares blankly front. ) Black

[

ball? ....(He‘peers\again at ledger, readsz) The dark nurses ... (He

raises, his head, broods, peere again at 1edger, reads.)" (K.L.T., p.li)

That Krapp s conscious mind is no longer competent to determine

-

the meaning of juxtapesed: imagezfjmetgiag tTOm the unconscious is

evident in the fact 'that it is longer competent to grasp the meaning

v

of images.which were ‘juxtaposed consdipusly.‘ As he reads the written

he juxtapositidn of a reference to bis bowel movement and .a reference
to am,"equinox", a movement in the heavens: .

rd

(He raises his‘headz ﬁ;oods, peers again at ledger, reads.) Slight

peers closer.) Equinox, memorable équinox~ (He raises his head,
stares blankly front. Puzzled). Memorable eQuinox? «s. (Pause. Hel
shrugs his shoulders;, peers ‘again at ledger. ) (&.L. K.L.T., p%ll)

This opening passage which consists.of Krapp' sareading }rom
the 1edger before he turns on the tape recorder, is' a unit which re-
flects’h‘ﬁéaning relevant to the whole play, through the related
images of . circle and square. Tﬂe passage ends with the informatio& -

that spool five is Krapp‘q "Farewell go - (he’?nrns page) - love"
» . i o N R ‘

,(KFL.T., p.11).. The arc described’by tne turning page stops atrthe o

'nord "love",.standing alone on the'page,»a metaphor for union, fdr

inspiration, and in the Shelleyan sense, for imagination itself..~

In the separation of his being into :{ mechanized, outer extended

consciousness and a buried consciouehess,-Krapp has said farewell to
. " - - . N

M . Y
e .
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all of these things, and the loss of love is his own responsibility.
"Faréwell to love” has the tone of tragedy, of enforced lgss, but the.

loss proves, in the.course of the play, to have been die simpiy to
Krapp's failure to fulfill his total being. ‘The end .circles" back to

* precede the beginning,'as the Krapp of the past labels the box and
} ‘.
spoxﬁ for which the old Krapp ‘searches at the opening of the play.

"Here I end‘this reel, Box - (pause) - three, spool - (pause) - five"

®

(K.L.T., pp.18-19). Tﬁe final visual image is one of circles within
[ ’ .
‘eircles a& Krapp ‘sits motionlees in the circle of light, sqrrounded by

the circle of darkness, while the taﬁe goes round in silence, circling

\ . . -~ ‘-1
L

toward its end. . B .
Circle images, or related images of ‘sphere, .rolind or egg, con-

tribhte fo our awareness_of"fhe dramatic conflict in whiéﬁ Winnie is

‘d ’ L]

engaged in Happy Daze as she struggles to avoid the isolation of

t] e ) 4

L 4

solipsism for one more day, to keep that balance of inner and outer

awareness which will fﬂlfill the needs of her total self. Lacking the

o . e .
natural cycle of day and.night, Winnie must measure out her life in a ,

k]

cycle of time between "the bell for waking ‘and the bell for sleep"
(H.D., p.21). Within this -artificial cycle ®f time, in which Winiie

earries bn fhe}routine of her ég&, there are three momen¥s of activity.

@ N

At each of theae moments, -an image 3830ciated with circularity can be
‘ seen to have an enriching relationship with the meaning. The firse;)
moment oCCUrs when Winnie gets excited about the emmet.which moves -

across her mound with '"a little white ball 1n its arms" (H.D., -p. 29)

-~

Willie volunteers the 1nformatg.afthaq4£he }ittle white ball is an egg

and jokes about it with a play on the words "formication", which refers

fto the reproductive cycle of ants, and fornication. They share a

(Y - , : : "
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laugh’at his joke, but then it occurs to Winnie that tHey might have

been "diverted by two quite ‘different things" (H.D.,, p.31). Willie
most pfobably laughs at the surface word play,‘but Winnie's myrmur,

"God",  suggests that she ‘sees a more comﬁlex irony in the event. Shg¢

refers to human beings as God's "poorer" jokes Byt this underlines phe
: . ® RN

parallel becweeﬁ ant and. human which the emmet's actiyity evokes. The'

. . %) N -,

queen ant, after mating and conceiving enough sperm to last fog a life-
time of egg-laying, breaks off her wings and seals herself inside a
cavity in'the earth. ghe remains there for her life, ﬁopulating.tne
colony.. The image of the egg, 1n relationship with ;he image of the

woman, strikes an 1ronic parallel between the reproductive function of

8 the queen ant and Winnie's barren situation.

N

-

The second moment of unusual actiyity,occurs when our attention is

focussed on the circular parasol as Winnie "(twirls it idly this way and

thai)" (H.D;, p.35). It is made the centre of aftenéion not only because
of its visible presenee, but'Ehrough the ianguagefi Weary of holding it;
'up, Winnie'finds she cennot pnt the parasol down even though she wants
to.do so. She asks Willie to. order her to pnt it down because she is
snre ehe would be able to obey him, as 1f his ofder could in some way, .
"cause her to respond. After this visual and_verbal,empnasis on the
‘parasol, Beckett directs a ﬁmaximhm pause"” (H.b., p.37), during which
..'éhé paraeol ?bes on fire". This phenomenon leads Winnie to comment on
the likelihood that the event is not unique, that it has happened before,

*

- and the parasol,.as a circle image, becomes 1inked to cosmic cyclea, to
' ’ 27
"

a cyclic view of time; to, what is known as ''the myth of eternal return

'

' -Winnie's first inclination is to see the event as repetition of

' something that has happened before, even though she cannot reiimber it:

a . ‘
. . . - o
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“I,presuge this has occurred before, though I cannot recall it" (H.D.,
}

p.37)../ Then she considers the possibility that what has occurred has

not ocgurred Befdré{,thét history progresses in a lihéqr pattern in

which things happen as' they must so that "with the sun blazing so much

fiercer down, and hourly fiercer, is it not natural thihgs should go
on fire never known to do so" (H.D., p.38). Her dialogue with herself

is 1ike a debate between proponents of cyclical and linear theories of

v <

"history. _FinaLly,‘W{nnie clings to a belie% in cyclical recurrence
~which makes her own'sifuat£§n possible to bear beceuse it links her

static condition in a circle that’eétraps'with the liberating circle .
«of ultimate immdbilityiwhich an ever turning world images.28 She‘

" . rejects any significance for the event in itself: "something seems to

have occurred, something has seemed to occur, and nothing has occurred,

nothing at all"™ (H.D., p.39), and states with positive faith that "The
e .

Junshade will be there again tomorrow, beside me on this mound, to

" help me through the day” (H.D., p.39). Winnie's faith that ghe is part

b}

- of a greater circle of reality is affirmed-in Act II, when, according
to Beckett's stage directions, the parasol lies to her right on the

mound,

It is in Act II ’that the third moment of unusual activity
Agzhurs when, toward the end of .the play, Willie emérges from behind -
fhe mourtd. The image of the emmet's egg extended outward to relate

Winnie's situation to the cycle'of.nétute and the image of the parasol

placed her within a cosmic and historical cycle. Now the appearance
- -

of Willie completes the arc of a more imm;diage.circle,,the circle of

> )

the self which depends for completion on the linking of the innér and

outer elements of one'i being. The symbolie imagé éf‘the‘circle as,an‘

;"

»



-end'Winnie‘s imaginative Rarticipation allows hef
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“?nelosed space or'retreat'Seems relevant in Act II of Happy Days.

There is a relationship to -thle traditional enclpsed garden in Winnie's

situation. Buried up to the neck, head complétely immobile, she is an

~

image of withdrawal from active life, represented by her constant

activity with her "objects" in Act I. Her Miltonic invocation, "Hail,

holy light",'reéalls Paradise Lost and the garden to which no human can
return, Her mind turns to a green thought of "beechen greenS. (H.D., ‘

. i “~
p.-51) but there.is nothing of Marvell's green shade.in her scorched

.

enclosure: Her enforced retreat, however, does pfovide the silence and

-

isolation necessary for creative chtemplation. Winhie begins her
self-examination with exploration of the externei‘ssigsi "the nostrils

'. . breath of life . . . that curve you s0 adnired . . . (pouts) . . .

2 hint of lip ... . (pouts again) . . . if I pout them out ... .
| . . : .

(sticks out Eongue& . . thé tongue of course" (2.D,, p.52).

Then she considers the re’Iai:i%nship Be;tween he{';elf and the

‘"things' of hér world which do not need her altuough she needs them.

-

This realization of the indifference of her univérse leads her to éhe

creative aﬁtivity of qﬁnry telling, a reelity tht does need her to

give it form. She becomes involved in teliing‘the storf o

0 emit the gcream

.
. . ¢

which is as much an expression of her,own fear as of Mildred's. ‘When

t

art and reality combine to express fear, Wil ie hears. ,When he emerges
ed knight, setting out to .
/ .I

-

in full regalia he is a decrepit but commi

" rescue the captive princess and to slay the,dragon of her fear. 'H}s',

/

\
effort to climb the mound of earth %Pich‘surrognds Winnie is not a - )

v
T N
s "

‘Dantean ascent up the purgatorial mountain to the Paradisal spheres -

a

Heﬂfdii?‘tv?{eauh‘the top and glithers back down. As Beckett warned

-
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us in the essay on Joyce, ' 'there is no ascent . ‘ABut Willie's effort
is sufficient to reaffirm the invisible bond between them, a bond
which mirrors the essential bond between the conscious and unconscious

' sei&es.‘ Winnie-and Willie are united-in a circle of humip experiéncef

and mutual need. - When he names her, "Win", he gives her the'giff of

ideﬁtity, a sense that she is, in this timé gand in-this place a reality

-
A,

in the universal cycles of natyre and history. She responds with her
song, a conscious expression of her unconscious love which pours out of
» ) : )

her buried-heart. At the end, Winnie is still one of ﬁeckett's partially
v B . . *

purged, trapped in the purgatorial cyc%z,ef the scorched earth, but as
£

long as the mind can hear the messages the heart, that circle can

“have some meaning. ' e
In the short dramatic'pieceb which Beéketﬁ wrote duringiihe
[4

s«

i

sixties, the c1rc1e continues to function as a ﬁeaningful image, fres-
qgently in dramatic interplay with other-images, especially that of the
, woman. In Play, written in 196@, thg baked earth of life 'has become
the‘clay-urn.of’death. The three urné containing fhe oné mgn and two

women, are reminiscent of the ashbins which contain Nagg and Nell, but

Y

the circle of their constant.love becomes, in Play, the triangle of
.’ ‘ - . 7 - L
unfdithfulness. A circle of white light controls and dominates the

dramatic’situation. Part of the theatrical apparatus, it bécbmes both

image and character, as much a participamt in the drama as the human

L]
.

. e L . .
occupants of the urns. Our' compulsion to seek the meaning of an image

is péralleled by the desire of the tr46 to know the meaning of- the

light by which "their speech is provoked" (Play, p.45), for they are |

unable to speék a word without dts probing brightness on their faces.

.' . ‘ . , e
When tﬂéy do not say what it seems to want to hear, it shuts off,
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v stilling the flow of their words. They begin to credit it with per—'
S X
. sonality, emotions moods. It "will weary of me" (Pl x p.52), “tire

of me" ( ay, ,f 53), or "get angry and blaze me clean out of mi wits"

v

(Play, p.54). The first woman is certain it ‘must have a purpose to ins

searching illumination: “It must be samething I have to-say" (Play, -
v . -
p.54) ... "Is it something I should do with my face, other than utter?"

(élaz, p.55). The man, too, in looking for meanipg in the light,
credits it with intelligence and purpose, believing that it is “Looking

? for something. In my face. Some trut&. In my_eyes" (Play, p.61).

v

4 The reference to thé'eyés which recurs over and over in Beckett's work,
carries the same implication over and over. If the eyes are the wihdows
to the interior Self the light is indeed 1ooking there, for some

potential for creative redemption within the‘{pner space of the man}s
& N b -

- . : . )’
R unconscious self. That the'light is probing fofﬁgome redeeming creative

quality underlying the decaﬂent aonsciousness of the‘txio is reflected

a

A in its interaction with the second woman. i

~ She begins to move away from the fepetition of conscious memory,

.. ; Py . 3 . . X
when she tries to imagine what the light. does when it goes out. Her

N I

idea that it might "Sift?" is a more imagimative expression .of thé belief
.t . ) . b . . "
. that the light is lgoking for something, closely .scrutinizing what has

been said. She Smpares the effort to spedf\?b "dragging a greaﬁ roller, *

on' a scorching day", a use of image applied to her present environment. .
) - ' . ».

 This minimally creative expresgien 1s followed by a three second black-

dut after which the light reterne to her. This marks the’only time in
théfp}ay that theilight goes out on,: and returns to, the same speaker,

as if it were interested in what she were saying. There is no. repeat

of he;-brief‘veﬁture into imagery but after she (“Hopefully") comments
. f ' '

. ! . N
N ” ’ »

¢ ) , . ‘ .

4'.-“‘1

-~ . ”
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thét'spé_may be a little énhingéd, the light lingers on her during the

_only pause indicated in the play, as if 4t expeéts she might discover

<

ISOmething'and.giGes hef time. But when she goes over the edge into the

inarticulate madness of wild laughter, the light moves on.

The circle pf light interacts with the image of thes second

woman, who reveals a minimal residue of the unconscious creatiyity it

seeks to spotlight. When she uses an image to express her feel{:::,

the light éoes out, providing the darkness-and silence which is t
recurring prerequi§ite for créktive e;deavdur:v Its unprecedented
immediate return tt her suggests it ﬁbpes that something has emefge&
from the darknegs. Her reférence to her possible madness, wﬁiéh brings
about the second occasion'oflztf;}iéht'indicating an extended 1nterest
in her, ’Suggests the ;ossibi ty of the creative state of divine mad—
ness«whica Socrates g&tributed to the poets. The light probes the
possibility that in breakdovn there could be breakthrough.30 .Howeve'r;

her wild laughter comweys only,the madness of a gra@ually disintegrat-

zing cpnsciouéness, unable to give form- to the chaos within, and the

LN
.

second woman éges round again in the endless cycle ofvthis trio damned

by their own fatlure to be. Out of their own mouths'they are betfayed

. - \ A
‘as people who lyed 1life on the surface where there was "no danger of

the .., spiritual thing" (Play, p.49), ;heit consclousness informed

only by sense experiencé}"Having lived life without meaning, they

et » .
now torment thémselves'with the Qraving fdr meaning.

-
‘ 4

The circle of light holds the key to meaning; in itself\it can

be seen as a metaphor for the,means q‘ dalvatiod. It is not a light

which illuminates the- darkness from without, for Bg&iett stipulates

. . o . A S e~
that it "must not be situated outeide ideal space (stage)" (Play, p-62).



>

'o' ) ) ?.‘:.‘~ :’-«., . .‘ a N 110
..l - . N o
The light s cast then, from out of the darkness, and its circulan .
A )
* 2
image polntS, eonce morej- to man's responsibility for’ his human situation
he \

-

The trio musb, 1ike thé inhabitants of othet Beckettian cylinders, cast

d - ’

light from titeir own 1hterior«darknéss, and. through the imagination,'

‘create a new foru‘i‘f lite. They are limi‘ted however, by*th‘eir 1ife-—

» o
[ S - '

time lack of 1nner illumination, to the surface images of the past.

‘ '

Language is the only creetive power left to them, and as long as they

o -

*»
fail to use it ereatively, they will remain trapped in that hell which
\
"is the static lifelessness of ugrelieved vic;ousness - ‘ﬁheﬁJelone

A
LY :

can relieve the vitiousness.
v

The very title of the draﬁaticule Come and Go suggests the

»

cycle of tide and 'time which wait fo; no man, aﬁ.association which is
reinforced by the constant coming and going of the three women and

the fact of chanée'which is' communicated during each one's absence.

Beckett is very explicit about the pattern of movement, wherg the

“women begin, to which side they exit, and where they are at the end of

the play. o, - ] )
.r i . r a

The psychoanalytic associations of left and right wi#h the . .
- "r :
unconscious and conscious aspects of awareness suggest a possible

» B
" -~ . W
i

relationship between the pattern'bf movement and the WDrds;thet are

spoken. Flo, the only one of the three who moves off to the left,

~ the side of unconscious awareness, makes the only statement in the play

which is purely imaginative, when she says, at fhe end"'I can feel

. the rings" (Come and Go, p.69). Beckett gl es speq;fic production

_directions that the hands are to be made up “to be :s-viaible as ¢

’-,
possible” (Come ‘and Go, p.70) and that there are to be "no rings

apparent" (Come and Go; p.70).
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childhood pattern, Flo is the only one of the ‘three to grip the left

A
)

hand of each of the otﬁerg ’ The final circle image of the "rings ,
& -

linked by the left hands to concepts of ‘betrothal and marriage, be- ~ .
‘ {

A

comes a poignant iﬁage of dhfulfilled lives. Yet, at the same time:

+

it is a reminder that the most barren of lives .can be enriched by an

-

- [

act of the imagiﬁition which creates another world. .

4 - '
The birth cry which evokes the image of woman in Breath, simul-

=

taneously provides a circle image - the womb from which. the new life

has been thrust into -the wprld.i That image of the womb,-the round Y

< -
.

which is the source of life, is the first verbal image of which we are

Lo .
. ) . .
- R - .- .

' aware in Not I: - . . : ] e

- of bringing a conceived child into -the world is paralleled by the

Mouth: ... out ... into this world ... this world e tiny little
thimg ... before its time ... in a godfor - ... what? ...
girl? ... yes ... tiny little girl ... into.this ... out

{

into this ... before her time ... godforsaken hole called .

... called ... no matter. ... (Not I, p.1). _
. . A ,
At the same timgy another, visual circle image 1is before_uégsxhe mouth

itself, through’which the aecount of the woman's life-emerges: It has

M P |

been observed that the image of thé woman in Not I suggests that her ™

insistence on the third person could-be as much an. assertion of;the

right to cregte as an unwillingness to face the self. Thfough ‘our

.t . . LI
s

simultaneous awareness of tire two -circle images, the womb from which

.

a child is expelled and the mouth.through which words pour,_;he sense

that an act of creation is taking;pldced is reiﬁforced. The ﬁ&cebsity'

B,
necessity to express a conceived story.

There is a parallel between the rubbish heap 1nto which

12

the unseert child.is born in Breath and the ' 'godforsaken ﬁole ;ntd

-

which the tiny‘littie girl is born 1q'Not I. The twenfy-five.égcqqu,

a - »

-

L3




, ~
whieh elapse between the birth cry and the death cry in Breath poinmt to
]

the same trath as the jmages of seventy yéars which flicker by in
\y’ L ]

fifteen minutes in Not I. Life is a brief cycle which begins in the

womb and ends in the tomb. But the woman in Not T, possessed by arche-

[

typal—tmages- of birth and re-Eirth, the cycle of seasons - winter and

April, the cyglé'af.life - childhood and old age, struggles to create

2

a story out Qf the fragments she finds in the rag-and-bone shop of

<

her ipnmer being, In the total darkness of a theatre, audiences are
.

mesmerized by ehe.Smallhcircle of light which is fixed on the moyth
writging in the darkness{ ‘Beckett draws us into the circle of the
play Qorfh througp the staging. As the audience is plunged into darkt
ness, eﬁe stweam of éords is heard; as the lights come up, the voice’
is still. ‘It suggests that there is & voice to be heard in our own“'
interior. darknes%, and’there is not much tfﬁelto hees it:

J . !
Beckett once expressed his dislike for theatre in the round

and he ;rote his plays for a proscenium stage. There is an image of

wholeness before us as the proscenium squanés the small cycle of 1life

represented in thevstage space beyond it, a sense of the ordering by

’

the external consciousness,of‘the world of the imagination. This
alchehfc 1 symbol of ‘the squared circle brings to mind Aptonin Artaud'
observatioft that “"there is a mysterious identity of essence befween
«the p;inciple of éﬁé theater and that of alchemy ... all true alchemists
know that the alchemical symbol 1ig a mirage as the theater is a_mir—

age.' w31 Circle images, like the image of woman, help to communicate

-

the relationship between the world of.the imagination and the world of

actuality because we recognize what 1s cémmon to both. Beckett uses

-
.

circle images as images of being, with a poet's awareness of their
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power” to evoke. It has been said that "images of full roundness help

us to cellect ourselves .., and to confirm our being intimately, in-

side. For when it is experienced from the inside, devoid of all

. , , 32
exterior fdatures, being cannot)be otherwise than round." Beckett's

circle images are part of a shared inheritance, familiar landmarks, in

spite of the strange univgfses whegre we find them.




-

CHAPTER IV

THE ,LOST PARADISE

In.a passage of the essdy on Proust, whére he discusses the
inner consciousness as a storehouse of forgotten images, Beckett re- T\\\
lates the cumulative lifetime experience of the individual to the

cutiulative historlcal experience of the race t&rough his use of the

metaphor of the archetypal Paradise:

The most “trivial experience is encrusted with. elements that logi 1ly ~\~;>
are not, related to it consequently have beéen rejected by our

intelligence: it is:impfisoned in a vase filled with a certain p

fume and a certain colouk and raised to a certain temperatq;e. Thes

vases are suspended along the height of our years, and, not being ,
accessible to our intelligent juemory, are in a sense immuné, the

purity of their content®is guaranteed by rgetfulness, each one is .
kept at its distance, at its date. So that whén the imprisoned micro- “\;}
cosm s besieged, we are flooded by a new air and a new perfume (new ‘
precisely because already experienced) and we bredthe the trﬁe air of
Paradise, of the only Pdradise that 1is not/the dream of a tmadman, the1
Paradise that has been lost (Proust, p.53).

' ' L] '

This image of the lost paradise which/Reckett sees as,lodged'in the =
deepest recesses of man's mind, is the O;Z\T;;; which all man's nneed

. arises,:the need which Beckett believes is the source of all creative .
R N ' . . . .. Y . £

efféft and without which there'wouldlbe no art. It is an image wﬁicp .

.pervades Beckett's latest works, - wh we try to den change by

{
clinging 'to habit,. in order to create the illusion of a comstant

<
worid, the external world is indeed fallen,'gnd_the lost paradise is\\

irretrievable. The only possible paradise 1s the one within,’the'one




-

Evidently, the narrator retains "a few images on and off in the mud"

}journeys alone: . .

N e . . . "
-All the elements of the age)of innocencebare present in Eﬁia sequence

of images, méther(anﬁ child, garden and sunljight, faith #n the God who

. :
: o : ‘ 115.
. - /\
the statement of man's determimation ‘to go on. .

This emphasis on the lost paradise is evident in one of‘the

I3 .

later novels, How it Is. ‘In the mud and darkness df hi€ "present
forgulationq (How It 1% ﬁ:lS),’"imaggs come" (How It 1s, é.lO) to the

natrator, images of a life "above in the light" {(How It Is, p.8).
\ ——

!

-

. . :

(low It Is, pi8) of a lost world, "said to have been mine' (How It Is,
' -

p.8), put he asserts that there is "no gof%g back up there" (How It Is,

p-8)-\ 4 ; ’ ’ - -

¢ There are three forms of . the paradisgﬁ image discernible in. the

novel, all out of reach for the narrator who remains in that ''vicious

circule of humanity” through whit%h "we  all pass ahd pass agaiu\‘fﬁow It

Is, p.125). The first of the paradisal imageé'which the narrator is
? .

able to."see sometimes see in the mud" (How It Is, p.1l) is an image of
. —

an earthly pég?ﬁise analogous to th¢ Blakean state of innocence, the .

»

happiness ofﬂchildhood prior to the experience of a world where one

o. )'
next another image yet another 80 soon again the third perhaps they'll
soon cease it's me all of me and my mother's face I see it from below»

it's like nothing I ever saw . <
s
we are on a veranda smothered iu’?gi;;;;~:;a scented sun dapples the
red tiles yes' I assure you . . '
) : [
the huge head ha ith birds and flowers is bowed™down .over my .curls

the eyes burn with severe love 1 offer mine pale upcast to the sky
whence cometh our help and which I know perhaps even then with time

shall pass away . //“\\ ‘

in a word bolt upright\Sh a cushion on my knees whelmed in a night-
shirt I pray &Ceqrding to hjr instructions (How It Is, p.15).

e

-

« ' . —
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o j}'lives in the-sky, e~child at pfayer at his mother's knee. But Beckett

a

e . introduces an ironic note into his image of the state.of innocence

similar to that of Blake in-his Songs of Innocence, In the paradisal

~. -

world of childhood, the mother's love is "severe" and the heaven to
L - & -

' | 4which mother and child direct their prayers "shall pass -away".

Another pazadise of innodente, a state’ of ideel human felicity,

N is presented through Romantic images of young love 53d springtime :

I ' ‘
\f3 renewal in the narratér's old dream of flowers and seasons' (How It Is,
I —
' . P:29). The scefhe 18 a pastoral idyll of ' emerald grass" and "scamper

of iittle clodds", where the narrator and his young love stand "with

hands clasped” (How It Is, p.29). Imto this scene of carefree bliss,
. "~ e . - C *
the hint of a harsher reality is introdused. The girl hvlds "an ash-
o R ] . E
grey dog of fair size" (How It Is, p.29) on a short)leash, which raises

-

<

a questdion in the narrator's mind: ‘'question why a in this im-

mensity of verdure and emeréeﬁce little by little of grey'and white -~ .-

; épets lambs little by littleyamong their dams" (How It Is, p.29).°

'Natyre Jhas its crgei side and the lambs,- like the hedgehog of Wordsworth's

> . The Preludé,l'bould'be-lﬂ*danger of attack from an unieashed*deg. The
o v pastoral ideal is undercut further by the narrator s aelf—description.

Instead of the physical beauty of a traditional pastoral lover, we\gii‘

'y -

presented with the detafled image of a clown ‘ ' A C .

pale staring hair red pudding faceé with pimples protruding belly
- gaping fly spindle legs sagging knocking at the knees wide astraddle
- “for greater st ity feet splayed one hundred and thirty degrees
fatuous half=s to posterior horizon figuring the morn of life
green tweeds yellow boots all those colours cowslip or suchlike in
the buttonhole (How It Is, p-:30). .

,.The-imng.df an age of'innoceﬁce .is, aﬂ image of gg_;ndividual,,ewtnﬁe,
paradise' each man 8 memory of childhoodaand youth is .a private i ™

- R F]
“ . -

c _— . o o .
. ) . P . .‘ i o .
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.possessiou. The second paradisal image.wﬁich'can be discerned in How

It Is is an imagé”éf}another earthly paradise, the golden age of man,

the Iost paradise of%the race: ‘''dear figures when all/fails a few .

e

v ’ figures to wipd up, with part one before Pim the golden age the good .

moments .the losses of the species I was young I clung on to the species
‘we're talking of the speciés the human ..." (How It IS, p.47). This

*.. reference to the golden age comes at the end of Part One and is associa-

-

ted with a time when thel narrator was not. alone, when he "clung on to

P ’

* the species". In Part Two, with the coming of Pim, he begins to hope )
" that he\can link himself to a forgotten past, verify his own images of

a personal golden age by discovering a common gest: "there's a past

.

perhaps this part will wo}k in the bast.part two wit] Pim how it was' "

:(How It Is, p.Sé). PLr he is uncertain about the re%lity of his ewn

o

- " - A

golden age:
1 4
that childhood"said to have been mine the difficulty of believing in it
‘the feeling rather of having been born octogenarian at the age when ofe g
* dies in the dark the mud upwards born upwards floating up like the .
drowned and tattle tattle four full backs of close characters gheq
childhood the blue the miracles all lost never was (How It'Is, p.’ﬂl

a

Juxtaposed with this passage expressing his sense of an inno— -
cence lost is a passage which associates that loss with gin. and guilt,

but accompanied by a sensé of redemption which will maké it possible
’ I
to return to.paradise. .
. -
, a moment of the tender years ..e lamb black with the world‘s sins the ‘
"world’ cleansed the threeupersons yes 1 assure you and that belief the:
feeling since that belief said to have been mine fthe feeling since
- then vast stretch of time that I'd find it again the blue cloagk the
’ pigeon the miracles ... (How It Is, p.70).

.

. »

To'assure himself that his dream of paradise is ' not the dream of a

madman ’ " the narrator needs‘to hear about Pim 8 life in the light.

»

¢ “YOQB LIFE pause my life ABOVE long pause above IN THE in the LIGHT“

- . ’ [ P 4
QJ ! . ‘ ' ]
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(How It Is, p.72). :Pim's account expands the image of an earthlj‘

. paradise beyond the’individual age of innocence to an image ofthe tra-

ditional lost Eden, 1ying in—the East beyond the stresid of the ocean.

There are'classical‘reminiSCences of vopyages to-the fortunate isles,
echoes of-the journey of Ulysses, blending of myth and reality:

that life then said.to have been his invented remembered a little of
.each no knowing that thing above he gave it to me I made it mine what
o . I' fancied skies especially and the paths.he crept along how they
& changed with the sky and where you were going. on the Atlantic in the
o evening on the ocean going to the isles or coming back the mood of
the moment less important the. creatures encoumtered hardly any always
_ the same I picked my fancy good moments nothing left (How It Is, p.72).

