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"What matters is to eat and to excrete, Dish and

nl

pot, dish and pot, these are the poles, states the pro-

tagonist of Samuel Beckett's novel Malone Dies, The twin

poles of eating and excreting which he mentions point up
Backett's preoccupation with the physical over the spiritual,
an interest which stands as a clue to the understanding of
his comic vision, the one slement which remaina constant and
at the haeart of his writing throughout his career. At the
center of this interest is a theory of comedy best investi-
gatad through his relationship to Henri dergson, the Prench
philosophar and author of Laughter, a theory of the comic,
Though there is no concrete evidence of any direct influence
on Beckett from Besrgson, the incredible similarities in their
thinking indicate that a familiarity with Berxgson's princi~
ples can provide an understanding of the basis of Beckett's

saemingly chaotic works.

Ysamuel Backatt, Malone Dies, Three Wovels by Samusl
Beckatt (Hew Yorks Grove Press, 196%}, P. 185. A&ll references
TG the trilogy (Molly, Malecne Dies, and The Unnamable) will

be from this Bvergreen Black Cat edition,




There has been some previous critical mention of
Bergson in connection with Beckett; however, only Ruby Cohn
has placed any real omphasis on this couoopt.2 In Samuel

Deckett: The Comic Gamut, she uses Bergson's theory as a

starting point for her examination of the comic devices in
Beckett's very early work, but denies its critical importance
after this point., She foels that in Beckett's later produc-
tions he no longaer displays the same overtly Bargsonian
"twists of plot, distortion of character, and tricks of
1anguage‘3 az in his aarlier works., While Mras, Cohn has
provided a useful guide to the individual comic devicas in
Backott, it is her very concentration on cataloging and
explaining individual devices vhich has praventad her from
obtaining a wvider perspeotive on Burgson'a irgortance in
Beckettian criticisn, It i3 truu that separato devicas,
taenes, settinga, and atylistic tricks change greatly from
work to work in Beckett's canon, but on a duvepar lavel his

ossential vision remains constantly Borgsonian,

2Othor critics mentioning Bergson in connection with
Backett are Jean-Jacques Mayoux in "Samuel Beckett and the
Universal Parody® printed in Samuel Backett, ed, Martin
Lsslin (Englewood Cliffs, N.J.s Praontice-iall, 1965), p. 84
and David I. Grossvogel in Four Playwrights and a Poatscript
(Ithaca, N,Y.s Cornell U, Press, 1965), p. 104. Nelther one,
however, places much emxphasis on the coannection,

3Ruby Cohn, Saxuel Bocketts The Comic Gamut (New
Brungwick, N.J.s Rutgers U, Preas, 1962), p. 288,




Laughter is predicated on the concept that man,
being composed of body and spirit, has a dualistic nature.
The spirit, which is "infinitely supple and perpatually in
motion," animates man and ideally should impart its charac-
teristics to him, Therefore, any person should have a certain
gracefulness and freedom of movement, thought, and speech,
Bven the facial uxpressions and gestures mada during speech
should be fres from rigidity and stereotypas, However, the
phiyaical side of man often weighs down the spirit, offsetting
its gracaefulness, and achisving an effect which is rigid,
clumsy, and mechanical, Man is thon nade to appear in some
way as rigid, ungracaeful, and predicatble as a machine, This
effect, wvhich Bergsoa variously terms ®sonetiiing mechanical
sncrugted on the living,'s "mochaaical inelasticity,'G *and
some rigidity or other apprlicd to tic mchility of life,'7
is the essence of the comic spirit. 1In Zz2rgson's words:
"Where matter thus succ@eds in dulling tne cutrard life of

the soul, in patrifying its movements and thwarting its

4uenri Bergson, Laughter (MNew Yorks Macmillan, 1913),

l). 280
5.
Ibid., p. 37.

61bid., p. 29.

Tybid., p. 38.



gracefulnaas, it achieves, at tha expense of the b~dy,
an effect that is comic.®®

Bergson points ocut a great number of oxamples or
comic effeots to illustrate his theory; however, the real
importance of his work lies in the flexible guidelines he
presonts., No matter how involved the examples become, only
one rule is necaessary to underatand the conic in most
situations: the comic is produced by "somsothing mechanical
encrusted on the living,'9 which in some way raflucts the
weighing down of the gpirit by the body. Speech, for example,
is naturally vary fluid and unpredictable, When a person
encrusts this living entity with mochanical phrases, pet
words, or repeatad incorract usags of words, it hacomos
comic., This is the xoason why boti a person who stutters
and a parson who mechanically misusos languago such as
Mra, Malaprop can be considered comic in the samas sonse.
Other applications of this principle concern facial expres-
sions and gestures., A "laughable expression of the face
e o ¢ 18 one that will make us think of something rigid

e o« « in the wonted mobility of the face, A comedian who

81bid., p. 29.

21bid., p. 37.

1014,1d., p. 24.



5
makas “facos" is comic for this reason. Comic gestures are
thosa which call attention to the body as baing rigid,
machanical, and lesa than human, such as when a person imi-
tates a puppet.

Thers is also in Bergson's theory a very iwportant
corollary which is easily derived from his primary rule,
It concerns tie transformation of a pexson into a thing. A
couic character is one who appears mechanical in hia thoughts,
words, or actiona. He has a rigid, mechanical pattern of
gestures or attitudes encruated on his natural gracafulness.
Because of hisg inflexibility e becones lass than hunan, le
bacomes a tning. Thus, laughter may be provoked whenever a
person cones romentarily to resenable a thing.ll One waell~
known exanmple of tils effect 48 the iine of soldiers standing
at attention who collapsc one after another in perfact
rhythm, 7This produces laughter because the men are momen-
tarily things rather than humans., A nultitude of other
oxamples could ba cited, but it is really only important to
remember that the comic can always be explained by the two

plirases "soumetiing mechanical encrusted on the living.'lz

and "the momentary transformation of a person into a thing.'13

1lrbid., pe 57.
12

13

Ibid,., Pe 37.
Ibid,., Pe 87.



When these two principles are applied to the vritings of
Samuel Bechkett they reveal a comic spirit operating on all
levels of his writing from his broadest vision of mankind
to the individual comnic devices in each worl.

Beckett's first point of similarity to DBergson is
that his worlk also proceeds from a dualistic concept of man,
a fact which Las been duly noted by critics. Yet nost of
these critics concentrate solely on the spiritual side of
man, concerning themselves with Beckett's philosophical
inguiries and phiiosophically~oriented characters (like
Furphy, a solipsist who whshes to escape from his body and

live entirely in nis nind). ileanwhile, thev ignore the over=
-“ [ -

whelning enpaasis of his worlkk on the physical. If they do
Il 4

-

mentiml the physical it is usually to venture the opinion

hat Beckett abhors the flesh since he makes his characters
s0 disgusting. Thais critical concentration is in direct
contradiction to tihe world which Beckett presents in his
writings.

There are, hovever, a few critics vho have recognized
Beckett's emphasis on thepaysical aspects of life. beonard
Pronko, for one, perceptively describes the environment of

Waiting For Godot as a "universe without any spiritual values)

[in which] man is caught within the physical unable to rise

abowe the numerous bodily functions and needs which, in the
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nld Rathor

last analysisz, arae ths only sura things wa know.
than Just tho setting of one play, Pronko has dascribed the
entire literary world of 3amusl Dackett., For all Bechoett's
spaculaticns about the spirit, his characters are dominated
completely by the physical, Tholr constant preoocupation
with food, excrsuscnt, and sex thematically highlights this

fact, Tiu norrator ok Holone Dins is a case in point,

Coufined 2o & Led, ail he can du to pass tia timg 1 to tell
atoriaes. Interspersod taroughout this storvtelling is =
seriag of munning comments on the dlanh vhlceh i3 left for him
with food in 1t and thae chamboerpot wvideh iz ravoved with ads
gxergnant {(dHence che statenent - %ot nasttors is to cat
and to oxvratce, Dlua and pot, dish and pot, thage are the

.lﬁ),“

polog, lig also yues Lo gruobt lengths to daescribe a dige

yusting sexual aflfalr Lotwesn an old heg namad Holl and a
youny man named Macimanid in an insane asylum, Tha following
pontonoe is an axample of the Gaeascription of the eplzodes
*Zho sighit of Ler so disinizhed did not donp Macmannts de~
gire to takae aer, all stinking, yellow, bald, and woumiting,

w3

in his armas, In addition, he naken repoatad refarances

to saxual organs, urina, vomiting, spittle, and maaturbation,

l‘beonard Pronko, Avant-CGardues Tho Exporinental
Theater in Prance (Berkeley and Los Angeles: 5. of California

Preas, I?EGS' Pe 276

1sneckath, Malone Dies, p. 185,
lsxbido' e 2654



)
All of thasc elemunts combine to anchor dackott's litorary
crcations in the phyalcal world and to graphifcally illustrate
iitls precccupation with it, To a cortain extont, all of
Beckott'a workso arc £4illed with such vlenunta,

Another factor whiclh helps to illustrate Leckutt's
enpliasis on tho puyvical is that most of his charactoers are
abnorral in goiws way vhich draws attention to the body, For
exanple, lagy and tiell in Endqgaic are leglous, Hoamn in

Ludyane is confined to & wheelchair, Mahood in The Unnamable

has no arms or legs, and Coopor in Hurphy is phycically
unablo to ait down., It haas beon aryguod by some critics that
Beckott's portrayal of paralytics, anjputeos, and othurs with
puysical abunormnlicics {s cvidsnce that hu is trying to dis-
punsc with ti.e body in lis worke. Deuspite thoir cvlaims, thore
is no batter way tc call attuntion to tle body than to muti-
late it, and thio iog oxactly what Beckott does,.

As inhebitante of a world dominated by thae physical,
Bockott's cluractors act as almost perfoct examples of Derg-
son's thaoio by dileplaying the "sonothing roechianical encrustoed

wl?

on the livinyg and the "noruntary trancformation of a por-

son into a thing produced whon tho physical dominates the

17Bergoon, pPe 37.

18701d., pe 57,



spiritual., The nost obvious {ndication of this condition

is the 'atauis'lg

whiah affeats them all, Soune disabilicy

restricts their enjoyment of frce and saay motion, The

narrator of Hov It Xs, for exauple, can only crawl, Malono

in confied to bad, Willie in Happy Days can only orawl on

all fours, thoe characters in Plav are entoambed in urns up

to tiwir necks, and poth Holloy and Moran in Molloy walk

on crutches and cvrawl, Hovement is ponniblo &n some cuses,

and indeed some of thun go on journeyn, but this mowvement

is paid for by extrome disconfort and pain a2 in the case

of Moran who begins his journey on foot and ends it crippled,
It should bo noted that there is alno a paychological

stasis affecting somu of Beclett's charactera whioch is

explained by Berxgson's allowance for Snternal as well as

exXternal inelasticicy, 8imilar to physiocal stasis, it roots

characters to ong spot, qreatly reducing their flexibility,.

Some exunples of thin condition includes Viadimir and

Estragon vwiie nover leave the spot they arae in because thoy

arxe walting for Godot, tlanry of Embors who {3 unable to

leave tha sua, and Krapp in Rrapp's Last Tape who is tied

to his tape recorder, All of then have their mobilicy and

freadom renstricted,

193. J. Luvonthal, "Tho Beckatt Luro,® Samucl

Bechett, ad. Martin Lselin (Englewuod Cliffs, l.Je.tPrcntice-~
kaII' 1955)’ Pe 38,
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The charecters® static condition is a machanical
encrustation on thelr movement wnhnich should be graceful
and £rea. In this respect, the characters are ccmic. This
condition can also be seen as comic because it turns them
into thingys, The best example of this offcedt is the limbless
Mahood vwho ia stuck in a jar and used as a menu-holder out-
side a restourant, dagy and Nell, the legless parents in
ndyane, also £fit this category since they are kent in ash~-
bins, fed, and have their sand changed regularly like house-
hold pets,

The fact that Beckett turns nany of his characters
into things has been noted Ly several critics including
Hichacel RNobinson wvho sidestepe the pitfalls of emoction and
disgust to comment accurately on tiae huror in 'things.'20
In reaction to the Unnamzble's statenent "I an a big talking

ball,"21 he states, "This last quotation i3 of the ghastly

20g,m0 of the critics who comment on Beckett's
characters as tiings include: John Fletcher in The lovels
of Samuel Beckett (London: Chatto and Windus, 1964), p. 181;
Davia I. Grossvogel in Four Playwrights and a Postecript,
Pe 1513 Jean-Jacquen Mayoux In "Samuel Beckett and tne
Universal Parody,” p. 84; and Frederick Lumley in lew
Trends in Twentleth Century Drama (New Yorks Oxford U.
Press, 1967), pe. 200,

21,

ockett, The Unnamable, p. 305,
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hunour wihich characterizes his monologue, fronically remind-
ing one on this occasion of those rubber tovs which, whon
knocked down, fmnediately bLob back up into their old position
¢ o .“22 Jean~Jaoguas Hayoux, however, iu the only critia
to connact thou trangformation of & person into a thing
diractly with Bergson, In his article "Saruol Bockett and
tha Universal Parody," he ntates, "Beckett 1o a philosopher
and thers is no doubit that he has neditated Borgson's lessons
on the conic. Mechanisation turns the man-subisct, andowed
with morue or lass autonomous congclousnenas, into an object

and a sort of aucomatoa.'zs

20 ny knowlodgo, #Hayoux has not
davelopad this idea further,

In addition to their stasis, Deekott’s charaoters also
reet Bergsoninn comic standards in their opeech which ia
often mechanical and rapotitive, As Bergson ntatos, ", ,
taought too is a living thing, &nd language, tho transla~

wid

tion of thouygnt, should be just as living, But the gpeech

of Bookatt's characters is usually far €rom a2 living anticy.

