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Introduction

What happens to the sense of identity when language is pared down to a minimum? Thar
is the central question posed in this essay which aims at investigating the relationship
between literary minimlism and representations of identity as it 1s portrayed in the late:
fiction of Samuel Beckett { 1906-1989). My discussion will focus on Beckett's shont play
Nor I (1973), and on two longer prose texts, Compeony (1980} and Worsiward Ho
( 1983). that were published collectively (along with /i Seen Ml Said (1981)) in Beckew's
so-called 'second trilogy' under the titled Nohow On (1989), It may seem odd to leave
out the middle text of atrilogy and instead turn to an earlier text, but 1 wanted 1o trace 2
development in the attitude towards the represeatation «f identity and analysing four de-
manding texts proved to be beyond the limitations of thes essay. Also, although the main
weight of my argument will be carried by other texts, fIf Seen [l Said will not be left
totally unadressed.

Arguably. the texts m Nohow On show that it is onl¥ possible to construe subjectivity
and identity in terms of diffévance. That is, by a potentially endless process of deferrzl
and differentiation that leaves the subject unnamable. The representation of this concep-
tion of identity is simultaneously established and critizized —or contructed and decor-
structed — by the subtractive namative strategy employed by Beckert.

The works by Beckett which are considered in the course of this essay mark a tran-
sition from a subject’s violent refusal to say 1" in Nor [ through the constantly oscillating
positioning of narrative traces that come to constitute the sense (or trace) of an 1' in
Company, and the precccupation with ebservation and articulaiion iw /T Senn Nl Said ©
the series of "better failures’ that continually strive to pare down existence and the
representation of exisence to an "At most mere minmmum. Mere-most minimum.'! in
Warsiward Ho ; althoagh the conception of identity £s maleable and unstable remains
consistently more or less unaltered.



Preliminaries: on Literary Minimalism

Minimalism is a term ofien associated with the works of Samuel Beckett, but what is
meant by this phrase? What makes ‘minimal’ applicable to texts such as Company, Not [,
or Worstward Ha? Ome immediately obvious—superficial —reason may be their dimi-
nutive size, and sparseness of language. Beckew's so-called 'second trilogy’ comprises
three "novels" within the space of 116 pages, bul the guestion of minimalism cannot be
one of the mere size of the individual works, there must be some intrinsic quality to these
texts that sets them apart from other types of short fiction.

In Nehow Ol language is pared down to a mimmum resulting in a lucidity of
expression that makes the words on the page stand out wilh a brilliant luminosity. At the
same time, the reduchor of language, according to a typically Beckethan poetics ol
subtraction'’, results in a sense of impermeability, in a tex! which is 'perfeetly intelligible
and perfectly inxeplicable.” Charactenstically,

11 e metalictonal wor d creaied by them, [Becketl's lue texis] outssde nomal space and tme, lull
of detcind ol vers, sellconciows isuiamn s, wd scli-efleuve mctapioes, is okl opon s

of lunguage and motion which have intensilied, stylized ard formalized many of the thematic
converns of Beekett's corlier works,

The close attention paid to language may be seen as constitutive feature of a literary
minimalist art marked, according to Peter Andrew Williams, by a profound skepticism
toward representation which effects an ongeing interrogation of (im-)possibility of
representation by employing 'linguistic strategies' that engender 'the constant subtraction
of representational components from representation itse {.% This interrogation of repre-
sentation is often achieved through a reductive narrative strategy which, through "dub-
lication and repetition,” holds a distorting mirror up to representation. At the same time,
minimialism is an art in which

[t]hermes, rvihmic patams, stylistic patterns and fragmeated or absent narmative paticrns are all

employed [L..] 1o siml aneous]y assert and deny form and content, The resulting emphasis is on a

constant delerral of clssure and climax, and on the benelits that accrue upon recognition of an
indefinie posaponement of conclusions and fived or stalic meanings.