L} . . . ‘
" . Pim, evidently,, sings his _song in the oral tradition, sharing the mem—

- . -

ory of a race. His is the voice of thé bard who stirs the, imagi of the

€
S . ‘

< .. lost paradise in the unconsciousness of those who need, in‘the darkness, .

to believe in it:

‘dear Pim come back fronm the living he got 4t from another . 11°
‘ give .it to another the voice' said so the voice in me that was without
< * ... hard to believe here in the dark the mud that only one life above
e .o from age to age etérnally allowance made for preferences.ah that's it

allowance made for needs ... . . .

the'things I could no longer-see little scenes part one in their.
stead Pim's voice Pim in the light blue of day and blue of night little

v

3 scenes the curtains parted the mud parted ‘the light went on he saw for
. me: that _too may be said (How It Is, p.73). - *
- 4 ,//\“\ " The images of the lost paradise which Pim evokes are expressed

, , A 111&erms of the romantic tradition. The "little scenes" (How It Is,
‘ . .\_ »

Je 7 . ﬂp .85) are gliﬁ%sed as through a parting curtain, the hangings part

&‘;; ‘ffdf t. ) heavy\swing of black velvet" (How It Is, p.85) and the narrator sees‘

:: ’ himself as 1aunched in a little boat, "the current carries me out the

1 P awaited ebb" (How It Is, p 86), lookf'g for his tsland‘paradise. ' -~
-.'ﬁ a "It looking for an isle‘home" (HOW It 18, p'86) But he drifts -

N_ , -
toward’ "the, mouth’ of the cave and the apprsaching veils" (How It Is,

- -

'. p.87), veils which fall one by ome "as many.times as neceésary"’gﬂow'

. ) T s
L a « - i
-j. " B .
- ' \ b - . -
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It Is, p.88), blotting out the memory. Paradise’ however,' is 'am image

+ which re-emerges and the narrator longs for a "few more little scenes"
. o3 /{ .' e s
(How It*l& P 88). . ”“;“Jém g

- ==

Allusions assoc;ate the narrator's 1onging with the yearning of

-

Ulyssgs, suggesting that modern man, -in the mud and darkness, retains

im;ges within-that link him to the men of the heroic past:

the head drops touches the straw it's preferable socund of éwéeping the
. dog's tail we want to go on home at last (How It Is, p.88).

I créwl to the door raise my head yes I assure’you peer through a chink

and so I would go to the world's end on my knees ... (How It Is, p.89).

homer mauve light of e&ening wave "among the streets the serotngs abroad Y
already we qfc yet not such fools (How It Is, p.89). .

) ‘ The‘ﬁéils, however, fall again,-"from left and right they wipe
us away then the rest the whole door away life above" (How It Is, p.89),
and, like every qantgho d;eams of ﬁara@}se,’the marrator crie; out, "I .
couldn't ‘have imagined it'I couldn’t" (How IE Is, p.89). .
| Pim, as the voice that sings of t#ése visions, is a poet ﬁho
r '"sings always the same song" (Hoﬁﬁfles, p.97) and "he calls that life
‘ above yes as against life here" (ﬁow It Is, p.97): Yet,‘in spite of

his need to hear Pim's songs df the lost paradise, the narréfor seems

to retain his initial conviction that there is ' 'no going back up -

. |
there" (How It Is, p-8). Pim's images of an earthly paradise{konvey
2
no more certitude than’ the narrator's recollections of innoce ce, no

_ more conviction‘that they are based on experience: ) ’
"they are not memories no he-has no memories no nothing to prdve he was .
ever above no in the places he sees no-(How It Is, p.97)
: . - . ] .

heucaplt~a££1;m—§nythiag no dény‘anything no fhings may have been =
different yes his life here pause YOUR LIFE HERE (How It Is, p.98).

.

Life here is the reality; heroic voyages in search of island
' ' .
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and Romantic visions of a world %Fyoﬁd the veils are the

arrator. is left with the Miltonic sense that

=

param s the@arad,’iﬁe “within: . .

‘J - ,_\‘ -\\ k)
re: indepehdent seeing my own little scenes crawling eating thinking

-
- -,
‘

In Part Three the third form of the}aradisal image is intro-

.— the heavenly paradise. This is the heaven that transcends the

-~

life |in the here and now, a remote heaven from which Kram’and Krim

descend like celestial recording angels to watch over mankind and keep\-’

the record of the progress "from age to age their lamps their light "

uponnme" (How.It Is, p.1§3):"... Kram not one of us there's reason in

me yet Jhis son begets hifs son leaves the light Kram goes back ‘up into

i the light to end his nggx_jﬂow It Is,. p.134).- The né;;;tor, howeiér,

P

4 -

- . ul imately'has ne more f@ith in the heavenly paradise than in the

ea thly Baradise,and in an ambiguous comment that 'ascending heaven

)
l i I"

“pla ‘“ﬁzp tgm end" (How 1t Is, p.104). No place

e it in the end. The' fsrtﬁnate isles, the age of innocence,’ the

\

Dantean paradise - all are uncertain myths, imaginativé worlds whichy

L3

’help us to drag ourselves through‘the endless cygleg ‘our course a

»

closed curve" (Huw It Is, p.117): ) (/”'

.:. and there I am always was with Pim.Bom and -another and 999997
others journeying alone rotting alene martyring and being martyred
v . oh moderately 1listlessly a little blood a few cries life above in the
‘1ight a little blue scenes for-the thirst for the sake of peace (How
th Ih, p.127).

¢ ¥ . - + -

The saddest loss of all would be - the Ibss of the paradise'

-

within, the creative 1magination. "that s the saddest that would be
: "i‘x . 7 -
. T, . . . .

IS
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‘the saddest“imagingtion on the decline" (How It Is, p.104). As Yong

as we can imagine a world other than the conscious reality of mud and

d[’//,m_\darkness, 'we can drag ourselves thus by the mere grace of our united

sufferings from west to east towards an inexistent peace" (How It

4

lﬁ,.p.}43). Adam and Eve were‘ushereq out of the eastern gate of
Milton's paradise, and the journgy back has been a con;inuous circle
from "west éo east".: We have to cope with the rgality‘of HERE HERE
(Ho; It Is, p.96), impose ;n order on it and take stock of the tin céns

left in the sacks, but that existence must be balanced by our dreams

" of paradise and the realization that it lies within, in the imagination,

v . . o

waiting to be expressed:

for the likes of us and no matter how we are recounted there is more
nourishment in a cry nay a sigh torn from one whose only good is

b silence or in speech extorked from one at last delivered- from its use.
than sardines can ever offer (How i1t Is, p.143).

v

In the end the ‘narrator asserts his own creative power as an 1lmagina-

14 b >

tive storyteller:” "all these calculations yes‘exﬁlanations yes the

* [ Y . -

whele story from beginning to end yes completely false yes" (How It Is,
p.l44).

\.

. ‘ . .
In How It Ig, through the image of the Lost Paradise, we can

-

discern, basically, the samé.motif that has been observed in other
Beckett works through the images of the circle .and the woman. That -

motff is the endless, human struggle for some kind of balance in ful- ) !

f1lldng the needs of ‘the inner and outer self, - and the only hope -
Beckett offers in the end again lies in humanity itself - 1n man 8

own greative potential. The images of the woman amd the circle

“ ..

interact with the ;ﬁage of the lost pafadise in How It Is, to under-
" line this relmtionship between image and me"aning, which emerges _

. -
Py ) -
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Y

~because of the primordial nature of ‘the images.” The lost paradise -of

the age of ihnocence is communicated through images of ﬁother and

)*child and of pastoral young 1overs' the lost paradise of the galden

)

- end is the basic reality of the inner and outer self. The inner - . N

yes I Yes but it must be believed yes" (How It Is, p.l45). The outer

Is. The narrator suggestskggat.in our unceasing circular procession and

age and the earthly Eden is communicated through the images, df'héroii

and romantic cycles,:the cyclical voyages from age to age of the seekers‘
who continue’ the journgf frém "west to east towards ‘an inexistent peacg".
The heévenly paradise is conceived as some ideal world of ofiginal per—
fection to which Kram ietUrns\after r?cording.the events in the ﬁlosed
circ¢le. These three images interrelate in ‘most of Beckett's writing,
always pointing to the responsibility of each individual *for shaping

+

pis world.

a

Jung's belief, which we noted in discussing the significance.of

the circle image in The Lost Ones, that it is the single individual who

. ¢
must initiate the re-shaping of our world, is relevant again for How It

change of roles from topmentdr to victim to tormentor, the;only hope

fbr,fﬁ end to the journey is for one at last to forego the vietim that

. -

life owes him and to remain still until, all humanity comes togéthéf. -

The only reality which the narrator will affirm as true in the

S

-

- - . A . LS
eality is true: ' "I have a voice yes in me yes when the panting stops

ye8 and 1 murmer yes I yes .in the dark yes in the mud yes for nothing o

reali.t:y is true: "and the mug yes the dark yes the mud and thé dark

~

are true yes nothing to regret there" (How It Is, p.145). Through

these two elements of being we Know "how it was“;aﬁd hhdﬁuitiié“'kﬂéw <::D

¢ - - .

It Is, p.147). That's all_we know on earth; out of‘that tfuth we must




imagine, within, the beauty of paradise.

/\\ Like the image of the woman and the image of the circle;:the

image of the lost paradise is one on which Beckett focusses in the
. worké of the last ten years aﬁd-itg too, proves to be a central image
* in relatfbn to meaning throughout tHe Beckett canon. After the original.

“ A - B
French version of How It Is (Cog;}pt Clest, 1960) was published, Beckett

wrote four plays in: English, bgééeen 1961 and»19é4, in which the verbally
communicated lost paradise image is set against the visual image of the
‘here and now. These pla&s, which‘we will discuss leter in this chapter{
were fcllcwed in 1965-66 by féur French works of fiction. In all of
these fictional warks of the sixties, tﬁe image of the ‘'lost paradise i:
a key image, and the images of the woman and the circle interrelate with
X . it in a complex of archetypal associations which express & truth about
| h what is, by maﬁing us aware of how it relates tq_what was. What is
common to pasf and pfesent is the reed in man to be'whole.
Enough prévides an account of the lost Paradise which is filled
with ambiguity The narrator begins with the admonition, YAll that
,'goes before forget" { . Enough, p.53) But the tale consists of an account
of the life "befcfe". The-image of the circle contributes its am-
bigecus"tesources to the iﬁaée of paradise. What 1s described is a

e . .

paradise ‘which seems to fit Beckett's definition of paradise as "the

.static lifelessness of unrelieved immeculation" (D...B.V..J., p.253).
. Narrator and companion walk hand in hand through a profudion of

~ flowers, deecribing a circle of harmonious perfection as they-pfoceed

several times the equivalent of the terrestrial equator. At an

}é' ) . ‘ average speed of roughly three miles per day and night" noug p.55).

_ By night they lie on their sides, curved - in s protecting circle. Yet

?
.
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.

he narrator seems to suggest that one can have '"too much“ of such a
, _ N

penfect circle and‘the gense of the circle as an image of entrapment
Nl TR | 1y .
N . O S o : .’ -

underlies the paradisial description. -

-

A

g .The‘image of woman is an important aspect of the image of the
losbﬂperadise in Enough. Although, throughout the narrative, there is

- \/" P ® ' ' X i
\, Shadis . mo conclusive indication as to the sex of the narrator, .the final
) v <4 a4 -

sententce implies a female narrative voice: "Enougll my old breasts

feel his old hand" (Enbugh, p.60). The departure from the paradise is
,assoclated with some unspecified guilt or disgrace on her part, linking
her to the biblical Eve, and there is a pardllel between the descent

0 v ¥

a«

" of the narrator down the "mound some three' hundred feet in height™

(Enough, p.58) and the descent of Adam and Eve down the cliff, at the

L

end of Paradise Lost. This parallel, ﬁowever, raises more questions

than it answers. Only one figure descends ‘from Beckett 8 paradise,

. ordered by the aged companiea to depart. Yet the narrator, evidently

a female Voice, stiia. refers in ‘a.nd soIitude, to an old hand on her

old breaet.. Another allusion, perhaps, peede to be considered in the

4

end, an allusion in the "old breasts" to the breasts of Tiresias,

’ P 4 v"’-.A, --------

reference to the companionus iépaired vision ( nougg P-S
ve would have then, is a cbmbineq.human figure, a concrete image of

"two in one flesh" united by that common humanity, sharing, physically,
"the sdame needs and satiafactions , but cherishing different dreams of"
;‘ﬁ ' paradise. The frequent references to the fact ‘bat the companiqn was

). .
much older than the narrator suggeéts a parallel to the biblicael

,account.of the creation of Eve,occurring much ldter ‘than that of Adam.
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There is an androgynous quality to the. narrator's description

of the companion who walks in that timeless Eiicle,-remiuiscent of the
r - \ B

period in Marwell's '‘garden" when Adam "walked without a mate“.2 For

thA\female of the species, it does not take as long to have had "enough"
3 z - ’~ _
of the endless circle of original perfection; walking in paradise is
‘ . * M - . - .
a bore and she does not hesitate to depart when told te# leave. Depar-

-

ture from the -eternal spring of her former existence results in the
rl . . t

creative act of the imagination as she tells her story, making up dis-

*

ferent vefsions:of,her*experience: "I set the scene of my disgrace just
3 7

,short of a crest. On the contrary it was on the flat’in a great calm"

.(Enough, p.58). Having left one paradise; she creates a new one within:
. ~

, <"Now 1'll wipe oqut gverxfhing but the flowers. No more rain. No more

- .

mounds. Nothing but the two of us dragging through the flowers" ‘

. ot =

" (Enou h, p.60). But she recognizes the reality of the external world;

.she could fulfill the function of'Adam the namer and name a radish if

. ) “ ’ ‘ . -
she saw one. - s - - . . <3
N * 4

- 3
- - Y

Beckett works wi%hin ; long tradition of 'lost paradise' 1it-.

' erature and creates -a feéarkably contemporary version in Enough. Over

thirty:years before he had observed that "Dante makes a curious mistake

-

speaking of the origin of Janguage, ~&hen he li'ejec.ta- the authority of

Genesis that Eve was the.first to speak, when she addressed the Serpent" .

1

, ‘ y -
(D...B:V..J., p.252). Unlike Dante's Eve, Beckett's Eve has her say,

-
<

and unlike Milton's Eve, ehe.retains the indéﬁgndence that lost her

. paradise.. To descend "to the subjectedﬂplain"3’is,to exchange the -

"boredom of living" *for "the sufferimg of being" (Proust, p.8). Thé

- e

- * Blakean allusions of,"énoudﬁﬁ and "too QBCh"- guggest that this is a

-~

.ﬁarriage of heaven and hell and, as Beckett has observed,:in such an '

- >
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0.

existence there is “neither prize nor penalty" (D...B.V..J., p.2533. .

N

. But he also observed that in the conjunction of heaven.and hell there

is "a fléod of movemenlt and vitality released" (D...B.V..J., p.253),
L S | . R ¢

and for mankind, that

uiﬂ’be paradiée "geough". The state of calm

induced Qy‘eat g th,/fléwers is evocative of the experience of Homer's

"lotus-eaters"; it belongs to a fantasy world which man can imagine but
which he was never meant to inhabit. Or this earth that is purgatory,

my old breasts feel his old hand" (Enough, p.60), an ‘
. N I

-acknow dée t of the need for human contact which echoes Winnie's

. ‘ “Ppgradise epow" in Ha Days : (p.32). e P .
. - -
- " Imagination Dead Imagine reinforces the warning of How It Is

Fd

.that the Saddestrloss,of all woﬁid be the loss of imagination. Called

’ . .
i' ‘ - upon to exercise an imaginative faculty not dead yet, but close to it,
'\ . ,', , ] L J .
- the narrator grasps, at the images which can give birth to all images,
) A ’ . v s ' PO
. - male and female, enclosed in that womb-1ike rotunda, a new Adam and a

e : . - Y
new.Eve. But he fails to gqa‘iﬁe "what they are doing" and he .demon-

-

ates that the paradise regained within, can Beglost~aga£Q‘when

.

.imagination declines. He is left then with the fechanistic parapher- .
) ) * ) - . .
s nalia of the outer self, hoping tpat there is something better

"elsewhere', unaware that onlyiimaginative.acﬁion can bring that
* . - . . .
LR ‘ better world into -being.

v -

The Lost Ones evokes varying images of paradise, lost, earthly,

- and heavenly. The lost paradigé-isvevoked through the imagé of the

-

- . , LI .
woman, the red-haired woman who was, like Eve “that first among the

»

vanquished” (LJO., p.62), and the image of the man whq "in some
uﬁ;h}nkéble past for the first time bowed his head" (L.0., p.63).

Throt&\h the iﬁagé of the circle, t’ image of a paradise to bé regained

-
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is evoked, either earthly or heavenly. Within the closed, cylindrical

. world of Thg Lost Ones).the lost ones move in their circuitous patterns,

2
and hope is noufished by one of two beliefs - either a sanctuary is
to be found within the cylindér, or, there exists a better worId out—
side thg/cylinder:,t, (

From time immemorial rumour has it or better still the notion is abroad

' that there exists. a way out. ... Regarding the nature of this way out

.and its locatf®n two opinions divide without opposing all those still
loyal to that old belief. One school swears by a secret passage
branching from one of the. tunnels and leading in the words of the poet
to nature's sanctuaries. The other dreams of a trap-door hidden in
the hub of the ceiling giving access to a flue at the end of which the
sun,%nd other stars would still be shining (L. L.0., p. 18)

Those who believe in the earthly paradise, ‘the sanctuary within

- ~

thq cylinder, ' may be tempted by its queSt",(L.O., p-19), but those
who believe in the transcendent, ﬁéavenlyfparadise “are spared this *

. ,,’ - i .
demon by the fact that the.hub. of the ceiling is out of reach" (L.0O.,

Beckett also makes use of the paradisal image of the state of
innocence through the white-haired woman and the mite who is clutched

to her breast. Like Blake's Thel, the untried innocent, who never
‘ =

,‘seeks‘or'suffers, can only wither to/%u:nmre than a shadow in her lap"

o K

(L.O., p.61). The meaning which can be~discerned through the image of
the lost paradise 1is'.compatible with the meaning,which comes out of

;the interrelated images §f qircle.én& womari. Mankind cannot return to

. Eden, nb: can he escape sn}féring or boredom in some transcendent

world.' But imagination balanced with experience can discover the inner
paradise. Through the n{eative7act that originates within, ‘nmanity
can 'repair the ruins" né withhut, enough, at least, to be able to go on.

In Pin ng, throughout tﬁ\iaccount of a being 6Ecupying his empty

&>



’ body" which is "upright" (Lessness, p.7), the outer environment, made
C . o T ———— e
-._,; up of nature (earth and sky) and artefact (ruins and walls), and
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) square of consciousness, the fragmented hope is expresSed again, that
1 ‘ -~

there is "perhaﬁé a way out' (Ping). There is repeated reference to -

_an "elsewhere *always there but that known not", as well as specula- |
S

tion that theré is a way out through the white ceiéing “"never. seen"
(Ping).* However, the elements of the only accessible paradise lie in
" ,the images which break thipugh the white void, ingiﬁing man the

‘creator to shape a world éithin and to walk in the enclosed Eden of the .

imagination. . ) ‘.\\\

Beginning wjith How It I$; all the prose works of the‘}§60'§ .

- can be seen to contain variations of thé image of the lost Paradise.

It seems inevitable tohcomparé the quintessential form in @hich_Beckett
. .

communicates the image with the epie fogp of Milton's Paradise Lost,

3

P .
but what impresses.,most in such a comparison is that the ulfimate

 focus in é;ic poem or distilled prose is on man himself as he makes

-

his "solitary way"..5

. - k) P
Lessness achieves this focus without the aid of a narrative

sequence. The narrative voice simply presents a series of recurring
: -

iméges which convey that familiar sense of a need”}n man for a
balance in his Eonéciousﬁéss of inner and outer reglity. These images

circle round and round in no gpparent special ordey, but 15}18 pos—

3
o

sible to discern three groups of images which make up. the basic

‘elements of an overall image of hum?n consciousness - the ''little

*

. . .
the inner warld of the imagination (figment and dream).

-

The first word, "ruins" (Lessness, p.7), evokes a sense of
v R —q* “

the past, and, through juxtaposition with the phrase “true refuge, it
past, a - refug

'
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-

is reminiscent of the pé&adisal:ruins which, in the Milton canon, must

- ]

be repaired in the proééss of human history. "“Fallen" (Léssness, p.7)

conveys the sense of human guiff Ghich,repeatedly accompanies the
image of the losé’peradise, and at the same time can refer ,;:.o the
"four walls" (Lessnese, pr7) of the "true refuge" which have fallen.
The four walls can be seen as an image’J% ¢hclosure, thelprotecte&

paradisal state which is now in ruins. Throuéh the grey reality of the

external world, "sand and grey ... grey air ... and grey sky",‘many_
have made their way toward the "true refuge' (Lessness, p- 7) There

is an assertign by the narrator that the grey world of external reality

-

is the only reality, light is a "figment', there '"never was but grey

[ .
air timeless nb sound" ssness, p.8). But the "little body little

block heart beating ash gregy only upright" (Lessness, p.%) will, like

all humanity before, "stir in the sand" and take "one step more in the.

.

endlessness he will make it" (Lessness, p.10). He will "dream the
. \ &
days and nights made of dreams of other nights better days" (Lessness,

p.lO)t;

3 ‘
-

* There is a Beckettian ambiguity to the phrase "trﬁe refuge"}
the narrative voice seem; to suggest that in the static grey state |
wherq there are no dreams and the figments which fill the white space
of the imagination are "all _gone from mind" (Lessness, p-8) the true
re?eée is to be found. Imagination causes sﬁ;EE?Tﬁg, for, in the

memories and dreams of "01d love new love as in the blessed‘daye ™
/ .

unhappiness will reign again" (Lessness, p.11). T&ere is a kifgd of
"calw" to be found in the sameness of "earth sky body Euipﬁ"-fLessness\,

. p.12), and “in’ the absence of images from a mind that 'never'but

-

i iqﬁgined the blue:-in a wild 1magining the blue celeste of poesy ’

- . ,
“ T . . s ¢ \ . -
b'S - 4

- T , ;o i . Pa
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(Lessness, p.13). But these images make it.possible for the "little ., =

! A . :

; ~body" to "live again the space of a step" (Lessness, p.16) and "it

. ‘ will .be day and night again over him' (Lessness, p.16). ' Lessness iqu
[} . ’ . ’ ’
filled with images of the lost paradise, innocence fost in a grey"

4 -
y - . body, Eden a grey ruins scattered over a grey earth, ‘the heavenly para-

‘ dise, that "blue celeste”, but a poetic fancy, indiscernible in a gyey

K;\\;/f - ’ s%z; We are left once again withAthe paradise within and in spite of )

f\;‘ ’ . all the'unhappiness and.sdffering which such dreane cause, ‘the narrator‘

‘knows that the 'little body uprigﬁt" will continue to take thay atep
toward the "true fEfﬁge", hoping to find it in some "figmept dawn"

3 v " "(Lessness, p.21).
- —_— . <

- The final sentence in Lessness, "Figment dawn dispeller of fig-

- . . ~ ‘
ments and the othgr called dusk" (Lessness, p.21) focusses on the .

I A - A N+
r‘ - - *

dreams which“dawh dispels and dusk restores. It recalls a line from
- ) ! ‘

. How Tt Is: ''paradise before the hoping from sleep I come to sleep

- L ) - . >

return”. In the ten years which elupsed between How It Is and Lessness,

P -~ " . )
s »

Beckett eyﬁdently continued to see the return to paradihe as possible
‘ ‘ - - M \_,_/\ ) +
only in.dreldms between dusk and dawn, ‘But he poigpted out in How it Is

‘s

that'"between the two there is all.all the doing'sﬁffering failing

W S F R st b e S WSO LNy T
. ° . B
- N "~

bungling achieving until the mud yawns again" (How It Is, p. 23) In ;|

that perioyd of human striving the "figments which dusk dispele are

created. or. Beckett, as for Milton,‘%hg paradise within is discovered

by suffering, failing, bungling, and achieving® mankind conscious of

" the greyness of fhe world that . is before hin. Beckett has a stark N

"ﬂﬂigion of the outer world in which’ man.exista but he has not gigen up

—

on ‘man himself.. "One step more one alone all alone in the sand no

° .
"hold ‘he will make it" (Lessness, n—izy( However, the reiterated -
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-«

N « ' ) - .
“alone" emphasizes the isolation of contemporary marw, wh$ does not
k A ‘

»

"have Adam's confidénce thét God will play a role in the/ restoration

3
L

. . of pargg}se. The statement that "he will make it" not a prophecy

- that. the "little body'will reach a "true refuge" - 1t could mean only
hd St ) ! : 4 . ‘ﬁ

that the "one step" will be taken in spite of the difficu%ty of making
it. T;ﬁing,that stép entails the play'of‘the imaginagion which will'’
bring on all the old unhggpiness again but it is what enab}es man to

retain his human 9i§nity and redain "upright" in a dehumanizing *

.

B |

environment.
: ) . - ., *

In Beckett's late works, then, where a reader could expect t&

/\“‘/ : find the images which best express his vision, the image of the lost .
) paradige is of central importance. It communicates the same necessity
. . .~ . s

for a balance between inmer and outer consciousness in the early work =~ -

as it does in the late work but-the visionm, although'essenﬁially

LY

(,ngzhanged, becomes more atomic after the main dramatic period of the .

©1950's and .1960's. The lost. paradise is an informing image throughout

f,‘ : ' : Beckett's work. . ~

. A
Belacqua Shuah the hero -of the stories in More Pricks Than

<

Kickg, is a fallen map in quest of a‘paradisal ideal. It was noted '
' - - ‘ 4 Tty ’ .

: earlier that the succession of women figuzeg with whom Belacqua becomes
'involved'in the stories are seen'bé him as the means by which he can .

. o ‘ i ‘ t :
attain an ideal world ;af?ﬁgﬁ ideal 10ve.‘ He is influenced by his . :
study of Dante to hOpe that somewhere }here is a Beatripe who will be

‘ his guide to a txanscendent paradise. But their desire for a physical

relationship and their 1nev1ta&§e safisfaction réiJAes the women in

.

oy | " ‘péradise of "unrelievwed immaculation” than tq/éhe 3éat¥ice who gﬁided

P . 4
*
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& Dante into the heavenly paradise. Belacqua's quest for a“new Eden can .

. - R o
N . be observed in two of the stories linked by the events in Belacqua's
\ »
4 41\ . . L.
- relationship with one of the women.

Only when married_to-the crippled Lucy of "Walking Out" does
he enjoy a perdiod of preternaturel purity, ironically oblivious to o
the fact that the passions are—;ubject>tcfthe‘hiéher faculties only .

because the body is rﬁcapablerof forcing a choice. In the fdllowing"

story,. "What a misfortune", the death of Lucy returns Belacqua to the
. 1 . - : )

¢ -

solitary state where he ?woulﬁrﬁgiﬁ\%ﬁ his garden and play with the

.. snap-dragons". A variation of! the circle image conveys the sense of

the protected, enclosed paradise where this new Adam walks lone,

"Tapped in this pungent cocoon" (M.P.,”p.163).
“# In his happy-garden state Belacqua, im his fangys. cpsts himself

n the role of a mock-heroic St. George, throttling the“si“ —~dragons. ™~

gently til] their tongues protruded” (M.P;; p.163). Somewhat like . *
Adam, Belacqua cannot i/to 1ive in paraldise alone and-he begins

. - . ™~
"to feel more and more the lack of those.windows on to better worlds

- L

- that Lucy“s big-black e&és had been" (M.P., p.163).- But Belacqua'§> s
'desire for a female companion springs, not from the stirring of natural

. inclinations but, from a memory of his particular paradise lost in a

s .

=

fallen world where the snap=a" ons begin "o .die of their owaddccord"

(M.P., p.163) “?The illusion of a timeless world which he acﬁiéved
* »
;s : with Lucy in a clockless house is to be shattered by’ Thelma Blogg .

- purchase of the biggest period clock she could find, a "time—tnse

o " which will Fdeafen'phe rest of his ,days" (M.P., p.183).

- Thelma béipngs to the natural, not the preternatural world,

. , " and she possessee a lusty eppetite~for-th leasures of the,physicall
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worldf The exchange between‘Balachua and Thelma over the word .

"babylan" indicates the distance between the dream and the redlity in

!

- ~his quest for'the ide'al mate to share a transcendent mode of life with

hiér— one that will provide hin with the inspiratiot/fbr crea££Ve

achievement. Belacqua asks if Thelqa.has ever hear f a "babylan .

The fact that a "babylan" is a priestess or medium in the south seas

seems to relate Belacqua's dream of an ideal r/lation ip to iﬂages

/
¢ - v

of an island paradise.ﬁ His quef& is his last hopefu attempt ta

-a

' interest her in his dreams of:an earthly paradigse, but in her sensual
. T
fashion, she thinks a’ babylan is something to eat.. L . . ey

-

-

Belacqua dies on an operatingﬂtable in the second last story,

"‘la , _',‘ ‘ P
, . <4 °

EER "Yellow", because they had clean forgotten to au?cultate him" (M.P.,

-

- lels the reason for the death of his creative self - no one listened

‘to his heart. Each of Belacqua's three wivess whom he brings to his

~ \ . ) - 3 ,
house yith its enclosed garden, is more overwhelming physically, than

" 4
the preceding one. The final‘shattering of the,

- -~

when, during BelacQua 8 funeral the gardener ravishes the servant

S . / N

girl in Belacqua's garden, and burns down ,the hodse. There is a

-

Some of the Roems in the 1935 collection entitled Echo's Bones'

p.252); In the end, hie physical-body dieslfor a reason which paral— .

provide valuable insight into Beckett's conceptioh of the inmer para—-
- % dise through the variations of the lost paradiee image. The pain of

the world Jf here and now is set against joys which are inaccessible ‘

E Y -

or unattainable and humans find ways to dull the pain. "Enueg ™

has its starting pednt in "the world of guffering as the speaker exit;

)

>
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"tired of my darling s red sputum / from the Portobello Private Nursing

Home" (Poems, p.22). His journey takes a circular ferm leading out of

Dublin, then back into that city,7 a circle whicp encloses a succession
of images of sufferiné and exiled humanity. Theré is one dcene of

hsppiness and vitality witnessed by the speaker—and one inéident which
cintroduces the image of the lost paradise into the circle of suffering.

In the enclosure of a playing field a game is being played and th

speaker must climb a bank to get a view of that game. At the closed

W

. gate below a child is standing who calls up, "Would we be let in

Mister7" (Poems, p 23) Assured that he would b2 let in, the'child

s"afneid', moves away down the road. The exchange which Pollows between

speaker and child communicates'a senge of original guilt, and the

-~
®

inherited exile of the dnnocent,'imaged in the child, fromathe Eden to

iy

B
—

which the descendants of Adam cannot return: - .

L ' "Well" I called after him "why wouldn t you go on in’" -
P "Oh" he said, knowingly,
: ° "I was in that field before and I got put out." (Poems, P 24)

The qualitative term, "knowingly suggests also the lost para-

.o L dise of lost innocence. His mind a "clot of anger"l(Poems, p.22)

-

against the agony'of his’dy{ng love, the'speaker, in the elegiac

\ o T 7 *',-7*'-

e tradition, attaches descriptive terms of death and decay to the land—

‘ scape, and images of abandonment and 2xile to any 1iving beings he '

-
o

‘encounters - "a gang of down and outs!', "a little wearish old man",
- . ‘/ s .
. "a lamentsble family of verminous hens", "a small malevolent goat,
’ ‘h. . h - . “, .

