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Abstract

This thesis examines the prose and drama of
motherhood and female ageing in his oeuvre. The thesiwited into two parts: part one
investigates themes of misogyny, maternity and motherhood in a selection of the young
Beckettds writing. I consider how the trope
gateway to investigating how mattersofsex d r epr oducti on profound|l
wor k. The first chapter asks how misogyny ¢c
writing by investigating the possibility of an alternative queer reading, which may go some

way to explaining the caut i ¢ tr eat ment of women i n Becke

sexuality are not niche critical concerns in



Chapter Two focuses on how sexuality and reproduction come together in the figure of the
mothe or maternally identified women. The representation of fictional and-semstrous
maternal figures is a central b-phaseafmitingg uous
with these mother figures emerging as simultaneously nurturing and stifemgTwo of the
thesis moves to Beckettds drama to consider
his late drama. By adding age as an interpretive category, | argue that age is a missing category
of identity in Irish Studies. Chapter Three asals female ageing on the page, while Chapter

Four analyses female ageing on the stage. It also examines the impact of the #WTF movement,
before considering the responses of several
Irish theatre and perfommn ce. The thesis concludes with an
l ri sh performance art and a condirstccenturgt i on

performance cultures.



Introduction

Are the old really human beings? Judging by the way our society treats them, the
guestion is open to doubt. (Simone de Beauvoir)
This thesis analyses the representation of
closelyfocusing on themes of sexuality, maternity and female ageing and then examines a
selection of recent i nterpretations of Beck
directors! There are just two studies entirely devoted to the subject of women iatBédkda
BenZ v iWbmen in Beckett: Performance and Critical Perspecti¥890), which is a series
of edited essays and interviews and covers
and Mary WBmegdemdms Samuel B e c k ertOw GthePlf93)s e and
which traces the progressive trajectory of g
a radically destabilized gender baseo (Bryde
sustained focus on sexuality, maternity angg ei ng i n Beckettds wor k.
chapter to a consideration of motherhood in Beckett, noting that maternity, or the impossibility
of it, is a central theme of the early prose, while the later drama features complex
mother/daughter relationship¥he focus on the complex mother/daughter relationships is
critical but also occludes the ageing woman/mother as a subject of study in itself. Neither of
these studies analyses female ageing and thus my thesis addresses a gap in the field, not just in
Beckett Studies, but in Irish literary and cultural criticism where it has been, until recently,

curiously ignored.

1Y | i K NE yBetk&ithaidDecap009), is the first fullength study devoted to the trope of decay in
. 8018G3Qa 62Nl © 2 KAt Sldage h Bedke BePRudy@ides ot hévis & delidéred § 2
dimension, nor does she provide a clear theoretical framework for her arguments, or a gerontology
framework.
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The thesis is divided into two parts: in Part One, | firstly consider the neslearched
themes of misogyny, maternity and motherhoodins el ecti on of Beckett
|l indelicately ignoiSexPawnld 3teswhret dswamnmniSag

(2011), that nAdealing with the misogyny appa

(Stewart 2011:70). By liftig t he pol i te silence surrounding
how misogyny provides a gateway to investigating how matters of sex and reproduction
profoundly structure Beckettdos worKk. Il n Par |
B e ¢ k eldys, @étepic phat has received scant attention to date in Beckett Studies. The potent
combination of age and femininity in Becket
scholarship, despite the clear fact that his later drama is populated byfageatgcharacters.

Part One of the thesis, then, comprises Chayg
early prose work, the novellas and one of the trilogy novels because the prose constituted the
majority of his output at this stage of his deyghent. | have divided the thesis into two parts

because the first part concerns the writing of the younger Beckett, and which displays
(hetero)sexual antagonism towards women, sarcastic portrayals of ambivalent sons, foul
mothers who emerge as both nurigrand stifling, and poshenopausal lovers, valued only

for their sterility. The young Beckettds wr
construction of women. The second part, Chapters Three and Four, moves to the drama of the
older Beckettwhere the harsh misogyny that pervaded the early work is replaced by a more
complex set of representations of women, as the older Beckett moves towards themes of ageing,
as he himself was ageing. I |l ook tondBecket
femininity, as much of the earlier abjection and horror towards women becomes even more
amplified in the older female characters that populate his later stage work. The potent
combination of age and femininity does not form any significant area ofesshid to date,

despite the fact that Beckettds | ater dr ama
2



My thesis therefore addresses a lacuna in both Beckett Studies and Irish Studies where, | argue,
age is a missing category of identity. As Ivadrom an analysis of age on the page to the
performance of age on the stage in the final
framework of Irish theatre, paying attention to the absence of female playwrights from the Irish
theatrical @non which has not been the subject of any sustained enquiry until recently.

Foll owing on from the i mpact of the HAWaking
consider several strategic responseslidhy wome
theatre and performance, whose work formed part of the groundwork which led to the #WTF
grassroots movement. | argue that age is performed and performative and look to how these
female actors and directors highlight the performance of age in thiéir A® scholarship has

been sparse also in relation to the performance of age in Irish drama, my reading illuminates a
dark spot in Beckett Studies and in Irish Theatre Studies. My final analysis considers the work

of an Irish performance artist Amanda @Qoan, whose work has distin
late theatre, particularly in relation to his themes of embodiment, repetition, and the struggle

for articulation. My consideration of the connections and difference between both Beckett and
Coogancontribues t o an evaluati on -brdtceBeypkriermanées | e g

cultures.

Methodology

This thesis draws on psychoanalytical, philosophical, gender, and queer theory, along with
Performance Studies and Age Studies in its argumentsel drawn on the French feminist
psychoanalytic theories of Julia Kristeva and Luce Irigaray, whose work is particularly useful
for considering the mother figure in Beckett. The state of the maternal has been disputed among
feminists for quite some time. lthe West, the relationship between subjectivity and the

maternal body are contested, with the self often understood in opposition to the maternal body.

3



In this scenario, one must break from the mother and maternagigars on which one is
dependent innfancy and early childhood to become a full subject in the spiritual or cultural

val ues of oned6s community. Matricide, in Kri
relationship with the mother and her nurturing body is necessary, but viotestéva defends

the necessity of matricide, writing within the traditional Freudiananian model that views

the paternal figure necessary to the break up of the molldrdyad, allowing the child to

enter the realm of language and signification. tespi her def ense of matri c
is a useful interpretive tool, as she transforms early maternal relations between the newborn

child and the mother in her concept of the matechataand the semiotic.

This opposition to the maternal bodyfeminist thinking is deeply problematic as it makes it

difficult to consider mothers as subjects, and for mothers to consider themselves as subjects or
exercise their potential for subjectivity. To mother a child and to relate to it from a maternal
stane@ means that the mother musimbabit the space she had left behind in early infancy of

bodily intimacy and dependency. She must, then, drawn on her own archaic and repressed
history of her relations with her own maternal mother. In this formula, mseleat mothers
cannot be subjects. This thesis set out Kr
detail, particularly her notion of abjection, which | argue, is a useful interpretive tool for
analysing the mother f | @ oontieuous desir8 efcthheentale 6 s w
protagonists in my chosen texts to return to the uterine space of the womb, which is also a

narrative trope in Beckettbés writing.

I n considering the ethics of gender in E
Emmanuel kvinas and his theories on alterity and the feminine. In questioning how gender
operates in Beckettds early work, I consi dert

his texts, as a way of explaining the general economy of misogyny and misgrnithtbe

4



prose. I draw on a single essay on Beckett,
(2004) that has languished, until recently, at the margins of debates around gender and sexuality

in Beckett as it challenges a heteronormative reading ofitik. Queer Theory emerged in

the foundational work of Michel Foucault, Eve Kovosky Sedgwick, Judith Butler, Lee
Edelman, Lauren Berlant and Sarah Ahmed. In my queer reading of Beckett in Chapter One,
and in relation to the mother figure in Chapter Twaraw on the work of Butler and Edelman.

As Queer Studies is commonly used in the field of Irish Studies, and its tenets are well
established, | am briefly setting out this part of the methodology section in relation to their

significant aspects relevamt €hapters One and Two.

In my textual reading of female ageing in Chapter Three, | again draw on Kristeva and Irigaray,

and while other textual readings of the late drama also tend to draw on French feminist theories,

| more emphatically add age as gterpretive category. | also examine the roots of the
phallogocentrism that is challenged in the thesis, in the psychoanalytic theories of Jacques
Lacan. I analyse Beckettébés | ate drama on th
Kristeva aul Irigaray in a textual analysis of ageing and desire. In Chapter Four, | investigate
the performance age in Beckettodés dr ama, as |
directors, drawing on Performance Studies, Affect Studies, and Phenomenaoidigg Stwill

be broadly drawing on the work of Stanton Garner and Bert O. States, who helped define the
field of theatre phenomenol ogy and have wri
analysis investigates Bec kwhere |Idopk at ecHfodswfenisc e o
work in Irish performance practice, this study draws on Performance Studies as understood in

the context of live performance, drawing on the work of Peggy Phelan. As | also consider the
affective dimension of the performarscender analysis in my final chapter, this study draws

broadly on the work of Affect theorist Brian Massumi. Age Studies needs considerably more



mapping in the methodology section, as it is such a new field. Therefore, | now set out the

development of agstudies in sociology and literary gerontology over the last few decades.

Age is a missing category in Irish literary criticism. Ageing features as a subject in
Irish literature and drama, yet has, until very recently, been overlooked in Irish literery
cul tur al criti ci s mAgeing im &ishh\giting: Stragensato Bhemsdiveso k |,
(2018), is the first full length study of its kind to explore ageing in Irish writing from the
perspective of gerontology, the comprehensive multidisciplintrgysof ageing and older
adults. Ingman draws on the latest writing in humanistic, critical and cultural gerontology to
explore the portrayal of ageing in the fiction of both male and female Irish wfiters.
Forthcoming in late 2018 is a special journalis Women and Ageing in Irish Literature and
Fim, edited by Margar et -EréhNeatuling thedfirstccollddiion df a e | a

articles completely devoted to representations of female ageing in Irish literature ahd film.

2 Other individual articles concerning ageing in Irish literature and culture includ@W A O | 2dzA ST G Q2 2 |
/'y DNRBg htR FYR 5AS AyQY 9 NIK a2 i KBeNSody gind Desiz$A y 3 a 2
Contemporary Irish Poetrgdited by Irene Gilsenan Nordin, Dublin: Irish Academic Press, 2006, pp22,02
GeorgeBornstgi =z a2 & . @& | S| (i d@wanee R&iGWHE 12@ Fo. 1!, 202 Apy. b Bonald E.
a2NASZ G¢KS t2fA0AOa&a BhEHahghg Garl¥dsSiNIhgate inalT@siionyFo® tha Q a
Late Nineteenth to the Early TweHgjrst Centuryedited by Donald E. Morse, Basingstoke: Palgrave Macmillan,
2015, pp. 82pc T al NHIFI NBdG hQbSAftfX aQ¢CKAA A& 126 C¢CAYS | yT2f
h Q/ 2 y@hdshlligib Ageing Women in Literature and Visual Culture: Reflectionsgd®ehs, Reimaginings
SRAGSR o6& /Il GKé alODteéeyys al MNah Qfam PadgaseSvaénillan) 201, pp. A OK | S
289302; Michaela Schrag@ NHzK = a Q9 Yo I NJ Ay 33 Belévad Skandess d QWS A F HZWME & N2 &'t |
Ageing Women interature and Visual Cultur@p. 55T M T ¢ KSNBal 2N} &% a! [/ SNIFAY ¢N
2F GKS ! 3SAy3 t NB OS & AgeingyWomedIn diterattre and \WisOai Cuipp Q8 M By ¢ >
al NHI NBG hQbSAf f -CINHEK Za OISR KIT 5{ QKNI T 2y (i FhelNewNdEisiNE L NR &
Studies: TwentfrirstCentury CriticaRevisions, edited by Paige Reynolds, Cambridge: Cambridge University
t NSBAaaT /FNX¥SYy %I Y2Nlry2 [fSyl KFa oNARGGOSHE Rdz¥ ERR 8z S| NI
CSYFHtS [AGSNIYNE wSO2yaiaNHzOlAz2ya 27T (vwoBen[AgingSNdugh® L RA 2°
Literature and Experienceedited by Brian Worsfold, Lleida: DEBAT, vol. 4, 2005, pp. 1270 T T G CNR Y
Lonelinessto Solitude mPostCS YAy A&l ! 3SY wSRSFAYAy3 [20S Belgvedi KS { SO
Strangef £he Polemics of Ageing as Reflected in Literatures in Engfiisbd by Maria Vidal Grau and Nuria
CasadeGual, Lleida: DEDAILT, Vol. 3, 2004, pp. 1A®%dpT a[ 221 Ay 3 +£SNE hftR ! 3S Ay
PLILNE F OK (2 (GKS C2dzNIGK ! 3S Ay GeohidlSystifdahddmig2018NA & K CA O
3({SS Y& IINIAOES Ay (KA&A O02ftSOGA2YyE GKAOKhA®R I | FROTA K
Sexual Politics of Female AgeingihThat FalandNot kb'¥/omen and Ageing in Irish Literature and Fidited
o0& al NHI NBG h Qb SAft-FruhNgrific Idsh StkdlesBd. 117, doOIK RILSA §p. 95.2. An
extended versiorof this article is the subject of my analysis in Chapter Three.

6



Also openingtheifel d i s theatre schol arPerfbaningAgeia Bar n
Modern Drama(2016), which is situated at the intersection of Theatre Studies, Performance
Studies, Literary Studies, and Age Studies. Lipscomb analyses the performance of age in pla

by both male and female dramatists, including the plays of Irish dramatists Hugh Leonard and
Brian Friel. Lipscomb concludes that if we view all age as performative, an intergenerational
conversation could begin to break down binaries and contributestongoing fight against

ageism. However, there is no similar study in the Irish theatrical canon, so my thesis contributes

to closing the gap in the field, by analysing the gendered dimension of representations of age

in Samuel Beckethéspdgaemaandofibnfiohe stageo.

As Margar et OO Nei |-Fruhaatedn thdincodwuetonta Sc hr
Women and Ageing in Irish Literatureand Fim igender ed di mensi ons of
themes in Irish literature and culture, where images lméautiful young girl or an old woman
are emblematic of t he Fruh2018:1nThe most famquénidle i | |
figure associated with the nation is that of Cathleen ni Houlihan, the female allegory of Ireland,
which of course was madamous in the playCathleen ni Houlihancowritten by Lady
Gregory and W. B. Yeats. The play presents Cathleen as a poor old woman lamenting the loss
of her four green fields; in her search for young men to go to battle in her name, she transforms
into abeautiful girl, withaqueeh i ke wal k ( O6-Neuhl 2@bh8: Brhr @gh
SchrageFruh consider the theme of ageing in the work of Irish poet, Eavan Bola@tjdnt
Lessons: The Life of the Woman and the Poet in Our, Boland analyses Fnais
Ledgwi dgebdébs poem fALament for the Poet s: 1916

Woman) mourns the death of the leaders of the Easter RiSing.argues that

4The figure of the ageing woman in Irish poetry is associated with that of the Shan Van Vocht, which is the
Irish language phrase for Poor Old Woman.
7



i n his (Ledgwidgeds) attempt to make the
simplified the woman in the poem almost out of existence. She is in no sense the poor

old woman of the colloquial expression. There are no vulnerabilities here, no human
complexities. She is a Poor Old Woman in capital letters. A mouthpiece. A sign. (qtd.

inO6 Nei | | aFmut 20882h r a g e

Until recently, these traditional, albeit powerful tropes of feminine ageing, in service to a
national story, have historically shaped and overshadowed more complex representations of
older women in Irish literature uhtecently. As Boland points out @bject Lessongassive
constructions of female ageing serve to reinforce gender stereotypes which see women
relegated to domestic spaces while men occupy the public sphere. This actively contributes to

wo me n 0 s inisibility, whila &lso impacting on them economically as they reach old

age. O6 Nei |I-Fr mmdarSglhea aggleat despite Apostfem
neoliberal society the potential for empowerment through consumerism only serves to heighten
gender dichotomiesdr (OD6ROILIBE 2and ASwhhmagpé s
inextricably linked to her ability to maintain youth through consumption that it inevitably leads

to the invisible figure of the ageing woman, who is forced to eradieatetinkles in order to

stay relevant. As older women are underrepresented in the public spheres of the media, politics,
economic security, socially and cultural representations, my thesis aims to contribute to a
growing awareness of the rate of occlusidolder women in public life when | consider the
complexities of female ageing through an ana
cultural and literary constructions of ageing women that are becoming more frequent and
diverse in recent Irtswriting, by looking at representations of ageing women at a critical stage

in the formation of a national canon. Becket

consider earlier representations of older women as much of his late drama cerdlésro



female characters and their struggles and be

the Irish stagé.

Recent demographic shifts in Ireland have revealed an increase in the ageing
population: Sheelah Connolly, Research Officer with Henomic and Social Research
Il nstitute, in AContextualising Ageing in Ire

ageing, it remains young relative to other higbome countries. [,,,] [h]Jowever, a catah is

projected by 2050, whenthepmp t i on of I reland will surpass
O6 Nei | | aFruth 203818)r Aargcent article ifhe Irish Timesioted the latest UN

Report which revealed that, over the last five years alone, living conditions have improved
faster n Ireland than anywhere else in the world. Ireland now ranks fourth in the world in the
UN6s Human Devel opment | ndex, only | agging
The report focused on three aspects of human development: the ability to leay andb
healthy life, which is measured by life expectancy at birth; the ability to gain knowledge, based
on level of education, and the ability to achieve a basic standard of living, which is measured
by gross national income per capita (Hilliard 2018)etestingly, when it comes to gender
inequality, Ireland lags way behind in 23rd position. It also revealed that last year, the life
expectancy for an Irish woman was 83.6 and 79.7 for men, statistically backing up anecdotal
evidence that Irish women livenger than Irish men. Ireland is facing an increasingly ageing

population by 2050, the majority of which will be women.

5Robyn Weigman introduced thecondep 2 F G KS GFASER AYIFIIAYIFINEBE a | YSiGK
disciplinary frames shape how a field of study is imagined Chégect Lesson®urham & London: Duke UP,
2010.



Gerontology and Age
This study partakes in a new research direction that aims to add age to the categories of identity

such agyender, race, and class in order to produce more nuanced readings of intersectional
identity not only horizontally across the various groups to which one may or may not belong

to, but also the way in which these sectors change across a lifetime. As Kattdedward

suggests, irfFiguring Age: Women, Bodies, Generations i[ w] e need to cr eal
cultural models of older women as a way of generating alternative futures for ourselves as we

live into lives longer than we had imagined for ourselvegieithad even previously thought
consciously about ageingataland many of us havdb5nwdstern ( Wood
culturebés obsession with youth and the i dea
prematernal physical body, produces, in ssneonsumer culture, a disparity between those

t wo extremes, rendering the older female bod
ageing as a medical problem to be cured and
(Woodward 1999xvi). I n her 1972 essay fAThe Doubl e St a
referred to a double marginality experienced by older women when she protested that
AGrowing old is mai nl yi aanoral digsease, a bocial fpathdldgye i ma
intrinsictowhc h i s that i1t affects women much more
essay, largely overlooked at the time, but now considered a key touchstone by feminists who

are writing about their own ageing, was published in $la¢urday Reviewan American

magazine. Woodward also argues a similar point, when she suggests that older women are
subject to Adouble ageingo or Amultiple agei
the first experience of ageing with the onset of menopause, usually aroumne thiefiity, an

event which is often viewed in negative terms culturally. Female attractiveness in the West is
commercially associated with youth, whereas older women tend to be configured in society by

t he disparaging ter-menopaumbenoopwWosdivardnd98posK

10



appear that there is no such counterpart for men and therefore they do not experience the same

psychol ogi cal and soci al consequences. Wo o d
ageing as Athe i nttuerrendasl i &ertii aln off aomud ciudt a
understood in terms of decline, not i n term

Woodward employs a psychoanalytic framework for her work on ageing. The standard view
on ageing is that our youth séssed society refuses to acknowledge it because it reminds them
of their own inevitable death. Woodward argues that psychoanalysis transfers the fear of ageing
onto a fear of death, a theme that is central to the work of Beckett. Deep old age or Feurth Ag

is the most fearful stage of the ageing process as it heralds the end of the life course.

In academic practice, ptee 1970s, the analysis of ageing was largely the prevail of
sociologists and anthropologists. Working with lasgale models of sociahange, social
scientists uncovered a narrative of declining esteem, power and income. Thomas Cole, medical
humanities professor and Ruth Ray, gerontologist, in the IntroductioBtade to Humanistic
Studies in Aging: What Does It Meanto Grow Q@010 ) , note that faccord
narrativedo, ol der people enjoyed power and
societyo (Cole and Ray -gererhtibnallpatiarchalThbuseholds,v er s
and their experience, knowledge, an@d nt r o | over property guaran
(Cole and Ray 2010:15). As the industrial revolution took hold, this prestige was severely
depleted as older people became separated from their families and forced out of the labour
market, relegating hem t o the fAscrap heapo of the indu
Others have noted that in Europe and the United States, th@dtmhpelief that the status of
older people is consistently declining is not empirically supported. Cole and Rappbthat

the history of old age in the twentieth cent

11



national, cultural, and social boundaries, as the institutionalized life course and the welfare state
become primary soci ayl2010:x6st i t uti onso Col e and
Cole and Ray write that American historians were the first in the humanities to consider
ageing itself as a distinct subject. In an essay in 2000, Pat Thane, historian, pointed out that it
is difficult to generalize about the history of aggini n t he West :-age[nh] i st c
Britain have written primarily about demography and the material conditions of older people:
the number o f old peopl e, t heir geographic
household structures and familye | at i onshi ps: é wel fare arrang
property transactions, wor k -lagh)d. rlern i Treanreed O
the 2010 collection, she argued that to fully understand the history of ageing and old age, it is
crucalb draw from fAdiverse forms of hi storical
experiences with cultural histories of the representation andeggisentation of older people
in different times and placeso, meachtotherse ap
(Thane 2010:34). Cultural representations of ageing, drawn from philosophical or medical
texts, l'iterature, painting, and film or an
experience of the life course and individual and collectivéa o n . Thane argues
are culturally conditioned to expect to be dependent and helpless past a certain age, they are
more likely to become so, with consequences for their own lives and those of others, including
t hose who c ahare 20f1034). Thdne shaws ljow ageing has been perceived in
different ways across time. She begins with the estimate that even in ancient Rome it is
considered that between six to eight percent of the population lived to over the age of sixty. In
medievalEurope, it is also estimated that no more than eight percent of the population lived to

old age, and in some regions, it was less than five percent.
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In Britain, there are a wealth of population studies which reveal that between the 1540s
and 1800s, lifexpectancy at birth was on average thing years of age. High rates of infant
mortality prior to the twentieth century affected these averages, and those who managed to
survive early childhood had a reasonable chance, even in the sixteenth cenminyg td least
and beyond the age of sixty. In the seventeenth century, it is estimated that between six and
eight percent of the British population lived beyond the age of sixty. In the late eighteenth
century, this rose to approximately ten percent imtges France, Spain and Britain. France,
by contrast experienced falling birthrates in the nineteenth century, which affected the overall
age pattern. In the midighteenth century, seven to eight percent of the population lived
beyond the age of sixtfgy 1860, this had risen to ten percent, by the early twentieth century
we see a rise to twelve percent and by 1946, a further rise to fourteen percent. There is clear
evidence to suggest that women in Britain lived longer than men, on average, being in the
majority of those aged over sixty from the time that vital statistics began in 1837. Medieval
commentators noted and wondered why women did in fact live longer than men when it was
assumed that men were stronger; French physicians in the eighteatily were flummoxed
as to why females outlived their male counterparts. In thenmieteenth century, there were
in fact, more older men than women, but after World War 1, this was reversed and has remained
much the same statistically. Of course, the eaghtlas of the young men who fought in both

World War 1 and World War 11 affected the statistical picture dramatically.

Cole and Ray note that following on from the work of historians, literary scholars were
the next to explore ageing in the 1970s and 198asdward was the most prolific writer on
ageing, literature and culture in the late 1970s and the 1980s. She broadened her research to
consider how women are doubly aged as they are aged by nature, but more importantly, by

culture in a youth obsessed miyg. The task of literary criticism in the field of ageing studies,
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then, was to determine the contribution of literature to an understanding of the ageing process
and the impact of ageing on the life and work of writers. A convincing argument was made fo
the inclusion of ageing as a field of research, along with other fields of identity studies such as
gender, sexuality, race and ethnicity.

I n an essay in Cole and Rayos collection,
compares two texts writterbaut ageingSister Ag€1984) by M.F.K. Fisher and Maya
AngelWwowdsdnoét Take No({L994) o gnalyse ahanding attituaes towazdg
ageing. She concludes that negative attitudes towards older people has not altered much in the
interim yeas but argues that issues of ageing are far more prevalent in literature and popular
culture since the late 1990s, due to ever increasing ageing populations, and that these
representations are necessary for any kind of change to occur in society. Timrehigpe
that because of increased diversity in representation, public consciousness regarding the issues
and challenges facing older people will be heightened and that old age will not, in the future
seem | i ke fia foreign c oathdayoung, and dvdn todhe middiek n o wn
agedo, as novelist May Sarton put it (Sartort
women as she herself began to experience ageing. Her masterful autobiographidss héeel
Are Now(1973), charts the experiemof the seventgix-yearold heroine Caro Spencer, a
passionately resistant woman, who has been forced to live in a nursing home that she describes
as fAa concentration camp for the oldo (Sarto
Sartondsi tairewe pwor ks on i deal ageing, whi ch
works of the typical femalBildungsromanWaxman 1990: 320). Waxman argues that these
novels representanewsgbe nr e of MAconcludingodo workgregard
(Waxman 1990:320). This stgenre charts a different type of maturing, as it focuses on
wWo men wh o ar e Afreer t han many young her ol

phil osophicallyo (Waxman 1990: 320). To disti
14



fiReifungsromam :Reifung pertains both to ripening and maturing in an emotional and
phil osophi cal way, which few young heroine
1990:321). The term is intended to challenge the constricting concept of the female
Bildungsroman where the young protagonist acquires-katfwledge, only to become trapped

in the marriage plot, a classic eRridenagpd e of

Prejudice

In the 1980s, Margaret Gullette, a s&tiyled feminist and ageistgister was the first
to call for a new research field of AAge St
attitudes to ageing, arguing that the negativity surrounding age and ageing amounted to a form
of social pathology. Ii5afe at Last in the MiddlYears: The Invention of the Midlife Progress
Novel (1988), Gullette identified a subgenre of the feminine midlife progress novel. Since the
1990s, Gulletteds work has critically uncove
feminism and cliural studies. IDeclining to Declingl 1 9 9 7 ) she argued th
are aged by cultureo and concludes that we n
us (Gullette 1997::4). InAged By Cultur¢d 2004) , she asked anwer i ti c:
ever have thought we age by nature alone?bo0,
identity categories that are over HAnatural..:
critical theory has subverted and deconstructed the old &mnarhich produce and mark
identity, highlighting the role of culture and language in revealing hierarchies of gender, race,

ethnicity, class, sexual orientation, it has, by and large, ignored age as a field of research. Until

recently, agereemadinedenandeffé] many think
is thus of no present i nt er e $11)0In a nsoteeeceats t ut e
essay, Gul l ette di scusses t he emerging fie
anthropologt a | , and other soci al science approach:
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culture, especially the media, literary fiction, political economy,-agéist ethics, and/or
historyo (Gullette 2010:319) . Ag einadeguatd a nar

backstory. My own ageing narrative rarely becomes analytically informed about how | am

being aged by ageist trends in cultureo (Gul

Gull ette draws attention to ageist cultur
06aggi boomewpd ol @ddmwioendhndé. Ol wuse the words th
Beckettodo, she wryly comments (Gullette 2010:

including soci al gerontol ogy, 2eP@10:319).uStd e s i1
offers three areas of misrepresented trends in American ageism or middle ageism: midlife job
losses, menopause and the link between Hormone Replacement Therapy and cancer, and the
emergence of the ADuty t eprdvides statiftidSun heramdlysis 2 0 1
noting that #Acapitalism since at | east the |
cheaper workforce that is demoralized and more flexible. Getting rid of midlife workers is an
international trend in devaped countries (Gullette 2010:321). She notes how midlife women

are more at risk than men, which is unsurprising. A study in 2006 notes that unlike men, midlife
women are less likely to use job experience as an asset in a job interview as they may have
returned to work late, duetochitde ar i ng commi t ments. As Gull et
more than their motherso [é] Abut they stildl
2010:322). Another study in 2001 reveals how, although men begin toienqgee age
discrimination in their midifties, for women it begins almost ten years younger. Also, on

obtaining a job, midlife women work longer hours than midlife men.

Gullette argues that the terms associated with menopause are disparaging to women:
menopausal, post menopausal, peri menopausal S

age them earlier than men (Gullette 2010:325). She suggests these disparaging terms should
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have disappeared in declining narratives by now. She quotes anthropologistréflarock
who warns that Athe very process of ageing F
the nor mal, a process against which [to] tal
The social issue is not menopause, which is an unremarkabiod in about 90 percent of
women, but fAexogenous hormonesodo, or HRT, a 0
(Gullette 2010:325) . Gullette warns that A W

discourse¢ han from menopea20l0826)i t sel fo (Gull ettt

Gullette notes that in 2002, the Womenos
Institutes of Health announced it was ending its study of hormone replacement therapy (HRT)
immediately due to the increased risk of cancer and heart digéesengoing debacle about
the risks associated with HRT, particularly that of breast cancer, has radically reduced the
number of HRT users globally. In 2003, a headline inWashington Postleclared that, far
from di sappearing, ANswiHotpBatutsen HaAepiBe ciomeWod me
(Gullette 2010:327). In 2004, an article Business WeeWwent as far as suggesting that
menopause last from the early forties until death! (Gullette 2010:327). Gullette notes that rarely
do we read an article posity t he benefits of being postmens
drying up of fibroids, abandoning birth control devices, wearing white suits. Nor do they report
that depression, joint pain, and incontinence have nothing to do with menopause andthat libi
can riseo (Gullette 2010:327). Although the
ri sks of taking HRT was subsequently deemed
wary of availing of hormone treatments. Oestrogen is still, acaprdih 0 Gul | et t e Qi r
linked not to cancer buttoayouthr i ent ed definition of feminin

illusion that ageing women can recapture their youth by taking a pill is the subject of the book

Feminine Foreverby Robert Wilsa; Wi | son says of the menopau:
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of escaping the horror of this living decaybo
these narratives of decline, combined with untested products, the causing of confusion by the
HRTstudes, the social and medical construction
of sceptical feminist perspectivégesurrects oestrogen nostalgia and its sequelae after what
should have been a debacl ed ( Gudykommissoned 010 : 3
by two drug companies in 2003 concluded that one quarter of the women who had stopped
using hormone treatments after the 2002 WHI announcement have subsequently resumed the

treatment.

Ageing and Philosophy

In the history of philosophyhere is very little written on the topic of ageing. Margaret Urban

Wa | k BathersTime Women, Aging, and Ethi¢2000) is the first contemporary series of

edited essays that is concerned with feminist philosophical thought on the ethics of ageing. In
thecollection, the importance of the implications of ageing as a field of identity is emphasised,

with the assertion that it cannot be separated from the fields of race, gender and class, as well
as from cultural, historical and personal instances. Heled Smads | an dhmdong st ud
Life (2007) employs longevity as a lens in which to peruse the large questions of moral
phil osophy: #AWhat is the relation between a
persist? Do the changes that accompanyageing er t he capacity for vi
Small is concerned with how ageing enables us to understand philosophical issues, rather than
the philosophy of ageing: Aithe old are expe:
more than a wish #t a life nearing the end of its possible biological span should be reconciled

to the proximity and inevitability of death
desirability of such a philosophy in others, is not the same thing as having aphylag old

ageo (Smal |l 2007: 1) .
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According to Small, the philosophers of old age, Plato, Aristotle, Cicero, Montaigne,

Bacon, and Beauvoir have been more intereste
a long life has been historically viewedeax c ept i onal . Smal |l 6s study
old age, and what that conveys in our <cul tur

when there is an inevitable and irreversible deterioration in the organism as a consequence of
its amgéed @2B07: 3) . Her wusage of Aol do i s a hi
to our own age is particularly complex. The age we feel does not necessarily correlate to the

age we are in years, nor is it the same as how we perceive ourselves, ahémperceive

us. Historically, living to old age was viewed as exceptional, and philosophical writing about

age tended towards essays, letters, aphorisms, rather than books. The two main studies on old
age are to beDefSeneauthndiSmo iCeé c @ ¢ o B.a& \dailessewhioh s

take opposing views of ageing, both of which are helpful to look at in detail, as they set out

different coordinates of the ageing paradigm | apply in this thesis.

Marcus Tullius Cicero on ageing:Cato Maior DeSenectute

Cicero was aged 63 and a senator when he wrote his famous short essay in defense of old age,
Cato Maior De Senectut&Vritten in 44 BC when he was grieving for the loss of his daughter
Tullia, it is, accordi ngotroat3nmmagl Ig,uifssetoo i(cSinmsanh
carries considerable currency when thinking about physical health and mental vitality and it is

al so taught as a standard Latin text. Althou
that old age bringgleasure and wisdom. Written in the form of an address between the-84year

old Cato and two younger men, theya#arold Scipio and his friend Laelius, Cato attempts to
persuade the younger men of these benefits while on a visit to his house. He claims:

Al am wise because | follow Nature as the best guides and obey her as a god; and since she has

fitly planned the other acts of | ifeds dr ama
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i f she were a car el es%Compphmgyavgood bfehwith that @ac er o
fl ourishing plant, there is the eventual nat
final, andi as in the case of orchard fruits and crops of grain in the process of ripening which

comes with timg somethingshrvel | ed, as it were, and prone

There are no vices associated with old age Cato remonstrates, and any bad temperament
is due to Acharacter, not [é] ageo (Cicero 1
appearsasanunhay st at e: Afirst, that it withdraws
makes the body weaker; third, that it deprives us of almost all physical pleasures; and, fourth,
that it is not far removed from dé.dtakswer and
to the first stereotype, Cato asks AFrom wha
because of youth and vigour? Are there, then, no intellectual employments in which aged men
may engage, even t houg berotl928:7).\We misuthderstand iawee i n f
only consider activity as a physical pursuit
the sailing of his ship, because, while others are climbing the masts, or running about the
gangways, or working at the pip s he sits quietly in the st

(Cicero 1923:7).

In relation to the physical weakening of the ageing body, Cato argues that this can
similarly afflict the young: Ait I sicofot pec
il l healtho (Cicero 1923:13). He asks: A Wh at
when even the young cannot escape the same
men that although in his eighties, he is learning Greek and writimgtary of Rome, so
although the body may be weak, the mind remains passionately active. As to the loss of almost
al | physical pl easures, Cato welcomes this s

indeed free us fromtyoué hdoNomometevideadluy ¢ awu
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by nature to man than carnal pleasure, through eagerness for which the passions are driven
recklessly and wuncontrol | abl-). Caw revetssn thgr at i f
sensual pleasures of coaponship, conversation and social gatherings. Finally, there is
nothing to fear regarding old age and its proximity to death. All of us, young and old are
susceptible to this fate at any time in our
ageng are admirable, he was speaking from the position of male privilege at a time in his
society when male philosophers were revered. His thoughts on ageing are, though, much more

positive than that of Beauvoir in her monumental study on old age, writlvih

Si mone de TReGComingoiAgdhas Viellessg

Beauvoirdéds expansive study on old age has be

of Age Studies as a field of enquiry. Woodwa
entrmched within feminism itselfod (Woodward 1
explaining why Beauvoirdéds monumental study o

feminism, concerned with the lggms of marriage, work and chiléaring of earlyand middle

age when it appeared first, despite her influence on second wave feminigme. Goming of

Age Beauvoir writes that society views ol d ac
to mentiond (Beauvoir 1d 2hetldimsshe waswoldikindlyng at
and then again more angrily, that old age did not exist in society. She argues that one of the
issues with ageing is that we refuse to recognize ourselves in old people and she quotes Marcel
Proust on t hllireslities olid age]asl perhaps@hat of which we retain a purely
abstract notion longest in our lives. We are all mortal beings, and many of us will live into a

ripe old age, but few of us appear to reflect upon it in public culture. As Beauvoinyastute

notes: ANothing should be more expected than

1972:4).
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Beauvoir asks, AWhat does growing ol d me:
change. Yet, the life of the fetus, of the rbarn baby and of the child is one of continuous
change. Must we therefore say, as some have said, that our life is a gradual®?kise

answers:

certainly not. A paradox of this kind disregards the basic truth df life is an unstable
system in which balance is continually lost and continually recovered: it is inertia that
is synonymous with death. Change is the law of Af&d it is a particular kind of change
that distinguishes ageirigan irreversible, unfavourable change; a decline. (Beauvoir
1972:11)

Beauvoir quotes American gerontol ogi st Lansi
process of unfavourablg@rogressive change, usually correlated with the passage of time,
becoming apparent after maturity and ter mir
(Beauvoir 1972:20). For Beauvoir this defini
avale judgemento (Beauvoir 1972:11) . Ageing

ultimate decline, where older people are beyond theibgellate, thereby valueless.