-

¢‘michael Robinwon, The Long Sonata of the Deads
A Study of Somuel Bockett (New Yorik: Crove Preas, 1570y,
Pe 193,

23Mayoux, Pe B4,

243c:gsun, Pe 113,
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More oftan it is raepetitive and tortuwously iuvolved, Coming
undor this heading is Beckett's dovice of ropeating to the
polnt of absurdity a catchiphrase such as "That L8 what I
2iad so wonéarful“zs by Winnle in fappy Days, Another
axanple of the Sergsonlan spuach of Beckett's characters

is this mmohanically inane section from iow It Ist ®. .

AN par—

similarily numbey B8l4326 way know by remute pumber 814345
number 814344 having spoken of hin to number 814343 and this
lagt o nunber 314342 and this last to number 814341 and so

back to number 814326 who {n this way may Rnow number 914345

w2l

by raeputa, Though thera is not an exact repotition of

the asams words in this case, there 13 a rigid and mechanical
aspect wihlch is comic, Watt's dusovription of Bre Rpott 1a
another good exanple of this type ol spouchs

Por one day Mr, Xnoti would e tall, fat, pole
and dark, and the next tain, small, filushed and
fair, and the next gturdy, sdddlesizod, vellow
and ginger, and the next swall, fac, pale and
falr, and the next niddlesized, 2lushed, thin
aud ginger, and the next tall, vellow, dark and
aturdy, and tha next fat, niddiesized, ginger
and pale, and tae pest tall, thin, dark and
flushed, and the aext small, £air, stuxdy and
vellow, and the next tall, ginger, pale and fat,

253auuel gackett, NHavpy Days {(liew Yorks Grove Pross,
1361) , passis,

2asamuel deexott, How EE.EE {How York: Grove Prasa,
1564}, pe 120,
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ané the naxt tiin, flushoed, snall and darlk,

and the next fair, sturdy, middlesised

and yollow, and tie ot . o « "7
This continues until ho covers all the possiula pormutations
of thae garion, an exorcise wilch illustrates the moechanical
agpeatz of hoth the spaasch and tiinking of Bockebt’s charac—
tara, In &kdltion, g geans nore mechanical and mores conmic
the longoar it contindus,

Clotliing, avoording to DRrgson, caa alize be conice

if Lt iz out of styla or Lll-fitting, In thig vay it dotrocts

from cho gracoiulnesz of chae bodyr. Wi nost fanous oxanple
of this oifcet in Bockatt is probably that of tha noots in

daiting Por ¢ndot, Conlc offect dg derived fyonm thoe face

that one of thas Lo Loo lavga while the othor is too ciall,

Sapo dn daloune Dics i: also candiceally dressod, e wears an

©ld, ragyed greatooat which la 50 large that it covers hinm
completely and awvaops along the ground. In contrast to this
overly largao coat, his hat (vhich La conascted to the tep
button of his coat by a estring) is teo mwalls, HMaay of the
other Beckottian characters also dresa in ragoad, ill-ficting
clothes, ona of the reasons for thoir designation as "Bockect's

Bums.'gg

27sanuel Backatt, Watt (llew Yorks Coove Prasa,
1959%), p. 209,

2851130am york Tindall, "Beckett's Buws,” _Critigue,
IX (Spring~sSunneor 1958), 18.
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To conmplete the Bergsonian motif, Backett runs his
charactors through machanical and ropctitious routines such

as the business with the hats in Valting For Godot, the

stagae directions for wiich road in part: "Dstragon takes
Vladinir's hat. Viadimir adjusts Lucky's hat on als head,
ustragon puts on Viadinir's hat in place of his own which
he hands to Viadimir., Vladimir cakes Ustragon's hat.
LBstragon adjusts Viadimir'®s hat on his head. Vladimir putsy
on Ustragon's nat in place of Lucky's which hw hands to
Eatragon. Istragon takes Luciky's hat, Viadimir adjusts
Estragon's hat on Lis head. ISstragon puts on Lucky's hat
in place of Viadimir's uwhich hie hands to Viadinir. < .“29
In the sane play, there 13 anothier routina which is repeated
several times: Viadiair "takes off his hat, pecrs inside it,

w30 An

feels about inside it, shakes it, puts it on again,
exarmple of this type of comic action from tha novels is the
famous "stonc sucking® routine by Molloy in which he spends
ovex two thousand words working out a system for transferring

aixtoeen stones €from ona pocket to another while sucking the

stonas ona at a time without sucking the same one twice,

298amucl Beckatt, Waiting Por Godot (New York:
Grove Press, 1954), p. 46,

3°Ibid.. p. 8. Almosgt identical xoutines also appear
on p. 46 and p. 60.
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It is obviously conmic routincs such as the ahove
which help te make more apparent the conic spirit within
Backett's works which is zo often overlooked baecause of hig
bizarre characters and effects. Peoplo soen to feel that
thera can b2 nothing comic aliout the condition of the crip-
pled unfortunatas in Deckett's literary world; yet, in
realilty their condition helps tb ensure the presence of the
comlec, Borgson states fhak one of the preruquisits - of

ndl

laughter is an "abgence of feoling, In other words, the

comic charactar rust not clicit pity or symnathy.
Accordingly, Deckett makes his characters so absurd and so
disgusting that crmotional distance is maintained, the charace
ters ars regarded entirely with the intellect, and the comic
i3 produced,

Tt sacms aovident after the application of Bergson's
principles to Backett's vork that his vigion is a deeply
conic one, Rather than merely employing a few Bergsonian
devices as many authors do, Bechkett displays the Bergsonian
spirit as a central part of his work, His characters, who
dominate hig works to the near exclusion of other elements
such as gotting and plot, are totally Bergsonian from their

basic human condition as Beckett sees it to the most specific

3l1bid., p. 10,

Sesbmmt
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clements of their dress, thought, specch, and movement. In
all facets of their lives, they betray a rigiditvy and "inclas-
ticity just vhere one would expect to find the wideawvale
acdaptability and the living nliablenoss of a human being.'32
In like nanner, LUis prose stvle reflects the condition of
his characters. It too is rigid and nechanical. While it
nay be argued that many scrious authors can he termed
Bergsonian in part, few if anyv actually display Beckett's
overpovering cenmphiasis on all the main points of Laughter,
especially the dualistic concept of man, the nhvsical domi-
nating over the spiritual, and the graphic depiction of the
rosultant rigidity, inelasticity, and transformation of
people into things,.

Tiwera renain, howrever, several ruestions raised by

Ruby Cohn concerning a connection hetween Bergson and Beckett,

In cxplaining wihy she considers dargaon's immortance to Becket-

tian criticism to be limited, she raises the question of
social significance. Bergson's theorv views the purpose

of the conmic as gocially-oriented in exposing deviations from
behavioral norms and correcting thert through laughter,
According to Mrs. Cohn, after a certain point early in

Beckett's career, there is no rccognizable social norm from

321pid., p. 10.
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vhich to deviate. 1In addition, she states that instead of
®*laughing in a oivilized and detached way at comic f£iguras
whowu we do not resumble, instesad of reforming after laughe
ing at ocur own weaknasses as sean in another, we come, in
Backatt's work to doubt ourselvss through our laughtaer.

But through the obsessions of Beckett's hexoces, we under-
atand our own deepest humanity.'33

In anawer to Mrs., Cohn, Beckett iz socially-oriented,
A8 many criticas have noted, Beckett's charactaers are BEvery-

34 e

men who illustrate his view of tha condition of man,
soclety he deplots is that of all mankind, and the reader
ia wall avare of the norms to which man should conform. It
is thus unnecessary for him to vreate sonme specific sham
soociety in his works from which to have his oharactors
daviate, as Mys. Cohn suggosts, pince tho doviations of hds

charactors are measured from that {deal human norm of

33

34?hia viaw has besn eapoused by many critics.
Some of those mora explioclt in theolir statoments includasg
Leo Barsani in "Ho Bxit for Beckett,” Partisan Review,
ZX%III (Sprin 1366}, 2623 Edith XKora in "Dockett's
Knight of Infinite Resignation,® Yale Prench Studiaes,
AXIZL (Spring-sSummor 1962), %0-51; Horthrop Fryas in
"The Nightmare Life in Death,® Ludaon Review, XIIX
(Autumn 1960), 444-453 Rubdy Cohn in Samuol Backett: The Comic
Gamut, ps 53 David Hayman in ®Molloy or thuo Quest for Mean—
{higlessness: A Global Intexpretation,® printed in Samuel
Bockott How, ed, Melvin J. Priedman (Chicagos U. of Chicago
Prasa, 1570), p. 1303 and John Platoher in Bhit Novels of
Sanuel Backett, pe 182

cohn, ppe 295-96,
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gracafulness and freadom of which all maon are aware, In
othor worda, tho charactors are deviating from our society
and not from any ordor which might be set up in any vork
thoy inhabit. In the process, they make us “"underatand
our own dcépast humanity'35 by showing each ono of us how
in reality we deviate from this norm, The question of
whether or not Bockott's laughter is corrootive 4s ultinmate-
ly tiod up with whather or not man evor actually changon
through laughter. Insofar as it ie possible, Beckatt
opaena the door by providing an explioit vision of the
absurdity of man's condition couchod most emphatically

in comic terms wihich allow for tiha "abscnce gg'zooliansc

nacassary for intellectual laughter., His intontions in
this direction can ba scon in this statemont in an inter~
view with Tom F, Driver: “Tho confuasion [of the world] is
not my ;nvontion....!t is all around uc and our only chance
now 18 to let it in., The only chance of renovation is to

open our oyes and see tho nosa.'37

33conn, pp. 295-96.

3680:9503. Pe 4o

3775 quotod in "Backatt by tha NMadoloine,® Columbia
Univerasity Forum, IV (S8uumar 1961), 22-23,
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One mora quostion raisad by lrs. Cohin remains to bo
answared., In hor book, sho dismiscos Borgsonts importance
with rogard to Bockett by the gtatomonts? ®"aAnd wo are, of
courso, worlds aray f€rom what Borgson understood by the
conic of nituation'38 and "{This i3] litcralism misplacad

39 Tho bast answor to Hrao,

beyond what Borgson aenvisagoed.
Colin's arqumonts is found f{n Borgson's own atataemont that

"wa shall not ainm at imprisoning the comic spirit within

a definition. Wo ragard it, abovo all, as a living thing.®%0
This living quality {s exactly what illra. Cohn fails to
perceiva. Dorgoon creatud a thaory of tha comic spirit
witih tho floxibility to anable it to be adapted to nany
aituations. It is uanimportant whether or not he could
have envisioned all the specific comio situations and
dovices which would be doveloped tlhrough the yoars follow-
ing tho publiocation of Laughtor, What is important is that
Dockett's works digplay a fundamental vision vihich is in
accord with the spirit of the "living thinq"l that 4ia

Borguon'e sneory of ths cowmic,

38
39

Coin, pe 68,
Ioid., pe 85.

‘OBergaon, Pe 2.

‘lxdﬂno
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Y¥at even the realization that Dackett's artistic
vision is comic in the Bargsonian sonsa is, in itself, a
somswhat limited insignt, It does put into perspactivo
the unusual alements of his literary world, explaining the
curious condition and appearance of his caaracters as wvell
ag the prosence in his work of the ropeated references to
diseaso and excremsnt. It also explaing the unusually
machanical and repetitive thought and speoch patterns
displayed by somo of his characters., ozt of all it offers
a firm and continuouz basis for approaching all of his
work. Instead of the overmhelmingly dark, obscure,
unintelligible masa of despair wiich i1t is often termed,
Beckett's work appears as a thiematically coherent (if not
coherent in terms of convantional plotting, characterization,
or literary style) presentation of his personal vision of
mankind, an ironic vision which shows the disparity between
man's view of himself and reality by cutting through
prosunptions, assumptions, and "socially accepted genarali-
ties, in short, everytiuing that veils reality from us, in
order to bring us face to face with raality 1tself.'42
That vision presents man, stripped of his overblown
presumptions to freedom, learning, philosophy, and social
distinctions, as a gross, immobilized hulk completoly

4znargaon, Pe 151.
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their possessions, the need of characters such as Halone and
the Unnamable to define themselves in the very words of their
nonstop nonologues, and the rituals and remombrances close
to a2ll Beckettlan characters are clear illustrations of
tiis fact.