< exiled on the road" (Pvems, pp.23; 24).. In the mind of the narrator

nature shares in the degeneration and decay which affllcts man just as -

- ’it does in Milton 8 paradise after the fall. 8 Man's’exiled sfgte is

imqged in the hens who treﬁble “dgaingt the - closed door of a shed / ’ \
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~

, , ) . : .
with no means of roosting" (Poems, p.24). The "malevolent goat", also

exiled from his field, reealls the mals of Milton's paradise, who;

-

n hérmony with man,’ but ®'with

count 'mance grim / Glared on him pa sing" 9

.,

the players are isolated from the

in the fallen state, were no‘longer
Within the enclosed field

ra of death, but ,the speaker must
ourney among the "derelict" .(Poems,
. . . . . Lo ‘
p.24). - There are reminiscences of Keats' response to suffering in

- - \ - ‘

Nde td a Nightingale'" in the :é%cription of the "sweaty heroes" who

descend the bank and continue his

. ' seek relief through a "'moly" or "a pint of nepenthe", and the 61d man

,> who seeks tosease his pain by "smoking" (Poems, p.23). But u1timate1§

*

- .  beauty, imaged in "the arcticflowers that do not exist" (Poems, p.25),
e - § h .
is something that can be found in the imagination, for even in the .

4

stating that the arcticflowers do not exist, they have been'imaginedf
"Senieé I"-is set in the context of an?ther circular journey | A
out o} Dublin and b‘aclt. This time the speaker's thoughts extend back
- into‘the past,.grasping moments of hisuiife history, beginning with
his springtime birth "with the green of the 1archqs" (Poems, p.30).
. There is a moment of yearning for the n;radise of lost innocence: "ah N

to.be back in the caul now with no trusts / no fingers no spoilt love"

(Poems,ip.30),_iButithe return home after "4 brief. prodigality" (Poems,iiiiiiii

2

p.-31), is to be only a pause in a continuing journey. He cannot con— -

tinue the cycle of marriage and procregtion as his parents had done

and knows that the Toute home of his former love will not:Be his

route: "get along with you now, take the six the seven / the eight or

TSR A AT E
N .\u h

. " the 1itt1e single-decker / take a bus for all I ‘care walk cadge a lift /

home to the cob of. your web in Holles Street" (Poem&, p. 32) K Feturn

to the unity of unspoilt love 18 an exercise‘of the imagination:#"let
[ ] \ . - ’ ‘

»
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the tiger go on smiling / in qur_hearts that funds ways home" (Poems, .
p.32).10 There is a"hint in these final lines that such a.union in the
external world would be a deétructive 6ne.11 .The tiger and the lady

1

can smile in the paradisal world of the imagination - any other has been

"lost; man and beast no 1onger walk in harmony. ’ o .

¢ AWM

. v s
"Sanies II" presents images of "stinking" humanity seeking re-

lief in the sensual delights offered in that "happy land", the enclosed

ERT Lo
' .t N

) world of "the American.Bar / in Rue Mouffetard" (Poems; p.33). This
self-deluding pafedise is set against the image of the inner paradise

of the creative imagination, given expression in the picture of "Dante

, . © and Blissful Beatrice" (Poems, p.34). The last lines betray the

TR - L s R BT
o s o .

] speakerfs awareness that this sensual paradise is a delusion, and

R . - N g -

gf ' evoke the image of fallen man who knows he is fallen: "Lord have
2 mercy upon us / Christ have mercy upon us / Lord havé mercy upon us" .
y;.' s -

L . (Poems, p.34). ) L.f’ - | o -

Serena III" seems to suggest, as Enough does,.that separation
C e from paradise is an inevitable state for man: “leave her shi 1g
. paradise" (Poems, p.41). In the traditional "Serena", a lover spends

his day longing for the night when he will find joy with his lady., and

P R SR S T SRR TR

defying the copventions which would keep him from her. In Beckett's

R i L — - — -

Serena III the Christian religion, imaged in the references to the

o
L)

.
Ze

. . "something heart of Mary" (Poems, p.41) and "the Rock" (Poems, p-42)
would be in opposition to the sensual paradise of the night which the
lover of -a Serend awaits. Beckett's speaker,does not choose one form

of paradise, .the earthly delight or the promise of heaven, ovef the

other. Both are rejected; the earthly paradise of love is seen as

') « .

blighted by~ineﬁ§tab1e separation but one cannot."hide yourself in
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the Rock'' (Poems, p.42). - Exiled man can only "keep on the move" (Poems,

p.42), there is no "true refuge'’. . ‘

"Malacoda", which follpws right after "Serena III" in the col- '

'
7

‘lection, presents an image of a man no. longer ""on the move" in this

worid - his journey is‘halted‘by death. Two garden images are evident .
s * ' . . :

in the poem, one from the natural world and one from the world of the

/

imagination. In the natural garden -there are weeds — "find the weeds
) engage them in the garden" (Poems, p.43) — a reminder that natural z

gardens are subject to corrupti®n and death. fhe floral tribute which
\ .

\

the speaker places on the ‘coffin is from the garden of the imagination,

the creative image of a van Huysum painting, a gesture which signifies

the incorruptibility of the flowers of the imagination, or %he only

*

possible recover& of Eden, through art. Althoﬁgh’the physical body

canpot be recovered from the darkness of the grave, the "image" can be

n 12

recovered from the "rag and bone shop 0¥ the heart and "it_is he".

(Poems, p.44) as surely as the living man was. The thought is reminis-

cent of the sonnets of Shakespeare in which the dramatic persona claims
immortalization of the beloved through the art of poetry. The dead,
“freed from the suffering of being, can 1iVe in the paradise of the

- -

1magination just as flowers which WOuld be weed-choked or subject to

change in a natural garden, ¢can retain an unchanging image of life

-

and beauty in the painting

-
-

The early stories and poetry, then, were 1nformed by the image
of the lost paradise which was, to emerge in the late works as a key
one in the expression of Beckett's vision. In Murphy, the titular
hero is driven by his conflicting images of paradise and divergent

views of how it can be regained. The image of paradise as an_enclosed




N

~occasions @ fiasco, having once beheld the beatific idols of his

138
room dominates his relationship with Celia - the nights with-her in

s ]
their room wert "serenade, nocturne and albada" (Murphy, p.74). But,

like the lover of an alba, Murphy is puéhed'out in the moraing, and

- -

like every man ‘evicted from paradise, he must find a job} The enclosed

paradise that he shares with Celia is Qﬂ.osed to another closed para- -

-dise within his mind. This paradise within is de’cribed as a circle

image, a self-contained roupnd possessing all the elements of being:
Murphy's mind pictured itself as a .large’ hollow sphere, hermetically
closed to the universe without. This was not an impoverishmeént, for
it excluded nothing that it did not itself-contain. Nothing ever had .
been, was or would be in the universe.outside it but was already
present as virtual, or actual, or virtual rising into actual, or
actual falling into virtual, in the 'universe inside it (Murphy, p.107).

The paradise within as a retreat from the fallen world becomes in-

creasingly attractive to Murphy as theé sanctuaries of the external

iy .
.world prove disappointing: 'the feeling, growing stronger as Murphy

s

grew older, that his mind was a closed system, subjeét to no pr#pciéle
o% change but dts 6wn, sélf—suffi;ient and impermeable to the vicis-
situdes of the body" (ﬁurghz, p.109)f

" In the Magdalen Mental Mercyseat he be}ieyes he,ﬁa; found the

-

retreat which provides theuneceésary conditions for régaining pﬁxadise.

The patientsy in Murphy!gs eyes, have attained the true refuge, so that

. he called "sénctuary what the ps&chiatrists called exile" (Murphy,

P.177) . He thinks
- _:\
benefits b

the patients "not as banished from a systeﬁ of
escaped from cblogs;l fiasco" (Murggz, p.178). "How“;

Murphy asks himself, "should he oler;te; let alone tultivate, the °

cave?" (Mugghi, p.178). "Beatific" suggests a fulffil?@ paradise, the

. e . ' el - o
-one that, once fourd, can never be lost. He chooses to ignore the sigms
i - ) “

-
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that the patients are subject still to the vicissitudes of the fallen

world and that the cave of the mind is not a paradisal escape:
's
The .frequent expressions apparently of pain, rage, despair, and in

“fact All the usual, to which some patients gave vent, suggesting a

fly somewhere in the ointment of Microcosmos, Murphy either disregarded
or muted to mean what he wanted (Murphz p-180).

To Murphy, the padded cells are "indoor bowers of bliss" (Murphy, p.181),
external manifestations of the ideal world within, "what he kept on
calling, indefatigably, the little ‘world" (Murphy, p. 181)

In relation to Celia, the central woman figure, the attempt to

find refuge from a painful world is described specifically in terms which

evoké the image of a lost paradise. - Her imifation of Murphy's process of

escape,‘déked in the rockiné;chair, carries her back through the time of
her personal hisfory, until, like the-first woman ”she'dad no history"
(Murphy, p. 149) She sheds the paln of existence in the world until
"she could lie down in the paradisal innocence of da’s and places and ¥
things and people" (Murphy, p.149). Unlike Murphy, she realiges that
sucﬁ'a paradisa} stateuis a delusion, that there is a fallen world
with(whichrghe must cope and kndws that she fought to get oud" (Murphy,
p.149). Her final inderstanding of the ﬁafﬁre qj her feléfionship'to‘

Murphy is expressed as a metaphor which fécallsﬂbdam'and Eve and their

Pl
L]

lost paradise and Eve as Adam's rib: ) g

I was a piece out of him that he could not go on without, no matter
what I did.

A rest. i
He had to leave me to be what he was before he met me, only worse,

or better,- no matter what I did. S

A long rest. ¢
1 was the last exile.

A rest.
The last, if we are lucky.

. '

The final scene is a poignant reminder that. all_ humanity shares’

the exile from Eden. Im the enclosed garden where-Celia wheels her

s

' “, ‘ | | ‘. ‘ | : ' . ,.
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‘grandfather, the cry of the park rangers comes "out of the east

against the wind. All out. All out. All out" (Murphy, p.281).
Celia toils "into the teeth of the wind" (Murphy, p.282) then

turns north to circle toward the east. Sheﬁaccepts what” Murphy could

never accept: "There was no shorter way home" (Murphy, p- 282). The

final words of the novel reiterate the ancient sentence -~ "All out"
~~

(Murphy, p.282). ?\ .

In Molloy, the first novel of the trilogy which immediately

“ .

preceded Beckett's major dramatic period, Molloy is embarked on a qu
to return to his ﬁether, to his beginningsW& He has a sense of an im=

perative which dictates that the quest cannot be forsakep, that he must
‘ ]

*continue ﬁis journey,.that there is no refuge for him before the quest

("i& fulfilled. When he is lost in the forest, he begins to think of it

ety

inclination to seek sanctuary in the forest:

Tul impression of conmitting a fault, almost a sin /(Molley; p.86).

as an accéptable refuge from the tribqlﬁfigﬁb\qf His journey: "For it
was not- bad being in the forest, I could imagi worse, and I could
have stayed there till I died, unrepining, yes, withouttpining for the

light ...V (Molloy, p. 86) However,‘a ense 9f gulilt accompanies the
_____JL P :

~ . ' ! )

-

But I could not, stay in the forest I mean, I was not free to. That
is to say I could have, physically nothing cpuld have been eagier, |
but I was not purely physical, I lacked something, and I would have
had the feeling, if I had ‘stdyed in the fgrest, of going against an
imperative, at least I had that impression. But perhaps I was mis-
‘taken, perhaps I would have been’ better advised stay in the forest,
perhaps I could have stayed there,-without remor§:)‘withaut the pain-

!

At the_end of Part I, lying in a ditch, Molloy 'longed to 80

‘back into the forest'. This,longing is juxtaposed immediately-with

the lyric pigture, at the beginning of Part II, of Moran, sitting in

his. little gardem:

.




i
{
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‘.
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All wd§%3t111 Not a brégtﬁ., From my neighbours' chimneys the smoke
rose sttaight and blue. None but tranquil sounds, the clicking of

mallet and ball, a rake on pebbles, a distant lawn-mower, the bell of

my beloved church. And birds of course, blackbird .and thrush, their

80Ng gadly dying, vanquished by the heat and leaving dawn's high P .
boughs for the buyshes gloom. Contentedly I inhaled the scent of my

lemon-verbena (Molloy, p.93). \\_- .

This image of a paradise on earth is shattered at once: "In such

surroundingé slipﬁed away my 1i3F moments 6f-peace and happiness"

(Molloy, p. {. Moran,  like 3ll1 men, must leave the garden of peace ’
and happiness if he is to find the paradise within through ‘educative
expéfience: The image oﬂ Mq&%oy as a struggling, suffering, seeking
human being was not to be found in the tranquillity of the garden.
When Moran returns to his home, from his quest fgr Molloy, the garden
is dead, but the death of the gardeﬁ.is a necessary prerequisite for

.

umderqﬁanding the voice within, the voice whiéh inspires him to go into

the house and wriﬁe. That voice springé from the éxpgriénce which

Morah.gained after his departure from the garden and it is the voice,

. not of memory, which comes from the past, but of hope, which looks to

the future. The voice within .
. «.. did not use the words that Moran had been taught when he was
little and that he in his turn had taught to his little ome. So
that at first I did not know what it wanted. But in the end I undei-
stood this language. I understood it, I urdderstood it, all wrong
perhaps. . That is not what matters. It told me to write the report.
. Does thig mean that I am freer now than I was? I do not know. I
. sHall™ leayn, Then I went back into the house and wrote (Molloy, p.176).

o
/’ . -

If Moran canngt, by his-return, regain the peace and happiness
of the garden, neither will he regress tq,its routine and ignorance.

-

Even when he is getting ready to depart "without knowing where he was

going" (Molloy, p.12%), and without any knowledge of "the very nature
[}
of the work to be done and consequently the means to be employed"
. d ) .
(Molloy, p.124), Moran tells us that he was "happy at heart to -leave

-2
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my house, my garden, my village" (Molloy, p-.125). Instinctirely he
senses thatfhe must také on a wider world than the enclosed world he
e inhabits., For Moran, as.the poet figure who aiscovers the pardﬂise
within, must follow the prompting of the cre;tive voice and tell the
story of men like Molloy who, weighed down with an impression of guilt,
struggle to remember, long to go¢ back into the forest, and have an '
extraordinary endurance for suffering and staying where they happen
to be. Because. he haovforgotten so much of his past, memory for Molloy
becomes a way of going back. , Moran, who remembero evérything, learns
from the experience of the past and use; it to move forward. He
accepts his croative responsibildty and deﬁbﬂstrates'his_only freedom
in the act of writing. In a fallen world, the world of the creative
. " imagination is man's “true refuge''. |
‘ In Malone Pies, Malone, waiting for death, can remember little

v of his past and has no conscious yearning for a lost paradise: "I

vaguely remember a forest. All that bqégﬂgg to the past. Now it is

"t

the present I must establish" (Malone Dies, p.183). His refsrince to
e a possible paradise to come is made in that it qxiéts: “The truth is,
if I did not feel myself dying, I couiq well believe myself dead,

- explating my sins, or in ong of hegven's mansions' (Malone Dies, p.183).

The only possible paradise left to him ié the paradise within; of the

1

~imaéination, and it is there he gécides to seek refuge from physical

+

suffering until the end comes. He asgsociates the creative act of

. story-telling with "play” and he has come to a clear understanding

that creative play begins within: .,,-”

Wi

Now.it is a game, I am going to play. I never knew how_ to play,
till now. I longed to, but I knew it was impossible. And yet I .
. often tried. I turned om all thezlights,AI took a good look all

& L] »
\ . R
:—‘ . . v P .
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round, I began to play with what I saw ... but it was not long before

I found myself alone, imvthe dark. ... Then I shall play with myself

... I think I shall be able to tell myself four stories (Malone Dies,
PP. 180—81) o

Although the image of the los@paradise does not-occupy Malone's
conscious thoughts, it emerges as 'a central ;mage in his story—téiling,

an indication that it is a part of his umtongciocus being. There is a

particularly remarkable manipulation of the image in the account .of

Macmann's life in the "asylum'", which becomes a grotesque parody of

the garden of Eden. It is '"decreed" that he be paired off with Moli,

"his keeper", (Malone Dies,; p.200); they are a decrepit Adam and Eve
who lament that they did not meet "sixty years ago'" (Malone Dies, p.260).

Miltonic echoes abound in a comic tommentary on the question of guilt

‘ -

and punishment. Macmann is severely repriﬁanded for picking

and yet the fact of having -half demolished a bush a kind of 1
in order to hide in it, had never brought upon his head the least
reproof ... no questions were ever asked in the House of Saint 3ohn
of God, but stern measures were simply taken, or not taken, according
to the dictates of a peculiar logic. For when you come to think of
it, in virtud of what possible principle of justice can a flower in
the hand fasten on the bearer the crime of having gathered 1t?"
.(Malone Dies, p. 276). - v

w

Even the location of the asylum is a parody of paradise; set on a

plateau, "a high wall encompas;ed‘it about'", it is "in a word a little
Paradise foréthose who like their nature sloven" (Malone Dieg, p.277).
Macmann wonders what niore he could possiBly want to be happy

and ponders his blessings g
The right to be abroad in all weathers, morning, noon and night, trees
and bushes with outstretchtd branches to wrap him round and hide him,
food ande lodging such as they were free of all charge, superb views

on every.hand out over the lifelong enemy, a minimum of persecution

_and corporal punisiment, the song of the birds, no human contact

except Lemuel, who went out of his way to avoid him, *the faculties of -
memory and reflection stunned by the incessant walking and high wind,

" Moll dead, what more could he wieh9 (Malone Dies, pp.277- 78)..

s PR
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~

- The inclusion of Moll's death as a biessing brings Marvell's garden to

A

alone"‘.13 But Malone expresses the feeling which will echo in the cry .
of ‘the narrator in Enough. twenty years later; he too grows. weary of

Paradiee_end gasps, "Enough! Enough!, as he crept along by the wall <:£>

under the cover of the bushes, searching for a breach through which

, ) ¢
he might slip'out“ (Malone‘Dies, p-278).. Beyond the~gate he hears the

cries iof "the sky, the earth enjoining him to' fa.ll’t (Malone Dies, P 279)

But when he stands,,like Adam, before the open gate with ‘the world all

-

before him Hacmann retreats as fast as he can back up the hill. Iron- iTe

-———

ically, after his return. he’ hae'a sense 6f absence «. In clinging to ’

. ‘

the asylum of the encloged paradise, he has lost a different paradise,

the‘para'dise within which man creates by his own effort. It is the S,

~only one there is; even the dream of the eerthly paradise, ‘the is?and

-

where "deep water comes washing 1ntq?its heart between high walls of
» 3 ' .

rock" (Malone Dies, p.2§6) fades away as Malone, Macmann's creator,

i
®

comes to the end of his 1life. _w1th the death of the body comes the .
death of the imagination and when - the paradise within has ceased to be,- B

: >
there is "hever anything - there - anymore" (gglone Dies, p.288)% :

For the narratér of The Unnamable, being is entirely within.

He shapes a universe out of’ the-images which’ crowd his imaginatibn,

§

although he wonders where they oﬂiginate. "These notions’ of £orbears, ff/;

o

‘of houses where lampa are 1it at night, and other such ‘where do they
come to me from? wee Cantit be innate gpowledge? Like that of good
ane,evil. Innate knowledge of~my mother, for. exsmple, is that con— SV

ceivable?" (Un., PP- 294, 298). He realizea f@naflx[fhet only in 'f

creatingﬂurghys, Molloys, and Halones can he d himself -~ the act
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¢ of creation in his contact with his inner being:
You must say words, as long as there are anyy, until they find me, until
b they say me, strange pain, strange sin, you must go on, perhaps its
’ done already, perhaps they have said me already, perhaps they have N
carried me to the threshhold of my.story, before the door that opens
on my story, that would: surpr:!se me, if it opens, it will be I, it
will be the silence where I am, I don' t know, I’ 11 never know, in
the silence you don't know, you must, go on, -I can' t go on, I'11l go on.
* (Un., p.414). . . ) -
A / ? . .
% , " From the trilogy, Beckett went on to the dramatic. works where

°

L ¥ we are presented with fhs\visual images of man in his fallen world,

guilt—ridden and memo’iﬁyy-hatmted, acc‘epting the reality, as Molloy does,

- p
of where he happens to be, but groping for the image of the lost para- °

.ov ' ;dis'e. In all of Beckett's plé’ys., the chérecters suffer through the

present, remember a better time in ‘the past, and experieqce_a sense of -
[ ¢ .
. ‘ , . : . ¢
guilt for some ungpecified fault - what the narrative voice in Enough -
refers to as her "disgrace'". For some of these characters, the memories
. - . \-’/\ Ny . a4
of the past and the expérience of the present come together tod give them
3 . . . ! N

pacq.ty to take, like 3
~{

. . the "little body"' in Lessness, "one step more" ( essness, p. 9) For

. a sense of total self and provide them with the

otbefs, meniory 'is a road-leading further and further« into the p_ast in

- search of a paradise that not. only is Zl\}t bu¢ never was. I-nra sense,

v

Beckett 8 plays are clasaic dramas of fall and regeneration, but he

. begins "in, medias _res - man is -already fallen and cannot remember why. .

&

. ‘ ‘L } - . . '
The hope of regederation springs fyom the first faint.perception of a '
. ~ possible’ Paradise within. Having recognized the potential cohtained

in the darkress within, it s man's responsibility to fcreate the new
N , ¢ | . ‘ o * ¥
g parddise. - L . ‘ , ‘ "
] ). 2 A . -
.. : .

In Waitfi.p:& for Godot, the theme of suffer‘in’?m&n and liis sense “

of guilt 1s introduced in the'_egening scene of the play: ‘,,_
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Estragon: (feebly) Help me!

Vladimir: Ib\{;urts"

’ Estriagon:  (angrily) Hurts!- He wants®to know TP~ urts! -

Vladimi; (angrily) No one ever suffers but you. I don't eount.

"71'd like to hear what you'd say\if you had what I have v .-
_Estragon It hurts?© . ) T
Vladimir: (angrily) Hurts! He wants to h?w if it hurts! (W. for G.,

Ld P 7B)

v - -
w:er this comic exchange on the topic of suffering, there are a few
minutes of vaudevillian style routines, buttoning the fly, pursuing a

- - -

flea, and then Vladimir introduces the-theme of inherited guilt,’

~ apparentl& moved by the awateness of their suffering to consider. the

~

reason for it: ’
' . e -
Vladlmir cee Gogo. . ’ .
» o Estragon: What? '
F 4 Vladimir: “Suppose we repented. :
. *. Estxagon: Repented what? i
- ' ) Vladijir: Oh ... (He reSlects) We wouldn't have to go into the details.
’ Estragqn: Our being bern?  (W. for G., p.8B).
“ ) B v This exchange is a drahatic‘rendering'of the observation which .

]

Beckett made over tvFenty years earlier in ‘the 1.e.?.say Proust, that the.
- y

' tragic figure represents the expiatiog of origin

sin, of the original

’ ‘ and eternal sin_ of him and all his/ soci malorum',
' / ' N 'bee'n born" (Proust, p.];l;). The 1B'ible, gvhich recordi th 'history of
-~ man's fall and redemption; is an-ambig'uous refer‘ence.. ,;ts»'ﬂte t cor;tairis '
_' the promise of a ret:xrn to paradi'se, but at tfe same time- the id
' redemption ivs reduced 'to?;h abdtract s.hape." Fox\Estregon the .im;age
, ‘visual' the c’:oloured maps of the Holy Land once represented the promised

\ %
L]

* land which he would reach - .

" > .
. , Estragon: I remember the maps of the He@y Land. Coloured they were.
Very pretty. The Dead Sea was pale blue. The very look of it
' made me thirsty. That's where we'll to, I used to say, that's’
‘where we'll go fort our honeymoon. We'll swim. We'll be happy. ,

By . - (W for . .8 : - "

The text suggeste that Estragon oncerhad a love with whom he -
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. planned a honeymoon, a return to paradise. It also is clear that he

-14%

»

never’reached there - he remembers oniy the maﬁs’and the oream{ not
the reality. Vladimir's hope of a return tp paradise is expressed, not
in visual images, but in his rational analysis of the biblical text.
Because onlky one out of four evangelists speaks of avthief being
saved" (W. for é,, p.9?, he has a sease that his chances are mini@al.
Thete* is a sense that Be wants’desperately to establish thelauthenticity
. of that one account of the redemptive sacrifice.
) : Vladimir: ’But all four were there; And only one speaks of a thief
ST o being saved. Why believe him rather than the others? “y
Estragon: Who believeg him?

. Vladimir: Everybodyy It's the only version they know.
Estragon: People are bloody ignorant apes. (W. for G., p.9B).

TR,

. Vladimir s rational mind leads him precariously close to the

S TR TUEIRET e

S : . conclusion that there is no’salvation and therefore no return to para-

j _ : dise.. Estragon s poetic mind cgn evoke the image of a paradise which
. I & -

: he has never seen even in the face\bf statistics which do not support

X . . e

- o .the hope of return.

This opening eﬁchange on the source of guilt and the chances of

A . T e .

- . salvation is followed immeoiately by a reference to one of the central -

images in eyery account of man's fall‘and expuision from paradise -

the tree. The tree has been deefgnated by Godot: according to Vlaﬂimir,

.as the placé of meeting, and so its immediate raison d'eétre 1is a ®

»,
-

strictly theatrical function‘in terms of setringg But its leafless andt

Py L

eeemfagly dead condition seem also a rehderingrin visual image of the

»

‘ "post—lapsarian world. There are parallels with Book X of Milton 8

- . ‘Paradise Lost in the dialogue which Vladimir and Estragon carry on

with reference to the tree. In Book ‘X, Adam expresses the fear that

>

_their punishment "will prove no sudden but a slow—paced evil, / A \




>
*4

: 148

L

1dng day's dying to augment our pain, / And to our seed, O‘hapless.

-

seed! derived.‘"15 Eve proposes two solutionms. to prevent their own

w 16 -

"long day's dying' from being repeated by '"a woful race The first

solution is to remain childless: "so Death / Shall be deceived his

glut, and with us two / Be forced to satisfy his rav'nous maw."17 But

- . -

5

if the prospect of facing the hardships of the fallen world without the

consolation of nuptial ;love would be even greater misery, then, Eve
proposes: ] .

Let us seek Death, or, he not found, supply
With our own hands his office on ourselves; . -
Why stand we longer shivering under fears,

That show no end but death, and have the power

O0f many ways to die, the shortest choosing

Destruction with destruction to destroy

We are reminded of these two'probosals and.the image of the:
~- ‘ :

lost paradise is evoked by Beckett's treg and the two children of Adam

who wailt beside it. Deprived of female companionship, and evidently‘

-

impotent, Vladimir and Estragon have no progeny to inhetit their guilt

. ~ . ’
and their woe. But the prosPéEt of "achieving an erection %y hanging

2~

themselves from the tree, and the possibility that from the spilled -
seed the mandrake might grow, makes Estragon exclaim, "Let s hang our—

selves immediately!" (#.. for G., p.12). Eve proposes self-destruction
~

as an alternative to difficult abstention from sexual pleasure in order

. -

-to prevent life from continuing. Vladimir and Estragon are attracted

. to ‘the idea of self—destruction as a means of achieving sexual satis-

]
. . -

faction which, ordinarily, they are’ incapable of enjoying. Estragon

is excited by the possibility that from their spilled seed the mandrake

-
root, with its legendary power to make women fertile, might grow.A The

tree, as an archetypal image of the female, is the source- of the 1dea ‘
, ) . - e ,

LN
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of self-destruction in Vladimir and Estragon, just as Eve is the

proposer of the idea‘fd Adam in Paradise Lost. -Adam rejects Eve's’
-

proposal because of the promise that their seed will crush the ser-

-

pent's head.. Vladimir and Estragon, descendants of Aaam, see no such
purpose in their existence, but the& do have e desire~tﬁ’belleve
that their seed will grow. But thei; fear #hat oné of them might be
left alone ouﬁwe&ghs their qesire for one lést ¥irile moment, and. the

. .
option they choose in the end is a gimple paraphrase of Adam's choice
in Milton's paradinga.ﬁLet'SrWait and éﬁp what he says" (W. for G.,

p.12B).

-
-

The first exchange betﬁégn Vladimir and Estragon concerning

Gadot suggests a further paralle} with Milton's Paradise Lost ‘ the ,

description in Book XI of Adam and Eve's prayer for God's mercy and

Bod ] d13cussion of their situation with his Son and with ‘the angels

19

in %he heavenly Synod Just as Adam in Book XI has asked for God's

favour, Vladimir and Estragon have asked for}some favou; from Godot.

N 4
»

The;z’iascussion of Godot's possible réspbnse is a humorous and at the

~

same time pé;gnant parallel to?anyone familiar with the petition and‘
. - .
ensuing Synod in Book XI of Paradise Lost:

Estragon: What exactly did we ask him for?

Vladimir: Were you not there? . e

Estragon: I can 't have been listening. : T, «
Vladimir: Oh ... Nothing very definite. S

Estragon: A kind of prayer. ° L €
,Vladimir: --Precisely. ..
Estragon: A vague supplication. - "
Vladimir: Exactly. - '
' Estragon: And what did he reply? , St -
Vladimir: That he'd see, : ‘ S

Estragon: That he couldn't promiSe anything.
- Vladimir: That he'd have ‘to think it over.
Estragon: In the quie* of his home.
Vladimir: Consult his family. - L
Estragon: His friends. . IR =

. . - : .
-



S | a 3
Vliadimir: His agents. {\(

Estragon: His correspondents. _

Viadimir: His books. ~ . '
Estragon: His bank account.

"Vliadimir: Before taking a decision (W. for G., p.13).