La Vielless€Old Age) was published in French in 1970 and subsequently translated in
1972 under the more euphemistic tiltae Coming of Agesuch was the taboo nature of the
topic. While it is an exemplary study on the topic of ageing, it is also extreme in its overarching
view of ageing as a fAtr agedyeéerehdBst@mvelesse 1972
are fewer than one would expect in writings
name does appear, she is characterised as fa

one, gi ven her e mhutnatsd asphilosophed, withla specii¢ corjcepfion

of wh at a |ife is, of how | ives accrue and s

6] SNBX . SIFdz@2AN) O2dzZA R 6S NBFINMISY 3 ANE K. $ANNARSa 2FSai @
Waiting for GodoE ¢ KSNB (G KS NRWINSY NE FTENREY GG 2 O0ANIK a | atz2g
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politicso (Small 2007:2). Beauvoir frames he
Marxist socidogy, phenomenological philosophy and Freudian psychology that she applied to
women inThe Second Se8he astutely sees old age as that which is defined by society. She
mourns that Aiin the end we submit to the o

However, it is difficult to submit to the rule:

We must assume a reality that is certainly ourselves although it reaches us from the
outside and although we cannot grasp it. There is an insoluble contradiction between
the obvious clarity of the inwarddéng that guarantees our unchanging quality and the
objective certainty of our transformation. All we can do is waver from the one to the
other, never managing to hold them both firmly together. (Beauvoir 1972:290)

She argues that the contradictiorvietn the inward and outward being is different from other
contradictions we face in earlier life. She observes that we do not inhabit the future as present

in the same way we inhabited it in our form
conformrs to my expectations [in the past], it could not bring me what | expéc¢ked fullness

of being at which |life so vainly aims [€] no
life is something that one does@ve t hat one dBeausoir I962t368h Bhe s e s s 0
is here referring to Jean Paul Sartrebs worl
not allow itself to be overtaken, but slips
Beauvoir 1972:368). Beauvoir feaskl age and is also angered by it. She views the elderly as
victims of poverty, ill health and emotional neglect, and is unable to see the positive moral or
intellectual gains historically associated with the wisdom of age. She writes of Gide who, in
1943compl ai ned fAmy mind al most never succeed s
making me forget it, and this is more7).har mfu

Her biggest fear is the shrinking of our future and with it, the impossibilitgloirrg on to the
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projects that give our lives meanih@he is fearful of the possibility that our minds may
disintegrate in old age and with it, the betrayal of ourselves, reneging on projects and

sympathies that have subsequently defined our life.

Smal argues that t her kaVielessebufitpsadt inthe cs of o
end, a politics with much hope attached for the fate of the treatment of older people in our
cultureo (Small 2007:14) . Beauv begimiingtisihc |l udes
necessary for the aged to suffer, and if so, how much suffering occurs? According to her, this

suffering is unavoidable:

It is an empiric and universal truth that after a certain number of years the human
organism undergoes a declifidie process is inescapable. At the end of a certain time

it results in a reduction in the individal
diminution in his [sic] mental faculties and an alteration in his [sic] attitude towards the

world. (Beauvar 1972:539)

The treatment of the aged is the Acrime of o
Ai deal societyo, Beauvoir sees ®Bolnkenfdalt o t h
thoughts, she does not support the notion otipaliactivism on behalf of the old, arguing

instead, that the problem is systemic, in that our society is only interested in profit, which
excludes the el derly and the frail. She conc
whole system thas at issue and our claim cannot be otherwise thanrddichl ange | i f e i

(Beauvoir 1972:543).

Literature critic Jeannette King notes, however, the curious absence of the role of

gender in Beauvoirdés extensive analysis of a

7.8 dz#2ANI 02NNRgaA (GKAEA LIKNIF&S FTNRY CNBdIzZREI gK2 gNRGS 2

Y S% A RS lhatis tofkté hinh [§id] isseNBS LISGAGA2y € d . S dz@2ANJ 4dzZ33Sada GKI

YAYR 61 & 0S0OFdzaS 2F (GKS GaKNRAYylAy3d 2F KAa FdzidzNBé 6. S
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l'ittl e on womends specific exper iexpereeecesof ol d
Beauvoir suggests that it is men who suffer the most from growing old, as after retirement, men

are reduced to the situation that women find themselves in: that of becoming an object, denied
agency in society. What is significant about agesige suggests, is not just that Western

society refuses to acknowledge it other than a problem to be avoided, but crucially that it
changes our relation to time. Comparing the status of the aged to that of women, Beauvoir does
note that both occupy theast us of t he Ot her: Asince it is =
natural that the revelation of our age should come to us from oiitfideo m ot her s [ é]
tradition has | oaded the word with pejoratd.i
(Beauvoir 1972:288). She recalls an incident when she was travelling witHPaehiSartre;

one of Sartreds friends met them in a hotel
who was accompanied by fan old | &adyw ( Beauvo
Autterly taken abackod she was, never consi de
1972:289). She writes of the incident: Aan @
(Beauvoir 1972:289). Beauvoir had a keen sense of how culturevagesn more aggressively

than men.

In her earlier seminal worklThe Second SeBeauvoir mourned the tragedy of the
ageing woman. InThe Coming of Age s he | aments WAthe tragedy
1997:274). She suggests that both sexes are no longededgas human in old age. King
argues that it is not just th@he Second Séx about women, while the later work is about old
age in general, but it is noticeable how sur
i ssues o0 ( Ki ngyingtlierihcipted 9f ExistEntgtist philosophyThe Second
Sex, Beauvoir popularised the use of the ter

specifically locating the older woman as Other in patriarchal discourse. Humanity is
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A ma | demamdefines woman not in herself but as relative to him; she is not regarded as an
autonomous beingo (Beauvoir 1997:16). Famous
isthe Absolutd s he i s the Othero (Beauvderwomdn%9g: 16) .
King notes: Adoubly Other, both Other to man
binary within moder n We-8)iBeauvoir notdsghe Hifteeigentiation( Ki n g
of sexual issues between the sexes when she argnest A bi ol ogi cal |l y men
disadvantage: socially, it is the women who are worse off, because of their condition as erotic
objectsdo (Beauvoir 1972: 321). The argument
has been completely revedsdue to technological advances in medicine that have resulted in

medications such as Viagra, a sexual performance enhancing drug.

Beauvoir on Beckett and old age

Beauvoir addresses the trKpapposagadldampy Tap 8e

Dayss, she argues that the theme is fAthe crumbl
|l ife behind us; and Beckett deals with it cr
plays, growing old means fAsleimbierg ndyo vén tden twl
this wretched unhappiness €& as though é it h

she does not analyse the gendered aspect of

postwar noveMolloy, she examines ageing H it is not gendered by discourse:

the hero is already elderly at the beginning of the book, and he sinks lower and lower;
his other leg stiffens and he loses half his toes; at first, in spite of these difficulties, he
can still just get about on a lae. Then he can no longer manage it and he drags
himself along on crutches; in the end all he can do is to crawl. His chief occupation,
during this gradual dissolution, is the summoning up of his memories; but they crumble,
they are vague, amorphous, wity, and no doubt untrue. Life is only the recollection

that we have of it; and recollection is nothing. This nothing takes up a space in time;
time passes, although it goes nowhere; we are in perpetual movement, yet in this journey
that has no goal we rexim stationary. Looking at it in the light of old age we discover
this truth about life, which, fundamentally, is no more than old age hidden under so
much tinsel. In lonescu and Beckett old age does not appear as the further boundary of

26



the human state uib as inKing Lear, it is that state itself at last exposed. They are not
interested in the old men for themselves: they only make use of them to express their
concept of mankind. (Beauvoir 1972:213)

Beauvoir al so makes no otherinée rvelgtbus imadingMer| | oy 6 s

discussion to that of the male experience.

Beauvoir notes the particular role that
(Beauvoir 1972:212). Comparing ageing in bot

| on e &as Chaisesve see

an old couple imprisoned in their blovap, delirious memories of a past that they do
their best to bring back to life. They giv@arty to which nobody comes; they welcome
invisible guests, giving them chairs, moving about among them, bumping into them;
and all the time more and more chairs come on to the stage. It is the very reality that
their wandering minds call upthe brilliart soirees and fashionable gatheringshich

is shown to be absurd. And when in the end they jump out of the window they do so
because in losing all meaning their life makes it clear to them that it never had one.
(Beauvoir 1972:212)

Beauvoir argues tha Beckett 6s work displays a #dAsimil
degradation of its end. The old pairBmd Gamewvho, speaking from one dustbin to another
conjure up past happiness and | ove amount t ¢
(Beauvoir 1972:212). Paradoxically, then, the writefTbe Second Sgewhich is one of the

works can be credited with instilling secewdve feminism, was gendétind in her own

study of ageing.

Second wave feminists on their own experiences of ageing

Second wave feminists such as Kathleen Woodward, Germaine Greer and Lynne Segal, all now

in their sixties and seventies have begun t
political o to the experience aAccoadmegto@Greer, and d
At o be unwant ed i s-4)t lohebbeok brrtre enenopau@eeeChange:l 9 9 1 : 2
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Women, Ageing and the Menopa(®@91) she insists that women should celebrate ageing as

a time when they ar e Adexuaity and tesire €Gseerd99r om t h
Greer is disdainful of late middeged women who she brands ar
grotesqueso who aim to please and satisfy me
i's influenced by tythedauleotygub seigrstButiageingdsalso;dictatadr r e n
by diseases such as cancer, especially breast cancer in women (which now affects one in every
nine women in Ireland), desertion and isolation and poveotye fifth of those who live over

the age bsixty-five are in poverty, many them women, all also invisible and ageing. As women

bear children in a time when their mothers were ploughing through the menopause, the notion

of ageing is changing at a rapid pace. In Britain, ten million people arehmvage of sixty

five and soon centurions will be the norm.

S e g OUtdfsTimeg(2013) explores the ways in which ageing is gendered, especially
in the life of desire. She notes that in recent fiction, writers such as Philip Roth depict the
di st iallclti dipfrault | ineso of ageing and the na
to let them down; postViagra, erectile dysfunction disorder is the iliness this feeling has
spawned (83). Using abject language depicting the problems with sexuainzerée in older
men, Roth notes that the penis, the symbol o
it is almost defunct. Its presence is stildl
field somewhere, a meaningless piece of pig spurts and gushes intermittently, spitting
forth water to no end, until a day arrives when somebody remembers to give the valve the extra
turn that shuts the damn sluice downo (qtd.
foregrounded the phallua his work! Older men rarely mention the waning of desire. This is

significantly contrasted with the writing of some of the most popular feminist voices such as
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Greer who claims that #@Ato b-4)Segalwatesthatdinai s t o
sentiments appear in the work of feminist writers Gloria Steinem, Irma Kurtz, Jane Miller and
Virginia Ironside. Such apparent gender contrast strongly shows the need for age studies, or
ageing studies to consider what is meant by ageing sexualityletdorces of social rejection

may lead older women to feel safer disowning any signs of desire even though, being linked to

memory, certain aspects of desire are likely to be timeless.

To conclude my review of the field of Age Studies, | look to wihat sociologist
Stephen Katz has to say in answer to the per
his essay of the same name, Katz argues that in age studies the subjective dimension of the field
means that fAwe i ncl wde amudr svalives aibmo uwh atAswel c
we cannot see ourselves in our explanations, perhaps we should pause before proffering these
explanations to the professionéo (Katz 201
di mensions f®moont ot oigtyi ¢ @l agge studi esodo, whet't
social sciences or the humanities (Katz 2014:5). From the humanities point of view, age studies
|l ook to Abiographical, feminist, and narrat
wisdom and imaginative alternative resources and experiences in performative, artistic,
fictional, transsexual, poeti c, and futurist
now ripe for investigation (Katz 2014:4). My thesis looks to the egpeés of female ageing

in the performative and textual field of Bec

from which fAito catch up together, push ag
funding, establ i sh nethe sgmeavdyuttzat feminisrp pas r t u n
achieved in every form of thought constructed against it over the last century, critique

the practices by which current forms of knowledge and power about ageing have
assumed their authority as truth. (Katz 2014:5)
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In2002 Katz defined ageing as, on the one hand
the forces of nature, from the microscopic to the universal, create the conditions for
regenerationo, and on the other hantdralas ha
i magination for millenniado as it makes us co
(Katz 2014:5). He argues that this scope of issues is what identifies age studies. He argues that
the study of ageing belongs in university programmesicpéarly English departments, where

modules on other identity categories such as gender and sexuality race and class already
feature. My thesis aims to bring this identity category into the field of English and hopefully

Irish Studies.

ChapterOneexamens a sel ecti on of Beckettods early pr
Stewar't has termed fAthe delicate mattero of
years, as a gateway to investigating how matters of sex and reproduction profoundlyestruct

his work. It analyses these themes DreamBecket
of Fair to Middling Womer{1932), before moving to an analysis of the short stdvies2

Pricks Than Kickg1934) and then the pestar novelMolloy (1951). The central concern of

this chapter is what function does the overt misogyny serve in these texts? In answering this
guestion, the chapter considers the possibility of an alternative queer realliolpgf which

may go some way to contextualising the gaheconomy of misogyny and misanthropy in the

young Beckettds writing.

Chapter Two focuses on how sexuality and reproduction come together in the figure of the
mot her in the novel Mdloy.Bbth texts bestlrepresent the troubléds ) ar
obsession with the maternal figure and the recurring structural motif of the womb that is a
hall mark of Beckettdés writing in t-lhonsdgrouperi od

mat er nal figures i s a cent r dylandbmdphase wrbing,g u o u s
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with these mother figures emerging as simultaneously nurturing and stifling. 1 employ the
theories of Julia Kristeva, whose work can help to illuminate the tropes of maternity,
motherhood and uterine spaces that occupy both.tdkts image s of pregnancy and

mot herhood in Beckettdés work identifies an

read in Beckett Studies as existential anxiety.

Chapter Three develops the work of the first two chapters, which were concerned with
Beckettds response to the feminine in his pr
work to consider how the feminine and ageing are explored in his late drama. Much of the
abjection and horror in relation to the feminine becomes even moreiareptif i n Becket t &
femal e characters that popul ate his | ater s
i maginaryo of Age Studies, as the potent con
has received scant critical attention. Theptlabrings together established psychoanalytic
readings of Beckettds | ate dr ama, and by ad
resistant older women with sexual desires, a topic which largely remains a cultural taboo in
society. Much of Becketdé s | at e theatre is concerned with

attempting to account for themselves.

Chapter Four considers several strategic responses by Irish women directors, actors and
performance artists of rBeaftrmande.gsstlydiresamiaesi n | |
Irish theatre more generally, paying especial attention to the absence of female playwrights
from the Irish theatrical canon in order to
has emerged. As there havemetraordinary recent shifts in Irish theatre, the chapter begins
with a sustained analysis of the AWaking the
in direct response to the Abbey Theatrebds 19

by men with the exception of one work by a woman playwright. The #WTF movement has
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become a widespread umbrella collectively largely driven by the power of social media. This
chapter also explores the perfor maismeuclof age
study in Irish Studies, other than a recent study by Valerie Barnes LipsBenfitiming Age

in Modern Dram&2016), which includes the performance of age in the work of several Irish

male playwrights. The chapter ends with a considerationoflBe t t 6 s | egfasti es f C
century performance cultures by looking at how his work is beirighagined in Irish

performance art.
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Chapter One

Sex Matters in the Early Fiction of Samuel Beckett

Bodies dondét matter but hers went somethir
Boticelli thighs, knockknees, square ankles, wobbly, poppata, mammose,

slobberyblubbery, bubbubbubbub, the real butiasting Weib, ripe. (Samuel Beckett
More Pricks Than KicKs
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Perhaps after all she put me in her rectum. A matter of complete indifference to me, |
neednét tell you. But is it true |l ove, 1in
(Samuel Beckettlolloy)

Introduction

Inthisc hapter, | examine a selection of Samuel
fairly be described as challenging in relation to women. | will unpack what the critic Paul
Stewart has termed the fdel i catiehspaasttwesty 0 o f
years, as a gateway to investigating how matters of sex and reproduction profoundly structure
his work. The chapter begins with Breamlfett 6s
Fair to Middling Womern(1932, published in 1992), dmoves on to an analysis of the short
storiesMore Pricks Than Kick&l934). The final part is focused on an example of his\wast

fiction, Molloy ( 1 951 ) . I have chosen these texts to
gender and sexuality followasn approximate chronological order. The central question that
concerns this chapter is not whether Beckett may have been a misogynist or even a
misanthropist but rather, what does the misogimiyn his work? In answering this, the chapter

will ask what finction does such misogyny serve? How can it illuminate questions of gender

in his work? Are any of the female characters constructed so as to display resistance to such
characterization, and is there a possibility of an alternative queer readingtaxtfewvhich

may go some way to explaining the generalized economy of misogyny and misanthropy in
Beckettds oeuvre? I n asking these questions,
critical concerns i n Be c kaestheticssanditidat fecasing dm u t C
them opens up the field of semantic and performative possibilities to create space for feminist
and feminine sensibilities and embodiment that remain locked down when the misogyny in his

work is dismissed or excused as acidental byproduct of his time.
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Beckett stands as one of the key figures of Irish modernism, with far reaching influence
in a number of literary practices, and his influence cannot be underestimated. In the essay
AModerni sm and Ge wahaotes how dhidts in gender elatibres lware a key
factor in the emergence of Modernism, in the period from 48&D. She argues that male
moder ni st writers were preoccupied in their
(Dekoven 2011:174). Thisresue d i n a combination of fAmisogy
t hat many <critics see as <central, defining

2011:174). This thesis contends that this triumphal masculinism and misogyny was, however,

accompanied by itdsidi al ect i c al t wi n: a fascination a
empowered feminine that i tself forged many
innovationso (Dekoven 2011:174). This #fAdiale
workiT both his early prose and his | ater thea

2

structured by this mi sogyny and triumphal n

For as | ong as Beck e-nveétigatedhand undesestiymated,ddena i n s
will continue to functorms an unprobl ematic founding o6fath
a masculinist, androcentric and somatophobic canon and literary and theatrical field. Whilst the
disturbing misogyny in his work has been noted by several key critical readers, this aspect
remains a discomforting issue for his interpreters and readers. The invitation extended by this
crucial observation to read his work as systemically misogynistic has been, for the most part,
refused. Critics have found ways of acknowledging the misogyty,eering around it, so that
it does not have to become a c cSexaodAestheticsof t h
in Samuel Be dlet tfG g sWorckomprehensive study of

dealing with mieaadwny iicnt iBenc ketmadsns fna delic
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Critic Chris Ackerl ey, neither accuses nor
concludes that t he -Inaicseorgaytniyo niiass aist musc hf |saed ef
(Ackerley 02: 55) . He writes that Beckettds miso
prompted critics of the early prose to wish
(Ackerley 2002:55). Il n an anal ysiSst aorfl ianng 0e ar
excuses the Acaustic tone adopted towards wc
running from Juvenal to Burtono, and, I WO u
Jonathan Swift and the unapologetic misogynist Arthur Scffapesr, German philosopher

(Ackerley 2002:55%.0ne such early critic of Beckett, Rubin Rabinovitz expresses his unease
with the grotesque depictions of women i n E
per sonal view of h o w obtematicj dasdrigtns Bfevonken, tsuctbas mo s
those in his first novdbream of Fair to Middling WomeandMore Pricks Than Kickdn his
article AStereoscopic or Stereotypic: Char ac
made uncomfortablebypaseag | i ke t he description of the S
work [...] and it is probably for this reason that | find myself wishing Beckett had never written
these passages. For al | the mitigating cir
1992:115). These analyses, all made by male critics, represent a reluctance to interrogate the

obvious violence towards women in Beckett ds

8. 8018006 KIFIR &1 GSYLISNIYSYydrt | FFAYAGSE wirkHe tereai2z $a 06 88 2
intensively in 1933 (qtd. in Ackerley and Gontarski 2004: 549). John Fletcher argues that sex in Beckett and
{6ATFTGQaAa 62N)] VYdzad 060S O2yaARSNBR (GKNRdzZZK GKS fSya 27F |
YAaz3eye AaNBYRSR SERI RSSeATEQaT YR waK2gae || aAYAtIl N
{GS6 NI TnOd ThEWorldasMilDEnd Repa=eNalion KS g NA GSa (GKFG agKEG G
for is not his particular sins, but original sin, in otherword§ th3dzA f & 2F SEA &GSy O0S AdasSt ¥
HAMMYpPO® C2NJ { OK2LISYKI dzSNE &tdlives ahdatohiseqRedtly hdl 568 A& G KS | &
O2yOSY (NI GA2Yy 2F ft gAftAy3dIéE 6{0S6I NI wanmmYcO® ¢2 3l
procreation goes some way to account for the frequent episodes of misogyny found in both Schopenhauer and
. 8018GdQa SFENI& 62N] @
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issues of gender and sexuality that also pervades the cautidredttachis worK.1 not only

identify this evasion by male critics, but | also directly challenge it, therefore providing an
expanded reading of these unpalatable themes. Though fair, such misogyny directly illuminates
some of the central ways inwhichguei ons of gender and sexual it
Al t hough Stewartds view is that misogyny in
areas of enquiry into the themes of sex and reproduction in the work, he does not go far enough
ashet ends to excuse Beckett by arguing that $
unduly influenced the young and impressionable Beckett. My analysis, therefore, departs from
such evasive readings, particularly through suggesting the possibility of argadieng in the

postwar noveMolloyand t he novella AThe Cal mativeo. Si
including Stewart, have discussed gender and sexuality in Beckett, but their concerns have

continued to be regarded as marginal in Beckett criti¢is

The women ilMore Pricks Than Kickwith whom the protagonist Belacqua has
relations with are disparagingly referred to by the use of the definite article before their names
such as fAthe Fricao, it he Al baofdehanthnizing he Ve
them and turning them into archetypes. The p
this work as fAcaustico is the depiction of

inDraff O:

The wretched little wet rag of an upper Ipugnozzling up and back in what you might
nearly call a kind of a duck or a cobra sneer to the nostrils, was happily to some extent

® The annual Samuel Beckett Summer School, which has run at Trinity College Dublin since 2011, holds a round
table discussiy SOSNE &SI NX C2NJ GKS FTANRG GAYSZ AY HamTZI Al
KSFGSR RSolFGS GKS BSIFENJo0oST2NBE ¢6KSyYy (GKS a. SOy &l FyR t
Linda Berx @ WOnden in Beckett: Performanead Critical Perspectiveirbana: University of lllinois Press,
MpdnT al NB2YBERBY Qfl YdzSt . SO1SiGQa .tLaBamSMDE BaRes&NJ Y I Y
b26ft ST mMddboT {GSLKIYAS wlk @ST Q8 Saale GCNRPUAMBHKSNI G 2
Beckett Studiesvol. 10., no. 1, 2002, pp. 186p MmT t SGSNJ . 2 El f £ Q&4 S& & Pagrace. SO Sii i
Advances in Samuel Beckett Studigdited by Lois Oppenheim, BasingstdRalgrave Macmillan, 2004, pp.
110132 and JennifaNS T F SR S (i i Q &. BasingstekeziPalgyakelivBacmillan, 2009.
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amended by the wanton pout of its fellow and the forward jaws to riachrilliant
recovery. The skull of this strappingligvas shaped like a wedge. The ears of course
were shells, the eyes shafts of reseda [...] into an oreless mind. The hair was as black as
the pots that grew so thick and low athwart the temples that the brow was reduced to a
fanlight [...] But what matteabout bodies? (Becke2010a:168)

Just a page earlier i n ADraff o, the narrato
something like this: big enormous breasts, big breech, Botticelli thighs, kmneds, square

ankles, wobbly, poppata, marse, slobberplubbery, bubbubbubbub, the real buttonbusting

Wei b, ripeo (-B)eThi&gatuitousty@atnal adesctifian of the

Smeraldina as a fAducko or a fAcobraod is a co
Night o, thee#&rtoaaisandwmwpahorseo in heat. He
foam gathers at the bitter commissureso (Bec
whose -fiuppwerithed back in a snarl to inhe unt
ruto (Beckett 2010a:55). The misogyny in t
comical; it is so emphatic, so luxurious that it suggests it could be a conceit or a device of some

sort, and as such it invites us to consider how it operates Bec ket t 6 s wor k.

Gender Politics

The question of gender politics and the value assigned to the feminine remained at the margins

of Beckett studies until the early 1990s. However, in 1990 and 1993, two major studies were
published by women which aiméal address the problem of gender in Beckett. The first was a
collection of essays and interviewdpmen in Beckett: Performance and Critical

Perspective1990) edited by Linda BeBvi., and the secondVo men i n Samuel B
Prose and Dram#1993), wa a monograph by Mary Bryden, which has become one of the
most influential studies of the representati

framework, Bryden argued that there was a breakdown of phallocentric gender duality in the
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late plays ad concluded that Beckett employed a writing style that exists beyond the familiar
boundaries of gender and social organization. Her close attention to the representation of the
feminine in the authorés work wuncanylmnargd a m
model of sexual difference. According to Bryden, the evocation of this sensibility can be traced

chronologically in the devel opment of Becket

Bryden argued that Beckettodés early work ¢
from his first novel Dream of Fair to Middling Wome(Bryden 1993:1). In charting the
(hetero)sexual antagonism in his early work, providing ample evidence of his sarcastic portraits
of ambivalent sons, foul mothers and posnopausal lovers, she argued thate¢heas a
progressive tendency Afrom rigid gender pol a
(Bryden 1993:1). She noted that the evolutio
often deeply misogyni st iocv ecdo nfisttorwacrtd so nmuocfh Wi
often contingent or indeterminate gender <con
the women of the early fiction as fAspace i n:
predators who pursue and are residigdhe male subject, whose sole aim is the quest for

solitude and the life of the mind (Bryden 1993:15). The earlyopoeipation with the mind in

Beckettds work is, according to Anna McMull
OWor k i n Pkreotgtr epsrscdbn oBuencc ed t hat A[ t] he | angua
the polite contortionsof 20c ent ury printerés ink. They are
germi nati on, mat urati on, putr ef aPerformingo (gt
Emba i ment in Samuel MBMoukeétam®s Rreygmastudy of k
Beckettds wor k, she argues that s Dreamtoa r I ma

articulate the activity of the mind. McMullan quotes fr@reamto demonstrate this:

The ecstatic mind, the mind achieving creation, take ours for example [as it] rises to the
shaftheads of its statement, its recondite relations of emergal, from a labour and a
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weariness of deep castirdggthat brook no scheme. The mind suddenly entomibed, t
active in an anger and a rhapsody of energy, in a scurrying and plunging towards exitus.
(McMullan 2010:16)

| argue that this description of the male is in stark contrast to the female, who is portrayed as a
mere physical bulk: the Smeralditama,t he f i rst of Bel acquads th
described as having a body that is fAall wr
knockknees, ankles all fat nodules, wobbly, mammaose, slottibénpery, bubbutbubub, a

real buttorb u r s t i n(Beck&tel99B:163° The male, on the other hand, whose mind is
Asuddenly entombedo, becomes a creative MfAwo
l'iving, living thoughto (Beckett 1993:45). T
spiritual life without being lured by female sexual desire is a blissful sfabsolute peace.

He describes the mind as:

Dim and hushed like a sigloom, like a chapelle ardente, thronged with shades; the mind
at last its own asylum, disinterested, indifferent, its miserable erethisms and
discriminations and futile sallies suppsed; the mind suddenly reprieved, ceasing to be
an annex of the restless body, the glare of understanding switched off. The lids of the
hard aching mind close, there is suddenly gloom in the mind; not sleep, not yet, nor
dream, with its sweats and terrobsit a waking ultracerebral obscurity, thronged with

grey angels; there is nothing of him left but the umbra of grave and tomb where it is
fitting that the spirits of his dead and his unborn should come abroad. (Beckett 1993: 44)

Comparing the mind tthe transitional state of limbo, Belacqua aspires to mentally reside in
this Alimbo purged of desireo, where he can

love for a woman (Beckett 1993:44).

10 Note that this description is practically word for word the description | quoted earlier of the Smeraldina in
More Prickslt has been well established that Beckett was unsatsfigh Dream which remained
dzy LJdzo f AAKSR Ay .SO1S6GlQa ftAFSGAYSSE NBFSNNRy3I (G2 AG |3
and unpublished draft dfore Prickgqgtd. in King 2005:133).
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When the privileged position of the lofty male is carga with the earlier caustic
descriptions of the female characters, it is very clear that at this phase of the development of
Beckettbds art, women are associated mostly e
here is depicted as so emphaticalgluing the pursuits of the mind over the body, Bryden
notes that Athe mind/ body dualism has alread
role to Womano; the body that has to be expe
The male experiece of interiority is repeatedly figured, as McMullan notes, as a process of
Abodily expulsiond (McMullan 2010:16). Thr ol
novel as fAdehiscenceodo, where the mallewsbody i
the male mind to traverse the boundaries of the text and the body, to break down structures of

|l anguage to discover that which might Al urk

Beckettdos difficulty with thessionssesétaut nes s

in his famous | etter to Axel Kaun, his fAGernn

Let us hope the time will come, thank God that in certain circles it has already come,
when language is most efficiently used where it is being most efficiently misused. As
we cannot eliminate language all at once, we should at least leave nothing undone that
might contribute to its falling into disrepute. To bore one hole after another in it, until
what lurks behind it be it something or nothing begins to seep through;cannot
imagine a higher goal for a writer today.

(Beckett 1983:17-R)

A

Beckettds mission to tear apart the surface
described by McMullanaa fAmat r i xi al ejaculationo in orde
(McMullan 2010:16). Through this male ejaculation or dehiscence, Beckett aspired to tear apart

the surface of Al anguage, body and worl do as

U5 SKAA0SYyOS Aa RSTAY S Rcasedf aBadily svduindi assbdiatedwit? 4 a3pya@ of 2hdld Ay G K
uterus, following a caesarean section (https://medidationary.thefreedictionary.com/dehiscence).
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16). One example of this experience of interiority is displayddreamwhen, leading up to

the breakup of Belacqua and the SmeraldiRaa relationship, the latter wishes to celebrate

New Year ds Eve at a party i rfphilosopiical disgdssione owur

and solitude. Towards the end of the novel,
but plans his escape, we see the second men
creative space: nAfrtpmlonginghnia visit. MHehadpaid hismespedsx c u s e

Perhaps even he had got copy for his wombtomn
AfBeckettpedau:| eAunodel a du fetishisme matrichi
a Amaombx rar eirte cfui gur e among male artists fo
(gtd. in McMullan 2010:17). Beckettdos mal e c

as we shall see, gets its first mentiomieam of Fair to Middling Women

Althoughtherd s a cl ear Cartesian dualism evi del
warns against presuming an unguestioned continuous Cartesian binary in reading Beckett.
Arguing that his work evolved from a rigid gender polarity to sexual indeterminacy, she begins
by placing Beckettdés early fiction within a
structure by stating that, fiwhere [Beckettds
the mind and the body as two separate and impermeable compartment) Wondoubtedly
pl aced on the side of physical mattero (Br
AWhoroscope Notebooko, whi chMurpghy(1938),tellmghe par t

reveals the fnApersi st ent nga attengptny to eafire women agu ot a |

di screte entities, wusually in wry, irreveren
argues that the fascinating notebook, whi ct
document has been viewed by someasma nal i a t o Beckettds publ

more closely at the seam of misogyny that runs through, it reveals insights into the work that
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have escaped critical attention to d&t®&ryden notes that the overall tone of the remarks
compl emextbet @art demi sogyny which is a recurrtr
voice (Bryden 1993:16). Towards the beginning of the notebook, Bryden finds lists of binary

hi erar chi e sv.fanale darkaess lightnmpedectionv.per f ectderono ( Br y
1993:17) . In line with my <critical framewor
Bryden herself argues that it is not convincing enough to attribute personal misogyny directly

to Beckett in |Iight of sevemalosmotped® whitel ol
al so argues that the significance of such n
dualistic gender hierarchy which the early fiction enshrines so frequently as implicit
assumptiono (Bryden 199 3 ted that.the notBboaks contaimo u g h
guotations defining women in Awry, irreveren
accuse Beckett of misogyny fAon the sole basi
(Bryden 1993:17). So, while Bryden tdwes on these issues, she still upholds the polite silence

that reigned in early Beckett criticism, which is now finally, but slowly, being addressed.

Convincing as Brydends argument of binar.y
i ssue wi tchonBrlywudsaméns on gender in Beckettds
understands phallogocentri§has a choice, Diamond views it as fundamental to identity and
di scour se. I n AFeminist readings of Becketto
out that it is a fundamental tenet of discourse itself, and not something we can either embrace

or discard. Bryden argues that, in the later work:

the (male and female) beings who populate the work of this period are recognisably,
persistently, searchingly huan, but their quest is too elusive, too uncertain of outcome

R¢KS G2K2NRaO2LIS b23S06221¢ Aa KStR Fd GKS .SO1SaGid ! N
Copyright the Beckett literary estate. It is available to researchers on request.
B The term, a tonguén-cheek portmanteau was coined by Jacques Derrdanbining logocentrism with the
GLIKIFtfdzae 2F [FOFIYyAly LJaeOKz2lylfteaira G2 RSaONROGS (KS
subjects; it isiot a choice, then, but a reality (my emphasis).
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to permit them to glory in any fullness of gendered being. This factor alone ensures the
absence not only of phallocentrism but also of its female (gynocentric) equivalent.
(Bryden 1993:193)

Countering this, Diamond makes the valid point that phallogocentrism (a phrase coined by
Jacques Derrida combining |l ogocentrism wit!
not a choice but a linguistic reality in discourse in which all humans heeabjects and that

there is no gynocentric equivalent, other than in the obscure writing of philosophers and
psychanalysts such as Luce I rigaray. Di amond
for the impossibilityDiafmohdl I200dma&l9¢ . sulljre d
notion of parle-femmehave notoriously reduced this con
Di amond argues that it focuses éoanciafioti,loe mor e
what Diamond r efnerosf ttoh ea ss pfietankee rp oisni tdiioscour s
notes that early ~critics of Beckett emphas
humani sm of textsod, but she also notes that
are gendered ([@mond 2004:45¥} Importantly, for my argument here, Diamond argues that
reading Beckett through a feminist l ens Af
representationso (Diamond 2004: 46) . Signi fi
usualy marginalised or excluded effects of the maternal in language, when she also suggests

t hat while Beckett writes in the linguistic

does so Anot by excluding tohteh edriof f(iDciual Mo nedf f2e

¥ SNJ S&d&l & AaCSYAYA&ABELS WRSIRIPSNE A 20 RFG Gk SA 2 NRAA Y| €

YR CNBYOK CSYAYyAAaYéS & LI NI 2 FviinBmeSiRBetkBtR O2f t SOG A 2

Performance and Critical Perspectiie4990, the only other sustained analysis of gerdlef . SO1 SG i Qa 2 Sd
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Ot her central explorations of misogyny in
body. Il n hi s s tSamugl Beckétbaadthe Prosth&tia Bapbesisams way to
tackling the ofterevaded question of misogynyi Beckett 6s early fictioc
title suggests is concerned with the prost hi
has the inorganic other or the outside withi
interactions betwen the body and material objects (including machines and technological
devices), inside and outside, self and other, and for the concomitant problematisation and
blurring of these distinctionso (Tajiismi 2007
in Dream of Fair to Middling Women He develops the idea of th
Beckettds novel, which is closely |inked to
a mechanization of mal e s e x uamlthattalgo apprarske c k e t
AAssumpti ono, a short story that Beckett wr
mechanism of the fAmasturbatingo male body i :
consi der s Wattlomwardsitfiercean opposi on bet ween the thre
physicality and the allure of the womb coupled with mechanical imagery is no longer the key
motifo (Tajiri 34) . He argues that the #fAsi
introvert misogynist recedes fromtheor egr oundo ( Taj i ri 2007:34) .
when he concurs with her argument that there is a significant difference between gender
representations in the early fiction and the later radio, drama and fiction. While most critics
would agree thathe change occurs in the first radio pkly That Fall (1957) where Beckett
puts his first female protagonist firmly at the heart of the work, | would therefore disagree with
Tajiri that Wattb nwacds 6, fdsomt wasowfi®94en ae
Molloy (1951). There is, then, a twentyear span in which to consider misogyny in the fiction
T from Dream of Fair to Middling Womef1932) toMolloy (1951), a fact which has, not until

this study, never been pointed out by a single criticomi sogyny i n Beckett 0s
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|l nteresti ngl y The Urmamablélod3 pravidea alhielpfy teropfate for
reading misogyny when he argues that gender is complicated in the novel as it is governed by
Auncontroll abl e ftédanwsstern cultuverwithathat of thedesnale Taijiria
draws on the work of philosopher Elizabeth Grosz, wh¥alatile Bodies: Toward a
Corporeal Feminismsar gues t hat Awomends corporeality i
(Grosz 1994:203). For Grosz,a body that i s permeabl e, that
itself wup rather than seals itself off [é] w
mor phol ogyo (Grosz 1994: 20 Ihe.Unnanfaldeas a fo@llyi r i ,
per meabl e male body, ruled by fAuncontroll abl
novel. According to Tajiri, negative prosthetics in the trilogy refer to the sticks or crutches used
by the male protagonists, whereas positive prosthetics referydds, which have a kind of
natural fit to the body, being designed with the motility of the body in mind. Considering his
study concerns the prosthetic body, Tajirio:
ABeckett 1 nher.it sletefy datached)@ser/iagr attitade towarddhe bogly,
the deficient machined; this argument appear
(Tajiri 2007:43). However, he proceeds with an interesting debate around the confusion of
organsandbodilp r i fi ces i n Beckettds work, where | a
semen and excrement are routinely confl atec
abjection, which he suggests is a useful tool for considering the ambivalence of the womb in
Beckettb6bs work, he does not put her theories
to his debates around bodily orifices. Tajiri notes the movement of one organ into another in
The Unnamable when the narr at orparsartifictaleasus ibtheshollowi T h ey
of my hand [é] 06; AA head has grown Textstor of hi
Nothing(l 196 7), where words are described as fwor
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and t he anus: enibdhihde all the rasti hat gorse or, the Head and its anus the
mouth, or else it has gone on alone, all alone on its old prowls, slobbering its shit and lapping
it back off the |ips Iike in the -@.algbis when

description, speech, the primary function of the mouth, is equated with defecatiot Iin

which is analysed in Chapter Three, there 1i:¢
words and fAwordshito, when sehet ade&ltaglels é& htatl
out stop the first she saw €é nearest | avator

stuff éo0 (BePhkgaitn20@8&le38R2)tics dbtl@guekett 6
t hat Mout hds out po uchiargge isarceeriegower ot Moeth asdabia whi
by Mouth as anus, thereby closing down any discussion of ageing female sexuality which is

present in the late dram&Mo u't h , as representative of AWom

subjectof arecentstuayn t he et hics of Alterity i n Becke

Female Alterities: The Ethics of Gender

When considering how gender essentialism works differently in the early and late work, | look

at how the ethics of gender operates in Beckett. In Beckett critittiene, is just one study that
considers the et hics oBeckagtelitetature, andnthe Ethicsloke t t 0 s
Alterity (2006), Shane Weller argues that Alterity is repeatedly figured as the feminine, who is
inferior to the male protagonist; howee r , Wel | er argues that the n
the female is ambiguous. In the noMairphy, the eponymous protagonist both loves and hates
Celia Kelly. However, the early Beckettds wr

AlthoughTheodor Ador no 6 sHolocaukt lthougim dias beem consideslble,

5InFrescoesofthg { dzf £ = WIFYSa Yy2éftazy YR W2Ky tAffAy3d &adza3as:
gKSy G(GKS& | NBdS (KIG aGKS gAtR &GNBIY 2F ¢g2NRa A& SEL
(200).
bSeeJame¥y 2 6f a2y |y FEregek of the Skill:fThey &e® Arose and Drama of Samuel Beckett
London: Calder, 1979.
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Weller writes that it is Emmanuel Levinas who has proven to be the most influential thinker on
Alterity, and of the relation between literature and ethics inHo&tcaust Européis famous

work, Time and the Othgi1948) was originally delivered as a series of lectures in

Paris at the College Philosophique in 1946/47, where Levinas was attempting to think about an
Alteritybeyond the principle of identity, which |
in Weller 2006:4). According to Weller, the central argumenTiaie and the Other s A i n
thinking time not as a degradation of eternity, but as the relationstiattahich i of itself
unassimilable, absolutely othealdsolument autijei would not allow itself to be assimilated

by experience; or to that whiéhof itself infinitei would not allow itselftobecomr e hend e d 0
(Weller 2006:4). As Weller argues, itasly when the other is consideredadsolutely other

that an ethics as a first philosophy can respond to the history of philosophy, which is conceived

as Athat project to achieve a totality or 061
Hegel B ] , the absolute mastery of thought as Kk
Levinas, the history of philosophy is the h
thoughts on Alterity as the feminine have recently been challenged by an emerging

psychoanalytic theorist, Bracha L. Ettinger, which will be discussed later in this chapter.