Carly Locaiclli, Uwwording ihe World: Samwuel Becketi's Prose Works after the Nobel Prize,
{Phikslelphin, University of Pennsylvaria Press, 19840, p. 225,

“Samus] Beckett zc queted in Logatells p, 2,

APeter Andrew Williams. A Few Words about Literary Mininalism, PhD. Disseriation. University of
Washington, 1954, p. 1. 1 refer o Mr Williams' poents on lerary minimalism becawse they [11 i well
with my own analvas ol the relation between lerary minimalem and dentity in the work ol Saemue]
Becken. [ have, however, dscovered exienave plagiarism in a subsequent chapter of Mr Williams'
dissertation, and | Gm therel sre in no way guaranies that 1he relemed poists represent M Willsums'
authenzal own intelleciual work,

Sitad. 1.

Olbad. p. B

Tibad. p. 10.



This goes a long way towards the sense of fluidity and -esistance to solidification that
accompanies the reader when encountering a text like Wosstward Ho, or Il Seen I Said.
Meanings in these texts are infuriatingly elusive, and the texts themselves seem 1o be
dissolving even as they zre read. This aspect of Beckett's "minimalist” ant comes about
mainly because the texts foreground an immediacy and presence of language. thereby
achieving very little permanence, even though they casnot escape the temporality of
language. This can be seen in the opening words of Warstward Ho: "On. Say on. Be
said on. Somehow on. Till nobow on. Said nohow on® where the imperative of
'On.]...] Somehow on. Till nohow on' negates any permance or fixity of language, at the
same time, the meta-linguistic focus on enunciation indicated by 'Say on.' directs our
attention to the inescapability of temporality because of the shift from Sav to "Said
nohow on.' Saying has always already been said, thus we are presented with "[a] "saying
which is in the necessity of always unsaying itsell.™ The fluid instability of the textual
universe forces us to preceive of ‘contructive strategies’ that 'demonstrate the potential 10
open into a reality where presence begins to be felt around the periphery of the absent
centers of these texts.'!" Beckett's texts continually displace their centre, or indeed,
centres as these are always in flux. This is certainly true of Company where constantly
oscillating narrative traces come 1o indicate the sense (or trace) of an T without ever
naming it 'T"

If minimalist art by virtue of its self-reflexive attitude rowards language and represen-
tation establishes a sense of absence as presence, then it i5also an art that is preoccuppied
by questions of ontolegy and epistemology. Indeed, Locatelli describes Beckett's late
texts as ‘epistemic spatizl tales'!! in which 'a purely objective space or a purely metal
space is transformed intothe vision of a relational, functional space. no longer ohjective
or totally abstract.''2 The blurring of the boundary between the objective and the abstract
is an important aspect of “he representation of identity in Beckett where there is no longer
a sharp line of demarcation between object and subject. This may be seen in M Seen 1l
Said where the 'she’ of the text is simultaneously observed and observing: 'From where
she lies she sees Venus rise.'! ldentity. then, is inextricably linked to a minimalist focus
on articulation, observation, perception and representat-on, and it is to these relations
between minimalism and identity in Beckett's art that we must now turn.