Beckett's characters fail, of course, and were
destined to £all bofore they even started because, as
William I. Oliver states, "... the more we strive for defini-
tion and permanent distinction, the more absurd we arc."s
Hen cannot tie dowun life and the seclf, but they try. Thay
erect elaborate systems of time and social structure, They
cling to the past, Tiey engross themsclves in the static
physical world and txy to ignore the £luid, spiritual side
of their own naturea., But instead of obtalning order and
permancnce, humans encrust themselves with mechanical,
repetitious gegstures, thoughts, words, attitudes, and
postures which turn them into static things. Leonard Pronko's
statement that the "tragedy of ... all men in Beckett's view,

is not that we becomc what we were not, but that we are now

‘5w111iam I. Oliver, "Batwoen Abaurdity and the Play~
wright," Hodern Dramas Essays in Criticism, eds. Travias
Bogard and william Z. Oliver (New York: Oxford U. Press,
1965), p. 4.
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and evermore the same...“46

ceens a recognition of just tihis
static tendoney.

Tho static state of being is avident in most of
Dackett's creoations since almost all of his characters re-
main the same throughout the works in wiich they appear.
Their situations or physical appearances can change during
a work, but they never really grow or develop, Vladinir

and Dstragon, for example, are exactly the sama at the and

of HWaiting Por Godot aa they wexs at the baeginning. Thay

go through a sorles of msaninyless actions, but nothing
happons to change thom. 3Similarly, Winnie in Happy Days,
an oxample of a character whose situation changes, fails
to grow ox develop. In the beginning of the play, she
i3 buriad to her waist in a mound of dirt, By the end,
she ig alwost completealy covered with dirt and close to
anninilation, vet she remains the same happy, inane
chatterer she hag baan all along.

Only the trilogy (lolloy, Halone Dies, and The Un-

namable) seem to deviate from the static pattern. In these
works, the characters appear to develop somewhat and even
to chango identities complotely. On closer analysis,

howaver, it becomas clear that tha differences between tiese

and Beckett’s other works are only superficial., The different

4GPronko, Ps 51
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identities aszumad by the characters are really only
unsuc@assful attempts to define themsaelwvaes in timo and space.

Even the narrator in The Unnamable, an anmorphous charactor

wiio may or may not be in the grave, shows this propensity

as he tries to define himself and his location in relation
to the objects and ococurrences in his unfamiliar world, The
apparent character development, also an illusion, is actually
part of a critically acknowledged process of stripping avay
the layors of conventional illusion and habit which we
perceive as daily life to gat to the real centor of being

or sclf., As the accumulated larers are stripped away,

rather than finding a greatly cihanged charactecr, onae finds
tho same character nerely clothed in different circumstances,
Por exampla, there may scen to be a great change in !oran

ags the orderly illusion of his aevervday life is stripped
away, but actually all along he has been the same physical
hulk clinging to mermories, posscssions, and words to define
and pinpoint himself in time and space who is ravealed in
the end of the novel,

It has been demonstrated how in their need for ordor
and permanonce Beckett's characters become pathetically
crippled eitiher physically or spiritually. Throughout life
they gradually sacrifice more and more of their mobility

until none is left. There arc some very literal presenta-
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tionz of thie f{dsa such as Krapp's Last Tape in which & man

apsurdly tries to put order into his 1ife by narrating it
into & teope recorder and £iling and croso-indexing the tapes,
In moot of Becketit's works, lowever, thin concopt is
presented in a pore symbolic nmanner vith the physnical
linitations of the characters taking the place of Krapp's
conncious efforts at restriction. et all humans conccloualy
attenpt to nmake thely lives orderad and systematic, Hany

are pushed into ruts and stersotvpes by smoclety and chance,
In the sane wey, Dechett’s chavacters are restricted for
difforent reacons, Some are physically crippled like Hamm,
some are trapped in thelr environmont like vinnle who s
literally burisd in n mound of dirt, and sono are spiritually
limited like Krapp.

In Bshers, ono of his last plays, Backett usee the
image of tha sea to show the disparity betwoen flulidity and
restriction., The sea which is fluid and nobile reprasonts
1ifs and tue soelf, It iz the continual notion and change
of ths water which frightens Hagry, the protagonist, Ho
wishes to have his concepts of spage, time, and self

pharply Gefined like the clasiing of two rocka.47 Instead,

47, '
samuel Beckett, Embors, Krapp's Last
Other Dramatic Pieces (Wew Yorks Grove Preas. ngﬁ). Pe 112,
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thoy rosenbla tio constant shifting of thw sea. lonry's
pargoapbion of tils flaldity ia life la plctursd throughout
oo play as a confusion of tinmo and placus At ona point
ne thinks Lis dead father s with Lin. At anctixr point
ae talnks that e hears the jiooves of Lis daugator's horoe
at ner riding lession aven tiough siae Ls far avay. e even
hears volces from twenbty years in tiw past, Thotes percop=-
tions are frigutoning. Lo wanbs thoe continual changs and
wotion of tihe sea to stop, bul, of course, it will not,.

Go Haenxy tries to drown out tho souad of Lhwe cea Ly cone
atantly talking., Waen Lis owia vords and sentencas £41) his
@ars 0 that he cannot lwear e occan, a¢ noucntarily fcols
Bab e anu elfcctively stoppad tiwe cuange and brougut oxdex
and paace o his life, But Lis faclingu of socurity are
piort-lived, fasr tivw and of thao play, lichary bheconoy nors
and mors disorganized as e taliis mowre and moxes Finally
he Xoalizes that all hils attempts have osacn futile, and he
atsands mately at the very edge of the zea,

another one of Huckati's characters uiih pretenaions

to ordexr is Poszo in Waiting For Godot. Flrst of all, ho

constructs “"urimarily out of vordn ... an slavorate social

wab ...“48 in oxdar to yrovide Oimzelf with a welle-defined,

‘BGrosavoga}., Four Dlaywrishts and a Postacript,

b ————

Pe 101,
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secure place in life., Secondly, ho dononstrates the 1llusion
of oxder croated Ly a systen of timo by hds actions with his
watoh, Pospo scomingly bas a strict acheduls to follow
Judging from the vay e punctuates his actions by acnﬁulting
als watdiie Yot wo knovw his aotlons aroe meaninglass and
baphazard, Even so, when Viadimir tells him that time han
stopped, Pogzo replies while cuddling the vatch to s aar,
"oon't you balleve it, Sir, don't you helieve it ,.. Whatever

you like but not that.“gg

la desparatoely ncods the peourity
widch the illusicen of orxderly passage of tiuws providea,
Later iu the play, Poszo Lo soon vwith all those pratensions
strippad awvay - a gpeiful, bliad creature who cannot :aally
understand the apacoe or tlme in vhich he lives.

Tada att@apta of thesa gnaractoers are ridiculous, but
20 iore 4o than other human attenpts to mash tho infinity |
and mouility of timo, apacs, and solf, Humans try to
reasbriot tils fluldity with sheir own definitions and con~
capts. Titay fall, of coursoe, and in tha process thay transe
forn themsalvos iﬁtc grotasqua caricatures of what humans

suould be, Theso are the oharacters Baghkebt prasaents in his

plays and aovels,

4gﬁeckatt, Halting Por Codot, p. 24,
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Tha restriction of tlicze ciaracters is the source
of muchh of the comic gpirit in Beckett's work, but it is a
camady sowmotimes tempered with tragedy. Beckett himself

calls Waiting For Codot a tragicouedy and that is an apt

term for wost of his work. Springing from thc basic irony
of tiie uuman coadition, Baeckett's art holds up a sort of
revarsed fun-iouse mirror which throughh its distortions
offsets thae effect of every-day habit and illusion to
present a truc plcture of man. Wien man sees such an
absurd figure as that presented in the mirror, he laughs,
contemplating it with alg intoclloct, But at times, affected
periapa by certaln lacisive imagos, the viewer loses his
intellectual distanco and identifics emotionally with the
imagae., It is taen that the darker aapecta of Beckett's
wOrk cmerge, as its ceriousnass and universality are
wrougiht home to ainm,

Tacra is a complex relationship betueen the ligater
and darker aspects of Beckett's work which can be more
easily understood wien it is remembered that Beckett's
nama has often been linked by critics with that of Jonathan
Swift. Like Swift, Becketi's comedy is by turns humorous
and savaga as it springs from an ironic conception of tha
human condition. For Beckett, this basic irony lies in the

fact that men spend tileir lives trying to ascape from their
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own nature by formulating theories to "prove" that the body
and mind are separate, by yearning to escape into the "pure"
realm of the intellect, and by attempting to hide the bodily
functions through etiquette and morality, when, in reality;
they are completely dominated by their bodies to the point
of becoming "things." Beckett shows them in his works:
the Hurphys who try to escape entirely into the mind, the
Watts who attempt to subdue physical reality through their
mental processes, and the lorans who teach their children
"that most fruitful of all dispositions, horror of the body
and its functions.“50 In every case, when Beckett stripsvi
away their pretensions, they are reduced to "things" wallow=-
ing in the very piysical nature they denigrate.

Such a vision of man is necessarily bitter and
degpairing, Consequently, wiile Beckett's work is basically
comically orientated, it does contain elements of bitterness
and deapair which at times come to the surface and color
its tone. Tais is especially true in the trilogy in which
Beckett attacks the parents who would create more children
to endure the human condition and the sexuality which motivates

them. At these times the dark elements tend to become

SOBeckett, Molloy, p. 118.
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dominant in uls work until they are checked by a comic effect
and Beckatt slips back into his familiar, controlled comic
metiaod,

In addition, there are elementa of pathos and tragedy
in the vision of all men doomed from birth to ultimate
ignoniany, rsgardless of thoir struggles, by tha "tragic flaw*
of tue very plhysicality of their nature, Straddling the line
Latween the comedy, tragedy, and pathos inherent in his
vision of man, Beckett's art is sometines perceived by the
audiznce as any or all of the three, but, as hag been
dewonstrated, it is alvays presented in clearly Bergsonian
torns,

To completely understand the comic terms in which
Beckett's wvork is presented, it is nacessary to rcalize that
despite the great diversity and change in his writingsa
througih the vears, his comic vision remains alwvays constant
and central to his worl:, Though they range from rambling,
prolix novels to short, conciso plays; from works filled
with physically sound charactars to thosa peopled by deformed,
decaying hullksy and from those locatod in a roecognizable
social structure to those set in what has been called a

bizarre "no-man's land ... eitiier barely created, or emerging
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51 all of Backett's

fron gome2 cataclysmic occurrance,
cersations ars informed by this sane comic vision. Any
problems wiilch might sean inherent in discussing cameness

in chiangz are rosolved by the ualqgue pattern which Beckatt's
work follows, a pattofn wihich has been termed "gradual

n,52 53 In this

disintagratio and "progressive reduction,®
reduction, the characteors, their settings, and Beckett's

litarary style are stripnced of nonessentials in an effort
to produce a true picture of life without the interference

of habit and thwe illusion of daily 1ife.54 Yat even then

5lnoaetta Lamont, "Backett's Mataphyalcs of Choice-~
less Awvarenaess," Sauuel Beckatt How, ade Helvin J., Priedman
(Chicago:r U, of Chicago Press, 1570), p. 199,

szRaymond Federnan, Journcv to Chaoss Samuel
Backett's Early Piction (Berkeley and Loo Angeless U. of
California Press, 1965), De. 16.

SSDietur Wellershoff, "Failure of an Attampt at Le-
lMiythologizations Samuel Backatt's Hovels," Samuel Beckett,
ed, #arcin Lsslin (Englewood Ciiifs, N,J.3 Pranticae-ilall,
1965), p. 105,

54Soma of the critics who spacifically refer to tinis
reduction include: Raymond Federman in Journey to Chaos,
p. 16; John Fletcher in The Hovels of Bamucl Dackott, pe 196)
William York Tindall in ¥Beckett’s Dums,” 153 Dieter
Wellershoff in "Failure of an Attempt at De-liythologizations
Ssamuesl Beckett's Novels,® passim,; and J.D., O'Hara in his
introduction to Twentieth Century Interpratations of liolloy,
Malone Dies, The Unnamaole (Englawood S, Hedo$ Frent%ce—

HaIl' 1976,, Pe 14,
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"from one work to the next a consclous effort is made to
rreduce the fictional elements to a still barer minimum.?ss'
In the process of tﬁis downward apiral,'Be@kett*s‘charactera
gradually lose decent clothing, physical health, £orﬁa1
learning, mobility, and at least part of their mental
capacitien; these being sone of the lavers of. experience which
nust be stripped away to reach the "idaal core" of Beckett'

56 1, addition, as tha scene becomeos starker 30 does;

vigion.
Bockett¥s prose, FProm the learnad;~ornata'dﬁyle of his
early books, his style is conatantly simplified until in

his final prose work, The Unnanable, he presents = rush of

vords unimpaded by punctuation of any kind.