It seems, then, that the beginning of the play develops

— -

around the implied image of a lost paradise. Estragon and his boots

focus our attention on the fact oﬁ(human suffering;'Vladimir expresses '

a sense of guilt - suffering is RgLishmegt for something - but hére is?
hope of salvation. If they just wait, and keep their appointgggt with

- ' Godot, he ﬁight decide to éo,sométhing for them. Up to this peint,
Vladimir and Estragon have spént their tinw‘gxying to remember a better
time or hoping there is oqgacoming. Now there is a suggestion intro-
duced that the paradisal state is not the highest condition of man. To
Estragbn's question, "We've lost our rights?", Vladimir~ané€ers, "We -
got rid of them" (W. for G., p 138) The stage directions, that he
answers ''(distinctly)", indicate_a conviction‘in his tone, a sense that
"rights'" can be é‘hindranét to human development. It 1s .an ;ffixiation
lwhich is uhdercutlty theit posture at thiéipoipt:{ "They rémainApotioﬁ—
léés,ﬂar;s dangliné, heéds sunk,'sagging at the kﬁees" (W. for G., p 13BY.

They are not puppets, but they behave like puppets, and Estragon seeks

reassurance: "We re not tied?" (W for €., p 13B). ‘h}hey are not tied;

they-are tesponsible for their own actions. Remembering a lost para—

v dise or hoping for ome to come is very much like waiting for, someone

LA )

to pull the strings. There are no strings and man -himself must create

whatever pagadise he is going: to occupi. .

»

. With the entrance of Pozzo and,Lucky we see the_reshlts of
asserting "rights" and being "tied". ‘Tied to Pozzo,'Lucky retains

minimal rights of free choice' he has the right to the bones (W. for G.,

o 4

1
" .,.



N
e . - o | ) C\~»m§\~;,’. ) - . . 1.3:1

-

p.18B); the right to put down the bags and "make himself comfortable" -

(W. for G., p.21).” But the long period of dependence, of not exer--

1

ciéing his‘fight f oose, Has‘destroyed all thaf is truly human in
Lugky. The pofential for poetry, music, dance, which had once inspired'
Pozzo to contemplate something more than "commqn things'’ (W; for G:,.
p-22B), has been qestroyeQ—bg the proéess of decay which afflicts fallen
‘man. In Lucky's'"speecﬁ", we are presented wifh the dramatic evidence

that all coherence is indeed gone.20 Milton's Adam was free to fall,

and did, but he was also free to riéé again, depending on the choices
b » i . . .

he and his.descend arts would make. Without the exercise of free choice, .

Lucky has no. chance of offsetting the process of decéy Qith a creative’

act. In the sécénd act;'incpherent'speech, out of w£ éh came a few ‘ . '

glimpses of the remnant; Qf ‘interior beauty,4has given way to dumb .

silence. .
The sense of sin and guilt which Vlédimii and Estragon exéer nce

is offset by their indefatigable hope that theré:might be a redemption

a bond if they conduct themselves pro;;rly. In Pozzo, the awareness of

man's condition is BOE commuhicated through egpressionvof a sense of

i % gdilt but of a sense of inevitable decay. Fallen man undergoes a

" [ 4 o .
process of corruption parallel to the decline of nature and his life

pattern is mirrored by the heavens themselves. Contemplating the
eveniné‘sky, in Act I, Pozzo observes_that:.

«»o it begins to lose its effulgénce, to grow pale ... pale, ever a
little paler until ... pppfff! finished! it comes to rest. But -
behind this veil of gentleness and peace night-is charging (vibrantly)
and will burst upon us (snaps his fingers) pop! like that! (his
. . inspiration-leavés him) just when we least expect it. (Silence.
ST Gloomily.) That's how it 1is on this bitch of ah earth.(W. for G.,
< .p.25B).. T . e ;

s
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The memory of a better time, when he had an- awareness of 'beautiful
thingéb (W. for G., p.22) is marked by the certainty that the potential

-
for decline was always there: ''Beauty, grace, truth of the first

water, I knew they were all beyond me" (W. for G., p.22B). In the

second act, he obviously has undergone tﬁe same process of decay as

Lucky, and with his last words, Pozzo equates ﬁan”s'privation with the
' B |

universal knclinatién/yéward darkness which he had noted in Act I.

. J . = -
... one day he went dumb, one day vaentAblind, one day we'll go deaf,

one day we were born, one day we shall~die, the same day, the same

sécond, ia_that not enough for you? (Calmer). They give birth astf?dé
of a grave,“the light gleams an instant, then its night once more.
(He jerks the On! s ¥ G.5-p<57B).

That final "On!" is ironic - the cry of mechanistic, brogressive man,

hurtling without faith in a%ything, toward the final corruption of the

grave which will generate nothing..21
. »>

.. Nature ﬁay reflect man's inevitable,deéay for Pozzo but for

© Vliadimir and Estfagon it reflects the hobe for regeneration. The few
leaves which appear on fhe~tree in Act II ind&cate.that mutabilfty is
Anot necessanllyvdeca§. Sigﬁificantly,.when nature is displaying signs
.of ge—birth, Pozzo is blind.} The darkness in?o which he 1s plunged.ig.

not a.hniversal, but a personal darkness. Pozzo sees thHe sef%ing of
: r

the sun, but when the darkness fails in Act II, he is not there to-sSee
. 4 — . .

the rising of the moon, 'shedding a pale light on the .scene', and

- testimony that the sun has not burned out. ”

The "essential contrast ‘between Pozzo and Lucky and Vladimir and

Estragon as representatives of fallen man can be seenﬁ}n the emphdsis

given to one small word, "'on", in ‘the final scenes of each ﬁaigﬁpf

men. Pozzo's final cry after the utterance of his degpai;ipg vision
. . . . ¢ . R L.
is a command to Lucky, '"On!"' - on with the "progress'".in the process
. S X ' '
. ..




ot e

R A Ui g
-

153

of decay, the next stage after blindness and dumbness. Vladimir's

last instruction to Estragon is the thrice reiterated, "'Pull on yopr
- {

. trousers'" (W. for G., p.60B). The third time the $Zf? "ON" is capital-

.

ized. Becketfian ambiguity marks this.final scene. In one sense, .the
act of pulling on trousers is a curiqus reminder of qpn's fallen state,
where it+is necessary to cover up hislnakedness. But the trousers are
also a token of man's dignity, ;nd to pull them up is a positive -
action,‘a rgcerry of hupan dignity. Vladimir and Eétragon stand
erect, and if "tﬁéy do not move', it may be that in the great expanse

of the world outside of Eden, they have at least chosen "their place

"’;f rest”. %2 ) )

.

. The image of the lost paradise haunts the bleak world of

Endgame, where Pozzo's vision of a decaying world is presented more
Zndgame .

.

-starkly. 'All of nature seems to be disintegrating, moving tqéardtén.

inexorable end: "Finisheq, it's finished, nearly finished,. it must be

hearly finished" (E., p.1l). Hamm is certain that his burden of con- .

-

scious misery exceeds that of any.living being, but in his dream%,

memories of a green and fruitful world still reside: "What dreams!:

.

Gaége forests!" QE;:-R13)‘-°- "If 1 could'gleep I might.make love.’ Id

go into the woods. My eyes would see ... the sky, the earth" (Eﬁ; p-18).

But nature is asgociated with decay:

3 e
"Hamm: Nature has forgotten us.
Clov: There's no more.nature. . ) . ) '
Hamm: No more nature! You exaggerate 3 A ' y
. -Clov: In the vicinity, : .
Hapm: ‘But.we‘breathe, we change! We lose our hair, our teeth! ~.
Our bloom! Our ideals. - Lo :
Clov: Then she hasn't forgotten ‘us. (E., p.11) © . . .

e . ’
In spite of his, expressions of eagerness for the end to come,

Clov reflects the “ancient dream of a return to the garden in his

.

-
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futile efforts to grow something, and Hamm tries to keep the hope of .

new growth alive:

Hamm: Did your seeds come qb7 -

Clov: No.
Hamm: Did you scratch around them-to see if they, had sprouted7
Clov: They haven't sprouted. . ~

Hamm: Perhaps its still too early.

Clov: 1If.they were going.to sprout they would havé sprouted
(Violently).- _ T~
They'll never Sprout! (EﬁJ p.13)

Just as the image-of>a green world pervades Hamm's dreams so his stor&—

telling, his creative effort,'feveals—that ﬁh;:image of the archetypal

paradise lurks in his uncénscious. Responding‘to Clov's inquiry about
. \ !

. £
the progress of hig story, he describes a wretched.human being:

. . e
Hamm: Crawling on his belly, whining for bread for his brat. >
He's offered a job as a gardener. 3Before -
(Clov bursts out laughing.)
' What is there so funny about that? .
Clov: A job as a gardener!
Hamm: 1Is that what tickles you? .
'Clov: It must be that.” (E., p.60) - - e
- ~

Clov's reaction to the idea of "gardener" springs from a sense of @be

“ irony of pfferiné anyone a-gardener's job in a world where seeds will N

not sprout. Hamm;F choice of such an occupation coulé'spring'from an

unconscious and unspoken awareness that man, in his most perfect state
IS * ?

of blisé,'was a gaf&hﬁér.

A

. In his creative activity, Hamm usesyimages'which evoke an

ideal world of the ﬁast. Before this creative eiﬁréssion of wﬁat

might weéll be an unconscious awareness of the archetypal paradise,
: Y

Hame has indicated the posgibilityx?f such an’ awareness in his

anxiety about being in’ the exact cgntre - tradftionally the location

. of pdradise, at the centre'gf creation:zg ' -

-’ - s -

-

¢




/- Now I feel a little too far to the right.

(44

15

Hamm: Take me for a little turn. (Clov goes behind the chair and
pushes it forward.) Not too fast! (Clov pushes chair.) Right
round the world! (Clov pushes chair.) Hug the walls, then back
to the center again. (Clov pushes chair.) I was right in the
center, wasn't I? (E., p.25) :

The image of paradise is conveyed as the enclosed space; the walls of:

the room parody the protecting,walls of Eden because now the "old -

"~ wall!" (E., p.25) serves only to ward off the "o;her hell” (E., p-26),

rot to preserve a paraéisal garden. In spite of .the reflection of
doubt in his question "I was in the ;enter wasn't I?", Hamm seeks to
preserve the iilusion of’g secure place, seeks to‘return to'an idéhl
position he is not really sure he ever occupied: "Am. Ieright in the
center?" (E., p.26). Thérg is no return, no peace, no cerfainty:

Hamm: I feel a little too far.to the left. .
(Clov moves chair slightly.) o r

(Clov moves chair slightly.) .

I feel a little too far forward.

(Clov moves ghair slightly.)

Now I feel a little too far back.

(Clov moves chair slightly.)

Don't stay there, ' -
.e, behind the chair) .

you give me the shivers. (E., p.27)

When Clov, ''dressed fot the road" (E., p-82), ceases to per-
fé;m thé role of gervant, Hamm makes a last‘effo;t‘to move his Fhair
_into place, usiqg a gaff.(gz, p.82). He "gi&és.u?" tryigg to get
hi-?m;elf back int;b the centre, and there is the ‘sense_ of reliefn in his
" acceptance of “the impossi ility of doing so - "Good" (E., p.82). Yet, .
even as he expresses hié approval that the end is drawing inexorably
nearer, he betrays a wish that thg game should go on, when hé throws (
“the whistle "towards audi?orium"_(EL, p-84).
” . 'There is a tension.throughout the play between the desire for

an end to it all, and the striving to regain something that has been

~ ' .
.
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lost. Memories of a happier time reinforce’ the sense of a,fallen_.
L ‘ .
state. gg and Nell in themselves are the embodiment of forgotten

archetypes, the discarded father and mother whose memories ;etain the

-

image of a pure, blue and‘golden‘time, before the corruption of the

rld: . : d/\\_» ’ S

Nell: It was on Lake Como. -

(Pause.) :

One April afternoon. \“’/\» , - .
+  (Pause.) ] P

Can you believe it? (
Nagg: What? ~ : "
Nell: That we once went out rowing on Lake Como. - -

(Pause.) .

One April afteynoon. : By ,

LI A ) ¥ . ot

Nell: It was deep, deep; And you could see down to the bottom.
So white. So clean. . (E., p.21)

Nell'sfimages of a pure world frame Nagg's story{of the tailor. The

ﬁunchline of Nagg's story emphasizes the far froﬁ ideal condition of

the world, while Ne%l's vision is fixed Qn that time in the past whepi
"You could see dﬁwn to the bottom ... So thte" (E., p-23). Nagg's'’
story, however, poinfs us to that central fecurring messagg of B?ckett's

-

work. The tailor, who beholds the condition of. the world with disdain .

-

I

« and disgust, offsets its shortcomings with his art:’ "But my dear Sir,

v

my dear Sir, look - (disdainful gesturey disgustedly) - at#the world -

(pause) and look - (loving gesturey, proudly) - at my TROUSERS!" (E.,
. ! . : - s ¢
p-23). Nell's romantic memory of a pure world of the past is broben,

literally, by ® joke which hinges on the woeful world of the present.

\hv////images of the lost paradise may lurk in our ﬁemories, but there is no n
‘ . . \ .
13

. | _ :
return. Nature itself seems to be corrupted. The ashbins centain
gahd .rather than sawdust - there is no more sawdust because there are

no more trees. Vegatable and gnimal life decay, only sand and water

. ~ -
- " ' [ -
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?ﬁhen the creative self reaches, the ewl of its resources, the game is

) . 137
remain. Yet, like the tailor, man can recover something of his lost
glory in his creative effort. Even Hamm, WES seema in the last stages
of decay, feels compelled te finish his'gg;ry. ;;\Iq as meticulous
about his stor& as the tailor is about his*trousers; botﬁ Pake an
artist's pride in adding just the right detail, 'and for both, their

creative effort is a struggle for form in a world which is a mess.

{
\Thelr art, like.gll art, is, as Beckett\hae~said, absolutely non- .

final".ZA

»

Hamm, however, does mot, like the tailcr, seek to free his artr
4

from what is external. He shapes his story out of hisexperienece of

- the external wdérld, ending it with the abandénment of the small child

to hhnger,lcold and death (E., p.83). His 1aat~character is used up:

I'11l soon have finished this story. =
(Pause) -
Unless I bring in other characters.

(Pause) - ) )

But where would I find t‘:hem‘7 : °
(Pause) _ > .
Where would I look for them? (E., p.54)

-

-~

over, and we are reminded that this is true for all of us when Hamm«
throws his whistle to the audience, as he says, with my compliments"
(E., p.B84). Our own human predicament is inescapable, our only sal-

vation,;is the «rggeive act and fach of us must respond with "Me - to

- -
play™\(E., p-2). The stark vision of Endgame emphasizes the fallen

13
‘condition. of man and mature and the impossibility of a return to “
N ]

4

paradise, but it does not deny the possibility of re-creation, Whiéh‘

must begin within, :
R . v . - I , .
Krapp's Last Tape presents us with the image of an old man of

gixty-nine” years, who has been’ seeking to regain the lost paradise
“a
all his life, a1Ways looking back Beckett's stage.directions give
-

. pT
& - - [
| PO

-‘. . - v . C . . \\
) - \

N



" at sixty-nine lodks back to Krapp at thirt&—nine, who has just been

-

158

-

~us the key to Krapp's condition at the dutset - the' time of the blay is‘

»

"a late eveniné in the future" (K.L.T., 5.9). The present then,\is

3

past in the play»s Lime, andJis the action progresses we become(a&are

that Krapp never contempfhtes Xhe present. What happens in the present

is simply the materialufor "4 new retrospect" (K.L.T., p-12).. Krapp

»

LY

* . N e

'1istening to a tape of Krapp at about twentyenine, who has been looking
back and 'sneers at what ‘he calls his youth and thanks to God that it's :

\\
over" (K.L.T., p.iZ). The old Krapp passes the same judgment on the
. - ¢
perception of the Krapp of thirty-nime years: "Just been 1istening to

that stupid bastagd I took myself for thiity‘years ago ... " Thark God

that's all done w th anyway" (K.L.T., p.16).

"~ All his 14 Krapp has experienéed the inevitable isolation of
the individual which Beskett attributed in the essay on Proust, to
- -
the impossibility of attaining that which one dgsirgs~ The one who

desires, and thaf whieh igs desired, are undergoingva contihual processs
of change so‘th:t "at best, all that.is realiieé in Time (all Ti@e ]
produce), whethér in Art'ethife, can only be’possessed spccessivelya
by..a se;ies'ef partial annexations - qevet ihtegr;lly and at once" -
(?roust, p-7). Krs;p has spent hiséhhele life‘extending‘hiﬁself out~

s - LR -f

ward .by means of'his recorder -and &5 a result has never explored the
. L I » - .

inner world of his own conséiousnese. The self of the past which he

. Al

- +,

tries to recapture,- through the'tapeP no longer exists; the self of

“the future for'whpm he rgeords does not yet exista'~if, as Beckett' (—

» . ] ]

suggests, the only self-rediization that. 1s possible is the individual's

consciousness of change, of the "process®of decaetation" (Proust, p.4),
‘ ) : c e ¥

‘ . N ‘ s
thén Krapp will be denied any degree of self-realization!, for his
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‘ & . ) '
\\\\\~_\ ' tapes record only the fact of change, not the process. Krapp, then, O
) v ‘ ' , .o L
. will never experience the recdvery of paradise within himself, througp -
the~creative act. He has turned his back on ﬁhe "partial annexations"

e B through which the artist expresges reality. His sense of the failute

ERS

LT . of his creative work is limited-to the number of copies sold and the
; . e (
' income derived: - - -~ o .
R s Seventeen copies sold, of which eleven at trade price to free circulat- .

ing libraries beyond the seas. Getting known. @®ause.) One pound six .
and something, eight I haye- little doubt. (Pause.) Crawled out once
or twice, before the summer was cold. Sat shivering in the phrk, ~

- drowned iin dreams and burning to be gome. Not a soul. (Pause.) Last
N fancies. (Vehemently.). Keep 'em under! (K.L.T.,".p.17) C .

Y - -

i j' . R .‘.

This passage underlines Krapp's ultimate failure. . Materidl

%ﬁ‘ . - failure leads him to suppress the creative stirring wi?hin. Subcon- -
;; L . ii sciously, he is aware of the pfocess of change - "before phe summer waé
%{ . ' . .cold" - and that Brocess stirs the "last fancies" of e artist within

. : ‘ TN ’ o

2; him. But his Eonscio;s self "vehemently" determines to "keep e;m‘ /

inder'"; he fixes his vision on what has been and what is ‘to Ee,“

"drowned in dreams ér‘ burning to be gone'. - For fallen man, the ruins

of paradise can be'repaired onfy,tbrough the gfeétive act, the aéE of

the- individual Qho penc;;ves the passing qoment of reality and strive? -
- o exprpss it. It is.an act which involves ?the suffering of being",
because 1t reéuires ; heightened awareness thaf‘life,or art'can offer

-

&

only glimpses of the-lost paradise: =~ . . -

’

= Be again in the dingle on a Christmas Eve, gathering holly, the red-
berried. (Pause.,) Bé again on Croghan on a Sunday morning, in the
haze, with the bitch, stop and listen to the bells.  (Pause.) And
so on. (Pause.) Be again, be again. (Pause.) All that old misery.
(Pause.) Once wasn't enough for you. (Pause.) . Lie down across her
(K L.T:, p.18). . L N . .

. ,‘kf The misery arises from the loss of fleeting happiness. , Each

*

.

- - . .

preétive expression 1ﬁvolves—:7-ereatiqn of pafadise within, a
. R - . 2 “
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paradise which must be .again lost because what&bres‘sed-dhanges.

- -

Krapp prefers to immerse himself irt a past which is no more, or yearn )
fpr a future which is yet to be. The tapes are the record of a'life

.

v v

lived that way, the record of an individual who always avoided the Q? "
n

. . \ .
suffering of ‘present being. There never has been a paradise withi

L] . . A}

. - . . '
for Krapp apd so he dreams of a paradise lost;. which; for him, never

T:l%vexisted. , ) ] .

- The "expanseebf scorched grass" (H.D., p.7) which meets our

eyes as the curtain rises on Hangy_ Dazs ‘could evoke the image of the
‘ . A Y [] -
lost paradise if we recall Milton s descriptio,n of the end of paradiSe.’

L4 _ .

- The brandished sword of God before them blazed
Fierce as a comet; which with torrid “heat,
And vapour-as the Libyan air adust, 5

Began to parch that temperate clime: ™™ . :

‘Beckett's stage directions’ place Winnie in "exact centre of mound",

which brings to mind Hamm's anxiety about being in the exact centre

and the associations such a wish has with the t;raditional locatign of

paradise. The text reveals that the imdge of paradise does lurk in
. ) i M
. ’ i
the recesses of Winnie's unconscious. However, because she 1s engaged
in an'unending etruggle"to retain conecious- communication with the"
[4

ernal world, espeqially ‘with Willie, the desire for the lost para-

-~

"dise, which cannot be seésed or recalled by volunt:ary memory because
né impression of it was ever consciously formed, pe:;vades Winnie's
actions and speech ‘w,ifégout béing cons‘ciousl'jr stated.“
Trapped in her mound of earth,' Winnie .goene tﬁr’ougﬁfthe routine‘
-éf her day, wilii:x.g hers&lf to perforng the' habitual acts which pelp

her to live through the time between the bell for waking and the bell

v~

;for sléeping. Memqry,nt:o.o,,engages her mind, as she tries to recall

.
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lines bomhitred to conscious memory. AfMiltoniq:allusion reveals her
subconscious‘awareness of the Ig§t paradiée.» AdmoQ}shing hergelf that

she must not complain, Winnie tries to remember lings once learned:

ﬂMustn's.cqmplain,...'what is that wonderful 1line? ... Oh fleeting

'joys - oh sqeething lasting woe" (H.D., p.1l4). The lines which evade

Her are from Milton's Paradise Lost, spoken by Adam when he witnesses

the beginning oﬁ,disharmony and the growing misery of the Garden of *

¢ ' .. . .
Eden after the fall: "0 fleeting joys / Qi{paradise dear bought with

, ‘ ) . b
lasting woes".26 As Winnie gropes for the lines, it is the word

.

"paradise" in particular which she forgets; it is the forgotten. arche-

. { 'S

tyﬁé. Beckett's use of this *aliusion to Papadise Lost is ironic when

- : ' ® . ey -
. ~ . 3

the cpntext of the two works is“considered. Lo

Adam's lament is ‘the climax of a passage in which he foresees
" .

his suffering descerddaits cursing him for losing paradise and bringing

misery dbon them.a;Winnie, one of thpse suffering descendants is
[ ] .
,tryfﬂg} on the ‘contrary, to make the best of her situation and

réminding herseélf that she must not complain. Caught in an unending
. . , ‘ e .

present, ghe has‘no’consciOus recollection of the lost paradise, but
. Y !

" the play reveals how much it is a part of her unconscious self.

In her conscious effort to. remember literary lines, Winnie

[3 v

. . ® .
forgets~the word "paradise". It is a word belonging to leatned
memory, a faculty which is dominated by reason, the kind of memory

which Beckettfuarefers’ to in the egsay on Proust as voluntary memory¥
-

Wherr Willie begins-to read aloud from the’neﬁspaper, he stirs up
involuntary memofles'for Winnie, activating that form of- memory which,
[4 .

as Beckett. says, "chooses its own time and place for the performance

-
-

-

» . .
- . . , .
. . .

. R " ) / '
of its miracle" (Proust, p.21). The harsh fact of present time,-that

ot - . b *

L]

-
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. Charlie Hunter is dead, is obliterated momentarily by the re-creation

*

of the past as 'it emerges from Winnie's unconscious. What emerges

is an image of a particular garden in a particular place, with a
particular tree. She brings jnto conscious memory, from her uncon-.
scious, the imsge of a’ garden, a type of the‘forgof%en archetype which
learned menory could not.recell. The word "youth" in Willie;S'second

anhouncement takes her further back; again it is a garden image which

emerges but the location is uncertain, as is the name of the man. The

A -~

memory is closer to the impressionism of involuntary memory as she
Jrecounts impressions ‘of toolshed, pots and plants. When involunta

, -
memory, then, operates to evoke the forgotten past which habit and

conscious memory cannot retrieve, it is a paradisal inage,,the image of

the garden, which emerges from Winnie's unconscious.

v

The images of gardens which Winnie recalls are lost paradises

of the age of innocence and’young love: "My first ball! ... My second I

. . . : N ‘ :
ball! ee. My first kiss!" (H.D., P.16).” However, the present reality :
of her situdtior 1eads her to question whether there was ever another-

reality: "Was I lovable opce, willie? (Pause. ) Was I -ever lovab1e7"
IS
(H.D., p.31). When the qyestion,remains unanswered, Winnie accepts
)
' LA . AL . -
the fact that the time of love in the garden is past, and, with some

w

,hesitation, essertéﬂ that "just to know you are there within hearing ¢

and conceivably on the semi-alert is ... er ... 'pdradise enow'" (H.D.,
o N—
p.32). The allusion reveals that the paradisal image 1s rooted in

* her unconscious. In Fitzgerald's Rubaiyat, the "Wilderness" is .

t

"paradise enow' 1f the beloved one 1s present — there should be no

regret ﬁpr.wﬁht is past and.no sigﬁiug “"for the Prophet's ?aradise

. to come”. 27 ‘Yet, in spite of the determination to make her own ’

- . “«
. .

L
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wilderness her paradise, Winnie does retain the image of a transcendent

paradise in her imagination, and sheuenquires hopefully as to whether

Willie shares her sense of the possibility of ascent:

Winnie:r ... Don't you ever have that feeling, Willie, of being:
sucked up? (Pause.) Don' t you have to cling on sometimes,
Willie? (Pause. She turns a little towards him.) Willie.
Pause. - .

Willie: Sucked up? oy

Winnie: Yes love, up into the blue, 1ike gossamer. (Pause.)
No? (Pause.) You don't?

There is a close analogy between Winnie's sense that $he might

rise and the situation of ﬁante in ‘Canto I of his,;Paradisd.28 At the

end of the Purgatorio, Dante has' reached the earth}y paradise at the !
. - Y "

-

top of the mountain of Purgatory. The sun is "in the equinoctial . ¢

] pc'cint";:z'g he stands iniblazing‘light. From this point, Dante p;sses v

. . v
beyoﬁd humanity, and, united with Beatrice in the heavenly sphere ‘asks’

' ’ w 30

"in amaze how I transcend these lightsome bodjies'. Beatrice tells

him that it would be a greater marvel if "bereft‘of all impediment,
thoq,hadst settled down below" .31 The.analogy heightens the sense
that the paradisal image informs Winnie's _imagination. She feels that,

in the blazing light of an equinoctial sun’, bereft of impediment, she ‘r

Ay

too would rise into the blue. But she is not on\top‘bf‘the purgatorial
mountain. She is buried to the breast in it 2hd, by- the second act it

-

seems. thet she 1$ being drawn into the archetypal caverns benéath the

paradisal mountain, rather than transcending the sufferings of fallen

. [

man. .
* -

In Act II Winnie is uncertain whether Willie is still beside

her in the wilderness, becabse he ddes-#ot respond—to her questions,

- -

But his presence is essential for acceptance of the présent reality as X

"paradise enow': "Williet (Pause.) What ﬁillie? tSudden vehement *
3 . C ‘ :

.
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-~ affirmation.) My Willie!" (H.D., p.51).
. T *
At the end of her external resources, Winnie discovers.the

paradise within through the creative act: "There.is my story of

o [ . - k "
urse, when all else fails" (H.D., p.54). Her creative act begins—
e .

e

with archetypal elements, womb, child,‘and mother. Through art} the
L}

art of; story-making, Winnie is able fo give expression to the £
beset her in real life. She gives way to her fear by screaming, while
" attributing that action to a dramatic rendering of Mildred's streams in

the story. In Beckett's terms Winnie finds, in hgr art, a form to ac-

commodate the mpss she is in,' a way’ to represent in art what she
‘ experiences in reality. - In fréeing‘herself from\externaI reality through
'he: fiction, she, in effect, frees her inner self.

.

The screém which is released'through the act of creation evid--
ently stirs Willie td 'action. As Winnie recalls the day of their

»
",

‘wedding, Willie appears in front of the mound in wedding regalia, "top

hat, morning coat, striped trousers, etc., white gloves in hﬁn " (H.D,,,

p.6)1)". The Beckettian aml‘guity in the scene has been noted by other

¢

critics.32  Winnie is aﬁ/égz‘fbp»of the mound, but sé is her revolver,
and it is possible that Willie crawls up the mound to finish her mis- °

ery, dressed, not as a bridegroom, but as an undertaker.
. - . _ . -
However, his last word evokes the image of the lost paradise

(& ]

again, and he seems more bridegroom than undertaker. He names her....

"Win". He gives her the gift of identity, of being. He recenacts the |

-

role of Adam, the namer, and for a moﬁent Winnie experiéncqs.the'joy of -

@ -

paradise which releases, the song in her buried heart..
—,‘ . ’< In Play, the lost paradise i@agé p}esentg itself as a double

: . - . . R
image; the occupants of the three urns have lost it before and after

13
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. death. Structhrally, there are two distinct parts to Plaz,‘and the

 first part reveals the details of a love triangle consisting of man,

LA

wife and "othe(\:oman": The spotlight which is’ the instigator of
s

their speech i ike a fourth character as it moves from one character

to the next eliciting memory responses. Qut of the seemingly discon-

nected statements ad mixed up time sequences the audience is able to
piece together a complete story of the past relationship of* the three. -

b The'adulterous male loves both women, inhabits two paradises, and is

+

driven to leave both., Reconciliationiior the wife Wl is'seen'as an -

occagion for a trip to paradisal climes, ' 'to the Riviera or our/darling
Grand Canary" (Play, p.49). Full possession of her husband's love is
*a return to paradise. As he visits the mistress, W2, for the last time,

a gardener works in the background: ''He went on and on. I could-hear
. ’ . . A -

a mower. An old hand mower" (Play, %.50). When the man disappears,
’ ! . o - -
both women think he is with the other ome: _ N\

Wl: ... I drove eover to her place. It was ai} bolted and barred. »
A1l grey with frozen dew. v '
¢

.'.I.a

W2: 1 made a bundle of his things and burnt them. It was November
and the bonfire was . going. (Play, p.52). - .

\ For all three, paradise is lost, the garden bolted and barred the

.