Ot her t han deat h, t he t wo f or ms of absol

feminine and the son, with the corresponding ethical relations of the erdtibepaternal.

Levinas argues that if Alterity begins with
2006: 8) . The feminine occupies an fiexcepti ol
merely the unknowable, but a mode of being thaticds s i n sl i pping away
(Levinas 1987:8¢ ) . Levinas writes: il think the abs:s

contrariety is in no way affected by the relationship that can be established between it and its

correlative, the contrariethat permits its terms to remain absolutely other, iS¢h@nin®
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(Levinas 1987:85). Levinas had reached a limit in his thinking on the feminine; in his last
writings he refused to speak of the feminine in any capacity, until he agreed to discuss it with
Ettinger. In Levinaso formulation, sexual di
as multiple, against the unity of being proc
see Levinas attempting to challenge an entire philosophicatioradvhich is ruled by the

principle of identity in his assignation of absolute priority to sexual difference, which precedes

and makes possible all other differences. The feminine as a mode of being which constantly
slips away is unmasterable, mysteriausnd fAdef i ned by modestyo (I
Levinas, the feminine is not an existent; it represents an event of Alterity and the relation is not
visual but tactile: as Weller notes, it takes the form of a caress. This caress is, as Weller

e x pl attateuchjin that it is a seeking governed by unknowing and directed openly not
towards contact but towards that which remai

(Weller 2006:8). The caress does not know what it seeks and this not knewssgntial for

Levinas. |t i s, for Levinas, a fnNngame witho
inaccessible, and always still to comeo ( Wel
Other is never responsible for itself but,as Welletps it Aresponsi bil ity i
for the feminineo (Weller 2006: 8) . As we s

reconsidered his own unfinished attempts to theorise responsibility for the feminine.

Simone de Beauvoir was thesti to observe that this argument appears to be determined
by Levinas6 unanalysed inheritance ofY an en
(Beauvoir 1997:16). As Beauvoir notes fdwhe
implies that she imystery for man. Thus, his description, which is intended to be objective, is

in fact an assertion of masculine privilegec

V. S} dz@2ANI OKFEt8y38a [SOAYIHAQ (K2dza&KS RB¥ 4K§ hAKABKKS
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risks of identifying the feminine as a pure form of Alterity may simply reprodbuee t
phallocentrism it is supposed to challenge. The Second Segghe argues that even asking
Awhat is a womano is problematic as a man wo
sex as he represents fAbot measworean pmesents onlythe a n d
negative, defined by | imiting criteria, with
Beauvoir, the subject had remained mascul ine
organising themselves into a unit winican stand face to face with the correlative unit. They
(women) have no past, no history, no religion of their own; and they have no such solidarity of
work and interest as that of the proletaria
existed in r&ation to men, never to other women. Women have been disempowered in history

and culture which distinguishes them from other historical figures of Alterity such as Blacks,

Jews and Homosexuals. For Beauvoir, then, for the oppression of women to endushey m
occupy the subject position of men. However, this solution is highly problematic as this is
simply reproducing the mechanism of oppression of which women have been the victims.
Beauvoir is aware of this and argues not for a new subfgett relatiorfor women but on an
intersubjective exchange where the subject, be it masculine or feminine, enters into a relation
with an unfixed Alterity, where that subjec
astutely observes, mafnot lmiss ac onnecgeapttiivoen Aolft efi
phall ocentric thought, it is ironic that Lev
as a method of breaking with this tradition in fact only further serves to confirm his attachment

to it through he very gesture that marks his detachment from it. Far from breaking with
phall ogocentri sm, t hen, Levinas®é t hought
postHolocaust philosophy. Alterity is no longer that of the feminine but is located in the
freedom & a subject that may be either masculine or feminine. In philosophical thought, man

is the
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Subject, t he Absol ut e, whil e woman is the
repositioned as an intersubjective exchange, in a relation of unfixedtylsrbjects could

consider t hemsel ves to be the otherodés ot her

the feminine. InThe Second Seghe outlines her theories on the ethics of Alterity.

In her outline of existential ethics, Beauvoir posits a particular kind of transcendence
and thus a negative Alterity, grounded in the freedom of an emerging subject which may be

either masculine or feminine, but is neither one nor the other:

There is nojustification for present existence other than its expansion into an
indefinitely open future. Every time transcendence falls back into immanence,
stagnati on, there 1 s a eheopr thellautish dfe of o f e X
subjection to givenanditionsi and of liberty into constraint and contingence. This
downfall represents a moral fault if the subject consents to it; if it is inflicted upon him,
it spells frustration and oppression. In both cases it is an absolute evil. Every individual
conceerned to justify his existence feels that his existence involves an undefined need to
transcend himself, to engage in freely chosen projects. (Beauvoir 1997:28
Alterity for Beauvoir is, then, no longer fixed as the feminine, but still appears abtdudtite
evil which is the | imitation of this emergin
be no ethics without experiencing absolute Alterity, which takes the form of the feminine in its
pure form. For Beauvoir, Alterity as a limitatonab s ol ut e evi | , as she
alterification as the history of the unethical. In more recent psychoanalytic theory, Bracha
Ettinger, artist, practising psychoanalyst and feminist theorist, has produced a major theoretical

intervention which is aambination of her clinical practice, and her art work. Her theories of

the Matrixial Borderspac®ai ms t o add to Freud and Lacanbd

18 Ettinger challenges thposition taken by Lacan that the womb can only appear in culture as unthinkable,

based on the belief that whatever is thinkable must pass through the castration mechanism. For Lacan, the

womb is abject and must be rejected, with violent consequence€. 5n2NJ ONR G A lj dzS 2F hdd2 wl y
MaleHero model, whose status is elevated precisely for forgetting his begetter, Ettinger argues that the hero
LISNF2N¥a (GKS NHzaS GKFG KS Ay@SyiSR KAYAStF 2NJ 3 @S 0 A
fal KSNJ KI @S ONHzOAIf NRBfSa Ay GKS YeiliKX gKSNBFra GKS Nt
attractive object of fathesonrNA @1 t NBE 2NJ I ydzZNAAYy 3 2062S0OGY SAGKSNI I O2
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phallic subject. Ettingerdés theories, which
include her published conversations with Le\
theories are recent and grodmicaking, my inclusion of her thoughts on ethics has not been

part of any study or conversation on gender in Beckett StudiesstoAdah secondeneration

Holocaust survivor and as a practising psychoanalyst, Ettinger has, according to art historian
Griselda Poll ock, come Aperhaps <closer than
future capable of reconstructing a basis it hi c al exi stenceo (Pol
reconstruction, which is based on her theoriemaitrixial transsubjectivitymetramorphosis

and borderlinking betweenpartial-subjects | and ncih, have both ethical and political
implications, thus linking hework with that of Levinas. She disrupts his theory with her

emphasis on the feminine e sexual difference, as distinct from the difference between the

sexes. This possibility of originary feminirt
andshe has <challenged Levinas on this preci s
Difference?o0, Poll ock notes that Lacan, i n

unfinished attempts to theorize s &20069). di ff
Levinas, on the other hand, refused to speak of the feminine in his final writings. Ettinger reads

this not as foreclosure of the feminine; rather it is due to the fact that the feminine is at the very
centre of the ethical subject, which is theest of futurity, itself a question of death. Ettinger,

in a published conversation with Levinas remarks:

You have articulated the feminine with notions that inaugurate the ethical space itself,
which makes it possi bl e.n rdatcn todhss, Iwdedhe over
possibility of conceiving of a particular relation as feminine. | interpret even the relation

But between copulating and nursingiitS SYa GKSNBE Aa || @2AR¢ 690GAY3IASNI Hnnc

framework, Ettinger proposes that the inauguration of the birth of the new subject who does not acknowledge

his/her begetterpast (re)produces trauma that is effectively feminised. Tdrgdtten begetter, the

birthgivingY 2 i KSNJ A a4 ¢6K2Y 9QUG0OAY3ISNI OFffa aiKS | NOKIFAO YkhiK

In order for the hero to give birth to himself and establish a male filiation, the mother must disappear in the

formulation, i KS & ébecymingy 2 G KSNJ FAIdzNEe¢ 09GUGAYIASNI HANCYMTHO D !
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of filiation as femininema t r i xi al ; the father/ son rel at.i
in Pollock 2006:8)

model is founded on the necessity of the exclusion and total erasure of the kNI K 4 OSy S 90 G Ay 3 S|
AYOGSNBSyGA2y | LILISFNR ofl alKSY2dza Ay GSN¥a 2F (GKS OdzNM

pKIFyilae Aa y244 olFaSR 2y aSLINIGAZ2Y 2NJ NB2SOGA2Y YR

LKEydFae odzi Ydzid 068 O2y&aARSNBR &4 O028EAadAy3d SAGK Al

Levinas finally agrees to speak of the feminine with Ettinger:

EL: Woman is the category of the future, the ecstasy of the future. It is that human
possibility which consists in saying that the life of another human being is more important
than my own, that the death of the other is more important than my own detthetha
Other comes before me, that the Other counts before | do, that the values of the Other are
imposed before mine. In the future, there is what might happen to me. And then there is
also my own death.

BE: Then is the deepest of the feminine the ultenaesponsibility? Or the ultimate
measure of the ethical relation?

EL: This is thek 6 d u(i® Hebrew). And in the feminine there is the possibility of
conceiving of aworld without me a world which has a meaning without me. But we
would not be able tdevelop this idea in so few worlds. Many intellectual precautions
are needed. There is too great a risk of misunderstanding. One might think that | am
saying that a woman is here to disappear, or that there will be no woman in the future.
(qtd. in Pollock2006:89)

Here Levinas is pointing out the great dangers associated with any radical reconstruction of the
feminine outside the phal |l i matriria tdaesbupjecliviyt al on
which could be misinterpreted as that which aueg the feminine to its negative situation.

Levinas, although much criticized by feminists, can be considered as a thinker who cautiously
all ows for a philosophical reading of the f e
House of KathkopoGlidasethis aspect of Levinas:¢
that to understand Beauvoiroés criticism of I
based on the relationship between the subject and the other in its most derogatdidatarm
2001:146)In her critique, Beauvoir reads this as a masculine privilege where he, Lgumas

male, takes up the position of subject, while the mysterious feminine takes up the position of
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object. Katz points to a note written by Richard Cohenstlara t or  oTime ane the na s 6
Other, wherein he challenges Beauvoir and defends Levinas by suggesting that Beauvoir
mi sunderstands Levinas by simplifying the re

Levinas reminds usethhasfiporokbLeviynaserthhbheos
However, although both views represent an extreme position, Beauvoir is justified in raising

this issue with Levinas. Ettinger, in her conversation with Levinas, gains some insight into his
(late) thoughd on the construction of the feminine; in his earlier writings, he reached a limit in
his thoughts, and that | imit was specifical/l

guestions of trauma and the feminine, it unexpectedly links her theotiethose of Levinas

and Lacan. Levinas6 response to Ettingerodos c
as feminined shows his willingness in recons
2006:9).

In an earlier consideration dfevi nas® thoughts on the pa
Beauvoir, in her anticipation of one of the founding principles of postmodern theorizations of
the feminine and gender studies generally, f
one becomesrebmgdoexposing the categories of 0
constructions (Beauvoir 1997:295). Taking L
been thought of as passive and reduced to matter, many recent theorists of the feminine have
attempted not simply to reverse this hierarchical binarism but to displace it through a
reinscription of the feminine as that which precedes and exceeds such binarity. Such acts of
reinscription are evident in the radical thinking of Cixous, Irigaray amstd<a, whose idea of
the feminine, and particularly the maternal feminine, respond not just to a philosophical but

also to a psychoanalytic and a literary tradition. Cixous, Irigaray and Kristeva, who draw on

the psychoanalytic theories of Lacan and Brall privilege feminine Alterity in their work
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arguing that Alterity is a value in the struggle against what they consider the nihilism of

phallogocentrism.

At this stage, it is useful to examine the roots of the phallogocentrism that is challenged
in this chapter in more detail. In his psychoanalytic theory, Lacan dramatically remodelled
Freuddos centr al concept s, transforming 1 deni
and psychoanalytic theory into the study of language. In other wordexbhal determinations
of ldentity in Freudds theory of psychoanal
Lacanbs theory, where | anguage, which he nam

Father and the Phallus the transcendental sigtiffeugh which all meaning is produced. The

apparent phallocentrism of MNewadnirodicsorytcectmwese pt i o
on Psychoanalysis 1 933), when he argued that womenos
Amore difficult naenndd sc odnupel itcoa ttended gtihran chi | d |

erotogenic zone and herobjgdb ot h of whi ch a boy-19.et ai nso (F

Freud proceeded to make a series of generalisations about the nature and history of
women, which, accordingtoWelleaws fAsi mply reiterating within
Schopenhauerés observation in his notorious]l
2006:141) . Freuddés theory of penis envy, fir
Theory ofex@Hbialichreedndhow a girl child develops
(the vagina replaces the clitoris as her erotic zone and the father replaces the mother as her
love-object). The boy has a completely different experience of the castration corspdex a
result of his awareness (upon viewing the female genitals) that the girl does not possess a penis
which he therefore recognises as a lack in the athkat which is not male; the girl child,
then, also recognises that lack in herself: she is nadtédmed by castration as she already is

castrated and is therefore dismissed as negative in relation to the male child who is possessor
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of the penis and ultimately of the phallus. While he remains dedicated to the inconceivability

of Freudos hceo ncrecpatn socni ooufs ,t Lacan turns to Fe
linguistics to reconceptualise the unconscious as part of an unending chain of unconscious
meanings which are dri ven b ycondeptsalisatien of tilee s pi t

proceses Freud describes, the conception of the female as a negative Alterity remains firmly

in place in his revised theory. Lacan cl ai ms
a capital W indicating the uni veimnbeadssencd@ her ed
[..]sheisnowhol e0 (gtd. in Weller 2006:142). Even

this essentialising conception of the female as negative Alterity might be proposed as a site of
resistance, the work of Kristeva has reconcethedieminine as precisely one of resistance to

the phallic organisation of sexuality, and her work on the maternal feminine remains a notion

with a critical edge. This will be central to my argument in Chapter Two in my analysis of
motherhood as atropeihec ket t 6 s pr ose. AWomano in Becke
conceived as a negative Alterity, a threatening Other who is objectified by a male
consciousness. In tracing themes of gender and sexuality in this chapter, which follows a
chronologicalo der | argue that this objectificatior

first novel,Dream of Fair to Middling Womeaind the short stories dore Pricks Than Kicks

ACl ods, Whores, and Bi t c IDeancofFailthMiddingpace | nv

Womenand More Pricks Than Kicks

Beckett 6s DréamrofsFair tanMiddlandg \Womerposthumously published in 1992,

draws on much autobiographical material. According to his biographers, it hinges on a double
geography of Germany and Ireland, with gosecenes in Paris, overlaid with an Italiante slant

as in the naming of the central character as Belacqua and other Dantean references. The novel
served as the inspiration for some of the storiddane Pricks Than Kickswhere Belacqua
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continues as theam protagonist in his seemingly paradoxical comical pursuit of and yet flight

from the female. Writtem 1932,Dreamwas Beckett 6s first major a
essay on Marcel Proustin1950ds a young man with fioomakegqg, t
(Beckettds own di smissal of his early wor ks’
poetry with original resultso (qtd. I n Acker
Joyce in his early writilmgueofagading for,thelsakeof opi e
writing, copying phrases and ticking them off in notebooks to show how he had woven them

into his work; he admitted &reamt hat fof course it stinks of
2006:287¥°Bec ket t 0 s witwvas catitat, describihe it to his biographer Deirdre

Bair as @i mmat ur ¢he eéhestintoiwmiohd threvih mydwildahowghtsi( Ba i r
1978:146) . According to MaWwokdahdLxedvarld: i n t he
B e ¢ k Preamdfd-a to MiddlingWomen t he novel fidramati zes Be:
the pressures of reality, from academia, love lost and psychological tensions, and pits the world

of cultural exchange against one firmly embedded within a social, commercial and domesti
sphereo (Nixon 2009:98). The writing of the
more recent present and specifically of Bec
Beckett was reluctant to have the novel published in his lifetimeappears to draw heavily

from his early unhappy life experiences.

YLy meponz .SO1S0d s6+ra 2FFSNBR (GKS 2LIRNIdzyiade 2F 6NRG
Kl R NXBI R LaReBhdrdtdiceiover that surmer, and in a letter to Thomas MacGreevy, he wrote that
KS t221SR FT2NBINR (G2 dalLlzZ tAy3d GKS oFlftfta 2FF (GKS ONXRGA
Gontarski 2006:460). The essay was submitted to Chatto and Windus-thepidmber 1930 andppeared in
Dolphin Books in March 1931. The essay is publishBdounst and the Three Dialogues with Georges Duthuit
(1987), edited by John Calder. ltis in this essay that Beckett claims, in true Proustian tragedy that original sin is
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It should be noted that this autobiographical layer in the novel would remain

i ndeci pherable to todayods reader were it not

GUKS aAy 2F KI@GAy3 0SSy o02Ny¢ o6. S$O1 S @world mshilmand c 1 0 ® S
Representatol ¢ K2 @gNAGSNAB GKI G GKS adNUzS thaSwiaite herd G KS G NI 3¢
Fd2ySa F2NJ Aa y20 KAA LI NIAOdzZ I NJ aAyas odzi 2NAIAYLF T 3
2011: 5).

22 Beckett met Joyce shortly after he arrived in Paris, where he became one of the inner éGirdlelivA y 3 W2 & 0SS Q3
FElLG Ay GKS tf1F0OS w20AF0X FYR FaaAraldAayd KAY GAGK f AGS
8018646 o0S8S3ary (42 AYAGEFGS w2e08Qa LaiddNBI K2f RAy3d KA3
told him that he had too much talent to waste it on imitating Joyce, but it was many years before he shook off
w2e0S8SQa AyTFtdsSyOSed [FGSNE KS FlyYy2dzate &FAR (0KFG 6KAT S
6.S501S8000 61Fa 62NIAYSEOALK G¥YLIAASNOS2YARAF2KRAEO26Y | D
20aSNDFGA2YY aL R2y Qi GKAY]l AYLRGSYOS KIFa 0SSy SELX 2A
what has been termed the archival turn in Beckett Stddesckett wanted his acquaintances

and famer lovers to detect their own characterisations, but was also concerned with causing
offence, so as a result, when the novel was recast for publicafidorag’ricks Than Kicks

1934, the satirical elementsDfeamhad been softened, although the enying biographical

reality remained visible. James Knowlson,Damned to Fame: The Life of Samuel Beckett
(1996), has painstakingly uncovered the 4#alexperiences which encompass the fictional
framewor k of the nov e lnceschaootthaths soush @egdySinctaid, s v i
with whom he was in love, attended and the end of their difficult love affair in Kassel on New
Year 0s Eve 1929 -5.KPeggy lwhooia satiri®e@ 6Dred@m3 a s nt he
Smeral di naRi ma/ Smerarsy ofi Snmeep pad adriinmagp dagiaimThe
D o u x oMore Pricks Than Kickssubsequently died on the third of Mayl1933 from

tubercul osi s. In a |l etter to Peggyod6s brother

Dinarecentt SYLIANR O f GdzNy €3 NBaSIFENOK 2y YIFydzZzaONRLIG YI G§SNR
generation. A recent collection of edited essays offers new readings of Beckett by returning to the archive of
. 801860 Qa y2i86221 acsiKBd (CSIMBIHYing R ERINVethddaloy if Bebketa |
Studies Stuttgart: Ibidem Press, 2015.
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paino over t he Nxogn200e100).a ke ngvel can leeeedckirdthis light, as

an attempt to chart

Bel acquads and, perhaps Beckettds, aim fAto
2009:106). The fact that Beckett refused to allow publicatiorD@fam in his lifetime
demonstrates that, as a mature writer, and with his treatment of gender and sexuality radically
different in his later drama, where he portrays older women sympathetically, he was acutely
aware of the arrogance which he displayed towards his female @raracthis early work,

both fictionally and autobiographically.

Dreamis most detailed in its revelations about attitudes to sex, sexuality and women.
Paul Stewart notes the Arecurrence of defeca
the sare title (Stewart 2011:17). He argues that there are a variety of expressions of
Anonnor mati ve, di storted, and oblique for m
including the unsavoury notion of defecating horses as sexual stimulation (Stewart 2011:17)
Faeces, defecation and scatologi cal refer enc
most prominent being that of the portrayal
purposes here, Stewart also argues that the figure of the mothenissgociated with that of
the defecating horse. Molloy, the narrator expresses his regret at having been born at all:
Aher who brought me into the world, through
taste of t he s hiltGhaplerBrea kwdlexpan®dh th® dssodiaBion of the
mot her with faeces, an aspect of the recurrt
where there is a simultaneous flight from and towards the feminine: the maternal body is cast
bothasorign and end of being, a theory which Bec

The Trauma of Birth(1924), a study which, as | argue in this thesis, had a profound and
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systemic influence on his world vievAs already mentioned, the word appears twice in

Dream Al b] ut in the umbr a, the tunnel |, when
t hought and real i ving, l' iving thoughto ( Be
sexual encounters as a failed hiquacanpotdeaht | i v

with sexual experience because it reminds him that he is, in fact, a creature composed of two

seemingly contradictory el ements: mind and b

The structure of the novel centres on the main protagonist Belacqua &duas failed
attempts at meaningful relationships with three women, the Smer&tdima the SyraCusa
and the Alba. The telling of these doomed relationships is so disorganized that the narrator
himself, attempting to shape the chaotic narrative, contimid y i nt errupts t he
to explain the breakdown [brdamdets the tdne fordheyest. T h e
of the novel: ABel acqua sat on the stanchion
from the girdle up with alob of a girl called SmeraldifRima whom he had encountered one
evening when as luck would have it he happened to be tired and her face more beautiful than
stupiddo (Beckett 1993:3). The tone is cynica
theal i gning of desire and narrative designo (
of this novel almost invariably make the first advances to the male in pursuit of sexual union
in what Belacqua refers to as 0605h66). tndhisvy gl ¢
Aheavy gloom of carnal customo, the females
body i mmune from the penetrating gaze of th

Smerryo:

She was pale, pale as Plutus, and bowe@rds the earth. She sat there, huddled on the
bed, the legs broken at the knees, the bigness of thighs and bell assuaged by the droop of the
trunk, her lap full of hands. Posta sola soletta, like the leonine spirit of the troubadour of

21 This will be dealt with in depth in chapter 2.
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great renown, tt a se romita. So she had been, sad and still, without limbs or paps in a
great stillness of body, that summer evening in the green isle when first she heaved his soul
from its hinges; as quiet as a tree, column of quiet. [...] it was only a questienooids

before she would surge up at him, blithe and buxom and young and lusty, a lascivious
petulant virgin, a generous mare neighing after a great horse, caterwauling after a great
stallion, and amorously lay open the doujlg dugs. She could not hold i  (Beckett
1993:234)

These cruel descriptions of Smerry, comparin
hor seo, a mere receptacle, QugsheagBamorewpsle
bizarre stereotypical characterizationath Beckett empl oys in this

sexual affair with Smerry is prompted by the dramatic episode a page earlier when he suddenly
announces that their affair takes a siniste
kaput 0 (9B:£85 Kithaugh the Bortrait of Smerry is cruel and misogynistic, it remains

the defining relationship of the novel, base
Belacqua and Smerry are, at this stage of his lifeandcdreeg med because of Be

inability to separate love and sex, which were, for him, intellectually far apart.

However, it is difficult to excuse the deeply troubling descriptions of the fictional
Smerry and of her sexual appetite. She is part obapgof women who are devoted to healthy
living; in the summer, they are to be seen lying on the roof bronzing their strapping bodies. The
Beckettian male is intensely fascinated with such Botticellian women. The women in the novel
also have a healthy, abst voracious appetite for food and drink. There is a sexual energy
emanating from them, with their seemingly insatiable appetites for sex and food, which is
shown to be dangerous for the male piadct agoni
Smerh di na, that petul ant, exuberant, clitorid

towards the Syra Cuse, his second lover in the novel. The highly sexual tones used to describe
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Smeral di na, particularly fAcLbabtsrbsdeanl paaldl &
i nadequacies when everything went Akaput o (
attempts to ward off Smeraldina, Athe insat:
to keep fAthe whol eb aw(Batlkett 1938d8).rin his patsonal bife, v e
Beckettds relationship with Peggy was doomec
and because she was terminally ill with tuberculosis. Her death haunted him: the memory of

her eyes and her greencoate@r s i n t he poems AEnNnelaxsfod o, AA
Nothing6, the playjk r a p p 6 s dnctisettelevisiop pagh Joe?? The fact that memories

of Peggy prevailed in Beckettods | ater writin
but we can say this with certainty due to the fruits of archival research. These incidents of
autobiographical references pervddeam to the effect that Becke
clearly recognised themselves in the characters. This explains wkgtBeefused to have the

novel published in his lifetime; he deeply regretted the offence he caused, only recognizing it

in his mature life and writing.

In another autobiographical reference, The Syna s e whose body is
than dreamudr édeek 0 head fAnull 6, is based on Lu
Beckett first met when he visited Joycebs f|
attracted to Lucia, who was studying dance and had a vivacious personality. étepeind
Gontar ski not e, Beckett became fiattuned to

family |Iife and (ironically) the |l ack of a s

2Ly a9y Sdza mMézX aYe@ RIENIAYy3IQa NBR &LJdzidzyé N
ANl yRa &SdzE @SNI&a¢ 2F (GKS ReAy3dI 3IAANI Ay a!
girl in a shabby green coat, onarailwé@yi I GA 2y LI I GF2N¥YI Ayli2 6K2a S
have been happy with her, up th®r 2 y i KEh JoNF YUSAYDESINE 4 0 KS INBSYy 2y S¢é
Gontarski 2006:528).
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mental instability in Lucia, who became obsessed vhighybung Beckett (288f.Compared

to the plotline of the SmeraldirfRima, which spans some eighty pages, the brief dalliance with

between BelacquaandtheS@@aise consi sts of random cruel s
was a cursed nuisance. Be offfpuani na, and joy be with you a
1993: 51) . Susan Brienza argues that al thou

between stereotype and bizarre reversal of stereotype, it is difficult to avoid disturbing
generalizatioa i n Beckettds fidi sparaging depiction
derogatory remar ks about female characters t
1992:101) . Il n ACI ods, Whor es, and Bitches:
suggests that this is not necessarily a mal e
physical disease and decay to the extent that renders them wholly unattractive to women. The

difference is, however, that the male heroes transcend thely liodts, entering their mind

instead to wrestle with their philosophical
cl aimed of women: fAThey wereial bodsbde( gtadche wh
1992:91) . El s e whrek,e prno sBteictkuettets6,s ow fAWwhor eso
Celia, inthe noveMurphyand Lul u/ Anna i n the short story
are frequently featured in Beckettdés work co
sexual expession and the bodyNi x o n , in his work on editing

which Beckett kept on his trip to Nazi Germany in 193@®as uncovered material that throws

B FANIy2GSa dKFG . SO1S0G KAvYyaStT gl a FraOAyrdiSR aoeé |
RIFdZ3KGSNE 6. FANI MPT SOV B D® sEEAYYHSERY G ERBAKER. Ay W22 0
to come clean to Lucia and spurn her affections. This caused a major rift between Beckett and Joyce, which was

y20G NBLI ANBR dzyGAf SIENIe& mMpoHI &K 8ngss hed Bite 3o dg wiil- € £ & | o
.801SdGdQa GNBFrGYSyld 2F KSNXP» ¢KSNBE Aasx K2gSOSNE YdzOK
. 8018044 IyR [dzOAFT 0A23INILKSNER adza3Sad GKSNB gl a Y2N
Beckett mayhave had some warranted substance (Ackerley and Gontarski 2006:289).

2t NPAGAGdziSa FSFGdzINBE Ay (KS L12SY& 452Nl YdzyRSNE |yR af
Murphy, thepostg  NJ a K2 NIi a0 2NE GCAWRNULHITEHE: | yR (GKS fF G§SNI LI
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light back on the brothel scenesiream Ni xon ar gues t brdrantattotne nov
bet ween the aestheticisation of Bel acquads
autobi ographical experience of wvisiting ther
about reproduction and s e xtomndgekderandsegualitynst er pr
extended here to consider how a fear of repr
the fear of sex and reproduction is the central dilemma for Beckettian males, which leads to
masturbatory acts and the pursuibtfer forms of nofteproductive sex, then those potentially

reproductive encounters mostly occur with prostitutes. Chapter Two will discuss this in detail.

The Acl odo wo Mera Prick® ThaniKickse wiher e t hey ar e
shortbelowthewaist a bighip, a swayback, a bip bdomen or an averag
2010a:47).

Typically, the women of these stories are routed in the physical world, objectified and subject

to the mal eds i nteaattedefronpreamehas réatiaons witke nuemous r e
women: Winniedi pr etty, hot and witty, in that order
and Ruby Tough, Af or whom at no time did he

part she was to play on hthasof &rage aittifn,as sheais par t

described as fAriped with her fAtaut Sabine co

LucyinTruly there was no fault or flaw in the
2010a:99). In the course of his aduges, Belacqua marries Lucy, the Smeraldina and Thelma,
albeit reluctantly. Sexual characteristics are prominent and pervaddar@Pricks stressing

the absolute corporeality of women:

Behold the Frica (a prostitute), she visits talent in the SeRlats. [...] A septic pudding
hoodwinks her, a stodgy turban of pain it laps her horse face. The eyehole is clogged with
the bulbus, the round pale globe goggles exposed. The mouth champs an invisible bit,
foam gathers at the bitter commissures. [..d tsseous rump screams behind the
hobbleskirt. (Beckett 2010a:46)
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The Frica, another working prostitute, is compared to a stodgy pudding dessert and a randy
horse in heat, reduced and demeaned. Prostitution seems to be a major source of income for
manyof Beckettodos early female protagonists, w
not their minds. They are constructed as highly sexed and pose a threat to their male
counterparts. | argue, however, that they display a passion for life, with ieeirappetites
for food and sex, which both attracts and disgusts Belacqua equally.

Women are portrayed in the early fiction as lascivious and revelling in their sexual lust:
Al want your bodyo, ManePocksTlae lickgBéckett2DI0&14&) | di n a

and they also revel in their desire for food and drink, appetites that serve widely as metaphors

N

for sexual desire. While eating in Becketté
for the women characters, in contrast, in relatmthe male characters it tends to refer to an

act of repugnant necessity. Steven Connor, i
Character of Al FIl esho, suggests that throu
fundamental refusal of the choice of being. To illustrate his argument, he focuses on the

el aborate |l unch that Belacqua preparMoe i n AL
Pricks Than Kickswhich isa parodicre nact ment of BkbEoédméstlwygohi
sectionofUlysses I n t hat epi sode, Bl oom takes his |
Bloom ate his strips of sandwich, fresh clean bread, with relish of disgust pungent mustard, the

feety savour of green Hohweersead (Bledyacegqua®G38 :l 1u
Bl oombs as he insists that the bread he is t
he abominated more than another it was to fe
(Beckett 2010a:4). Fie narrator tells wus that the bread
would very soon take that plush feel off it, by God but he would very quickly take that fat white

| ook off its faced (Beckett 2010a: 5)tis The ¢

insufficiently putrid: Al h] e wanted a good s
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rotten |l ump of Gorgonzola cheese, alive, and
he proceeds to eat this mixture of incinerated or dead breladhgismelly and alive cheese,

he demonstrates a kind of oral mastic rage:
vanquished toast spraying forth at each gnash. It was like eating glass. His mouth burned and

ached with t heOleaxi®.lAocordiny toC&nace, khis eating @isplays a rage

which seems designed to fiobliterate i1its o0bj
involved in alimentary consumptionod and he a
oneds waleéeamandy expelling it at the same tinr

It is noteworthy that in contrast to these angry and problematic episodes of the
experience of eating by the male narrators, the women are constructed as having voracious yet
healthy appetitespf both sex and food. Very often the male characters are disgusted by this
appetite.Ilbream it i s the Smeraldinabs greedy appet
prompts him to leave. When she orders a dish of soup for him, he rejects it, estgriing:

A | dondét want the bloody stuff, I dondt dr i

eats a feast of hot chocol ate and cookies ffg

di sgust at her gr eedy lirgfeesihg, nmaking hdpgyhitdée peckss | 1 k
and darts and | icks at the foodo (Beckett 1¢
appetite over him, which revolts him also: i

petting and nuzzling, alhe rutty gobblegy o b bl e and mani pul ati ono (B
episode recalls breastfeeding and maternal fussing over dikbiltlult, while also presenting
sexual relations as a satisfying, fulfilling act. Also, the feline imagery which is udeddnobe

the Smeraldinadés cream feast (a reference to

the separate feeding arrangements for males and females in the big cat family. In further
reinforcement of the cattish metaphor, the Smeraldirmisd at one poi nt tc
on him |ike a | eopardess©o, whil e her moth
30-31)
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For mo st of t he mal e characters of Becket:
unsuccessful: iMore Pricksanearly i ai son with Wi nnie | eaves o
sad animal indeedo (Beckett 20210a:17). I n an
in a joint bid to kill themselves with a firearm; their shocked surprise at the failure of this
attempt,resl t s i n fAa gi+eé @dtodtou wrhoiclh difsplriaing up i n
young felons, so that they came together in
death, then, is the one that occurs after sexual ordag®tit mort Belacqia blames Ruby for
the fact that the afternoonds activities de
physical sexual act. These women appear desirable and lovable creatures who nonetheless
di stract the mal ebds phieltoaspohpyhsiiccasl. pBreecokcect utpdast
are eternally drawn to, and flee from, fertilizable femald3reamandMore Pricks Than
Kicks

The women characters DreamandMore Pricks Than Kickssome of whom are based
on reallife women who had been ationally involved with Beckett, such as Peggy Sinclair
and Lucia Joyce, are presented as devourindikagreatures, highly reminiscent of the Celtic
stonecar vi ngs knona&gi aso ,i Swnlkeiedlm s how women in
opening their exaggated vagina. Sheelggis are plentiful in Ireland, largely carved over
church doors or on buttresses, but they are also found in Scotland, Wales, and the north of
England as well as parts of mainland Europe. Interpretation of the Sheelas varies and
antr opol ogi st Mol ly Mullin, i n ARepresentatio
of Di fference (1991) 0, di scusses these vari
meaning, feminist consciousness and historical representation. Shelehadamplex history

of the Sheelas, which were first brought to wide attention in the 1840s by antiquarians, who
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of fered a range of descriptions for them suc
grotesque or repulsive figures, and even stah®@ i s o f truly Eastern
1991:36). In the 1930s, they began to be more associated with fertility and protection, with the
symbolism of birth inherent in the crouching and enlarged vagina being foregrounded, and
Mullins connects thisfeafo r epr oducti on to the Afamilialis
policies of the new Ilrish stateo (Mullin 1
interpretations have upheld the largely patriarchal ninetesaritury speculations about
protection continuing to ignore the work of Mar |
midwifery direction and connects them to archaeological findings that indicate underpinned
Goddess worship in A0l d Europeo. Gi mingt as o \
assimilated into a patriarchal academy. Archaeologists have turned to Irish fétktaesich

they find that Awomen ward off the mythic fi

(Mullin 1991:36).