BSumuel Becketl Nofiow On p. B9

“Emmanuc] Lévinas as quoted in Locaell p- 230
"Williams. p. 15

M ocuelli. p 10

phid, p. 10,

Beckett, Mokow (G, p. 449



Not I: the 'vehement refusal to relinguish third person’
Existence in Beckett's worksis invariably associated with pain and suffening, whether it
be Malone waiting for the "throes'!4, or the body seen to be trembling all over in Srilfl.
But nowhere is the suffering of existence more extremely pronounced than in Net [
where the agonizing torrent of words emitted by MOUTH, leaves the impression of a
subject in intense pain vainly casting about for a release; desperately trying o achieve a
unified 'I" while simultanecusly violently refusing to recognise any such umhed whole.
The central theme of Nor |, then, is the effects, causes and consequences of a radieally
fragmentary sense of identity. This theme is underscored by he disparity of AUDITOR, a
‘tall standing figure |...] dead still throughout but for four bref™> 'gesture]s| of helpless
compassion''™ and the stark minimal image of MOUTH, hanging detached in nud-anr,
spewing out words at an insane pace; the repetitions, the brcken syntax and fragmented
narrative pattemns. In this way, Nor | exhibits the simultaneous assertion and demal of
form and content indentified 3y Williams as a constitutive element in literary minimalism.
The subject of Nei [ is denied a cohesive form and content by being made up of 50 many
disparate elements, yet at the same time, the possiblity of cohesion is asserted by the
necessily of MOUTH's 'vehement refusal to relinquish third serson.’!” One of the many
cruel ironies that issue from this problematic relation between form and content lies in the
tortured impression left by MOUTH's performance and her rzpeated insistence that "she
was not suffering... imagine!.. nod suffering!.. indeed could not remember... off hand...
when she had suffered less.'™ The ‘imagine!” directed at the reader focuses our attention
precisely on this incongruence between the form and the content, the saying and the said.
by forcing us to reflect on the reliability of MOUTH's narralive. At first, thiz narrative
seems to be unrelated to the narrator, but as the play progeesses it effects the gradual
realisation that the "she’ of the text and MOUTH seemingly coincide as MOUTH verges on
saying 'l', only to violently refuse the first person (‘'what?.. who?.. nol.she!"%).
According to Locatelli, 'Ner /' comes to a tragic climax when Mouth acknowledges
herself but goes on refusing self-perception, incapable of appropnating her own words
about herself.2 This may be seen in the instance when

g amucl Beeketl Tricgy: Molloy, Malone Ees, The Unearnable, {London, Colder Publicotons Lid.,
19594.) p. 180,

| 3Samuel Beckett. Net [ in Samiel Beckett, The Complete Dramatic "Vorks, p. 375, (Reprinted in the
cotrse compendium B Roweniic P2 Postmoders fdennities compiled by Zrcdan Diay),

My pbad. p. 375

1T bad. p. 375.

M bad. p. 377.

bad. p. 377.

S ocaelh. p. 132,



susddenly she realised... words were— .. whot?.. who?. ol shell. [Pewse aind moversem 2] ..
realived., words vere coming... a voice she did mod recogmize... ab Nirsl., s long since it had
sounded... thea fmally had to admit.. could be none other.. than her own [L.] Gl she began

g o, delude bersell .. 1t was not hers at ol not her vodce i all =1

The passage shows that the refusal of identity is at the same time a refusal of langua
powers of accurate representation, since the recognition of her own voice is not enough
to convince the 'she’ of her being. Representation is thus problematised by the very pos-
siblity of delusion. However, the attempt at self-delusion is undercut by language, becau-
se already in the act of articulating the attempt, the ehoice of words (frving to... delade
herself) negates the possiblity of a successful outcome. The passage thus makes explicit
the sell-conscious us: of language in Nor [,

MOUTH 1s continually revealed to be at one and the same time a highly self-conscious
narrator showing a 'concemn throughout for accuracy in the words used, with [...] conse-
quent qualifications, cancellations and corrections,™2 ('what?.. the buzzing?.. yes... all
the ime the buzzing... so-called... in the ears... though of course actually... not in the
ears at all... in the skull... dull rear in the skull."®2*] and an automaton unremittingly
spewing out words

whole body like gone... just the mouth... lips.,. cheels... jaws [...] mouth on Dre... stream of
words [..] no kea what she's saying... imagine!.. no idea what she's saying... and can’l slop.. no

stopping it [...] awl the whole brain begging .. sometking begging in the brain... begging the
mouth o siop. 24

The problem of the brain 'flickering away on itz own'?? trying to make sense of
MOUTH's menologue is central to the crisis of indestity in Nor . By ‘dragging up the
past... flashes from all over?®, the brain is trying ta picce together a cohesive ‘I', kut,
paradoxically, the effort of achieving unity only produces a jumble of pasts and presents
(the supermart, the piblic lavatory, walking in a field) that endlessly defers meaning and
unity. The result is that 'she’ is confined to a ‘strange limbo world?7 in which languasge.
representation and identity are highly unstable structures under continuous deconstrict-
ion. The "vehement refusal to relinquish third person’ can thus be seen as both the
canseand effect of MOUTH's affliction, simultaneously furthering the fragmentation of the
subject and constimting a form of resistance 10 sUSpec representation.