): briéf qcnai&eration of Bockett's works serves to
illustrate this concept of reduction. In Hurphy, his first
novel, the lhiero lives in the recognizable social settings of
London, Cork, and Dublin.' Ho is in good health, in control
‘of his faculties, and in love with a young woman (the last
of Backett's cha:actara to have a normal love affair).
Beckett provides the novel with an understandable plot and

a complicated style especially noted for its allusions, In

SsFederman, p. 16,

SGO'Haray,p; 14.
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the next novel, Watt, great changes ara appoarent, The hero
is an outeast vho, after a brief conccasion %o gsociety at a
train station, oxints in a bowilioring, unfamiliar vorld as
a goxvant to lir, Knott and a patient at an Inoane asyinn.
#is phrsieal condikion 4s doterioratad and he is the first
of Dackett's major charactars o lave thoe paculiar trouble
valking which plaguos thom afier this point, Since his .
nind cannot copa with the ahsurditics of Mr. Nnott's house, .
hae s confined in an asylum vhere ha sponds his timoe
mutterdng gikberish and wvalking bachwards., Stylistically,
Hatt iz much zimplor than ifurphy, -and it posscases a plot
wideh doas not proceed chronologically., Instead, it ig
divided into fou: sactions thich are presented in the order:
one, two, four, thrae, It can thud b soen that by Bcckett‘a
second novel hiz "movomont awvay from,éntionnlity and
:aaliam'g, itag hacomn'quite avidont,

Backott's naxt creation, the trilogy (Holloy, lalonas

bion, and Yhe Unnamnblo), diegplays internally a pattoern of

raduction and deterfloration vhich parallels that of hin
work as & wvhole. When tho two soctions of {lvlloy are |
ravarazed, ag aost c:ltics4;uggent. éhu noval prasonts tha
story of Jacgues toran, a haalthy man living a aecﬁra,

ordered life, who sats out on a journey. During this

57Fcﬁerman, Pe 36,
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journey he hecomes crippled and returns honme on crutches to
£ind nis old world destroved. In the next soction, his
deterioration is centinuad by !'olloy, a strange cripple
who movasz about with the ald of crutches and a bicyclé. Dy
tie end of the work, having lost these alds, he is reduced
to crayling along the ground. MNinus a plot in the tradi-
tional sense, Hollov is £illed with a zneries of ctrange,
geeningly unrelated and neaningless events,

The deterioration continues in HMalone Dies as

Bockett contemplates his hero confined to a bed and unable
to move. Iwven the abourd action of Mollor is absent from
this work, the only action bLeing Malone's story telling,
In this work, Pochett's style becomns aven simpler as he
creataey, in effect, nothing more than a long monologue,
Pegulay punctuation is repvlaced by an interminable serxies
of commas which break the worl: up into the short phrases,

In The Unnamable, Becheit finally reaches the logical

conclusion off his pattern of reduction. Mot only ig his
narrator immeobilized, hut it iz also hinted that he may be
in the grave., 5till Le manages to £111 the pages of the
noval with fis continuocus talking, most of which concerna
eithar nothing at all or the few objects and occurrences of
the strange world in which he exists, stylistically,

Beckett dispunses with paragrapuing and even to a great
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extent with periods until the end of the work becomes nothing
more than a frenzied, unimpeded flow of words. The.
thnamable presents Beckett's vision in‘thekstarkest posaible
form. His works after this point, How It %s and the plays,
cannot reduce this vision any more, Insteéd, they are
restatements of the core of Bechett's vigion in different
literary terms, ‘

It has beoen shown that Deckett's characters, settings,
and prosa change greatly from one work o the noxt; vet,
avan as the extoernal aspects of hlg works change, the basic
vision of man behind those worls remains constant. Only
his presentation 8f that vision changes. Beginning ﬁith
- traditional realisn, he gradually psels avay layvers of
exparience, habit, and Lllusion as he ains for the
irreducible coxa of his vision, mach of his vorks is
an exploration of a different step in this process of
reduction. Thug, the changes in his writing do not
represent alterations of his vision, but only different

internediate steps towards the full realigation of that

vision in his art. Thiz realization occurs in The Unnamable
and the works following it when he reaches the poiﬁt whéfe
his vision cén be portrayed in the stﬁrkest terms possible -
man as a grosa, immobilized hulk mired completely in the
physical aspects of 1ife and clinging to a few meagre
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possassions and comforts as he strivas for some illusion of
ordexr and scecurity against tiie f£luddity and chaos of the
spiritual side of tue universe and of his own nature,

Tthe works which will bo considéred,aa illustrations

Lave beon cliosen to represont all phases of Beckaett's
gradual literary xeduction. Watt, f£rom the early part of
iis career, is an examplae of ona of his novels written in
Inglisih, It still contains asocme contact with a recogniz-
able gocial sotting, and it presents one of the cleaxest
examples of Bergsonian verbal deviges in the Backettian
canon. idolloy, the firat novel of his famous trilogy
written in French, is especially important because it lhas
an internal daterioration whica nirrors the pattorn of
his worik as a whole. Endgame and 92222.2222} two of his
plays, represeat the irreducible cors of. Beckett's vision
found in the latter part of hig woxke.

| It should be noted that thero is no attenpt in this
thesis to clain Beclkott's comic vision as a simple key with
which to unlock all the wysterios of his art,  He is a
complex writer who works with many themes including life,
death, communication, art, tho artist, and the dlsdovery
of the self., In addition, he considers the cohcepts of a
bewilderinglnumber of‘bhiiosophers including Descartec,
Gaulincz, Berkeley, Husserl, Halebranche, ahd Wittganstain.
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A broad concupt such as a vision of man cauuot posoibly
deal with tuose and wany otior spoeocificu. Udowovor, thw
wadarstanding ol this vislon dous provido a buasic sonse
of dircction aud purspactiva ia wiat can ve an appallingly
absurd aad ualntalligible world., Trou thla polnt, ono can
procaad to considur tho woro aspuciflic and ianvolved elomonta
of Jacketi's art,

datt 16 poruaps Bockeit'u wost ovartly Joerguonian
worke It cantorxs on a protagouist whoss thougut, speacin,
woveuant and clotilay rovaal an uxaggoratud “wacaanical

inola;ticity,'sa

a condition causud in Packott's viulon
Ly 4is sheer Luwaaity and accuatuated by his conscious
ufforts to "dafino taoe woxld avout alik in satiusfactorxy,

39 Likao tho rast of Luckatt's

rational tOrRGeees”
ciharactars wio ¢y Lo creatc oxder aund mwaning out of tlho
cihaos of lifo, tlatt findo ansituoer puraancnce nor sacurity.
Inatcad, 4o zocnanically encruasta aimsalf to tho point

of Locoaing a tiilng. AMluo Jorgaonian are thoe styliustic
olaments of tha wovel valca includu a aon~curounological

plot, axcagsivo verbal ropotition and inversion, puna,
involved opisodes completaly unralatsd to the plot, and

bam:gﬂon' Do 1l0.

Sgnobinnon. p. 101,
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seeningly endless lists, sories, permutations, and |
combinétibns.eo

when studying a novel, one generally considers
the plot fivst. The interrelated actions of the
characters, the sequence in which thmy perform them, and
the ramifications of these actions usually constitute
tho greater part of the bulk and meaning of the novel,
In Watt, however, there is no plot in any accepted sense
of the term, The protagonist is a nondescri?t man who
bocomes a sorvant for a mysterious figure named r, Xnott..
Upset by the irrational aspects of life in lr. Xnott's
houschold, Watt goes to an insane asylum vhere he tells
a friend of his adventuresz, This s all that passes for
a plot in the novéd; and Beckoet:t doweu not even ues fit
to present this ia chronolbgical fashion., Instead, by
jurbling the ordexr of events he emphasizes the fact that
Hatt ig xeally notining more than a serics of disjointed
incidents, some of‘uhich directly concern tha protagonist,
some of which remotely concern the protagonist;band'soma
of whicﬁ_have no apparent oxr raal connection with anything

in tha novel. Confronted with such a series of incidents.

60ruby Cohn in the chapter "Watt Knott" in Samuel
Backetts Tho Comic Gamut has listed many of these devices,
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interspersed with extrancous material, one can only consider
separately the different elements of the novel and then
assess the thenatic significance of any connections betveen
these elenments,

The environpmunt of Uatt is the typical Beckettian
world in which the physical dominates over the spiritual,
Though tﬁcre i3 lesys emphasis on the obscene and diﬂgusting
than in other of Beckett's works, there are repeated
references in the novel to food, sex,'excremént,‘vomit,
and various bodily“functions'which serve to anchor it
firmly in the physical world, -Eating and drinking apisodcs,
for example, ars scattered throughout the work., Normally
sucir episodes would be merely incidental, but Beckett puts
such an oxaggerated emphasis in them on the ‘groassness of
luman preoccupation with food that they acquirs a thematic
significance., ‘™o characters, ary and Mr, Rnott,
particularly stand out as oxamplifying Beckett's nne of
food to emphasize'ﬁhe nasic puysical side of humanity,

Mary is a mald who cats incessantly and kca?s har mouth
80 full that it frequently ovarflows, leaving traces of
her all ovar the house ®"in the form of partiallv maoticated

norcels [sic] of meat, fruit, bread, vagetables, nuts and
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w6l 1e 15 not unusual for her to consume within

DASEYYeeee
a short period of time quantities of "sherrywine, moup;

beer, fish, atout, waat beer, Vagetabieg Q.. fruits,:cﬁeesa.
stout, anchovy, heer, coffee and %encdictine.... {c. 53).
Maryt's emplover, lr. Rnott, is also greatly intercsted in
food. According to his explicit instructiona, at the
baginning of each week exactly nmeasured poriions of thirtv
difforent ingredients are mixed in a huge bowl to craate

his food for the week, Thisz conglomaration“is kept in

a pot and served to Hr, Unott at exactlv twelve noon and
saven in the evening every day., At thesa times, he eats

hin food cold witﬁ a little sllver trovel,

- Thera igﬂalao in the novael a definite motlf of.
rapoataod references to excremant and cerﬁain‘connected‘
objects; auch az chamberpotsa, though thias ia strassed
laess than in the later worka. Watt hinself empties
slops in the garden, hecomes constipated, wishes %o be
turned into a stone pillar in a £ield for *men and dogs
to make their water against..."(p. 49), wonders whethor
or not another character has gotton up during the night:

"to do his number one, or number two, in his great big

GlWath, Ps 50, All subsequent refarences to Watt
will be placed in the text. They will continue to refer
to the 1959 Crove Press edition,
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wiite chamberpot..."(p. 121), urinates in the garden, is
revived by a bucket of slops after being knocked unconscious,
and reflects on the fact that he usually urinates every
hour oa the hour, In addition, the novel contains a.
constipated gardencr named Graves, Mr. tlackybal who is
afflicted with a "diffuse ano-rcrotal prurit®(p., 182), a
ninister "shat upon by a dove"(p. 91) immodiately after
leaving hiis church, and a man wcaring on his head an
"inverted chamber not; vellow with age, to put it
politely..."(p. 216).