Vivien Mercier 0s 1&nétheSeberlsagy gbSammele aBé yk
of male/ female relations in Beckettdos wor k,
which bear a disturbing resemblance to depic
useful essay, which oars within a fixed paradigm of the masculine/feminine binary, Mercier
suggests that Beckettodéds work could be consid
Gaelic tradition of the largely feminine grotesque and the macabre, which is exenmplified
female Sheelmagi g f i gur es. He describes them as po:
or a posture which directs attention to the
or skulklike face, with a huge, scowling mouth; skeletal rimsge genitalia held open by both

hands; bent | egso (Mercier 1961:305). Mer ci

50 8§S  WI Y S a -n&eyAy2RYEGE]$K2f 1977, pp, 685.
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tradition fiseems tangenti al i nde eidtbe Gaaligge st i
tradition but noofi t oOercierM961:323). This is in part an explanation of the reluctance to
consider Beckett as properly Irish because of his Protestant heritage, in a culture that demanded

t hat natural identity was Cathol i c.edddbisvever,
use of grotesque humour, often overtly sexua
the holy dread with which we face the myster
continues the misogyny of this tradition in his early fictihich simply highlights the

hag/maiden dimensions of these figures and not the powerful mother/queen aspects.

Mercier also notes how psychoanalysts suggest that the female organ can threaten castration
for t he man fias wel | fram a ninemadan tfhi rpar acdri useelo €
1961: 308) . This | i nks Bec kTada Tradma oBirthwhicht o t h a
Beckett had read as part of his own psychoanalytic therapy with Wilfred Bion between late

1933 and late 1935, a therapeuticjourmelf i ch centred primarily on
and pernatal experience$® Beckett augmented this physic journey with a concurrent
intellectual one, and extensively read the work of Rank, along with works by Ernest Jones,
Freud, Wilhelm Stekel and Akd Adler, all of whom departed from Freud (who remained

wedded to the Oedipus scene as the physic origin of consciousness) and instead considered

birthi t sel f as the primal scene or origin poin
haveencounterd t he i dea that the Ai mportance of th
castration at birth, that is, on the separ ai
di scuss the influence on Becket tbriebyfmuéhain k 6 s w

the notetaking that Beckett engaged in when undergoing therapy was directed at an

understanding of psychology and psychoanalysis. However, it was also in a bid to understand

26 This will be discussed in detail in Chapter 2.
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the psychosomatic symptoms that Beckett thought were the abpisgsical maladies that he
was suffering from at the time, brought on by the traumatic events of the early death of his
cousin Peggy Sinclair from Tuberculosis, followed shortly after by the sudden death of his

father.

Rank argues that misogyny is etloutcome of this separation trauma if it remains
unprocessed, resulting in an fAabhorrence of

relation to the shock of birtho (Rank 201

Ahomosexualéetfgbomwbexealtdh Asees in woman onl
and hence is incapable of acknowledging it a
Yet , i n Beckettods early fiction, t he sexual

possibility of an approximate reinstatement of the primal pleasure is given in sexual union, in
the parti al and purely physical return to th
Beckettian male seems sexually confused and exuberargbgynistic but, as Peter Boxall

not es: Afdespite increasingly flexible appro
more or |l ess as straight as evero (Boxall 20
gender and sexuality in Beckett, Boxa conf ronts the fimass deni al
until recently, has blindly accepted that Vladimir and Estragon, the main protagonists of the

playWaitingon Godoar e fij ust good friendso (Boxall 20 (

Alternative Sexualities: Homoerotic Pssibilities in Molloy

Il n the recent debates around the themes of (
essay, having languished since 2004, is now being quoted as the single essay that attempts to

deal with the issue of homoeroticisminBe et t 6 s wor k. Boxall not es

BenZvi have produced fAfeminist reading of Bec
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assumptions about his representations of het
readings of gender and sexualit i n Beckett s work and fl exi bl
Beckett, his work remained as straight as ever, until recently. The text most that seriously
challenges these heteronormative assumptions is thavaostiovelMolloy, the first of the

Trilogy novels.Molloyis a quest novel, but in a departure from the Joycean quest plot, in which

sons seek fathers and fathers seek sons, the eponymous narrator goes in search of his mother,

a quest, which in the first page, we are told that has already beereconepd . |l tds openi
Al am in my mothero6s room. |Itds | who |ive t
journey to find his mother, having not so much found her but displaced and replaced her in her
house (Beckett 2009c:1). The novel isidéd into two equal parts: the first part concerns

Mol | oyds quest for his mother and the second
detective, who has been tasked by the mysterious Youdi to track down Molloy. My analysis
deals with the firs part of the novel, where numerous incidences of transgressive sexual
encounters occur that challenge heteronormative relationships.

Mol |l oyds quest i's overtly oedipal, wi t h
instances of implied gay sex. Molloyu s es about his mot her: Al ot
she took me for my fathero (Beckett 2009c: 1
mot her and son, who replaces the father in t
call this out as pssible sexual abuse. Molloy encounters a woman named Lousse, whom he
moves in with, and whose house could be a nursing home. He describes her, wondering about

her gender and how it is of little concern to him:

| will confine myself to the following bef additional remarks, and the first of which is

this, that Lousse was a woman of an extraordinary flatness, physically speaking of
course, to such a point that | am still wondering this evening, in the comparative silence
of my last abode, if she wastreoman rather or at least an androgyne. She had a somewhat
hairy face [...] the poor woman, | saw her so little, so little looked at her. And was not
her voice suspiciously deep? [...] Donodt
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what does it matt® [...] was such an encounter possible, | mean between me and a
woman? Now men, | have rubbed up against a few men in my time, but women? Oh well,

|l may as well confess it now, yes, Il once
| did morethanu b up against her. And i f you donot
all this. (Beckett 2009c¢:556)

The above passage demonstrates the narrator (
appears to favour (and have considerable more experienseofyith men over sex with
women. The narrator wonders if Lousse could in fact be a man; nevertheless, he appears

unperturbed by the possibility of such a homoerotic encounter. In noting that the figure of the

mother looms large over the entire scenex Bol | suggests that her in
inviting sexual attention to her own physi
energies towards an appropriate sexual subj e
Mol | oy 6s o b jhemrdminenbemf his motheerreither as an object herself of fiercely

repressed sexual desire by Molloy or as lawmaker, enforcing his heterosexuality. The mother,

in enforcing Mollyés heterosexuality, oper at

hi storically c¢closed down suggestions of homo
When it comes to describing the sexual act itself, there is more confusion around names

(Molloy cannot remember if her name is Ruth or Edith), which demonstrates his ambivalence

towards her as an object of desire, rather than a subject, and a naive knowledge of the female

body:

She had a hole between her legs, oh not the bunghole (synonym for bumhole) | had
always imagined, but a slit, and in this | put, or rather she put, toglsa virile member,

not without difficulty, and | toiled and moiled until | discharged or gave up trying or was
begged by her to stop. (Beckett 2009c¢:56)

The key word here is fAi magined?o: Mol | oy i s

scene, leading to the possibility of a homoerotic encounter. However, Ruth/Edith directs the
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sexual encounter towards one of accepted heterosexual reproductivelsdgRenfigure of the
mother looms large for the narrator throughout. After the act, Molloy still muses on possible

alternatives:

Perhaps after all she put me in her rectum. A matter of complete indifference to me, |
neednoét tell ypuinBuhei sectumPu@hbbdse wha
Have | never known true love, after all? She too was an eminently flat woman and she
moved with short stiff steps, leaning on an ebony stick. Perhaps she too was a man, yet
another of them. But in that @asurely our testicles would have collided, while we

writhed. Perhaps she held hers tight in her hand, on purpose to avoid it. (Beckett
2009c:56)

The key word in this passage is dindifferen:i
between men, likconfuses the reader, as there is no clarification on whether his sexual partner

is in fact a man or a woman, and he is indifferent to their sex As the sexual fantasy/encounter
heads away from normative sex towards one of transgression, it plays @atthbitie gaze of

Mol |l oyds mother from whom he is so anxious t
drawn.

In contrast, critic AnJanette Brush argues against a reading of a homoerotic possibility in
Molloy. I n the ear !l i er Hag:sGeraer ,and iflA)DiflerenSeaim®amuell d
Beckettédés Trilogy in 2001,06 Brush suggests
Beckettds trilogy by following the ways in w
confining logic of the metanatrai ve s 0 t hat produce gendered s
Brush sees no valwue in focusing on fiaccusat
analysing gender in Beckettds wor k, al beit
neutralityisinvobe d wi t h an erasure of gender differe
another critic refusing to critically engage
work and in particular itMolloy, the subject of her analysis. She is, however, irtesian the

sexual encounters and the ambiguity and hostility around women in the novel. While the
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women who populate the novel are similar (Molloy cannot remember their names), | disagree
with Brush, who states that andthe dame ofil hagmpt e d
flattened and crazed by |lifed (Brush 2001: 13
a homoerotic aesthetic in the novel, she confines her argument to insisting that the sexual
encounters, which constitute quite a heady, are in every incident, with women, not men.

However, Mol | oy appears to find it more natu

Brush forensically searches for but fails
writing because she positsaththe sexual encounter/fantasy is always firmly located in a

heterosexual and reproductive economy. For Brush, then:

One would certainlybe haqgir essed t o find evidence of a
but whether or not that which Adrienne Rich wasrfs t to term Oco
heterosexualityd is also missing is quest
tremendously fragmented figure in Molloy one split between mind and body,
ambivalence and action. It is not quite as clear, however, whHethexdical indifference

to his sexual partners somehow signifies more than the fact that they are all nevertheless
women, that there are in fact heterosexual encounters, encounters between a man whose
voice is shifting and a woman whose name he shiftséimBrush 2001:135%)

Boxall notes Brushos dAl audable refusal to j «
sexual politics the benefit of the doubt, o b
shaped by fAa hetatosandwal bmalag ggade atwla y , t h
objectifies women, and that makes their bodi
mystifying and under s-madedcatioslfieddt diffichlieot reflBeta s h  an
considekeatiBe homoerotico in Beckettds wor
because of the centrality of homoerotic encounters throughout the writing and understandable

because of this centrality of transgressive encounters. Boxall counters the argumtms fo
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dominance of the heterosexual frame, by advancing another theory on the possibility of a

homoerotic in Beckettds writing:

The eroticism produced by central male relationships bleeds out to color the entirety of
his oeuvre, and it does so in suclvay as to defy, or at least impede the attempt to
understand it as a drive, an impulse, or a tendency. All of the ingredients that go to make
up the characteristic Beckettian scendribatred of the body and of its functions, a
gluttonous revelling in thébody, resistance to forms of community, longing for
community, longing for an impossible companionship, the persistence of companionship
under straitened conditions, love for and hatred of the father and the mother, a generalized
violent misanthropy and isogyny, a gently poignant nostalgiare bound up with this
central homoeroticism. But because these things are routed so directly through an
underlying gay economy, they can easily appear not to be homoerotic at all.
Homoeroticism is such an importanbrmecting and networking element in the
Beckettian psychosexual complex that it can become invisible and can shade over into
those features that have become standard attributes of a straight Beckett. (Boxall
2004:114115)

This long passage demonstratest the misogyny and misanthropy that | have analysed in
Beckettds early prose are potentially bound

Boxall 6s argument i s persuasive, it has its
critics whoinsist on a heteronormative reading of his work.

Boxall identifies a homoerotic encounter
prime i mportance for any queer reading of Be
the narrator and a sinisteharacter with shining teeth, there is a mixture of the violent and the

erotic that is disturbing:

All of a sudden his hand came down on the back of my neck, his sinewy fingers closed

and with a jerk and a twist he had me up against him. But instedidpaftching me he

began to murmur words so sweet that | went limp and my head fell forward on his lap.
Between the caressing voice and the fingers rowelling my neck the contrast was striking

[ €] And if you gave me a kes&jsbessandthe
Co me, he said. Il wiped my mouth in its to
took off his hat, a bowler, and tapped the middle of his forehead. There, he said, and there
only. He had a noble brow, white and high. He ledoedard, closing his eyes. Quick,

he said. | pursed my lips as my mother had taught me and brought them down where he

had said. (Beckett 2000:681)
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Taking Boxall s identification of the centr
concludehi s chapter with the assertion that t h
Beckett os remai ns a Atrembling possibility
heteronormative modes of readi ng, of writin
detailed, recent debates in Beckett Studies have begun to lift the lid on this, still, controversial

aspect of Beckettodos work, and this chapter <c

=t
o

To conclude, this chapter unpacked the

prose writing. It analyzed three texream of Fair to Middling Womemore Pricks Than

o
(2]

Kicks and the postvar novelMolloyt o demonstrate howeBeankiet t
sexuality follows a chronological order. The chapter considered how misogyny operates in
these texts, and how it illuminates question
exuberant misogyny and misanthropy which spanned morettventy years, as my texts
demonstrate. As | argued, sterility precludes reproduction where possible in the world of the
mal e protagoni sts of Beckett ds wor k, wh o f
postreproductive women, or masturbation, while &sdasising about sarsex encounters.

In a close reading of the erotic sexual encounters/fantasies that otdoitag, | argued that

an expanded reading which questions a heteronormative reading, uncovers an alternative queer
reading, which has histoatly been closed down in Beckett Studies. Until recently, in an
inexplicable mass denial, there is an assumption that Vladimir and Estragon, the main
characters i n Bec Waitng for $Sodotars simply lfaoogurendgp Ina y

directly chalenging the disparaging portrayals of women in these texts, and considering a
homoerotic element to his work, | argued that gender and sexuality are not niche concerns in

Beckett Studi es, but centr al to Beckettds ae
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Chapter Two

NnBack in the Caul o: OMat er |
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Ut eri ne SpacesandMolloyn Fi r st L«

Unfortunatelyit is not of them | have to speak, but of her who brought me into the
world, through the hole in her arse if my memory is correct. First taste of the shit.
(Samuel Beckettlolloy)

| found myself inscribing the letters of Lulu in an old heifer pat drdfamy face in the
mud under the moon trying to tear up the nettles by the roots. [..] Would | have been
tracing her name in old cowshit if my love had been pure and disinterested?

( Samuel Beckett fAFirst Loveo)

Introduction

Chapter One concentratedo how a focus on the fdAdelicate
window into how sexwuality and reproduction
writing, beginning withDream and More Pricks Than Kick&nd up to and including the

postwar novelMolloy. Sexual reproduction and sexual activity are not the same thing in
Beckettds work and the previous chapter expl
sexual activity was related to reproduction in the early work. In this chapter, the focus moves

from sexuality and reproduction as they are constellated in select male protagonists in his early
work, to a focus on how sexuality and reproduction come together in the figure of the mother

or maternally identified wo mandtheiposwar toeel, nov el
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Molloy (1951). | have chosen these two texts because, for the purposes of this analysis, they
most clearly foreground the troubled obsession with the maternal figure and the recurring
structural motif of the womb that is a hallmaokf Beckett 0phasesaThey t o
representation of fictional and semonstrous maternal figures is a central but ambiguous
concern of Beckettos

early and miephase prose, with these mother figures and allegories emerging as

simultaneously nurturingnd stifling?’ In contrast to the sexual activity of male protagonists

from this period, reproduction and pregnancy in the female characters has a different outcome
and effect, and this chapter explores this difference. The imagos of pregnancy andaundtherh

in Beckettds work exemplifies an anxiety wit

been read in Beckett studies as an existenti

| look at the representation of the female bodiesdaat this anxiety.

The troubled relationship of sexual activity to offspring is centred on the maternal
figures in these texts. If and when pregnancy does occur as a result of sexual congress of sorts,
the mothers, as Mar y t8&rsgttthgane nat disgarnedas Welcoming h e B
hosts. Their wombs tolerate their burden rat
the mother figure in my chosen texts, | employ a psychoanalytic theoretical framework,
drawing primarily on French feinist writer and psychoanalyst Julia Kristeva and her theories
on abjection, motherhood and the semiokiora Although a Kristevan critical framework has
been used extensively by <critics to read th

recenty empl oyed to analyse maternity anfld moth

70 GdzRASE 2y YFGSNYyAGe | yR Y2 (i KSMEK R SatuelBeckettBowpsS G Y &S S

the firstto addressi KS A YL NI FyOS 2F Y2GKSNA FyR (GKS NBaSyavSyi

YSYyGA2ySR Ada ¢F2ANAQa &ddGddzReé 2y (GKS LINPaAGKSGAO o02Re& Ay

shield against the intrusion of female alterity; David HoustamedpinThe Body Abject: Self and Text in Jean

Genetand SamuelBeckétti n nn 0 |yl f @aSa | o a\VaOA recenf artichf byRGSEnNR G [ 2 @S¢
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Motherhood itself has received surprisingly little attention so far in Beckett Studies, until the
recent studyGadda and Beckett: Storytelling, Subjectivity andfracture by Katrin
WehlingGiorgi, which associated abject imagery with the maternal trope, and its direct link

with the dissolution of the self.

I TFENYSO1AZ Ga{Adya L 52yQi MPIBRSNREADYREY pYydu836fRFR
0S0G6SSy 62SOGA2y YR fFy3dzr3S F2N¥IGA2Yyd Wdzf Al YNRAQ
P YAAKYSYGéT FylfeaSaNIiky NFILRMNIZ2 W OB2 20K & KGF RMNIGKBND &
Y2y LI GSNY Lt €y 3diNoElKristeya déeSotNEovievelr, 2og@ent oh iyidtherhood in

.8501SGGQa g2N] @

31The only studies | uncovered in my research that uses Kristeva as a thabfi@imework to analyse the
maternal figure in Beckett is Katrin Wehlibgh 2 NB A Gaddazadddecket: Storytelling, Subjectivity and
Fracturedb [ 2y R2Yy Y [ S3 Sy RI I Beckeft, iitedatyrdd anfl the Bthss of AériBaSingdoke:
Pagrave Macmillan, 2006.

Drawing from argumentsin Wehlin@i or gi 6 s study, in this ch
and hatred often displayed towards the mot he
fear of the fAarchaic motelvar itwhincsh, oudcd or dier
her generative powero (Kristeva 1982:77). Th
for having generative power s, but the male
active revenge on their ggenitors by never ceasing to blame them for their existence, as a
sceneiMMolloydi spl ays: ALook at Mammy. What ri d me
buried her alive, it wouldn6t surprise me. /
herl ousy wunconquerable genesod (Beckett 2009c
di spl ayed towards the female characters in B
and the awkward sexual encounters between men and women, this thesis makesisée p
argument that a general fear of the female sex and her generative powers was one of the stimuli

for Beckettods early art. While this thesis |

with the misogynistic seam that was a structural partvahegarde modernism itself, what
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interests this analysis is how Beckett expressed this in his own particular way. Here, | explore
how Beckett drew on the wider cultural repository of misogynistic views of female bodily
creativity to use as a metaphordrplore anxiety about social and cultural reproduction in

general, and his own creativity in particular.

Al ong with an obsession wit hVollbydsplajmat er na
recurring motif of the narmatithwe smpacatofr tth
in Luluds apartment into a type of Awombt omb
that the back, hitherto against the wall, was now on the outside and consequently the front, or
way in, on the inside. Then | climbéda c k , |l i ke a dog into its ba
Molloyy t he opening |lines Al am in my motheros
residing in a wonlike space, having searched but now replaced his own mother. In Chapter
One, t hteoniibwo nebnal ysi s associated with a supe
a recent study on the maternal trope as a coc
Wehling-Giorgi argues that undertaking a reading of the maternal through thd len&a i st ev a 6
t heories suggests a fAdirect |l ink between th
notion of abjection and tGioceg 2014:5)sVéehlingGiorggn o f t
suggests that matricidal desires and resentment towards t mot her i n Beckett
drama Aconstitutes an integral par t-Gior§i t he s
2014:5). This failure to accomplish the proc
mothers o0 n rel ati onghispowriin i Bgeckevhi ch Mallay of c
(WehlingGiorgi 2014:5). Drawing on Wehlilgi or gi 6 s study and previ
readings of both texts by Phil Baker, | argue that a reading of these recurring tropes through a
Kristevan lens deveps established psychoanalytic readings of Beckett, as Baker does not

employ
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Kristeva in his theoretical framewor k. Thi s
feminine, maternity and motherhood as explored in her Raw®Ilution in Poetic Languae
(1974),Desire in Languag€1980), andrales of Lové€1987). Using my reconsideration of the
texts, Il will then analyse how each Beckett
how narrative spaces are constructed as witkelrecurring trops. But firstly, | will discuss
Beckettds ambiguous and intense relationship

significant bearing on his writing.

Beckett s Mot her

In this thesis, | contend that maternity and motherhood areohsassive tropes in
Beckettds work, and here | explore how the r
Beckettds deeply troubled yet attached rel at
t hat Beckettds textual wor buttbeadocunheataryseudcesc e d t
that provide an archive of this primary, prolonged and difficult attachment, provide ample
evidence t hat the journey from misogyny t o
developmental pathway what is echoed in his evolvifgiomship to his mother. Thus, in a
study of motherhood in his work, it seems perverse NOT to examine this mother/son bond,
especially given the attention Beckett hi mse

childhood memories of his relatiship with his mother are emphatically relevant to an

understanding of recurring motifs in his wr
consider his view of the maternal relations
close friend Gebf r ey Thompson famously decl ared, it h
[ 1T s] to be found in his relationship with h

combine Beckettbés view of his relationship \
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confidants of the role of his mother in his life, with a feminist and Kristevan interpretative lens

to read AFMoleyt Loveo and

Beckettds relationship with his mother wa
his experience of her as being @rerbearing presence and a powerful influence in his life.
Knowlson details how in this difficult relationship she apparently regulated and controlled
everyday | ife at Cool drinagh, the family ho
authoritarian matarch, who insisted on strict codes of proper behaviour. From a large wealthy
Anglo-l ri sh family, she had a strong personalit
forthright in her criticism when sh®&65.elt ¢t}
She exhibited a Adramatic kind of temper ame
concept of decor umo, which |l ed to difficult
bohemian ways that she disapproved of (Knowlson 1996:5). She alsosajgpeave suffered
from severe bouts of depr es stiemp e rwhdedn, soéhbeo tat
6trickyé, and difficultddo (Knowlson 1996:5).
ambitions to become a writer, encouraging him irgstedollow in the footsteps of his brother

Frank who ran the family building contractor business. As Beckett wrote to Thomas

MacGreevy, upon publication of his collection of poelhg, ho 6 s Bones and Ot he
not one member of his family uttered a word of congratulation or even recognition; despite
Beckett presenting his mother with three <co
(Knowlson 1996:224). The difficulties in the relationship were exatedlsecause Beckett
remained financially dependent on his mother into his late twenties and early thirties as he
continued to suffer from the poor health that had plagued his youth. He regularly returned to
Foxrock as he could not maintain a living in Long where he lived intermittently. Beckett

blamed his mother for putting him on a pedestal on the one hand, while enforcing her strict
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regimes on the other hand. This fierce-tdgvar i s descri bed by Know
umbilical dependence on and asder e f or i ndependence from
1996:178). The superior attitude that the young Beckett displayed as a defence against such a
lack of mature individuation, along with a sense of isolation from others resulted in an
Afobsessivesemmér swahchncame to | ight when Be

London in the years 1933 (Knowlson 1996:180).

Beckettds difficuldt relationship with hi
quarrel in September 1937, the cause of which ientrely clear. On the #8September, he
wrote to MacGreevy that it was fda great rel.
given up on any reconciliation fiune fois pou
On 6 October 1937, heag n wr ot e to MacGreevy, venting h
| oving has made me, and it is good that one
can go no furthero (Fehsenfeld and Overbeck
hisown grotesquery was created by his mother ds
form to and processes his own sense of monstrosity through female and specifically maternal
figures. In the middle of October, Beckett moved to Paris, which whs tos home for the
next fifty-t wo year s. Upon settling there, he wrot
back here. Like coming out of gaol in April
this dramatic break, Beckett continued to returingtand intermittently to visit his mother and
he nursed her for the final weeks of her life, which ended on the 25 August 1950, an experience
which Beckett found traumatic. Although he had physically removed himself from his mother,
he appeared unablegever the emotional ties to her. He also felt an increasing sense of remorse
for Anot having been the dutiful son that S

Deirdre Bair, Beckett did not keep anything belonging to her after her death; Bair stigggests
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in Athis rejection of Mayds effectso, Becket
1978:430). However, given the nuanced exploration of older women in his later work, it would
seem that it was less as if he wanted to kill her, and thatéhe wanted to constitute himself

aut hentically in relation to her. This |l ovel
portrayal of mother figures in his work, which represent his own coming to accept and
understand the aspects of himsbHt May appeared to see as unlovable. This exploration of
rejection begins for Beckett in the earliest stage of this critical relatiofighithe womb.

Beckett asserted that he had clear memories of being in the womb, and his work explores the
sensory dnensions of this early awareness of the presence of another, beside, around and

interleaved with the self.

Intrauterine Memories and Psychotherapy

It is fascinating to learn that Beckett insisted that he had a clear memory of his own intrauterine

life;he t ol d Peggy Guggenheim that HAever since F

memory of | ife in his motherds womb. He was
crises, when he felt he was suftéhvewwithdonngo ( gt
Gruen, Beckett again confirmed this awarenes

own foetal existence. It was an existence where no voice, no possible movement could free me
from the agony and dar kmBrsen 1993:1¢13. Althaughhkthise ct e d
referstoaprm at al exi stence, the phrase Asubjected
association with victimhood that many Beckettian characters voice in their outrage at being

unwillingly born into a worldof pain and suffering. This intrauterine trope appearglane

Pricks ThanKicks when Bel acqua pines: Al want very n
in the dark forevero (Beckett 2010a: 22). Th
the poem ASanies 10: AAh to be back in the ca
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with these psychosomatic symptoms, the young Beckett experienced other emotional trauma
which ultimately led to his psychotherapy treatment with Wilfred Bion, ircivhie explicitly

explored his pranatal sense of stasis.

The year 1933 was a traumatic and chaotic one for Beckett; in May, he had treatment
to remove a cyst from his neck, resulting in him spending many days in bed. While there, he
discovered that hisousin Peggy Sinclair had died suddenly from Tuberculosis, quickly
followed by the also sudden death of his father in June. Beckett described his serious health
deterioration during a passage when h e rec
psychologich | vy : Al was wal king down Dawson Street
strange experience | canot really describe.
1996:172). Beckett admitted that he was psychologically, emotionally and financiallgdirain
and dreadfully unhappy in his life. On the recommendation of Geoffrey Thompson, he
undertook psychoanalytic therapy between Christmastime 1933 and Christmastime 1935, with
the nowrenowned and influential but then apprentice therapist, Wilfred RupBéchtat the
Tavistock Clinic in Londort® He presented with severe anxiety symptoms, described by him
in his first session as a Abursting, apparer
breathlessness, and, aKnowlsons 1986d6)tAlthsuglvtieereées, t o't
no archival evidence of the professional relationship between the two men throughout that time,

Beckett did make use of his treatment by taking notes relating to this experience.

Beckett took copious notes both inyBisology and Philosophy which were only

discovered after hisdeathin 1989 s Matt hew Fel dmandés forensic

28 Matthew Feldman suggests that it is wrongly referred to as the Tavistock Clinic and was in$aBt cafl i K S
LyadAaadziS 2F aSRAOFT t aeé OK 2 fweeH\eséssian& $h¢ InstitBt®©Hjudedidown G i Sy R €
in the Second World War, alongside much of London.
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APsychol ogy Noteso highlight, Amuch of t his
understanding of psychology and psyamalgsis, in addition to a focus on (mainly)
psychosomatic symptoms that Beckett thought might be the cause of his physical maladies at
the ti meo ( F#IlOHimaeastto2ry Grgumdnthere are the notes he took from

Ot t o Rhedrikuina oBirth:

Anxiety of child left alone in dark room due to his unconscious being reminded
(erinnert) of intrauterine situation, terminated by frightening severance from mother.

[ é] Analysis the belated accomplishment
Analytic situation identified with intrauterine one, patient back in position of unborn.
Just as all anxiety goes back to anxiety at birth (dyspnoea), so every pleasure has as its
final aim the reestablishment of the primal intrauterine pleasure. (TCD MS
10971/8/34%°

Here Beckettds interest in how Rankds work
the trauma and anxiety that can accompany birth, which are experientially different things,

directs us to his own self experiencing and the spsgrabology that is repeated throughout

7 A

BCSEtRYFY | NBdzSa (KIFG aGKS O2YLIR2aAirdAazy RIFEGS 2F GKS&asS o
to late 1934 and early 1935, thanks to the I NS S @& O2 NNBaLI2yRSy O0OS wXeéé¢ o0CSf R
3 §01S800G G221 y2iS84&a T NPMchygahalySs adddMedicier A StlidNaf tife Wish ® B Sy Q &
Nompoo LI { A Nandnfieluc®nyBednirea? an Psychoanalk83), Robert S. WoodwdttQ &
Contemporary Schools of Psychology bo m0 X 9Ny S&aid w2ySaQa 6. SO1SiGd0 NBTFSNE
Papers on Psychoanalydi823)and Treatment of the Neuros@sm coH 1 0 = 2 A PdgGdavalydisia®@l| St Q&
Suggestion Therapy m pH 0 0 T IsTh& NdbrBtic CaRdtit8tiNgI®21) andThe Practice and Theory of
Individual Psychology m oo H 0 | Y RThé Tiiaiirga ofaBirtf1929) &See Feldman 2006:-209). 3°1 am
SEGNBYSte 3aINIGSTFdzA G2 al diKSgs CSt RY Ippemdix B, fhis G NI y & ONR 6 &
dzy LJdzo f AAKSR G(GKSaAazZ a{2dz2NOAyYy3I ! LI2NBGAOAY 'y 9YLANROI
{FYdzSt .SO1SGiGQa 2NARGAYTE OHANANOUL D lff FdzZNIKSNI OAGI &
hi s wor ks . tail@eacckuats of diis owd @rimal intrauterine experiences appear

di fferent from Rankds map of this ti me. Wh i
of intrauterine experience and the anxiety of the necessary separation at birth, Rank also claims

t hat Aal | neurotic disturbances i n breathincg
sweat s and pani c attackso ( Knowl son 1996: 1

suffocati on, refer directly t o apdssageiwhiehl rep
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Beckett copied into his notes (qtd. in Wehh@gorgi 2014:121). As Wehlingiorgi notes,
Beckett symbolically associated his own birth with the crucifixion of Christ, having been born
on Good Friday, 13 April 190€.This association witta symbolic religious signification,

combined with the traumatic plerth memories, which he claimed he had a clear memory of,

fuell ed Beckettds pessimistic attitude to |
became the central concerntori s ear |l i er fictional protagon
bornod, resulting in resentment towards their

developed the idea for his writing of strange birth circumstances after attending a famous
lecture by psychologist C. G. Jung between September and October 1935 at the Tavistock
Clinic in London. Jung told the story of a young girl who had foreseen her own early death in

a Amythological dreamd (gtd. in @&@mfact, 1978: 22
Ainever been born entirelyo (Bair 1978:221).
Beckett, where it resurfaces in the appendix to his ndxest, where Beckett wr
been born properl yo, alhoengs owilt hofa tfhuer tehnebrr yaon:
is full g r o wn eGiorgicR01d:122).i Later, \the lertiie dugpgian episode is

reconfigured by Mrs. Rooney in the radio pkly That Fall, in one of her reminiscences:

| remember once attending a lectusedme of these new mind doctors. | forget what

you call them. [ é] I remember his telling
unhappy in her ways, and how he treated her unsuccessfully over a period of years and
was finally obliged to give up éhcase. He could find nothing wrong with her, he said.

The only thing wrong with her as far as h
he suddenly raised his head and exclaimed, as if he had had a revelation, The trouble
with her was she had nevealy been born. (Beckett 2006:195/6)

Byy2gfazy yz2iSa K2g . SO1S0GQa 0ANIK dhb faiher redistededi S NB O2 N
it on 14 June. However, In the Births and Deaths colunirheflrish Timeshis birth was recorded as 16 April
1906. Knowlson argues that the confusion in dates was a simple error: everyone who knew Beckett knew his
birthday to bethe 13 April. There remains the possibility, then, that the Registrar simply wrote down May
instead of April.
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Beckett appears to be suggesting, along with Jung, in these instances that the individual is
endowed with a preatal heightened form of consciousness, which is subsequently repressed

in the process of subjectforat i o n . The trope of birth and r
view that we must be imaginatively born again as part of the process of individuation. In
APsychol ogy Noteso, Beckett managed to turn
already mentioned, the neurotic mother/ son 1
passing, but from that emotional matrix came some of his best wiMipifpy, the first of the

three novels of the tril ogpmanabsentfigueethat®olloye d wi
searches for. B e criatal retofestions ant leisramisiguous relatianships e p

with his mother systemically structure his work, as | shall show later in this chapter.

First, I t ur n wdarkp whdse ltheoaes &nhr matemnigy \ared dasguage
acquisition and abjection proves useful in illuminating the dimension of the maternal in both
texts. Beckett Studies have tended to draw heavily on the influence of Arthur Schopenhauer,
German philosopher,ivo 6s unremi ttingly disparaging att
as casting a |l ong shadow over Beckettds oe

constitutes the dominant gender stereotype i

AOn mMEno (1851), which aims to determine 't he
identifies woman as an intermediate stage be
being in the real senseo (Schirmachemand2010: 1
woman is primarily the |l atterés dlimited fa
|l ogical thought; in short, woman i s an Ainte

of this fear and hatred towards the feminine through the ledsrof st evads t heor i ¢

that along with the cultural validation provided by Schopenhauer, part of the grotesquery in his
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work was Beckett rbirthing himself through facing into the legacy of his own experience of

maternal monstrosity.

Kristeva on Feminism, Motherhood, Maternity and Female Sexuality

Kristevads writing on Beckett makes no speci
in AThe Father, Love, and Banishmento (1976
drama monologuBlotlIwhi ch, bet ween them enclose Becket
that both texts model and criticize the construction of modern identity within the limits set by

the Law of the Father. Beckett displays this negative repressed law that poetagasgaks

to subvert. In both texts, the narrators are the product of patriarchal discourse. The repressed
son of A&adMautharleooveaocccor di ng to Kristeva fa fe&
also sustained, on both sides, by censorship of tlieena n a | bodyo (Kristev
Shane Weller notes, Kristeva i s fAamong the
remains under the nihilistic shadow cast by the death of the {fatlderbut also that her

utterance, and all utterance in Be¢két i s sustai ned b3006t165). 7 cen s ¢
this part of the chapter, I reconsider Kri st
and the challenges that some aspects of second wave feminist theory had with theories of
motherhoodKristeva has been both criticised and lauded for her theories on the feminine in
equal measur e. As Kelly Oliver notes in the
feminists have had radically oppossTog react.
Moi argue her theories are politically left and therefore helpful for feminism, while others such

as Gayatri Spivak suggest they are politically Agirig and unhelpful. Kristeva has been

accused of essentialising the idea of woman and the fdwodle by Elizabeth Grosz, Kaja

Silverman and Jennifer Stone, while Jacqueline Rose suggests that her views undermine any
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essentialist idea of woman. Critics such as
on maternity are essentialist, whichillwehallenge further in this chapter. Other critics like

Terry Eagleton argue that KristevapFhatwr i t i n
Kristevads work invites such diverse respons

and highly céhected cultural nerves.