2hid. p 379,

22 james Knowlson and Jokn Pilling. Fresoes af the Skull: The Later Prose and Deama of Saieiel
Beckent, (London, John Calder Lid., 1979, p. 202,

L¥Beckets. Not I p. 378,

ibid. p. 380

2bid. p. 381.

by, p. 380,

2TKnowlson and Pilling. Frescoes of the Sk, p, 201.



Enacting the Se¢lf: Ideatity as Différance in Company

To one on his back in the dark a voice tells of a past. With occasional allusions to a pre-
sent and more rarely to a future.... The narrative situation in Company is very similar to
that of Ner [, but for the self-consciously present narrator in another dark or in the same
another devising it all for company.®® And Company may in many respects be seen as
continuing the central theratic prmccupmmns. of Nor I

Ii Alae § 5
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uction" by a nar-
rative voice refusing cohesion, then Beckett takes this mvestigation a step further in
Conmpany by more or less abandoning the existential subject and positing identity only in
terms of constantly shifting positions in'of language (which, of course, also has unavoid-
able existential implications). According to Locatelli. this means that in Company 'the
protagonist is "enacted” rather than narrated, and the conventions of literary portraiture
are challenged but not derounced’ by strategy of ‘critical mimesis'® employed by Bec-
kett. The result of this "enzsctment” of the protagonist is that gradually, through the
process of speaking, the sxnse of an 1" is invoked without ever naming it. The subject is
articulated inte being and yet, the 1" remains 'Nowhere to be found. Nowhere to be
sought. The unthinkable last of all. Unnamable. Last person. 1. Quick leave him."9

The multiple positions that gradually articulate the ahsent 'l' are indicated from the
very beginning of the "novel™ with the sentence: 'A voice comes to one in the dark.
fmagine=! The narrator instigates a speaker/listener duality of 'voice’ and ‘one’ which is
immediately revealed to be devised by the narrator (imagine). The call to imagine
simultaneously directed at the reader futher focuses attention on the act of perceiving
through language, and on the act of imaginative creation. Not only does the text reveal a

hmiﬂu salf-conecioue attil

that

II.F-EIIEFE Tha Ir\nllql‘ull.'l.l mrulu:nnh:f s b pal o inn
TAERERSEEL L USE LR RS L EEe ] l.-'_:l reLnnar EE

only 4 small part of what is sald can be verilied |...] when he hears, You are on vour Back in the
dark. Then e must acksowledge the trath of wlat & said. Bt by far the greater part of whal is
said cannol be verified. As lor example when he hears you fist san the light on such and such a
day. Sometimes the 1w are combined [, ] A device perhaps (mom the incontrovertibility of the
one bo win credence for he other, 32

This unreliability permeares the entire text as the narrator "in Company's most persitent
pun’ is "“lying” from the first.”*? It is only at the end of text that the opening “pro-

Mgecken, Nohow On, p, 4,

2% scanelli. P 4,

308 ecketl, Mehow €, 8 ]'f.

isd. p. 3. (My emphasis)

Ybid. p. 3.

3. E Gontarski in the introduction to Nokee G, p. xx,



position™™ with all its precautions can be reinterpreted to reveal that the process of identi-
fying the subject lies not only within the boundaries of the text, but also outside them in
the imagination of the reader, as the texts concludes with 'and you as you always were.
Alone.?3 The subject remains unnamable ‘to the last sy lable of recorded ime™®, yet the
text ends with the revelation that the various narrative pasitions are all fractions of the sa-
me subject. Company thus shows itself as an extremely self-reflective text involved in
marking out its fictiona world and its character through linguistic demarcations:

Lie of the second person marks the voioe, That of the thied that cankerais other, Could he speak
to and of whom the volce speaks there would be a first. Bt he cannot, He shall nol. You cannol.
You shall not?7

