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ABSTRACT 

The purpose of this thesis 1s to consider how one can 
approach the unusual f1ct1onal world of Samuel Beckett without being 
lost ,n ,ts strangeness, because the medium through which we perceive 
this world ,s the vo,cesof the various narrators, fam1l1ar1zat1on 
with the appearance and roles of these narrators would seem a good 
place to begin such a study This thesis beg1ns w1th a cons1derat1on 

of the philosophical concepts from which the Beckett1an narrators 

might have sprung I refer to the notions of Schopenhauer, a nineteenth­

century philosopher, and those of Genette and Barthes, both modern 

critics After setting up a cr1t1cal paradigm based on the works 

of these people, I then move on to a discussion of the 1nd1v1dual 

works which compose the trilogy Molloy, Malone Dies and The Unnamable 

In this section of the thesis I discuss a trans1t1on 1n the countenance 

and role of each narrator throughout the work Finally, 1n the last 

chapter of the thes1s,I discuss the comic effect achieved by the 
narrators as they are used, and again, the trans1t1on which occurs 
throughout the work ,n this comic tone relative to the narrators 

Exam, ners 

--------
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Chapter 1 

Es se est Pe r c 1p1 

Live an d invent I have tri ed I mu st have tri ed. 
Invent . It i s not the word . Ne ithe r I s live . No 
matter. I have tri ed. Wh1 l e w1thIn me the wI Id beast 
of ea r nestness padded up and down, roarin g, ravening , 
rending I have done that. And all alone, well hidden , 
played t he clown, al I a lone, hour after hour, motionless, 
often st andin g, spe l I bound, groaning . Tha t 's right, groan. 
I cou ldn't pl ay. I turned tII1 I was di zzy, c la pped my 
hands. Ran, shouted, saw myself wInnIng , saw myself losing, 
r e joi c ing , l amenting. Then suddenly I threw myself on the 
playthin gs , If there were any, or on a chi Id, to change his 
JOY t o howl i ng, or I fled, to h1dIng. The grown-ups 
pursued me, the Just, caught me, beat me , hounded me back 
into the round, the game, thT Joi I 1ty. For I was a l ready 
in the t oI Is ot earnestness . 

When the r eader of f I ct I on pI cks up the tr I I ogy2 ot Samue I 

Beckett, he enters a strange wor I d. In these nove Is there are no 

stati onar y landma r ks, t here are no objects which do not suddenly seem 

absurd, there are no r e lationsh i ps between friends or lovers which we 

might recognize as psychologicall y healthy or even vaguely normal. In 

fa ct, none of t he cha ra ct ers or na rrators we en counter In this work 

seems quite huma n - and a narrato r who s its crouched In an urn, su spended 

1samuel Beckett, Mo ll oy, Malone Dies, The Unnamabl e (New York Grove 
Press Inc., 195 5, 195 6, 1958 ) , pp . 194-5 . 

2These three novels are conventiona lly regarded as a tr, logy. My 
dIscussIon of them wI II be l Im1ted exclusively to the English versions, 
cons IderIn g them as autonomous works . 
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tn hts own death, can scarcely be considered human at all. There ls, 1n 

tact, ver y little 1n this trl logy to suggest t hat 1t 1s intended to 

reflect 1n any way society as we are tam, I tar with ,t . It 1s not 

unus ual to r an autho r to distort his v1s1on ot the world t o some 

degree for dramatic effect, as wh e n James Joyce descr ibed Stephen 's 

world 1n the ope ning pages of Ulysses, where shaving becanes a 

myst1ty1ng ritual, Beckett, though, g ives us a t1 ct1 ona l world where 

everyth In g and everyone Is awkward an d a I I en . I can reca I I that the 

nursery rhyme about the crooked man 1n the crooked house a lways struck 

me as quite an uncomfortable notion when I was a ch i Id, and I feel 

much the same way when I r ead Beckett 's work. 3 

The difficulty with rea d in g Beckett 1s that one tends to feel 

r ather lost 1n the midst of wh at mig ht appear to be a chaotic and 

we I rd work , however, there Is sense to be tou nd w I th In the tr I I ogy 

and, though the packagi ng may be odd, the ideas conta ined w1th1n are 

consistent with a soph1st1cated mode l of log ic. The purpose of this 

study 1s to provide a fra me of refe rence 1n which the events, characters 

and ideas of the tr1 logy cohere. I do not regard this exe r c ise as the 

unlocking of a puzzle , but rather as a cons1derat1on of why the pieces 

t It at a 11 • In order to do th Is I w 1 11 be re I y I ng heav I I y on 

structura l 1st not ions, pa rt icularly those of Gera r d Ge nette. One concept 

which under I 1es structura l 1st thought and 1s essent ial to this paper 1s 

3
1 have ch osen to focus on Beckett 's t 1ct 1on rather than his drama . 
Althou gh Becket t 1s best known f or his plays , I feel that his novels, 
equally important and inte rest ing, dese rv e ana logous cr1t1cal scrutiny. 
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that no t ext 1s ab so lu t e ly uni que , but can be un der stood r e lative t o 

other works or t hroug h poeti cs , wh e rein a pa radi gm of literary theory 

1s esta blished relat ive t o t he t ext t o fa c 1 I 1t ate a he ightened 

under st a nd ing of 1t As Beckett' s wor k 1s so diffe r ent fr om much of 

existi ng l iterature , I think that it 1s more f r uit fu l t o choose the 

latter course. 

One of t he et fects Beckett ach I eves w1 th h ls ref usa I to a I I ow 

anyt hing l n his t ext t o seem ordinar y l s t o draw attenti on to the act 

of narration itself. The events which make up the stories he relates 

may be bizarre but not completely al1enat1ng Instead, 1t 1s the 

text itse lf and the language It conta ins which creates this effect of 

strangeness, thus I have chosen t o f ocus on the act of narrating In 

this paper, as I be l 1eve It ls t he key to unde rstandin g the world of 

the tr I I ogy, strange I ess In I ts parts than In the way they are 

perceived. In orde r t o approac h the way that language 1s used 1n t he 

t ext, lt 1s nece ssa ry br1 e f ly to con s ider language Itse lf. 

La nguage has, tor ce nt ur I es, I arge I y been assumed an adequate 

means of exp ress ion a nd commun1cat 1on, f or what e lse coul d take its 

p I ace ? So t he over r Id Ing conce r n of the aut ho r was the search tor 

the mot Just e and t he def1n1t1 on of and adh erence to proper literary 

decorum. In contemporary literat ur e though, the concerns of the 

author are more f undamental are the words and structures of 

language ad equate to de l 1neat e and I I lumlnate huma n ex istence, or do 

they comp ri se a f utl le , a lmost self - pa r od lc mea ns t o such an e nd? 
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Structural 1sts like Saussure asserted that meaning 1n 

language was made by difference, that 1s, "car'' 1s not ''bar'' or •can'' 

so we see through deduction that 1t 1s " ca r''· There 1s a basic flaw 

1n this way of th1nk1ng though, for 1f words have meaning only 

relative to the meaning of other words, then language 1s based upon 

non-meaning. That is, words essentially mean nothing within 

th emse lves, only saying something because they are not sa ying 

something else. Even 1t, as Saussure postulates, the meaning of 

signs I 1es 1n the relat1onsh1ps between signs and 1s not innate 1n 

them, this still presupposes some degree of consistent meaning, f or, 

1t wou ld seem logica l than non-meaning posed 1n rela tion to 

non-meaning w111 not produce meaning through d1 tferent1at1on . 

Despite the fact that there are endless possible shades of colour 1n 

the wor Id, they are a I I composed of some comb I nat I on of three pr I mary 

colours think that 1n the same way, wh1 le language allows many 

mean ings to be s1gnif1ed by each s1gn1f1er, there must be some 

meaning inherent 1n the sign, or at least a conventionally recognized 

meaning . 

This does not, however, place l1m1tat1 ons on language, for 

the poss1b1 l 1t1es of expression are uni 1m1ted. This 1s because 

language remains fluid due to its temporal ontology Because the 

context 1n which a sign 1s used 1s always changing, each sign neve r 
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s1gn1f1es 1n exact ly the same way twice. As Roland Barthes, the 

French literary theori st saw 1t, a "healthy" s ign a lways conveys a 

sense of f lui dity along with its meanin g. Wh1 le the cr1 t 1c might 

reJ 01ce 1n this concept, as 1t a llows for endless 1nterpret1ve 

poss1bi I 1t1es, there 1s a more prevalent respon se to this idea. 

People do not like to feel uncertain al I the time , nor can we 

function competently 1n a practical sphere 1f one ot the chief 

structures of our world, language, 1s rega r ded as an endless 

regres sion ot meaning, every word being at once every aspect of its 

potent1al1ty. Language would becane a many-headed monster, awkward 

and fr1ghten1ng 1n this untamed state. 

In response to al I of this, one fears that humankind would 

heave one great sigh of fut1 l1ty and grow s1 lent forever, perhaps 

losing the ab1 I 1ty to speak altogether. This tear 1s not 

unreasonabl e, and yet 1t 1s precisely the ant1thes1s of this which 

seems to occur, because SI lence, I 1ke death, 1s fr1ghten1ng 1n its 

incomprehens 1bl I 1ty, we sea rch 1n despair for a manner of averting 

our eyes from the dreadful calm. And the much-maligned v1ct1m of our 

retreat tran s1 lence 1s the tattered shreds of what 1s left of our 

fa 1th 1n lan guage . To nul I I ty t he s1 lence we throw up a wal I of 

words. Newspapers, magazi nes and especially advert1s1ng are al I 

forms ot literature which reflect society 's need to escape 

nothingness by t1ll1ng up the void with everything available, our 

attention 1s focu se d on consumpti on 1n a vain attempt at sa tiation, 



6 

and reading becanes s imply another aspect of this process This 

notion has bee n with us from the time of Sw ift's sat1r1cal canments on 

Grub Street unti I t oday . There 1s no t ime t o sa vour quality of 

expression, on ly time to ass1m 1 late 1nformat 1on which 1s qui ckly and 

eas 1 ly accessible for everyone. The result of this 1n the bulk of 

literature - for the sheer weight of such literature must , as 1n The 

Batt I e ~ the Books, overwhe Im the puny output of "scho I ar I y" tanes -

1s a ge neral movement toward reassuringly canmon speech . Eng lish 1s 

f1 I led with c l 1ches a nd 1s scarcely abl e to r a i se itself above the 

pervasive med1 oc r1ty of an expedient soc iety . And st1 11, w1th1n this 

cacophony of hol low utter 1ngs, the perceptive reader 1s awa re of the 

echoes ot emptiness behind the banbardment of wor ds . As George 

Steine r exp resses 1t, "Language can only deal meaningfully with a 

special, restricted segme nt of real 1ty. The rest, and presumably the 

much la r ger part , 1s s 1 lence." When 1t attempts t o exp ress wh at 

exists beyond its boun daries , language becomes an " 1nf1 n1te 

regression, words being spoken of other words," thus causing us to 

wonder 1t al I that language reveals to us 1s act ually "a ve1 I spun by 

I anguage to shroud the m1 nd from rea I l ty . 114 

Wh en con fronted by the conund rum of a uthorsh i p - that 1s, that 

language 1s the only tool of the writer 's trade, but a tool which 1s 

neither accurate nor sure - one might expect that the writer's 

response could only be an attitu de of defeat whi ch wou ld end hi s wor ds 

4Language and Silence (Harmondsworth Pe li can Books , 1969), p. 41 
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And yet, they write, even th ose like Beckett, whose work 1s charged 

with an awareness ot the writer's d1 lemma. It we try to 1mag1ne a 

work which contains a r ecognizable awareness of both the multiple 

poss I b I I It I es tor the mean Ing ot each word a I ong w1 th the 

understand ing that cl 1ches are necessary on some levels, we are then 

1mag1n1ng precisely what the tr, logy 1s . Language must not lose 

itself 1n potential meanings, nor lose its potential 1ty 1n 

comfortable cl1ches. To answer why he chooses to write against al I 

odds 1s d1tt1cu lt, perhaps 1mposslble. In a conver sa tion wlth 

Georges Duthu1t, Beckett describes his compulsion to write as "the 

expression that there 1s nothing to express, nothing from which to 

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

ob I I gat I on to express. 115 However, when asked exact I y why the 

compulsion he describes exists, Beckett replies simply, "I don 't 

know". 6 Th Is canpu Is I on t-o I I terary express I on, for Beckett at any 

rate, does seem to be I Inked to one ot Beckett's favor I t e ph I I osoph I ca I 

notions, the express ion ot Berkeley which Beckett quotes 1n his general 

remarks preceed Ing t he f I Im scr1 pt ProJect 1 "Esse est perc1p1 

[existence 1s to be perce1 vedl. 117 These words are of course 

5Mart1n Essl 1n, ed ., Samue l Beckett (Englewood Cl 1ffs 
1965 l, p. 1 7 . 

6~., p. 19. 