In her challenge to phallocentrism, Kristeva attempts to avoid the masterhngne
binary opposition that Irigaray and Cixous are said to have traditionally represented in their
work.2° In her most important essay on feminismWo me n 6 s T PLiKasteva( 198 1)
controversially suggests that the only way for women {establish their identities with the
maternal body is through becoming mothers themselves. The event of pregnancy allows for a
recognition of tsdems tohelexperiencell psrtieegadiaah ardeal of the
splitting of the subject: redoubling up of the body, separation and coexistence of the self and
of an Other, of nature and consciousness, o f

biggest issue fo f emi ni sm i s mother hood, Kristevaos

301n her two major workSpeculum of the Other Wom#h974) andThis Sex Which Is Not Q@©77), Irigaray
sets out not just to expose the plia2 OSY G NA OA (& 2F 020GK CNBdzR IyR [ O yQa
but she also endeavours to disrupt the entire phallocentric order in which their writing belongs, by
NEO2yOSAGAY 3 2F (GKS FSYAYAYSI | yRe ANaNYSA Qdet | 6N A2O KF SAYKAS/ A
femmeparlerin a formula that is not determined by the masculine. She argues that the way in which to
disrupt phallocentric thought is to disrupt it from within, in a risky strategy that she naniesis This takes
theform2 ¥ | O2dzy G SNJ Ol t 2NRAT | GA2Yy 2F FSYAYAYS FtGSNAGez |
2F fAOSNIYdGA2y FNRY | aSOdzf I NJ 2LIINBa&AA2YE OomMPpypYMcoO D
begin by laughing. To escape from a pure antpte reversal of the masculine position means in any case not
G2 F2NBHSG G2 1l dzAKE OdmMcoOd LY LNRIINIeQa y20A2y 2F YA
yS3AlLGABS YR 101 A& FFFANNSRI 0 adtie femiinelrole@élifedsly. A y A G &
2 KAOK YSIya FtNBIFIRe (2 O2y@SNIL | F2NXY 2F &adzw2NRAYLl GA?2
(76). This is a risky strategy as it appears to be simply an act of reversal, thereby still attaching to the binar
opposition that it seeks to disrupt. Cixous, like Irigaray, aims to disrupt phallocentric discourse by calling it into
jdzSadAz2zy GKNRdAK | O2dzyiSNAYy3I FFFANNVIGAZ2Y 2F GKS | aaA
[ FdzZAK 2F (KR BI&RUABESBORY mdptrp0I akKS OFrftfta F2N g2YIy
(1981: 247). Feminine writing, which she tereasiture femininek & G KS aLJ aal 3Sgt ez G(KS Sy
the dwelling place of the other in methe other that | am and am nbé 6 m-®)y She&¥argues that writers
adzOK a WFYSa w2e0S3x Ay az2ff & Ulyssessa Hisphy off&nifilnd vBitiny 2 y 2 f 2 3 d
and she finds this also in the writings of Colette, Marguerite Duras and Jean Genet.
S ThisessaywadfNB (i LJdzof A AaKSR | & 2BMED GalfersldirecRegchie d& Si¥nceS des A Y
textes et documents 1979 and then translated i@igns, 7n 1981.
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essentialising the female body. Kristeva begins the essay by identifying three strands of
feminist development in the West. Prior to 1968, she identifies the earlier suffragettes and
existentialist feminist phase, the aim of which was social, economic and political equality with

me n , particularly the concern with the vote.
characteristically the same a&a&gtt hweo madeadlntiom
linear history, in which women had been ignored. This suffragette struggle was, according to
Kristeva grounded in a AdAlogic of i1identificat
a rationality dominant in the natient a t e X®86(1Mp After the 1968 movement, the next

phase Kristeva is concerned with is the feminism of psychoanalysis and artists, which was a
struggle against reducing the identity of woman to that of the identity of man by inserting her

into his linear histoy time. Kristeva points out that these feminists were concerned with
developing a unique essence of the feminine, a radical alterity that falls outside phallic
discourse and time. Kristeva rejects both strategies, allying herself instead with thataf a th
generation, who challenge identity in general, are concerned with difference, rather than sexual

difference, and who challenge identity and essential notions of man and woman in particular.

In this third phase of identification to which Kristeva auits herself, she insists on
the need to undertake a fAdedffereea& i f nhc at imorn e onfe
beyond the very notion of sexual identity and sexual difference (Moi 1986:209). In this
formula, the individual would not have any fixedxual identity, not even a bisexual one.
Sexual difference, then, could be experienced not as a fixed binary opposition but rather as a
met hod of differenti#antpirmrc,essro,t hwehiicche & hef tah e
AFrom One ladhe NODasiin dnguagand in her seminal worRevolution in
Poetic Languag€Kristeva 1980:136). From a feminist perspective, this essay is important,

addressing as she does the question of feminism and its relation to femininity on thedpne han
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and the symbolic order on the other. As i s
unwilling to read Freud and Lacan as unremittingly phallocentric in their writing, but she also
asserts that a fAdcareful r e axisiexcged phallbcenkisme ud ¢
( Mo 1986:197) . Hi s castration theory <can |
imaginary construction of a radical operation which constitutes the symbolic field and all
beings inscribed t her eRrendand Liban sughe3t8sta méttodof .  Wh
understanding how the entry into the Symbol.
the symbolic and its relation to the semiotic which will be further discussed ), that of language

and order and family structr e , Il nvol ves, I n déparatonfrena a0s f o
presumed state of natureo ( Moi 1986:198). Wr
differences between male and female child sexual development, Kristeva pays close attention

to this brel with the natural, a separation from the mother, which is the condition of entry into

the Symbolic, and is the Acommon destinyo of

To reiterate, sexual di fference becomes ¢
universalseparation from the mother. Kristeva addresses the emerging generation of feminist
thinking as one which will have to confront the difficulty of reconciling maternal time or
motherhood with linear (political and historical) time. We need a discoursedatoeifact that
women continue to desire to bear children. In the deconstruction of the concept of identity in
her formulation, a space opens up which allows individual difference free play. In her
insistence on a movement to tackle difference, shefcalls an end to the AO6f
bet ween rival groups and thus between the se¢
to support other women in their choNMotlog, t o be

motherhood is rejected by the matedreated with cruelty and indifference.
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Motherhood and Maternity

Kristeva first wrote about maternity ¥n fMot
when pregnant with her own son. Her e, as i
pregm@ncy and childbirth could potentially be e
Al bly giving birth, the woman enters into co
mother; they are the same continuity differentiating itself. She ttualazes the homosexual

facet of mot her hoodo (Kristeva 1980:239). I
uncanniness of the experience of pregnancy
presento (Kristeva 19 8&s:tra&&sedand codifiad by thedaw®fy mb o |
the father, it is impossible to signify the event of pregnancy; the woman who is experiencing it
becomes temporarily dispossessed, psychotic in her own body, removed from language itself.

Her body isengaged by dni t 6 t hat objectifies the woman i
pregnancy and childbirth as that which reunites woman and mother and recalling primal archaic
homosexual bonds is a controversial and radicalhbei nki ng of Freudds the

a product of pentasnoemey 0 The delsec o miendg by Kr i

Cells fuse, split, and proliferate; volumes grow, tissues stretch, and body fluids change
rhythm, speeding up or slowing down. Within the body, growing as a graft, indomitable,

there is an other. And no one is present, within that simultaneously dual and alien space,

to signify what is going on. O61lt happens,
onao. Mot her hoodés i mpossible syllogism. (I

Furtheraccording to Kri-matelvar, 06 tdhars orlexx omena@gcc«

di scour ses, both ofsciwbaoHdhi@iaesti anHristveadt ®@ gy
1980:237) . At the time AStabat Mat econt was p
for the splitting of subjectivity in the ma

32 This essay was first publishedrReinturein 1975 and subsequently reprinted Rolyloguen 1977.
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exploring the image of the Virgin Mary through which the move from nature to culture is
mediated in Christian Roman Catholicism; this iconic image of miatloer only served to

reduce the maternal body to silence, as birth is only viewed from the point of view of the son,
who symbolically Akillsodo his begetter. Scien
mother as subject is curiously absent i fiiocess. As alternatives to those discourses,
Kristeva, as Oliver notes, fAAsuggeamissancam not i o

femininity and maternity itself rather than the Freudian notion of the maternal body, which is

always defined n r el ati on to masculine sexuality an
2002:296).
This is most clearl y s3% whicb fotmost schofrSisab a't

considered her most important essay on maternity. In it Kristeva calls for a eexy tf
maternity, and she considers the possibility
could motherhood function as an ontological category, previously unpacked in psychoanalysis

and philosophy, because this a function (currently) only @vialto the female sex. However,

here too we ar e fcde6161). In Westan cpltare, andtieeshaod i§ Mo i
regularly unconsciously seen as representing femininity in its entirety, and more often than not,
refers to the fantasy, rather thae tieality of lived motherhood which Kristeva considers to be

a Alost territoryo (Moi 1986:161). The resul

notion of motherhood, as it struggled with a new representation of femitfiitsal, lived

BEKAA Saaleé gla FTANRG Lzt AaKSR Aol Qualdr it was tepridied 8BNS G K A |j d
G{GF ol G IaAAISNENBASY RQbyYoRazNOKS GAGE S G{dFotd al G§SNE NBTF!
the Crucifixion containg in a Latin hymn which has been set to music by many famous composers, including

t SNE2fSaid !'a ¢2NAf az2A y20Saz GKAa Saaleé Aa dzyAljdzsS |
aiefSy odzii ALISOAFAOIf t ENFRZNEYGRG & RS 11286 FH6HK 8 SLIG 8 §8 I A 2IK
MLAY2YS RS .Sl dz@2ANI ANBYAOFtfte& | NHdZSR GKFG YFGOGSNyYyAGe
AUNHzOGdzNE A& FRIFILISR F2NJ 0KS LISNLISGdzl G A 2rfity &BfoinK S & LIS O
2F afl dSNE $KSYy &aKS &adaA3Saida GKFIG aSyF2NOSR YIFGSNYyAi
LI NByGa oAttt 0SS dzylotS (2 &dzZJR NI YR ¢gK2 gAff 06S02Y
1972:502).
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motherlood was therefore, in such articulations shrouded in silence and secrecy, theoretically
speaking. Kristevads main argument in fAStabese
the Virgin Mary and religion in general, along with the anttherhood las of Beauvoir

influenced feminism, mot her hood remained nAwi

First, we live in a civilisation where tteonsecratedreligious or secular) representation

of femininity is absorbed by motherhood. If, howevere twoks at it more closely, this
motherhood is th&antasythat is nurtured by the adult, man or woman, of a lost territory,
what is more, it involves less than an idealized archaic mother than the idealization of
the relationshipthat binds us to her, orteat cannot be localized an idealization of
primary narcissism. Now, when feminism demands a new representation of femininity,
it seems to identify motherhood with that idealized misconception and, because it rejects
the image and its misuse, feminisnrcamvents the real experience that fantasy
overshadows. The result’A negation or rejection of motherhood by some axgante
feminist groups. Or else an acceptariceconscious or nofi of its traditional
representations by the great mass of people,emcand men.

(Moi 1986:161)

As it stood, the maternal Astems from an i d
over i nto the unnameabl e that one 1 magines
1986: 16 2 )sessayis prafaurally disfurbing in that it specifically outlines the limits of
Lacanian fibeyond the phalluso theory. Pregna
on/ of f coroit ©e208dR%Me As Griselda Pollock puts it, pregnarcyia fAspl it
identity, a threshold between nature and culture, between biology and langithgeo

singularity and no relations to an ethical Otber ( Pol | ock i n Ettinger 2C
woman succumbs to this type of psychotic disintegration;méan 6 s f or mul a, f or
to emerge, the maternal body must be conceived of as abject, an interior kind of killing, which
necessitates matricide, a symbolic loss. This act of abjection is explicitly explored in a series

of different scenarios in Beclts work.

Traditionally, the cult of the Virgin offered some solution to what Kristeva terms the

problem of #Afeminine paranoiao; with the dec
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nothing to replace it. In pregnancy, woman defers to thisnpara a b u't al so to
di sintegrationo, which becomes separated fro
Freud of f enothingiwhichnfar hese whe might care to analyse it, is punctuated

with this or that remark onthe pato Fr eudds mot her , proving to
own body is anything but I mmort al and wil |l
Feminist critiques of traditional representations of motherhood have consistently failed to
produce any freshundget andi ng of womenédés continued wi sh
desires to bear children is fnalone of her s
aspects of the feminine psyche for which that representation of motherhood does not provide a
sdution or else provides one that is felt as too coercive by twertidm t ur y women ? 0
1986:182). In reply to her own question, Kristeva considers the need for a new understanding

of the maternal body and of t hokbedigehildren;r e a | ¢
of mother and daughter relationships and of the female foreclosure of masculinity (Moi
1986:183). There is a silence surrounding maternity in feminist thinking that Kristeva aimed to
challenge. She argued that what was needed wasaneediw @ s gi nal 0 di scour
maternity, one which would direct both men and women towards a new ethics: Kristeva terms
this a Aherethicsodo, which would envelop repr

a personal maternal point of view, Krie va suggests that this her

than that which in |Iife makes bonds, thought
So let us again listen to tistabat Mater and t he music, all the mus
Kristevaods initial thoughts on maternity, mo

earlier in her seminal teXRevolution in Poetic Languagé&974), where she developed the
notion of dhdred. As & miscetti cout Kr ias & famawdrk fot heor i
analysing both texts because they provide a powerful psychoanalytic framework for analysing

motherhood and uterine spaces in Beckett Studies.
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The semioticchora
The beginning of Kristevads ps yaetoon maéryt i c

bestknown textRevolution in Poetic Languag€974), in which she links language to
maternal, a concept developed from her PhD tHésler argument is that nineteentantury
postSymbolist avargarde literature revolutionises poetiaigmage by accessing a special
feminine, a specifically maternal creative register; she identifies this poetic revolutionary effect

in the writing of Comte de Lautreamont, Stephane Mallarme, Marcel Proust;REengsmand

Celine, Antonin Artaud and Jamesyde, all of whom produced avagarde and experimental

writing characteristic of this feminine impulse. Kristeva argues that these writers perform this
revolution through the disruption of what sh
suggests hat these writers manage to reach the
structures, thus undoing identity, including sexual identity. This undoing of identity is a return

to that which precedes the Symbolic and its network of structured, meaakigg

di fferences, that which is the distinguishin
writing only about male writers, she posited that their aesthetics are decidedly feminine. Both

Kristeva and Plato view the chora in maternal tersnset Pl at oni ¢ space or

mot her and a wet nurseo, which draws on the
paternal creator present in Platods story (
body is At hel &r dodr itnhge psreimmicoit i ¢ chorao (Kri.
mat ernal body, in a series of manifestations

2¢KAA 6 & YN asgisSwhichonas fistpblisBeNdn 1974) tKeSEnglstyuage version was
translated by Margaret Waller and published in 1984. It contains only a third of the original French edition,
thus presenting the reader with her general theories on linguistics. distes, the crucial difference
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0SGi6SSy GKA&a GSEG FyR KSNJ SI NI ASN) gNAGAY3I A& GGKS 418
presented as the indispensable theoretical startlnip A YU F2 NJ KSNJ SELI 2N} 0A2Yy 2F 0KS
1986 89)

I f the Symbolic is ruled by Lacands paternal
finds expression in poetic language is anterior to the Symbolic and is that which Kristeva terms

t he fAsohared o Kci st eva 19 8ade:tiatoBeckett Trbates, bothon theh e s
page and on the stage. Kristeva chall enges
meaning necessitates the repression of primary libidinal drives, which include the radical
dependence of the infant on the mater | body. Lacands fisubjecto
primal repression, thereby facilitating its entry into the Symbolic, the universal organizing
principle of culture and meani ngf ul |l angua
subjectivity necestated by repression of the primary relationship to the maternal body. Before

the Law of the Father, then, the infant is subject to maternal regulations, or what Kristeva terms
Athe | aw before the Lawo (qtd. i n locatesiav e r 2 (
dimension of language, not formally considered in psychoanalysis, which is occasioned by the
maternal body. While in the womb, the foetus engages in processes of exchange with the
mother which are regulated by her body. There are further exchéegeeen mother and
infant after birth; the mother monitors and
For Kristeva, the acquisition of formal language and socialization are founded in the maternal
function, which is prior to the Symbolic e a | m. Her theory not only
reliance on the symbolic and paternal function as the origin of the subject in traditional
psychoanalysis but also positions the semiotic as a continuous site of subversion within the
Symbolic. Kristeva,hen, argues that the rhythmic semiotic disrupts the Symbolic order. This

alterity, which is Aenigmatic and feminine,

translationo could be applied to Bedwkett 6s
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when he was directing his own drama (Kristeva 198428)hi s is preci sel y w
work appears at the edge of the intelligible, on the border of meaning, and is profoundly focused

on somatic relating and disconnection.

Kristeva suggests thdt h e r e twamazalitidédd i n t he si gnihfeyi ng
s emi antléitchée SOy mbrdileise t wo modal i t signifinggproeessi ns ep
t hat constitutes | a2Aa)gShea lgorovs theKQreeksteéwhoradroml 9 8 4 : 2
Pl atTim@eas wher e it i's explicitly related to
metaphor of birth and compare the receptacledtioeg to the mother, the model to the father,
and what they produce between t hee3Forthet heir
ancient Greeks, chora represented space, area or land. Kristeva employs the term to locate a
space in which drives enter language. Put mostsimplghii@i s t he arti cul ati o
processes which displace and condense both enemgigsat hei r i nscri ptiono
materi al from which | anguage emer ges (Kris
nonexpressive totality formed by the drives and their status in a motility that is as full of
movement as it va$98428)gtuslaainterrdpbion Ofkhe Symibokc by that
which is radically anterior to it. In the opening scen®lofloy, the narrator tells the reader that
he is in his motherds r oom; it i s where he |
how he got there. He says: Al sleep in her b
I resembl e her more and more nowoO (Beckett

occupies is related to the maternal, to his own mother. Molloy occapiesnblike space, a

semiotic chora, and it is here that rebirthing appears to happen.

351n a leter to Alan Schneider on 16 October 1972, Beckett wrothlafly &L KSI NJ Ad o NBI G Kt Sa
feverish, rhythmic, panting along, without undue concern with intelligibility. Addressed less to the
100
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Kristeva understands the semiotic in its

precursory sign, proof, engr av e dsteearl98{25).t t en

understanding than to the nerves of the audience which should in a sdree her bewildermeat The

Letters of Samuel Beckett: Volume [1V:1-9689.Edited by George Cradg al., Cambridge: Cambridge UP,

?I'?}l:é:horai S not a sign or a position but a kind
to attain to this signifying positiono (Kris
thechorainthesense that it simultaneously depends
It is a Apreverbal functional state that gov
of constituting itself as a body proper), objects, and the protagonists of/famslt r uct ur e
(Kristeva 1984:27). The subject, who is always a sujeptocess, has no understanding of

this process as it involves psgmbolic drives, which are connected to and oriented towards

the mother. I n Beckett GesdO wdrek ,e pasr tainc welnarl leys s
father, as the maker of meaning for the protagonist. This unresolved melancholia leaves the

son wandering aimlessly in a cadaverous space, separated from the rotting corpse of the father
but not liberated. As Johnteht e put s it : AThe subject in p
energy charges, of jouissadta n d d e a t 1990:124). Ehe $emietic is the subterranean

el ement of meaning within Kristevabés formul a
difficult to make this semiotic element intelligible as it is not, strictly speaking, representable

T at least linguistically. It is formed through sensory processes and thus its expression must rely

on sensory affects. What is representable, conceivedghhof, imagined and a product of

order is part of the symbolic order, or simply put, the symbolic. To even write or speak about

thechorai s paradoxical; to do so is to give it

B 5 [ SOKGS y2084s T2NJ YKo drSethaiges2ytizhns fowsyaddther & a A y & S LIt
O2y&iNIAyida 6KAOK 3ISYySNIGS (KSasS Ft268 GKNRAAK | WRE Y
1990:153).
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pre-Oedipal semiotic functionand energy discharges that connect and orient the body to the
mot hero (Kristeva 1984:27). I n her deliberat
choraa she insists that the motherds body fimedi
and becomes the ordering principle of the sematmad ( Kr i st ev achda&sg&a4 : 27) .
prelinguistic state of nature from which the infant must separate in order to become a speaking
subject. It cannot be spoken of as it escapes and precedegyangusteva aims to theorize

the untheorizable in her notion of the semiotic and symbolic elements of language, which is
why she turns to avaigjarde literature where she sees the ways in which poetic language allows

us to return to this preymbolic spae, one that transcends language and threatens it but also
necessary for it to emerge and tNotd Me tibh s |
outpourings, which | analyse in Chapter Three, represent a form of poetic language,

unintelligible, butrhythmic and maternal in its experimental form.

Kristeva deliberately associates the semiotic chora with the maternal as the young
infantodos drives are structured around the m
on language in early childhoatvelopment, Kristeva insists that the mother and the maternal
body perform a central function in the for
separation from the mother, represented in dbhitith, coincides with the passage from the
prelinguistic semiotic to the symbolic realm of structured language and social order. The
mot her, then, assumes a fimar gi nal positiono
to the child in pregnancy in a symbiotic bond, but she also becomes the lost Otter in t
necessary separation from the child as it becomes an autonomous subject. This is a difficult
transition for the child, as there is a deep desire to return to the infantile stage when the child

experienced a sense of a unitary self; the mother mustvhewe be r ej ected or
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Kristeva puts it in order for the child to have a sense of selfhood. In her analysis of female

depression and mel anch®8kbaj ngh®omansi ders th

For man and for woman the loss of the mother is a gicdd and psychic necessity, the
first step on the way to becoming autonomous. Matricide is our vital necessity, the
sinequanonc ondi ti on of our indiwv28duation [é] (

This notion of maternal abjection is a rite of passage necessang femergence of the subject.

This symbolic Akillingodo of the mother resul't
union with her. Writing on Melanie Klein, whose psychoanalytic emphasis on the positive role

of motherhood in psychicdeveloe nt deeply influenced Kristev

Il n Kl einbs view, the cult of themamadeher
The loss of the mothé&rwhich for the imaginary is tantamount to the death of the mother
I becomesther gani zing principle for the subject
far more than just the cult of the mother: without matricide, the internal object cannot be
formed, the fantasy cannot be constructed, and reparation, as well as the redirection of
hostility into the introjection of the se
first lose the mother. (Kristeva 2001:130)

VY

This archetypal Abeheadi ngd of the mother, u
Aflighto | pracdmeicteissmar yor the psychic fre
2001:131). In this formulation, the mother, at the threshold of selfhood emerges as both desired

and rejected. This difficult process which is triggered by the separation from the mother
produces a constant longing for the primal unity and bliss space of the intrauterine experience.

As Kl ei n wr it e-discover the mothér dfehe earlyedays, avhom ®ne has lost
actually or in oneds f eel i ngative arsandan tieeavayes f t h ¢
people enjoy and appreciat e ichoraoff¢rKalsieilarty 19 8 8 :
useful role in which to analyse maternal sp

intrauterine bliss of the womb, when herezades himself into the room that his lover, Lulu

provides for him. He displays an obsession with clearing the parlour, except for the sofa, which
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he places behind the door, | ocking himself
further in my aalysis of the short story.

I n AFrom One | dent ¥, tKyisteta@rouads thi® théoey rofothe ( 1 9 7 &
semiotic more fully in psychoanalytic terms, suggesting that poetic language makes it clear that
significance is a process not totally controlbgda unified subject. The semiotic and symbolic
elements suggest a split subject, the split subject of psychoanalysis who operates between
unconscious and conscious real mhprobessabfe

Kristeva:

One should begihy positing that there is within poetic language (and therefore, although

in a less pronounced manner, within any languadgeterogeneousnes meaning and
signification. Thisheterogeneousnessdetected genetically in the first echolalias of
infants & rhythms and intonations anterior to the first phonemes, morphemes, lexemes,
and sentences; this heterogeneousness, which is later reactivated as rhythms, intonations,
glossalalias in psychotic discourse, serving as ultimate support of the speaking subjec
threatened by the collapse of the signifying function; this heterogeneousness to
signification operates through, despite, and in excess of it and produces in poetic

|l anguage 6musical 6 but also nonsense effe
significations, but, in radical experiments, syntax itself, that guarantee of thetic
consciousness (of the signified object and égfmy example, carnivalesque discourse,
Artaud, a number of texts by Mallarme, certain Dadaist and Surrealist experinfents. T
notion of heterogeneitys indispensable, for though articulate, precise, organized, and
complying with constraints and rules (especially, like the ruleepktition which
articulates the units of a particular rhythm or intonation), this signifgisgosition is

not that of meaning or signification: no sign, no predication, no signified object and
therefore no operation consciousness of a transcendental ego. (Kristeva 1980:133)

In Not |, the semiotic erupts i ntetlgibtelowpousingsndio!l i ¢,
nonsense deliberately challenges Beckettods

Mc Mul l an, in a psychoanalytic reading interp
the conceptual stability and fixity establishe by t he Symbol i co, whi |l e

37 This essay was first read as a paper at a seminar at the College de France on January 27, 1975; it was first
published inTel Quein 1975 and then ifolylogudan 1977.
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Mouth is fAthe wultimate deterritorialized voli
readings locat®lot | within the European avaigfarde tradition that Kristeva refers to in which
t h beteffogeneousnesso meani ng and significationo that

actively disrupts the Symbolic order.

Kristeva maintains that poetic language is not dependent upon a repression of primary drives;

in fact, she claims that it is an element of languagehich primary drives interrupt the usual

unitary form of language, revealing this irrepressible heterogeneousness of multiple sounds and
meanings. Poetic language, then, has its own meaning which does not conform to formal
unitary language requiremenk&isteva now suggests that the primary drives that are repressed

by the Symbolic are maternal drives, understood as belonging to both the mother and the infant.
The Symbolic, then, is predicated upon absolute rejection of the mother, while the semiotic,
through its rhythms, intonations, sound play, and repetition recovers the maternal body in the
artistic practice of poetic speech. These
di scour seo ar e a -depandendefsthe anbthemamfan felationehg, ac o
heterogeneous environment which is firmly located prior to the compulsory separation of both

the infant and mother, in order to eradicate the incest taboo. Kristeva suggests that this taboo

is expressed in language as a divisiosamfnd from sense. She writes:

Afa phoneme, as distinctive el ement of meanin
phoneme is involved in rhythmic, intonational repetitions; it thereby tends towards autonomy
from meaning so as to maintainitselh a semi oti ¢ di sposition nea
(Kristeva 1980:135). Such phonemic iteration, this rhythmic repetition, and intonal emphasis

is a key feature of Becketts work, as for example in the lateRaatfallswhich is concerned

with complex mother/daughter relationships. | will be analysing this work in Chapter Three.
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Critigues of Kri stevads Semiotic

Critics have long argued that Kristeva runs the risk of essentialising the female body in this
formulation, as Fanny Soderback notesii Mot her hood: A Site of Recg
Kristeva and Butler on the Maternal Bodyo (2
read as one whi c h-symlplxedaverglder, paturslpplassive, niaternap r e
mold or receptaelfromasymbolid ogi ¢, cul tural, active, patert
in categorizing along gender lines (Soderback 2010:2). Soderback considers how the state of
maternity and motherhood has been argued about among feminists for quite sQqméadirae

Kristeva has been criticized for her emphasis on maternity and motherhood, linking both to the
feminine, thus seeming to essentialize the female body and reducing it to the biological function

of mothernood®However, Soderbackésevaderpgesiriingnofh
women continue to desire to bear children, we must have a discourse for maternity, difficult as

that may be, is most useful. Soderback notes how Judith Butler has been particularly critical of
Kristevaodsesitanees onwthesng that dsamakmava fAa
bodyo (qgtd. in Soderback 2010:9). Kristeva
speaking about maternity when she saysat t hat
being accused of nor mati vi sm, read: of reg
Soderback argues that in her view, Kristeva does not in any way undermine woman in the role

of motherhood. Rat her, she fr etfreaewonsanffrom t he
this very reductiono (Soderback 2010: 2). It
concerned with; by bringing the issue out of the shadows, a female history which has been

repressed, Soderback suggests that motherhood emerges @eea bt a predefined and

$ ythéé iost pfolilevhatic y R LINK Y I C
N

BWF OljdzStAyS w2asS | NBHdzSa GKIaG aSaa
FALISOG&ae 2F YNRAGSOlIQEa 62N]-Te DENDNRANSI 6%t yERI RAADAA T
0KS SGSNYItf FSYAYAYSET YR DFe&lFGNR { LA @I istarddiag & NS LISt £ €
implicit sot of positivism: naturalising of the chora, naturalising of the-ar& YA 2 G A O¢ oOlj G R® Ay { 2R
2010:2).
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social societal obligation. Indeed, many women deliberately chooséo be mothers in
western society so a discourse on the topic in particularly relevant in our society. Thus, | would
read this return to motherhood as a subpé@nquiry, and as a critical framework, as neither
essentializing nor nostalgic; it concerns new beginnings, and the possibility of a future

ipregnant with change and ®¥ransformationo (S

Judith Butler on the other hand, argues ati st evads strategy of
doubtful2®0(FZBUtOIBg T I n Butlerds view, Kristeve:
stability and reproduction of precisely the

2007:108). In her seemingiys @l leff eat i ng t heoryo, the materna

bearing a set of meanings that are prior to culture itself. She thereby safeguards the notion
of culture as a paternal structure and delimits maternity as an essentially precultural
reality. Her naturalistic descriptions of the maternal body effectively reify motherhood
and preclude an analysis of its cultural construction and variability. (Butler 2007:109)

Soderback raises two | egiti mat eButtebisiscepticah s r eg
of the Asubversive potenti al and emancipato
concerned that Kristevabs alleged attempts t
realityodo could | ead whiahrexfciloadtisomaonf amat |

constructi on an ®00%109).iBatleri furthet argues ¢(h& by posting the
female maternal body as outside of culture, Kristeva is blinded to the possibility that this
Arepressionomdyt bepuodecstthe object that it
However, this serves to further deny the material basis of life. While Soderback notes that these

worries are significant, as they articulate a lot of feminist concern about the mateimah b

¥Ly GKS 2t RSNJ . SO1SG0Qa 62Nl X LI NIAOdz I NI & KAia fld
Women populate the stage inthisiaS NJ LK &S 2F . S01SdGdQa soNRGAYy3IS 6KS
mother/daughter relationships. This will be the subject of Chapters Three and Four.
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culture and society, she nevertheless argue
fundament al mi sconception of Kristevaods thot

main misconception is the linking together of Kristeva and Lacandsthins who fispeak

unspeakable outside thajigor to andopposedte ul t ur e and t he symbol ic
2010: 6) . Kristevads entire projectvoidssich i n Sc
oppositional and ek déslwhysHristewa centinuauslyt describessdhe  wh i

semiotic and tdependany eebxo Isitc nags, ficnat er t winedo (!

Kristeva explicitly states this exclusive relationship between both realms is relative

precisely because of the nesay/ dialectic between the two modalities of the signifying

process which is constitutive of the subject. Because the subject is alsthgemiotic
andsymbol i c, no signifying system he produc
6excl usi \ie&ng 8 insdegdmecessarily marked by an indebtedness to both.
(Kristeva 1984:24)

Soderback argues, then, that when Butler dis

Aoppositiondo to the symbolic, t htae v asthse wiami ks
namely that which marks her as different fro

is a condition fomnda product of the symbolic:

Although originally a precondition of the symbolic, the semiotic functions within
signifying pracices as the result of a transgression of the symbolic. Therefore the
semiotic that Opr ec etideeratiéal sappasitiopustified laythe on i s
need for a description. It exists in practice only within the symbolic and requires the
symbolicbreak to obtain the complex articulation we associate with it in musical and
poetic practices. (Kristeva 1984:68)

VLN . SEFENRaAG2NIK AffdzYAyllGSa GKAa LIRAYyG o6& O2YLI NRy 3

concepts blind; in Kristeva, semiotic content without symbolic form is mute, invisible, and deprived of a

history. But concepts without intuitions are empgyin Kristeva, a linguistic, symbolic universe deprived of

connections with the infrasymbolic regpsentations of exposure to otherness, separateness, loss, and death, is

2yS gAGK2dzi YSFYyAy3 2N @Ol fdzSa¢ o6{SS y234S Hwnz |jiR® AY
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As the semiotic is fAal ways alreadychsaidisal ar

always already inevitably and inseparablyndyo | i c 0, there is therefor
pure about iit, as Butler would have ito (Sod
as semiotic, nal ways already and soci al and

the personal histgrand the social relations that initially appear missing in the discussions of

his characters.

Soderback concludes by noting Butlerods fina
would occur i f we stop s pe cdulfurally eohstrugtedfbadg usi ng
will then be | iberated, neither to its oOnat.
future of cul t ur2all0 7p:0ls2s7i)b.i IButtileesrod s( Bruitelwesr h er
who al so aimsf dour ¢diisnfilb@ere continuous retur
maternity as at &«mmar aolf dixcperpioearecado, our cul't
pregnancy in discourse. However, Soderback notes that not all women are mothers or desire to

be mothers, but rather that all human beings are, (at least as of yet), born from mothers. If we
continue to refuse to acknowledge our dual origins, we reproduce the patrilinear conception of

time that dominates Western discourse. We must acknowledgeuthattt is the outcome of

a dual or i gndmat d@irmuaaled n@$oder back 2010: 10) . T
aims to express in her writing, which explains why she continuously returnsdiodizen her

work on language, embodiment, and time)péoying the maternal body as her point of
departur e. The narrator of AFI st Loveo, upoc
chil d, refuses to acknowl edagempathatndli otdr i gi
he claims,inrespondeo0 Lul uds announcement that she can
itéds |l epping, [€é] ités not mineo (Beckett 20

the story, where the narrator wishes to return to thdiptle maternal body
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Kristeva on Abjection of the Maternal Entity

Kristevads theory of abjection is a critical
of the attitude towards women, the Howersher an
of Horror: An Essay odbjection Kr i steva writes that #Afear o
be essentially fear of her generative power
i's a consistent trope in Beckett ds imgrthet i ng,
male antiheroes to pursue alternative sexualities, including prostitutes, masturbation and
postreproductive women. Kristeva recalls her loathing of the skin of the surface of milk as a
primary example of the phobic horror that is instilled by fmadhing which produces the most

archaic form of abjection, that which disgusts us, and which lies at the boundary between self

and other:

When the eyes see or the lips touch that skin on the surface of thie mailinless, thin

as a sheet of cigaretpaper, pitiful as a nail pairing| experience a gagging sensation

and, still farther down, spasms in the stomach, the belly; and all the organs shrivel up the
body, provoke tears and bile, increase heartbeat, cause forehead and hands to perspire.
Along with that sightclouding dizzinesshauseamakes me balk at that milk cream,
separates me from the mother and father who proffer it. (Kristeva 1982:2

Kristeva argues that culture is safeguarded through the process of abjection, which originates
fromourear | i est at t ematprhabentitpo (akbrjiesctte voaurl 98 2 : 1 3) .
process, as it occurs before we exist in language and outside of the mother, resulting in the risk

of Afalling back under thae fdway oo f( Ka i psd veevra al
child must abject the mother to initiate a
another or cannot identify with another before | have separated from the mother. If the
becoming subject assumes a masculine igetihe mother must be split/cut in two, the abject

and the sublime. This i dMoley. Thé matechildcantlovesthe i n i
sublime mother and separate from the abject mother. However, for the becoming subject who

assumes a femingnidentity, the process is more complicated: abjection of the mother involves
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abjection of the girl child herself and abandonment of the mother for the father as the object of

her love. In the phallic model, the woman never obtains the phallus and tedaele a stable
identity within the Symbolic order. Abject i
narcissismo (Kristeva 1982:13). It coexists
when the narrator of fkhitost hleoypead | banrrioaadhes
attempt to return to the intrauterine space of symbiotic bliss, which represents his failure to

successfully abject from the maternal entity in order to enter subjectivity.

The abject disgusts us as it existsthe borders that threaten the construction of our identities.

Il n order to est ablmyselhlspitiyselfositel ladjectmyselfwihinghte i e x p €
same motion through wimyselth (AKroi sctleaviam 1t908 2e s3t) ¢
separation from the mother, before the acquisition of language and the ability to exist in
language confronts us in the form of the abject. It fascinates and repulses us in equal measure.

It is not easily identifiable, and as it is positioned as that wisiahutside of the subject, it

places the subject in a meaningful place; it is that which threatens to annihilate ourselves.

Abjection is not a lack of cleanliness or he
What does not respect bordeggssitions, rules. Theth et ween, t he ambi guous
(Kristeva 1982:4). Abj ecti on i S a fAunivers
Adefi |l ement , food, taboo, and sino (Kriste

fundamentalwork of Btii sh Ant hropol ogi st MarityyandDangeg | a s 6
(1980), who looks at defilement in-gsalled primitive religious cultures. Douglas argues that

the contours of the body are formed through bodily markings that endeavour to establish certai
codes of cultural integrity. In this, she draws on a phenomenological framework, making space

for the condition of being that is not only or fully dependent on languagealtea primitive
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religious society, such as Polynesian or Central Africa, enangised and powerful entity, but

subject to external pressure.