As with MOUTH in Net [, the sense of self is plural, but here the plurality of selves i3
even more marked as tae self is divided and deferred not only onto a 'she’, but onto 'he’,
'vou', "one', 'voice’. Thus the text shows that identity can only be construed in terms cf
Derridean différance, and that it is through a process of continuous differentiation an-d
deferral that the 'I' can constitute ‘company”. In Locatelli's words, '[t]he narmative shows
that it is only through relations that the self can expesience itself, and the pronominal
shifts and the interplay of voice and hearer signify (in the double sense of "to mean™ and
"to structure” ) this relation,

The relational constitution of identity —it may even he rewarding to think of the subject
as structure —means that the subject is open to the play of language, which is perhaps
why the subject must ‘emain unnamable. Naming it 'I' would establish the 'I" as a nev-
tralising and reductive centre.”

The problem of self-identification is linked with the fragments of a past that the voice
relates to the hearer

Repeatedly with on y minor vanants the same bygone. As if willing him by this dint 1o make it
his. To coafess, Yos 1 remember. Perbaps even 1o have a voiee. To murmuer, Yes | remember.

What an sddition tocompany that would be! A voice in the Dirst person singular, Murmunng now
and then, Yesl remember. !

HBecken. Nohow On, p. 4,

3 bid. p. 46.

Milliam Shakespeare. Macherh (London, Penguin, 1995), V.5 21 p. 132

3TBeckell. Neohow On. p. 4.

3B ocarlli, p. 167,

W] structure—or rather the strocivradity of structure — althoug 1 it bas always beon at work, has alwas
neutrudired and reduced, ard this by 3 process of giving it a centes orof refening it o a poinl of presence @
fined ongin, Jacgues Demmda, "Smucture, sign and play in the discourse of the homan sciences’ in David
Lodge, Modern Criticiom cond Theory: A Reader, (Harlow, Loagnan, 1985). p 105,

4MBeckeit. Nohow Cn. p. [0,



The 'voice in the first person singular’ would indeed be ‘an addition to company’. Yet
another pronoun to add to the others flickering through the text, but at the same tim? it
would be the end of zompany. As the first person singular is by definition singular, the
voice claiming the 'I' would obliterate any other cnes. The memory traces serve as
prompts to make the subject acknowledge origin and hus establish himself as a preserce.
What is at stake in Company, however, is not just the issue of identity, but the position-
ing of a sense of idemtity in opposition to the logocentric assertion of stability, preseice
and origin as priviledged over absence, chaos ete. Aceording to Derrida,
There are |...] two interpretations of interpretation, of structure, of sign, of play. The ore seeks 1o
decipher, dreams of deciphering @ truth or an origin wh ch escapes play and the order of the sign,
and which lives Ui necessity of inlerpretation as an cxile. The other, which 15 no longer tumed
toward the origin, allirms play and tries 1o pass beyvond mon and humanism, the same of man be-

ing the name of Ul being who, throughowl the Estony metaphysics of of onloitheciogy — i o-
ther words, throwghout his entire history — has dicamed of full presence, the reassuring foun-

dation, the origin nd the end of play. !

Beckett's narrative ¢ early adheres tothe second of these possibilities by representing its
protagonist in terms of différance, thereby creating & fluid, ever-shifting site for the en-
actment of the relational self. Différance is also at play in the convoluted namative staug-
ture of Company which generates a potentially endless postponement of fixing a point of
view. Observe the complex intertwining of narrative levels and temporal planes within
the space of a few lires:

[T e were 1o uttes alter all? However feebly. What an addition o company thal would be! You are

on your back 1n the dark and onc day you will utler again, One day? In e end. In the ond you will
uiter agmn. Yes | remember. That was 1 That was | then. 4=

The paragraph exhikits the enactment of the play of identity as voice and hearer engage
cach other dialogically in an instance of ‘intra-psychic communication™?® which
ultimately displays the impossibility of representing a permanent self. As soon as the
affirmation of self is posited (That was 1.) it is imme Jiately deprived of any permanence
and cohesion through a repetition with a slight temporal variant (That was 1 then.).