~ summer innocence departed.

In the segond part of Play, it is clear that all three are

unaware of the presence of the others in this contiquation of the pur-

gatorial.state. They express confusion and, question their new condi— : .

" tion. All three had imagined,‘éVidently, that a heavenly paradise .
awaited them after death. . The gecond woman had "anticipated gomgthing
‘betﬂ!r., More restful“ ( laz, p-52). The man is perplexed by the

probing of the light' after the pain of life he had expected some kind -
. !
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. . of .peace: "Down, all going down, into the dark, peact/is coming, I
- ,thought, after all, at last" (Play, p.53). Deprived of the expected

~ peace in the after-tife, he {magines the two women at peace on earth,

picturing them having tea because "sorrow has brought them together"

(Play, p.55). His concept of peace has a paradisal quality as he

| imagines that they 'meet, and sit, now in the one dear old place, now:
2 . Y - ‘ i
. . . in the other, and sorrow together, and cgppare - (hiccup) pArdon -
2y ¢ : g !
LG . happy memories." g o
( ) w :4 . y \ -
T Paradoxically,.then, he dreams of paradise on earth the way
. . - ¢ - -
N suffering Kumans dream of heaven. He proceeds to imagine tn death
N

what he wanted in life - a harmonious relasionship with both womn.

/r"\\\Again his imagining tends toward an idyllic dream of Eden but with one
. Adam and two Eves: "To.think‘ye wkre never together. ... Never woke

n . together, on a May morning, the first to weke to wake the other¥two.”

" ‘ Then in a little dinghy ... o; the river,;I resting on iy oars, they

. lolling on air—cushiohs in the stern ... sheets. Drifting. Such

fantasies ... Such fantas;es. ‘Then. And now - " (Plaz, p.59-60).

. The fé:st woman is distressed as well by the fact that r tongue is

still hanging out for mercy". Like the man, presen% uffering leads

(..

her to imagine a paradise on earth and the sense of a/lost Eden is
- very strong. She pictures her rival.waiting for the man to come home,

-

. >

. and She places them in a sun-filled olive grove. setting.(ﬁ/ﬁfrhaps
S ' she has taken him away ,to live ... somewhere in the s‘n lay, p.58). :

! Ce
+
»

ﬁ . ...Her dream of paradise on earth is the same in @eath as in life when
i r. S '
Q”; s T she desired to go tq the Riviera or the Grand q§hary with ‘her husband.

s

But she imagines nightfall in that garden and '’ growing/cold. Shadow

t ——t
, stealing over everything (Plax, p!59).*.As the 1mage darkens, she is
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) brought back to her present.condition and:she strdggles‘to reconcile

her expectatioms of death with the actuality‘— "Penitence, yes, at av

= . Pinch atonement, one.was resigned but no, that doesfhot S?fflfg/g/
) the point eitheg (P1 z,(.p .59).

sl -

~a - Disapp01nted in their dreams ©of an earthly paradise whlle

b1

a11ve, all three expected someth1ng better after death ~The light
probes, compelllng them to use language. It seems to demand a per-
formance from the charaet%fs_and the oply way they can perform is

. . ) throug§ﬁ§peech. 'The three have found themselves in an after-life where

- X o
‘ . . ¢ .
] conscibusness continues but is not ‘enlightened by the serene and ever-
4 . ' * . . ,
f . . lasting;light of a Beatific Vision., qgsgrtainty, doubt‘and fear

L. ‘ continue‘&p'plague them. Even after deaths the only possible paradise

seems to be the paradise within. If there is to be a life ‘everlasting

", o - -

f2; them, they will ‘have to create it themselves and the only creative
- & ~ : - - .
5 /?ower they- have is 1o language. Memories of life on earth as the lost

L . o

*

- .- paradise can only condemn them to teffat the pain and deprivation of

that 1life where they had spent their time dreaming of another lost

paradise. They are without the Word; they are left with the word and

L4
.

failure to use it creatively.will trap them”in 'the static lifeless—

ness of unrelieved viciousness" (D...B.V..J., p. 253)., where paradise

.is forever lost. . ' : ..

. ”
In thé brief dramaticule Come aind Go, thé three women charac-

o P
ters have sought to retain the paradise of innocence by denying

change. Although they seem unaware of- change in themsel&es, ultimately

> they note it in eachrother: Y

e .- - . -

- =
- . . .




Flo: Ru. _ )
Ru: Yes,. ) ;
Flo: What do you think of Vi? :

Ru: I see little change. (Flo moves to centre seat, whispers in Ru's
ear. Appalled.) Oh! (They look at each other. Flo puts her -

. finger to her lips.) "Does she not realize? -

~ Flo: God grant not. {Come and Go, p.67)

. The compulsion to:admit change is gepeated for the thrée\charac—

>

@ ters as each, in turn exits and returns. "There is a Blakean quality to

N

their situation, as they cling to the image of childhood and innocence,
bl

believing that in the image is the‘teallty, that they are umtouched by

v

o

g
P

- Fla: Just sit together as we jﬁed to, in the playground at Miss thes.
Ru:- On the log. M&

‘ ‘a

time:

-
-
s e e 08— ) ” ..

-.Ru: H fding hands ... thag,way.
Flo: reaming of ... lovt@' (Come and Go, QP .67-8)

But theirs was ég;ost ~lapsarian age of immocence;: the pre—

sarian 1mmunity»to-the ravages of time is an illusion. Awareness
‘ 4

f change has been forced upon them and a8 they join hartds in the

'ritdgaipatterﬁ'of childhood, Flo, who clasps the left hand of the two

4 z' . 5 .
others, imagines she can '"feel the rings" -(Come and Go, p.69). As

‘" has been stated previoﬁsly, Beckett is explicit in his"d;rections that

- ‘pa

no ring§ are apparent. _In discussing the'-significance.of the circle

image in the pia}, it was noted that Flo is tﬁé only one of fhe three
~. /
- who exits into the darknggs at thefleft side, synbolically the side of

»

~ the ungonscions. Now she makes the first statement of the play based

on imagiqation rather than memory or piesentnexternal experience.
. ! . . ‘ .

Having been forced to accept the actual change of a fallen world, she
can imagine the thange that never\took place, Ig is a poignant moment
] -f .

in pnfu¥filled life, when the paréﬁise within, of the iﬁhg;nation,i

is‘?ubstitufed %or the paragise‘logt.“

I ’ * L4




169

The image of the lost paradise remains a pefvading one in 7

- -

Beckett's last play, to date, Not I. On ; dark stage qnly_aﬁﬁb@an's
‘mouth is.visible, and, across the stage,--a tall figuié in Black dje1—~
*faba.who listens  and responds with "a gesture of helpless compassion"

at every "vehement refusal to relinquish third persdo" (Not I, P-11). TN

L
A .

The text implies that the auditor cont'ributes unheard q@estions and

S
-

comments to which the'ﬁéman responds witb annoyance and bewilderment
as she struggles to/satisfy the compulsion to express. Apﬁarently,
after a life of uncreative discipline and routine, she finds herself
"ecoming up to seventy" (Eég_l, p-2), seized with the compulsion to
‘ replace the "boredom‘of'iiviné" by the sufféring of beingf: She -
A Eis

realizes that she had never suffered, that habit had, indeed, as

Vladimir states in Waiting for Godot, been a great deadener. Forty {:

o years after stating, in the essay on Proust, that “Suffering ... is

. the main condition of tae artistic experience', Beckett &qamatizes the

~ hd

tortured efforts of a woman to create for the' first time, to tell a

story in the third person. " 4
. ) As the title indicates, her vehement insistence that she is

- 3

‘talking about "she"

implies the unspoken denial = "not I". But the .

content of her stream of boaﬂs suggests that her imsistence is not a

P

-

matter of .denying the firs? person, but a matter of insisting én he£

right and ability to cr?ate in tbé third’pérqgn, to shagé her exper-

. ience of life into an art form, to "tell" a ;tpry. Almost seventy, she
N Segins to seek the paraaise within. As she guffers the tﬁ;oeﬁ of the

’ compulsion to '"tell", shg gropes for‘images that willthelp ﬂgr'express.

-~ Out of the storehouse of the unconscious which lies beﬁeath(tﬁe'

conscious{}ife, archetypa% images flicker into her consciousness and

s . - »
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-
the.lost-pardaise, through all its associations with pastoral peace,

» N .

lost innocence, guilt and punishment, is the most frequently recurring.

Her flrst groping recollection is of her premature birth, 'of

<

béing thrust "out ... into this world" (Not I,-p.1l) before her time,

too soon wrengggd from paradise. The éxperienqgs of time become

blurred, as’ past and present merge in the timeless images of the uncon-

P

‘scious. Images of field, cowslips, and April light flicker across the

- brain. She makes a distinction between the sunlight of conscious

experience and the light ¥“such as the moon might casW', the &oonlighfx
of the uncbqscious, which reveals the images_iq thé¥interior dérkness.
She hg; the potegfial to create a world, a paradise within where space
and time are not yet formed. Thereqmre no spatial pb%hts of fefeience;

she does not know whether she:is '"standing ... or sitting ... or

.

kneeling ... or lying" (Not I, pt2). The dark auditor tries to establish

a spatial position JUSt as it later tries to account for ail’ (.: parts

—

-
of the voici/pechanism which contribute to speech:
. L S .
5 g
... she did not know ... what position she was in ... ilggine' .

.whether standing ... or sitting ... but the .brain -.... what? ...

=3

kneeling? ... yes ... whether stapding ‘... or sitting ... or kneeling
.+« but the brain ... what? ... lyin e Y8 ... whether standing ...
or sitting ... or kneeling ... 6r 1ydng ...~ (Not I, p.2).

imagine! ... whole body like gonéfttf-just the mouth ... eves ...
cheeks .., jaws ... never - ... what? ... tongue? ... yesa ... lips ...

" cheeks ... jaws ... tongue ... (Not I,.p.6).

There is a sense of impatience in the wuman's)reSPOnse to

these questions. She seems to want to concentrate on the images and

*

memories flickering within, to try, as she says, to 'piece it together"

past and seemingly timeless

of field and cowslips, a world
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of light which suddenly went out: "... all went out ... all that

early April morning light ... anq she found herself in the - ... what? ‘

ee.. who? ... no! ... she! fbﬁnd,herself in the dark" (Not I)\_p.2). She

associates this loss of light with some unspecified guilt: ... first

thought was ... oh long after ... sudden flash ... she was being

‘ ) ' -
punished .;. for her sinoB..." (Not I, p.2). Life became, evidently,

-

Y .
a cyC£hfof habit and routine; hér long years of silence belong to a

r

period when she was "not suffering" (Not I, p.3). ) ' - .

.
Now, moved to create in the third person, the woman begins to

3

experience the tortured striving of the creative experience as she
P

replaces the boredom of living by the suffering of being.4 The boredom

is expressed through her memories of  the "supgrmart":

+ss just hand in‘the 1ljst ... with the bag ... old black shopping
bag ... then stand there waiting ... any length of time ... middle of
the throng ... motionless ... staring into space ... mouth half open
as usuales,. till it was back in her hand ..., the bag back in her
hand ... then pay and go ... not as much as good-bye ... how she
survived! (Not I, p.5). .

13 0 "
She struggles on, trying to give form to the chaos withinj; grasping at

the flickering images which are traditional aspects of the archetypal
- e : [ (‘ ) : - ' T v

paradise, the womb,'childhoodqignocence, meadows and flowers, the love i

of God, guilt, punishment; and the resurrection suggesfed by the

'"Ap;il morning" (Not T, p. 16) She seeks a return to paradise; she

will find it only if she, continues to réiqse "to relinquish third N
person”, to keep striving to shape the images intd\f”;radise within,

to agsert her right to shape life as she ‘has exPerienced it into
.something other, a sto;y g?out "shel” ... SHE' LT (Not I, p.10). .

»

"From his earliest to his latast'works,lBeckett coutinues‘po_

evoke the image of the lost paradise which he asserted, in Prouét,

<~ ) )
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- C .lurked behingd ever& creative experience. The mouth in Not I strives,

BT | ' .as all Beckett's people do, to express something new, ''new p{igiégiy
because already experienced" (Rroust, p.55), to "breathe the trug air -

R . [ RN . - : 2

" ; - omeanadise" (Proust, p.55). For many of his creatures, hope gleams

‘on as they move‘throﬁéﬁﬁREEEQEE?iloﬁs zones in the life of the indi-
vidual" .(Proust, p.8). For .othérs, habit is the'deadener,-and'they

- . . ot 1 b4
. will néver find’the'paraﬁige within because they have forgotten forever

", the paradise lost: MIf there were nglgucﬁ thing as Habity L;{g would

Lof necessitz'appeaf delicious.in all those whom Death would threaten
. ) 4 ' : ’ p >

- - . 5"
. _ . at every moment, that i$ to say,.to all Mankind" (Proust, p.17).

, .
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. * CHAPTER V N

w
-

‘. VI,S)UAL STAGE IMAGES .

The traditional associgtions of *the images which inform Beckett's ‘

work are evoked more fully in his dramatic works becanse of the added , -

dimension which theatre gives to language. Martin Esslin has noted that

the concrete visual images of th¢.dramatic wledium indicate that Beckett

]
v

has tried to find a "means of expression beyond language - ~ '
On the stage ... one can dispense with words’ altogether, or at least‘one
can reveal the reality behind the words, as when the actions of the
characters contradict their verbal expressions. "Let's go",, say the’

two tramps at the end of each act of Waiting for Godot, but the 8tage
directions inform us that "they don't move'.: On the stage, language

! can.be put into a contrapuntal relationship with pction, the facts .
$ehind the lanéhage can BE'rewealed.‘... Beckett's use of the stage

is ap attempt to reduce the gap between the limitations of langlgage

and the intuition of. being, the sense of the ‘human situation he seeks

to express in spite of his 's: ong feelings that words are inadequate to
.formulate it. The concretenebs and three-dimensional nature of the
‘stage. can be used to add new resources to 1anguage as an instrument of
thought andwexploration of M ing.

These language resources of he theatre were recognized by’Antdnin'

K Artaud when he proclaimed the primaty of the language of the mise en

scéne. In The Thég;re and its Dshble, Artaud stated that "the poSsibi-v'

lities for realization in the theatre relate ennirely to the mise en’
. .a ’
scene considered as a language in spaee and movement. 2=f?his.concrete

)

language of the stage consists of.everythi

—-,
(T

ﬁhét occupies the stage,.
everything ;hat can be mandfested and exp ed-materially on.a stagb

and that is addressed firat of all to the senses 1nstead of being

-

5

[
\

TR £ 7

e

.
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addressed primarily to the mind. as. is“the .language of words."3 Artaud
»
reJects the realist forms of theatre which he believed confined theatre-

"te the domain of what daily thought can reach, the familiar or unfam-

iliar domain of consciousneSs", and he admired the Oriental thea}re
which was "based upon age-old traditions which have preserved intact the

secrets of using gestures, intonations and harmonies in relation. to’ the
o~ . . . q Y
b &
senses on all possible Ievels. A

} ~=n

Te ' ) Artaud of course, was not - alone in his opposition to¢ the veri- j\
snﬁi\itude of the nineteenth century mode of realism, nor was he the
4 .
irst to challénge its influence on dramatic form. Even as "Realism™:

n the theatre * attaining wide acceptance in the 1890's, anti- v

Cerealist individuals were adyocating a drama where sytnbo.lic setting

L2

would i‘-eplace_ the 1llusionistic representation'of particular places.
The chief challengers were the symbolist playwrights L\nd theatre

: ’ Co : i . , . .
designers who began a movement which. "brought great visual beauty to

the stage" as, '"many artists .., labouted for the greatér glorgaof a

¢

theatre in which vis#ons of universal import, not workaday problems,
would be exhi_bited".5 " The svmbolist ideal for & stage setting was

summarized by one designer when“he wrote that "a good scene design
6

should not be a picture but an image". .

. ' ‘
The symbolist ideal of the mise en scene as an image was at

<,
‘t.‘h'éx ro%t of one symbolist theory which is paa:ticularly interesting in

relaLion to Beckett s dramas - Maeterlinck's idea of static drama", ‘ ‘

L 4

with its emphasis on mood and suggestion rather than plot and expli-

cation. Dialogue and action are not ds important. as what is “uﬁ%ood

# 7 in silence and stillness. In a famous statement, ‘Maeterlinck wxﬁa:

T R L .
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h ]

illustration lies not in the fdct\ that the jmage is static, but that it

‘by nature symbolic, but that its-fendency to symbo

) T _ I%s
a . . N . o .

I have growm to believe that an old man: seated in his érm@hair,

waiting patiently, with his lamp beside’him, giving unconscious ear

.to all the eternal laws that reign about his house, interpreting

wighout\comprehending, the silence of doors and windows and the

quivering voice of the light, gubmitting with bent head to the presence”

of his soui and his destiny .., does yet live in realfty a deeper;

more human, ‘and more uniwersal life than the lover who gstrangles his

mistress, the captain who conquers in battle, or the husband who

avenges his honour. ' ’

. ‘ -
i -

4 i ‘
As Tom Driver points out, "the mheatrifai importance of this famous
"2 . _ .

-

is an image. ... The stage and what appédared thereon should ;..vgenerate

L]
»

“an activity in the mimd and soul. This would occur when the 3tqge put

copying at a minimum and signification at a ﬁaximum."aﬁ‘Driver goes on

to observe that Mdeterlinckgwas rigﬁt'in-pe;ceiving that the stage is

3

had to be con~
trolled. The stage settings of Hamm, or’Wﬁpnie, or Krapp,

, e i
occupants of .the urns in Play, even the mouth in Not I, all have some-

i -

-thing of the "static" quality to them; but they are images which

retain a life of Waeir own while evoking our sense  of universal life. e
The experimenﬁation in the modern pheatre'which began in the

nineteenth_ceptury-continued.1n diverde dirégtioné»in the twentieth

a
» - . .

scentury. »New movements in art and theatre were toncerned with new

definitions* of .realfty; there was QiSSatisfactioﬁ with the "realist"

-

emphagis on objective‘reaigty but aisq with the abstract reaiities

/

which seemed to be‘the concern Of the Symbblists,’sincé bath appeared
h -
to seek. expgression of a reality beygnd man himself. The influence of

Freud andggung brought about a new awareness of the sub¢onscious, -

which wqg reflected in the 'expresqionist theaffe mgvement oﬁ the
eagly twentieth century withiits emphasi’s on the projec;ionjof a 'f

subjective, innér vision of reality. The French qurrealists carried

-
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the quest for new modes of perception even further. ‘

. They rejected familiar reality with its orderliness and tidy logic, as
a delusion. The facade of\reality, according to the surrealists, t
had to be wrecked if the true life of- the unconscious were to become
manifest in art. And in order to destroy that facade, it,was neces-
sary, of course;~{o destroy the realistic form of drama. Once the

“ facade was removed, irrational occurrences, such as those in Jean
, Cocteau's Orpheus and E.E. Cummings' him, would evoke, if not indeed
represent, the anxieties, obsessions and prlmitive wishes that consti- .
tute the true reality that lies behind the surface of*everyday
behaviour. ’ - . : *

lﬂ

. Artaud's plea for a new language of the theatre was ifnfluenced

.

'by his involvement with.tKe surrealist movement.' He wanted to abolish’

A .

what he saw as the tyranny of thq word in the theatre and replace it

-
»

" with a pqetry‘tf space: "I s;§ that the stage is a concrete physical

- place which asus tg\be filled; and to be given its own concrete lenguage
to;speak ..; this conerete nhysical ianguage is truly theatrieal onlyl o
‘to the degreeAChat the thoughts dt eppresses are beyond the reach of'tne'

sneken language}"lo Gesture, suund, light, costumes, objects, even,

. » e .
words, if used only as "part Jf an expressive vocabularyof gesturgé"ll ..
- . . ) N ' L ’ RN

were to fill the stage space, but there were to be'no'nore\textuel ' ..

‘<; masterpieces. . '

- However, the dissatisfaction with the realist theatre of illusion
o y . :

and - determination to create a theatrical theatre was also the motivat- .
(\\”igg~force behind such a "theatricalist" as Jacques Topeaf, who stressed -

4 the primary importance of the.playwright’andxhis text. Cdpeeu preferred
-

. . +

»
the proscenium stage and simple set pleces and properties which would

- reflect the meaning of, the text withOut intruding on it. The art;stic'i

. 1eadership in the French theatre between the two world wars came

-

/71arge1y from directors who had studied with and been influenced by him,

‘ i(

»  such, as Louis Jouvet and Charl‘ ,Dullin, who shared his- cpmmitment to "
| ' . e ‘ .. Y .. <

[ ' N “
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the sanctity of the text and the theatrical art of*the visual scenejy

‘ TR ‘
and whose chqios,of'piays for prgsentation.included Greek classics;

: . 7
Shakespe®re, Joanson, Ford, Moliere, Calderon, Pirandello, Cocteau,

’

Salacrou, Giraudoux, Genet, and Sartre. *

This varied theatrical environment provided'the contemporary
background for Beckéttfs work in the dramatic genre. 1In his stage set-

tings, he puts before us a;visual world of the imagination ich we

find, simultaneously, strange and'familiar, because while it is not a

Eigﬁgie of thesworld as we: experience it, it is filled with recognizable

- r L] ’
objects ‘from that #orld, \commonplaces such as wheelchaire, parasols, ;oo

F)

) tape~recorders, sandpiles, {\Espapérs, garbage cans. Yet the*presegce
[8)

of these familiar items‘from ~hae.aptual world does mot suggegt any of 3

4

the verisimilitude of alist drama. 'They are, clearly, theatrical

properties L% %«stage orld where Beckett seeks to.reconstitute human '

life as dramaeic artifact,'not to bffer an account—of it".lz His plays =

: reflect the music hall techniquee, circus clown antics, and commedia

e

dell arte routines which had dbeen incorporated g\\Copeau, uvet and
“Dullin into their training methods and productions, alw with consld—

eration for what mime and.gestura could contribute to an understanding

) i ..
,of'the text. Beckett was_familiar with the théa;re techniqueslof Yeats

L ]
: A N S
a& Syngé because-he often sa;z_their plays performed at the Abbey
. ’ ’ ‘ ‘o‘ o, .y ol -
Theatre‘in Dublin.l3l He\must also have Eeen impresaidjby~Artauq's views
\ .
on the impor ance of- the mise en acene through the injluepca of the

.

first director f Waitin g for Godot Roger Blin ‘who rket‘.th Artaud.

’ ,p.'ﬁ, L N

.

. " - _" . . " ».‘-
scene suggests thay an even older tradition contributes to the . .
H . .. . 0 - "
S r\ J e
. . ! -“'4 . LN . 'a
v . 4 kY . .Q.
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relationship between his visial stagd images andt‘;the, meaning of his
\- ' b "4 <
plays - the emblematic tradition of Mediaeval and Renaissance drama.

The whole theatricali.t revolt against the illusidnistic stage evokes

tluat style of theatre, with its stagecréft based on Tepresentation by
L % b ]
fdrmal symbols, whlch disappeared ‘as the theatre of 111usion progressed-.

1<®)

An t!te seventeenth’ century.14 Irr the introduction to his,‘scholargy

©

study of the English stage from 1300 to 1660,Glynne Wickham :Ln‘dicates g
. i A Y
that the tw’entietH—g,entury.inte're‘st in distinguishing between literary

-

and dramatic values and in t:hanging the attitude that drama is synony-
mous with ‘literature, ‘has led to a reappraisal of ’1the S«t'aging 'praeticee

. -'00

- of the Middle Ages and the Renaissénc;,l's' He notes that, with the ¢

'~‘_~‘:“0“lsual sug%estion was translated into a nbw qne o{ pietorial realism Qﬁ/‘ ’

- stagecraft was a demand for the restoration of abandose

) in continuous use‘ as visual images from mediaeval pagear'it'ry

.

) v . 1 .
establishmen}.of the prescenium—arched stage containing perspective ¥

s’(ttings aining at verisimilitude, '}the' old theatre of poetry and
B T DR PO ‘

L ’
and prose. 16 Wiclalam has devoted -four’ vo]-.umes of scholarly research
|

to-demonstrating this transition. It would geem the_n\, that the dis-

n

N
*
«

satisfaction ‘ﬁith verisimilitude and the quest for a new mede of\ viSua‘l

earlier forms of sgmbolic stage repres&tation. The
: ‘ ~

conventions. .
One’ aspect of ﬁicﬁxam"s research, which is particularly {nter- .

- A

-
»

images, 'is his identifi_cation of the major scenic.emblems

L]
- g

L4 . .

Stuart era a arbour, tree, mountain, cave, castle, pavilion, t rone" + .

tomb, .ship, machine and fo!ntain.17 In B&kett 8, mise el lcen , 1t

. s e - s - -t
-

.
[ -

.
15 ¢~ T

—y
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'is.possible' to identify a variation of nearly all of‘these, and.fre—

-,

quently the use -made of the emblem has ironic overtoneg when contrasted

with its use in the older tradition. Even the emblems. which are not

M . Y Co.

praegefft in concrete form, s:.xch as p -and fountain, sometimes are

-

~voked- verbally, and the absence‘t of such emblems of freedom, discovery,
e
and creative resources in itself speaks for ‘the overall vision. There

- v -
are, howeverlthree,particular'eublemetic images which occur most
. . - . < N

3 a2

. M \ N . *
- frequent(y in Beckett's-'mise en scene — the tree, the cave, and the
P -~

mountain - which are of particulai' 1‘nterest here because of their clgse: -

L

‘associations yith the central 'images wh&ch have been 'the subjec’t of

A\\ .
- f 1

this study, the tree with ‘the’ womanA, ,ﬁa% cave with the circ.;l,e and the

mountain with the lost pamdisﬂe interplay between the 1anguage

of the t‘:ext, and the language of the mise en s!ene-results often in

ﬂirony'and ambiguity, but Keightens our pefceptfon of the pxgsibilit’ies
", for meaning.', ’I:ree," cave, apﬁ\pountain can be identified. as important

a ‘ " . ' - ] . .' -
gL symbols in much of modern literature and Jrama, 80 that in making use

. .. X _ f""
of such imag'es frem the emblemat\ic stag tradition, Beckett is drawing
v - '

on both the clissical and contempordﬁ stdre of images.

”»
~

-

k]

. In the process of manipulating tradition to make it express

.

his vision, Beckett strips av;ay“,everyt‘ﬁing extx::aneous from the stage
spectacle. just es he strii:s. away everything extran,egﬁs from the o
langiage. w”I-?avin"g disti‘lled‘ the essential from .the older stage 'tra-'
ditiﬂbn‘,. :Beckett incorporates more coritemporary stage techniqdés( |

. especially in‘the area of- lighting." Tliere :Ls an intriguingucombination '

«3  in, many %f his plays of eeenic backdrop, emblematic set pieces and
%

. -

< - mood-'li,ghtin\g, ‘all wighn the donfines of the proscenium stage, fo

which Beckett h.as .expressed his ;:'re,fez'tfsnu:e.'l8 The result is an all

' B - ! )

-
. : i o | I -

-

*

. b _«-;p
' " s AL

‘
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of dramatic elements which can be discerned if the whole is brohen down,
but which presents itself as a new form, a proluct of the iﬁéginatiou .

where thgr elements were bxought together. That imaginatioh is pri- .

~

- marily a writer's imagination, so: that the stage images serve the text, -
and there. is a close re]‘atiOnship between the language ﬁ)f the text and

A5 a

the language of the mise en scene which resultsein what “has been called -

a theatre of L@nguagéF“rather than 'language of the theatre" 19 Ihe

e "- R R 4»1 s
ety V, PRt r -~ .

ey ~ .
i LS

“‘ interplay between the verbal images which have links with a literary

<
tradition, the woman, the circle, and the lost paradise, and thé visual
3 4 L. » .

e v -.'\ N
images which\have: links with a stage txadifion, the tree, thé cave, and
. . " . v

L ¥

evacatLve effect of both the verbal and-

the mountain, heightens th -

. visual language.

In Waiting for Godet, Beckett sets' the scene with two visual

* - ) ~ '
images which have a-long history of symbolic association - the tree and
N . 1 o & . .

“

"the road. ~Critics have not neglected the mythic asJociations‘éffthe

. 1 - .
trée of 1ife and the road on which man must take lffe's journey 20

evocative use of it. The theatrical tradition which 1 es-beh this
! - ‘T .-t ’ '
* particular stage image, especially the .emblematic tradit . researched

. ~ . = R -
by Wickham, confers on’Beckett's sparse stage se;tﬁLg a peculiar vast~

0 “ A - .t .
" . ness in which is contained nowhere and everywhére, ho man.and everyman, -

no time and anytime. o ' ' )
Py | p T . -
Tree scenes argsaccepted as such traditional forms of dramatic

. *
& ” .
L

setting that they heve become "scenic topoi":21 .
" . A @

> - *

Dramatic scenedwith a tree or.trees as-a point Of reference of #tion
and dialogue can easily be traced throughout the history of drama and

L)

theifre. The tree ma% be a.single but dominatlng stem, s011d&y BN ' .

R

’ , - N . I
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present and yet strahgely disturbing, appearing in various stages of
growth or decay. Or it may help to constitute scene localities such as
the'fofest or the garden, which in turn occur over and over again in
scene sets and set scenes, whethey they be presented in symbolical
stylization or in decorative prﬁ?ision. And since, moreover, the tree
- morif has an extremely rich iconographic tradition, the property tree
on the stage stands ready to ,attract. and: tor Telease mythical, symbolical
and emblenatlcwmeanfngs of many a derivation.

L

‘Beckett s tree in Waiting for Godot is’ in the tradition of the dominat-

ing single tree which dates back to medisevali mystery plays @and con-
I R

-

tinues intd the modern period to be "impressively tied up with ome's °

recollection of the plays to which they be%ong .23 It belongs tb ‘the

’ .

% -
reality of"the world of WaitlngAfor Godot; 4t is a stage image with

N

its own function - to seét the place of the action. The action is _

» i , .
waiting, and the treeiss thé® pliace where the waiting is to.go on:

.