Prentice Ha 11 , 

7Th1s statement 1~ of course, the most widely recognized of Berkeley's 
ontolog ical axioms. 
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double-edged, embracing both the ,dea that because we exist we 

perceive ourselves and conversely, because we perceive ourselves we 

know we exist. Rubin Rab1nov1tz discusses this statement at some 

length 1n The Development~ Samue l Beckett 's F1ct1on, putting 1t 

pr1mar1 ly 1n relation to Descartes and Schopenhauer . Berkeley 

questioned whether external real 1ty actually existed, Descartes 

asserted that 1t did exist, but as a realm separate fran the mlnd, 

though interaction between the two was made possible through the 

funct1onlng of the pineal gland. The manner through which the 

Cartesian mind becomes tam, I 1ar with the external, physical world ls 

through sc1ent1f1c exam1nat1on of data one questions everything and 

then contemplates intensely that which can be deduced with certainty, 

someth Ing Ins I gn If I cant and eas I I y grasped, unt I I one has mastered 

,t. With suff1c1ent practice 1n the emp 1r1cal arts, one may advance 

t o larger questions, unt1 I ulti mately one can prove the existence of 

God. Thi s discus s ion ot Descartes Is scant but adequate , tor clearly 

we can see the problem this a rgument poses t or the modern mind that 

1s, not eve n on the most bas ic level of emp 1r1 cal thought, that of 

mathemat ics, can we deduce answers with full comprehension and 

certainty. And d1sput1ng the Cartesian logic, 1f the cog1to 

collapses at lts prima r y level, then all arguments supported on this 

level up to the argument proving the existence of God, must col lapse 

in consequence. Beckett clearly reacted against this flaw 1n logic, 

and often in the trilogy dissects emp 1r1 ca l reasoning with obv ious glee 
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Yes, I once took an Interest In astronomy, I don't deny 
1t. Then 1t was geology that k1 I led a few years tor me 
The next pa In In the ba I Is was anthr opo I ogy and the other 
d1 sc 1p l 1nes, such as psychiatry, that are connected with 
1t, disconnected, then connected again, according to the 
latest d1 s cover1es. What I li ked 1n anthropology was Its 
1nexhau st1ble faculty of negation, its re lentless det1n1t1on 
of man, as though he were no bet t er than God, 1 n terms of 
what he 1s not But my ideas on thi s su bject we re always 
horri b ly contu sed, tor my knowl e dge of men was scant and 
t he mea nin g of be in g beyond me. 

( Mo I I oy, p. 39 ) • 

Beckett inverts Carte s ian logic here, cla1m1ng not that 

because he can deduce the certai nty of his own ex istence he can 

deduce the existence of God, but rather that because science negates 

al I things relative to man, 1t ultimately negates both man and God. 

And thus, the eponymous protagonist of this novel goes on to describe 

hts knowledge and perception of self as "the thing 1n ruins," 

wondering also "whether It 1s not less a question of ruins than the 

1ndestruct1ble chaos of timeless things"(~. p. 52). Clearly, 

Carte s ian thought 1s an inade quate tool to s olve questions of human 

existence . And, as se veral prominent cr1t1cs have discus sed 

Descartes' influence on Beckett's work a great deal ( 1nclud1ng Hugh 

Kenner, Rubi n Rab1nov1t z and J . D. O'Hara), I have chosen to focus on 

a nother t h in ker. 

A more appr opriate an d sa t 1s t y1ng pht losop h1cal approach - and 

one that all cr1t1cs of Beckett's work would agree to be a s1gn1t1cant 

one - 1s tha t of Arth ur Schopenhaue r. Schopenhaue r also 
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recognizes the split between the external world and the in ner world 

of the mind, but he did not ho ld that the understanding of physical 

phenomenon wou Id tac I I I tate a correspond Ing understand Ing of 

metaphysical nou~enon. Wh1 le Descartes proceeded under the 

assumption that the mind can know itself, Sc hopenhauer po inted out 

the 1mposs1b1 I 1ty of thts the mtnd which thinks 1s the subject and 

that which 1t thinks of 1s the object, and because the mind cannot be 

s imultaneously subj ect and object, 1t can never know itself. It 1s 

not poss i ble to perce ive how we perceive, thus, the words "Esse est 

perc 1p1" acquire a second level ot s1gn1t1cance to know you ex ist 

1s to exist, but without a con sc ious grasp of that process of 

se l f-know ledge . This 1mposs1b1 I 1ty of self-knowledge and thus 

1nv1olate self-1de nt1ty 1s a constant source of fasc1nat1on 1n 

Beckett's work 

w1 I I return to these phi I osophers at greater length In a 

later chapter, but at this point I want to de! 1neate the topic of 

thi s paper, and that ls the pr ob lem of caning to t e rm s with the 

unique and elusive narrators of Beckett's tr1 logy, narrators who are 

painfully and bitterly self-aware, but completel y uncertain of their 

1dent1t1es They are se lf- cons cious creators of narrative, and 1t 1s 

through this almost adole scent self-consciousness that we must 

approach and 1dent1fy t hem . 
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Pe rha ps 1t might be best to ci te sane exam pl es of narrators 

who d If fer from those wh I ch Beckett creates, 1 n tha t they are 

consistent with what the reader 1s proba bly used t o 1n the shape of a 

narrato r . These "trad1t 1ona l 11 narrators can be categorized qu ite 

rea d il y under the headings of first-person, th ir d-pers on and 

omn1sc1ent narrato r s . Wayne C. Boot h di sc us ses these terms very 

competent ly 1n The Rhetoric~ F1ct1on (1 961 ) . 

I sha ll br ie fly de l1nate eoch tyf)1? of na rrato r and then 

prov I de examp I es of them , 1 n order t hat It may be seen how they 

differ from Beckett1an na rrators . Fir st, t he re 1s the first-pe rson 

narrator, th is 1s basica lly the narrator who t e ll s the story fran his 

point of view. Brief l y, he re fers to himself as "I." The second sor+ 

of narrator one trad 1t1 ona l ly encounters 1s the third-person 

narrator, who tel Is the story from t he po int of view of anothe r 

cha racte r that 1s, the narrator s peaks of "he ", not "I." Finally, 

there is the ann1sc1ent narrato r. Thi s 1s a part icu lar type of 

th ird-person na rrator , one who 1s ab le t o see into the 

consc I ousn esse s of a I I the charact e rs . Th Is last ty pe of narrator Is 

the kind we find most often 1n nineteenth-century novels Dickens, 

Thackeray, Trol lope and E:. I 1ot al I creat ed an n1sc 1ent nar rato r s , these 

authors also shared the tendency to emp loy authorial 1ntrus1on That 

1s, the 1mp l 1ed author frequently intrudes 1n the novel to make some 

commen t ary (often mora l1 st 1c) about the f1 ct 1ona l wo rd, rather 
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who do indeed know their roles but persentently question them. 

Instead of the unwavering control over the narrative that one sees 1n 

the omn1s c 1ent narrator, 1n Beckettran narrators we have almost the 

ant1thes1 s of ann1sc1ence . Be ckett creates narrato rs who question 

their own roles, their own 1dent1ties - they even quest ion whether or 

not the y ex ist. Wh1 le Wa yn e Boot h ' s work 1s an exce l le nt basi s tor a 

pre I 1mlnary d1 sc us s 1on of Beckett' s narrators, the ir complex natures 

r equire t he add 1t1on of a somewhat more soph1st1cated theory of 

narratology. To answer this need, have turned to several 

structural 1st theori s ts who focus on narratology . 

Beckett's method of narrat I on In the tr I I ogy Is one of 

self- consciousness . Not only are hrs narrators aware that they can 

never express the process of self-percept ion, and thus never fully 

de I l neate the Ir ex I stences, but they a I so know that te I I Ing a I ways 

entails select ion and d1scr1m1nat1on. Any aspect of external reality 

is seen through the biased and thus !1m1t 1ng perceptions of the 

viewer , for one simply cannot absorb and consequently give vo ice to 

every deta I I of every moment . CI ear I y, see Ing and te I I Ing ar e two 

separate acts, the act of telling, which pr1mar1 ly concerns us here, 

can be broken down into various structures. Shlcmoth R1mmon-Ke nan 

describes the narratives of f1ct1ona l works as composed of three 
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elements 1n an echo of Gerard Genette st ory , text and narrat1on. 8 

Story consists of the events 1n the f1ct1on, which ma y be removed fran 

the f1ct1onal context and arranged 1n chronological order, 1t may be 

abstracted fran the style, language and medium of the work, althouyh 

1t is of course dependent on these things to some degree 1n its 

genesis. The story itself exists at two levels that of "surface 

structure" which 1s syntagmat1c, and that of "deep structure", which 

1s paradigmatic. The latter level 1s discussed at great length by 

Claude Levi-Straus s 1n his work Structural Anthropology. The second 

aspect of f1ct1on del 1neated by R1mmon-Kenan 1s text, which 1s the 

"written discourse" (p 3) which tel Is the story that Is, what we 

read. The narration 1s the "process of production" (p 3) by wh I ch 

the text emerges. It Is th Is feature In the tr I I ogy on wh I ch th Is 

d1scuss1on will focus. Obviously the text itself 1s the only tangible 

object for the cr1t1c t o work with, the study of narration can only be 

pursued by lmpl 1cat1on, and yet It is the process of making fiction 

which obsesses Beckett and indeed, obsesses his narrators as they tel I 

their stories. The narrator feels compe l led to tell his story, but 

feels thwarted by his 1nab1 I 1ty to tel I the whole truth and nothing 

8Narrat1ve Fiction Contemporary Poetics (London & New York 
& Co. Ltd., 1983). 

Methuen 



but the truth. As Molloy expresses 1t, the narrator feels both 

trapped and driven 

15 

Not to want to say , not to know what you want to say, not 
to be able to say what you think you want to say , and never 
to stop saying, or hardly ever, that 1s the thing to keep 1n 
mind, even 1n the heat ot compos1t1on . 

(Molloy, p. 28) . 

This passage presents a character 1st1c whi ch all of Beckett's 

narrators share, and that 1s self-doubt. Truthfulness would seem to 

demand the 1n clus 1on of every possible means of narrating each event, 

yet the physical l1m1tat 1ons ot discourse do not al low this. There 

ls no truly omniscient narrator, tor such a narrator would have to be 

omnipotent as wel I to convey al I his knowledge . 

R1mmon-Kenan suggests, again with reference to Gerard Genette, 

that the d1v1s1on between first-person narrator and third-person 

narrator ls not essential except on the surface of the text, Instead, 

the s1gn1f1cant qua I 1t1 es ot the narrator are determined through a 

cons1derat1on of the degree ot his partic1pat1on 1n the text, the 

percept1b1 I 1ty ot him as a presence 1n the text , and the rel 1abl l1ty 

ot his narration . Wh1 le agree that these aspects ot the narrato logy 

a r e important tools 1n 1dent 1ty1ng the 1nd1v1dua l na rrator, lt seems 

wrong to d1sm1ss the more trad1t1onal terms ot first and third person 

altogether . Wh1 le there 1s no cr1t1c who defends the use ot these 



terms (as they were alway s assumed a given prior to Genette) I 

th i nk that their relevence i s related to the ques t ion of 

dramatic immediacy. As Schopenhau e r pointed out, only men can be 

both s ubJect and obJect simultaneously and thus man is unique and 

each man an individual, or, as a post-structural i st might express 

it, we can be signifier and signified si mult aneously . Ultimately 

though, as I have already suggested , this dual exi stence is 

frustrating because while we can contemplate our nave ls thus, we 

can not ever grasp how we do it we can never perceive how we 

perceive The po int I wish to make here is that it is impossible 

for the third-person narrator to express directly this conundrum, 

the immedi ate and intense frustration which the first-person 

can express. Only the first-person narrator can be subJect and 

obJect at once, and that is wh y I think Beckett moved from the use 

of a third-person narrator in his earlie r work s (1d..a..tJ:, Murpb_y) to 

the fi rst-person in t he trilogy . I will return to these notions 

further, exerci si ng them on specific narrators in the trilogy . 

For the moment though , I think it would be use ful to discuss 

the relationships between narration and te xt . 

Wayne C. Booth, in his Rhetor ic 0 Fic tion , doe s consider 

the problem of authorial bias, which I have a lluded to previously. 

While Boot h recognizes that neutrality ,s impossib l e for the author, 

he must caution himself against th e te ndency to "pour his 
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untransf ormed biases into his work"9 It the author does not avoid 

th Is p Itta 11, he w 1 11 a I I enate man y of h Is readers. However, the 

importa nce of the author' s unique 1ns 1ght s can not be den ied , thus 

the author creates a skeleton of 1deo log 1ca l norms throu gh which he 

t1 lters the narrat ive 

As he writes, he creates not simply an ideal, impersonal 
'man 1n general' but an 1mpl1ed version o f 'himself' that 
1s different from the implied authors we meet in other 
men's works ••• 1t is clear that the picture the reader gets 
of th is presence 1s one of t he aut ho r's most im po rtant 
e ffects. Ho wever impersonal he may try to be, his reader 
wl 11 1nev1tably construct a picture of the ot t1c1al scribe 
who wri tes 1n this man ner - and of course that of f1c1al 
sc ri be w111 never be neutra l toward all values . 