Lach of tha above mentioned references to food
and excrement is relatively unimportant vhen conasidered
in isolation. But when they are looked upon as part of a
larger notif, it can bo scen that thoy work in conjunction
with inntances of vomiting, masturbating, spitting, belching,
and pasning wind to set the worl in the physical world and
produce conic cffects by exacgerating the dominance of
the phvsical over the spiritual in that world,

It may appecar overly ohvious to note that Backett's
vork is set in the phvysical world, but it is quite important
to aatablish that fact in view of the interpretations which

have been applied to :Mr. Knott, ‘Savaral critles assert
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that he is a god~-figure and that hiz house is a paradise,GZ
assunptions whicha takeayggg out of the realm of the physical,
Ther go to great lengths to explain that Knott really means
"not” and that lir. Xnott/not, being a totally negative

force, corresponds to the concept of God ar aboolute
nothingness. However, wvhile Lt in true that Mr. Enott is
described in imaqgery denoting a deity, it does not
necessarily follow that he stands €or any conVenﬁidnnll
concept of God., This fact becomes readily apparent wvhen

it is remembered that in addition to the mystory and
religious imagery connected with Ilr. Fnott, the novel

also contains a great deal of ddscripticn:of his clothes,
his food, his way of talking, and even his way of hawking,
spitting, and belching.  One section even desarilics the
ranner in which lr. Inott puts on his hoots., In this
section, it is stated that he would sidle up "little by
little with an artless air little by little nearer and
necarer to wierc théy lay, in the rack, till he vas near

enough, pouncing, to secure them, And then,‘whiie'hc‘put’

620ritica vho have given religious interpretations
to iir. Knott include: Lawrence llarvaey, Samuel Backott;
Poet and Critic (Princeton H,J.1 - U, of Princaton Prass,
1970), p. 3586, John Fletchex, The Hovels of Samucl
Backatt, pp. 86-87, and Micheel Robinson, The Long Sonata
_qg‘t_g_a. Dead' Pe 120. i 4 »




43
on the one...he held the other tight, lest it should |
escape, or put it in his pocket, or put his foot upon it,
or put it in a drawer, or put it in his mouth, till he
might put it on, on the other foot™ (p. 213),

It 48 obvious that the comic figure described
above is hardly the picture of any type of séiritual deity., .
Every piece of information provided places him in the
physical world., ¥n fact, Mr., Knott 1s}the paradox1Cal'n
embodiment of a completely physical God, the/perfect';
touch to a world dominated by the physical; and in good
Bergsonian fashion, Beckett derives comic effect from the.
dominance 6t;the physical in what is supposed to be a |
spiritual being, One example of this type of efifect
concerns the 1magéry'aurrounding Mr, Knott. As John
Flatcher points out, one of the 1mageé which fixes Mr,
Knott as a god-figure is his 1dent1fiéétion with the sun.63
- Just as the sun seems to move around the earth, so he
makes a complete circuit of his round beds j'nr..Knott's
head, Mr, Knott's feet, in nightly displacements of almost
one minute, completed in twelve months the'circuit of
this solitary couch.,"(p. 207) Undercutting this heavenlf

metaphor, however, is the fact that the proof of his movement

63?1@t¢her ¢ Po 86 .
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is the trail of stains on his sheets from his "cocoyX...
and addacent gear” (p. 207) which also made the trip around
the bed,

Another factor which helps to emphasize the
physical in the novel is the proliferation of variously
crippled, misshapen, and physically restricted characters
scattered through the book, In addition to calling
attention %o the physical aspect of human nature, these
characters provide comic effects through their "mechanical

n64 and transformation from people Linto things,

inelasticity
The parade of these characters begins in the opening scene
of the novel which centers on an 0lé hunchback who walks
with a cane and is physically unable to stand still for any
length of time. Following the hunchback ares a news agent
who limps so badly that when he moves rapidly he seens to
be performing a "series of sborted geanuflexions” (p. 26);
Arsene, who describes a typically Beckettian journey
during which he loses the ability to walk and falls by the
waysidey a blind piano tunery a lady who walks with a
crutch and a wooden legy a fish woman with one breast
removed; and another of Beckett's characters with a
strange gait, This last character's feet, “"following

each other in rapid and impetuous succossion, were flung

E‘Baxqcon. P. 10,
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the right foot to the right, the left foot to the left,
as much outwards as forwards, with the result that for
every stride of say three feet in compass, the ground
gained did not exceed one"(p. 226).

Standing out from the rest of the physically
restricted characters are the members of the Lynch
family, a clan vhose sage is filled with deformities
and physical 1lls of such incredible proportions that
they are comic not only because of the mechanical encrus-
tation and restriction of their physical movement, but also
because of the sheer verbal rigiditv and repetition
involved in the complete cataloguing of their woes.,
Included in what Beckett balls "this fortunate family"
(p. 120) are:

Tom Lynch, widower, aged cighty-five years,

confined to a bed with constant undiagnosed

pains in the caccum, and his three surviving

boys Joe, aged sixty-five years, a rheumatic

cripple, and Jim, aged sixzty-four years, a

hunchedback inebriate, and Bill, widower,

aged sixzty-three vears, greatly hampered in

his movements by the loss of both legs as the

result of a slip, followéd by a fall, and ..,

Joe's wife nee Doyly-Byrne, aged sixty-five

vears, a suffercr of Parkinson's palsy, but

otherwise very f£it and well..and Bill's boy

San, aged forty vears, paralvzed by a merciful

providence from no higher than the knees down

and from no lower than the waist up...{p. 101l).

The storv of the Lynches can be conaidered
relatively unimportant in that it is a brief, funny
episode in a book composed of brief, funny episodes) yet,

when it is closely examined it can be seen as a microcosm of
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his whola body of work, Therafore, in understanding tha
elewents of this brief, self-contained unit, one can gain
an insiygat into the vorkings and flavor of Beckett's
sprawling body of work,

The basic fact alout the Lynches {s that
they are a complete fabrication of Watt's, Like nost
of Bcckett's characters, Watt has a neced to fecl that
the elerents of his world male sense because they are
part of some order or plan, Thereforc, when confronted
with inexplicable phenomena, he evolves very complicated
stories in explanation bacause "to cxplain had always
been to exorcice for vatt"(p, 7€), Cnce problems have
been cxorcised in this wanner, he never has to worry
akbout th3nm agein, In the cece of the Lvnches, datt's
problem starts with sors leftover food, Mr, Fnott
comrands that if any of his focd is left after a meal,
it is to be fol to the cogy ot a specific time, Hovever,
¥r, Fnott doer not heve a dogy so ¥Watt iz forced to
invent a dog to fit the situction, It takes hin ten
races of tortuous reesoning to explain hew a dog night
come to the house at preciscly the care time every day
in a faniched cordition to eat the sacraps of food vwhich
soretires are there and soretimes are not, His first
hyrothesis is thrat a needy marn with e famished dog is

paid to brina Lis doc to the house at a ret tire every
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evening, and goveral other aimilarly ncedy nmen with
ginilorly famished dega are kept on call in case the
first non cor hisz dog should dle., 'Then flatt considers
it more lilkely f£hat a kennel hat heen established by ¥r,
Enott to house these men and thelr dogs to feeilitate
the ecating of the scrapz from hig table, Pinally, however,
he comes to the conclusion that a large, needy family, |
their children, ond thely children's children, are paid
to care for the kennel of famiched degs so that there should
never Yo wanting g femiche? dog or zomeone to bring hix to
eat the scraps, Onee thie faet ic established, Wett goas on
to create the entires Lyreh family to £ill the need for a large,
recdy farmily, and with hie usual thoroughners he invents
not only a fanily but o upicue hictory for each momber, In
fact, he is zo thorough that the epirede about the family
consists almoct entirely of listing the members of the family,
their redical voen, ard thelr backorounds,

Created in much an sbheurd ranner through such
tortured, mechanical reasening, the Lvnches ere ohwiocusly
conie characters, and they accordingly display all the
familiar aspects of Beckett's coric vision, For example,
they live in a world dominated by the physieal, evidenced
by the fact that thelr whole episode consists bf a listing
of the physical deformities and diseases nfflicting the
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whole family and some of their sexual exploits (especially
those of éhm vho commits adultery “on a large scale,
noving from place to place in his self-propelling invalid's
chair,,e.iip. [06), The Lynchea also display Bergnonian.
encrustation and restriction of thelr supposed gracefulness
and freodor as human beings since mwost of them are crippléd‘
in sone way or confined to a bad, Sone of the fanily
merbors are even portraved as things such as the brothers
Pat and Larry: “".so.little Pat was rickety with 1ittle
arng and legs liﬁe aticks and a big head ilké a balloon
and a big belly like anothei, and 80 van little Larry,
and the only difference botwean little Pat and little
Larry was...that little Larry's legs wore aven nmora like
aticks than little Pat's, vhareas Xittle Pat'a arms were
even more like sticks than little Larry's...”(p. 103),

Ag with £he rest of his characters, Backett
presents the actiona of the Lynchea as patently absurd
and meaningless, a fact which is amphasized when it is
roalized ¢hat the only function served hy the farily
of twenty-oight is caring for the dog which eats the scraps
from Mr. Xnott's table, Yet degpite thaeir complatae
lack of sicnificance, the Lynches, as humans in Beckett's
view, strive for some distinction with which to define
thensalves and their place in the world, Apparently
satirising the foéliahnesa of human aspiration in general,
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Deckett makes their goal as absurd as possible., It is
to marely exint until the sum of the ages of all tho members
of the family oquals one thousand years., Ko explanation
is given why or how this particular goal was chosen. It
is simply stated that to reach the goal is the one burning
desire of all the Lynches, They-fhil. as all humans
fail to achiave permanent distinction, when several
fanily menbers die, Predictably, since they are treated
as things rather than hurans throughout the tale, thoy
are pourned not as lost individuals, but only as lost
nunbers which will retard the family*s progress toward
the goal of one thouaand,

FPocusing on the style of the section on the
Lynches rather than on the chaxacters, it can be readily
perceived that it displays the Bergsonian rigidity and
repetition found in all of Beckett's works, Besides
the incredidble listing of the twenty-eight family membera
and their respactive naladies which takes ovar one
thousand words, this tale contains sevoral other sections
related in a rigid, mechanical fashion, One example
concerns the deatl of Liz just aftar the birth of her
twontieth child, After her death, it is remarked that
not only had a woman died, but (considering hor relations
to the rest of the family) also "a wife, a mothor, a

pother-in-law, an aunt, a sister, a sister-in-law, a
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cousin, a niece-in-law, a nivce, a daughter~in-law, a
grandaughter~in-lav and of coursc a grandeothor [had baan)
snatchaed from her grandfather-in-law, her father-in~-lav,
her uncles~in-law, her aunt, hexr aunts-in-law, her cousins,
her brothers-in-law, her sisters, her niece, her nephow,
her sons-in-lavw, her daughters, her sons, her husband and
of course her four little grandchildren” (p, 105),

It soon hecomes epparent that permeating the

whole section on the Lynches and indeed Beckett's work as
a whole is what John rletchar calls "a ludicrous and rigid

65 This neans that there is a conic air

inovitability."”
cant over the entire proceodinge which enhances the comedy
produced by the individual Zergsonian devices, The recader
cores to expect and even to anticipato the lengths to which
the permutations and involved storiss will go, No mattar
how rigid and mechanical the elements of the story beconas,
the reador accepts them aa inevitable, This comic air is
easpecially important kecause it helps the rcadexr to acceopt

and react to the comedy vwhich Beckett fashions from the raw

materials of discasa, death, and misfortune., The rocognition

SsFletcher. Pe 70,
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that Beckett is actually creating comedy from these materials
18 the most important 1e$son that can be learned from the
story of the Lynches,

Lawrence Harvey has also commented on the comic
element in Watt. After recalling that Beckett himself once
called watt'a joke, he states that in the movel the "element

n66 This is most certainly true. With

of play is uppermost.
all the lists, repetitions, extranecus material, and long
involved digressions, it is obviaus that Beckett is playing'
with the reader. The serious philosophical considerations
which have been examined by critics in such detail are piegent,
but what must be.remembered is that above all there is
Beckett's comic portrayal of the plight of man.

Beckett's vision of man is embodied in the character
of Watﬁ. Existing in a physically dominated world and smrrounded
by physically restricted characters, Watt displays all the
properties of the typical Beckettian comic character. His
clothing, for example, is old, ragged, and ill-fittinga' He

Qears very baggy pants in order to 'conceal the shapes of his

legs..."(p.217). They, in turn, are hidden by his greatcoat

66Harvey, p. 381.
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which is so long that it reaches the ground., This coat
is a ludicrous sight, being unwashed (for over seventy
years), threadbare at the elbows and rear, fitted with
nine buttons of different sizes, and highlighted by the
remnants of a chrysanthemum in the buttonhole. On his
faet, Watt wears one brown boot and one brown shoe,

Reminiscent of the problem in Waiting for Godot, Watt's

footwear does not fit very well, The boot is one size
too big while the shoe is one size too small. Completing his
outfit is a very old, faded hat which his father had found
on the ground at a race track many years before.

The effect of Watt's outlandish gqarb is to
mask the form and movement of his body and make him
resemble a thing, a fact which is reflectdd in the statements
of the characters he meects along the road. Mr, Nixon,
for example, says that Watt looks like a "sewer pipe”(p. 18),
while Hackett is unsure whether or not he is "a parcel,
a carpet for example, or a roll of tarpauling,wrapped
up in dark paper and tied about the middle with a cord"
(p. 16).