Estragon: You're stre it was here? - . - , o .
Vladimir: What? - 4
Estragon: That we yere to wait.’ . Lo S N

-Vladimir: He sa y the r;#®. (They Took at the tree.) "
) .'Do you see any otheIS' (W, for G., p.lO). . »\\\_’/>

The structure of Waitlng for Godot depends on pattern rather at

N ~
. -

than on plot and the tree provides a visual focus for some of the'

repetitive actidn which makes up t ‘patterq. In Act I, Vladimir and

Estragon discuss hanging '‘a® a posdib)e means of'enﬂing their sgffer@ng.“
- { N

The frailty of the treesas a potential gallows "is the ostensible

reason for their choosing to go on waiting,rather than. attempting to .

B ¥ " -
. - 0 7/ . o N
end it ‘all. At the end of Act I, the tree as gallows 1s focus-again

)
<

v ? -t
as Estragon laments, "Pity we haven't got a bit of rope" (W. for 6.,

4

. p.35). Act II ends with that same visual focus: ° ’
Vliadimir: Everythingis dead but the treé. . . . . .
Estragon: (looking at the tree) What 1is it? .
Vladimfr: ,It's the tr . - .

Estragon:. Yes, but whdt kind.’
Vladimir: I don't know. A willow.

)




-Estragon draws Vladimir toward the tree. They stand mationless
before it. Silence.

Y , ‘ rEstragon' Why don't we hang ourselves (W. forfG., p-60)

Echoes from Act I reverberate around the tree. Viadimir reilterates

I his identification of the tree as a willow, Est#égon repeats the

-
’d

gestion that™ they hang themselves; Vladi

r remi?ds him that th
+ Tmo rope, which recglls Estragon s lament at

- test Estragon's belt, a cord which holds up is krousers, and it breahs,

. making hanging an 1mpossible choice. But th ﬂ*ailty of the belt is a

| ; counterpert of their figst' ré;ﬁ,f for rejectini:hanging ~ the frailty

of the tree. Cord and tree toge®h€¥ serve td

- L]

emind us of the frailty

. of .the 'two men, who ‘ifd each other, and who;would not attempt to /.

hang themselves in gase the bough broke with the first hanging, 1eav1ng

»
» . i -

*+ one of them_alqne.. In this particular strucnural pattern the frail

.
G

tree becomes aﬁ emblematic image of frail men who fear the possibility

. - of solitude in an empty landscgpe. . o ,

- - ' - -
: The change which occurs in the tree between Acts I and IT is a

visual representation of the potential for growth in the characters. -

In Act I, it eppears to be a dead tree, a visual reflection of both the

-~

unoroductive process of waiting which Vladimir and Estragon. endure,

and the destructive process of ‘action without purpose which Bozzo and

e Lucky undergo. In Act II, the_tree has sprouted four or five leaves,-
N -

and Vladimir s subsequent response to that change reflects his fear of

change in himself, which mfght make him #grecognizable. That feat is

-

expressed through a series of references to the tree. He notes that
’

"things have changed s;pce yesterday“ W. for G., P-39) and, after ¢

» ! probing,Estragon s awareness of the change, recognizes that the tree

W has sprouted leaves. 'Later, he asserts that "Everything's dead but >

o

»
-,

Y . . . . " .
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/

the tree'" (W. for G., p.59), afknowledging the changd in the natural

-environment but denying it ifi himself or Estragon because of the need

to Rnow that they are still recognizable. This need is reflected in

]

- -
his questioning of the boy} "Do you not. recognize me?" (W. for G., p.58).

However, their own potential for growth is revealed wheén, unconsciously-‘

! +
responding to the organic growth of the tree, they engage in another

language game which rises to a level of poetry lacking in their other ,

exchanges. In none of their other word éames do they use simile and" ;
, ‘ . .

metaphor as they do when they are inspired by the growth of-the tree: °

Estragon: All the dead voices.

Vladimir: They make a noise like wings.

Estragon: Like leaves.

Vladimir: Like sand.

NG | ,

T Y

-

Estragopn: THey rustle,
Vladimir: They murmur. _ < - T
Estragon: They rustle. (W. for G., p.40B)

* . €
The suggestion of growth which is visible in the setting becomes éie’
. < .

’

outward siga of the potential for inner growth ag,fhe human level. 1In

‘a sigflar way,.Pozzo's physical blindness is the outward sign of his

\

spindtuald hlindneés.' He is blind to the landscape which:-indicates that

change can be a process off&egenerétion and does not imply, of neces~

sity, the process of decay which he describes.

~ N .

The dramaticlﬁchtion of’ the tree in Waiting for Godot, then,

goes beyond its most bésic'theatrical purpose in‘providing a sétting.
It seems to serve the same dramatic function as Habjicht describes for
such emblematic stage properties on the Elizabethan stage: )

The Eii;hbethan.tree property then, far from mezély specifying a locality,
is a symbolically charged focal point for the contrarious imaginative
associations aroused by the dramatic tree scenes and their perfor-

mance. The interaction of literary and theatrical factors which is at
work’ in such scenes is to some extent mirrored in.the texts of the
plays-24 - / ’ * ) . ‘_. ‘ . [y "\

 J . . r
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. e i . '
Beqkett'é\?req certainly serves as a focal point for '""contrarious

imaginative associat%g;j" as it heightens our awareness of the range
' : AN
of possible meanings, of the basic contraries that confront any human

<

being who journeys on any rocad - growth and decay, death and resur-

.

rection, hope aqd despair. It is the focal point for the dramatic

representation of the agony of choice, the eiement_in Beckett's plays

4 ’

which led Ionesco to compare them with thggBook of Job - whether to

live or die, to go or to stay, to speak or to be silent, to part or

t

&S

remain together. The range of options in_ Waiting for Godot is not

" [4
wide; the struggling tree with its faint signs of growth, reflects the,

narrowness of the choice and the faintness of the hope. It also is a

visual counterpaft for the sparse language with wifich the characters

struggle to communicate, so iniw! the rhetoric of Arcadia or the Forest

A

of Arden.

. ' o,
Beckett's &tage tree is a’‘poetic conception of -the play's themes
\ e

N S~ .
and images and the central images of woman, circle, and,lost paradise

are given a concrete dimension through its visible presence. To

Vladimir and Estragon, it if a possible means of destruét%Pn or'pfo— R
tection, and it is the inspirégion for their most poetic use of

language, aIi of which evokes the "eternal womar" ;or whem the tree’fg .
symbol. The po%ifive and q@gativeyaspects of the circle image are

* ‘'reflected in the physical treé itself and in tﬁe movement around the

tree. The appearance of the leaves suggests the cycle of the seasons

-

tha}circula} pattern of life that includes both death and rebirth, L e

~ ' . B - ’ 4
Viadimir aqg Estragon circle the tree as they %ait for Godot and the

L]

green leaves reflect their hope. At the séme time, their circling is

L4

H -

]

. . s Q ) .
like that of tethered beasts who are unable to-break away from the |

¢ | |

»
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"combine to make us aware of it. Estragonm, comvinced that he is being

.. - i ' ' 185
tree that keeps them in that place, even though ¥ladimir assures ~
. .o , v
Estragon that they are not "tied" (W. for G., p.14B). But the human

dignity which is p:eserved in Vladimir and Estpyagon through the exercise

of even such a minimgl chqﬁce is emphasized by the entrance of Pozzo and

+

Lucky, who are physically tied and whose master- slave relationship is

' concretely imaged in the rope that blnds them. The . dead tree of Act I

evokes. the image of the ruined paradise,,which is emphasized by Pozzo's
J - .

12

constant references to the world of time as he consults his watch. In

-

his attempt at poetic expression in Act I,)POZZO cancentrates on the’’
- ' i » ¥ ' L\ .,
firm‘sent d the gradual change in thé\eutning sk??which will rgsult
in sudden darkness. . But he igﬁores the tree which, in its isolation,
) g " .

>
is at the centre of the fjFmament, affirming the reality-of its being

. r’ . ’ .
in the cosmic vastness whi®h Pozzo descrIBes.“§ As the characters obey ¢

. Y .
Pozzo sfcommand to look at the sky, the tree remalns ‘the on&y visible.
vy :.‘
set piece for the audience, a stage presence, occupyidgjits unique
R o
space. In Act II when the-green leaves suggest the h?be of a return
"r LW

_ to paradise Pozzo is blind, and completely alienateﬂ Eram the processes

of Nature, to which Vladimir and Estragon, in spite y% ﬁheir attempts

to cling to habit can 8£ill re ond unconsciously 1 /
~" i

. ' Because the tree-is a rical tree, with no pretence of .

illusion, it reinforces visually the sense of the play as plathhich'
Beckett builds into his text through ghe frequent references to the
- - - T — l.f' )

. auditorium and the backstage area. Ihis‘play spirit is pérticularl& o

. ! .
evident in one scene in Act II, where language, movement, and setting

. ”

pursued is looking frantitqﬁly for anm escape route: ' _ ¢
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. Vladimdr. We're surrounded! (Estrag és a rush towards back.)

S - Imbecile! There's no way out there,' (He takes Estragon by the,
T ‘arm and drags-him towards front. Gesture tgwards front,) There! -
Not a somd 1iIn sight} . Off you go! (He pushes Estragon towards
2 « ' - ,yfauditorium. Estragon recails in horror.) ° You wont? (He
L R  "contemplates auditorium.) Well I can understand that (W. for G,,
' .’P 473) | ‘ \_/ '
. . ’ Vladimir tells Estragon that his only hope ist‘to hide behind the tree. .
L Crouthing behine’;HLt spindly form,‘Estragon realizes that he is not

. hidden and comes oui®as Vladimir remarks, "decidedly this tree will not
s L]
have been duzélightest use to us" (W. for G.s P 48) All the dramatic

-

elements of this scene combine to keep us aware that* this is a play *

. o L
A - . 3

world, a total language;game involving our senses of sight and hearing.

T

. . This strdng sense of play in Waitiﬁg»for Godot is inikeeping

w1th the md}ern "theatricalist" spirit; but it also indicates an infe- '

. > L

gral link with the artiStic conventions of ‘the Mediaeval and Renaissance
. @

drama Wickham observes that chief among these conventions 'was the

L3 Clad
~-frank acknowledgement that a stag,PElay was a form of game, that time

[ *

and distance had to be drastically foresﬁortened if the game was to be

L] -

. played 1 a manner-that suited contemporary society and that in con~-
/. ]
’ e, -+ sequence both persons and place had to be swiftly identified by symbols

4 . . and melems."26

The/tree, as one of the most frequently used stage
properties, served to locate place quickly, either because it was a

- particular tree associated with\a'particular country or because refer-

ence to place in the text was reinforced by the concretevpresence of a
\ - © tree. 21 But Beckett manipulates the tree setting to make it serve ria

gwn dramatic purpose. Vladimir statel, unqpftainly, that the tree is

a willow, a species which appears as tree or shrub in almost all part;‘ : -

. of the world.' The universality of the willow's growth makes it itpos—

sible to. rtayrow down the place whgje the two tramps wait for Godot -
. ~ . /'
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*it could be anywhere in the world.. . -
oo » - N .
. N « e . . .
Wickham notes th frequency with which trees were used in the
i ) t . ’ - .

’ L

emblematic tradition to mark the scene for a special .event, especially

N 4" B . ) 2 . .
tﬁe arrival of an imbortant persof from another.place. 8 Beckett's tree

-

. . oY
serves such a purpose, marking the spot where Godot is ‘to arrive, with

its thin branches and few green.leaves reflecting the slim hope and
. iy g

o ES

i
. e S .
A ~

’ ©  weary gatienc%;;g;xhose who wait for a "V.I.P." who continues to J

disappoint themn,

o ; . VN
] The fina;'stage image in both acts of Waitingforggﬁggﬁféz;lls

Maeterlinck's theory of "static drama", as the two old friends remain"

—

motionless beside the tree,‘mirroring nothing, but aignifying that
. - ° . \ ‘D ) . . . .
“"deeper, more human and more universal life" of which Maeterlinck spoke.
The visual image of the tree is different at the end of eéhh’hct, a.

+ . — - 4

- diffepence vhich strikes a positive note, and there 'is a parallel
. N 7 . ®
. . . $ RN
' . difference in the position of the. two men. In Act I, they sit, dejected,

by a bare tree. ' At the end of Act II, thay are standing, and Estragon,

. ”n »
recovering his human.dignity, is holding up his trousers. This tothal

'stage image of two upright men beside the tree with its few green leaves
; o= ’ -
: recalls Beckett's quotation from Proust: "Man is ... a tree whose stem

L4

. and leafage ‘are an expression of inward sap" (Proust, p.49). It is an

. -
-

_evocative image linkigg.pasf and present through the imaginative re-

creation of what is commgn to both, human experience. . ..

Endgaﬁe's setting has‘links with another egblematic stage image,

"the cave, which goes back "to‘the earliest form of all such caverns,

x

Hell's Mouth itself".29 Beckett's stage directions suggest a setting
partially underground, with the grey light and the two small windows

so high up that Clqv needs a stép-ladder to reach thep. The visual »

; .
* -
. .
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sensd oﬂban‘undergrqund cave whié&.is imparted by the Eﬁo'high windows

F

is supported by the dialogue: /
Hame: Did you‘everuthink of on€ thing? i
Clov: Never. . . >
Hamm: That here we're down in a hole. .
' "~ (Pause.) . . ' . ‘
But beyond the hills? Eh? Perhaps its still green.
Eh? (E., p.38) - : R #

This sense of the setting as a cave has been associated by severdl

critics'with a very particular "cave"; the tave of the human mind: "we

fancy the stage, with its high peepholes, to be the inside af an immense

skull", 30 Roge:-aﬂin staged the first(production ‘of  Endgame, which was

supervised by Beckett in.an oval shaped setting to suggest the inside

of a skull.3 The setting refleects visually the ironic contrasts com-

-

municated byZthe circle-images in the play and one peﬁiewér has linked

the setting to wpother circle image, the wémb: '"Imagine a foetus,
doomed to be stillborn, suspended in darkness in the amniotic fluid,

fts life-not-to-be leaking away tnrough‘theﬁfontanelle -. the membraneous

n32

gap at the top of the skull of every human embryo."~“ It has been

observed that Hamm‘siline, "Something dripping ih my head, ever since
“the fontanelles" (§., p.50), ties the feminine womb image to 'the

other mejor image suggested by the play's setting - the masculine image
of the¢;oom as a'skdil with two windows as sightless eyes:"33 ‘These

_ impressions of Endgame's setting indicate that the centtal images of

circle and woman which;inform the play are linked in the ¥isual con-
!

"ception of the play'e/vision. v )
L . ‘ '
Referring to the womb and the skull” as "the conscious and. -

unconscious waiting~rooms to 1iving itself", Chevigny percept{?e}y

notes that they ' point to a third;image for Endgame's settipg"”




Enclosure, of entrapment ir ‘its'grim atmospheré is reinforced by the

\ ’
« , -
the Antg—Pufgatory where '"Dante found Belacdua, as'in a womb and in a L
skull, crouching in FPe foetal posturi".34 The sheltey where Hamm and
N ] .

Clov play out the time is, 1ikg Belac&ha's cave, a place where one waits

-

\ . .
until it "has gone on long enough™ (E., p.45). The analogy between the .

D .
setting and the "ante-purgatory" evokes the image of the lost paradise. ' -
~ " + - N

through the implied fallen condition 6f man who must atone. "The asso-

ciation of Endgame's setting with the cave of the human mind liﬁks‘the

. .
play with a long literary tradition of caves and abysses where a drama

of the human mind unfolds, In such literature, caves are, associated ’
. . ]

with' the subconscious levels of“the wind, where the images which are—-._

~—,

given form in \the creative act are found. Platoté Phaedo pictured all

-

of the life-givingr r{vers ofMearth flowing in and dut of the cavern

within the earth's sphdre. Dante can begin the asceﬁt to paradise only

'\‘/x - . «

. g : - ]
through the caverns of hell afd Milton's river_ of Paradise ‘passeg

- » ) !
‘ . \ . \ .
' s T . ',V? . T

through underground caves; Coleridge writes _of the "caveéhs measureless

N .

to man", and Shelley's Prometheus can be Free ®nly. when he dwe%;ngith’

L
-

Y

4
Asia in the "cavern"of figther earth, %
Equally syﬁbolic cave images can be found in the concrete gtage

language of modern drama, in both "realist” and "theatricalist" plays. r"}
\

"An early realist play, Gorky's The Lewer Depth%, has a basement set-

tingtspecificglly designated as }esembling a cave. The sense. of

RN

* dim lighting. Gorky's final vision is as ambigpous”as Beckett's; does

the hope of release from the "cave' 1lie in Luka's 'dream of paradise

or in Satin's adsertion that man must take action to retain his

——

 dignity? - Tolstoy's Power of Darkness draws a parallel between the

dark cellar where Akulina's Bab‘ is murdered and the dark re‘cesses of . .

)
- ’ L
. :
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Nikita's mi?d{where helharbonrs the gnilty secret. Lorca uses cave

\ n
o ) ) ' *
.\v};nd fqrest'}ﬁ\éifmatic contrast in Blood'Wedding, capturing in the
ésual symbdfism of the brlde s home, a cave 1it in cold tones, the_
. . v VA
_clash between her environment’ and‘fhe underlying emotion which will

finfA release in the fertile ‘forest. The form of cavern identified in

Wickham as_the earliest stage cave, a hell's mouth;.is~evoked in

¥ S

e infernal méchine

Machine, 'by the "nocturnal/curtains" bghind which

unwinds for man's destruction. Giraudoux entombs the rces of evil

in a cave bénéath the cellar in»gbe Madwoman of Chafllof; a cave is the
v

1mplied image of AnouilH' é Ea Grotte, implying as well the mind of the~

F
playwright. Artaud's production of _The Cenci used lightlng and sound

. with thea(}ical propgrties to create the setting of -an undergeound

torture_chgmber, intended to make the'spectator confront the paralle%
-

¢ darkness of hié own being. Roger Blin Beckett s French director, ’

vas associated with Artaud in that production, so that he would have
N ” .
bgen well .aware of the resonances possible in his cave setting for

N »

Endgame-
/fmdgane'é setting then,.eydﬁés a I%ng Ligsifry and dramatic
' el -" S e ’

traditten—and utilizes” an image which is part«bf the modern dramatic

cgnsclousness, embodyihg both the positive and negative aspeétg of

the archetypal circle as an image of confinement or protectien.. The

-

4

- . v -
setting of Endgame has associations, too, yith the older emblemgtic

tr;ditioné which are evoked through textual allusion and thrdugh the

.
.

emblematic nature’ of some of the set pieces which are coptained in

‘ by

\

L
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the sétting. In Renaissarce drama,.the cave, like the tree, was one of
[ » . ¢

the frequently used"dramatiq_sgtfings. With the growth of interest in

a3 o

. classical mythology. the cave was used fréquently on stage to represent

the home of Vulcan, the lame smith of the gods who was brought forth

by Hera without a father, _There'are;allpsions in Eﬁdgéﬁe which roqéll
. - ! . -
that myth, and the association is reinforced by the cave-like setting.

Clov's kitchen can be seen as a variation of Vulcan's subterranean
. V. S V. . ’

workshop. The mythic smith-god:was-born 1553, and further crippled

when he‘was thrown from heaven f® his deformity.‘ﬁélov, too, is a

crippled craftsman who has things to do in his’ kitchen, but his skill

--as a maker is manifested only through Hamm's unfinished toy’ddé. . The:

stage direbtidns déscribe his "stiff, staggering walk™ (E., p.1) and

s twice in the text reference is‘madé to his bad legs:.

. chariots of the gods. J ‘- . ‘)

. he—

Hamm: How are your legs? ' . ' o R
Clov: Bad. (E., p.35) . . : : .

Clov: The pains in my legs! It's unbelievable! Soon T won't be able
to think anymore. (E., p.46) - . ’

And like the mythic smith-god, Clov is fatherless: '"Hamm: But for me,

no father" (E., p.38). But the fires of Clov's hearth are extinguished,

and he cannot provide wheels for Hamm's chair as Vulcan did for the y]

-~

g The grotesque chariot in which Hamm circles around his enclosed

;~\\yfrld is itself Iinked fo ano;her emblematic scene aevice - the throne:

\ .
? . .

i;aditioqally,_the throne was flown in to the exact centre-stage
— ' R 35 '
position when needed as the place of hbnour.E :AHamm's throne dees not
descend from the.heavens; he is trapped permanen;ly'in higlsuﬁter-

.

ranean cave with no means of dscending and no certalinty that he
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occupies the centre. - ] ‘/
. L ,
‘ .
Besides Hamm's disPlaced throne, the upderground setting of

9
[

. 4
Er;dgame includes another focal oint"\ the stage - the ashbins which
v L] . « 0 p g

contain Nagg and Nell. Like the "tomb" -properties in the emblemaf
. ) \ e - .
Eraditiqg, these ashbins are the setting for the final scene of ‘Lac—

°

" ters who are rear death. The tomb emblems of the Elizabethan stage\
, . A

varied in external appearance according to their function within a

given play. Beckett's ashbins, seen as "tombs", become emblems _weich
v o

reflect the reduced condition in which he represents man. The ashbins

-
3

.contain the dying remnants of a past generation, Negg and Nell, treas-

” o

yring their old.stories and old memories. It is a past discarded by

theyr descendant, and 3 there is no reverential S%Iing and inscribing

W 'y
of the "tomb" sc that' future generations will remember the past.

Instead, Clov is instructed to "screw down.the 1ids" (E., p.24).
5 . ¢

.
- ° - ]

Allusions within the play are related, to the cave setting.
. s ) . : ’ ’
Hamm's declaration tDRt "Our revels now are ended" recalls the visions
which Prospeno conjured in Act IV of The Tegpest and the cave'where

Ferdinand'and.Miranda are "discovered" pleying chess in Act V. There

o

are no brlght visions to be seen outside Hamm 8 cave, only the grey
i

desolation of sea and earth, and in his éave the "endgame" béing-

,played dut is *n stark contrast'to the gene played by Shakespeare's

-lovers in Prospero's cave. The cave as hell“s mouth is evoked, when'

Hamm, hugging his "old wall", remarks that "beyond is the ... other

hell" (g;, p.26). The wall simultaneously éncloses him in one hell's
- . . - ’ , " .
hole and protects him Prom’the dgther", so that his sﬁflter takes on

o

two aspectsiof the‘related circle image ~ trap and haven. In‘Greek,

) e r
Hebrew, or Christian tradition,. hell is imaged as a cavernous

’
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. . ’ ,
underworld, the antithesis of the high mount of heaven. Hamm's refer-

ence to his shelter as "hell" is reinforced by the underground. setting,

., .
.

and Clov's k{tchen, the Vulcan;s cave which stands between the inside
+

door and the outside door, become's the hell's mouth which will 6pen-'

1Y
¥

. ‘ v
Wickham suggests..that the conventions of the emblematic

L4 - b q . -
tradition left the spectator free to "conjure settings imaginatively °
P j g 8 y

out:of the dramatist's pdétic emblems".36 The cave-like ‘'setting of

¢

to discover either hell.

L
Endgame, which derives from that long trajﬁtion, is open, evidently,

q
to many interpretations, and the text provides us with associations .

which set up an evocative interplay between what we see and what we ¢
. N »~

hear. Alan Schneider's account of how the setting for the first New

- York producti;n vas designed underlines the 'theatrical" nature of

the set - in Schneider's production the bare brick walls of the Cherry

Lane stagé were utilized, with two high windows painted ''boldly and
. 37

. > . . ) ) .A'
theatrically on the wall at the back'. As in Waiting for .Gedot, £§ s TE LT

*

’ - N . ' ’
theatrical setting is demanded by the sense of play assplay which is

built into the teit,vbeginning with Hamm's openingyline, "Me - to
T s » "‘"JT'""- i . } ~ ’ - '
play" (E., p.2). Clgv on his ladder turgs his telescope on thg’ ,

‘Egg;torium and announces that he sees "a multitude .., in transports

A )

- -

we. Of joyt‘(E,, P.29) and Hamm, at the.end, throws his whistle to
the audience “witﬁ'my compliments' (E., p.84), reminddﬁg us fhat we

» 1
) = ) (

too are pé;t of the .game. There is a lapguage-game which goes on

. between playwright and audiencé of which the text and the.visual

‘ /.

setting are both a part,Aénd even i1f Beckett has mo elucidations to

o !

offer and denies jpat he'is-attempting to arrive at any truth, his’

sense of the appropriate conventions to express the contemporary



'
. -

-*

situation provides us with' the material to make our own truth. .

He remarped to Alan Schnéfder that Endgame is "more inhuman °
than 'Godot'",38 and the reduced variations of traditional emplems .

" indicate none of the sigrs oi potential growth we see in the tree.
£ - .

Hamm's "throne" is off-centre in a very small kingdom, with no fiy wires

' : . \
connecting it to the heavens above. The ash-bin "tomb" is-the sfite of

a death scene which offers no cértainty of a feunion'beySnd death and

"emphasizes, not the grandéur of what is gone, but the decay that sets ,

3

in even before the pasging. These two disturbling descendants of S
-~ . N ) . -

- emblematic set pieces dominate the cave-like setting which is both

- - - -
[V -

shelter and prison. Beckett leaves us with.only one source of hope

Y
-

that perhaps this is not an eternal hell, but a very long purgatory.

-

" Clov gazes through his telescopf\if the audience and sees "a multitude
N - N

«.. in transports ... of joy'. | As Dante clfmbed up out of

the cavern of hell he saw "through a round opening the Qequteoﬁs things
} '—_' .~ 39 v—-—\ . -
which Heaven.bears". The mount' of Purgatory had still to be climbed,

. ” . ¥

-

but Eden’was' at the to .‘ BECkEtt' s reference for the a.mblgnous
P A P
- . ‘

leaves us unsure of whether Clov sees, through the "round opening" of
“{ .. )

his telescops

the dark cave of the auditorium, so that his

refer®nce ig comment on,edf parallel condiqfon,_or whetﬁjr

he .focusses on a vision of something beyond ug. Any conclusion can

L3

only be drfawn in the mind of the beholder.

Krapp's tape-regorder in Krapp's Last Tape is a modern stage
- . ~ -
"machine', a stock device of the Elizabethan.and Jacobean stage by

which marvellous ggd immediate changes in the visuaP stage space could *

A )

be achieved, Krapp's macﬁ]ge brings about a change in time, and leaves

us gh conjure the setting of past time out of what‘we hear. Past and

«
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{ - i * ¢
present are brought together as thg‘Krapp,of the past, through the

*

magic of a "machine", shares the stage with the Krapp of the stage

present, which in turn is set "in the future" (K.L.T., p.9). Tradition-

-

ally, stage machinery was used in the theatre to expéﬁd the range of

- -

theagrical representation -of man and his universe - however, .earth and
. -

hell coul? be represented in the same stage space with the aid of a

‘machine. Modern "theatricalists' make use Of stage machinery to

. , .
, - \
achieve sight:and sound effects that are unrestricted by barriers of

-

time and space.40 But Krapp occupies a very small stage space, with

only two clearly defined areas of -light and darkness. He is trapped

. ‘ ) S
in time, and the machine reveals, not the va§tness‘of!hls universe, but
¥

v

its narrowness. Beckett's contemporary stage machine, which manipu-

lates time rather than space, poinis paradoxiéélly to the importdnce
of space, of the inner space where, by‘creatiqg~acfion, time can be
overcofie. For in the end, when Krapp has allowed the méchanical to
take precedence over "his creative potential, the machine can only run

.

on in silence, unabl to recapture the past unless a human being turns

"the switch. - « J

In Happy Days, the emblematic mountain and the associated caye
F -
are prominent ffatures of the paradoxically unique and traditional

setting. Winnfe's mound of earth is set against the painted scene of )

<

a "trompe oeil backcloth" (H.D., p.7) in a combination of emblematic
' . ’ :
set piece and scenic illusion which heightens the theatrical effect of.

the scene. Her mound derives from the mountain emblems of the

Renaissance stage and becomes, as all such sgt pieces did, an element

in a total scenic picture. . /
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ot e .
JLike the hills agg'mounts of the Renaissance”stage, Winnie's

mound is "agsociated with its prime occupant".41 Winnie is inseparable
from hef mbund in the imagination of the audience; to those famjliar .
‘with ‘the, Beckett world, "Winnie's mound" is as natural an association .

as the Mount of Fame, "Britain's Mount", or. the "Hill of Truth" was to
B ) J .

~ Renaissance augdiences. Wickham notes the close affinity between, the

*

cave and the #ill or mount in emblematic staging,”hhere "the cave as the !

@

interior of cliff or hill [was] obviously associated with .. the

- &

mountain in scenic iconograph}lr".42 This affinity is retained in Happy

Days, where Willie's "hole" is, evidently, a cave-like shelter behind

-

- the mound.

. ' . R .

- This traditional affinity between mount and cave in the emb 1
. ) » )

mat¥c tradition provides an evocative stage setting for Happy Days

which expresses in a concrete image the struggle ‘for a balance of
inner and outer awareness which Winnie undergoes. Visually we see a

woman who is hg}f in and ‘half out of a mound of eérth; thé dialogue

“

and action reveal that her husband, Willie, lives in a cave in that

-
.

mound; above the mound the bright light of the sun shines"relentlessly,

13

P o”

{haf.the woman
{ - . :

ins visible:to mark the division between inside and outside. The

»

., while within tEEpQ\is darkness. In the ‘'second Act, we see, visually,

has ‘descended further into the darkness; only her head

efting combines the associative aspects of "mountain” and "cave" in a.
~ p - ’

o

conegrete representation of “inmner and outer being, a stage representa-
v - -

tion whic takeg on meaning through the language of word, éestuxé, and

pause with which the wémén, who 1s cdqcretely,and inseparably linked

to the setting, fills her time. Thelﬂxompe d'oeil’ backclocﬁ;empha-

N L%

sizes the "doubt" which Winnie admits is Vgnawing' at her (H.D., p.27).
. . L. Y ' ’

e : {
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She: has moments of doubt about the reality ‘of her external being and .

environment,-which she tries to offset.by constantly using the objécts

-

in her bag, to reassure herself that they are there. Her fear that

reality is.én illusion is ironically underlined by the presence of the
- .

o
illusionistic backcloth.