(~., pp. 70- 71 ) 

It 1s important to recognize, however, that the narrator t hr ough 

whan narrative 1s t1 ltered 1s a unit separate tran the 1mpl 1ed author, 

often It wi I I be c I ear In a work of I I teratu re that the no rms of the 

1mpl 1ed author are different t ran those of his narrator, and thus there 

are varylng degrees of rel lab1 I ity of narration . Bas 1cal ly, Booth 

1dent1ties tour participants 1n the fictional discourse , the 1mpl 1ed 

author, the narrator, other characters, and the 1mpl1ed reader (tor 

9R hetor1c of F1 ct1on (Chicago Un1vers 1ty of Chicago Press , 1968 ) 
p . 70 
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again, the author can only assume to appea l to the norms of a widely 

varied readership). The relat1 onsh1ps between these part1c1pants vary 

to achieve certain I 1terary e ff ects. For exam pl e , a concurrence 

between the imp I I ed author and the imp Ii ed reader wh I ch exc I udes the 

narrator creates unrel 1ab1 l1ty and perhaps irony . The 1mpl 1ed author 

created by Mark Twain and the 1mpl 1ed reader might agree that 

Huckleberry Finn's morals are questionable, and thus we find his 

commentary unrel rab!e, we may also frnd 1t 1ron1c that Jrm rs Huck's 

social inferior when his moral values are superior, and hopefully more 

closely al 1gned with the rmpl 1ed reader's. What 1s especial ly 

interesting 1n Beckett's work 1s that he often explicitly points out 

the unrellab1llty of his narrators, avoiding the literary delicacy of 

amb1gu1ty which Booth refers to· "Somet imes 1t 1s almost 1mposs1ble to 

infer whether or to what degree a narrator 1s fa! lr ble, sometimes 

explicit corroborating or cont! 1ct1ng testimony ma kes the inference 

easy " (Rhetor I c .£!_ FI ct I on. p. 160). When read Ing Beckett , one Is 

al ways aware that the narrator 1s tell rng a story, not I 1v1ng a 

f1ct1on, and tha t he 1s completely unrel 1abl e . In Malone Dies, the 

narrator determines that before hi s death he will tell some stories, 

and begins wrth the story of Saposcat , or Sapo 



Sapo loved nature, took an interest 

Th Is Is awf u I 
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Sapo loved nature, took an interest 1n animals and plants ••• 

(Malone Dies, p. 191 l 

Not only does this narrator distance himself suff1c1ently from 

this tale to indicate that 1t 1s f1ct1on, but he also raises the 

question ot his ab1 I 1ty to record 1t. And as this t a le ot Sapo 1s a 

story w1th1n the story ot Malone, the reader 1s forced to wonder 1n 

consequence 1t Malone 1s able t o tell his own story - the point being 

that he 1s not. But degree ot rel 1ab1 I 1ty 1s not the only 

relat1onsh1p between the narrator and the text to consider . 

Beckett a l so toys with the narrative aspect ot degree of 

partic1pat1on, as is also exempl 1fied 1n the passa ge quoted above. 

The narrator Malone direct ly part1c1pates 1n the sto ry ot his press ing 

death but Is a distanced observer In the story of Sapo - however, in 

both cases Malone 1s the narrator. Thus we see the partial val 1d1ty 

of the comment that the difference between t1rst-person narration and 

third-person narration 1s not significant - this narrator has made 1t 

clear that he 1s rel 1a ble in neither case. When he speaks as Mal one 1n 

the first person he 1s Just as aware that he f1 ct1 onal 1zes his own life 

as when he speaks 1n the third person of the more obviously t1ct1onal 

Ii te ot Sapo . 1 lowever, we can a I so see that whe n he speaks as Ma I one 
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hls volce is f1 ! led with the greater f rustrat ion of the first-person 

nar rator. And , this uncertainty about the narrator's abi I 1ty to 

express his own story authentically su ggests that t he 1mpl 1ed author 

questions his ab1 I 1ty to produce the entire t ext . And thus the 

narrator of The Unnamable describes the d1ff1culty of d1fferent1at1ng 

between the 1mpl1ed author and his narrators 1n the following passage, 

which refers to narrators 1n other works of Beckett's canon 

I am neither, I needn't say, Murphy, nor Watt, nor 
Mercier , nor - no , I can't even bring myself to name 
them , nor any of the others whose very names I forget, 
who told me I wa s they, who I must have tried to be, 
under duress , or through tea r, or t o avoid acknowledging 
me , not the s l 1ghtest connex ion . 

(The Unnamab le, p. 326) . 

Of course, the least rel 1abl e authority 1n this mode l 1s by extension 

the author himself, h i s canments on the work are perm1ss1ble because 

he , li ke the other cr1t1cs ot his work, 1s allowed his comment s . 

However , he must be a I I owe d on I y a I Im I ted auth o r I ty on h Is own work 

he is perhaps a particularly 1ns 1ghtful commentator to be considered, 

but ht s notions must not be assumed to be consistent with those of the 

implied aut hor, and certainly not those ot the narrator . 
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And finally, one must consider the degree of percept1b1 I 1ty of 

the narrator To use the terms of Seymour Chatman , 10 the narrator 

may be either covert or overt to varying degrees. His overtness may 

be perceived through certain 1nd1cators, such as the descr1pt1on of 

setting, the 1dent1f1cat1on and def1n1t1on of characters , reports of 

things which characters have not thought or said and authorial 

commentary . It 1s quite clear that Beckett employs extremely overt 

narrators 1n the tr1 logy, who are very conscious of their roles and 

wish to 1nd1cate that self-consciousness to the reader. These 

narrators are aggressive, volat1 le and 1ntr us1ve , but above al I 

doubtful as to their own authority. They aspire toward the end of a 

s1 lence which comes from having said al I with the knowledge of never 

being able to say anything det1n1t1vely 

10 story and Discourse Nar rative Structure 1n F1ct1on and F1 Im 
(London Corne I I Un1vers1ty Press, 1978) 



••• none w1 I I ever know whdt I am, none w1 I I ever hear 
me say 1t, I won't say 1t, I can't say 1t, I have no 
language but thei rs, no, perhaps I' 11 say 1t, even 
with their language, tor me alone, so as not to have 
lived 1n vain, and so as to go silent, If that 1s what 
confers the right to s1 lence, and it's unlikely, it's 
they who have silence In t he ir gift , they who decide , 
the same old gang, among themselves, no matter, to hel I 
with s1 lence, I' 11 say what I am, so as not to have 
been born tor nothing 
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(The Unnamable, pp. 325-6) 

Hav ing now established what 1s 1mposs1ble tor the narrator, 1t 1s now 

app ropriate to turn our sights to what 1s possible, and to do this 1t 

1s necessary to un dertake a deta 1 led examination of t he various 

narrators in the tr1 logy. 
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Chapter 2 

One ot the first things whi ch th e cr1t1c interested 1n 

narrative structure w1 I I notice 1n Beckett's canon 1s that the first 

two novels written by the author , Murphy 1n 1935 and Watt 1n 194 3, are 

written 1n the third per son. However, by the time Beckett wrote the 

tr1 logy (1947-1949) he was wr1t1ng 1n the first person Beckett 

himself has gi ven a rather dramatic account of how th is trans1t1on 1n 

his wr1t1ng occurred , during one ot t he drun ken m1dn1ght prowls for 

which he was f amous, Beckett had a revelation 1n which 1t came to him 

that "all his wr1t1ng would henceforth begin from w1th1n himself, with 

his memories and dreams, no matter how ugly or painful I, second, that 

no clearly defin ed f1ct 1onal character would be need ed to tell these 

stories, as no d1stanc1ng 1s necessary between the teller and the 

tale 1111 Regardles s of how the r eve lation came about, the change 

engendered 1n hi s work by this change 1n narrative has dramatic 

ram1f1cat1ons. With r egard to t he first-per so n and third-person 

d1v1s1on, we find an increased dramatic 1mmed1acy emerging 1n the 

later work s , as the narrators expr ess their anguish at th e ir own 

1nart1cul acy . In the tr1 logy, the narrators must see and speak but 

there 1s always a sense of frus tration at not knowing tor certain why 

or how one sees and speaks 

Deirdre Bai r, Samuel Beckett A Biogr ap hy (New Yo r k Ha r court , Brace 
Jovanovich, 1978), p. 351. 
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Yes , 1n my I 1fe, since we must cal I ,t so, there were three 
things, the 1n ab 1 I 1ty to speak, the 1nab1 I ,ty to be s1 lent, 
and sol 1tude , that's what I've had to make the best of 

(The Unnamable , p 396) . 

Wh1 le 1n the th ird-person narrative the narrator may comment on his 

1n ab1 I ,ty t o write wel I (as Mal one does when he tel Is his stories), 

he can not convey the urgency of tone that we find 1n the narrator 

who speaks of himself This 1s not , of course, t~e only aspect of 

narrative structure which 1s worth cons1der1ng . As I have already 

1nd1cated with ref e rence to Shlom,th R1mmon-Kenan, the typology of 

narrators 1s contingent upon the degree to which they part1c1pate 1n 

the story, the degree to which they are perce ived w1th1n the story , 

and the degree to which th ey are rel table (R1mmon-Kena n, Ch 7) 

Hav Ing est ab I I shed these er I ter I a tor dea I Ing w I th var I ous narrators , 

1t might now be helpful to discuss the d1screpanc1es between the 

f 1rst pe rson narrator and the third person narra to r 1n terms of these 

cr1ter 1a. 

The degree of part1c1pat1 on of the narr at or ranges from his 

being completely involved 1n the events of the story t o his simply 

reporting the t ale from a completely uninvolved standpo int Clearly, 

the fir st per son narrator 1s going to be more involved 1n the events 

of the story, he 1s a character, and whether he simply r epeats the 
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tale or becomes directly involved 1n the events , he 1s more deeply 

1mbedded 1n the t1ct1on a l world than the narrator who knows al I and 

sees a I I Th is does not necessar1 ly mean that the 1mpl 1ed author 

w I I I be more c I ose I y a I I gned w I th the th I rd person narrator who 

hovers on the edge of t he t1ct 1onal world, 12 des pite this 

narrator's lack of 1dent 1ty which makes him appear at t imes to be 

simply the voice of the author. The author may create instead a 

f ir st per son narrator who is part of the f1 ct 1ona l wor ld and thus 

1mmed 1at ely removed f r om the author , but al so possessed of 

character1 st1cs sympathetic to the author, making him d istanced but 

analogous to t he author ' s voice In Beckett's work 1t 1s clear that 

he fee ls closer to the text when he uses the f irst person vo ice, and 

I be I I eve that It Is fr om th Is c I oseness to the t ext tha t much of the 

pecu l 1ar1ty of the Beckett 1an style emerges With the movement from 

the t hird person voice to the first person voice there 1s an 1mpl 1c1t 

loss of narr ati ve power, the narrator no longer secs everything - he 

I 1m1ts 

R1mmon-Kenan uses Gera rd Genette's terms to 1dent1fy the re lat 1onsh1p 
of the narrator to the story an 'extrad1eget1c' narrator 1s above 
or beyond the story he narrates wh1 le an '1 ntrad1eget rc' narrator 1s 
one who tel ls the story 1n which he has alr eady part 1c 1pated. 
S 1m1 larly, a narrator wh o part1c1pates 1n t he stor y 1s t ermed 
'homod1 eget 1c ', wh1 le one who does not 1s 'heterod1eget1c'. I t h ink, 
however, that these terms are unnecessar1 ly comp I 1cated tor my 
purposes here (Narrative F1ct1on, pp 94- 105) . 
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h imself largely to what can be seen through his own eyes In 

Beckett ' s work this loss of control and distance over and from the 

f1ct1onal world becomes immensely s1gn1f1cant, for he plunges into 

the work which his narrative sta nce no longer bars him from and 

seems to lodge his own voice 1n the narrator's For many authors 

the creation of a first person narrator/character 1s a means of 

playing narrative tricks for exampl e, 1n James' The Turn of the 

Screw the story 1s r e lated through a lengthy letter given to a 

gentleman who reads 1t to the narrator . The na r rative layering of 

this tale simultaneous ly makes its verity dubious but removes 1t far 

enough from the cosy parlour of the na rr ator to make 1t oddly 

plaus ible. On the other hand , an author might create a narrator who 

1s unre l 1able . A narrator may be made unrel 1able because he has 

I 1m1ted knowledge, 1s personally invo lved 1n the tale or upholds a 

problematic value scheme (R1mmon-Kenan , pp . 100- 103) An example of 

such a narrator 1s the narrator of Huckleberry Finn, whose 

prej udiced views are clear ly not shared by the author thus rendering 

much of Huck 's commentary 1ron1 c . 