Douglas writes that discourses are established around bodily boundaries which serve the
purpose of naturalizing certain taboos:

Ideas about separating, purifying, demarcating and punisiainggressions have as their
main function to impose system on an inherently untidy experience. It is only by
exaggerating the difference between within and without, about and below, male and
female, with and against, that a semblance of order is créBmaglas 1991:4)

In such societies, religious rites are essentially purification rites which aim to separate certain
groups from one another by prohibiting a filthy or defiling element. Douglas maintains that in

a variety of cultures there are othendars to be considered:

These are pollution powers which inhere in the structure of ideas itself and which punish
a symbolic breaking of that which should be joined or joining of that which should be
separate. It follows from this that pollution is a tygfedanger which is not likely to
occur except where the lines of structure, cosmic or social, are clearly defined. A
polluting person is always in the wrong. H&c[ has developed some wrong condition

or simply crossed some line which should not have lseessed and this displacement
unleashes danger for someone. (Douglas 1991:114)

Butler, in her critique of Douglas, relates pollution powers in this case to homosexuals and the
AIDS epidemic of the 1980s, which produced hysterical and homophobic sesptinthe
bodily disease that was entir el y-80pBothttheayed
disease and the homosexual body were considered polluting and therefore contagious. The fear
of the exchange of bodily fluids between gay men bolsteoedophobic fears around the

dangers of the permeable bodily boundaries and the threat to social order because of such
sexual activity. Butler concludes her analysis by arguing that the rites of passage that control
bodily orifices assume a heterosexualtonsu ct i on of fAgendered excha

possibilitieso (Butler 2007:181). The dereg
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bodily exchanges disturbs the ultimate definition of what a body represents. As we saw in
Chapter One, the indences of homoerotic encounters/fantasiedailloy and elsewhere,
precisely fAdisturb the wultimate defDreamt i ono
Belacqua shrinks away from normal sexual encounters with women, often resorting to
masturbation. This act is itself a way to control sexual desire as Belacqua can satisfy it without

having to encounter the alterity of anothero

As ElizabethGras poi nts out, the abject is fAnot tha
nothing in i1tself, as Douglas has argued, IS
in its proper place, as the presiteaopossibpar agr
dangero to soci al systems, a site of dAvul ner

unincorporable always locates sites of potential threat to the system and to the order it both
makes possible and plro)l.enmdhtatz eis0 MoGxto sizn t1e9r9
theory on abjection is Douglasdéd claim that i
pose a threat to the social order, and this threat is firmly located in the polluting powers of both
menandwomehs bodily fl uids. I n Iine with Butler
when analysing sexual difference in a society where sexuality has become reassociated with
notions of contagion and death, as a consequence of the AIDS crisis of the 198@sfaod

that the disease is making a slow but significant comeback in Western culture, a fact that

appears to be unrecognized by governments and society alike. As Douglas writes:

| believe that some pollutants are used as analogies for expressimgral geew of the

social order. For example there are beliefs that each sex is a danger to the other through
contact with sexual fluids. According to other beliefs only one sex is endangered by
contact with the other, usually males from females, but somstithe reverse. Such
patterns of sexual danger can be seen to express symmetry or hierarchy which apply in
the larger social system. What goes for sex pollution also goes for bodily pollution. The
two sexes can serve as a model for the collaborationiatilctiveness for social units.

So also can the processes of ingestion portray political absorption. Sometimes bodily
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orifices seem to represent points of entry or exit into social units, or bodily perfection
can symbolise an ideal theocracy. (Douglasli3P

As Grosz points out, Douglas makes clear tha
symbolize, social and collective fantasies and obsessions: its orifices and surfaces can represent
the sites of cultural marginality, places of sociargmnd exit, regions of confrontation or
compromiseo (Grosz 1994:192). As Beckettds
encounter that does not result in procreation, they are obsessed with bodily orifices, including

ot her menos.

Inherincorpo at i on of Douglasé study to her own
is, for Kristeva, $ymbolcsystedsd j(eKtrtiisstcernvead 1f9r8a2m 6t5
i's what escapes fithat soci al rati oenssbbsedt y, t h
which then becomes differentiated from a temporary agglomeration of individuals and, in short,
constitutes alassification systerar astructur@d ( Kr i st eva 1982:65) . Kr |
filth is that which relates to a boundary and repnés the object which is ejected to the
margins. Matter which is emitted from the or
stuff of the most obvious kind. Spittle, blood, milk, urine, faeces or tears by simply issuing
forth have traversed th@bndary of the body. So have bodily parings, skin, nail, hair clippings
and sweat o (Douglas 1991:122). For Dougl as,
powers invested in humanso but depend on a
(Dougla s 1991:114) . Having considered Dougl asc¢

anthropological works of the modern era, Kristeva considers the unanswered question of why

corporeal waste represents fithe objedsive fr
frailty is echoed in the frailty of Beckettd
mat er nal grotesqueriesMalgy. depicted in AFiIiTrst
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For Kristeva, corporeal waste such as menstrual blood and excrement represent thie two ma
types of abject. Excrement and its associated elements of infection, disease, decay and death
represent the threat to identity that comes from outside; on the other hand, menstrual blood
represents the social or sexual threat that comes from withirs Man u a | bl ood #dthr
relationship between the sexes within a social aggregate and, through internalization, the
identity of each sex in the face of sexual d
are historically associated with the nratd and/or the feminine. | will be returning to this

aspect of abjection in detail in Chapter Three in my analysis of ageing feminine sexual desire

in Beckettds | ate dr ama. Il n the primitive so
were prinarily concerned with separating the sexes, resulting in male domination over females.

As Kristeva points out though, although the masculine appears victorious, there is a constant

threat by the feminine (Kristeva 1982:70). That other sex, the feminiliesig nony mous wi

a radical evil that iIis to be suppressedo (Kr
the feminine and is potent. As Dowuglas write
to occur except where the lines of struct e cosmic or social, ar e

1991:114). The potency of pollution is directly proportional to the potency of the exclusion

that it is founded upon. For Kristeva, abjection takes different shapes depending on the
signifying system. ldr arguments are based on signifying systems which are constructed
around exclusion and power. The symbolic order is based on differences and distinctions
between subject/object, clear/dirty and as such, it is exposed to that which it excludes. Abject
mengrual blood is clearly associated with sexual difference and the maternal feminine.
Kristeva argues that maternal authority effectively maps out the body through exclusion and
frustration but that this mapping is the precondition for language. This mapgingt he fAs el
clean and proper bodyo instigated a separat.i

and the corporeal mapping that abuts against
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excrement are, then, polluting objects associated wbighcton and the maternal feminine,
whereas other leaking bodily matter such as tears or sperm are not considered to have a
polluting value. IlNotl, mal e cri tics have suggested that
reading Mouth as anus, instead of o as labia, which | argue for in my analysis of the
televised version of the play in Chapter Three.

These polluting fluids draw attention to the permeability of the body and its dependence on an
outside; they threaten our autonomy and-ghdhtity, & they represent the impossibility of a

clean or proper body. This anxiety with dependence and yet attraction to dependence is central
to Beckettds wor k. He both needs and abject
eradicate; vigilance is reged in order to control them. They demonstrate the limits of bodily

subjectivity; they are necessary but embarrassing realities:

These bodily fluids, this defilement, this shit are what life withstands, hardly, and with
difficulty, on the part of death.here, | am at the border of my condition as a living being.
My body extricates itself, as being alive, from that border. Such waste drops so that |
might live, until from loss to loss, nothing remains in me and my entire body falls beyond
the limitT cade, cadaver. (Kristeva 1982:3)

The abject also includes Al oathing an item c
1982: 2) . Dung is of particular i mpowheraence t «
the narrator links the female repactive body with excrement, specifically cow dung.

Excrement and constipation are central themes in the story, linking the abject with that of Otto

R a n Kigeslrauma of Birthwhere constipation is linked to the neurotic and his failure to

resolve thdirth repression normally experienced in the pleasurable experience of heterosexual
sexual gratification. This emotional constipation links back to the association of withheld
excrement with that of the female body, which we now understand to this amal/sisa A f ear

t he archaic mothero, or fHessentially fear of
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now see just how fearful Beckettds male char

my analysis of the short story AFirst Loveo.

Abjection i n AFirst Loveo: An lIntertextual Psych

Beckett wrote four novellas fAFirst Lomeo, AT
French between February and December 1946. They represent the first substantial fruits of his
transfer o the French language as his chosen form of literary composition. Prior to this, he had
been working for the Irish Red Cross Hospital in the Normandy town of-Bairdis contract

had ended, and he returned to Reerizsy, od mbwvari ki
(Beckett 2000:1). As Gerry Dukes notes, the novels were unprecedented for Beckett for at least

two reasons: they were written in French and are presented aspeffesh narrative (Beckett

2000:1). By 1946, Beckett had been living irafrce for ten years and much of his daily life
invol ved speaking exclusively in French. AFi

was published in 1970 and translated by Beckett himself in 1973.

AFirst Loveo appear s ofthemisogyoy fobne in#e aarign i c a |
prose, which | discussed at length in Chapter One, which is characterised by exaggerated
disgust at female forms, and women constructed as lacking in basic intelligence. | argue,
however, that this storyisthemostsmo gy ni sti ¢ of Beckettos writdi
and the threat of sexual vi olence inherent
ankles [é] | considered kicking her in the ¢
of this stoy also allows me to consider the function of the pervasive hatred of women that
continues to permeate Beckettds wor k, up to
Beckettds most di sturbing wor ks i nhermoedl ati on

demonstrating the narratordés fear and ul ti me
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to his child at the c¢closing of the novell a

female reproduction.

The twentyfive-yearold narrator & @ Fi r deginsLby teléng his readers about his
fondness for graveyards and the dead who i nt
with graveyards, I take the air there wild l:i
corpses, distintty percepti bl e under those of grass a
sweet sideodo, but he infinitely prefers it to
armpits, arses, sticky foreski-6bs Tha nadratof r ust r
displays an abjection towards the living but not the dead. Having been evicted from the family
home after the death of his father, our narrator spends his days and nights on a park bench,
where he meets a woman named Lulu and an unliiely at i onshi p devel ops.
tenacious womano, pursues her man, turning u
The narrator is uneasy about her determinat
security. Wrong again. | asked héshe was resolved to disturb me every evening. | disturb
you? She said. | felt her eyes on meo (Beck:
taker, with a penetrative gaze, Lulu displays significant inherited traits from the earlier female
charat er s of chapter One, which demonstrates t

has not yet matured.

A kind of love develops between the narrator and Lulu, but quickly becomes reduced to the
insatiable sexual appetite of Lulu; ournarratoh o fidi dndét wunder stand wo
must contend with an emotion that he reluctantly admits is a form of love (Beckett 2000:71).

Il n an ironic tone, our wunreliable narrator t
of course had hedrof the thing, at home, in school, in brothel and at church, and read
romances, in prose and verse € in which it w
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of | ove t haherodB éar kit threafes theanrwithi a loss of autonomy is ns&inife

in the following passage:

What mattered to me in my dispeopled kingdom, that in regard to which the disposition
of my carcass was the merest and most futile of accidents, was supiness in the mind, the
dulling of the self and of that residue of exet¢eabippery known as the neself and

even the world, for short. But man is still today, at the age of twiargyat the mercy

of an erection, physically too, from ti me
immune, if that may be called an ereatidt did not escape her naturally, women smell

a rigid phallus ten miles away and wonder, How on earth did he spot me from there? One
is no longer oneself, on such occasions, and it is painful to be no longer oneself, even
more painful if possible than weh one is. For when one is one knows what to do to be
less so, whereas when one is not one is any old one irredeemably. What goes by the name
of love is banishment, with now and then a postcard from the homeland, such is my
considered opinion, this evenin@eckett 2000:70).

This passage reveals the narratorodos dil emma
to desire. He condemns Lulu and her sexually
phallus ten miles awawyodo; Asnsl lednp hpae s ist ioan st |
participant, whereas his fAerectiono positiao

unresolved tension between the narratoros de
that this will lead to himbeeni ng fAino | onger oneselfo (Becket
interfere with the mind of the narrators, who search for existential meaning, while tormented

by their own sexual desires.

In an attempt to escape the dangerous lure of Lulu, the narratatais the bench and
moves to a disused cowshed, partly because
reasons better not wasted on cunts | ike youo
of this deeply insulting word which continueshave freight in our culture, directs his insults
bot h at Lulu and his reader. Whil e contempl
narrator finds himself Ainscribing the |l ette

|l ove ipassiilonN20 or Apl at oni74. He disregaPds thg |&terc k et t
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concluding that platonic | ove is fAdisintere:
cowshit i f my | ove had been pure and disint
bargain, whi ch | then sucked?0 (Becket't 200
attachment further reveal s t he narratoros

detachment from Lulil who represents the abject entity, clearly associatedexittement.

Phil Baker notes that these cowpats are a fim
Afgensacatiol ogy, cowpats belong particularly t
his thoughts are all of Lulu, he now decides

to rename her as Anna.

This disturbing passage, which draws attentionh® ¢lose link between the feminine,
sexuality and excrement, echoes Kristevaods
female reproductive body at work in this story. In the first comprehensive study of sexuality

i n Be oekwetPaubS¢ewatt Se x and Aest het i cs (2014),aBj@aemmuel B
t hat Beckettds work displays a deep mistrusi
oedipal sexual encounters, and a variety ofrggmoductive forms of sexuality, including the

solitary, the homoerotic and the geriatric, challenging established notions of identity politics in
Beckett criticism. Employing a psychoanalytic framework and drawing on the work of Otto

Rank and Arthur Schopenhauer t oeandplogotagve hi s
framework does not , however consider Kristev

alternative reading.

Eventuall vy, the narrator moves into Lul ul/
room, listening to the sound of hetee r t ai ni ng her <clients. He r €
where he displays a mostly passive role in t

as though he were Awatching an experi mento,
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2011®) . According to Stewart, t heubgtitutedfaegoni st
for the most satisfactory substitute oftheweasts o omo ( St ewart 2011: 69) .
that the narrator does not f ocuywhereasquniis u/ Ann
observed: RnShe took off everything, with a
stockings, calculated presumably to bring my concupiscence to the boil. It was then | noticed
the squint o -9).BekedeknaldbodyZ309Ot 78gai n, considered
knew she would not explodedo as the narrator
argues that the neurotic Afails in sexual:]
gratification of partially returmg t o t he mot her o as a way of
remaining fAoéinfanti | e dcompletelybr asieewheleback tntothé de s
mot her 0 ( &3 rnkhis?W@sliDof returning to the worike space of intrauterine

bliss, thenarrator makes the parlour room his own and indulges his obsession with clearing

spaces. He clears the furniture into the corridor, except for the sofa, which he places behind the

door , thus barricading entry, asraonmidd esfpfaeccet.i viel
del i berate descriptions of Luluds | ovemaki n¢
door suggests, according t o-utBiaeldisturhbancéslcaudedh t h e

by the motherés sex¥BpTheactavibtPse HBakar 1397
however, as the impending arrival of his first child is a real expulsion from the womb,
necessitating a figural expulsion for the protagonist. As soon as the birth of his first child

occurs, the narrator flees, with theéesrof childbirth and infant accompanying his escape.

When the narrator discovers that Lulu/Anna is pregnant with their child, he retorts:

Al o] ne day she had the i mpudence to announc
gone into the bargain,lme of al | peopleo (Beckett 2000: 8
Abort!o (Beckett 2000:84). This fear of i mpe
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novell a where the death of the narratoroés f
int o, what Weller describes as fAan intolerabl
with the f erB006&72n leove oflaWerhah,as distinct from love of a father is
presented here as the paradigm iod kEanil £h meinv
(Beckett 2000:70). This exilic encounter with the feminine and impending fatherhood is the
precondition for a very literdl and for the hapless narrator, intolerable incarnation: the novella

ending with the narrator fleeing from the criéhbildbirth. Fatherhood is not an option for the
narrator in this story, who appeared initial
prostitute; on becoming aware of this and her pregnancy, he recommends abortion as the only

viable option. At he conclusion, the narrator aborts both the responsibility of fatherhood and

the story itself.

Stewart argues that the i mage smightfleaddx pul s
a reading of the t exThe Trdaumaoot Birthwhichhvee krlow that o f R
Beckett read. Not only does the death of th
family home but also to his own impending role as a father, from which he ultimately flees.
This flight from t he igidirddream df Fas ta kliddéng Wémema | e h
More Pricks Than Kicks(as discussed in Chapter Orag)d Murphy, surviving Bec
postwar switch from English to French. The flight from the female is also a flight towards her,
in the directibmh sofBrebehvduchirepresartst tiee maternal body as
both origin and end of being, the theory of which Beckett encountered on his reading of Rank
in
1935, when he underwent psychoanalytic therapy in London with Bion. Baker describes
Becket t-tombawomb ki nd of-cdmibaicnmentt (-iBemsled fit @ s
the head)o (Baker 1997:118). This withdrawal
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Ai nward turning of the | ibidoo is apparent
narrator of AFirst Loveo (Baker 1997:118). C
disaster of being born; normally, the birth trauma can be worked through successful
heterosexual intercourse with the satisfaction of partially returning to thiaemas
encompassed in the act. As Beckett wrote in
A d | eéNeugosic Constituton A The motive of the fear of won
arto [ é] Mystery of female oge(niG@mIM&AR 1 ®9 7rle/i
Judging from the attitude our narrator exhibits towards the mother of his child, a general fear

of the female sex and her generative powers is clearly shown to be one of the stimuli for

Beckettds wor k.
Not only is the female segursed in this novella, then, for her generative powers, but the

narrator also takes a gruesome form of revenge on the maternal: intimate relationships are
considered a retribution for the birth traum
female genitalia. The repression of the primal scene, or the Uncanny, is described by Freud as

a morbid vision of the fAoceanico, a term c¢
discussed at the start Gfvilisation and its Discontentslescribing the uranny as consisting

of fa peculiar feelin@s[ é]Jt Iwiemiet |0Geoscse anu rchda
1997:109). Beckett reverses and mocks the positive myth of creation and it is also in this
respect that the figure of the mother is continuousicréjee d . As Lul uds abject
evaporates into pregnancy, the narratorés f
child, exhibiting her belly and breasts and saying it was due any moment, she could feel it

|l epping already.salifd,i tiétsd sl enpopti nngi,neo ( Becke
newborn child, the narrator reasserts this desire to return to the intrauterine bliss state of the

womb.
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The narratorodés earlier |l ack of engagement i1
with his fear of impending fatherhood, signifies his rejection of both sex and the child as
insufficient compensation for the trauma of birth. The child represents a rival, then, for our

narrator whose only option is escape.

The climax of the novellaarrves with the birth: Awhat f
woke me upo (Beckett 2000:84). As there was
represents the correspondingr&o i rt h of the narrator: @Al craw

€ o0 p ehe dabr to the corridor. A mass of junk barred my way but | scrabbled and barged

my way through i n t HB). As thd novellaBcente& ® tits viol2n® 0 O : 8

conclusion, he flees with the i magesthdve t he ¢
been going througho, the memory of which doe
woul d cease. Now | donot t R5). nkits corclusiam the mo r e ¢

narratorods comment on what otessgisalsmifdeatite ofax per i
genital horror: the physical process of birth and the shared pain between both the mother and
the infant as it is finally expelled from th
this scenario, sex and the néarnchild are both rejected as inadequate compensation for the
birth trauma. I n AFirst Loveo, the narrator
for his own father, t he ngatarnaltanguages thegnowelmt i s
ends wih the narrator under the consolation of the starry sky that he once shared with his father.

Beckettian Smothering/Other Mothers: Molloy

In Chapter One, | analysed homoerotic fantasiddotioy: here, | return to the novel to focus
on Mol | oy ofhisawn mahernT@endeeply ambiguous relationship between Beckett
and his mother and his clear intrauterine memories are reflected in the nostalgia for the

symbiotic realm of the womb in his work, d
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memoriesof i fe in his motherds womb, which he cl ¢
are a much more pervasive presence in Becke
scene, but away from the labeauro o ms and nur seri es. Mo tkher s |
despite Vivien Mercierds memorable quip abou
then, is the one who has no c hseverthgneomeéntof Mer c i
birth, there mostly exists mothbaby disharmony. This pattern cam dbserved throughout

Beckettds prose. There ar e, Hdwltviseomeeof hislat@o me nt s

prose pieces he i nfant narrator | ies prone, vulner

next another image yet another so soon agaihiind perhaps

theydl !l soon cease itbds me all of me and 1
it from below itbdés |Ii ke nothing | ever sa\
smothered in verbena the scented sun dapples the red tiles yes |

assure you

the huge head hatted with birds dlwvers is bowed down over

my curls the eyes burn with severe love | offer her mine pale

upcast to the sky whence cometh our help and which | know

perhaps even then with time shall pass away.

(Bckett 2009a:10)

In this peaceful scene, we see one efthr ar e moments of mot her/ so

writing. However, mother love in Beckett is never consistent, predictable or to be relied upon

)

- itis always positioned on the knife edge oftheabject can be removed at
Inascene n the novella fAThe Endo, a child asks
boy, stretching out his hands and looking up at the blue sky, asked his mother how such a thing
was possible. Fuck of f, she sai dwose(wdrkc ket t

Company another child experiences the withdraw
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A small boy you come out of Connoll yds St
You make ground in silence hand in hand through the warm still suaiméris late

afternoon and after some hundred paces the sun appears above the crest of the rise.
Looking up at the blue sky and then at yo
her if it is not in reality much more distant than it appears. Tihe¢hsk is. The blue sky

[ é] For some reason you could never fath
exceedingly. For she shook off your little hand and made you a cutting retort you have
never forgotten.

(Beckett 2009a:45)

What connects all of these episodes is that the mother is being asked to mediate the vastness of
the sky for the child and to account for it
that is cut off and wounded by the mother. Further o€ampany, we see both parents

di splaying a |l ack of connection to their chi
over cradle from behind. She moves aside to let the father look. In his turn he murmurs to the
newborn. Flat tone unchanged. Notracdob ve 06 ( Beckett 2009a: 31).

outpouringsiNotl, when she decl ares that she was bor

parents are

unknown €é unheard of ¢é he having vanished
breeches &rlsyheé sdingHt mont hs | ater €é al mos
no | ove such as normally vented on the é
(Beckett 2006:376)
The figodforsaken holedo that Mout h thelirshr s t o
canal, a naming that cuts the woman who surrounds the birth canal out of the picture, thus
further instrumentalising the relating to the mother and emphasising the absence of any
affection that was displ ayed stribesvmathdreoodMio ut h 0 ¢
Beckettds work as e mbr ac i +emgbeddirighveomiajebtion, e pr o

suckl ing, and infant i nstruction, from pott

mothers display a lack of commitment to the loving acts of mioiipewhich is clear from the
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moment of procreation as outlined by Mout h.
convince Lulu to abort their baby, their won
as Bryden puts it (Bryden 1993:166). As have argued in my analys
prenat al stage of pregnancy 1is particularly
wishes to return to. Mothers, where they do occur in the prose, are distinguished by their
physical absence, &sthe case iMolloy, where, apart from one scene when Molloy visits his
mother to extract money from her, she remains elusive.

The novel, written in French over a short period of six months in 1947, is the first of
what is referred to as the Trilogholloy (1951), Malone Meurt(1951) andt 6 | nnommab | e
(1953). The opening line dfolloy sets the scene, when our eponymous narrator announces:
Al am in my motherdéds room. l'tés | who |live t
relationto Krise v a 6 s  sheranthi® gdpacethat Molloy now occupies is maternal, likened
tothechoraMol | oyds quest throughout the novel i s
claims has already been completed, so this alerts us to the continuing relpttmeempanied
by the desire to separate. In an overly oedipal episode, the narrator tells us that himself and his
mot her fAwere so ol d, [ €], she had me so you
sexless, unrelated, with the same memories, theesa r ancour s, t he same
(Beckett 2009:13). Despite his fisexlesso cl a
for my father. |l took her for my mother and

emotional incest/ sexual fantalsints at autoeroticism as the narrator has now taken her place,

residing as he does in her room, despite te
Ackerl ey and Gontarski argue that Mol |l oyds |
soure s origins, true |iterary parents, and it
Gontarski 2006:377). The origin is clearly

home, rather than the oedipal starting pint of oedipally based thebthes subject.
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In Molloy, the relationship between the eponymous protagonist and his mother is

di fficult and violent: fishe never called me

dondt know why, my name i s ghwhéen | Bad to&all hed ] anc
somet hingo (Beckett 2009¢c:14) . Il ndeed, t he

prominent i n both texts. Mol | oy, in his nee
whet her to call her 0 [Backett ®0895:140. As we bae/ inCleapter t e s S
One, the woman with whom the narrator has th
or AEditho, who fAmight have been [ his] mot h e

characteristic of this middlipe r i od of Beckettds writing and
women who nurture them. Molloy introduces his mother to the reader in highly abjected terms,
associating her with bodily secretions such as excrement or urine, when he presents the
followingdi st ur bi ng i mage of his Dbirth as: Aher v
hole in her arse if my memory is correct. Fi
there is no denying his birth, KMobwesy t daes iid
did all she could not to have me, except of
mother falls short, then, of being the best type of mdthere who has no offspring. Indeed,

waste products repeatedly feature in descriptmris Mol | oy és mot her , wh o
further | inking mother and son; she is descr
her faeces compared t edrfoap pfienwg sndi,g geanrradnl ayt i wegt ti
whi ch Amust mavbke cbomwelfs® (Beckett 2009¢c: 1.
uncontrollable flows disgust the narrator, by residing in her room, which is the opening scene

of the novel, and by sl eeping in her bed, A [

it aken pH aced begins to resemble her more and

Mol | oyds mother, then, displays the paradoxi

fascinates us in equal measure. Although Molloy is physically repulsed by his mother, the
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narrative space of her room/womb where he is found at the beginnirggraftbl demonstrates

his umbilical dependence on her. This 1link
Beckettdos reference to Freudian dream theor
APsychol ogy NotesoO: At i s [humbezed 12hom top] beh e sy

ambivalent (agoomfor wombor for womar) & that there may be as many interpretations as

there are |l ayers in the dream condensationo

continues to attract and fascinate Beckett schaleaslers and audiences.

When Mol l oy comes to visit his mother, th
deafness and noisy rattling dentures. In a rather violent encounter, Molloy thumps his answers

on his motherds skulihndher. st opping just short o

| got into communication with her by knocking on her skull. One knock meant yes, two
no, three | dondét know, four money, five
her ruined and frantic undefrfiralyfoundamoge, but
effective means of putting the idea of money into her head. This consisted in replacing
the four knocks of my indeknuckle by one or more (according to my needs) thumps of

the fist, on her skull.

(Beckett 2009c:14.5)

There is nosatisfactory conclusion to this conversation, but Molloy is compelled to return to

his mother time and time again, where the same process begins again. Finally, Molloy and his
bicycle leave, where he meets and moves in with Lousse, who replaces hisbhyddesting

and clothing him, and fulfilling his sexual desires. All the women with whom Molloy is
invol ved with are substitute mothers in the
encounters with the various women he encounters, which wersutiject of Chapter One,

further emphasize his reluctance to engage in either sexual or emotionally fulfilling

relationships. The narrator cannot escape the gaze of his mother when engaging in sexual

129



activity: AGod forgivh, mmyt mot kel dgoumabe bo
with theirs, which is I|Iiterally unendurabl e,
mother is not only evoked here, but his relationships are often defined by surprising moments
of tenderness, which recatl h e bond bet ween expectant mo t
Acommercedo with Ruth/Edith is fAnot without
toenails and | rubbed her rump with winter c
clothes and looksafer Mol | oyds basic needs. But the n
confused, and he thinks of all these women,
same ol d hag, flattened and crazed byelifebo
going to his mother, with the intention of improving their relationship. When he is with her, he
does not pursue this, and when he is without
2009c:89). In fact, his sole purpose in this circular naeas to find his way to her home,
where we find him, having replaced and displaced her, at the opening scene of the novel.

To conclude, this chapter has focused on how sexuality and reproduction come together
in the figure of the mother or maternailyd ent i fi ed women in the nov
and the postvar novel,Molloy (1951). | chose these two texts because they best represent the
troubled obsession with the maternal figure and the recurring structural motif of the womb that
is a hallmak of Becket t glsasese ahe |l rgpreseéntationmaf dictional and
semi monstrous maternal figures is a centr al
midphase prose, with these mother figures and allegories emerging as simultaneously nurturing
and stifling. In contrast to the sexual activity of male protagonists from this period,
reproduction and pregnancy in the female characters has a different outcome and effect, and
this chapter explored this difference. The imagos of pregnancy and motherimodBe c k et t 0
work exemplifies an anxiety with reproductioms Mol | oy puts it AGood

breeder s, you see quadrupeds everywhereo ( Bz
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early Beckettods writing i nd womenibeginitodakeecentreat ur e

stage.

Chapter Three
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AFrom Mi ddl epause to Four

Politicsof FemaleAgei ng i n Beckett

Introduction

This chapter focuses on Beckettodés drama, and
oeuvre Developing the work of the first two chapters which have been concerned with
Beckettds response to the femininmisogyny, hi s p
maternity and motherhood, this chapter moves onto his dramatic work and specifically
considers how the feminine and age are explored in this area of his work. | have chosen to look

at his theatrical work in relation to ageing and femininitynash of the abjection and horror

in relation to the feminine as discussed in the previous chapters becomes ever more amplified

in the older female characters that populate his later stage work. To date, the potent
combination of age and femininity inBexk t 6 s wor k does not form e
scholarship, even though his later drama explicitly centralises many older women characters.

Textual readi ngs havelarBelybderandlyaes throumlttee dr a ma
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psychoanalytic French femini#teories of Julia Kristeva, Helene Cixous and Luce Irigaray,
while theatre scholars have tended to focus on the performance of embodiment in théde plays.
| will be bringing both of these readings together in the next two chapters, through adding age
as arinterpretive category, which is absent in readings of these late plays and missing as a field
of enquiry in Irish Studies. In this chapter, | analyse the plays as texts through the lens of age
and in the final chapter | will analyse the plays as perfooesn

In Beckett criticism, there is a paucity of analysis of ageing femininity, as to date most
criticism has focused on the more Wohsi nant
chapter addresses this lacuna with a close reading of severelBeckb s pl ays t hat
wo men . Hence, in an lrish Studies context,
prematurely aged and ageing women in his theatre is also expressive of theadeé@anxiety
in Irish society about issues of reprodant sexuality and authorship, which is related to
historical tropes of femininity and the mother figure in the Irish theatrical canas.well
therefore as situating my reading within Beckett Studies, | am also situating this chapter in the
Afi elmarnmagof age studies, an emerging field
to in detail in the Introduction. Beckett ds
older women and their sexuality, a topic which largely remains a cuiédrab in society.
Much of Beckettds | ate theatre is concerne

attempting to account for themselves. In this chapter, and following a chronological order, |

41 §S  { KI vy Becket§ Eitér&uxeDand the Ethics of AlterBasingstoke: Palgrave Macmillan, 2006.
WStfSNRna addzRe 2y It GSNRGE AyOftdzRSa | aSOGAz2y 2y FSYA
FNIYSG2N] F2NIbylfeaiay3da GKS 1 3GS Robeuwelsde Adgaldld I LJa & OK2 |
az22NBFyYyAQa Saal & aai s Paigdvel AdvaycBs in Sarud Becket Stifdidisdd by Lois

Oppenheim. Basingstoke: Palgrave Macmillan, 2004, for a psychoanalytic reading of mother/daughter
NBflFdA2yaKALAS 4SS az22yeézdzy3 [/ Kdzy3Qa | NMICRQIST I d € S | a/ R
w2 01 IIisk Whiparsity Revie@?0.2 (1999):28H po T T2 NJ | LA OK2lI yIFIft@GA O NBIFRAY
G2N] Z 4SS WAFENSYAVYOR adlBREYR la . SO\ S dodadatailgd2 a G h i KSNE
Fylfeara 27F I.0SAOAYS (AT al KINBa2SREI Ay KAa GKSEFGONBI FAEYI
studyt SNF2NX¥AYy3 9Y02RAYSY(.NeyYofkl Rou&ige, 20201 SGi G Qa 5NI YI
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shall look atAll That Fall (1957), Happy Days(1961), Not | (1972), Footfalls (1976) and

Rockaby(1981), which all feature an older woman as the central chaPattesave chosen

50 Y I i K NE yBeek&ithaddDOca(R009) is the first fullengthad G dzZR& 2y RSOlF & Ay . S0O1S
LI NI m 2F KSNJ a0dzRésx atKeaallt 580FL&é¢s 2KAGSQE YIFAyYy |
RSOIFe YR GUKSNB Aa y2 SaoOlLAy3a GKAa NBlIfAGE&at OHMO D { K
OANIK® | 26SOSNE aKS lFaadzySa | /FNISaAly RdzZ tAaY & Ay
g2dzf R OKIffSy3aS GKAASORSS ((as)as xdl pssal@ddtive Yeladih@sion the

02Re& 0aSS SanudBeckekt antl the€RrastheficiBo®B007). See also essays by Gary Adelman,

Ght R !'3S yR . SO1 S (NewEnglard R&vie26.8 (200%)z1 WOoyAT2 INIRGLBK &tds t | f A f
2KIFG '3aS LY L b2gK !'yR LKEY ¢KS { Oxsgifgn§e. thd (KS | ISR+
Performance of Age in Theatre, Dance, and.Hids. Valerie Barnes Lipscomb and Leni Marshall, New York:

Palgrave Macmillan 2010, 129; Kathleen Woodw& = & ¢ KS ¢ NI} yaA A2yt f hoa2SOo4G 27

. S 01 BaloheXDied ¢ Aging and its Discontents: Freud and Other FictiBlmomington: Indiana UP, 1991;

/ KNA& DAffSIFENRI ahf R ! 35S ApeyuRurehumihdiediiol. 32861 S dQa [ GS 22
http://ageculturehumanities.org/WP/al-age-and-samud-becketts-late-works

51 lf K2dzZ3K GKSNB IINB y2 a2iKSNJLNBftlIyRa 2N /I GKt S
GKFG GKS LINBRIF {2NE g2 Y Shestild FendupS @ thSidedlised he®inadbf the GeRkicd G A 2 v
revival and the feminine personification of Ireland. This is specifically satired by Beckett in hisiomqigy,

where, in a desecration of W. B. Yeats famous @athleen ni Houlihah . S O {afdiel Miss Céufihan is
LR2NINF&SR a || KAIKEe &SEdzadtArAasSR OSNEA2Y 2F YI (0Kt SSyY
KAIK odzitd201a FYR KSNIf2¢ oNBladtasxs akKS t221SR y2i YSN
Ashofi SN OSNEA2Yy 2F G(GKAa OKILIWGSNI gAftf 0SS LlzofAakKSR f+0S
these particular plays as they feature women from the ages of fifty to seventy, which in social

Sy
I.

gerontology is termed AThHipduédgedber mad WwbHBbman
of the plays in different ways, also deals with themes of menopausenpospause, sterility

and sexual desire. With the rise of the interdisciplinary fields of age studies and cultural
gerontology, it is becoming evelearer that there is a pressing critical need to reassess cultural
representations of age and ageing in literature, particularly with regard to women. Second wave
feminists Kathleen Woodward, Germaine Greer and Lynne Segal, all now in their sixties and

sevy enti es, have begun to extend the classical
experience of ageing and desire in their more recent work. This is a suggested model for an
examination of women and ageing in lIrish cultural studies, as dhes has been
underresearched unti |l now. How we age is inf

thatinned i ber al western society, Ayouthismo rei.
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by diseases such as breast cancer, which currdfabtsaone in every nine women in Ireland,

by isolation and by poverty; one fifth of those who live over the age of-Budyexperience

poverty, the majority of whom are women. As this chapter is mostly concerned with the shifting
percept i omrasg eodfo famidd diloel d o, |l | ook to Beckett,
dramatists of the twentieth century. | argue that an analysis of his depiction of women and
ageing can contribute towards an understanding of theatrical practices that have led to the
omi ssions and occlusions that occasioned the

the Femini$to movement

Sexual Politics of Female Ageind\inThat Faland Not Id¥omen and Ageing in Irish Literature and Film
9RAG2NAR al NBI NB{ h QF&déhfNorwayyNRerdialAsD BtudiSs, 2018{ ForthdainiEghe
G2l 1Ay3 GKS CSYAyAraildaed Y2@0SYSyild 200dzZNNBR Ay Hamp Ay N
launclER 6& GKS ! 0688 ¢KSFGONBI 5dzoftAyZ LNBflIYRQa& bl iGA2yl
al¢ | ASNARSa 2F S@Syida GKNRdAAK2dzi LNBfFYR AY HAamc AY
featured an alimale line up, which provoked an immedateaction in the arts and the media. My final
chapter deals with the impact of the Waking the Feminist movement in detail.
Beckett is of course not to blame for the androcentrism and ageism of Irish theatre or modernist
drama practices, bas a key influencer, his work can be considered an important shaper of
later theatrical conventions.