Against ;the scenic backdrop of illusion, and within the a-
" -
tic context of Winnie's struggle to retain a sense of what is withdn
and what is without, the mountain and cave take on emblematic signifi-

L4 ' .
cance and lend ironic dimensions to the setting which parallel the

ironies of the text. Wickham indicates that hill.and mountain were

usually associated with figures, either real or abstract, who trans-—

cended the ordinary human cpnditioﬁ. Winnie expresseés a sense of her-
- . ‘ ’
self as one who could soar - she feels that if her mound of earth would

yield and let her go, she would-rise abpve earthly woe and be "sucked
e ) :

up ... up into the“blle, lijyp gossamer" (H.D., p.34). I¥onicallysy -
is associated;‘keeps‘her.trapped in

’

the "mountain'" with which Winnie
1

earthly misery. Yet the traditional association of}the mountain with

. - .

the lost paradise image suggests that Winnie's descent into darkness

igvemble%atic of a means of gaining freedom. Beckett is an informed .

scholar of Dante, and one recalls that “Dante's release from his earth-

%

bound conditiop in The Pivine Comedy could only-be brought about by

the journey down into the caverns of Hell which preceded .the “ascent to

the top of the'purgatofial'mount and the further ascent to paradise.

o

For Beckett, the. only "paradise within" is the world which ‘can be .
created oﬁtuof the images with;n the darkness bf the innetr mind. As.

Winnie is deprived of the means of exténding herself through.extefnal'
- : )
ohjects and verifying outer existence, she is driven to use the |

3



" does not exist, by dramatizing Mildred's/scream.

- he must emerge 1éboriousl§, on all fours. But this reduced version Jf-

P
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resources of her imagination to create another reality of the ifner . .

~

world in the story of Miidred.'-Through the c%i?tiquof that, f{nner

-

-

L

world, she ié able to givé'eip;ession t:}?ﬁf‘&verwhelming fear that she

»

The scream attracts Willie's attentibn. ‘Ué“tq this point in

Act I1, he has remained unseen and unheard in spite of Wiﬁnie'é‘$lgas

that he answer and her vehement assertion that he really exists: '"What
- ! . -

Willie? (Suddgn vehement affirmation) My Williel" (H.D., p.51). Now  *
. ] v Tl « T ! ‘
he emerges like a modern knight, "dressed to kill'', to _slay the dragon ’

of -her fear. -Ehe emblematic associations of the mound contribube’ironic
L -‘ '

dimensibns to the scene again, as Beckett's decrepit "knight" tries to

3
N .

reach his lady who watches from above and cheers him on.l'3 Winnie can-

.

not desdend from her mount to greet the "knight", .nor car® he reach the

top of the mound to free the capffve lady. The lipitatioﬁs of th

~ .
-

characters are reflected in the, limitation of the set piece. It does
i

not, as emblematic mountains so often did, open to''"discover" Willie -

- L]

. . -

o . . ‘.
-a discovery scene becomes a 'recognition' scene on two levels,

-

physical and spirityal. Winnie and Willie recognize each'other in, the

. . L
sense of observing physical appearance and noting the changes. At the

same time,s a Spirittial recognition which offsets:the external,
v Lt [ J

¥concrete image qg their appalling situation. Unablq;to enact the
. 2 — 4 4

v

drama of freeing the captijE/Laﬂ;f Willie does all he can do, he names

-

her - "Win'"™.” Naming -her is more than physical recognition; it is

spiritual recognition. He glves her the gift of identity, freeing her

-

from her fear of solipsism through his assurance that she sees and is '
) ' - .

"seen. Beckett made the observation once that Janéuage began when Adam,
~ > A

. .



. in the cavern beldw. d

w~—Vhich Beckett directed himself in 1971, shé notes that "Stage depth

1969
the namer, "first said géo to a googe" (D...B.V..J.i p.252). Far a _
brief moment, Winnie is another Eve, occupying the paradisal mount, and

. . - ) / W
‘Willie is Adam, the namer.,6 In the joy of recogningaf the love song

bursts forth, like the river of.paradise, from Winnie's heart, buried

~

The archetypal association of caves/gith the human mind, which
v

-

were noted in the discussion of Endgame,‘ha&e some insight to offer in

- *

.HaEEX Days, especially in relation to Juné's'theqry of the animus/aﬁ%ﬁh.— ,

" , .
Winnie can be seen as the archetypal woman engaged in the struégle for

. L]
a balance of consclousness., Trapped in a world of mechanical time),

. where the light of consciousness glares relentlessly, Jung would say

» t Red
.

she needs to -make contact with the “animus" Willie, who dwells in the

cave of her tinconscious. Jhe s;agewéetting reinforces the link with

thenliterary tradition in which writers have qt}liZed mountain and

' -

cave as images of just such a struggle.é4 In a Jungian reading,

. Winnie's creative epdeavour in the story of Millie brings her in touch

. - ] '
with the animus, who is then "projected" ang becomes clearly visible

&

to-her, and to the audience. .

In Ruby Cohn's aecouftt of the German production of Happy Days,

i N

~.was gained by adding mounds aru:l,;hillt:’cks“,'["5 which put Winnie's mound,
P -’ L ‘

into a realistic perspectivg with th€ illusionistic backcloth. This
is the only one of Beckett's plays wheie he uses persﬂ%ctive’scenery..
Yet the'effect is not one of "realism"; one has rather,.a sense of a
surrealistic worid. . here are some a;qec;é of the setting which seem

almost a parody of rehlism.. This senée of parody is brought about

J(‘ particularly through thé géntrél vigpal image, Winnie's mound, and the

» , , . *
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is particularly evocative of Dante's ante-purgatory because the three

L

Ve
’ .
v 20
-
i .

— ———— S ——— )

unrelenting and unchanging brightness of the light. The highly sym-

bolic significance of mountains ‘dn "realist" dramas nntably ofvlbsen's'
fjords and mountains in such plays ds Ghbsts and giggg comes to mim:l,t"6
together with the important nsyeholngihal}effects\qthieved by the

significant use of light and shadow. These settings served the pnetid'

dimensions of the:texts, but were désiéned to hirror An external truth ° .

that the audience would recognize. Beckett's "mountain', set against

a perspective backcloth, is designed to create a stage reality, a total

..environpent that is Winnie's world bu% which the audience does not

recognize. It is not a picture, but an evocative inage, a reality for
Winnie, an emblem of our reduced grandeur for us. "The visual scene - /
the mount where nothing grows, the trapped woman, the impothnt‘heré -

presents us with a final‘visién which seems simpltaneously tragic and

comic, facing us with the tragic awarenegs of what it means to be but

.

providing the recorfciliation of comedy which ‘makes it possible to go

on being.- : ‘ e . : - E

i .

Th;;setcing for Play has associations with cave and tomb and
S _ ! =

characters seem doomed to repeat the monotonous events of their
- P’ . L] . .

uncreative and unrepented lives. However, Dante's Belacqua had re-

pented at the end of his life and had to wait out the span of éEE_I;Ee
only ence before he could begin- the ascent up the purgatorial mount.

Beckett's three characters have never. repented their misd{>ected lives

t
4

and so the cyclical process of reliving their lives is endless .and

they seem doomed to occupy the urns .An the ante—purgatorial cave for-
oM

eqﬁr. The .play is strongly remiﬁ&sdent of Yeats's plays ‘of purgation,

nd Beckett might well have been influenced by The Dreaming of the :
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Bones or The Words Upon the Window-Pane which ‘he very likely saw per-

formed at the Abbey 'I‘hea.tl:‘e.l'7 Yeats wrote that The Dreaming of the

~ Bones "is derived from the world-wide belierfthat the dead dream back,

for a certain time, through the more personal thoughts and deeds of

r'e . .
1ife".48 But Beckett's visual stage jmage is very unlike that of
. V4
Yeats. There are no dancers, but three very immoblle characters, epd

Beckett specifies 'no masks" in his stage directions. His three

L - » .
characters fail to grasp the necessity for a creative use of language

.
- . N

and so are far removed from the after-life described by Yeats as "the >

creation of the image-making power of the mind, and mainly of the

-_images in the memory.' w49 Mbre'importently, Beckett's characters are
not symbolic representations of mythical or historical figures, but

stage entities, pepinting only to themselves and their own existence,

Beckett reinforces the sense of a lack of innmer "being', which .

e

o ———— =

the central images of the woman, the circle and the lost paradises

suggested, by merging the three characters with their external, physical
O . N )

.

environment, making them, in death, part of thelsurfact world which was

their chief concern in life: "Faces so lost to age and aspect as to

seem almost part of urns. But no masks." (Play, p.45). They are td

be i@entifiable:gs human, but without the gift of identity: faceless.
and nameless. The urns which are‘the setting for the play suggest the
coetainers for the ashes of the dead; a fordlcf tomb.
In his acgount of the major embiematic set pieces which were
~used on the Elizabetﬁeh Public Stage, Wickhaﬁjincluces tombs, and
notes that such emblems were varied in external appearance accordimg to
their function.50 Tomb scenes from the Renaissance staée were fresh in",)

- Beckett s mind %hen he wrote Play, for specific allusions te two such

| ¢ B
.' rt, ' | /
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. . -
scenes weré made in Happy Days, written just before)Play. Making up

her face, Winnie remarks as she looks in her mirror, "Enmsign crimson... -
1

Pale flag“ (H.D., p.15). The llnes are a reference to the tomb scene

L 2

in Romeo and Juliet, when believing that Juliet is deadeg Romeo laments

that he arrived too late: "Beauties' ensign yet/ Is crymson in thy

lips, and in thy cheeks,/ And Deaths''pale flag is not advanced there" 51

In this tomb scene, Romeo declareg the indestructiblllty of falthful

love and states Ntention to'die, confident that death is merely
the stebping stone to "everlasting rest" from "world-wearied flesh"

and tB endless union with his love. The oté7é allusion’ in Happy Days

is to gxmbeline- "Fear no more the heat o' the sun" (H.D., p 26) . »
This line is from the dirge which reminds us that "Golden Lads, and Girls '

n32

all must/ As Chimney-Sweepers-come to dust. Again there ‘is the

remitﬁer, éonventional in such scenes, qhae earthly strife is at an end,
and the final(wish, aftgr the cedSOlation that death is a transition
stage ;6 another world that "Ghosts unlaid forbeare thee./ Nothing
ill come neere ghee./ QJiéﬁ bonsdmmatioh have, and ranowned be thy

gr’ave."53 In Play, ckett's-%etting has ironic associetiqns with

such tomb sceﬁee. There is nothing distinctive about the "tombg" in

‘Play; the identical grey urns reflect ‘the identical grey lives of the

LA r

_inhabitants; their eternity will be, not @ quiet consummation, but a

tortured cycle of re—-enacting the faithless actions of their "worlﬁ—
wearied flesh'". The choric opening reveals the%r common'view(thet
dedth would -"wipe out” what had gone before as if it had ﬁnever been".
They did not expect death to be anything more than  an end}ng, but they

lack the inner awareness that it 4is the fact of death that makes it

1
»

important for life to have meaning.

. VA

e
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The theatriggl nature of the spotlight reinforces the sé&nse of
. &
‘ - 'play", together with the concern of the charactexs that they are

being seen. But the light is another character ire the play, a "unique .
.

inqﬁiéitbr" (Play, p.62), and this sense of t%éllight as character ié
. ‘ reinforced by Beckett's insistence that it "mhst not be situated out-
.;ide ideal ;pace (stage) occupied by its victims" (giéz, ?.62). Lkike—
the oécuﬂants of the urns, the light function; as both cha;acter and
setting; - the locating of the light within the stage space serves to
emphasize the division between the darkness 9f Ehe play world and the

darkness of the .auditorium. Within the reality of the stage world,—the

light is an-externalispotlig?t to the threé‘géople in the urns, ﬁut to
the aud?ence it becomes a metaphor- for iﬁgekgéii%mination, a light®
within a world of the imagination. bur'world is not yet their worlé.
While éhe;e is:life, there is still hope'fhat the living can fi;d the
inner fgglity, that our cave is‘Bel;quh'é‘aq;e-purgatory from wﬁich we -, -
can emerge to ascend the ﬁurgétorial mountain ?ﬁ?ﬁer than descend into

*

tﬁe cavern of hell's static lifelessness.

v

Breath presen an audience 'with €etting only, with%yt charac- e

tews or dialogue to whic
\y

whole draﬁa tékes_thirty s

the setting can be seen to relate. The ..
s .to’ unfold. . BecKett's directioms are,

meticulous:

l. Minimum light on stage 1itmered with mi cellaneous rubbish.
Hold aBout five seconds. ’ :
Coe " " 2. Faint brlef cry and immediately ip€piration and slow increase of

' . light together reaching maxim gefher in about ten seconds.
I " 3. Expiration and sI®w decrease offlight together reaching: mgximum
» : - together (light as in 1)’ in abdgt ten seconds and immediately

) cry as before, A ' :

. C Silence and hold about five seconds. ’

CQRTATQ o " (Breath, p.88)
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- ° He even has a specific comment to make about the "miscellanecus

1)
+

. ‘ A :
rubbish™: '"Rubbfish - no verticals; all scattered andu}ying". A cry,
"inspiration, ang cry, expiration - the time beEEESEJ;he ﬁirth<g£y=

and the death cry, the first breath and the last, 1§ very brief.
In the Beckett plays which preceded Bre!th, many things were .

i
L)

. discarded - bones, clothing, banana peel, tapes, parasols, even pafegnts -

. &
.

e . .
and 'they aré all récalled in the« rubbish heap of Bxeath. "Breath" means
life-and somewhere in the darkness and the ﬂiscﬁrds of the play's set-

ting, life is. Yeats believed in the neéesqipy of rejecting the poetic

< images which no longer sufficed.to express the Human situation‘and of

rummaging in "'the foul rag-and-bone shop of the'heart"54 to find the

“

forgotten images which had been discarded and were buried within ug.

»

The setting of Breath seems to indicate.a similér need for theatrical
images which. car free the modern consciousness to respond to stage

imagery imaginatively, evokiﬁg the umseen by the seen,. as verbal -

images evoke the unsaid by the’said.

Breath's setting is the. rag-and-bone shop of the stage; all.

the world is still a stage; we must.find what is valuable in the rub-

bisﬁ he%p before the ligﬁts'éb out; Rather than ;réieﬁ;ing us‘with an

. archetypal stage i;age,-BrgEth seemgvto indicgte how impagtanﬁ it~ig i,
to find one 1if theatre is to'be‘meaningful. It‘segms sig;ificanf that
BeckétF specifies "no vetticalsi all scattered and iying?. Nothing is
left standing in the debris o-LEhe past. The spécé»must ﬁe‘cl;ared‘

- A ‘ - 4
for a new setting, one ch gets back to visual images which tan stir

our response in the same wéy that the verbal images do - because they

N

are part of a recoverable tradition. In one sehse, Breath's setting

has associations with the cave of the human mind where ‘the fragments
’ . a )




. . .
LR S ‘ ) ‘~ - ' ) « hd ‘ : " .. 2 0 5 K ‘,,4: ,‘
ot e ~. ” R .- .

: ‘ . i |
- - are stored odt of which the imagination can shape ‘bein,g; 'The sound
~ . . . _ q * \
' effects emphasize how little time there is. to shape it. ' : ot

!
v

In Beckett s last play to date, Not I, the characters are

themse.]‘reé the fagcal point of the settlng ) . 4
Stage in, darkneds but for MOUTH upstage audience right, about 8' above ..
stage level, lit from close-up and below, rest of face in shadow’
Auditor, downstage and audience’ left, tall standing fipure, sex unde-
terminable, envelopeM from head to foot in loose, black djellaba, with
hood, fully faintly 1lit, .standing on invisible podium about 4' high,
shown by attitude alone to be facing,diagonal;y across stage intent

( on MOUTH. (Not I, p.1). : ] '

-

R ’ ) V Several ;Flated.images.are evoked, by the image of this disem—
? : bodied mouth in the darknesg, one of whi::\Xs_bHﬁt earliest form of .

cave im;ge usbé in the emblematic traditiom - the Hell's Mouth of the

‘ Medieval.stage. Bqékett spécifies the up:stage 1eft’1ocatioh for thg
'houtg, the traditional location of hell's mouth.5§ As a heii's mouth

image, the mouth in Not I dpens to give us a glimpse of thg tortured

g the "suf-

consciousness wiED&ﬁ, which for the first

ﬂferiqg of being" (Proust,:p.8). This aspect of the visual image is

reinforced by the repeated reference by the mouth” to the idea that

"she was being punished ... for her sins .7 (Not I, p.2), and by the’

®

screams wh];h; on the medievél stége,""hgre thé audible emblems of

Lucifer and hell".”® the djellaba.clad figure,'occupying‘ihe down~

. . ’ ‘ . ‘ %
,stage right position, suggests, in the he;ﬁéﬁ mouth context, the

" ‘ - ’ - - '.
e priest figure who always, faced the entrance to hell in liturgical

dramatizations of the 'Harrowing of Hell', a,ceremony to which

. . ’ E
+ - Beckett's Anglo-Protestant upbringing might have exposed him.57

. . " The shadowy auditor suggests another assoclation at the
L ~ . 3
v psychological level. Mouth and auditor occupy the total darkness of

. 1
the stage space, wiich can be seen as a cave in itself, representative,
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R hé in Enagame,'of the cave' of the human mind. in thié'Seﬁse, the o
. N . .
shadow figure w&hld be present within the cave of the mind, a‘dramatfc

N
\

. renderlng of that ezgggy—{ifure which Jung observes can show up in the
1mpulsive act to help the' cbnsciousness adapt to- the unconscious factors

f’ ) .‘

Y

which are rising to the surface.58 Stage Space, then, is inner space,
. ) ‘ o | . A .

and the creative struggle going on in the cave of :the mind is dramatic-

ally,fepqered through the mouTH. > . : -

: ’ AR ‘ .
As a Iiterary ‘link, the visual impression of Ehe\eetting of

Not I as a confessional is not to be ignored. The,ﬁonkish.gatb of the

auditory ‘and the datz;ess in which the mouth alone is Giéible, canveys

_the impreséion ofiﬁriest and pénitent.' In the 'confession' as a 1it-
R e A L. 1
erary genre, there is always an account of the author s early life of

the guilt for sins committed, and of a period of stffering which led * °

- ; . ) ot <
to a new awayeness of self, In the‘confused utterings of the mouth in

Not‘I ‘this pattern can be discerned, but the reversal of the tradition

comes in the woman 's vehemént denial that her story is autobipgraphical

Y

. '-,HdaEVerq because we see only the writhing mouth of the woman

¥ .

who has 3ll the iines, this visual stage image in Not I directs our

. . . ’ "J +
atteation entirely to what is said. The mouth is the medium of %xpres—

. sion ef the word, "1ips ... cheeks ... jaws ... tongue ... never still

T

..,“ . "61

, - o ) N
a second ... mouth on fire ... stream of words" (Not I, p.6). In Not -
- B ! ‘ N . B “ o

I, then, Beckett creates one df the most theatrical settings imagin-

able, with the disembodiegd mouth an unrealistic "8' abéve stage level”

* *

. . : ,
(Not I,.p.1l), and the mysterious dark listener barely visible in the
. . . ‘ - ) ‘ -

darkness, yet manages td emphgsize the power of language.

.- ¢ . T .k
- - The central images @hich serve their evocative purpose through-

., out his work‘flicker out of that mouth in the darkness — the experience

-
b ' »
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Peter Brook expréssed the effgct of those images which make up their
- N
own autonomous world

v

"Beckett !his finest seems to have the powe‘r

’
M (¥}

his mbst intense experiences that in a flash insp:Lred exists, stands-

there complete in itself not telling, not dietating, Symbolic .without

N

symbollsm. ¢
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CONCLUSION

. @

Beckett's avowed awareness of the limitations of language and

of the 1nevitab1ewfailure.éf.é;pression iﬁplies an awareness that

. there is something which has not been expressed. Wittgenstein once
eb;erved, "thé urg; to th;ust against the limits of language .f.""ve
'pointé to sqyething".l He bglieved gha; to use language at :Ll is.
to‘;;firm existencé; to use langdﬁge wié; meaning is to suggést that
existénle might have meaning.l However, meaning for Beckett.i; q?t
something that can be explained, but-onlf;experienced. He said ;nce,
in a fréquentiy quotgd statement: "I take no sigg;. I am interested
in the shape of ideas., 'There is a wonderful senten;e in Augustine:
'Do not despair; one of the thieve!_ was saved. Do not presume; one

of the thieves was dqmned." That sentence has a wonderful shape. It

is) the shape that matters."2 There is a duality to the "shape" of

ntent presents us with the two possibilities, salvation or
‘e ” . :
dfmnation, which "that double-headed monster ... Time" (Proust, p.1)

. kaeps béfgig,us.

. . N e

) .
Structurally, the two parts of the state?ent can \\)

He seen as parallel lines, which will never meet in .the world of

-
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time and space; at the same time the statement is circular, each of its

parts turniﬁg back to the other in an endless circle. They are-seem—

Aihgly opposite images, circle and straight li;es, but both are signs
that peint to infinity wﬁere oppoéites can come together and dualities
become one. ) .

‘ Beckett, writing about Fhe here and\EUMhof human existence, has

the same sense of '"perhaps'. The evocative images which have beén

examined in this study with referenqe to some of his works heighten our

consciousness gg\the doublepesg that is inherent in the world of time

L - ‘

and space/- the woman who both nurtures \and destroys, the circle which

pfptects and imprisons, the lost paradise from which we forever depart
ye L

and toward which we. ever jourﬁey. T;&nsééfred to the stage, such

-~

images allow us to experience the world of Beckett's creative imagina-
vy .
tion as a cencrete, visible reality, so that we are conscious of

' ' .
l'@tre—l&.3 But the. hasis is as much on the-"&tre" as on the "13"

and we are kept awane of ‘the "unseen" as well as the "seen" side of
</ 1 " i )
being, of an inner as‘well as an outer reality,  which are separate, -

e imag%;‘studied here serve to keep us aware of those two

sides of being and of the need to be in touch with both. These

.

images do not exhaust tHer store out .of which Beckdtt creates his
. " .
Vi P .
imaginative worlds, but they were selected because they are central

. B 4
throughout the Beckett camon and because they consistently reveal

L]

his intuitive perception of the communicative power of analogiesg,

_Their timeless associations link thé past and present as we recognize

the human experience that is°common to both, for, as one critic has

expressed it, 'we fully intult the mysterious, unexampled humanity of

the entire work and we are moved to tears through our'laughter".4 In

3

s



s

—

Beckett's own words, "Living souls, you will see how alike they are".,5

~

Language, whether on the prihted page or on the stage, 13

Beckett's medium of EXpression of the images which, in sfite of their

ambiguity, testify to the permanence of being even if they cann
\ . |
. . R
succeed in fully captufin? it. Beckett, like any creative artist,
Ve

can look at.the world and its truth onlly from his own perspective:
B ° |‘

. 4 J
"What is more true than anything else? To swim is true, amd to sink

-
.

is true. One is not more true than the other ... one- can gnly Bpeak

or what is in front of him, " Jung voiced the plight of most read¢rs

of audiences when hé said that we cannot help\loéking for meaning,/ but
) N .

X ; .
when we ask "what does it mean?", we find ourselves faced with'the
: k4

t

other question - "what are you meant to mean?" (H.D., p.43).

-

In the images with which Beckett expresses his experf%;;e'of
i : . . o, . ) L F e’
reality, baqth inner and outer, we must find ocur own truth, dﬁd deter-

L
mine the extent to which our own experience has been expressed. But
~- I N

ye’mﬁ§t %irst accept the images as“having a reality of their'own, and

then we discover within ourselves’ the forgatten axchetyggs. 1‘

. !

Beckett's ‘work in the dramatic genre will prove, it seems,

more of a landmark in the history of creativenesé’thaﬁ any of his

-
other works. Waiting for Godot has been classified already as "the .
. _ A
qulntessen of modern tragi omedy and Beckett's disciples in the
theatre are Yet he makes use of some of the oldest tradltions

of the theatre and his dramas reflect the spirit of play which from
the beginning of human history, has led man fo express his experience

of things that could not be explained except shrough iﬁaginative play.

Huizinga states that 'the great archetypsl activities of human

society are permeated with play from the start".8 "Beckett seems to ,




o3

" the-relationship between, pasé dnd present in the concrete form of a

v

have a sense of 'the archetypal activities in human 1ife", -and expresses
- T N

world of pure play. . ‘ p ¥

-

Beckett's images are "new precisely because- already experienceé:J

-

(Pro&st, p.35); we knoiw them as new because they make us aware of change.

L]

They are like plants which bear fruit in the present moment, but their
- ¥ Lo : )
roots are nourished by the compost heap of the past and they will, -in

- /
turm, nourish the images through which futﬁre_ writers seek to fulfil(

. N -
their obligation to express. < L.

'

- B A
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; 35Harvey, Samuel Beckett, quotiﬁg a letter from. Be kett to Axel
- Kaun (1937), p.431; -

36Jung, "Ulyssés", p.1lln. »
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-

. “'Ibia., p.113. v )
%?SBeékett, "Three Dia{ogues", 98, ’ L
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Ibid., 98.
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4OTom Driver;'"Be ett by the Madeleine » Columbia University
Forump, IV(Summer, 1963), . . B
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lJung, Ulysses > P- 115,

42 Driver, "Beckett by the Madeleine , 23.

.43Jung, “"On ... Poetic Art", p.239. . -
“1bid., p.229. - S
, .

45Ha;:vey, Samuel Beckett, Beckett's letter to Kauh, P.234. e

Aﬁl.s. Eliot, "The Music of Poetry", in On Poetry and Poets.
(London: Faber and Faber, 1956), p.30. .

, 47Beekett stresses the importance of imaginative'experience'oveq
analysis in '"La Peinture des Van Velde'" (see note 13). He is consistent
in this emphasis in the later monograph,jBram Van Velde (Pafis Le Prat,

- 1962) . N s .

Y ' e

48Drivet, "B'eckettty",the Madeleine'", 23.

49Jung, "On ... Poetic Art", p.241,
01p14d,. p.248. - : ‘ -
- Sllbid.; p.243. o
7 {
52

Samuel Beckett in_a letter to Alan Sehneidér, quoted by
Martin Esslin in his "Intro&'ctlon » -Samuel Beckett A Collectionepf
Critical Essays, p.l.

53Northrop Frye, The Anatomy 4: Crﬁ;;ciSm (New York: Atheneum, G |

a 71969), PP- 102-103.
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SSJUdQ,I"Od ... Poetic Art", p.247.
56 |

Samuel Beckett, "Dsnis Devlin", Transition, XXVII (1938), 290.
57 ' ' '

Allen Tate, The Forlorn Denyon.(Chicago; Hen&y-Regnery, 1953),
p.13. . )
58The accounts of audience response to Beckett's plays are
testimony to the universal significance of his images. The understand-
ing response from the inmates of San Quentin’ prison recounted by Martin
Esslin is an example. See The Theatre of the Absurd, p 14,

59

Artaud, The Theatre and Its Double, p.45.

0Ionesco, Notes and Counter Notes, p.l1l56.
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¢+ (NOTES TO CHAPTER II
1 ! .\\; g v . \’
For background information on the archetypal woman I am in-
debted to the tings of Carl G. Jung and to the following studies:
Robert{ Briffault, The Mothers (abridged ed.; London: G. Allen
and Unwin, 1959). )
J.G. Frazer, The Golden Bough (abridged ed., London: Macmillan
& Co., 1954) ‘ ‘
M. Esther Harding, Wéman's Mysteries, Ancient and Modern
(London: Longmans & Co., 1935),
Erich Neumann, The Origips and History of Consciousness, trans.
"R.F.C. Hull (New York: Harper/The Bollingen Library, 1962).

L3

. . . *
2Erich Neumann, The ®¥rigins I, 201, 203.
3Maurice Nadeau, The History of'Surrealism, trans. Richard
Howard (London: Jonathan Cape Ltd., 1968), p.25. .

A

4Beckett's early assoclation with the Surrealists has been dis-
cussed by William York Tindall in his-monograph Samuel Beckett (New
York: Columbia University Press, 1964), by Nathan Scott, in Samuel
-Beckett (New York: Hillary House,! 1965), and by Sighle Kennedy in
Murphy's Bed (Lewisburg: Bucknell University Press, A971). John
Fletcher states that in his undergraduite years Becfett was-eattracted
to Surrealist poets "on whom he had vaguely planned, in 1928, to write
a thesis." See "The Private Pain and the Whey of Words" in Esslin, ed.,
A Collection, p.23.

. ’ ’d . .
5Andre’ Breton and Paul Eluard,'L'Immaculés Conception (Paris:
Seghers, 1961), p.12,"1a perle qui vaut mille fois la'mort du plongeur".

‘
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6Paul Eluard, "Lady Loﬂp"; trans. Samuel Beckett, This Quarter,’

. B V' (Sept. 1932). Reprinted in Modern European Poetry, ed. Willis Barn-
’ stone. (New York: Bantam Books, 1966), p.29.

~

. \
‘. <:;? : 7Mario Praz writes on the "Fatal Woman" in the 19th cen%ury in
. Chapter Feur of The Romantic Agony (London: Qxford University Press,
° 1951), pp.189-286. Praz traces a. line of tradition of these Fatal
P Women "right from the beginning of Romanticism" (p.191).

N . : 8Louis Aragon, Le Paysan de Paris (Paris: Gallimard, 1926),
pp.207-208. "Woman you take even the place of all form, < Charm
- - “substitute, you are the summation of a marvellous world, of the natural
' world, and it is you who”is reborn when I close my eyes. You are the
. wall and its breakthrough. You are horizon and presence. The ladder
and the iron rungs. Total eclipse. Light, Miracle. ... So the uni-
verse little by little erases itself from me, dissolves, while from
“your: depths rises an adorable shadow, revealing a great woman outlined
at last who appears everywhere without anything separating me from her
during the relentless sight of a world ending." (my translatien).

9M.L. von franz, "The Process of Individuation", in Man and his
Symbols, eds. Carl G. Jung and M.L. Von Franz (New York: Doubleday,
1964), p.180. : '
L 10
: Harvey, Samuel Beckett, pPp.267-268.

11Jung, "On ... Poetic Art", P 243 — ~

| . - - 12Car1 G. Jung, "Psychology and Literature , in-The S irit in
‘Man, p.97. ‘

Bpia., p.97. ‘

" 'MCp‘the allegori‘c_alureadings of the "hortus conclusus" sec—
tion of the Wbong of Songs" as referring to the Virgin.