In both of the examp les cited, the author 1s employing the 

first person narrator as a rhetorical tool and does not wish to be 

d I rect I y assoc I ated w I th th Is vo Ice. However, 1 n Beckett's tr I I ogy 

the narr ators are not simply a part ot the author' s repertoire ot 
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ot rhetori ca l ski I Is, bu t rather they are a pas sageway into the 

t1ct1onal world wh er e he no longer d1 s t1ngu1shes between himself ,n 

the "real" world and himself 1n the t1 ct1 onal worl d In the 

biography Bair quotes Beckett as having stated that he "was doomed 

to spend the rest ot my days dragging up the detritus ot my I 1te 

vom1t1ng 1t out over and over again •• sha I I a I ways be depressed, 

but what comforts me is the real 1zat1on that I can now accept th is 

dark s I de as the command, ng s I de ot my persona I I ty. In accept Ing 

,t, I wtll make ,t work tor me" (p . 352). Beckett has recognized 

the gr ea t irony ot t1rst person narration a lthough ,t a l lows the 

greatest degree ot part1c1pat1on 1n the t, ct,onal worl d, 1t ts also 

the most I 1m1ted and biased point ot vi ew. Thus ,t 1s tn a sense 

the v, ew c I osest t o the t I ct Iona I rea I , ty but t he v, ew I east 

qua I 1t1 ed t o dea l t h is rea l 1ty full Jus ti ce by perce 1v1ng ,ts 

who I ene ss. Th Is d I I emma extends beyond the wor Id ot the nove I t oo 

there are cou ntless fields ot v1s1on 1n th e world, and yet each 

1nd1v1du a l may know the world on ly through ht s own percepti ons and 

even 1ns 1ghts into the tho ughts and idea l s ot others mu s t be 

t, ltered through thts 1nd1v1dual con sciousness. How th en can one 

ever achieve an authentic view ot hu~a n,ty and and the human 

cond1t1on 1 To the serious author tor whom truth ot v1s1on ts 

1mperat1ve , this must su rely be an insurmountabl e sou rce ot 

aggra vati on. 
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This t err ibl e frustration I 1es at the core of Beck ett ' s work, and 1t 

engenders the st range and awful tone of his voice, for he 1s certain 

only that one can never be ab so lutely certain ot anything Thus, one 

needs no "c learly defined t1 ct1onal character" (Ba ir, p. 351) tor no 

vo ice 1s clearly defined - they a l I ex ist 1n a tw1 I 1ght of 

innumerab le unexpressed vo ices And so Beckett says of his narrators 

1n The Unn amable 

Al I these Mu rphys, Mol loys and Malones do not tool me . 
They have made me waste my time, suffer for nothing , speak 
of th em when, 1 n order t o stop speak 1 ng I shou Id have 
spoken of me and of me alone But I J ust sai d I have 
spoken of me, am speaking of me. I don 't care a cur se what 
I J us t said. It 1s now I shall speak of me, tor the t1rst 
t I me. I thought I was r I ght In en I 1st 1 ng th ese su t terers ot 
my pains. I was wrong. They never suffered my pain s , their 
pains are nothing compared t o mi ne , a mer e titt le ot mine , 
the tittle I t hough t I cou ld put from me , 1n order to 
w I tnes s 1 t. Let them be gone now, them and a I I t he others, 
those I have used and those I ha ve not us ed , give me back 
the pa 1 n I I ent them and van I sh , tram my I 1 te , my memory, my 
terror s and s hames. Th er e , now th ere 1s no one here but me, 
no one wheel s about me, no one comes towards me, no one has 
ever met anyone befor e my eyes , these creatures have never 
been , on ly I and this black void have ever been . 

(p p. 303-4). 
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There are several important aspects to th is passage Firstly , 1t IS 

essent ial t o r emember that desp ite the fru stration exp r essed wi th 

regard to these Beckett1an narr ators , the voice wh ich s peaks 1s 

s t I I I th at of another narrator , th e un namab I e In the first two 

I 1nes of t he passage we are g iven an 1ns1ght into why this narr ator 

1s not named 1n naming the others, the 1mpl 1ed author became 

separated from t hem to a certain degree . Before they are named they 

remain e lusive, but once named they are expl 1c1tly 1nd1v1dua l and 

expl1c1tly agents which function w1th1n the f1 ct1onal arena Thus 

they become somehow fa l se and irrel eva nt t o th e 'r eal ' wor ld, only 

r e lativ ely s1gn1f1cant by ana logy. But , the unnamed narrator, who 

wishes to speak "of me and me alone" 1s not so c lea rly 1n either 

world There 1s no doubt th at he 1s expressed through the medium of 

text and thus 1s a f 1ct1on, yet, he also speaks of oth e r f1ct1on, 

even that which 1s part of t he same tr, logy 13 , making 1t c lear 

that he 1s consc ious ot the fi ctional qual ity of h is own ex istence 

this narr at or then becomes more germa ne ly analogous to the 'real' 

world Beckett saw For, t o paraphrase one as pect of Sc hopenhau er' s 

Beckett 1ns1sted that a l I three of the novels be pub I 1shed together 
as a volume . Although this was 1n1t1al ly prevented by pub I 1sh1ng 
dlft1cult1es he was adama nt , and th is fo rmat was eventually achieved 
<Ba Ir, pp . 408- 9) . 
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notions of the pr ocess of perception, 14 man may study anything 

outside himself as object wh1 le he 1s subject . When man studies 

himse lf though, he becomes both subject and object, and 1t 1s this 

double-edged existence which makes the 1nd1v1dual. Just as one v iews 

the rest of the world through a scope of l1m1ted, 1nd1v 1dua l focus , so 

too must one regard onese lf through th is same scope . It 1s only 1n the 

act of regarding , the act of perce 1v1ng, that a person might truly know 

himself, and yet we can not become conscious of our consc iou sness . It 

1s the act of perce1 v1ng which defines man and yet he can never fully 

comprehend this act, the par a! lel conundrum for the author 1s that 1f 

he wishes to create a work of universal veri t y, the very creation of 

narrator/characters forces a chasm between himself and the f1ct1on -

they are objects and he 1s subject However, when he removes the 

s ubJect/obJect barrier, refus ing to name a nd separate hi s narrator from 

himse l f , he finds th at h is narr ator, like himse lf, 1s caught 1n this 

trap of want ing t o express and thus know h imself but never quite 

comprehending t he process of expression Thus, characters once named 

are never qu ite real but characters unnamed are ultimately rendered 

un 1nte l I 1g1ble and impotent. Beckett creates what appears to be a 

br ief dialogue between himself and his narrator near the end of The 

Un namab le 

Beckett read Schopenha uer at several points 1n his I 1fe, and considered 
him to be one of the most important philosophers he had studied (Bair, 
pp 79, 193 , 260) . 
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.• you must go on, I can't go on , you must go on , I' 11 
go on , you must say words , as long as there are any, until 
t hey find me, unt 1 I they say me , strange pa in, strange sin , 
you mus t go on , perhaps it's done already, per haps they 
ha ve said one a lr eady , perhaps they have ca r ried me to the 
threshold of my story, th at would surpr ise me , 1t 1t opens , 
1t will be I, 1t will be the silence , where I am, I don't 
know , I' 11 never know, 1n the s1 lence you don't know, you 
must go on, I can 't go on , I' I I go on 

(p. 414) . 

The narrator we find 1n th is passage does not tal I neatly 

into ei t her the t hi rd person or first person categori es , he 1s not 

speaking 1n the third person voice because he uses t he pronoun "I", 

and yet he 1s not spe ak ing 1n the first person voice because he sees 

into the minds of al I the characters and admits t o havi ng created 

them . In a sense, he 1s the ant1thes1s of the third person, tor he 

c laims t o know nothing and questions everything that he sees . 

Despite thi s pervasive uncertainty, he ca n not s top his vo ice tor he 

can not stop his need to know himself, to be "carri ed to th e 

threshold of rny s t ory ." This "threshold" 1s "the s1 lence , where 

am," and this "s1 lence" 1s the point at wh ich the voice or1g1nates, 

the point at which the innate but 1nv1o lat e knowledge of the process 

of se lf-perception beg ins This narrator , who longs tor a pro found 

silence, comes t he closest of the narrators 1n the tr1 logy to 

reaching this state, there 1s a progress ion 1n the typology of the 

narrat or s wh I c h can be mapped In trans It I on from Mo I I oy t o 

The Unn amabl e 
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I. Molloy: Confusion of Identity 

As I have already s uggested, a th eme whi ch r ec urs throughout 

the tr1 logy 1s the problem of 1dent1ty, the question 1s not simply 

"Who am I", but rather "How do I know who I am?" For Beckett , the 

question also seems to extend t o a cons1derat1 on of who the author is 

relative to 1n his work. This theme can be found 1n each novel of 

the t r1 logy, but 1t emerges most pe r sistently and completely 1n 

Molloy . In this novel there 1s frequent and 1ntent1onal confusion of 

characters and even of narrators, the po i nt being that one can not 

regard the world and its population with an y ~ore certa i nty of v1s1on 

than one can watch a play where al I the characters are played by 

actors, or better st I I I, a f I Im where the characters are p I ayed by 

actor s who ar e susp e nd ed In th e I I I us I on of I I fe n I ght aft er n I ght In 

the movie theatre. Beckett's charact ers and narrators are I 1kew1se 

suspended 1n text , and he makes no at tempt to create a world 1n his 

text which 1s eas1 ly r ecogniz ed as real 1ty And yet, I think he 

ach I eves someth Ing authent I ca I I y m I met I c In h Is wor k, for rea I I ty 

itself 1s always elusive 1n both its temporal and physical aspects 

For creatures who exist physically only 1n the prese nt moment, 1t 1s 

a perennial source of frustration that the present 1s fl eeting and 

can not be gr aspe d, our gr eates t pa rt of ex peri ence 1s th e pa st, 
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which remains physically 1ntang1 ble . Our greatest source of 

knowledge 1s ref lect1on on the pas t, and yet 1t can be grasped only 

as a shadow of what has been . What 1s particu larly 1nterest1ng about 

time 1n terms of t1ct1on 1s th at 1t 1s "not on ly a curr e nt theme 1n a 

great deal of narrative f1 ct1on, 1t 1s also a const ituent f ac tor of 

both stor y and text" (RI mmon-Kenan , p. 44) That 1s, the text can 

on ly be encountered 1n a time-sp ace but 1s also a form 1n which time 

1s man ip ulated, idea lly, the real 1s t1 c novel woul d r equir e prec isel y 

the same amount of time to depict an event as the event required to 

transpire. However, as happens 1n al I modes of perception, events 1n 

f1ct1on are portrayed 1n a temporal context which 1s dis torted - man y 

ted I ous deta I Is are de I eted , wh I I e s I gn If I cant events ( such as a 

descr1pt1on of an important character's 1n1t1al entrance on the 

scene) may be expanded beyond a br I et g I I mpse. In rea I I ty, t I me Is 

s1m1 larly distorted. When we recapitulate experiences , we generally 

dwe l I on what has been rnost 1nterest1ng to us , wh1 le 1gnor1ng or 

often forgetting the greater part of experience, the mundane 

countena nce of da1 ly ex istence In Beckett's work t he re 1s a 

con t1nu1 ng emphasis on banal 1ty which 1s directly r elat ed to hi s 

obsession with the r e lat1 onsh1p between object (or experience) and 
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subject (or the medium ot perception). That 1s, his narrators do not 

de let e the ordi na r y and even bor ing events of s tory from their 

narrative, and thus th ey become somewh at remov ed from the comp lete ly 

t1ct1onal ly oriented narrator The scenes they portray are not 

created simply to en tertain the reader but rather to render text 1n a 

more authentic manner . 

In the nove I Mo I I oy_, very I I tt I e actua I I y happens - and yet, 

1t 1s not a par ticu larl y short work. The narrator and protagonist 

ap pears In It I a I I y In a room He does not know how he has arr I ved 

there , nor why he Is there, he Is t here and he wr I tes for "th Is man 

who comes every week" who "g Ives me money and takes away the pages" 

(p. 7) . There 1s no sense of duration here , only of endl ess 

rep et It I on . Indeed, th ere Is no sense In any po Int of the nove I of 

how long any ot the event s r equire Mo I I oy d ec I des to v I s I t h I s 

mother (whose room he may a lr eady be 1n, and who may a lr eady be dead) 

and on the road to th is v1s1t he encounters a policeman, a dog (wh ich 

he runs over), a woman named Lousse (wh o becomes his keeper), and, 

fin ally, he finds himself face down 1n a ditch having apparent ly 

ach ieved nothing His Journey 1s time less , w1 th certa in eve nts 

h1ghl 1ghted and other s ove rl ooked 1n a seemingly arb itr ary fashion 

The temporal conf usion does not end he re In the section of the 

novel narrated by Moran there 1s a narrative c 1rcul ar 1ty whic h 
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achieves the same e nd as the narration ot events without r eference to 

duration 1n the first section The latter part of the work, na rrated 

by Moran, begins with the I In es II It IS m1dn 1ght The rain IS beating 

on the windows " (p 92 l , after which Moran embar ks on hi s own Journey 

He IS 1n search of a man, Molloy, and he travels with his son through 

an end less pasture - although we are not certain t hat he 1 s not merely 

travel I 1ng 1n circles At the end ot h is Jour ney he has k 1 I led a man 

( 1s 1t Mol loy 1 ) and then r etu r ned to his home, wher e he s its to wr ite 

his report , 1t begins (a nd the novel ends ) with th ese words "Then I 

went back to the house and wrote , 1 t Is m I dn I ght The rain 1s beating 

on the windows. It was not m1dn1ght It was not ra1n1ng" (p. 176). 

Thus, he not only makes 1t c lear that al I we hav e read 1s a f1ct1on , 

but also that 1t ts suspended from time and held 1n text The rain 

has stopped, but 1t st, 11 rains 1n the t ext - 1n tact, 1t wt 11 always 

be rain Ing In the f I r st I Ines of the t ex t So , f1 ct1on 1s t-1meless , 

as It pr eserves events, and yet, the events w I I I never ach I eve the 

physical real 1ty ot the present moment 1n experience . 