Women over the age of fifty are often referred to as the invisible generation. in a recent
article the novelist Hilary Mantel wrote about her sumnghen she woke up one Sunday
morning in 2009, to discover that her historical fiction ndelif Hall was a strong favourite
to win the Man Booker prize (the novel subsequently went on to win the prize). However, she
was equally shocked by the descriptmri h er s e lyearoalsd fintohvee I5i7st f r om
(Mantel 2009). Seeing the truth about her age in print surprised her as she could not think how
she had arrived at that age; do men ever ask themselves the same question she wondered, and

worsestilhow stating a womand6s age in the media

(Mantel 2009). In the same article, Mantel noted the disappearance of older women from
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television screens and the difficulties they faced in negotiating public life. Patriasipjaced

such a premium on reproduction that women are conditioned to continually appear as if they
are still in their reproductive years. The cult of youth with which capitalism renews itself is
carried by women in patriarchally ordered societies, argldan be seen most clearly in the
surgical intervention that older female celebrities subject themselves to in a sustained attempt
to postpone the ageing process for as long as possible. Professor Mary Beard, the classicist and
public intellectual renowed for refusing to conform to beauty and age standards, and for

calling attention to the relationship between imposed standards of youth and beauty and the

prohibition of womenos Vvoi ces I n publ i c S |
complimenting smeone fornotl ooki ng their age is, she ar
doubl ethinks in our cultureo (Johnston 2014)
2014, in a talk called AOh Do Shut Up, Dear
pud i c to reclaim the word Aol dd, to combat t
old |adydo (Johnston 2014). There is current

Beard, who describes herself as what y&&o0 | d woman dl sebkshhshkhét wh
anything doneo (Johnston 2014). I'n her bid t
kinds of activist |inguistic positivism, suc
terms of derogation, were-sppropriated by thosegainst whom they had been used (Johnston
2014).
Beard cl ai ms shebundogwa be djidyw® ht@@imed!l mtwspno of ol d
helps her to remain resolute against the severe criticism she is subjected to, mainly by internet
trolls (Johnstor2014).

Lynne Segal, speaking at the same festival, noted that although older people may be

viewed as Afragile and incompetent é& we donod
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campaign by older people in the United States of America (John81en)*2 Segal also noted

the nl et hal combination of ageism and sexi s
women are going to have a tough timedo in the
Rosanna Arquette madef ar dDbelurme nWiam gge rMid,e airrc hw

female Hollywood stars revealed the scarcity of acting roles for older women. Former BBC

presenter Anne Ford said, on | eaving the sta
on television who are overtheeag o f 60?0 (Cochrane 2006) . Ma d
age discrimination, saying that A o] nce you
adventurous, youb6re not allowed to be sexual

di e? 0 €206). Busia @rbach, feminist psychoanalyst and auttkata$ a Feminist

Issue andBodiesn ot es t hat Athirty years ago, a womart
space or contributingy ou wer e terri bly excepthraner2@6). i f t h
We can say, then, that historically, older women are still in the very early stages of negotiating

a path to remain valid in the public eyAs the mounting pressure on women to maintain the
appearance of (white) youth at all costs hasheddhe point where health is increasingly
compromised, it becomes ever more critical to consider how older women have been
historically presented in literature and drama. By writing this chapter on Beckett, women and
aging, | am aligning this analysis Wwita wider conversation about the difficulties that
middleage women face and are facing, both in the media and in western society, in terms of
employment, relationships and sexuality. Looking to literature and drama to historically trace

the depiction of lber women, brings both the gendering of age and this period of life into

focus.

42The Grey Panthers is an American organisation which tackles ageism and other saiaigsises. It was
founded in 1970 by Maggie Kuhn, in response to her forced retirement from the Presbyterian Church at age
65.
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Much has been written about Beckettds po
analysis here as sympathetic characters, but little has been written about how the plays explore
their experiences @fgeing The women in these plays range in age from theyiéarold
WinnieinHappyDaysi n her Third Age, or fAmiddl epauseo,
of All That Fall, Not | Footfalls and Rockabyin their Fourth Age of the life cyct.This
consideration of Becket t fgges that thgse plagsedepictahe a g e |
embodied experience of ageing women and their sense of longing. My main argument in this
chapter is that despite his struggles and challenges with the feminine, here, in the later plays,
female ageing and sexuality arerfpayed by Beckett as much as a force of resistance than as
a condition to be resisted.

After completing the TrilogyNlolloy, Malone DiesThe Unnamablein 1953, Beckett felt
that he had exhausted his t he nmalberatélyuaedihe i t er &

Trilogy to try to destroy conventional forffiEarlier, in his conversations with George

Dut huit, Beckett had expressed the dil emma o
express, nothing with which to express, nothiranTt which to express, no power to express,

no desire to express, together with the obl
completedThe Unnamablethe last in the Trilogy, the period from 1950 to 1958 only saw

Beckett publish the novelldexs for Nothing(1956) and one piece of prose work, entitled

From an Abandoned Wo(k958). By the summer of 1956, Beckett had, however, written three

B 88 aD2AyY3I (KNRIAK 2 dzNIGaKSEO 2yYi RRT2LS AABESTS 68 al NRAy T
a book on the subject, namethe Middlepause
https://www.theguardian.com/lifeandstyle/2016/jul/17/goinghroughyour-secondadolescence
akathemiddlepause
44 Beckett wrote in a now famous letter to Axel Kaun, whom he befriended on a trip to Germang7ntthat
KS a2dzaKi | af-888REGHANBK2E OBKBOYRPY¥a YAAdAaAA2Yy ¢l a G2 dz
one hole after another in it, until what lurks behindibe it something or nothingo S3aFy (G2 aSSL) (i KNE
(Fehsenfeld and Overbeck@9:51216). Beckett considered this to be the highest goal achievable for any
writer.
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plays, Eleutheria(1947, in French, published posthumousMdaiting for Godot(1952, in

French) andEndgame(completed later in 1956, in French), but as yet still had no real ambition

to become a dramatist. He still considered himself a novelist, albeit one inda-sad,
cornered by himself on his own bl oclkande pat h.
in ways he did not foresee: In June 1956, only a short period after admitting that his days as a
novelist were coming to an end, the BBC approached him with a request for a play in English

for the Third Programme. The consequences of his decisantépt the commission were far

reaching; in three months, he had completed his first radioApl&hat Fall, his first work in

a return to writing in English. The challenge of writing for radio opened up an exciting new
channel f or B emkand HisGsvelopingecareéer ture as @ dramatist. As his

prose fiction diminished following the Trilogy, his plays increasingly adopted the stream of
consciousness form of his novels. His introduction to the possibilities of the medium of radio
allowed hin to develop the monologue form, or voices in the halidlhat Fall heralds the
beginning of an i mportant stage in Beckettds
study of ageing femininity in his drama as it is the first time that Beckéttapwoman, who

is in her seventies, or Fourth Age, as his central character. Ageing in general as a theme in both
his prose and drama had been, at this stage,
Beckett and Ageing

Ageingandoldagepere at es Beckettds entire oeuvre, anda
as a theme in his work from an early stage. Scholars have responded to this focus in his work
and there have been some significant studies on Beckett and age, most notably Katteryi gVhit
monograpiBeckettand Decay 2 009) and EIl i zabeth Barrybés es
Contingency of Old Age (2016) 0. Boartygayoldr e c o un

Beckett told the writer Lawrence Shainberg:
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| always thought thatoldgpe woul d be a writerds best c¢h
work of Goethe or W. B. Yeats | had the impertinence to identify with it. Now my
memor yos gone, all the old fluencyds di sa,
saying toamysel fo, sl titdknow | was right. I
(Barry 2016:206)
In this, Beckett alerts us to the interesting fact that, even as a young writer, he was already
contemplating ageing as a trope in his future writing. Barry notemtphilosophical thinking,
the concepts of ageing and old age have been conspicuous by their absence, as traditionally,
the focus of philosophical study has been death, as reaching old age was, according to essayist
Mi c hel de MontaighethBumiogwmal anddeutd (gtd. |
argues that Beckett had been anticipating the experience of old age for most of his life, not for
t he Awisdom, phil osophi cal or aesthetic mat
diminishing of mwers that might force upon a writer the qualities he had in fact been seeking
al | alongo (Barry 2016:206) . Beckett explo

conversation with Shainberg:

Il tds a paradox, but witiesiimioishgdthe begter chanceyeu mo r e

have. With di minished concentration, | oss
more chance there is for saying something closest to what one really is. Even though
everything seems inexpressible, there remainsehed t o express. [ €] i

only a few grains of sand one has the greatest possibility. (Barry 2016:206)

As he himself got older, Beckett appeared even more concerned with the possibility of ageing

as a vehicle for expression. Barryargues at t hi s fAchanced that Bec
to the Ai mpotenceo which he famously <c¢cl ai me
represent the use of Ascant means to achi ev
abiding cornyceniso 20Bgr. Becket ds | ong preoccu
preoccupation. He understood it as a challenge to narrative unity and it deeply marked his work
long before he reached old age himself.

Indeed, in her influential study of old agéhe Long Lifg2007), Helen Small reminds

us that Beckett, at the young age of twefatyr as a student in Trinity College, Dublin, was
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already displaying this interest in the potential of old age as a subject for theatre. In a student
spoof of Corneille,Beckett played inLe Kid the part of Don Diegue, who laments the

powerlessness of old men. The young Beckett brought an alarm clock on stage, which he had

timed to go off hahbway t hr ough Di egueébés famous | ament,
faster (Smal 2007: 205) . Small 6s sthodgl d wageh|[ éF a
thinking with ol d ageo, al so notes the difficultie

simultaneously a barrier and an opportunity (Small 2007:2). She argues that thinking about

ageing has always tended towards fdextremes

conjunctureo (Small 2007:2). In other words,
ageing, there is a countars soci ati on: Ar age/ s e olgwsddmy ; nos
fear/ courage; | oss of sexual powers and/ or

In keeping with my argument here, Small also argues that old age in general is an emerging
and interesting theme aSmal 2007:89).ahelna@ionghatsve i nar 1
are working towards a purpose is problematised by the indeterminate period of old age which

can be relatively static, as depicted by the narratddaifoy: A[ My ] i f e, my | i
speak of it as of something oyeow as of a joke which still goes on, and it is neither, for at

the same time it is over and it goes on, an
Beckett here is ironically pointing to the fact that the elderly are undervalued in westety, socie

alive but dead. Although Barry and Small are concerned with ageing and old age as a theme

in Beckettds wor k, neither take gender I nt
influential feminist Simone de Beauvoir, who examines both women adga@nd Beckett

and ageing, but not together in her monumental study of old age, published in Fréach as
Vieillesse(1970) and subsequently published in EnglishThe Coming of Ag€1972) as

discussed in the Introduction. While she devotestwopagess gei ng i n Beckett

a general approach to the topic, the gendering of age in Beckett remaioidnn her reading.
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In her analysis oKr ap p 6 s (1968) andHappy Rayg1961), the former concerning
the ageing male protagonist Krapghile the latter concerns the suffocating experience of the
fifty-yearol d Wi nni e, Beauvoir argues that At he
therefore of the whole of the I ife behind
1972:212). Of thepostwar novel Molloy, Beauvoir is only concerned with the ahéro
Molloy, and makes no reference to his violent treatment of his ageing mother. She focuses
instead on Moll oyds main preoccupation as ¢t}
becomevague and murky. Comparing old age in Beckett to that of playwright Eugene lonesco,
Beauvoir claims that both artists are fAnot I
make us of them to express theireawarmakespt of
no attempt to analyse ageing women in Becke
anal ysis of women and ageing as represented
play All That Fall,
The PostMenopausal Feminine inAll That Fall

Am | then invisible, Miss Fitt? Is this cretonne so becoming to me that | merge into the

masonry? [. . .] This is right, Miss Fitt, look closely and you will finally distinguish a

once female shape. (Beckett 2006:182)
All That Fal,Becketb s f i rst radio play, was written in
13 January 1957. The work is unique in that
Maddy Rooney, who is in her seventies. The play is only the second work Beckett thexal wri
in English, his mother tongue, after he had been writing exclusively in French for almost ten
years®l't is important to note the connection be
tongue and the fact that he presents his first female gt the centre of the work. It has

been suggested that, triggered by this retur

45 Beckett wrote the prose textvatt in English in 1948, before turning to writing exclusively in French; then in a
return to writing in English, he wrotérom an Abadoned Work195455).
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of his home town Foxrock, a leafy Dublin suburb where the play is set, and of his mother came
flooding over him duringte writing of it*® Beckett had a difficult and ambiguous relationship
with his mother, which has been well documented. This relationship has more than a passing
role in the themes in his work. His friend
understadi ng Beckett [ . . o] [ 1 s] to be found
1996:178). Patrick Casement claims that Beckett took refuge from his family, not only in
moving to France but also in choosiaofbisto us
mot her tongue enabled Beckett to fachieve th
upon his return to writing in English that
influence of t he mea]).Aelragued ilClaagter Twe,mtothethBo8l & : 3 7
a near obsessive tr opAlThatFallBmsichksentfluented bywor k, i n
memories of his mother and his childhood village of Foxrock.

All That Fallis a ene-act play, where the action is simple, but eventful. Mrs Rooney,
who is recovering from a long mysterious illness, shuffles to Boghill station to meet her blind
husband Dan. The play has a rich sense of topography in its realistic dealing with thaagay
world of its inhabitants. On her way she meets various friends and acquaintances, with whom
she discusses ailing relatives and her own poor health. Upon reaching the station, Maddy
di scovers that her husband?osivesandMaddy bnd Banb e e n
begin their arduous wal k back home. Despite
the reason for the traindés delay, which is
declares that the delay has been caused by thiéddeath of a child falling onto the tracks.

The end of the play remains ambiguously unresolved, as Dan remains silent on the matter,

BLy | £ SGGSNI G2 !''ARFY 1 A33IAya Ay wmoppcI .SO1SGhG 6NRBGS
and breath short and cartwheels and imprecations from the Brighton road to Foxrock station and baek |[. . .]
boyhoodm& 2 NA SEAQ o6YYy246f a2y nHyo®
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suggesting the possibility of his involvemehll. That Fallis primarily concerned with sterility,

longing and loss asell as the embodied experience of physical pain, well established themes

for Beckett. What is remarkable here is that they are constituted in a woman protagonist.
Maddy pines for #dAlittle Minnieod, thenownfant
shedd be, I dondt know, fifty, girding up h
(Beckett 2006:176). She firstly meets Mr Tyler and upon enquiring about his daughter, he
confides to her that she gs,yé@&taknowfat he Wh
bag of tricks. Now | am grandchildlesso (Bec
haunts the play, noting the connection between sterility and animals, which are all female. He

di scusses the rhilmenyd itmet adeflexy,t i wigt h whon
If someone were to do that for me | should not dally. [Pause] how she gazes at me to be sure,
with her great moist cleg or ment ed eyes! 0 ( Stewart 2011: 2

Maddy identifieswith the hinny, who is sterile but whose look still expresses longing, such

| onging that Maddy cannot bear, when she dec
away from me. Oh this is awfulo (Bectwett 20
sexuality as a hinny is fia sterile hybrid as

(Stewart 2011:27). Even though Maddy is aware of this fact, she still asks Dan for confirmation:
ACan hinnies procreate, I r wjoinrdreire s[,é ] a rYeonud t k nt
sterile, or what ev-497).kventhoughtiee hiing madlces frash darg0 6 : 1
which represents regeneration and fertility,
dung, at our ttt20@6:173) Further forg 8he witheBsex &khen squashed to
death by Mr Slocumbés <car, i n a seemingly 1in:
the hen $cream of brakes. Squawk of R&bh, mother, you have squashed her, drive on, drive

on! [ é ] dedthi @rte miaute picking happy at the dung, on the road, in the sun, with

now and then a dust bath and thiemang!i all her troubles over. [Pause.] All the laying and
144



the hatchingodo (Beckett 2006:179). Thddenhen he
death but by the implicatiomytohatatsehe-nwaamop
peckingo for this bird.

The hendés death, which renders it eternal
animal itself, whose value is based on caured fertility in the production of eggs, but of the
species through procreation. In other words, all sources of female fertility are violently targeted
in the play, and, on these occasions, by males who are driving machines. Mary Bryden notes
h ow @ Monasyis m&ely reflective, not mournful, about the abrupt death (and the enforced
sterility) of the previously prolific henbo
female sterility in humans and anrepnductse poi nt
forms of sexuality, which is prevalent throughout his erdgavre T he r edllédheence t
|l aying and hatchingo draws attention to Madd
T both as allure and as sterility; yet her sexuality la@ddesire for love remain vital to her in
this play. Although in her seventies, and rendered sexually abject by culture, Maddy still yearns
for intimacy in her marriage; the analogy between infertility in humans and animals is a central
theme in this play
Ageing and Desire
All That Fallcomically alludes to loss of sexual powers that older women and men experience.
When Maddy meets Mr. Slocum (pun intended), he endeavours to help her into his car, in a
scene charged with combweséxéabDondhubedafrad
the age when é There! €é Now!... Get your sho
(Beckett 2006:178). In a further sexual pun directly referring to his name, Mr Slocum retorts:
Al 6m coming, Mmisn qR,0 oqiiewe rheé mt icrae , | 6m as st
Il I'i ke that! And me heaving all over back an:i

2006:178). Maddy admits to pining for regular sexual intimacy with her husband when she
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declars : A Love, that is all | asked, a little I
likeaParishorse ut cher 6s regul ar, what nor mal WO man
at morning, near the ear, and another at evening, peck, pegkotii gr ow whi sker s
(Beckett 2006:174). In the first scene, the sexual act is comically depicted as still worth
pursuing, but with some difficulty, whereas in the second scene, Maddy appears to be longing

for physical touch, rather than actual seéxwbuld seem she is achieving neither. Again, we

see Beckettds male characters unable or unw
relationship with women.

Maddy is portrayed as a compassionate maternalistic woman in need of love and sexual
intimacy. This stands in direct opposition to the male indifference directed towards her and
towards female reproduction in Beckettds wor
demands fKiss me! o6 Dan r ebuke &? ®nahe platform™ t he
[ é] Have you taken | eave of your senses?0 (
hostility include the character Christy, w h
fiviolent unintelligible muttering t owar d s Maadidcident dnd the wifd bleating
that Maddy suspects Mrs Tully is subjected to (Beckett 2006:178). Dan verbally refers to
Maddy as fitwo hundred poundsviodl aamthléyhdet hygof a
meo (Beckett 2006 tds@rbing.instéheerohvalpnee irt theeplayniotise
ambiguity over the possible involvement by Dan in the death of the child on the train track, and
the mysterious object that he had dropped at the station, that the boy Jerry was returning and
that he semed unwilling to share with his wife, indicating an attitude of patriarchal superiority
and misogyny. Dan had earlier expressed a murderous desire to kill a child, when he asks
Maddy: fADid you ever wish to kil lbud[Pauseil]l d? |

Many a time at night, in winter, on the black road home, | nearly attacked the boy.
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[ Pause. ] Poor Jerry! [ Pause. ] Wh a 't restrain

(Beckett 2006:191). Dan 6s dpathsndicated tlee misopedm!| v e me

prevalent in the play. Terence Brown notes
oneo (qtd. i n St ewar Eleuthéia(1947Y, @ng of the charactear:mDr.e a r | i
Piouk advocates his solution to tliepr obl emo of humani ty: il W C

abortionists, controlled by the State. | would apply the death penalty to any woman guilty of
giving birth. |l would drown al/l newborn babi
Becketteopr evverkt  the guarantee of alll future
desire to Anip some young doom in the budo.
the train tracks is left ambiguously unresolved in the play, with the reader/listiriersielve

the mystery in their own minds.

Al t hough Beckettodos texts are quite popul ¢
remained almost completely invisible in Beckett critictSii.h e c hi | d odumehaBec k et t
only recently becomethegule ct of study; Daniela Caselli n
a rather disconcerting coupleo (Casellli 2005
child, claims that #fAthe Child has coma to em
2004:11) . The c¢child equals narrative fAunity
political denial by those who are marginalised by a commonplacerpooeative order; If
there is fAa baby, there is arfguesrebafoEdel tmh
baby and, in consequencep future then the blame must fall on the fatal lure of sterile,

narcissistic enjoyments understood as inherently destructive of meaning and therefore as

responsible for the undoing of social organzati, col | ecti ve reality, a

47 For articles on the figure of the child in Beckett, ek YdzSf . SO1 S G , wI2IR R@B% ! dz2 2 dzZNR QK ¢
https://www.jstor.org/stable/i257814%
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(Edelman 2004:13). Edelman suggests here, along with Dr. Piouk, that the solution could be to
bring life itself to an end. The child is considered far from welcome as it represents the
reproduction of aegrettable past into an altogether regrettable future. The presence of the child
in Beckett can be read, as Stephen Thompson
Stewart 2011:81). INPAll That Fall, Dan is further enraged by all signs of fam#énd
domesticity; along with Athe dusting, sweepi
mangl i ng, dryingé there are also 6the brats,
bratso (Beckett 2006:193). AAihlderpref of s hloime
sound of children, which potentially links him to the mystery surrounding the loss of Minnie,
whose fate, like the child on the train, remains famously unresolved in the play (Beckett
2006:193). Dan is not a modern husb@ndould seem, preferring to leave all the domestic
issues to women.

I suggest that Danbés violent hatred of cl
expresses at times towards Maddy, female reproduction in general and the secrecy surrounding
Mi nni ebs deat h. Al t hough a womands voice do
underlying suggestion of male aggression threatening to silence it. As Shane Weller argues:
male violence is directed, then, against the very possibility of themahfeminine: the death
of the maiden, the loss of children, the destruction of the mother hen, sterilization through
breeding [é], the decay of the womb [ é] and

(or as potential mother) that is threatersat threatened by male violen@&/eller 2006:177)

Motherhood, and fertility more generally, are targeted in the play by these regular instances of
male violence, highlighting the systemic violence in society usually suffered by women. In
many ways, Mddy lives up to and appears to have internalised the stereotypical notion of

woman as emotionally excessive, when she exc
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destroyed with sorrow and pining and gentility and churchgoing and fat and rheuraatism
childlessnesso (Beckett 2006:174). Crucially
decrepit body and its sterility, her sexuality is still vital, as the episode with Mr. Slocum would
suggest. Beckett, then, presents a powerful portrayal ofrgmstductive women as still

desiring subjects, despite the vulnerability that follows from such longings. The play draws
attention to the invisibility of older wome.l
argue that the audience/reader is inviteddosider their own unconscious bias towards older

people as sexually desiring subjects, which Beckett highlighl ithat Fall. Beckett, in his

later drama, portrays a much more sympathetic representation of older women, an argument
which has been unddeveloped in analyses of his theatrical output.

The Pain of Ageing

Although Beckett highlights sexual desire in older women, he also, however points to the

physical challenges of the ageing body; as the play is a radio play, the audience can actuall

Ahear o the pain of decrepit bodies. In a | e
Barney Rosset in 1957, he emphasisedAiidthatFalli s fia specifically ra
radi o text, for voices, noegvebrodilesar guwea ati lga

effective use of sound accounts for the pl ay
embodied journey to and from the station a highly visual experience. As Martin Esslin has

pointed outAll ThatFalli s an fvii ,stuean s ell ya y 0 -6)( ArslihgitorAnnh 9 8 6 : 3
Mc Mul | an, Maddy represents fdan indomitable v
to extinctiono (McMullan 2007:105) . This 1is

own physical existence dwo occasions: firstly, on one occasion when she is being ignored

by two men, she quips, ADondét mind me. Donoét
is well knowno (Beckett 2006:179). Further o
she again asserts her physical presence, whe
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this cretonne so becoming to me that | mer g ¢
|l ook c¢closely and you wil/ f 1 nBadkdtty200@11824.t i n g u |
Maddyos absent body, both physically and cul
the drama both through these seiferential comments, and through the sound of the pain of

ageing and ill health. Although positive ageiagrromoted in gerontology studies, the reality

is that the experience of ageing is diverse and complicated.

Louise Cleveland argues that the play is &
Maddyos body is not a b s ¢ rederedandisibfe.rHemeoncrdtee d r a
existence is a continual embarrassmentreathing, shuffling, requiring ministrations of
otherso (Cleveland 1968: 268) . Theatre direc
of radio, the listenerhas adiréci ne i nt o Maddyos miAhThatFainot hi n
i's independent of Maddy Rooney6s awareness
Beckett from the material representation of the ageing female body on stage, there remained a
visceralawae ness of Maddyodés bodily form through t|
the sound of her excruciatingly painful journey to the train station and back, highlighting her
ailing body, which she refers to 3a)sThrbughvi ng
the sounds of shuffling and panting, whi ch
through listening, conjure up a picture of an overweight older woman with joint pains, while
being reminded by her that she was once a younger womawasgwisible in society. What
makes Maddy visible to the audience is the physical difficulty of her journey to and from the
train station. Following Small 6s argument, w
the play demonstrates the possibifitier intimacy and longing, while pointing to the decline
of the body, which can be an obstacle to positive ageing.

Ul ri ka Maude argues that by adding the boc

experiments with s oun dotHe@drsistanicawitmwhithehe grourde ar w
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subjectivity firmly within a materialistic ¢c
agedness comes into existence for the audience through an array of corporeal painful sounds

that Maddy continually makeshe huffing, puffing, moans, groans, shufflingll of which

would be virtually impossible to stage. Linda Bérv i remar ks that #Athe ir
seem | iterally boggétiogsk6)wAlthough Bee duggesis thatB e n
theworlde x i st s fiwithin the skul/ of Maddy Roone

play wultimately fdAexplores the possibkviity of
1985:282 9 ) . Absent bodi es, i ncluding Maaldyos,
invisible, continuously manage to find thei

transmitted to the audience through the medium of sound. Maddy rejects the notion of herself

as an older invisible woman, when she tells the much younger Miss Fi iDo not | mag
because | am silent, that | am not present,
Beckettdés directions border on obsessive 1in

body: t hedraggohgfeet paimtiogh &gsokbingg occur numerous tim
The audiencebds heightened awareness of Madd)
due to the impossibility of its expression in language. This is important to note as the medium
of sound eabled Beckett to overcome this difficulty of representation.

In her definitive study on pain and inflicting paifihe Body in Pair{(1985), Elaine
Scarry draws attention to the rarity with which physical suffering is depicted in literature,
especiallywhen compared to the persistence with which psychological suffering is represented
in literary works. Scarry notes the difficulty with representing physical pain when she argues
that it differs from:

every other bodily and psychic event, by not havingbject in the external world.

Hearing and touch are of objects outside the boundaries of the body, as desire is desire

of x, fear is fear of vy, hunger i dithunger

is itself alone. This objectlessness [] almost prevents it from being rendered in
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language: objectless, it cannot easily be objectified in any form, material or verbal.
(Scarry 1985:16R)

By introducing the sound of Maddyds ageing b
the phy . I argue that Bec kimggingfead ,c cdvagginggstepsnt r e f
which occurs approximately thirty times in the directions, highlights the acute pain of the
ageing body in a way that would be almost impossible to stage. When viewiag on the
stage, the audience can Aturn awayo; |isteni
of the audience who can then hear the soun
repeatedly forces its way as a material presence in the thamogh the record of her painful
physical journey. As a radio play, Il argue t
l ongings and physical sufferings in Beckett 6
Despite her physical suffegncultural invisibility and her preoccupation with the loss of her

own sexuality, Maddydés quest for | ove and in
discussionHappy Days we see Beckettds portrayal of a
wh at has become one of Bec ket taged womansntthei c on i
dramatic canon: a woman buried up to her neck in the scorching earth.

The O6Mi ddHappy ays$ e 6 :

Happy Dayss a twoeact play, written in English in 1960 anigst published by Grove Press

1961. The audience are initially presented with a startling image: a raigete middleclass

woman is buried to her waist in a scorching desert, with her husband located somewhere in the
background. In the second act, iahis considerably shorter than the first, Winnie is now
embedded up to her neck as the earth consumes her body. Although | focus on female
entrapment in this play, i mmobi |l i tBndgame Bec Kk €
(1957), Hammbés parents Nell and Nagg are co
el derly people are of tleyo chatsed dernr ek dt raesr efacsrte
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rubbi sh bi nPRlay (1963), Bletorée echataciess, one man amd women, are
confined to urns, with just their heads protruding. However, it Idappy Dayshat we are
confronted with the most unforgettable image of a woman trapped in the earth, surrounded by
fiblazing ligh and a relentl ecstsatpdser Wi mmgi édéd | daitlhy
describes Winnie as an fAopul entdécblletd nf@ gt df i f n
Ackerley and Gontarski 2006:244). In the stage directions, she is specifically referred to as a
w 0 maaboufififty, welpreserved, blonde for preference, plump, arms and shoulders bare,
low bodice, big bosom, pearl necklace ( Beckett 2006: 138). The obj
ficapacious black bag, shopping variekty on t he gr ound collapsibtee r | ef
collapsel parasob pl aced to her right. The bag cont ai
depends on to keep her busy: showing the audience its contents made up of a toothbrush,
toothpaste, a mirror, and lipstick, she engages in the gendered rituals of cdrabingr,
applying |ipstick, filing her nails, and che
of Not I, as these items all relate to the mouth. The bag represents more than that, though; the
barren landscape mirrors the fact that the oppdaigsrfor sexual encounters appear impossible
in Winniebs predicament, which is the fact t
society as a Auseless old bago. TGunergumbyst i nt
there should she rd to escape these desperate rituals, which she considers, but does not act
onHer body has metaphorically become the fAwa
As a -pirweesl € r v-year old, Winrietinytially does not appear to represent a
positive image of a mnopausal wo man, or Ami ddl epauseo.
undertaken in the United States of America in 2005, concluded that many women considered
menopause as a positive experience. The stud
Thoughts aboutRer oducti ve Agi ngo, undertaken by soc

that menopause should be distinguished from other types of ageing processes, as it is specific
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to women, along with menstruation, conception, pregnancy, childbirth and-feedistg.In
her sample of middlelass, heterosexual women, many considered the experience of
menopause as a fngood ol do, a positive expe
demonstrated that the women interviewed distinguished ageing and menopause as separate
processes; most felt younger than their biological age, most felt sexier after menopause, with a
heightened interest in sex, and more than half of the sample women were excited at the prospect
of not having to think about contraception any more, empowdéhigim with sexual freedom
for the first time in a long time. The women generally experienced menopause in a positive
light, while perceiving other ageing processes as more negative. As one woman described it
0There is a bad ol d ldisidhealth, gat leig ablé td takle éafe oft h e &
yoursel f, and the good old is a wonderful I
living a full Iife, continuing to work [é] b
ol do (Di ldlalwa.y 2WiOn5n:i e, on the other hand, s
ol do, trapped by -hegs @gemided| eamau he rb diduiys,e a p
by the play. However, like the women in the sociological study, Winnie retains a fastinatio
with the sexual act.
Although sterility continues as a theme in this play, there are moments of sexual interest
between Winnie and Willie. Upon seeing a postcard that Willie is contemplating, she demands
that he hands it over to her. As it becomesckhat it is a pornographic scene, Winnie, who
has just announced that fAhardly a day (goes
however triflingo, is horrified but fascinat
Heavens what are they up t@He looks for smtacles, puts them on and examines
card.] No but this is just genuine pure filthEkamines card Make any niceminded
person wantto vomitif mpati ence of Williebds fingers.
and examines card through glass. Long pdu¥€hat does that creature in the
backgr ound t hLbokskclogeieOh 8o redlly!ijmmpati@nce|of fingers. Last

long look. She lays down glass, takes edge of card between right forefinger and thumb,
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averts head, takes nose between left forefingerttanub] Pah! [Drops card] Take it

away! (Beckett 2006:144)
This comic interplay between Winniebds expre:
examine the postcard maintains a moral disdain alongside a compulsive fascination. The scene
depictsa couple in a possibly unorthodox sexual act, with a masturbating man watching. As
she must perform her status as a midddess woman, she feigns moral indignation, declaring

the entire scene as figenuine pusbefiikbkhmdne:

Al ooks closero and takes a filast | ong | ooko
are central themes éfappy Daysnd we are thus invited to fAl o
menopausal women. Wi nni somdoress loaking a lter; admigig f e e |
that she is fAgetting on é in |ife [€é] No | ol
with a couple who pass by, when the man who

wi f e, ACanoét I[sanyhe sayseie its dajPausa] 8eerbworse shoulders, he

says, in my timeo (Beckett 2006: 165)1lLorWi nni €
Cooker o, which Paul Lawl ey n echaeend tdoe rli ovek 6 f a |
guckenbt o | oo(aZusshaugp sem t heatri cal spectator) o

Although Winnie is the sexual object of the male gaze, by these pagsans of course, she

is gazed at by the audience, the play parodies this as Winnie also returns the gazeVitieh to

and the audience. When Winnie recounts Showe
[ €] what és the i dea? [ €] st uckcoarspfellow whater di d
does it mean?o, the spectatoronis whelmj &htoavee r
retorts AAnd you, she says, whatodés the idea

(Beckett 2006:156).
Winnie needs constant reminding of her existence in her conversations with Willie, who

provides monosyllabic replies to much of her anxieties about her dwindling appearance. She
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makes observations such as ATheveaputh o fiee
possibly referring to a middlaged spread that many women often experience in middlepause
(Beckett 2006:149). She removes a mysterious bottle of red medicine, almost empty, and reads
out the | abel: ALoss ofanspiofi appeéti aek éof éke
and after meal slooksciosgs té nitmmreowementfo ( Becket
amusing gesture, she unscrews the bottle cap
At the sound of the glass break g , she says AAh thatods bette
revived (Beckett 2006:141). This medicine might be the medaynequivalent of Hormone
Replacement Therapy (HRT) that some women take to stave off the symptoms of menopause,

and our Winnieisnd i f f erent . The play continuously hi

ageing is negatively constructed by society. To justify her usefulness, Winnie asks:

Was | lovable once, Willie?Hausglk Was | ever |l ovabl e?0 (E
recalls how shews once f@Ayoung a nfalterifg, héad dowin s& and
beauti ful é possibly ¢é I ovely é in a way
With such nostalgia for a | ost youth, Asorr

Wi nni eds mo vrietedeWillte is essociated with animal tendencies as he is seen or
heard crawling around on all fours. Mostly monosyllabic, he is not as articulate as Winnie,
although in the final s cene o fdresshdeo kil ltop vy , he
hat, morning coat, striped trousers, etc. white glovesinfiand s i gni f yi nhgll a typ
performer, a nod to the performativity of gender roles in the play (Beckett 2006:166). The final
gaze between Winnie and Willie, as he climbs up the stemmd to join her, prevents the
audience from seeing his expression, leaving it ambivalent and up to the spectator to form their
own conclusion to how it might end for Winnie.

Beckett as both author and director exerts his authority over the lhdadg éemale
actor with his explicit stage and costume directionsHappy Days Winnie performs her

femininity, embodying female stereotypes in
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study of the history of costume she draws attentiontotheimp ance of it i n Be
In The Actorin Costumg 2 01 0) , Monks, notes how Beckettos
emphasised by the ordinariness of their clothing. The bowler hats, straw hats, handbags,
grey dresses and morning suits, do not ground the chesdnta realist universe, or
offer the audience transcendence, but rather render themvaiHdty. The costumes
in conjunction with mounds, and trees, and shafts of lights, are renderetikeglic
fragments from anot her ¢ stramehatoand décolietage vi o u
become an act of remembrance and absurdit
characters are caught between life and death, like ghosts, and their costumes are
remainders and reminders of a forgotten past and an impogsibie. (Monks
2010:12930)
Il n Debor ah Wa Hapgymaysn 2008 pedorntead at thef Abbey Theatre in
Dublin, starring Fiona Shaw, Wi nnieds mound
at her eye level. Despite her confinementnkie, dressed in a black cocktail dress and a straw
hat, is full of action from the start: she moves her arms around in grand poses, she tests the
mound for any possible extra movement, she fixes her hair, while humming the theme tune
from The ArchersBy Act 2, however, her movement is progressively shut down, as the reality
of her cul tur al invisibility becomes appar
performance of her gender, which she is highly aware of; in her daily rituals of application of
ipstick, filing her nails and Dbrushing her h
what | always say, come what may, keep yours
costumejow bodice, big bosom, pearl necklagéhich requires her arsrand shoulders to be
bare, and her treasured objects, her fussy-sized black bag and collapsed parasol, Winnie
could be described as a caricature of the traditional middlepause woman, who is performing
her femininity to the audience. However, | artjuet Beckett is staging this in an ironic fashion;
by allowing Winnie a heightened awareness of her own physical and psychological entrapment,

together with her inventive routines, she can ward off the despair that she feels. In other words,

Winnie is notjust a middleaged, middleclass woman with no purpose in lifeshe is the
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physical embodiment of the condition of being a fijgar old woman in her society of the
1960s. The play is teasingly suggesting to its audience what that society has to oféer wo
like Winniei nothing much. Beckett seems to be acutely aware, then, in his staging of Winnie,
of the loss of selfvorth she is experiencing because of the end of her reproductive life, (albeit
we are not told if Winnie and Willie are parents); but enonportantly, the play uncannily
observes this dilemma from the point of view of his female figure, caught as she is between
her own inner selfvorth and the outer demands that negate her sense of being.