Comipeny, then, accepts the ineliminable play of language as a constituting force inthe
creation of identity and through the relay of a "'Devised deviser devising it all for
company* carries it through to a kind of positive conclusion in which the sense of an
"I"is given without ever naming it. In this way, Company forms a less negative counter-
part to Not I where the failure to relinguish third person is the cause of anguish.

A facques Dermida. ‘Srecture, sign and play in the discourse of the human sciences’ in David Lodge,
Mradleray Critfefon and 'p':}ﬂ.rry:..ﬂ Reader. ( Harlow, LAH\E‘J‘HHII, | G}, P 122

Heckeit. Nohow O, . 14,

i ocatelli. p. 175,

Hpeckelt. Nokow On, p. 33



Better Failures: the Reduction of Identity in Worsiward Ho
In Worstward Ho, Beckett achieves his most radical critique of representation by effect-
ing the most radically minimal prose in his entire bady of work. The text, deemed un-
translatable by Beck:it himself, moves through a seres of subtractions, repetitions, mis-
savings and unsayings in a continuous effort to 'Fail better worse™, 1t is through this
minimalist narrative strategy that Beckett simultaneously constructs and deconstructs time
and space as he explores the fragile existence of 'shades’ in a Thenceless thitherdess™®
void. Worsrward He may be pereeived as a erystalisstion of

[tjhe expression (hat there is nothing 10 express, nothing with which 10 express, nothing from

which 10 express, no power Lo express, no desire o express, together with the obligation o
express. 37

This perception of the impossiblity of expression coupled with the obligation of expres-
sion is at play in Warstward Ho 's emphasis on articulation and on the imperative of
moving 'On. Say on. Be said on. Somehow on. Till nohow on. Said nohow on ¥,
which, aleng with the fragmented structure of the piece, creates the sense of a narralive
that continually breaks down only to struggle on again and break down again. The
impossibility and obligation of expression may also e seen to affect the interrogation of
representation in Werstward Ho.
?.1}' For be sanl. Missaid. From new suy [oF be missaad.

Bee for be seen. Misscen, From now see be misscen, +7

Saying is missaying, seeing misseeing in Worstward Ho, thus faithful representaticn is
unachievable. Yet. as the text struggles to rid itself of representation, it simultaneo isly
seems to affirm the ineliminability of representation. Try as it might to unsay it, the
narrative must finally concede an 'Unmoreable unlessable unworsenable evermost almost
void." Thus the text must effect a deconstruction of representation by way o an
unremitting unsayiig of what has always already been missaid. Endlessly striving
*worstward”, the tect shows a persistent concern with ontology and epistemology. As
for example, in this description of the void, which at the same time pertains to the
ontological make-up of the void and the epistemological problems of description:

Aiad. p. 91.

Hd. p. 92,

4gamucl Bockett as quoted in Andrew Renton, Disabled figares: from the Residua o Stirrings <07 " in
John Pilling (ed.), The Cambridge Compenion to Reckenr. (Cambridge, Cambndge University Fress,
194}, p. 168,

BRecketn. Nokow (i 2. 89,

bid. pp. 89 & U3,

Sbid, p. 113



Part of the defamiliarising strategy employed by Beckett in Worshward He gems, stran-
gely, from a persistence of bringing everything to a logical conclusion (even if logical
connections are not immediately apparent on first approaching the text). As the pastures
must remain once they heve been articulated into being in /il Seen Il Said even though
the narrator is not happy with them ™ so anything that has been said in Worstward Ho
must be tried unsaid, or better failed. An example of this imperative of logical con-
clusions may be seen in Head sunk on crippled hands. [...] Eyes clenched. Seat of all.
Germ of all.'®5 Onee the Fead is made a presence, the narrtive must go

On back better worse te fail the head said seal of all. Germ o adl, AN DT of all of i1 wo, Where al
ncst there i o™, There in the sunken head the sunken head, The hands, The eyves. Shade wath the
oy shadey, In the dim. The sume aarow void, Before the staring eves. Where it oo 60 e there
wnr?. Ask ol Mo, Ask in vain. Betler worse so. 58