At this point one may wel I wonder what the con nect ion 1s 

between the d1t f1 culy of r endering temporal existence with a I 1terary 

rea I Ism and creat Ing a narrator w I th a cons I s t ent I dent I ty. The 

pr oblem 1n both cases 1s the same , wht le both being and time are 

con st I tu ents of human rea I I ty, both are In an end I ess process of 

change and thu s even 1n the present - the one po int at whi ch being and 
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time are real 1zed 1n the most tangible sense - any meaning which 1s 

real 1zed thr ough them 1s 1n cornp let e . Thus , there are no abso lutes 

1n the ph ys ical world In response to this knowl edge , Beckett 

creates a physi ca l world 1n whi ch bot h being and ti me are made 

t rans ient (a nd thus the confusion about the 1dent 1ty of the narrator 

a nd the length of time spa nned by t he work) and so rrore truly 

m1met1c of ex is tence. This tr uthfu l portrayal only seems "unreal " 

becau se 1n order t o fun ction successfu lly on a practical level, one 

can not wander around 1n a state of confusi on and di strust ot one's 

ex is tence. Interes tingly, Beckett spent much of his own I 1fe 

terribly 1mpover1shed and unable to work, and wh1 le to his mother 1t 

seemed that he was simply lazy (and this was not an unreasonable 

conc lu s ion ) I suspect that h is problem was th is di s tru st of an 

existence whi ch wa s incomplete and not absolute 1n an y way , and t hus 

not wor th spending a great deal of energy on . lntr1 gu 1ng 

spec ul ati ons as ide , Beckett c lear ly wanted to create a wor ld 1n 

Molloy whi ch did not 1ns p1re any certainty or faith 1n prob ab, I 1ty 

1n his readers , and he c learly succeeded. Howe ver , ,t 1s inadequate 

mer e ly t o po int out th at the world represents onl y an image ot 

so l 1d1 ty , and thus the author made the logica l mov eme nt toward what 

1s created , n the second novel, Malone Dies 
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I I . Malone Dies 

It one assumes that the physical world can not finally be a 

means of d1scover1ng any certain truths about existence, then 1t 

would seem that the next p lace to search for such truths would be the 

mental world or sp1r1 tu al world, depending upon how one approaches 

1 t . Indeed, 1 nterest In the d I chotomy between the wor Id of the body 

and the world of the mind has existed since philosophy began, and 

Beckett did not except himself from cons1der1ng this issue . Before 

he directs his attention to the problem , however, he makes 1t clear 

that he will not be employing any trad1t1onal form ot logic to arr,ve 

at an answer . In what Is perhaps the most h I I ar I ous d Ism Issa I ot 

emp1r1cal logic as a means ot cons1der1ng human problems, Molloy 

leads the reader through a six-page d1scuss1on ot the d1tf1culty of 

having sixteen sucking stones and on ly four pockets, when 1t 1s 

important to give each stone equal sucking time The absurd I ty of 

even cons1der1ng the unappeal 1ng and unrewarding pastime of sucking 

on stones at such lengths, and the arrival at a complex system of 

stone rotation wh ich 1s practically 1mposs 1ble t o understand , 1s 

finally made fully r1d1culous when the narrator confesses at the end 

of this tedious mental exercise that 
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deep down 1t was al I the same t o me wh ether I sucked a 
d1tterent stone each time or al ways the same stone , 
unt1 I the end ot time For they al I tasted exactly th e 
same . And 1t I had collected sixteen , 1t was not 1n order 
to ba I I ast myse I t In such and such a way, or to suck them 
turn about, but si mply to have a I 1ttle s tore , so as to 
never be without. But deep down I d idn't give a fiddler's 
curse about be i ng without, when they were al I gone they 
wo u I d be a I I gone, I wou I dn 1 t be any the worse ot t, or 
hardly any . An d the so lution to which I ral I 1ed 1n the end 
was to throw away a I I the stones but one , wh I ch I kept now 
tn one pocket, now tn another, and which ot cour se I soon 
lost , or thr ew away , or gave away , or swallowed . 

(Mal lay, p 74). 

There are sever a l points to be made about this passage 

t1rst, mathematical logic can not be app l ted with success to problems 

which are essentially human, second, once answered, pht losoph tcal 

questions may be revea led as irrel evant t o huma n sat 1stact1on and 

tend to obscure more pertinent quest tons - for Molloy was more 

interested 1n the mental gymnastics of the quest ion ot rotati on than 

the actual sucking ot t he stones. Indeed, I think that 1t ts large ly 

1n keeping with these two id eas that the dual narrators Mo ll oy and 

Moran are created , the latter ts conc ise and logical but really 1s no 

more ab I e t o dea I w I t h I I t e than Mo I I oy , who "deep down" doesn 't 

"give a fi ddler 's curse" (p . 74), 1n tact , one twist whi ch Beckett 

works into Molloy 1s t he poss 1b1 I 1ty that Moran ' s search tor Molloy 

1s a l legorlcal on one level, being t he search ot reason tor 

practica l, human understand ing, and that w1th1n the c ircular 
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structure of the work Molloy actually 1s wr1t1ng the story of himself 

and Moran ( h Is past se If) , n h Is room 15 However, the most 

1nterest1ng aspect of this passage 1s that despite the apparent 

madness of Mol lay throughout the novel, a madnes s which seems evi dent 

1 n th Is r amb I Ing argument about the stones, Mo I I oy does seem cap ab I e 

of weird 1ns1ghts into ex istence This 1s because wh1 le the 

recogn1t1on of the dichotomy between an inescapably false outer world 

and a potentially more real inner world leads to an elevated 

understanding of human existence, 1t also leads t o an 1nev1tably 

sch1zophren1c existence, wh ere the worlds of the body and the mind 

are 1rreconc1 I able. This 1s the entry-point into the world of Malone 

Dies. 

Beckett was very interested 1n madness, and 1t 1s the subject 

of much of h Is work. Indeed, when wr It Ing Watt, 1 n wh I ch the 

protagonist ends up 1n an asylum, "Beckett suffered a very r eal 

breakdown •• probably his most serious - one directly related to the 

sch I zophren I c form and content of much of Watt" (Ba Ir, p. 327). 

Beckett's own breakdown seems to be a case 1n point when made too 

much aware of the inherent fal sity of the outer world, one's v1s1on 

must surely become distrustful, even parano id, and the world of th e 

There 1s support fo r this reading. Moran begins to suffer the 
physical a1 lments which cripple Mo lloy, Moran buys a bicycle which 
may be the one Mo ll oy a lready owns, Molloy alludes t o a previous I lfe 
as a scholar. However, 1n order not to render this work a puzzle 
w I th a pat so I ut I on, 13ec kett makes th Is on I y one poss I b I I 1 ~y o f 
several tor example Molloy may be a separat e char ac ter, the man who 
Moran k I I Is. 
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mind must gain equal or even greater s1gn 1t 1cance than that ot t he 

outer world This 1s what madness 1s - a suspens ion ot belief 1n 

real 1ty. In Ma lone Dies, the narrator 1s agatn 1n a room alone, yet 

un I t ke Mo I I oy he does not venture beyond t ts wa I Is Hts only contact 

with the outside world ts "the peaceful sounds ot men at large, 

gett Ing up , I y Ing down, prepar Ing food, com Ing and go Ing, we ep Ing and 

laughing , or nothing at a ll, no sounds at all" (Mal one, p . 183). 

Wh1 le Malone sits 1n his room, he determines that he w111 write 

"three stories" (Malone , p. 182), tor he ts dying and these are the 

numb er tor whtch there 1s adequate time. It 1s as though thts 

narrator has been removed from contact with the world, and thus 

creates hts own world ot t1ct1on. Thts movement away from the outer 

world 1s not so much physical as 1t 1s phi losoph1ca l, the sounds he 

hears place him 1n the world, and yet his madness (by which term 

mean his or 1entat1on of self being chiefly 1n his mind or inner 

world) removes him some distance from this world For this narrator 

certainly ts mad, the evidence ot thts being not only the tone ot the 

prose but certain structural c lues as wel I Malone tel Is us there 

w1 I I be three stories , and he tel Is first the story ot Sapo and then 

the story ot the Lambert tam, ly. In these two tales the separation 

between the narrator, Malone, and the stories 1s det1n1te . The 

author comments frequently on his stor ies, often on how tedious they 

are becoming, and never al lows them to cont inue t or a s1gn1t1cant 

length of time tor the reader or the narrator to become lost tn the 

tal e . 
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Already 1t begins to be c lear that even an attempted 

cap 1tul at1on to the inner worl d 1s a vain ef fort, for a person can 

never completely lose a sense of himself as def ined by the outer 

world, relative to objects . Thus Malone can not finally give himself 

up to the world he creates 1n his mind, the wor ld of his f1ct 1ons, 

for once written even these f 1ct1ons become t ext and thus objects, 

distant from himself, the subject. And once they become objects 1n 

the physical world, they are lost 1n the transience of space and time 

and are as untrue as al I physica l ent1t 1es Even 1n the third and 

final tal e , that of MacMann, there 1s a se nse of fa1 lure In th Is 

story there 1s a much more ambiguous relat1onsh1p between the 

narrator, Malone, and the protagonist, MacMann It seems possible, 

even I 1kely, that the story of MacMann 1s really that of Malone 

This 1s the only story which Is not clear ly introduced as one of the 

stories to be told, and the asylum 1n which MacMa nn finds himself 

seems much I 1ke the place 1n which Malone l ives Malone becomes 

c lose ly involved 1n this story, losing h imse lf to the point that he 

says, "Mo l I. I' m go i ng to k111 her" (Malone, p. 264) , sounding as 

much I 1ke an explosion of anger as the comment of the au thor stating 

h is plot 1ntent1ons . He even begins to r efer to himse lf 1n the third 

person when he env Is Ions h Is death and I mag Ines the words "Here I I es 

Malone at last, with the dates to give a faint id ea of the time he 
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took t o be excused " (Malone, µ 271) And then further on he 

contuses MacMann with h1mse l t dur in g what seem t o be hal luc1nat1ons 

befor e death, say ing 

Yes , my I ast gasps ar e not what they m I ght be , th e be I I ows 
won't go down, the air 1s choking me, perhaps 1t 1s a I 1ttl e 
lacking 1n oxygen . Macmann pygmy beneath the great black 
ges t1 c u la t1ng pines gazes at the distant ragi ng sea 

(Malone, p. 274) 

But even this, which seems I 1ke the sought-after loss ot the 

incomplete, 1nd1v1dual self 1n a mad union with the protagonist, or 

the merging ot t ext and narrator, 1s doomed t o ta1 lure. In an 

unpubl 1s hed essay written around 1938- 9 , ca l led "Les Deux Bes 1ons ," 

Beckett wrote that "art results fran the artist' s quest to rid 

himself ot ext ran eous knowledge 1n order to ret1ne his perceptions 

into a clear, d1st1 I led v1s1on of the fundamental inner being" but 

that t In a I I y "man Is doomed to ta I I ure, tor he ca n never comm It or 

abandon himself compl ete ly to his inner voice" (Ba ir, p p 294-5) 

Th Is Is u It I mate I y the d I I emma of the narrator Ma I one , and by 

ext ens ion the author 1n Molloy 1t becomes evident th at mere 

recogn1t1on of the sp l 1t between the inner worl d and the ou t er world 

1s unsatisfactory In Malone Dies , we are shown t ha t 

even an attempt to aban don onese lf to th e inner being (the creation 

of a t1ct1onal world 1n which one becomes ab sorbed being only one 
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mode of this) will fail, for the outer world can not be escaped 

completely - not even in madness. Ans thus Malone tells us 

early on that he wi LL "tell three stories .. Then I sha ll deal 

with my possessions" (Malon e , p . 182). Near the end of this 

novel, the narrator is forced finally to admit that the inner 

world i s inherently more real than the outer 

ALL is pretext , Sapo and the birds , Moll, the 
peasants, those who in the towns seek one another 
out and fl y from one another , my doubts which do not 
interest me, my situation, my possessions, pretext 
for not coming to the point, the abandoning, the 
raising of the arms and going down, without further 
splash, even thoug h it may annoy the bathers. Yes, 
there is no good pretending, it is hard to leave every­
th mg. 

(Malone, pp. 276-7). 

"The point" reffered to here is that Malone is about to die, and 

he find that 1'1t is hard to Leave everything." This is not 

because "everything" i s Luxurious and wonderful in his Life -

Beckett has made sure that we do not make this error - but 

because he has not yet found some way of coming closer to the 

reasons for Living . Thus Malone dies a failure in a sense, his 

final words tapering off into a cry of futility, of concluding 

nothing impor tant through all his words. 