Watt's strange manner of walking, stiff and
mechanical where it should be graceful and free, also aids
in his transformation into a thing. When attempting to
travel east, he has "to turn his bust as far as possible
towards the north and at the same time to fling out his

right leg as far as possible towards the south, and then
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to turn his bust as far as possible towards the
south and at the same time to £ling out his left leg
as far as possible towards the north..."({p. 30), While
this is ocourring, his knees do not bend, his feet fall
perfectly flat with the heel and toe together, his arms
dangle at his sides, and his head turns stiffly fron
side to side,

Dressed in his baggy great coat and proceeding
stiffly down the road with his impossibly mechanical
stride, Watt presents & ludicrous image which resembles
a comical windup toy more than it does a human being.

It is this image of Watt which should be kept in mind

vhen exanining the novel, All too many critics get

bogged down in lengthy discussions of tha philoasophical
aspects of Watt'as stay with lMr, Knott and of his peculiar
systen of thought, completely forgetting that the characterxr
whose actions they take so seriously is still the same
maechanical man they observed tottering down the road

in the early part of the book in such a ridiculous manner,
In Watt, the element of play really is uppermost,67
and the comic picture of Watt's mechanical walking style
presented early in the novel is a good indication of this
intention on Backett's part. If this image of Watt as the

6 7Idam.
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ludicrous mechanical man is kept in mind, his
later mechanical thought and speech patterns are easily
understood as variations of the same Bergsonian motif.

Lilke most of Beckett's characters, Watt yearns
for some sense of order and permanence amidst the chaos
of life and responds to this neced by constructing rational
explanations for all the inexplicable phenomena of life,
ile is unique, however, in the extremes to which he carriés
nis rationality. Illot contaent with a svstem of time and
society to explain awayv his fears lilke Pozzo in Waiting
For Godot, Watt must integrate cevery single element
of his environment in an overall plan in order to make
himself feel securec. |

Several devices are used by 'att to attack the irra-
ional world he inhabits., One of these devices 1is to simply
name things because this defines their nature for him and
makes them safe, Until they are named, objects remain
mysterious and frightening for Watt, but once he is able
to hear a person taking something and "wrapping [it]
up safe in words"(p. 83), he is able to deal with it. The
"semantic succor” (p. 83) which this device provides is
only temporary, however, because in the irrational world
of #r. Knott names begin to lose their power to fix things

in time and space and make them safe. This dilemma first



Laecores apparent vheon Watt finds out that a pot
in Mr. Tnott's kitchen will no longer accept the name
of pot, Once he finds that he cannot £ix the pot by a
nare, it bacomes a source of aniiety for him and leads
to a state of disorientation in which Watt iz unable }
to affirm anything about himself or his environment until
it ip firet nared by another rerson,

Onece nares loge their powver to fix the &true
nature of objects and cvents, Watt-tu:ns to hin other
devices, One of these ig on absurd over-logicality
which examines cvery possible varlation of a phenorenon
in an atterpt to diuscern ite true nature, with this
nothod, though Watt admits that ke cannot exactly pinpoint
the true nature of a phenonrenon, he can ot least be gure
of having considercd it in one of his‘ldng lists of
ponnibilitias, This dovice L8 enpecialley in evidonce
when ¥att triece to desceribe the pysterious Mr, ¥nott
who seemn to be in a continval stete of changa, WYWatt
cannot really know anything definite abhout him, but by
going throuvgh the combinations of possibilities concerning
him, Watt can achieve sowe limited type of roassurance,
For exanple, unable to know exactlv vhat Mr, Knott wears
on his feet, ¥Watt goes through all the possible combinations
of cshoe, mock, slipper, and koot in order to be reassured

that he han at least gaild the words vhich f£4ix the nature



of Mr, EKnott'sc footwear even if he is not sure which
of the words these are,.

Watt also resorts to incorporating the inexplicable
elevents of hLie vorld into long series. 3In this way,
the "terrifying and unknown aspects of phencreaena arc
explained away Ly assuxning that the present is & necessary
result of tue past.“sa Thus, Vatt's presence in lir, Inott's
house 1o made at least screvhat weaningful by the fact
that he is one of a long cories of gervantc vhe have
sarved tlr, nott. The fzct of Leing in a series wvakes the
experience a part of scre larger order and, therefore,
nore reaningful, Sindlarly, the Jdog which cats the scraps
of I'r. ¥nott'c food i explained bv the fact that it
is one in a series of degs vhick have caten the seraps,
and the prescnce of Graveo, the gardener, is caplained

by the fuct that the ren of his fanily have alvays been

pavy

gardeners for l'r,. inott,

ione of theee devices vorl, Levever, and the final
recult of ilatt's gecaych for oxder iz that he no »icidifies
his mental precooses that he trancforns hirself into

6o

a thing, a "thinkirg rackine” to ke exarpt, o a rmachine,

- —_? Sl oo et e

68, .
"“rosinson, p. 128,

Ggrcdorman, n. 115,
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he has a mind which automatically "registers, analyzes,
computes, calculates, adds, divides, {and] subtracts"7o
the combinations, variations, and permutations inherent
in the phenomena he encounters, but he loses the sinple
human ¢ift of frec choicte of thought and action, le
is no longer able to accept the trivial occurrences of
life, but nmust subject eacli one to the rigid patterns
of analysis with which he has programmed hiuself. For
example, when he sees a picture of a circle and a dot,
Vilatt cannot merely like ox dislike the picture; he rust
explain it completely. e must subject it to his mental
processes to consider the possibilities of whether the
artist meant to reprecent “a circle and its centee in
gsearch of each other, or a circle and its centre in
search of a centre and a cxxcle respectively, or a
circle and its centre in scarch of its centre and a
circle respectively, or a circle and its centre in
search of its centre and a circle respectivelye...” (p. 129)
and so on until all the possibilities are exanmined,
when this combination is finished Le has to wondexr lLiov
the picture vould look on its left side, on its wight

side, and upside down. Then he nust consider whether or




not the picture is a term in a seriaes like the series
of Mr. Knott's gardeners, the series of Hr. Knott's

servants, or the series of HUr, RKnott's dogs. PFinally,
he has to consider the possible relations between a2ll
possible series, Such tortured mental gymnastics are,

of course, comic, and a large part of the novel is spent
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in Watt's considerations of all tvpes of trivial phenomcna.

Since these elaborate rationalizations fail,

Watt is eventually driven insane by his inability to
encruast strict order ‘and meaning on life, But even
after he is sent to an asylun, ¥att's actions remain
rigidly systeﬁatic and perversely logical, Tor sone
unknown reason he begins to talk backwards, Therefore,
he also walks backvards and vears his clothing backwards.
Even the way in wvidch he garbles his speech: is done
systematically. First, he inverts the order of the words
in his sentences, then tle letters in the words, then
the sentences in the paragraphs, ané finally different
combinations of these three appreaches until he tries
all the possible ways of inverting his spooch.

Watt is a totally Bergscnian character. His
clothing, physical appearance, gait, thoughi, and speech
are all rigid and mechanically cncrusted, reflecting
his physically dominated environnont and his desperate

attenpts to impose order and meaning on life. MHch of
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the comic spirit of the novel stems from thisz ancruatatinﬁ
and from his subgequent transformation from a hunan
being into a Ludicrous mcchanical AN .

| Conzidornd aggarataiy frowm the charactexs and:
setting, the style of the novel contains Dergsonian
elopents of its evn, Zhere should bhe a cartain gracefulness
and freedom to prose just as there ghould be to‘apéoch: |
vet, in Uatt the prose is tcrtuously involved, mechanical,
and repetitive, Pages and pages are devoted to senseless
lists, corbinatione, series, and nerrutatinns.’lf Speach
is purposely inverted. In: addition, the novalvaisxuptn
its flow by the insertion of gongs, charts, music,
ligts, and év&n blamk gpaces vhere there should be words,.

While much of the rigid, mechanical speech gan

Le traced te the idiosyncratic Lehavior of one charactex,
Wwatt, there is also a great deal of it which is independent
ofWatt and éisylayed throughout the entire novel regardless
of wvho is speaking, In other words, the mééhgnicallyr
encrunted speech is a charzcteristic of the style of the
novél in gencral, One cxample of verbal rigidity not

connected nith atk is the story of Ernest fouit as told

by Craves, the cardener, ¥ this story, thch has

L John J. Hood in his article 'rha Personal Systam”
Samuel Bockett's Fatt"in YHIA, LIXXNVI, 2 (Haxrch, 1871), 257,
ptates that fully one thi¥d of the novel is taken up by ~
thesa elouents,
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absolutely tothing to do with anything else in the novel,
there is. a section five pages long which tries to calculate
the problems caused whon five men look at one antbher,
Ordinarily, this might be an easy task, but in Beckett
it becomes a problem because "“though in theory Only
twenty lobks are nccessary, every rcan looking four times,
yet in practice this number is seldom sufficiéht, on
account of the looks that go astray"(p. 175), The story
proceeds to list exhaustively mank of the looks that can
go astray, such as: "lr. Fitzwvein looked at Mr. Magershon,
on his right, But lx, Magershon is not locking at Mr,
Fitzwein, on his left, but at Mrx, O'Heldon,(honkhié right,
But Mr. O'Meldon is not looking at lir, Hagershon, on his
left, but/céaing forward, at Mr. MacStern...”{p. 175)

Though Vatt is a novel without a plot, there
are definite thematic patterns running through it which
give it coherence. The nost evident of these patterns are
the emphasis on the physical over tlie spiritual and the

72 ,f character and

resultant "mechanical inelasticity"
style which conbine to produce a truly cowmic novel in

the Bergsonian tradition,

7chrgson, p. 10.
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Backett's third novel, MNelloy, focuses not on
the exaggerated verbal rigidity and rationality of Watt,
but rather on the cormic spirit inha:ent'in the more basic
aapecta'aﬁ nan’s existence, Thin is accompliéhed~hy,
exahining fully tho procons of "progrossive reduction"73
with which Beckett peels away the lavers of nonessentials
to reach his basiec vision of man, In the following
of this prccebn, as geen in the paralleled deterioration
of two characters, the novel achieves a~dé£iﬁite sense
of continuity despite its somevhat chaotic events, |
Never content with being too straightforward in his
work, Beckett prasents Molloy as two practically unrelated
sections concerning two separate charactern, The £irst
concarns Hoiloy, a crirpled bum, while the seccnd is
ahout Jacquec Horan, a helethy, middle~classed pan with
a heme, o son, and a raft of pessossions, Only the
£linsy excuse that HMoran is searching for Molloy (and
naver finds him), connccts the two gections, Rowever,
if the two soctipns are reversed, as Bdith Fern has

sug{yested,’4

the novel becomer an understandable portrayal
of two successive phases of Ceckett's procass of deteriora-

tion., It begins with the reputable Moran and follows his

73

74E6ith Xern, "Horan-tiolloy: the Horo as Author,”
Twentieth Cantury Interpratations of Holloy, MHalone Dies,
The Unnamabla, od, J, D, O'liara (Englewood CIIFE8, Ned.:
Prentice-fBall, 1970}, p. 42.

wellershoff, p. 105,
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diminishment from a healthy, well-ordered existence to
a point where his condition becomes approximately the
same as that of idolloy, the decrepit bum, who . in turn
disintegrates to an even greater extent. As Edith Kern
states, "Once the novel's first part is seen...in
chronological sequence to the second part, this- process
of physical and sensorial detcrioration, beginning with
Horan's departure and increasing rapidly during Molloy's
trek until he is reduced almost to hodilessness, begins
to stand out as the noval's leitmotif. It must be seen
as...a further stripping away of all that is contingent
in order to bare that which is assential."75

Taking into account the theme of reduction

in ¢ne novel, savaral critics have duvelopedriﬂgeniOus
explanations to prove that Horan and Molloy are the .
same character in different states of deterioration.76

While this is an interesting proposition, there is

really not enougll evidence to warrant such a strict

75Idem.

7680me of the critics who hold this view includes

J. D. O'Hara in his introduction to Twentieth Century
Interpretations of Mollov, Malone Dies, The Unnamable,
Ludovic Janvier in "Style in tne “riology™ printed in
O'Hara's Twentieth Century Interpretations volume, and
John Pletcher in "Interpreting Molloy," samuel Beckett
Now, ed. Melvin J. Friedman (Chicago: U, of Chicago
Press, 1970).
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interpretation of the two characters, Though there are
certain parallels between them in that they both go on
journeys, ride bicycles, kill men for no reason, and spend
winters alone in the woods, it is not necessarily true
that they are the same character. As Michael Robinson
points out, not only is the evidence inconclusive, but
such an interpretation would limit the meaning of the

work because it "would emphasize the series of parallels
to the exclusion of the remainder of the novel., . « « The
parallels amplify, they do not axpla:l.n."77 vhat these
parallels suggest is the more basic concept that the

two characters have "a sort of family resemblance“78
as meﬁ and specifically as parts of Becket's "composite
portrait of man,..[and},..the human condition®’? which

he forms from all of his works. As men, they undergo
similar journeys of his life in which the predominance of

the physical over the spiritual causes encrustation and

restriction.