-

lsH&rvey, Samuel Beckett, p.270. . ' -
: - 16

See Kennedy, Murphy's Bed, fo:/él&etailed account of the
astrologlcal material in Murphy and the mythological analogies which
point to Celia as a 20th—-century moomn goddess.” . \

/

‘ 17 Although Murph z‘yaSAmot pubiished until 1938,. according te.
Richard Ellmann's bilography. of “Joyce, Beckett gave him a copy of it 'fas
early as 1934, about the" time that Jung was treating Lucia Joyce.
Jung's theories of the unconscious were well known to the Joycean

¢ circle of which Beckett was a member. See Richard Ellmann, James

& Joyce (New York: Oxford Univewsity Press, 1959), pp.692, 714 and

' 814 n.34, T

Llme . 1

. _ 18Er'ich'Neumann, Depth Psy;holggz,and a New Ethicy trans.

" Eugene Rolfe (London: Hodder and Stoughton, 1969), p. 146.
Aw /
. - .
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' 19See Kennedy, Murphy's Bed, esp. pp.65-107% . .

: 20John Keats, "Endymion", Book V, 1.992, in The Poems of John
Keats, Aileen Ward ed. (New York: The Heritage Press, 1966), p.157.

’ 0 - . -
21Eri’ch Neumann, The Origins I, 152-169.. .

22Edith Kern,- writing on the Moran—Molloy relationship, notes the
importance of the mythic associations of the woman in Molloy "Moran -
- become - Molloy, the antithetical self of his subconscious, proceeds even

further on the road tow '

room. With its mythical overtones of rebirth.and salvation, Molloy's
quest is reminiscent of the  traditional hero's road to the powerful

"mother~-destroyer' who is both mother and bride." See "Moran-Molloy:
The Hero as Author", Perspective, XI (éutumn, 1959), 190.

-~

23Kern points out'that the two quests really take place in
reverse order and that "as Moran advances upon his road into the Molloy
country, he slowly changes into that other self" ("Moran-Mo%}oy", p.39).
Vivian Mercier surveys the fiction as accounts’ of the hero's struggle
with the concept of self as an internal and external reality. See
"Beckett and the Search for Self", New Republic, CXXXTII (Sept. 19,
1955), 20-21. ‘

24The woman images in Malone Dies would bear some close analysis
in terms of mythological.associations: Fo# example, -the juxtaposition 5
of the actount of Lambert's sexual demands with the account of his pig
slaughtering would seem to owe a great deal to Frazer's accounts of *
pig rityals in The Golden Bough.

r
»

2§From Beckett's poem in the "Addenda" to Watt:
Who may tell the tale ’
of the o0ld man? -
weigh absence in a scale?
~ < mete want with a span?
' the sum assess '
. of the world's woes?
. -nothingness
in words enclose?
Watt (3rd edition; New York: Grove Press, 1959), P. 247
6For background information on tree legends and symbolism I
am indebted to Erich Neumann, The Origins, and to J.G. Frazer's The

. Golden Bough. ] Lo

. 27See especially Eva Metman, M"Reflectiohs on Samuel Beckett's

Plays , Journal of Analytical Psychology, V. (Jan. 1960), 41-63.

-Jungian analysts might find interesting material for analogy in Pozzo's
constant references.tb Lucky as “pig", in the slight of the primitive
association-of pigs with female symbolism. Erich-Neumann statds that |

the Yasgociation of pigs with fertility and sexual symbolism lingers on

into our ¢wn day. ... The pig symbolizes thg female, the fruitful and
receptive womb' (The Origins, I, 86-87). The possible association of 5
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Lucky with the female symbolism of the pig is reinforced by pig ref—
erences in other works. Cp. note 24 above. . .-

2SPercy Bysse Shelley, "To the Moon'", in A Choice of Shelley's
Verse, ed. Stephen Spender (London: Fabér and Faber, 1971), p.86.

: 29Quoted by Alan Schneider in "Waiting for Becketé", in Beckett
at 60: A Festschrift, edited by John Calder (London: - Calder and Boyars,
1967), p.34.

30.John Milton, Paradise Lost Book X, 11.741ff. in John Milton:
— €omplete Poems and Major Prose, Merritt Y Hughesy ed. (New York: The
Odyssey Press, 1957). All further references to Milton's works are from
the Hughes edition, . ’

’

3ll»lilliam Shakespeare, sRomeo_and Juliet, V, iii, 94-96 in The
Complete Works of William Shakespeare, III (London: The Nonesuch Press,
1929), II1I, 265. All further references to Shﬁkespeare s works are
from the Nonesuch edition.

32

M.L. von Franz, "The Process of Individuation", p.177.

33The~pig symboiism is suggested, again in Winnie's query as.to
what a hog is (H.D., p.19) and the subsequent exchange between her and
Willie on the subject increases the interest. Erich Neumann writeg

about the castration motif associated with pig symbolism in The - .
Origins, pp.53ff. Michael. Beausang links the hog reference to the ~

sacred myth of the.swine—god Tammuz. See "Myth and Tragi-Comedy in
BecRett's apgz~Dazs in R.G. Collins ed., From an Ancient to a Modern
Theatre - (Winnipeg University of Manitoba, 1972), p.118.

34M L. von Franz, "The Process of Individuation", p. 215.

35See Neumann The Origins, II, 363-394. Writing on "The
Balance and Crisis of Consciousness' he emphas1zes the nteed for 4
.creativé’enrichment of the "bankrupt consciousness"

.
-

6Cp. Krapp's indbility to sing because he never was and never -~
will be a whole be#ng. = . .. .
37 ' e .

Beckett, "Denis Devlin", 289.
[ g ' ! .
‘ M3§M.L. von Franz, "The Process of Individuation", p;l75.

, 391*1.'=1de1eine Renaud, '"Beckett the.ﬁagnificant", in Beckett at
60, p.83. e ' ‘
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- _ . NOTES TO CHAPTER III

/7\ , 11n the French text~the cylinder is sixteen metyes high, "seize
de haut' . .

.

2Neumann- Tﬁe Origins, I, 8.
Plato, Tlmaeus, trans. F M. Cornford (London: Kegan Paul
Trench and Trubner, 1937),"30 and 33b.
» .

4Nel.xm.sa!nn;_fme,_OJ:iJgin.s,, I, 8.... _ T

5Plato, Timaeus, 45b.

, - ’ 6Ibid., 43c.

TIbid. . ~_ .
> 8Dante Alighdieri, “Paradiso , Canto XXVI, in The Divine Comedy,
trans. J. Carlyle (New York: Modern Library Editlon, 1932), pp.561-566.
Interrelated images of circles; light and eyes are central throughout
The Divine Comedy, a work described by Christopher Ricks as ope of the
chief sources for Beckett's "images of enduring pain" ("The Roots .of
Samuel” Beckett", The-Listener, LXXII (Dec. 17, 1964), 263.

. L 9

Carl G. Jung, "Approaching the Unconscious', In Man and his
Sy ols, p.101, . . (
£

10Samuel Beckett See Driver, "Beckett by the Madeleineq, 23.

11Aniela Jaffe, "Symbolism in the Visual Arts" in Ma and his
Symbols, p.257. Miss Jaffe’ is summarizing Jung's view that the con-
scious and unconseious selves must be in balance for creative expression
to take place, a view expressed in many of his works cited in this
». dissertation. See especitally The Integration of the Pergonality, The
Spirit in Man, Art and Literature, Contributions to Analytical

. ' - Pszchologz
s - " 1

All quotations from Ping are from the tenth and final draft,
“translated from the French (Bi ng) by Beckett and reprinted in the
* Federman - Fletchex_bibliography, Samuel Beckett: His Works and his
. . Critics (Berkeley University of California Press, 1970), pp.341-343,
'“ 13See C.G. Jung, Psychology and Alchemy, trans. R.F.C. Hull
(2nd Tev. ed.; London: Routledge and Kegan Paul, 1953). See also
Jaffé, "Symbolism", p. 249. :

lAHarvey, Samuel Beckett,'p,48.

Lrvid., p.48n. | ' :

16I‘bid., p.58.
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17Josephine Jacobsen and William R. M%eller, Ionesco and Genet
(New York: Hill and Wang, 1968), p.226~

-

3

18For detailed treatment of the symbolism of the mandala see
C.G. Jung, "Concerning Mandala Symbolism"; Collegted Works,“IX, part 1
(London: Routledge and Kegan Paul, 1966), 355-84. See also Man and His
. Szmbols,»indexed under "mandhla” and Psychology and Alchemy indexed
under "mandala". Jung points out that' the circular mandala, most often
divided into four sections based on the four cardinal p01nts and a fifth
point at a fixed centre, is one of the most widespread symbols of the
self, a symbol of wholeness, illustrating the need for a balance of-
-—~the—inner*and outer sélves. One could draw an analogy here with The
Lost Omes, where the red-haired woman is designated, "the north", the
o0ld man is at the fixed centre, and whete there are’ exactly five
" vanquished. Colin Duckworth discusses the relevance of Jungian mandalas
in the structure of Waiting for Godot and. Endgame - in Godot the tree
is the fixed centre; in Endgame, Hamm-desires to be the fixed centre.
See Colin Duckworth, Angels of Darkness (London: George Allen and
Unwin Ltd., 1972), PP- 89— 91

9I make this relationship because-Drogheda is a town about 50
miles north of Dublin where blessed Olivet Plunkett was martyred and
» where his severed head ig preserved in the Cathedral.

4

20)niela Jaffe, "The Symbol of the Circle" in Man and His
Symbols, p.240. .

21See Chapter II, p.42« - -
22 . : o » -
Driver,sRemantic Quest, p.388.

» b s = F ]
L -

. 23For the meéépho » I am, of course, indebted to Meyer Abrams,
The Mirror and the Lamp; ot
- 24See Dictionarx of Mythology, Folklore and Symbols, ed.
Gertrude Jobes (New York: The Scarecrow Press, 1961), pp.576-578. The
traditional associations of the number five suggest that there could
be a similar significance in thd fact that there are precisely" five
vanquished in The Lost Ones. ‘ y
. .
25See Giambattista Vico, The New Science, trans. Thomas Bergin
and Max Frisch (3rd rev. ed., Ithaca: Co#nell University Press, 1968),
pp.145-46, .
6Ibid., p.335.ff. /
27Mircea Eliade, Cosmos and History The Myth of the Eternal
Return, trans., W.R. Trask (New York: Pantheon Books, 1954).,~

ialbid See footnote 59 p.89. The translated quotation-
. from Henri-Charles Peuch, in which hefgites the Greek theory of
~eternal return, is relevant to the feading of Haggx Days which 1

-

»
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1 : e C v, CL - :
fs o offer here. Peuch writes: "The cirgular movement that -ensures the ‘
maintenance of the same things by repeating them, by continually -

bringing back their return is-the mbst immediate, the most perfect -
expression of that which, at the pinnacle of the hierarchy, is
absolute immobility.' According to the celebrated Platonic definitio s
time, which is determined and measured by the revolution of the o
celestial spheres, is the moving image of unmoving eternity which it
imitates by revelving in a circle. Consequently, all cosmic becomi :
) \ and,-in .the same manper, the duration of this world of generation JS;
corruption in which we 1ive, will progress inga circle or.in accordance
with an indefinite succession of cycles in the course of which the
same reality is ‘made,' unmade and remade. Wo everft is unique, occurs
., once and for all, but it has occurred ,occurs, and will occur, perpet- ,
L uall? " Winnie's pondering, pp.38-39, reads like a dramatic. paraphrase
A ‘'of Peuch's expositien.

. 29This phenomenon, of course€, heightens our awareness that v

. Winnie's world is _a theatrical world where a stage manager works his
magiq¢ betweep the ‘acts.. The play itself can be repeated, its events
can occur agaird and again, as-long as there arg,performers on stage ¢

and unseen forces to provide the props. 'The pldy itself then, reflects
;} the basic cycle of life. ot N

- R S

?

. 30Marshall McLuhan, Culture41570ur Business (New York: lMcGréw-
Hill 1970), p-27.
31, 8 .
- Artaud, #he Theatre and Its Double, p.49.
- . azBachelard, The Poetics of Space, p.234, L (

- .
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* NOTES TO CHAPTER IV ' )

. q‘, L 3
i ; g » - ~

lWllliam Wordsworth The Prelude, Bgok 14, 1 23, ed. J. Cv Max-
well(Harmondstrth Penguin Books, 1971), p.511,

' 2Anﬂrew Marvell, "The Garden", line 58 in Andrew Marvell o
' Complete Poetry, ed.’ George de F. Lord (New York: Modern Library- . K

Edition, ;968). P 50.

.
3Milton, Paradise Lost, Boqk X11, 1. 640 . ‘-

4Milton, "0f Educatisn'’, p.@31. - . o

5Milton, Paradise Lost Book XII, 1.649.

-

6Lawrence Harvey identifies the origin of the word "babylan".
See Samuel Beckett, p.258. ‘

- - ”, . . 4 ]
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‘

; 7See Harvey's account of his. retracing of the itinerary des-
. “cribed in the poem, p.126 ff. ‘ SN
: 83ce Paradise Lost, Book X, and the account of the "mortal
' . " change on earth" (line 273) wrought by Sin and Death. .
. 9Miitbn, Paradise Lost, Book X, 11.713-14. . ’ l_
OLawrence Hgrvey po‘nts out that "funds" is from the Latin
"fundere", to melt, and is used in the sense of fusing, as in "foundry".
- llHarvey identifies the limerick reference:
There was a young lady of Niger
Who vsmiled as she rode on a tiger; -
. They returned from the ride
/// 4 . With the lady inside
. ©  And the smile on the face of the tiger. (p.149).
Id .
) ‘ %ZW.B. Yeats, '"The Circus Animals' Desertion', in The Collected
Poems of W.B. Yeats (New York: The Macmillan Gp., 1951), p.336.
-~ * l . - ) > '
; N - 13Marvell, "The Garden", le64, ’/’ : :
v . 14Beckett mgkes use here of Schopenhauer's idea of tragic guilt.
' .~ "The true sense of tragedy is the deeper insight, that it is not his
own'individual sins that ‘the hero atones for, but original sin, i.e.,
the crime of existence itself". See Arthur Schopenhauer, The World as
Will and Idea, I (London: Routleage and Kegan Paul, 1950}, 328.
Schopenhauer goes on to cite Cald€ron, "For the greatest crime of 'man/
, Is\ that he was borh",* ldnes which Becketst quoted in Proust, p.49:
‘ ’ "Pues el delito mayor -
- o . Del hombre es haber nagido".
- For some schola insight into Beckett's affinities with Schopenhauer,
see Harvey, Sam Becket t Sespecially pp. 73~78. y
' v flsﬂilton, Paradise Lost, Book X, 11.962—64. ¥ -
‘ rbia., x, 1.984. . '
: .17 T ‘
. . Ibid., X, 11.990-991. v
181b1d., X, 11.1001-1006. |
Yo 19

Ibid., XI, 11. 67-125 . 1

] \ 20See John Donne, "The First Anniveqsarie An Anatomie of the
World"™, 1.213, in Yhe Complete Poetry of John Donne, ed, John T.
Shawcrqfs (New York: Doubleday and Co., 1967), p. 278,

Y " 21In-his’expression"of his sense of progressive decay in man
and his universe, Pézzo reflects the 17th century doctrine of a decaying
universe. See Victor Harris's study of the 17th century controversy

N -

\\ .:A/,b N ‘ ‘.' . - .




Bver disorder and‘decay, All Coherence Gode (London: F. Cass, 1966).

22Milton, Paradise Lost, Book XII, 1.647.

]

23See Mircea Eliade, The Myth, p,16.
A : .
24Samuel Beckett, "Denis Devlin", in Transition, XXVII (1939),
p.290\ ) - ) ,

> * . .-’. 4
25Milr.on, Paradise LOSt’§Bif> XII, 11.633;36.

.

27

Omar Khayyam, Rubaiyat, trans. Edward Fltzgerald (New York: <;
Colller Books, 1962), verses XIIL and XIII. : -
N 28 ’

Beckett's interest in Dante has become a "given" of Beckettian
criticism. ' The- analogy I draw here is likely a conscious one on Beckdtts '
part - the parallels of setting and text seem significant. 3

¢ _ 29Dante,"Paradiso", Canto I, p.403. T
30 ' ‘ o N
| Bllbid., p.405. | : > \\\
. ' Ibid., p.406. e \

. 32See: Ruby Cohn, Samuel Beckett: The Comic Gamut (New Jers
1962), p.259, andelétcher and Splrling, Beckett: A.Study, p.105.
<" ’
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NOTES TO CHAPTER V °

.

1Esslin, The Theatre of the Absurd, p.62, Ay

2Arf:aud, The Theatre and its Double, p.45. -
3bid., p.38. ‘

' Sdhia., 547, - | L

»

5thn Gassner, Form and Idea in Modern Theatre (New York: The
Dryden Press, 1956), p.98. :
- ‘a e
6Robert ., Jones, The Dramatic Imagination (New York: Duell,
Sloan and Pearce, 1941), p.25.~ -

-

7Maurice Maeterlinck "The Tragical in Daily Life", in The
Treasure of the Humble, trans. Alfred Suto (New York: Dodd Mead, d, 1916),
p.104. / .\

aDriver, Romantic Quest, p.l45.
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9Gassner, Form and .ldea, p.110,
10

Artaud, The Theatre and its Double, p.37.

-

Miean Vannier, "A Theatre of Language! Tulane Dramatgzbiew;
VII‘(Spring, 1963), 181. N ‘ o

12

. o™
Richard Gilman, "Becka%t", Partisan Review, 41 No,l1 (1974),74.
- v \\/ -

13See_Ruby Cohn, Back to Beckett (New Jersey:'Princetoizgi:;hrv
sity* Press, 1973), p.122. Cohn states that Beckett "attended Abbey

Theatre in Dublln where - he remembers seeing the plays of Synge, Yeats
and 0'Casey". '

l4G1ynneyWickQam, Early English Stages, Vol.II Part 1 (London:
Routledge and Kegan Paul, 1963), 135. Wickham's argument indicates
that the modern controversy between.'realists' and "theatricalists"
was paralleled between 1576 and 1642 between those who advocated a
theatre which achieved dramatic effect by figurative representation’
and those who wanted a theatre of realistic illusion which sought to
simulate actuality. .-

15Interest in the staging of the Elizabethan era and in other,
earlier stage conventions had been re-awakened to some extent by
William Poel in the late nineteenth and "early twentieth century and -
alse.by Max Reinhardt's laterAexperimentatlon with different techniques
of staging “

16Wickham', I, xxvii,

17Wickham, 11, Part 1, 210-226,

%. I d
8In correspondence with Alan Schneider, puinshed in The
Village Voice (March 19, 1958), Beckett wrftes, "I don't agree ‘e with
the round and feel‘Godot needs a very closed box'".

-

L

9Vannier, "A Theatre of Languagg'', 181. Vannier makes a
distinction betwyeen the avant—garde dramatists who, .like Artaud, seek
a language of th® theatre which ‘is "never a literal language, capaBle
of holding a meaning in itself'; and dramatists such as Beckett, who -
is primarily a writer and sets up "a dramaturgy of human relations at
the level of language itself". See 181-182. .

20See Curtis M. Brooks, "Mythic Pattern in Waiting for Godot";
Modern Drama 9, (1966-67), 292-299, Brooks notes that 'the setting
of Godot is at the centre of the world, since the’tw0,preeminent'symbolé
of the centre are used in the play: the tree of life and the difficult
road". (p.295). See also GAbor Mihdli, "Beckett's 'Godot' and the myth
of alienation", Mpdern Drama 9, 1966~67, p.277 ff: '"Under a decaying
tree, a distorsted reminiscence of the Tree of Knowledge in the Garden
of.Eden, and of the crucifix, sitting by the side of the Road of Life
that leads nowhere, two wretched tramps are awaiting the arrival of -
Godot." (p.277).
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1Werner Habicht, "Tree Properties and Tree Scenes
Elizabetlam Theatre', Renaissance Drama, New Series 1v- (1971), 59-92,

221h44., 71, - | . ) ’

. 2 ’ .
231b1d., 72. " Habicht cites from the modern period the Weltesche.

-~
F)

“in Wagne 's Va s Valkyrie, the apple tree in Miller's All My Sons the tree
in Wai for Gogptjﬁhd\;he big tree in Arden's Armstrong's Last Good-
' night. tree(iﬁ’Yeats s Purgatory could be added as another notable
example. \\X t .
Ibid '/86 | s : :
Y .
25 | N

See Gaston Bachelardy The Poetics of Space. In Chapter" 10,
"The Phenomenology of Roundness', Bachelard states that "when a thing"
becomes isolafed, it becomes round, 3Assumes a flgure of being that is e
odncentrated upon itself". (p.239). One of his examples is particularly. =~
_interesting in reference to Beckett's tree: '"around a-lone tree, which
is thé centre of a world, the dome qf the sky becomes round, in a¢cor—
dance with the rule of cosmic poetry" (p.239). Bachelard cdites symbolist
poets who demonstrate this awareness &f 'concrete metaphysics -
Giacometti's sculptures reflect this principle of isolation gnd this
concrete metaphysics is suggested by his original tree de51gn for
Qodot', which John Fletcher describes as "a memorably slender tree in
an empty landscape" (See Beckett: A Study, p.123). It is interesting
to note that Maria Jolas, Bachelard's translator, is a close friend of
Beckatt's. :

- 26Wickham, 11, Part 2, 173.

® -

27See'Hablcht Jage 76. Arguing for the presence of:a cdncrete '\\
property, he notes the frequency of demonstrative adJectlves in

P textual references to trees - "this wood", "this arbour'", "this tree',
% which he says "surely implies gestures that establish a relationship .
. between the spoken words and the visual impressions'. —_
. 281 ckham, II, Part 1, 210 £f. -
29Ibid., 218,
30 )

Hugh Kenner,, Samuel Beckett: A Critical Study (Berkeley: )
' University of California Press, 1968)g¥;;155. 'See also Richard Gilman,
a

"Bdtkett", 71. Gilman observes that ny things about~the play
TEndgame] suggest that there is really ly one consciousness or

locus of being in the room, a consciousness -akin ta -that of the
"narrator" of the novels, so that it is more than plausible to take the
room or stage as the chawmber of the mind and the figures in iqias/\he
mind's invengions, the cast of characters of its theater". \

L3t Ruby Cohn refers to Blin's set in Samuel Beckett: She~Tomic
Gamut (New Jersey: Rutgers University Press, .1962), p.325,/a{§. 1t
is described also in Fletcher and Spurling, Beckett: A Study, p.132.

-
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L ‘ 32Jerry Tallmer, '"Be¢kett's Endgame", The Village  Voice,
) (Feb. 5, 1958), 7 :
' 33 .

Y . _ . N
’ Bell Gale Chevigny, "Introductién' in Twentieth Century Inter—
. pretations of Endgame, ed, Bell Chevigny (New Yorﬁb Prentice—Hall

- 1969), p.3. i ‘ .
- , P1bid., p.3. S | . f
- 35, . & . L
' “Wickham, II, Part 1, 315. ] .
" . E
Omid., 235,
- ) '
‘ : 37Alan Schneider, "Waiting for Beckett", in Beckett at 60:

A Festschrift, (London: Calder and Bqyars, 1967), p.46.

38In a letter publlshed in The Village Vofbe, (March 19, 1958). L
See Note 18. - ot :
( ’ 39Dagte, "Inferno'", Canto XXXIV, p.184:-- i . *

Cocteau for :one example, made extensive use of "machinery" to '~
make objects and set pieces address the senses and defy logical pre- . ’
sentation. Cocteau's The Wedding on the Eiffel Tower features gﬁ out-
size “camera out ‘of which people and animals emerge. His Orpheus is
* filled with the fantastic -' a talking horse, a magic mirroy. See Neal.

Oxenhandler, Scandal and Parade: The Theatre of Jean Cocteau (New Jersey:
Rutgers Umiversity Press, 1957): "This is an .art of spectacle, and we
cannot expect muych meaning, plot or other forms of dramatic logic" (p.51). .

. tll'Wickham, 11, Part 1, 214, oy s

Ibid., 216. . .. . . .
* .- 43See R. Southern, The ‘Seven Ages of the Theatre (New York:
] Hill and Wang, 1961}, pp.137 ff. Southerm-notes the frequency with
- , *which "action above" was referred to-in the texts of sixteenth century
plays and raisee the question of whether the ' 'mounts'’ which were so ot
often the site of such agtion were represented as actual scenic units or P
were.merely evokedlby ‘theftext and executed simply by .a raised level R
Wickham argUes persuas{Vely for actuel spectacie. .o / -

T | 44Examples that comg to mind are Shelley 8 Prdmetheus Hnbound
) Wordsworth’s Prelude, Spenser's The” Faerie Queene,gDante s The Divine -
Comedy, and in modern literature, the novels of. Forster and. Lawrence.-

45

Cohn’ Back to Beckett, P. 188. L ' ~ s
: 46For another parallel, ‘see Andrew Parkin, "Similarities in the S
ag&ays of Yeats ‘and Beckegt", Ariel 1, ii4 (July, 1970) pp.49<58.
Parkin draws an analogy-| between-Winnie s mound ‘and the barren hill in’
Yeats's -At the Hawk's thl which he derives from Winnie's quotation . * >
. from the opeming°chérus: "I call to the eye of the mind" (H.D., p.43),
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i 47Parkin noteg that both of these ays were performed at the
Abbey Theatre in Dublin during the two yeats that Beckett taught at
Trinity College, when, as he told Ruby Colin, he frequently attended
plays at the Abbey. See note 13.

48W.B. Yeats, Four Plays for Dancers (New York: The Macmillan

Co., 1929, p.129, Yeats's statements that the, dead "dream back" is
applicable also to Sartre's existentialist drama, No Exit to which Play .
bears similarities. Sartre, too, places a trio in a hell of their own
making, but turns a realistic set into a symbol ] Beckett s play is
different too,. in that the characters are*unaware of each other's
presence, while Sartre's are tormented by such awareness to the poin't
where| one ofgghem observes that hell is other people. AN

' 49W.B.‘Yeats, "Swedenborg, Mediums and the Desolate Places",
4in Visions and Beliefs in the West of Ireland, ed. Lady G;egory (2nd
ed.; Gerrard's Cross: Colin Smytho Ltd. o 1970), .314. Yeats is
commenting here on Swedenborg's visions of the world of spirits and of .
the after-life as a state created according to the image-makirg
capacity of the mind: "So heaven and hell are built always anew and
in hell or heaven, ail do what they please and all are surrounded by
scenes and circumstances which are the expression of their qvgures and
the creation. of their thought" (p.315). Acc¢ording to this bélief, the
trio in Play are responsible for their own existence; they reveal
their lack of ‘capacity for creative thought

50 Wickham, II, Part 1, 310-311. Wickham cites as an example
the inventory of one company which owned two tombs for two different
plays in their repertory which included tomb scenes, and he notes that
"Dido's tomb therefore must have differed substantially from that made
for Guido, at least in its decorative appearance". (p.311). ‘.i

. 51William Shakcspeére, Rgmeoﬁgnd Juliet, V, iii,‘%zl96.

. >%W1111an Shakespeare, Cymbeline, IV, i1, 262-263. 3
. Pbid., 1v, 41, 278281,

54Yeats, Collected. Poems, p.336. =" .
./ _
55*S'ee E.C. Baldwin, "And on the left hand Hell", Modern Lang-
'uage Noteg, 40 25), 251. See also L. Hotson, "Righteous Heaven and
. Sinister ‘Hel}* in Shakekpeare s Wooden O (London Rupert Hart—Davis,
1960)

N " "

i 56Glynne Wickham, "Hell-castle and ita docr*keeper » Shakespeare

Survez, 19 (1966), 3.
57Kar1 Young describes the ceremony a8 it survivés in Dublin in

The Drama of ‘the Med‘kval Church 1 (Oxford The Clarendon Press, 1933),

172, . -
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See Enoch Brater, "The "I" in Bei&ett s Not iﬂ Twentieth

Century Literature, 20 (July, 1974), 189-200. » Brater draws attention
to the Study by M., Esther Harding 'called, most fortuitously; "The
"I" and the "Not I'"; A Study in the,Development of Consciousness'." |
tp.194). He applies Harding's analysis of the Jungiln theory of -the
shadow to the experience '"Mouth" is undergoing in Not I.° Brater sees
"Mouth" as an image of "fragmentation and destruction" (p.196), /.

* placing the emphasis on the refusal to accept the first person rather
than on the "vehement refusal to. relinquish third person (Not I,
production note), as I do in my reading.
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Hugh Kenrer, .A Reader s Guide to Samuel Beckett’
Farrar, Straus and~G1roux, 1973), p.190.
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. 61 Samuel Beckett, "HJenis Devlin", 290. T g
s -62Peter.Btook, "Happy Days and Marienbad", Encore, IX (Jnn.jf * -
Feb., 1962), 35. T 4 CoLL =
NOTES TO- CONCLUSLON ~
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Ludwig Wittgenstein, "“Lecture on Eﬂhics , in Philosoghy Today,
ed, Jerry H. Gill (New York: The Macmillan Co., 1968), Pp.15. C
g .

Alan Schneider, "Wait1ng for Beckett", p.34F P ' T

3See Alain Robbe-Grillet, ''Samuel Beckett, or 'Presence' in ;:
Theatre", in Martin Essllnﬁ\ed., Samuel Beckett: A Collection of
Critica s Pp.108-116., Applying Heidegger's caucept of

1'&8tre-~13 to Beckett's plays,,Rcbbe-Grlllet ‘seems_ to emphasize the :
"13". See Bruce Morissette's commentary ‘on the Robbe-Grillet arttcle
("Robbe-Grillet as a cfitic of Samuel Beckett", in MelvinJ. Friedman,

- ed., Samuel Béeckett Now (Chicago: The ¥niversity of Chicago Press, .
1970, pp.59-71); in which he notes that Robbe-Grillet séems "regref-
fully to discover that Beckett's work could give rise to certaln
implications or conclusions" (p.70). 'R -

'The Expelled”, in Stories and Texts.
Grove Press, 1967), p 35 . ) -
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4Gilman, "Beckett"?”
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