I mean never he w1 I I never 

or with his penc1 I or with his stick or 

or I I ght I I gh t- I mean 

never there he w I I I never 

never anything 

there 

any more 

(Malone, p. 288). 
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However , the ach ievement ot this na r rator (or ot the author 

through the narrator) 1s not so inadequate as ,t t1rst appears, tor 

,t opens the way tor the narrator ot The Unnamable. This t 1nal 

nar ra t or of the tr, logy does not arrive at a solution to the 

que s t ion ot the meaning ot l ite, but he does come to an 

understanding of h is re lat1onsh1p to the text as an object 1n the 

world, one which al lows him to utter rrost tul ly a f1ct1onal wor ld, 

an d thu s he constru ct s a v1s1 on of how the narr at or (or r ea der) may 

come c loser t o an und ers tanding ot human ex istence 
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I II. The Unnamable 

In order t o begin a d1scuss1on of this work , ,t 1s necessary 

to restate poin ts made earl ,er 1n the paper F ir st , 1t 1s important 

to remember here that the s1tuat 1on of the narrator 1n the f 1ct1on 1s 

analogous to that of a person 1n the world, as both are def 1ned 

r e lative to the s tructure s urrounding them (the novel or the worl d) , 

and both are responsible to some degree tor shaping that structure 

which 1n turn shapes them as a context for bei ng tor as th e 

narrator creat es the story guid ed by the author , we cr eate our lives 

and worl ds th rough priv ate b iases and d1scr1m1nat1 on, a nd thus 

1nd1v1dua l percept ion The d1 fferen ce seems to be , of cou r se , that 

we do not know what guides us, but 1n the f1ct1onal realm, the 

narrator does not know what guides him F1ct1on could not exist 

without this assumed ignorance So , f1 ct1 on ts the per fect paradigm 

to express the problems of man's being tn the worl d Wh I I e many 

authors employ narrators as a means of simply tel I 1ng stori es , r at her 

I tke a mother g1v1ng advice to her cht Id, Beckett employs his 

narrators to the much more comp I teated end of tabr1cat1ng a world 

para I I e I to the "rea I" wor Id, and cons Ider Ing the quest I on of human 

existence ,n t h ts contr o l led environment 
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The second point I wish t o repeat ts that th ere 1s one thing 

which Beckett seems to be quite certain ot, and that 1s that words 

are somehow I inked to the dec1pher1ng ot human existence, and thus he 

1 s compe I I ed to wr I te In order to exorc I se the demon th Is obsess Iv e 

quest has become tor him. As stru ctural 1st critics have quite 

rightly pointed out , language does structure real 1ty, 16 and 1n 

thi s way the t1ct1onal wor lds ot t ext are as relevant as the physical 

world , tor they exist 1n relat1on s h1p t o each other, and structure 

each other . This brings us back to the quotation with which this 

paper began "Esse est perc1p1 ." Not only do subject and object 

ex ist 1n relat ion to one another, creating each other on a mutual 

reciprocal relat1on sh 1p ot perception, so too do words and real 1ty 

create and det1ne each other. As we have already seen, choosing 

between subject and object, or inner world and outer world, simply 

reasserts the relative aspect ot these parts ot existence, rather 

than determ1n1ng quite what existence means And, choosing between 

selt and language, or narrator and his s t ory /a uthor and his ca non, 1s 

Perhaps the most succinct (and lively) cr1t1c to address this notion 
1s Roland Barthes, the interested reader might enjoy his book ot 
essays 1n Engl ,sh translation, Mythologies (St Albans Gran ada 
Pub I I sh Ing Ltd , 1973) . Or, tor a very he I ptu I commentary on 
Barthes' work, one could turn to Terry Eagleton's Literary Theory 
An Introduction (Oxford Basil Blackwell Publishe r Ltd. , 1983) . 
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no more rewarding, finally. Beckett does suggest a way of ga1n1ng 

1ns1ght into existence which 1s not so much a choice as an 1nvers1on 

ot entire structures - but to show how he does th is I must first 

return to Schopenhauer 

Wh, I e Schopenhauer genera I I y asserts that the on I y way 

1n which we can possibly understand the world 1s through the 

recogn1t1on t hat objects (phenomena) which are presented to our 

perce1v1ng consciousness are motivated by the noumena, or the 

in nermost for ce ot ex istence, simply put , this fo r ce 1s the 

I 1te-torce, the 1nexpl ,cable w, 11 to I 1ve against al I odds . The 

philosopher 1s content to rest his case here, recogn1z1ng but not 

def1n1ng this force, only suggesting that ,t 1s present 1n al I 

things, animal and mineral . Beckett want s t o de fine that force or 

w1 I I, and although Sc hopenhauer eludes def1n1t1on by saying we can 

not know what mak es us because ,t 1s always making how we know 

simultaneous ly, he does g ive a h int as t o how t o carry the case 

further, a hint which Beckett clearly pi c ked up 

What , s un, versa I I y assu med as pos, t, ve, what we ca I I 
being, the negation ot which 1s expressed by the concept 
nothing 1n ,ts rros t general s1gn1f1cance, 1s exactly the 
world as representation, which I have shown to be 
obJ ect1v1ty, the mirror of the w1 I I We ourselves are also 
this w111 and this world .• The form of this repr esentation 
1s space and time , and so •• everything that exists must be 
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1n some place at some time. Then th e concept, the ma t er i al 
of ph I I osophy, and t Ina I I y the word, the s I gn ot the concept, 
also belong t o the representat ion . Denia l, abol 1t 1on , 
t urning ot the w111 are also abol it1on and d i sappearance ot 
t he world, of its mirror It we no longer percei ve the w1 11 
1n this mirror , we ask 1n vain what d1r ec t1on 1t has turn ed, 
and then , becau se 1t no longer has any wh ere and any when, we 
complain that 1t 1s lost 1n nothingness ---

t he not hing as that which ex 1stf
1 

can be known and 
expr essed by us on ly negat ively .• 

And th us we t1nd the key to Beckett' s obsess ion with s1 len ce 

a nd nothingness Hav in g concluded t hat neither the study of subject 

and object or t1ct1on and narrator themselves w1 I I help him t o 

understand the w I I I, or the unshaka b I e need t o cont I nue to be , he 

turned to that darker side ot existence whi ch Sc hopenhau er saw bu t 

reco 1 led against, tor the di chotomy between being and nothingness 1s 

the suprastructure under which al I other d1chotom1es exist . And 1t 

seems that the only way t o access thi s nether wor ld of exis ten ce 1s 

log ically the complete 1nvers1on of being Thus this novel creates a 

t1 ct 1onal world wh er e the narrator 1s not al ive but dead , not 

l1 ngu 1st1 ca ll y de fin ed but unnarnable, nor s tr1v1ng for exp res s ion but 

tor s I I ence . 

17 19th Century Philosophy, ed Patr ick L Ga rdiner (New Yo r k 
Press , 1969) , pp . 123- 4 

The Free 
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This narrator continually negates himself "I seem to speak, 1t 1s 

not I, ab out me , 1t Is not about rne" (Th e Unn amabl e , p. 29 1) He 

tel Is us that he 1s not 1n the real, physical world but 1n one which 

1s rad1ccd ly different "And things , what 1s the correct attitude to 

adopt towards things?" (p. 292) . He seems to assume respons1b1 I 1ty 

tor al I the narrators and characters of Beckett's canon , and then 

d1sm1sses the lot "Why d Id I have myse If represented In the m I dst of 

men, the light of day? It seems to me 1t was non e of my doing •• I can 

s ee them st1 I I, my delegates. The things t hey have t o ld me 1 About 

men, the light of day. I refused to believe them" (p. 297) . And 

finally, he denies language repeating over and over again his dream of 

silence , final and absolute, representing his final step toward 

nothingness. And once there , once done with being, perhaps he w1 I I 

discover why there 1s being. 

This motion toward nothi ngness 1s not the equivalent of 

n1h1 I ism, 1t 1s simply assumed t o be a plane of greater truth, for 

there 1s no space or t1rne, as these are aspects of be ing 

two chief causes of falsity 1n the outer world are remove d 

Thus, the 

For I am incapable of measuring time, which 1n itself 1s 
suff1c1ent to v1t1ate al I calculation 1n this connex ion, but 
also of compar ing their respective veloc1t1es . 

(The Unnamable , p 299) . 
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Method or no method I sha I I have to ban I sh them In the end, 
the be ings, things, shapes, sou nds and lights with which my 
haste to speak has encumbered thi s place 

( 1 b Id , pp 299- 300 l 

•. these creatu res have never been , on ly 
void have ever been. 

and this black 

( I b Id , p 304 ) 

There 1s no time , no space, no others - no objects 1n any 

torm - to be found 1n the void ot nothingness . And thi s 1s the 

ultimate torm ot contentment, to ex ist without being, tor al I of the 

d1vers1ons ot being (talk, love, tood), otter no clues to ex istence 

but only avert our eyes trom the terr1ty1ng prospect ot abandonin g 

ourselves to nothingness . And yet Beckett seems eager to assure us 

that this 1s a pos1t1ve release from the false security of assuming 

the outer wor Id - or even the Inner wor Id - t o be the on I y rea I I ty. 

FI na 11 y, 1 n th Is novel the d I stance between the unnamed narrator and 

the author becomes 1nd1st1ngu1shable, becau se the r ela t1 onsh 1ps 

themselves wh ich have been discussed have fin a lly been abandoned, and 

so the pa radi gm must be a lter ed so that narrator and aut hor are no 

longer separate, when time and space are dissolved into nothingness , 

al I of the relat1 onsh1ps they engender are disso lv ed , 1nclud1ng th e 

r e lat1 on sh1p between author and narrator . 
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Only one ob s tac le r ema ins between the author a nd nothin gness 

and that 1s the ob ject of the text itself Beckett can not f Ina I I y 

remove this obstacle, for 1t 1s already here 1n our hands, but he 

can suggest an escape too from the t ex t 

You must say words, as long as there are any , unt1 I t hey 
find me, unt1 I they say me, strange pain, s tr ange s in, you 
must go on, perhaps its done already, perhaps they have 
said me already, perhaps they have car ried me to the 
threshold of my story, before the door that ope ns on my 
story, th at would surprise me, 1f 1t opens, 1t w111 be I, 
1t w111 be the s 1 lence, where I am, I don't know, I ' 11 
never know, 1n the s1 lence you don't know, you must go on, 
I can't go on, I' I I go on. 

(The Unnamable, p 414). 

But ultimately, wh1 le there 1s I 1fe there 1s no absolute 

s1 lence , and men must rely on language to know themselves 
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Chapter 3 

The Nar rator as a Com ic 

Having thus tar cons id ered with great seriousness the 

terrible pos1t1on ot the narrator wh o 1s obses sed with the need to 

express and det1ne h1mse lt, but who 1s also fraught with doubts ot 

his ab1 I 1ty to do so, the reader ot the tr1 logy mi ght also begin to 

tee I some trustrat I on . It one agrees that the ab I I I ty of exp ress I on 

makes men unique but can never itself be grasped because 1t can not 

know 1tse lt, then one might be incl 1ned to ask, why bother? It seems 

quite logical that 1t we agree that the literary process 1s 

ultimately tut1 le, then 1t must be a vain endeavour to write at al I 

This accu sation 1s mos t tel I 1ng when appl 1ed to someone I 1ke Beckett, 

who 1s so obvi ou sly aware of the conundrum with which I 1terature 1s 

confronted. It seems at times that al I that 1s expressed 1n the 

tr1 logy 1s the terribl e fa1 lure of the act of express ion to ach ieve 

authent ic ity. I think tha t 1t 1s perfectly leg1t1mate t o sugges t 

that If a p I ece of I I terature attempts noth Ing more than 

self-condemnation , t hen 1t 1s indeed a wor k ot hypocrisy , almost 

1nsult1ngly self-con scious However, as might be suspected , I think 

that Beckett attemp t s something iror e than this 

Br 1etly put, the qu est ion we must obviously ask at thts point 1s, 

why write? Wh1 le with many works this question 1s asked merely from 

cur1os 1ty about the author (we all know tha t Dickens wrote tor money) 
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or about the art1st1 c process (we a l I I tke to bel 1eve that Coleridge 

wrote 1n a state of hallucinatory ecstacy), 1n Beckett 's case the 

question seems fund amental to an under standing of his work Most 

authors and cr1t1cs defend I 1terature, whether su ggesti ng that 1t ts 

therapeut I c, 1 nsp I red or d I dact I c they genera I I y regard It 

pos1t1vely. Beckett seems to want to ann1h1late 1t. 