77Robinson, p. 154,

78gugene Webb, Samuel Beckett: A Study of His
Novels (London: Peter Owen, 1970), pP.83,

79

Idem,
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Jacques lloran is a typical man living "snug

'.80 in the world of

and satisfied among his possessaion
everyday habit and illusion. He has a home which is kept
neat and orderly by a maid, He has a son whom he is trying
to raisec in his own image without much success., He has
soveral pets, He goes to church every Sunday. lle prides
himsalf on his ®"methodical mind® (p. 98) and sgems to feel
that his life i3 woll-ordered and meaningful, In short,
Moran is a character who could be found in practically

any traditional novel., Houvever, this image of him goon
beging to fade. Moran receives a mesnenger named Gaber
with orders from his gupsrior to the affact that he ia

to seak out a man namod Molloy. Mo raason is givon

for tie orders, nor is thors any explanation provided

of what to do when thae man is found, fifith cheerful
obocdionce, howevar, Moran complics with the orxrdere, Prom
this point on both Moran and the illusion of roalisnm in

the novel progressively disintegrate.

Moran is picturad busily preparing for a trip
about which he knows neither whero he is going, what the
woather will ba, what clothing to wear, how long it will
take, the money it will requirae, the moans to be employed
in the work done, or even the very nature of the work to be

done(p. 124). He adaits that this is a strange state of

8°Kotn, Pe 7.
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affairs for a man with his “methodical mind®"(p. 98), but
this admission does not prevent him from finishing his
preparations and bsginning the trip with his son in a
totally arbitrary direction,

Xt should be noted that a great deal of the comic
effect in this section is derived from the fact that this
is supposedly an important migssion witn some real purpose.
In fact, the whole tale is in the form of an official
report from Moran to Youdi, his superior, Therefore,
Moran's self-inmportant air of detalled thoroughness in
preparing the report and the supposed importance of his
adventures are playod off the complete absurdity and
neaninglesaness of tne events which take place.

Horan and his son stunble along through the woods
until one night a "fulgurating pain® (p. 138) shoots through
Moran's knee., This regstricts his mobility, and he is
forced to sand his son to a necarby town to buy a bicycle,
While his son i3 gone, Moran meets two unidentified man,
the second of which he kills without any apparent motive,
After a few days, his son returns with the bicycle, and
in a ludicrous scene thay begin their journey again with
Moran sitting in the bicycle's basket and his son pedalling.
A few nights later, Moran's son runs away, leaving him
alone and helpless in the woods. He remains there growing

*gradually weakar and weaker® (p. 162) until the mysterious
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massangeyr, Gabor, suddantly appears again, Conplotely
ignoring Horan'®s phyasical condition, Gabey orders him to
roturn homae at once and write hiz report. He than din-
appears, leaving doran alone once again, Horan, of course,
obeys. Leaning on bils unbralla, he crsaeps hone at the
rate of a fow paces a day. He turng tovards homa in
August and reaches that goal in Snring., During the whole
journey, ha remains out of doors and apparontly without
food except for nuts and berries. Finally, he reaches
homas in a cripplad, delapidated condition to find his
house empty and degolate, his mald gona, and hig animals
dead.

oran's whole life is changed by his journay., He
is atripped of Lin clothing, his physical health, his
mobility, and hils worldly possessions. Tha sanse of
rational orderlinaas which once characterizad his life
in lost. Evan his physical appearance changeg so much
that when he runs his hands over his face he comments that
the facs his hands feol is no longer his face and the hands
his face feals are no longer his hands. Yot desplite
thess changas, Moran feols that he has "a shapper and
glearar gvense 0f... i ...idontity than aver before..."
{p. 170). <This is because several layemsa of nonsassaentials
have been stripped away from his parson té bring him that
much cloger to the true center of being in Backett®s wisfon,

wWhile he is befng brought closer to this vision ioran
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appears to undergo changes, but these are actually only
superficial physical and material reductions which do
not affact his true self, Underneath he remains the same
amug, self-centered character who began the tale.

The reader then encounters golloy, a ciharacter
in roughly the same state of deterioration as Moran at
the end of his tale., ie is also without possessions
decent clothing, physical health, or any apparent purpose
in life., He is also crippled to tha point of being able
to move only through the aild of crutches (which he augments
with a bigycle)s aAnd he iz also writing an account of his
jJourney.

Holloy's trip differs in particularxs from iforan's,
but it corresponds in its general patiern of dieintegration
and its composition of absuxd events, Suddenly deciding to
seg hils mother one day, Holloy sets off in search of the
town in the environs of which ie has lived nis whole life,
but the name and location of which momentarily escape him.
In fact, at the momant even his cwn name esgapes him,
his memory boing seriously impaired by his deterioratione.
He enters a town which may or may not be the correct one
and is arrested for not having any papers. after being
released, Holloy runs over a dog with hias bicycle and
has to be saved from an angry wmob by the dog's owner who

takes him home in place of the dog. Eventually Holloy
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escapos from her home in order to continue his trip
through some woodland., 1In the woods, he kills a man for
no apparent reason. Finally, after being reduced to a
point of deterioration where he can no longer walk even
with crutches, but must orawl, Molloy reaches the end of
the woods., From here he is taken in some unknown manner
to a room in which he writes his tale while in an almost
total state of physical decrepitude.

As evidenced by the ahsurd flow of the plot,
Molloy is pervaded by the same "ludicrous and rigid

,1nevitability'81

which characterizes Watt, 1It, too, is
filled with ahsurd happenings which cast a comic air over
the entire work that enhances the offects of the individual
conic devices and makes the reader more willing to accept
Backett's obscene and éometimns cruel comaedy on its own
terms.

The comedy which Beckett doaes present in Holloy
springs from the sama roots as that in Watt. It is saet in
a world in which the physical is grossly and repeatedly
overemphasized, a condition illustrated by the novel's
continual references to food, sem, and excrement, In fact,
there is more emphasis on excrement in this novel than in
any of Beckett's other workas. For example, Molloy conments
on constipation in dogs, states that the moon is showing
her “arse" (p. 39) to the world, and discusses his propensity

for flatulences "I can't help it, gas escapes from my
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fundament on the least pretext, it's hard not to mention
it now and then, howaver great my distaste. One day I
counted them, Three aundred and fiftecn farts in dineteen
hours, or an average of over sixteen farts an hour. After
all it's not excessive" (p. 30). He also speaks of his
mother as "incontinent, both of focas and water..."(p. 17),
as surrounded by terrible odorsz which "must have come fron
her bowels™ (p. 19), and especially as the one who brought
him "into the world, through the hole in her arse..."{p. 16).
Horan, for his part, gives his son an explicitly detailed
enema, completely rots hls underwear from his incontinences,
and lives in a town named Turdy. The most pointed of these
references occurs when liclley states, "We underestimate
this little hole, it seens to me, we call it an arxsehole
and affect to despise it. But is it not the true portal
of out being and the celebrated mouth no rmore than the
kitchen-door" (pp. 79-80). Tuis statament points to the
heart of Beckett's vision in which man 18 a creature
totally dominated by his grosa physical aspect., For all
man's pratentious affectation of philosophy and learning,
he is still a creature weighed down by the physical, still
a creature in whom the "arsehola™ is the truae iddication
of his natura.

Both of the characters who inhabit the novel's
physically dominated world are Bergsonian in their clothing
which is ragged and ill-fitting in such a way as to
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detract from the body's grace. Moran beginsg his journay
in an outfit lacking comic touches except for his boater
vwhich is fastened under his chin by an clastic, a detail
which links him to other Beckettian characterc whose
hats are attached to clastics and which foreshadous his later
ludicrous dress. However, as his physical condition
deteriorates on tho trip, so does his atate of dress until
it cones to resemble that of Backett's other comic characters.
tthen this occurs he is wearing a pair of haggy knickerbockers
let out so that thay hang dovm to the calves, rigid,
unconfortable bhoots, a ragqged shirt, and a tie knotted
around his neck without a collar, As an accesgory to this
outfit, which has been unwashed for a year, he carries
am unbrulla with only "a few flittars of silk f£fluttering
from the stavs..."(p. 171).

{folloy bLiegins his journey already in a state of
detaerioration., Hfle wears the tvplcal Reclettian grecatcoat
undaer which he wraps newspaper around his body to keep
himself warnm in winter. The other articles of clothing in
his outfit are a hat attached to his greatcoat by a long
laca, trousars, and decrepit boots thich would button if
thev had buttons. At the end of his tale, howewer, he lacks
evan these remnants of clothing since he is naked and
confined to bed.

Moran and Molloy are also Bergsonian in their
renpactive states of physical restriction which emphasize

the physical orientation of their worlds and at the same
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time illustrate the result of life in such worlds. Aas
has been stated, 'oran begiﬁs his adventures in a mobile
condition, but is restricted by "a fulgurating pain" (p. 138)
in hié knea. 1lis conditing, howaver, is much more serious
than a mere painful knea, ilis legs begin to stiffen and
his whole physical condition deteriorates to such a degree
that hae has to movae by "rolling over and over, like a
great cylinder” (p. 153). In this obviously Bargsonian
inage, the result of Moran's physical restriction, his
transformation from a person into a thing, can be readily
saean,

Molloy begins nis adventures with a crippled legj
yet, he is able to ride a bicydle bv propving his stiff
leg on the projecting front axle and pedalling with the
other. During his joumney, he losas his bicycle and his
good leg stiffens untilhe is reduced to crawling in order
to mova: "Plat on my bally, using my crutcuos like
grapnels, I plunged them ahead of m2 into the undaergrowth,
and I felt they had a hold, I pulled myself forvard..." (p. 90).

Bergsonian rigidity of speech i3 also prosent in
lolloy though there is wuch less emphasis on it than in
Watt since Becitett diracts his focus moxre on his characters'
bodies than on their thoughts and'speech. There are somea
examples of mechanical speech in the novel, such as when
Horan describes his method of wenring his shirt in every

possible way ("Front to front right side out, front to
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front insido out, Lack to front rightside out, back to
frxont ingide out®(p. 171) and ifolloy's famous stone zucking
routings

Z had sixteen astones, four in each of my four

pockets theso baing tho two pockats of my trousars

and the two pockotz of my greatcoat, Taking a

stone from the rigit pocket of my grsatcoat,

and putting it in my mouth, I ranlaced it in

tha right pocket of ny grsatcoat by a stons

£rom the right pocheat of my trousers, which

I replaced by a stone from the left pocket

of :ay trousers, which I raplaced by a stone

from ctho left pocket of ny greatcoat, which I

raplacad by the ztone which was 1o ny mouth,

ag soon as I nad finished suoking it(p. 69).
Howaver, thera are fawer of thasa logically illogical syatens
in Holloy. Hoat of tha wverbal humor is deorived from
scatterxoed puns,. such as when Holloy is asked for his paparas
by a policveman and produces bits of toilet paper and his
statanent, "I waa ogt of sorts, Taay arae ddep, My KO0Xtlese
and I am not oftun ott of thew"(p. 19). The style of the
aovael also adds to the Bargsonian atroaplhicra since the
fluidity of the prose is broken by the continual intrusion
of the author into the narrative with statements like
1 apoiogige for these daetails, in a noment we'll go
fustoreso” (ps 63) and "rFor I weary of thase inventions and
others bockon to na. But in ordexr to blacken a few more
pages Ray I sa¥ese"(Pe 60).

A8 has been demonstrated, the comic spirit in
Holloy is based on the same Borgsonian oloments which are

pragsent in Hatt - nachanically ancruuted characters,

clothing, and specch in a world in which the physical
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completely doninatas tihe spiritual. Thore is, however, a
different tone to the conedy in this novel. locusing more
directly and oxplicitly en the physical aspects of man
and roving closer to the cora of bechkatt's vision, Holloy
partakas of the bitternass and deapaly which coexist with
the comic element at the vary center of that vision,
Prom this bitterncass and deapair come thoe savage attacka
by Holloy on hismothar in particular and tho soxuality
which notivated her in general ag agents responsiblaoa for
placing him {n the hopoloss situation of baing a human,
Bowevor, daspite thae somovhat dark aspact of tlollov, it
romaing grue to Deckett's Bargsonian mothod and, tharcefore,
is asountially a canic noval,

Aftoer Holloy Beckett followad hils proceas of

wtrstevamesniin

raduction through Malone Dias to Lt loglcal conclusion in

The Unnamubla. In this wvork the nrotagonist is raentricted

to a state of complate immohility, and his surroundings
are roduced to ths point »where they hoecona unrecognizsahle.
At this point 4n hils ecarear, Deackett reached an impasse

in that ¢hare was nothing left to strip away from his
characters, settings, or prose. Since he could progreas
{or ragress) no further in ths “gradeal aislntegration'sz

of ais work, tha only vossidble gsolution to his nroblem

(beyoad thae completa cassation of writing) was to search

Bzyedernan, Journey to Chsos, p. 16.
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for new artistic terms with which to restate the irreducible
cora of his vision, The result of this searcn was his
second play, Endgame, which was "at once a way ottt of the
impasse and an expression of it...."83

Endgame 1is the story of four chnructers, Hamm,
his servant Clov, and his parents Nayg and Nell, who are
all stranded in some tyve of shelter. This shelter is set
in what is left of the physical woxld after Beckett is
finished reducing it. There is no light, no rain, no sound,
no movement, and, in fact, no lifc cutside tihe shelter,
Even tlie waves on tiae sea are lecaden and motionless. There
is absolutely nothing to distract from the condition of
the four characters themselves. Hovever, theor can be no
forgetting that tie play is set in the phvsical world
since llagy constantly asks for "yap”gd and a "sugar-plum®
(p. B869) and Hamm constantly asks for ais pain-killer and needs
to "pee”(p. 863). The play's sotting in the physical world
iz also attasted to by the emphasis given to the body

tarough the character's various deformities and ailments.