By virtue of the narrative logic, the statement that the h2ad is "Seat of all. Germ of all’
must be investigated, but the investigation itsell creates a strange doubling effect by
which the head literally becomes the seat and genm of all (There in the sunken head the
sunken head). Through this doubling, the "Shade-ridden void is paradoxically both
inside and outside the head by now reduced to "Skull and stare alone. Scene and seer of
all."™* The doubling achieves a situation that raises renewed ontological questions aboul
the narrative, since the scull is both 'Scene and seer of all’—a phrase which causes vet
another doubling by pumming on scene/seen and thus creates the double paradox of an
observed observer who simultaneously accomodates the ebserver of the observed obser-
ver. The scene and seer of all, then, is ultimately the text of Worsrward Ho, which
through the doubling acquires another meta-fictional levzl marking it as self-conscious,
self-reflective as well as self-reflexive. This also implies that the fleefing sense of subject-
ivity that the text 'secreles™ is inseparable from the process of moving worstward.
Subjectivity is nothing bat the "Longing that all go. Dim go. Void go. Longing go. Vain
longing that vain longing go."™ The last 'Nohow on. Said nohow on,*!

The cabin. [...] at the inexdstent centre of a formless place. [...] Meagre pastures [...] In the way of
animals ovines oaly, .1 A moor would have betler met the case. [..] There had o be lambs. Righily or
wrongly. A moor would have allowed of them. Becken, Nohow Oy, p. 50-52

. p. 91.

M. p. 97.

M. p. 101,

S, p. 101,

M, p. 104,

i, p. 109,

Ol p. 116



Conclusion

This essay has aimed exploring the relationship between literary minimalism and repre-
sentations of identity by first oullining central aspects of Peter Andrew Williams' and
Carla Locatelli’s theories and definitions of literary mininmalist and subsequently ana-
lysing three texts by Samuel Beckett from the view point of these theories.

According 10 Williams literary minimalism is characterised by a foregrounding of a
profound skepticism towarcs language and representation, & simultaneous assertion and
denial of the relationship between form and content, a conlinuons investigation repre-
sentation by means of "poetics of subtraction’ and an enzendering of 'constructive
strategies’ that begins to establish absence as presence. Thus minimalist art may be seen
o be deeply skeptical abou: logocentric valuing of presence, origin, a stable centre and
closure.

Samuel Beckett's art corresponds well with these attributes of literary minimalism,
which admittedly is hardly suprising as they were primarily formulated through analyses
of his works.

My investigation of the relations between minimalist art and representations of
identity, revealed that identty and subjectivity in Beckett is affected by the panng down
of language and the subtracion of representational elements. The texts also mark a shaft
in Beckett's thematical precccupations from the publication of Nor f in 1973 to that of
Worstward Ho ten years later. The earlier work shows a concern with identity n
existential terms of alienation from both the seli and language, resulting in the subject
being confined to a'strange limbo world' in which language, representation and identity
are highly unstable structures under continuous deconstruction. The 'vehement refusal 1o
relinquish third person’ can thus be seen as both the canse and effect of MOUTH's
affliction, simultaneously furthering the fragmentation of the suhject and constituting a
form of resistance lo susped representation.

The Nehow On texts mark a tumn from an existential positioning of sell 1o a
representation of identity primarily constituted by language. In Company, identity is
posited in terms of différance and shown to be of a relational nature as the protagonist is
‘enacted’ through constantly shifting positions of language without ever naming him.

Finally, inWorsiward He, subjectivity is posited somewhere in- between representa-
tion and the deconstructicn of representation. Again, identity can be interpreted as
différance, but unlike Company it is a différance which lies beyond the structure of the
text as an unstated, unstatable implication. Mimmalist constructive strategies may thus be
be seen to inform every aspact of the investigated text from the configuration of words on
the page to the representation of identity, And now in the words of Samuel Beckent: 'If
there may not be no more questions let there at least be no more answers.'
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