Perhaps a good place to begin to consider this question 1s 

with the author himse lf. Althou gh we mu s t not ass ume that the author 

1s an 1nfal I 1ble commentator on his own work, and 1s actually of less 

s 1gn1f1cance than the 1mpl 1ed au thor or narrator 1n terms of studying 

the s tructure of the t ext , I th Ink It Is we 11 worth cons Ider Ing him 

1n t erms ot thi s ques ti on which tal Is ou t s ide ot the text There are 

some obvi ous an swers to the question ot why someone writes most 

obv ious 1s that he does 1t tor th e rroney . Wh1 le this may be true 1n 

some cases, 1t does not appear to be 1n Beckett ' s He I I ved In 

poverty tor rnany ye ar s , un~l I hi s late forti es , and when he did 

achieve a comfortable in come he continued to I 1ve 1n a s imple way , 

1nvest1ng his money and then apparent ly 1gnor1ng 1t. Wh1 le his wife 

fl I led her space 1n their home with var ious luxuries, his own space 

rema I ned I Ike a ce I I, stark and austere . Anot he r poss I b I I I ty might 

be that he wrote tor tame, but again, 1n Beckett ' s case this seems 

uni 1kely. He was a notoriously unenthus1ast 1c guest at society 

so 1rees , preferr ing good whisk ey among close f ri e nds to champag ne 
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with society's el 1te . And o t cour se , he d i d I 1ve 1n obscurity tor 

twenty- five years befor e he received any recogn1t1on at a l I It he 

d id not write f or e ither fortune or tame , th en per haps he wrote from 

the simp l e pleasure ot the act o t wr1t1ng Wei I , altho ugh this 1s a 

r ath er agreeab le conc lu s i on , 1t too seems uni 1kely Beckett seems to 

have suf f ered terribly wh en he wrote He suffer ed from writer's 

b l ock, self - doubt and even physical a il ments such as terrible bo il s 

which seemed I i nked t o the stress he felt He did not app r oac h 

anyth Ing I I ke n I rvana t hrough h I s work, 1 nd eed , he o ften seemed to 

I oa the it. One must assume, then, that he was somehow compe I I ed to 

write , but, as 1s no doubt becom ing clear , 1t ts nearly 1mposs1ble t o 

l ocate what tn hi s lite compelled him. Again , I t hink that we must 

return to the text to attempt to answer the question ot why he 

writes 

First I y, I th Ink that to a I arge degree the tr I I ogy can be 

v i ewed as an elaborate game on several leve l s, and I 1ke most people, 

Beckett was ex tremo I y fond o f games f-le w1 s a great p I ayer o f ches s , 

and 1n tact named one ot hi s plays , Endgame , after a term from chess 

I I terature 

a chess game has three parts t1rst 1s the 
openi ng , 1n which p i eces are br ought ou t and strategies 
1ns t1 ga t ed In the nex t secti on, or mi ddl e game , the two 
opponents or gan I ze the Ir rroves In the I as t part, the 
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endgame, there ts either a conversion ot the advantage 
into a win, or else an attempt to nul I 1ty the disadvantage 
incurred 1n the middle game - also 1n search ot the win 

(Bair, pp. 465- 6) 

Endgame was wr itten between 1956 and 1957, a lthough the tr 1 logy 

emerged between 1955 and 1958, 1 t does not seem unreasonab I e to 

conclude that the not ion ot game playing might be found 1n part 1n 

the tr I I ogy. In the game ot chess, at the po Int of endgame there 

are not enough men left on the board to de fend the kings , so they 

are left to confront one another with the l1 m1ted roves left to 

them, the pleasure 1n the game (as 1n any game) ts not 1n w1nn1ng, 

but In t he ex tens I on and I nge nu I ty of these t Ina I moves . In the 

play Endgame, the two kings are quite obv ious ly represented by Hamm 

and CI ov, 1 n the tr I I ogy the p I ayers are not near I y so obv I ous , nor 

1s the game so clear ly I 1ke chess . Let us return our attent ion t o 

the novel s t o pursue this notion furth er 

Again, I will beg in with the first ot the three novels, 

Mo I I oy, because I th Ink that a para I I e I ca n be drawn between the 

trans1t 1on al movement ot the narrator from the relative ly distanced 

focus we t1nd 1n Mol loy to the dramatical ly 1mmed1ate focus ot The 

Unnamable, and the trans1t1on 1n the meaning ot game- playing 1n the 

tr1 logy . In Mo l loy games appear at many levels, most obvious and 
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dramatic 1s the game wher e in Moran searches t or Molloy. Des pite the 

tact that these two may be vi ewed 1n a se nse as the same character, 

as long as Moran be l 1eves that he searches for Mal lay, the game 1s 

being played At this level, the game-playing most c learly resembles 

chess. The next level at which the game 1s played 1s on th e 

rhetor I ca I I eve I that 1s, much fun 1s had with th e man1pulat 1on ot 

I 1terary c l 1ches . For example, th e Oed ipal compl ex , a serious 

I 1terary theme employed from Oedipus Rex to Sons and Lovers, 1s quite 

hi lar1ously parodied 1n Molloy wh en the narrator rem1n1sces on his 

vari ous grotesque lovers, and then comments 

And God forg ive me , to t e l I you the horrible truth , my 
moth er' s image someti mes mi ng les with theirs, which 1s 
I 1tera l ly unendurable, I 1ke being crucified, I don't 
know why and I don 't want to. 

( Mo I I oy, p. 59) . 

This passage 1s clearly intend ed to be a parody of a fam1 I 1ar theme, 

as Ind I cated by the doub I e entend re of thP word "I I tera I I y." 

We encounter a s 1m1 larly parod1c scene 1n the second part of 

the novel when we witnes s the bizarre relat 1onsh1p between Moran and 

his son. Moran's son accompanies h im on the search for Mo lloy, and 

1n preparation for the trip, Moran for ces an enema on him, they argue 

about his son's lunch "He protested he had had h is lunch. You ate 

nothing I said. He said nothing rrore . I had scored a hit" (p . 119). 
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A I 1ttle further on a pain s hoots through Moran's leg, and this exchange 

to I lows What's the matter , papa? he said . I let mysel f fal I on the 

stoo l, pulled up the leg of my t rouse r s and examined my knee , flexing and 

untlex1ng 1t. Qui ck the 1odex, I sa id . You'r e s1 tt1 ng on 1t, he said . 

I stood up and the leg ot my trousers tell down over my ankle . The 

1nert1a ot things 1s enough to drive one l iter a lly insane" (p 119) 

After further b1cker 1ng, Moran feels a fatherly remorse a nd affecti on 

"I dr ew him to me . What do you say t o that? I sa id He said to 1t, Yes 

papa Did he love me then as mu ch as I loved him? You cou ld never be 

su re with that I 1ttl e hypocrite" (pp 119- 20 ). 

There are two points that I wish to make about the narrator of 

this passage f 1rstly, he 1s part1c1pat1ng 1n a parody of the t1 I 1al 

relat1onsh1p and secondly, he 1s extremely tunny . For many readers, 

Beckett seems simply bleak and depressing and thus too hard on his 

readers, I th Ink that It must be apparent by now that th ere Is a great 

deal of humour 1n his work . This comic aspect of t he work suggests that 

on some level Beckett enJ oys wr1t1ng 1n tact, and that 1s one reason that 

he writes . But the parod 1c e lement of the work suggests anothe r r easo n 

why he writes which seerns more s1gn1t1cant, he wants to share the Joke 

To r eturn t o the analogy of game- playing, much of the pleas ur e of the 

game comes from th e tact th a t ,ti s s har ed with oth er s , he th ey p layer s 
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or tans. The structure of parody requires that 1t 1s sh ared 

otherwise, 1t can not ex ist. In order tor parody to wor k, th er e 

must be a model which inc ludes the 1mpl 1ed author, the narrator or 

other characters and the 1mpl 1ed r eader. 18 There must be an 

assumed comp I I c I ty between the I mp I I ed author and the I mp I I ed reader 

which excludes either a character or characters, or as 1n this case, 

the narrator. In other words, the 1mpl 1ed r eader and 1mpl 1ed author 

are inte nded to be sha ring a laugh over the 1d1 ocy ot Moran 

The point that I am ma ki ng 1s that wh1 le the narrators of 

th Is tr I logy ar e ab I e t o contemp I ate the tut I I I ty of the Ir own 

ex I stence and the Ir I nab I I I ty to bear ou t the Ir met I er w I th any 

deg ree of success, they are not simply destructive a nd se lf-absorb ed , 

t or these narrators, wh ether Intent Iona I I y or not , sha r e t he Irony ot 

their existence with their audience As I have stated , I th Ink that 

a trans 1t1 on occurs 1n the humour throughout the tr1 logy 

1n Molloy, we t1nd humour 1n whi ch t he narrator 1s exc luded from the 

Joke shared by th e I mp I I ed author and the I mp I I ed reader. In Ma I one 

Dies we see a trans1t1 on from this . In t h is novel we ga in a 

double-edged humour with the appearance of t he narrator who stands 

more noticeably between the infl uence of the 1mpl 1ed author and his 

existence 1n the t1ct1onal realm. 

Thi s mode l 1s de l 1neated 1n "I mpersonal Narration" 1n The Rhetoric of 
F1ct1on by Wayne Boot h, a work already c ited . 



Malone 1s both creator and creation of f1ct 1on. Thus, he (as 

narrator of a f1 ct 1on he does not part1 c 1p nte In) mak es ironic 

statements about the characters he creates Of Sapo he says 

At the age of fourteen he was a plump rosy boy His 
wrist and ankles were thick, which made his mother say 
that one day he would be even bigger th an his father. 
Curious deduction. But the most str1k1ng thing about 
him was his big round head horrid with flaxen hair as 
stif f and straight as th e bristles of a bru s h. 
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(Malone Dies, p 190) 

The requ1s1te descr1pt1on 1s thus drawn, replete with cl 1ch€s wh1c~ 

become 1ron1c because they are not at al I flattering Malone 

becomes, 1n a sense, the 1mpl 1ed author here, sharing a Joke on his 

character Sapo with the 1mpl 1ed reader This 1s much I 1ke the 

1ron1c humour we f 1nd 1n Molloy, however there 1s a difference to be 

noted 1n Malone Dies. The narrator, Malone, does employ the sort of 

irony whi ch makes him superior to the Jok e , however, when he makes the 

trans1t1on from 1mpl 1ed author of a third-person narrative to 

first-p erson narrator, he 1s no longer able to exclude himself from 

the Jok e 



I fee l 
wanted 
to the 
over 
hand 
later, 

1t com ing How goes 1t, thanks, it' s com ing. 
to be quite su re be for e I noted 1t Sc ru pu lous 
last, f1n1cal t o a fault, that's Malone, al l 
I mean sure of the fee I Ing that my hour Is at 
For I never doub ted 1t would come, sooner or 
except the days I felt 1t was past . 
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<Malone Dies, p 233 ) . 

The butt of t he Joke 1s now h 1mse l f, the irony r emains, the 

doub le entendre of "to the last " and "al I over " do not go unnoticed , 

but the tone has changed . It seems that wh1 le the humour does not 

les se n when 1t 1s directed towar d ones e lf, t he laughter becomes more 

bitter And yet, this humour seems more pro found and s1gn1f1cant 

than the humour directed outside 1t 1s fun t o lau gh at Moran and 

his son or Sapo, but the much more self-aware humour of Malone brings 

both pl easu r e and pain And 50 we tu rn to The Un namab le, t he rrost 

absurd and most ser ious work of the tr1 logy . 

He re we have the stor y of a man 1n an urn, perhaps a metaphor tor 

the human cond 1t1 on of being born into a gra ce less, cramped motion toward 

death But t he urn 15 funny. The unn ama b le speaks of his "master , " for 

wh om he speaks, a nd says 
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There he 1s , ever since I came into the world, possibly at 
his 1nst1gat1on, I wouldn't put 1t past him , commanding 
me to be well, you know, 1n every way, no comp laints at 
al I, with as much success as 1t he were shouting at a 
lump ot 1nan1mate matter It he 1s not pleased with this 
panegyric I hope I may be -- I nearly sai d hanged, but that 
I hope 1n any case, without restr1ct1on, I nearly said con, 
that would cut my cackle Ah tor a neck ' 

(The Unnamabl e , pp 31 2-3) 

The tragedy of The Unnamable 1s that the narrator can never exc lu de 

himself trorn the Joke, tor he 1s alone and ther e 1s no-one to laugh at 

or with but himself. But st111 he has not "cut (h1sl cackle. " 

Perhaps the 1mpl 1cat1on 1s s im ply that as long as one refuses to take 

onese lf t oo seriou s ly, d1gn 1ty can never be entirely lost 1n a 

freque ntly demeaning existence. The "mas ter" of the unnamable may be 

God or may be an 1rnag1ned deity· 1t doesn't matter. And ultimately 

the question, why write? becomes almost irr e levant , or at lea s t the 

answer becomes cycl 1cal. Although the unnamable yearns tor s1 lence, 

he can not have It, as the t Ina I I Ines ot the book rev ea I "I can't 

go on, I' 11 go on." So the reason tor wr It Ing Is th at one can not 

cease to express, and the only way to express human questions properly 

1s with humour and thus d1gn1ty - t or humour s us pends us above th e 

despair. The unnamable laughs at no one else, but when he laughs at 

himself, his laughter 1s a im ed at h is folly, or his despair , thus he 

1s rescued fr om 1t an d suspen ded above 1t Even when he speaks of his 

t1nal desire tor silence, the unnamab le laughs, enJoy1ng the game 
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I may go , make my escape , gi ve myself up , come to the 
place where the ax falls , wit hou t f urther ceremony , on 
all wh o come fr om here, I'm not the first, I won't be th e 
fi rst , it will best me in th e end, i t has be s ted bette r 
than me, it will te ll me wh at to do, in order to rise , 
move, act Li ke a body endowed with despair •• 

(The Unnamable , p. 411). 

In this pas sag e there is fear of nothingnes s , of mea ningless 

ceremony and of being bested. At t he same time , death i s made 

Le ss thr ea tening by the irreverenc e of "wh e re th e ax falls ," empty 

ceremony is parodical with the reference to the ability to "act 

Li ke a body endowed with despair," and the concern with Losing the 

"game" is reduced by the alliteration of othe rs wh o "it has bested 

better ." 

This trilogy is not an opu s of despair, it is a work which 

recognizes fe a r and what generates fear, but finall y asserts , throug h 

the medi um of i ts int ri gu in g narr ators , the p leas ur e of Living 

Lif e (and wr it in g Liter at ure) purely for t he pleasure of the game . 

Beyond this , it i s difficult to define in a co her ent th esis 

what Be ckett ' s work am ou nts to. In th i s pare r I have tri ed to 

c re ate a model by which the reader may find his bearings in a 

world of fi ction which constantly assert s that it is illusory. 