833311 Gale Chevigny, "Introduction,® Twyontieth

-Century Interpratations of kndgama, ed. Bell Gale Chevigny
(Englewood Cliffs, N.J.: Prentice-Hall, 1969), p. 3.

quamuul'neckett, Endgame, printed in The Hodern
Theatre, ed. Robert W. Corrigan (New York: MacMillan,
J63), p. 861, All subsequent references to Endgame will
be placed in the text.
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Living in a world dominated by the physical (The
only section dealing with anything spiritual in the play
ends with Hamm's angrv assertation about God: “The bastard!
He doesn't exist!"(p. 870)), these four characters display
physical restriction to an extreme degrec., Hamm is blind
and crippled. Clov is unable to sit down because of
soms ailment. He also suffers from paina in higs legs which
leave him with a "stiff, staggering walk®(p. 859). Nagg
and Nell, being legless, are confined in two separate
ashbins. At times they txv to lean out of the bins to
kiss, but they are too restricted to accomplish it.
Confined in their little “houses,® Nagg and Hell are clear
illustrations of the transformation of people into things
since thoy are fad and havae thair sand changed like
household pets.

Bergsonian sngrustation also appears in the
speach and action of the characters as a group. Their
spaech is often rigid and ungrammatical, such as Hamm's
*Me to play({p. 830), Clov's "You not?"(p. 868), and Hagg's
"Me pap"(p. 861l). It is alaso often halting and mechanically
broken up by pauses, such as in "all is,.,..all is...all
is what?"(p. 863) and *"This...this,..thing"(p. 868).

The action portrays similar rigidity. One
example is Clov's string of movenents in the first moments
of the work: "He looks up at window left, Ha turns and

looks at window right. He goes and stands under window
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right. He looks up at window right. He turns and looks at
window left..."{p. 859). Tor the most part, however, rigidity
is approached in a diffaerent manner. Instead of long series
of motinns like Clov's, BDeckett makes use of brief movements,
words, and rituals which occur and reoccur throughout the
play. This is‘espacially apparent in the case of easlly
memorable sentences, such as Hamn's question, "Is it
not time for my pain-killer?"(paaszinm.) and Clov's assertation,
"I'll leave you"(passim.). Through the uso of these
reoccurring elements, repatition builds up slowly and
forcefully,; beconing more pronounced as the play contiaues.
Despite the characters! disgusting appearance and sad
condition, the ”cbnstant repetitién yialds macabre mirth.‘85

The repatition in the piay does not arisa as an
accident. he characters are typicallv Deckettian in that
they desire to find some neaning in their lives, They
exist in a dead world in whioch there is nothing to relate
to except themselves; yet, even in such a restrictaed
environmaent they know that "Something is taking its

noursea” {p. 861) which they cannot fathom. The flow, or

asﬂnby Cohn, "Endgame,” Twentieth Centurv Interpre-
tations of Endgamc, ed. iBell Gale Chevigny Thnglawood C%?!E 8,
N.J.: Prentice-Ball, 1969), p. 42,
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rather stagnation, of time and the endless string of
unconnected events wihichh they experience give them no
feeling of continuity or meaning in their lives. Faced
with such a situation, the characters develop inane
rituals which they repeat endlessly., Bince rituals
are strictly ordere& serics of actions and words, the
characters hope that by repeating them they will achieve
some sense of worder or structure to replace their ovexr-
powering sonse of emptiness. ULxamples of the rituals
include Bamm's polishing of his glasses cven though he
cannot see through them, his elaborate folding of his
handkerchief, and scme of the formulaic verbal exchanges
between'Clov and ainsaelf.

Othey devices avre also used by the characters
in thair search for meaningfulness. PFor exanmple, MNagg
and Hell try to return to the past tnrough thelr stories,
The events of the past are necassarily set and ordered.
Repsatedly thinking of the past gives them a false senso
of gsome predsstined order to the events in their lives,
Hamm tries to f£ind order by turning the shelter into his
own personal world {(winen Clov wieels him around tha shelter
he cries, "Take me for a little turn.,...Right around the
worldMip. 8641.). Within this world, hg;hulliés and commands
tne other characters with tihe gseeming intention that if

lie can control other paeople's lives, he can qontrol his
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own life, In Clov he finds a willing slave sinco Hamm's
denmandns givs at least goms penblance of motivation and
masning to his actions, as wall as @rbvid&ng tha fealing
of heing noedad.

It is Clov who varbalizes tha naods of all the
charactors whan ha astates, "I love ordar, It's nmy dreanm,
A world where all would be silent mad still nnﬁ'aacﬁ
thing in ita last placa...%{p. 870). In thelr own ways,
all of the characters 1n Endgame try “to croate a little
order® {p. 870) againsgst tha Plow of tino and life whioch
continues even in their restricted world., Predictably,
their affortg fail., Inntead of achleving any sansa of
seourity, the charactars encrust themselven to thoe polnt
of conic absurdity like Clov who hacomez Haum's "ﬁhumblihg

automaton atﬁan&ant;'ns

In addition, the livas of allbthe 
characters bacome mechanical Tepotitionn of tha same

"farce day after day”(p. 865). This improssion im strenge

thened by the fact that the play ends with the same tableau
with which it bogan, indicating that the action will be

ropeated indefinitely,

Sﬁazan Sohneider, *taiting for Beckott: & Peraonal
Cironicla,” Twentioth Century Interpretations gg.ﬁna%amn,

ed. Bell Gale Chovigay (Bag Cilifss, Hod.t Prentice-
Hall, 1969}, po 16,
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Endgame presents Beckett's vision in its
starkest possible form. Hen are reduced to mere hulks of
bodies whose only concerns are their bodily functions and
tha finding of some meaning in a dead world. Similar to
Molloy in its bitter tone, Endgane also repeats Molloy's
attacits on those who would continue to produce men to
endure such a life. In this connection, Hamm calls his
father "Accursed progenitor?®(p. 361) and asks hin, 'Why
did vou engender ne?"(p. 869), In addition, ho and Clov
are raadv to kill a bug, a rat, or an imaginary boy on ‘
the horizon - anything which might be a ®"potential
procreaaar”(é. 874).

Daspite itg bittg: tone, however, Bndgame

contains what critlcs have callad "legitimate laughter,'87

88 89 Couched in

"a strange gaity," and "macabre mirth,
Bergsonian terxms and dealing with the hopeleasness of
the human conditioﬁ, it i3 a strange nmixture of comedy,
tragedy, and pathos which shows Beckett's vision at its

greatest intensity.

87Scimeider, Pe 20,

98pichara M. Goldman, "Bndgame and its Scorekeepers,"
Twentieth Century Interpretations of Endgame, ed., Bell
Gale Coevigny (Englewood Cliffs, N.J.: Prentice-Hall) 1969),
P. 39,

89Cohn, “Endgame,® p. 42.
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In Happy Davs, Beckett presents one of his cleoarer

versions of Bergsonian encrustation. The action focusos on
iinnie, a character who is mechanically restricted in
her physical condition, her speech and her actions to the

J0 The other character

point vhero she becomss a “thing.®
in the play, her husband tWWillie, is seen only intermittently,
but he reinforces the effect produced by Winnie through his
own condition.

Uinnie's physical restriction is more literal
than that of mogst 3eckettian characters. Unlike the others
uito only reflect man's encrustation by the physical, she
is actually weighed down by the world vhich she inhabits
since choe is buried to her waist in the nound of dirt
whichh consititutes the play's only scerery. This confinement,
which produces obvious comic cffects, is enphasized by
her statement that if she ware not held in this manner
shae "would sinply float up into the blue."91 Her husband
Hillie adds to the motif of limited mobility because he
can only nove by crawling on all fours,

Winnie's Bergsonian restriction is also apparent

9oc:ossvogel, Pour Plavwrights and a_Postscript,

Pe 131,

918amu01 Backett, Happy Days (Naw York: Grove
Prass, 1961), p. 3. All subsequent references to Happy Days
will ba placed in the text,
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in her speech which is mechanical and ropetitious,
Fragmented bv constant pauses into short short phrases, her
speech lacks the grace and fluidity which should characterize
it. Pull sentencen of any length are rarely completed
without sneoveral pauses. The result is a aseries of short,
choppy verbal units vhich are delivered in an absont-minded
manner almost without thought to thoeir meaning: "I usod
to think - I say X used to think - that all thecc things =
put back into the bag - if too soon - put back too soon -~
could be taken ottt again = if necessary - if necded - and
go on - indefintely..."{r. 45). In addition, she continually
repeats certain pet phraces like "the old style,” "That is
what I find so wonderful," "This is going to Lc another happy
day,” und "at {s thet wonderful line.” Theose verbal formu-
las arc repeated without any particular regard for the con-
text In which they are used.

The rigid, repetitious aspect of Winnie's apeech
is achoed by her actions. There are certain rituale -
unpacking and packing her bag, combing her hair, trimming
her nails, inspecting her posaessions, and polishing her
glasses ~ which she performs incessantly. All of thase
things are done in a mindless, nechanical manner as she
keeps up her constant barrage of inane chatter,

Like other BDeckettian characters caught in a

meaningless enpty existeaco, Winniec tries to £1il1 it up
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with the little rituals and words (like Watt she makes a

92). Without these things,

‘pillow of words for her head
her life would be a complete void. With them, her life
is no more meaningful, but at lecast she can get through
the day without'directly confronting or acknowledging the
void. She greatly fears finding herself "left, with hours
still to run before tke bell for sleep, and nothing more
‘to do"(p. 35). To avoid such a situation, she totally
immerses herself in her words, her rituals, and her physical
?ossessions. Through theée machinations, Winnie succeeds
in avoiding contemplation of the emptiness of her life,
but she also succeeds in tranafdrming herself into a
mindless automaton épewing words and gestures in assembly
line fashion,

Through the meaninglessness of Winnie's existence,
Beckett presamts a strangely recognizable portrait of

93 There is a bell to wake

man's mundane, everyday life.
her and a bell to put her to sleep. Between these signals,
to which she reacts like some Pavlovian dog, Winnie f£fills

the day with a multitude of absurd motions and words.

92R0binson,\The Long Sonata of the Dead, p. 291.

931pbid., p. 292.
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In thils way, she works continually just to get through each
day. ?ha narallelas to modern life, as liichael Robinaon
guggants, are unavoidahla.94

The enntinens of such a 14fe is omphasized by
the play'a two act structura, Hany of the specific
actiony and words in the first act are rapsated in tho
gacond. Winnio sinka all the wav up to her neck in the
gacond act, thut thore 1a no real change. in fact, in
Winnin's words, there iz "Havoer anvy change® (p. 43),

Thora 1s nelthar prograssion nor regrassion. Thore is
onlv tho daily ritual,

Ona important aspect of the play iz that Winnie
ronaing conatantly happy in spite of her condition, Bvan’
vhen sha sinks into the ground up to her neckz, she chattors
avary gallv, This dizparity Lotween her condition and hér
roacstion is emphasized by the irony of the play's titlo
and Winnia's exclamations like "That is what I £ind so
wonderful ,* *I can't complain,® and "Oh this is going ¢o

be another happy dav.® Through her, Beckett i cobviously
making an ironic comment on tho obliviounnens of mon
to their real condition on earth, 8till, thae irony in

*rdan.

LIERARY -
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this work is different from that ln Holloy and Endgame.

Happy Days is less bitter and less ficrce than those workay

however, it is no less typically Beckettian since it
concentrates on the Bergsonian prigniples he utilizes
throughout his body of work to "tip the scale on the

gide of comedx."ss

QSGrosavogel, p. 130,
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