As a philosopher Schopenhauer sa w 
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the same thing , and f e lt the terror of his uncertainty ot ex istence, 

Beckett, however, takes the game one step further He perceives th e 

parts of the I I lus1on - the fra1 lty of lan gu age, the f ra1 lty of 

society, the fra1 lty ot our bod ies - and creates a ges t a lt of an 

indeterminat e but wonderfully changeable human existence. The beauty 

of the game I 1es 1n the movement between potential conf 1gurat1ons 1n 

r e I at I onsh I ps and by ex t ens I on, 1 n I anguage And yet , hi s attitu de 

1s not the somewhat frivo lous one ot Barthes, who seems to fe e l that 

t he lack of determi nate meaning 1n existence creates an arena tor 

games ot mocking absurdity or mere parody . Beckett, I 1k e any good 

chess player, respects the game as an exer cise which does not yield 

reward throu gh r1 d 1cule , but win or lose, t hrough t he ab 1l1ty to play 

1t we 11. 

It 1s because ot the sense of humour whi ch Beckett 

persistently disp lays 1n his work that I think he makes a s 1gnf 1cant 

and pos1t1ve departure from t he v1s1on of Schopenhauer . Sc hopenhau er 

saw man as a being suspended 1n the void between the no ume na which 

comprise t he outer world and the phenomena wh ich we cr eate 1n our 

inn er worl ds ot per cep tion t o render the outer world coherent . He 

reg arded t I me, space and ca usa I I ty mer e I y as huma n not Ions created to 

al low us to understand noumena, thus, he felt , ex is ten ce was an 

exerc I se In fut I I I ty, tor men can never actua I I y conce Ive ot anyth In g 

beyond their se lf-cr ea ted phenomeno log ica l worlds 
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Th e vanity of ex istence 1s rev ea led 1n the form 
existence assumes 1n the infiniteness of t ime and 
space contrasted with the f in iteness of the 1nd1v1dual 
1n both, 1n the fleet ing present as the sole f orm 1n 
whi ch actual 1ty exists, 1n the contingen cy a nd 
re I at Iv I ty of a 11 t h I ngs , in con t I nua I becan Ing w I thout 
being, 1n cont inua l desire without satisfaction , 1n the 
continual frustration of striving of which llte 
conslsts. Time and that perlshabi lity of 
a ll thi ngs existing 1n time that tirne it se lf brings 
about l s simp ly the fo rm unde r which the wi 11 t o llve , 
which as thing 1n ltselt 1s imperlshable, revea ls to 
itself the vanity of its strtvtng. Time ts that by 
virtue of which everything becomes nothingness 1n our 
hands and loses al I real value. 19 
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It ts an easy matter to ftnd many occasions throughout the tr1 logy 

where Beckett ma kes s1m 1 lar statements about the humbling effect ot 

time, and the 1nab1 I tty of men to be certain of any phenomenon as 

ex1st1ng tn a recognlzab le form outside of one ' s inner world. This 

question ex t e nds , of course, to the se lf because of t he tr ans ient 

natur e ot t ime, does one 's pe rcepti on ot se lf becane 

phenome nologica l as soon as it 1s recog nized, t or at the moment ot 

r ecog n1t1 on 1mmed1a te pe rcepti on has passed 

Schopenhauer , Arthur. Essa ys and Aphorisms. (Ha rmondsworth 
Pengut n Books Ltd., 1970) , p. 51 



I who am here, who cannot speak , cannot t h i nk , and 
who must speak , and therefore perhaps thi nk a I 1ttl e , 
cannot 1n relation only to me who am here, to here 
where I am, but can a little, suff1c1ently, I don't 
know how, un important, 1n relation to me who was 
elsewhere, who shal I be elsewhere, and to those 
p I aces wh ere I wa s , where I sha I I be 
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(The Unnamab I e, p 30 1 ) • 

Unmi s takably, Beckett sha r es Schopenhauer ' s sense of fru str ating 

uncerta I nty and I nab I I I ty to know anyth Ing authent I ca I I y And wh I I e 

the question whi ch ar ises r e lati ve t o the au thor at th is point 1s 

"why write ?", the quest ion whi c h ar ises r e lative to the philosopher 

1s "why I 1ve? 11 The two questions, 1n the cases of Beckett and 

Schopenhauer, are c lose ly related, both me n cons idered both 

questions. w1 I I dea l fir st with the latter query . 

Schope nhauer determined that men I 1ved , despite the terrible 

ins1gnlf1cance of their ex i s t ence , beca use they were driven to lit e 

by an i nescapab I e w I I I - the same w I I I th at ca uses t r ees to grow and 

rocks to rol I downh111 . Th is "wt 11" was demea ning beca use 1t was 

sense less and over whelming. The on l y possible route t o d1gn1ty was 

the attempt to r esist or an nul this wt I I , although u ltimate ly only 

death 1s a true escape 



World Sp1r1t This then 1s the task of all your labour 
and al I your suffering 1t 1s for this that you exist, 
as al I other thing s ex is t . 

Man But what do I get from ex istence? If 1t 1s full 
!have only distress , 1f empty only boredom . How can 
you offer me so poor a reward tor so much labour and 
so much suff ering? 

Wor Id Sp Ir It And yet It Is proport I on at e t o a II your 
to1 I and al I your suffering, and 1s so precisely on 
account o f it s meagr eness 

Man Indeed' Th dt pas ses my comprehen s ion 

World Sp1r1t I know 1t does . - (Aside) 
him that the value of I 1fe I 1es precisely 
1t teaches him not to want 1t? For this 
1n1t1at1on I 1fe itself must prepare him 

S hou Id te I I 
1n this, that 

supreme 

(Essays., p 65) 
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In an essay on wr1t1ng the philosopher states that wh 1 le 

some books do have mo r e s1g nf1 cance for mankind than others, because 

of their more pro found content , he generally does not seem to regard 

I I terature as a very va I uab I e pursu It, tor "a book can never be more 

than a reproduct I on of the thoughts of I t s author" ( Essays , 

p 200) Schopenh aue r furth er states th at 



The actua I I I fe of a thought I as t s on I y unt I I It 
reaches the point of speech there 1t pet r1f1es and 
1 s hence forth dead but I nd estruct I b I e , I Ike t he 
petr1f1 ed plants and an imal s of pre- history As soon 
as our t h1nk 1ng has found wor ds 1t ceases to be sincer e 
or at bottom serious . When 1t begins t o ex ist for 
others 1t ceases to live 1n us, Just as the cht Id severs 
itself from its mother when 1t enters into its ow n 
ex isten ce 
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(Essays , p 201 ). 

Wht le I th ink that Beckett would agree partly with this cr1t1 c1sm of 

I an guage and thought, I do not th Ink he fe It the same b I tterness 

For, although th er e 1s frustrati on with the process of expression 1n 

Beckett , there 1s def1n1tely a tone of humou r and hope 

I can 't say why I should have I tked to be st lent a 
I 1ttl e before being dead • I wanted myself , 1n my 
own I and for a br I e t space 

• . • I must have wanted so many th I ngs, 1 mag I ned 
so many th ing s , wht le I was talking, wit hout knowing 
exact I y wh at, enough to go b I Ind w I th I ong I ngs and 
v Is Ions, m Ing I Ing and merg Ing In one another, I ' d 
be better employed 1n m1nd1ng wh at I was sayi ng 

• I 'm do Ing as I a I ways d Id, I 'm go Ing on as 
best I can . 

(The Unnamable , pp. 396-7). 
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The point I wish t o make 1s th at desp ite the an x iety the unnamable 

feels about his inescap abl e 1nauth ent1c1ty and 1nart1cul acy, he has 

had "I ong I ngs and v Is ions," and th ese have an Innate qua I I ty of 

hop e . It 1s Jus t like t he pl eas ur e whi c h the exper t find s 1n 

pl aying a game , win or lose, there 1s beauty 1n the wel I-executed 

move In I I fe, even If a I I known ex per I ences have been mere 

ph enomena, there 1s great beauty 1n many of them, and, even 1f 

wr1t1ng 1s ulti mate ly 1nart1culate , t he re 1s beauty 1n a wel I-turned 

phr ase . As Mor an says of his new-f ound voi ce at the end of Molloy 

I wa s getting t o know 1t better now , to understand what 
1t wanted It did not use the words that Moran had 
been taught when he was I 1ttle and that he 1n turn had 
taught to his I 1ttle one. So that at first I did not 
know what 1t wanted. But 1n the end I understood this 
language . I understood 1t, I understood 1t, al I wrong 
perhaps . That 1s not what matters It told me to 
write the report . Does this mean I am freer now than 
I was? I do not know . I sha I I learn . Then I went 
back to the house and wrote, It 1s m1dn1ght . The rain 
1 s beat1 ng on the WI ndows . It was not m1 dn I ght It 
was not ra1n1ng 

(p 176) 
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Perhaps t he narrator 1s freer, perhaps he 1s not The point 1s, 

that for him emanc1pat1on w1 I I not take the form of accept in g dea th 

as the fr eedom tram the w 1 11 to I Ive, but r ather as the f I rst 

utterances of someone who beg In s to "understand th Is I anguage." 



70 
BIBLIOGRAPHY 

Primary Materia l 

Endgame. Ne w York Grove Press, Inc., 1958 . 

Molloy, Malone Dies, The Unnamable. New Yor k 
1955 , 1956 , 1958 . 

Grove Press, Inc ., 

Murphy (1 938 ). New Yo r k Grove Press , Inc., 19 57. 

Watt (1945). Paris The Ol ympi a Press , 1953 . 

Secondar y Mater I a I 

Alv ar ez , A. Beckett. Glasgow 

Ba ir, Deirdre . Samuel Beckett 
Brace , Jovanov ich, 1978. 

Fo ntana , 1973 , r ep ., 198 1. 

A Biog raphy. New Yor k Harcourt, 

Barthes , Rola nd. Mytho logies, tr ans. Annette Lavers . Frogmore 
Pa lad in, 1973 

Booth, Wayn e C. The Rhetoric of Fiction. Chicago 
Ch I cago Press, 1 96 1. 

University of 

De Georg e , Ferd inand and Richa rd. The Str uctura li sts From Ma ry to 
Levi-Stra us s . New York Doubleday & Company, Inc., 1972. 

Eagleton, Terry. Literary Theory. An Introduction. Oxford . Bas1 I 
Blackwel I Publ 1sher, Ltd., 1983. 

Fletcher, John. The Novels of Samue l Beckett . Lon don 
Windus , 1964 . 

Chatto & 

Ga rdiner , Patri ck L. Nineteenth-Century Philosophy. Ne w Yo r k The 
Free Press , 1969. 

Ge nette, Gerard. F i gures Ill. Par is Ed l t I on s du Seu I I , 1 9 72 . 

Kenner, Hugh . Samuel Beckett A Cr itical Study. Berkeley 
Un 1vers1 ty of Ca li forn1a Press, 196 1, rep . , 1968. 

O'Hara , J. D. Twe nti eth Ce nt ury Interpretations of Molloy , Ma lone 
Dies , The Unnamab le. l:.ag lewood Cliff s Pre nt1ce-llal I , In c ., 
19 70. 



Rab1nov1tz, Rub in. The Development of Samuel Beckett's F1ct1on. 
Chicago University of I I I 1no1s Press , 1984. 

R1 mmon-Kenan, Sh I an I th. _N_a_r_r_a_t_1_v_e_F_i_c_t_i_o_n __ C_o_n_t_e_m.._p_o_r_a_r..,_y_P_o_e_t_I_c_s. 
New York Methuen , 1983. 

Scholes, Robert. Structuralism in Literature An I ntroduct1on. 
New Haven Yale Un 1vers1ty Press, 1974. 

Schopenhauer , Arthur. Essa ys and Aphorisms. Harmondsworth 
Penguin Books Ltd., 1970. 

Stei ner, George. Language and Silence. Harmondsworth: Penguin 
Books Ltd., 1958. 

71 



VITA 

Surname CGRNBOROUGH Given Names KATHERINE GAIL 

Place of Birth Edmonton, ALTA Date of Birth August 28, 1962 

Educational Institutions Attended, with Dates of Entering and Leaving 

CARIBOO COLLEGE, KAMLOOPS 19BO to 1981 

UNIVERSITY OF VICTORIA 1981 to 1985 

Degrees, Diplomas, Etc , Awarded, with Bates and Names of Institutions 

B A (Honors) 1984 University of Victoria, BC 

Honors and Awards 

University of Victoria Scholarship, 1984/85 



PARTIAL COPYRIGHT LICENSE 

I hereby grant the right to lend my thesis or d1ssertat1on 
(the title of which is shown below) to the users of the University 
of V1ctor1a Library, and to make single copies only for such users 
or in response to a request from the Library of any other un1vers1ty, 
or similar institution, on ,ts behalf or for one of ,ts users I 
further agree that perm1ss1on for extensive copying of this thesis 
for scholarly purposes may be granted by me or a member of this 
university designated by me It 1s understood that copying or 
publ1cat1on of this thesis for f1nanc1al gain shall not be allowed 
without my written perm1ss1on 

Title of Thesis 

NARRATIVE TECHNIQUE IN SAMUEL BECKETT'S TRILOGY 

August 28, 1985 