Winnie, | suggest, is the embodiment ofw@man dealing with menopause and her
physically deteriorating body, which inadequately represents her inner self. Her society is not
concerned with Winniebds inner | ife, as it i s
has led to her entrapmeh¥hat awaits her is the loss of her sexuality and social invisibility as
the earth consumes her. Her entrapment in the earth mound is a startling image, and even more
so in Act 11, when Winnie is now trapped up to her neck. As she transitions from being
halftrapped to practically suffocated, this exaggeration of her dilemma confronts the audience
directly to consider how the middlepause years require an even more radical shift in
selfunderstanding and societal understanding than any other transitionalostages wo man 6 s
i fe. The mound i s, t h eirskefispliterally ang metaphoracdlly, Wi n n i
stuck in the mud of middlepause. Social gero
a Number, Init?: Interrogating Perceptions of Ageca Women wi thin Soci al
notes how age has been described as an fAinvo
faced with illness or disability, there is a
cancer diagnosis for a womaroand the age of fifty, an increasingly common occurrence,
linked to the onset of menopause, makes her more aware of her bodily fragility, regardless of
how young she may purport to feel. It is not only illness however that can bring awareness of

the bodyas costume at this stage of life; even healthy middlepause women report that they feel
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a disconnect between their calendar years and their inner selves. In patriarchal societies,

w 0 me n o6worthsiseclodely tied to reproduction, motherhood, and the appea of youth

at all costs. Once women transition into their middlepause years, they are then faced with the
pressure to remain youthful by advertisements for cosmetic surgery and radical weight loss
programmes, which invade every aspect of social médsaems that in order to experience
Agood ol do, women must first | ook Ayoung(er)

Hogan notes one participant in a study w
hanging loosely from my forearm and cannot believe that it is really my own. It seems
di sconnected from me; 1t is someone el seds,
Wi nni e, in consultation with her mirror, f e
wonderful lines [wipes one eyld woe is mdé [wipes the othdri tosee what | see [ €
Must not Taiemppl marrornstartsfdoing lipsfYhat i s t hat wonder f ul
2006:141). Hogan notes how ageing women are under increasing pressure to look younger to
avoid being referred todrassadcn ad dl dmebapplo pa
rich inner and emotional life of a woman is not made visible by conventional cultural values
and practices, which is why feminist responses are so important as they supply new maps and
coordinates for showing the inmiée and not reinforcing the nereproductive idea of the body
as wast e, useless. There is a peculiar siler
particularly their social interaction and strong sense ofideiftity. Winnie displays thissing
sense of selidentity via her handbag, which defines her outer self for the audience.

Winnie, who is defined by her cultural handbag full of reminiscences, performs her
femininityasanold as hi oned st er edldpsepmrasoltiepeentitteryhea nd A
collapsed womb, which is as barren as the mud that is consuming her body, but not her intellect.

Wi nni eds handbag is crucial to her identity

individual, h andb a gmerauohighlygpersonal objects that sMpportthee 6 s ,
159



enactment of self: make up, identity cards, money, photographs and memory objects. Julia
Twigg, sociologist, who works on embodiment and age, notes that as an aspect of dress,
handbags have been describechas fiext ensi on of t hiealierall f 0 or
container for the selfo (Twigg 2014:15). Han
femininity, the female body and a crucial item of costume, they are sometimes viewed as
Avagi nadnmeb olri kiedo spaces (Twigg 2014:15) . Th e
connected to intimate feminine hygiene and bodily practices, such as tamponspaaidc

condoms. As their interiors are particularly private spaces, they cannot be entéraat wit
permission. Twigg notes that studies have shown that handbags are used differently to reflect
how women Adoo femininity in different space
from studies that show that in mademinated scientific work placesrvomen often bring a

briefcase to work instead of a handbag, due to its association with femininity. Other studies
reveal thattheeves x panding si ze and contents of women
escape from domesticity, while reversely, witth e compl exi ty of womenoads
and working mothers, their handbags reflect
responsibilities (Twigg 2014:16). Although handbags occupy a particular place in the lives of

many women, includingvinnie, her bag does not contain any products relating to menstruation

or sexual activityherbag and her par asol have ncoll aps
identifying her instead as a fAusel esssold be
as she ndoeso her femininity in this barren

barren landscape Winnie resides in represents her barrerepostuctive body, with little left
than to outwardly maintain her dignity in a culture who tedagated her to the scrapheap.

At just fifty years old, Winnie is already subject to what Susan Sontag, writer and
activist, referred to as fna double standard

the demise of their sexual attractiveedo men as they age (Sontag 1972:20). Sontag notes
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how when a couple who divorce when the woman is in her forties or fifties, her husband, who
may be older again than his wife, has a good chancerofregying, probably to a younger
woman (Beckett destrie s Wi dnhanaf abaussixy) . The di vorced woma

hand, is less likely to rmarry and may have to settle for a man much older than herself. Sontag

sums up this issue when she depressingly co
humiliating process of gradual sexual disqualification ( Sont ag 1972: 20) .
Winnieds predicament is an analogy of this

being buried in the earth up to her waist and finally up to her MdWullan argues that what
foregrounds Winnieds fiperformance of femini
reproduction of middielassmannersor habitus(suggested by details of costume, behaviour,
speech and accent), and the desert or wastelam@diadion stage: no one has passed this way
for some timeo (McMullan 2010:53). She is
embodiment, which remains alert to sensory experiences, when she tells the audience that there
is Asomet hing gmewipngweaar inmeg thAtheoladrimo; [ c] ri «
(Beckett 2006:148). As her body is cut in two by the mud mound, most of it exists only in her
own memory and the audiencebs memory. Wi nni
powerful immovablemage on the stage.

| argue that Beckett is demonstrating how society treats older women, by placing her in
the eart h, traditionally Iinking the female
negative stereotype of older woman as only fitttone scr ap heap, wher e
pointingto herpost e pr oducti ve womb (Beckett 2006:152)
body is fractured spatially, as well as temg
as a substitute body, assorigtherpost e pr oducti ve womb [ é] with
(McMullan 2010:55). When Winnie muses, fAWhat

stuff were to start growingo, there i s an ir
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versionof herself, the sexually desirable, lovable Winnie. Her-pggtoductive barren body
mirrors the barren | andscape that she is bei
in the mud of a midife crisis. The play is therefore staging this verigisrand providing a

nuanced portrait of the dilemma facing women when caught on this axis. Latet|{{1972),

we see the ageing female reduced to its most abject form: a spewing mouth, made later via
television into an image highly suggestive ofs@iwa. This reduction of woman to one mouth,

Athe body as mout ho, where mouth coll apses i
postmenopausal Mouth, aged seventy, her spirit and intellectual life is blatantly reduced, on

the one hand, to a sexgan, an abject image of an older woman, and on the other hand, to the

sexual act , which she is forbidden to desire

Abject Ageing in Not |

€ how she had lived é |lived @ntandeonsi &ty
something she¢é what ? €é seventy? é good God! €
something she didndét kNotdw her sel f. (Samue

Notlst ages the most famous of Beckett ki f emal
n ot e smost Bedrimgegender image of all [. . .], a gushing orifice spewing the words of her

fragmented | if e, attempting to talk herself
for the theatre in 1972, t he fantydiigremadoseus et i n
and below wi t fest of fiaee infishadawv, set about ei ght feet |
(Beckett 2006:376¥The rest of the actords body is con

on the left is the Auditor, a shadowy figure wifdetermined gender facing Mouth and who

BeKS LI L@ LINBYASNBR Fid GKS W{IlYdzSt .SO1SidG cSadArglrtaq
Schneider, starring Jessica Tandy as Mouth and Hendeoseytle as Auditor. It premiered in London at the
Royal Court on 16 January 1973, directed by Anthony Page, starring Billie Whitelaw as Mouth and Brian Miller
as Auditor. Samuel Beckett was in attendance
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moves slowly on four occasions only during t
a gesture of helpless compassiono (Beckett 2
and at breakneck speed, Mlyours out a story of birth, loneliness, marginalisation, ageing,

fear and lossNot | has produced radical, irreconcilable feminist and critical responses: Julia
Kristeva, for whom the work exists purely as text, far removed from its original medium for

the theatre, |inks the persona of Mouth witHh
Loveo, arguing that both identify with the o
(Kristeva 1980:14858). Peter Gidal, approachihpt las a jay, its original medium, argues

that Mouth represents a resistance and subversion to the patriarchal order, by birthing the voice

of feminine sexuality. Gi dal ar gue-s t ha
patriarchal/anticapitalist language and speech mrddu o n 0 , as Mout hds wc
traditional mal e di scour se, maki ng Mout hds

subverting the audiencebs desire for art to
psychoanalytic framework, argues that Mowhifit he f i gure of a woman
determined by the Order of the Father [. . .] marked by abseaceabsence which is the
absence of the phalluso (Wilson 1990:199).
castrating, and cannbte construed as feminist. Whil e |
play births the voice of feminine sexuality, he fails to consider the role of ageing sexuality in
this birthing. Indeed, none of the standard readings of the play consider the pp$sdiithe
play is also birthing the voice of the experience of a marginalised woman.

The play is unigue in Beckettds canon, theil

as a piece of theatre, as text, and as televisiorffivy analyss is focused on the televised

4¥Not Iwas performed in Battersea Arts Centre (28 Edly March 2018) by Jess Thom, an actor with

Tourettes, a condition where movements and noises are uncontrollable (Thom uncontrollably uses

GKS 62NR GoAal0dA(é0d ¢KAA LINB RedriivérstyyaRd cansidedzNB G G S

gK2 OFly LISNF2NXY YR ¢K2 3SGa GKS FAyIlIf arez | f
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version and the text because by reading through the lens of Age Studies, the televised version
reveals the problematic reduction, not just of the feminine, but in particular of the ageing
feminine to a mouth, both speech argand sex organ. On the one hand, any consideration of

ol der women r ecwadeyd tics a nii mdytelct noti on, b L
giving a voice to the experience of marginalisation. | argue that despite the complexities of this
reading,Mott h f i nally represents a dramatization ¢
their desires, a silencing or speaking into a darkness which remains an under researched topic

of cultural studies. In the televised version, theclogg o f Wh i thevhiehwlatantlymo u t
draws attention to her saliva, which cannot be contained, gathering on the corners of her lower

lip, is a profoundly abject image. As Linda B&wi notes, in this version, there is less emphasis

on the monologue itself and its disjointeca r r at i ve At han on the phy
lips, teeth, saliva, tonguethe physical apparatus of speanhking captured by the mechanical
apparatus of the television camerao (qtd. in
This is a disturbing image: thesexusler t ones of Whi tel awds unconi
Mouth is aroused and this visual sign challenges the taboo of older women as sexually desiring
subjects. In the text, Beckett gives a shape and voice to the desire of an older marginalised
woman, whichs uncomfortably positioned in our culture. It is clear from this that as Beckett
continued to put older characters centre stage in his drama, his treatment of gender and

sexuality became more sympathetic.

reimagining the play for further exciting analyses. In another recent interpretation of the play, theatre

director Sara Jane ScaF SQ&a . SO1SGd Ay (K SoutrdniineNewl Yok e DK KI R
L2 6 SNFdzf £t @ LISNF2NX¥SR o0& . NAR bA bSIOKGFAYyZ | 3S
LISNF2NXYIyOS a4 RAAGAYIdzAaKSR 08 Al Aadaatadubusly 3@ { K S
adopt in this role but rather at a sober conversational clip, as if struggling to articulate a thought. [. .

®8 {KSQa NIGKSNI I ¢gK2fSs FTRdA G 62YFy AGNAGAYy3A
full blog: https://www.jonathankalb.com/singd-post/2017/10/01/Becket-in-the-City. { OF A FS Q& 62 N
is analysed iChapter Four.
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In the text ofNot | the experience of oldeiemale marginalisation and the cultural
invisibility of ageing women is represented. Beckett explains this as one of his key inspirations
for the work:

| knew that woman in Ireland. | knew who shewasot GO0shedé speci fica
woman, but thee were so many of those old crones, stumbling down the lanes, in the
ditches, besi de the hedger ows. Il rel and i s
wrote inNot I. | actually heard it. (Knowlson 2006:590)

Although not the initial inspiratiofor the play, it was the main one when it came to writing

it**Mout h describes herself as an fdold hag alr

[. . .]1 drifting around €0 (Beckett 2006: 380
ABeckett di splays a keen sense of wh at st
1990: 203). Both the old hag that Beckett des
wandering in a field ¢é looking aimtedsl y f
marginality is revealed in her daily interactions with others, describing how
practically speechless ¢é alll her days
shopping é busy shopping centre €é super ma
€ obldack shopping bag é then stand there
of the throng é motionless €& staring into

S
was back in her hand é the bag back in he
g 0 0 d b y @ shé sutvieed! (Becket 2006:379)

These are painful experiences, along with that time Mouth was in court, when she was told to

~

Astand up woman é speak up womano but she s
open as usual éawaeé tglngd tof bteheé eldamdv on her ¢
However, this cultural silencing is dramatised when Mouth is given a steady stream of words

as Mouthés retort to the Astaring into spac

Yyt azy oNAGSaE GKEFEG . SO1SGGQa AyAldALft AYyaLANI GAzy 7

GASH6SR GKS /I N}Y@l33A2 LIHAYyGAYy3IZI GKS a. SKSIRAYy3 2F {Gd

Notl(was)A y LI NI adza3dSaidSRé o6& (GKS LIAYyGAy3Id | aS0O02yR Aya
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silent, whene e decl ares that, despite being depri vi

her | ips moving é imagine! é her |lips mo
in the text when Mouth begins the vocalisation of her marginalised identitythNomarked
by absence both on television and in the text, absence being understood as lack in
psychoanal ytic ter ms. Mout h also refers to h
women lose their sexual desire and/or desirability (even idantiypatriarchal culture that
values women as body and not as mind/spirit) as they age (Beckett 2006:381). This idea of
older women as sexually desiring subjects is abject: as British writer Sarah Maitland writes:
Aft] o acknowl edge esraa wandndwhecamnsno longer bearehildrea is d
to expose the whole structure; it is better to act as though they did not desire, and if they do, it
is peculiar, tasteless and neurotico (qtd. i
all its sexual connotations is fascinating and repulsive in equal measure. Mouth on screen is
the most blatant image of all the plays under discussion in this chapter with which to confront
the idea of older women and their sexual desires.

In 1975, Beckettgreed to do a televised version of the play for the BBC, starring Billie

Whitelaw, who also famously performed the staged vefSigthitelaw was much younger
than the seventyearold woman of the text, demonstrating that despite the obvious theme of
ageng in Not I, longstanding theatrical conventions that make older women invisible,

consistently cast younger actors to play the roles of older characters, thereby reifying

February 1972, wheBeckett observed a woman covered in a djellaba, which provided the idea for the
Auditor, originally written in the text, but subsequently dropped by Beckett in later theatre performanées.
Whitelaw performed the British premiere &fot lon 16 Janugy 1973 at the Royal Court Theatre, directed by
Beckett.

stereotypical visions of the aged as weak and vulnerable, unable to represent themselves,

further underlying the invisibility of older bodies invisible on stage. | also acknowledge that

both the taged version and the televised version reveal just part of an ageing female body. |
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will be dealing with this issue in detail 1in
work from Athe pageo to At he sofhstgeplaysTheoki ng
context betweetNotlon st age and on screen I s marked: t
television than Aond stage, as Gidal points
distance from the audience, whereas oevislon, it is filmed in closep, filling the entire

screen and closely resembling a vagina. As James Knowlson notes, although Beckett did not

intend this reaction, he fAdisplayed no trac
version, herealized hat Mout h had the appearance of a |
Pilling 1979:200). Wilson notes that Beckett
reali zedo on television, presumably kdcause

body to be fully erased, bar the lips (Wilson 1990:195). In the theatre, the actor who portrays

Mout hés suffering of being who is trying to
third persono, is shi f tnelahger awuliefalde otganlofespeéck i o n
suffering in front of the audience (Beckett

as labia, organ of sex, is difficult to avoid, as critics have widely noted and as Beckett himself
acknowledged. Abjectiorand particularly abjection and the feminine is the subject of much

of Kristevads work and a useful |l ens with wh
can represent.

Abjection and the Feminine

James Knowlson and John Pilling suggestth Mout hds outpourings a

Frescoes of the Skull t hey argue that in the text Athe
by Mouth with excrement al di schar ge, Aneares
stuffdédo (Knawlgs oln 788n &2 ORDi) . Knowl son and Pi l

| abia by Mouth as anus , upos orfe ftlheec tviavgei noaf btyh e

studies generally. In this reading, which is emblematic of the erotics of language, theere is n
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allowance for a discussion of the inscription of ageing female sexuality which necessarily
accompanies such a recognition. For Kristeva, the link between the female body and excrement

is considered in her theory of abjection. Kristeva argues that alnjestihat which disgusts us

as it exists on the borders that threaten the construction of our identities. In order to establish

t he sel f, myselfipiamyselfowd, X gbjecimyselfwithin the same motion through
which 0616 clmyselin (Kriestabdai $9882: 3) . I n Kriste
defil ement i s that wymbdidhsysie®o fi(jkKntitstsoenadl 98 2dn
that which relates to a boundary and represents the object which is ejected to the margins.

Abj ection is a fiuniversal phenomenono, which
sino (Kristeva 1982:68). Kristeva draws heav
Ant hropol ogi st Ma r y Pubtp and Dange§1988)ecam idefilanhet ins t u d y
primitive cultures. Matter which emits from the orifices of the body is, as Douglas claims,
Amar gi nal stuff of the most obvious kind. Sp
i ssuing forth have traver sad98d:122. Fdr Knstevh,ar y o
spittle, in the case of Mouth, represents th
What does not respect borders, positions, rules. Fheesnt ween, t he ambi guous

(Kristeva 1982:4). The associati of the feminine with abjection and disorder is analogous

with Freudds theory that the sexual life of
one would have to dig deep into the recesse:
sexual t vy, the ADark Continento (Freud 2001: 21

sticking to her mouth, analogous with female orgasm, very visible on screen, forms part of the
mar gi nal Astuffo that traverses ttheystthpundar
order 0.

For Kristeva, corporeal waste such as menstrual blood and excrement represent the two

main aspects of the abject. Excrement and its associated elements of infection, disease, decay
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and death represent the threat to identity thatesofrom outside; on the other hand, menstrual
blood represents the social or sexual threat that comes from within. Blood and excrement
originate, accor dmatgnaland/orke fenanine, of ahich the maermal t h e
i's t he r e adtevaslf8g:plh Kristeva ljnksrboth defilements by suggesting that

menstrual blood clearly signifies sexual difference, whereas excrement can be traced to the anal

penis with which, as Kristeva writesiyihatii nf an
[ €] maternal authority is experienced first
as sphincteral trainingo (Kristeva 1982:71).

outpouring can be considered excremental. These defilerhegdsen our autonomy and self

identity; they represent the impossibility of a clean or proper body. They demonstrate the limits

of bodily subjectivity; they are necessary b
bodily fluids, this defilementthis shit are what life withstands, hardly, and with difficulty, on

the part of death. There, | am at the border of my condition as a living being. [. . .] such waste
drops so that | might live, until from loss to loss, nothing remains in me and mg eatly

falls beyond the |l imito (Kristeva 1982:3). N
describes herself as an Aol d hag alreadyo, ¢
just the mout h-@). Thespewikgotit tfer 08€e0h6n:a Bl&aht genital display

reduces Mouth to the gaze of the camera into the very object whose tale she tells. As Mouth
rushes to the finearest | avatoryo, in her fAsu
between the mouth andanand female speech and bodily waste (Beckett

2006:382). In my reading of Mouth as sex organ, | argue that this old hag also has a guilty
secret: her sexuality. Il n the birthing of he
start moving is the moment to consider the possibility of spedctensual pleasure and of

masturbation. The multiplicity of female sexuality, as theorised by lIrigaray, cannot be

accounted for in patriarchal discourse and is therefore a disruption to order and borders. This
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i s where Beckettds splfaryomoltsits rearilcyal i g a Wstpia
women. At this threshold, the work unravels the psychic borderlands that woman is asked to
occupy by the culture at large.

Ageing and Desire

I n the essay AWhen Our Li ps bi@mplee kigarhyvwgites her 0,

that | esbians are Al umi nous. Neither one not
oneword passo (lrigaray 1985:208). Irigaray e
| argue above, regardless of age ordgef f er ences, womenafinglever s

word cannot be pronounced, produced, uttered by our mouths. Between our lips, yours and
mi ne, sever al voi ces, sever al ways of speak

1985:209). The momenhiNot Iwher e Mout h recalls that Asud

moving € imagine! €é her | ips movingo, is pre
notes, the play fAopens itself to the inscrijgj
possih | ity of pleasur e, [ and] the sensuality ¢

Mouth resists the culturally ascribed asexuality of ageing femininity.
Irigaray seeks new ways of speaking about relationship between women, whether it be
lesbian reldonships or mother/daughter relationships. She argues that this is essential if

women are to create a new identity for themselves within the symbolic order as outlined by

Lacands psychoanalytic model . l ri garesemt c hal |
only | ack: fAwe are not | ack, voids awaiting
our | ips we are womeno (lrigaray 1985:210).

impossibility of desire being fully sated: Mouth, as orgamatftiplicity, celebrates a different
type of desire, that of selbuching and selpleasure which cannot be accounted for in
patriarchal discourses of sexuality. As a number of key architects of the second wave of the

womenos movement adanwehe nekt stagesefltheieliges, theyvare turning
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their analytical eyes to ageing and gender, recognising that much of the activism and politics

of second wave feminism focused on the question of desire in relation to reproductive rights

and publidife. A different feminist focus is needed to rethink desire in an age where preventing
pregnancy is no |l onger an issue and where a
written off, seeing that she no longer occupies a body that can reprodigés e radical
intervention issued biot .

Rethinking this question of desire, Segal, Qut of Time(2013),and in her essay
AForever Young: Medusads Curse and the Disco
politics of ageing, where shemsiders the failure of feminists, including her younger self, to
develop a discourse of ageing, particularly in relation to sexual relationships. Noting the
slogans of the 1970s which opposed raaptred predatory understandings of straight sex,
whichwee not ai med at (useless) ol der women, st
the situation of the older woman? She who will not so much be-geegged into servicing
menbés sexual needs, but rather, jiubslte ?a0s (cSoeegr:
2007:43). In a slightly defeatist attitude, Segal herself suggests that for those older women who
are not experiencing a satisfying sexual rel
advice, give up the struggle and embracethegshn t hat At o be unwanted
1991:124) . Segal, who is nevertheless sceptical
for ol der womends sexuality in the |ives and
barriers seem faless important, and where the double standard of ageing which relegates
women sexually undesirable long before men is irrelevant.

She notes that the double standards that feminists rallied against in the 1960s and 1970s
have sur vi v e s appearingtinntree sekualsoptians of imen and women as they
ageo (Segal 2007:43) . I n answering the ques

sudden brakes on | oveo sheTheByingAnenalces Phil i p
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problematically suggestetiat when a woman gives herself intimately to a much older man,
this Aprovides [her] with the authority of a
younger man [ €] both the pleasures of s ubmi
2007:43) Women have generally been encouraged to look for a father figure in relationships,
to Aeroticiseo the father figure, while stil
in contrast are encouraged to flee the mother figure, as we have geeriiist two chapters
where Beckettds characters are in constant f
masculinity.

Jeanette King, iDiscourses of Ageing in Fiction and Feminigg®13) argues that
older women, even when rich and powerful, ldekparallel sexual allure of older men because
Aimal e fears of the engulfing mother are exac
relationships between older women and younger men subvert patriarchal power structures, the
older woman must be demiead and ridiculed, and the relationship must ultimately fail, a
theme which regularly plays out in the metfiZhe trauma of ageing for women in a society
that prematurely writes them off, a position such as represented by Mouth, remains largely
unaddressd by cultural theorists who otherwise seek to empower those in marginal positions.
Greer clearly takes the view that desire only relates to being desired by others, especially by
men, thereby implying that selforth for older women comes from outsidesdte; Mouth
firmly resists her call to embrace the asexuality of ageing. All of this assumes that women are

only able to sexually respond to desire when they are themselves desired. But, as Irigaray notes,

51 A classic example of this demonization by the media was the frenzied backlash against the recently elected
French President, Emmanuel Macron, aged 39 and ifésBvigitte, aged 64 years of age. In a newspaper

I NI AOE ST dzy RSNJ §KS GAGES &/ NARGAOAAY 2F 3S 3I+HL 0Sis
.NAIAGGSQa RIEdZAKGSNI T 2yumf Rge gap betwledzinedoupl€ Radzodmeletisiidn G 0 K S
media scrutinyhttps://www.independent.ie/world-news/europe/criticisn-of-age-gap-
betweenemmanudand-brigitte-macrm-is-sexig-and-ageis-her-daughte-has-claimed-3571678.html
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there are many other sexual and sensual avena#alde that patriarchy does not consider, as
older women writers are now bringing into visibility.

In contrast to some of the other depictions of femininity in both his early and late work,
and in Not | especially, Beckett appears to have luxuriousiplaed the abjectness and
possibility for selfdetermining pleasure of the feminine, and specifically ageing femininity, in
direct opposition to the culture at large, which ceases to see women as sexual once their
reproductive usefulness is over. In prtrayal of ageing femininity ilNot I, then, Beckett
gives voice to the perils of ageing and desire, where the invisibility of older women remain a
challenge in contemporary culture. Mouth represents, in the most abject form, a resistance to

the experieoe of ageing and an arresting image in which to consider the dissident desire of

N

ol der women in culture who are deprived of
and the sensuality of the mouth in the televised version, which is representedaosetiting

and abject image, give vent to the desire of the marginalised (old female) identity that Mouth
represents. As we move to the next stage of

more ghostike, as they near towards the end of life.

AFuck Lifeo: Dependency, FopdHallssamdfRockahyde and Fo
Monotone, without colour, very distant. You are composing. It is not a story, but an
i mprovisation. You are |l ooking for the wo
ed it candét go any farther. I t Fostfalpust at

There was father. That grey voice. There mother. That other. (Samuel Be€&kette
of Monologuég

Bec k et t FostfallpandRpckabycentre onthee x per i ence of nol d ag
i maginary, the AFourth Ageo of the | ife <cy
represented as active, healthy or successful
of inactive, unhealthy and unsucsfsg ageing. There is so much emphasis on positive ageing

t hat Aol do ol d age gets relegated to the sl
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hospitals, nursing homes and in cgreing environments. Both plays feature women who are
at this shadowsgtage of life, one dependent on her ageing-gasieg daughter, and the other
alone in a rockinghair, nearing death. Although old age affects both men and women, deep
Aol do age predominantly affects women. Jul i
emerging feminist gerontology is its strong engagement with personal experiences and feelings
of the authors as they try to make ¥Aasinise of
have already noted, these writers explore the oppression ahdgegeing as they themselves
reach Third Age, which is regarded as being between the ages of fifty and dexenty
however, regarding the next stage of the life cycle, Fourth Age, gender is very relevant to the
issue of gerontology because, as Twiggiasy
Deep old age is predominantly female. Most of the sex differential in old age studies
relates to this stage, partly the product
tendency to suffer more from disability and thus to spend longer in tm¢hFage of
infirmity. Issues concerning the body in the Fourth Age are thus gendered, but in an
implicit way. Part at least of the negative meanings of deep old age relate to this.
Misogynistic discourses have long focused on the bodies of women, aaddabksgs
are extended and amplified in relation to old women. The body in old age thus comes
to carry an additional freight of negative meaning. (Twigg 2004:65)
Twi ggbs perceptive reading of deep ol d age
misogyny that accompanies it is timely, as most studies on women and ageing in social
gerontology tend to focus on Third Age. As far back as 1972, Susan Sontag was aware of the
gendered nature of old age, when s hotthewr ot e
imaginationi a moral disease, a social patholagmytrinsic to which is that it affects women
much more than me n dooffaBsamdRackpbyféauie 2he ®omen thatA s

Twigg discusses, my analysis will consider how the female boalgliage staged in each play

carries that nAadditional freight of negative

52 Second wave feminists now writing about ageing include Susan Bartky, Betty Friedan, Germaine Greer,
Margaret Gullette and Kathleen Woodward.
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While the body is the major theme of gerontology, it is also highly problematic. There
has been much research on the social construction of ageing, which is entiersizedtal
structures. Age cannot simply be concerned with biology alone; age and ageing are therefore
deeply social. Writing about the ageing body is a central concern for gerontology but it is
crucial to avoid essentialism and the dominance of biomlealicaductionist approaches that
Aclaim to present the 6truths of ageingé in
to Twigg, we need to consider the intricacies and plurality of the social construction of the
ageing body and acknowleddestways in which the body and bodily experiences are formed
in and through discourses. Some of the most insightful commentaries have developed from
feminist writings on the ageing female body.
body inrelatont o ol der people has been seen as an i
and cultural critics in challenging this have regained important territory for social gerontology,
and in ways that have deepened our wggder st ¢
2004:71). The analysis in this chapter so far has challenged the negative stereotypes of
middlepause women in their Third Age. Most of the feminist literature referred to mostly deals
with Third Age, leaving the Fourth Age still relatively unadeseached. Twigg argues that
more work needs to be undertaken into the challenging territory of deep old age, Fourth Age,
which remains fAessent 7Aslthe womeénoRoetfaldandRookaby g 200
are in deep old age, a phase of life that issmered a period of dependency, decrepitude and
death, the inclusion of them in my analysis adds to the work needed to address the deeply

gendered aspect of Fourth Age.

53 Chris Gilleard and RAHiggs, social theorists of ageing and old age have published extensively on the social
and historical aspects of ageing and old age. For @ejith analysis of Fourth Age, see their recent study
Rethinking Old Age: Theorising the Fourth.Agmdon: Plgrave Macmillan, 2015.
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As much of Beckettds | ate theatre focus:
atempting to account for themselves, by the time we gébtufallswe are presented with
ghostly figures who, as Beckett himself said
(qtd. in McMullan 2010:10%). The play opens with the ghdite figure of May, prematurely
a g ed dmshevelled grey hair, worn grey wrap hiding feet, traibngov er unseen f e
womanods (r ec o franeddrl upstage c(eB e(c\K)e t it 2006: 399) . M
her wrap but also by her restricted pacingaomarrow board nailed down on the stage. This
relentless and ubiquitous action of walking
is full of repetitions, then it is because of thesellifieg stretches of walking. That is the centre
of the ph vy . Everything else is secondaryo (Knowl
often referred td-ootfallsas hi s fApaci ngo pl Rogtfall§akdtioevietes on 1 9
Rockabyspecifically feature complex mother/daughter relatigpshand for my purposes,
relationships between ageing women.

Although it is considered short for a play, running for just under thirty minutes,
Footfallscontains four distinct movements marked by blackouts, a series of fainter chimes and
a successionf dimmer lights. In the first three movements, May paces back and forth on the
narrow board, her steps reducing as the lights become dimmer and the chimes fainter. The
dialogue dramatizes an intense mother and daughter relationship. In the first moWayent
in her forties, who is prematurely aged, dialogues with the voice of her mother V, looking after
her physical and spiritual needs; VO0s voice
by the audience. In the second movement, a monologtreligvisible V recounts the genesis
of Maybés pacing which began as a young child
itself divided into three parts: Sequel, Semblance and a scene involving a Mrs. Winter and her
daughter Amy, an anagram of May.this movement, May is unable to be fully present, when

she says, il was not thereo (Beckett 2006 : 4
176



movement , it forms part of Mayb6s monol ogue,
fictional shadowAmywh o i s descri bed as fia moebd anhdang:
Mrs. Winter (Beckett 2006:402). Amy tells the audience how her mother, towards the ending

of the pl ay, asks Amy: A Wil | you never have

May is wnable to differentiate or split herself from her mother, yet as Anna McMullan notes,

Ashe also appropriates her motherds voice ir
and aur al traces of her exi st e nnewrfainbthey me an,
fall 6o (McMullan 2010:120) . May constantly

actually exists. This represents the cultural invisibility that May, (and earlier Maddy) who is

just in her forties, but already prematurely aged withd i § he v el | datlsfoglofey hai r
This is another example of a middlepause woman who is culturally invisible, except to

V, who is now at the dependency stage of deep old age, therefore relying on May to look after

her physical needs. Yettheufdo t h movement iis a briefnten se

traceofMay o (Beckett 2006:403). These fragments

experiences of a vague past, morph over the course of the short performance with the images

and sounds eerienced by the audience, such as the pacing, the chiming and the dramatic

l'ighting, i n what Ruby Cohn refers to as th

fictional place of the text and the actual space of the stage seem to meet (Cohn 1880e28)

the relative darkness of Third and Fourth Age are dramatized. Cohn argues that Beckett has

woven fAtapestryo from the Atangle of tatters

Nell, Maddy and Winnie, who all feature in my analysis alSohn 1992:170). Like these

wo men, May and V observe their own encl osed

Mout h, they often simdalk o0i { Ciothme 1t9Mi2r. d 7@€ r. s ol'm

to witness the mothetaughter dyad of May, Wirs. Winter and Amy in three separate

monol ogues which mirror each other and where
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exterior, are unclearo (McMullan 2010:120) .
mother and daughter, voice and bodfere, because V is unseen to the audience, there is
uncertainty as to whether the dialogue i s ir
witness to these sequels and semblances which appear to be there, yet not there, as the ghostlike
May triestoma ke sense of herself, echoing that of
The first movement begins with May attenct

she asks her Awould you I|Iike me to inject yo

dr aws hall edrd® éamiliar to anyone who has ever cared for an older person (Beckett

2006:400). In this narrative of decline, the
who is in her fourth age and neiadrriensgs dyeoautrh ,s c
€ Sponge you down? é Moisten your poor | ips?
2006: 400) . Mayods obvious role as her motherC

Jesusd body at the cr uc tofthe end of her life, am dneveraftle s t
one for both her and May. Although it is unclear what is meant by Mrs. Winters plea to Amy,
Awill you never have done € revolving it all
the play), but in terms of tifeameworks | utilise here, it can productively be read as relating

to the ambiguity surrounding Maydéds birth, p
unsure of her own existence that she constantly seeks reassurance of it from her mother V, who
does not appeartr i n t he pffomgarkbupstagewh disvéh av oiage i
now?o, asks May (Beckett 2006:399;400) . May,
find a way to properly end it. We are told that she is in her forties, or thedvehile V is

shocked to learn that she is almost ninety, or Fourth Age. As she paces relentlessly up and
down a specific number of steps, as per Bec

trauma continues as shaimmugdsgthelyedralti hdg éf e e th,
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not enougho (Beckett 2006:401). Mayds wuncert
existence as a middlepause woman, began long before that, beginning at the curious

circumstances of her birth.

Maydoes not appear to have been born: she ju
movement, we discover that while Aother girl
her relentless pacing at home, d e nmaenyd i fnagl |too

(Beckett 2006:401). The ambiguity around her birth and the faintness of her steps suggests that
May is still longing for the muffled space of the womb, or, perhaps, is still there. Beckett
changed the number of steps from seven to nine, whichsets the term of gestation. May
paces nine steps to the right andstakingfvith, as
right foot (r), from right (R) to left (L), with left foot (I) from L to(Reckett 2006:399). She
appearstobeenvelape i n her mot her, VO6s, voice, again
the mother. This very clear and emphasised ambiguity about birth can be read as referring
directly to an experience that Beckett had when he was undergoing psychoanalysis with Bion

in London in the 1930s. In 1935, Beckett attended a lecture by the founder of Analytical
Psychology, Carl Jung at the Tavistock Clinic in London. In this lecture, Jung referenced a case

of a young girl whom he had difficulty in treating. She girl died 8haifter and Jung famously

decl ared that the problem was that she had
Beckett ds r e f Footfallscarebe tonfirmkd by dis remark to actor Charlotte
Joeres that May fi h as n & begdn.eThene isbadaliffenence. Sheevasj u s t
never borno (qtd. i n Asmus 1977:84). Becket
elsewhere in his work; iAll That Fall, Maddy recounts a story told by a mind doctor, at a

|l ecture she \@tietgid, vehyesttange lara wrthap@yan her ways, and how he
treated her unsuccessfully over a period of years and was finally obliged to give up the case.

[ é] The trouble with her was she had never
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Knowlson argl e s , May is fABeckettdés own poignant re
been born, i solated and permanently absent,
(Knowlson 1996:616).

I n Beckettds presentati onsaonlyrelitienshipéssso pr e m;:
her mother, or the voice of V, which is inside us all. We are all born, regardless of gender, from
our mothers and we all have the potential to become mothers, or to mother. As Irigaray writes,
Awe must not onotbee whmwas sacrificed td thetorgi@s of our culture. We
mu st give her new | if e, new | ife to that m ¢
(Whitford 1991:43). All women are mothers in the symbolic order of language, as they are
positioned as obgs rather than subjects. Footfalls as both women are pestproductive,
and inhabit a calependent closeted world, the question of-differentiation between women
arises in a dark settingn the fourth movement/Fourth Age, a bare ten seconds tbhexg is
fino trace of May ( Bec ket t 2006: 403) . The ghostly Me
invisible in culture, and never really having been born, echoing my view and that of Hilary
Mantel 6s that women over t he gengationolrhroughout t y ar
the play, the ninetyear old V, in deep old age, is only represented by her recorded voice, her
decrepit and dependent body too abject and useless to be physically present on stage. The play
gives shape and form to how cultureatsethe old in society, while sympathetically portraying
the mutually dependent relationship between May and V, who are both culturally invisible in
Third and Fourth Age/movement.

Textual readings of the late drama tend to be framed in the psychoatiagries of
the French feminists, Julia Kristeva, Hel en:

been useful to my argument in Chapter Two when | analysed the role of the mother figure in
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Beckettds prose works. Thet moBhkekeubréagdisr e np € n
centre stage ifrootfalls. As we have seen earlier, in Kri
located in the preerbal moment of bonding between mother and child, where the child is

totally dependent on the maternady, where its drives and rhythms are unconsciously
absorbed. In order to enter the symbolic and enter the realm of language and subjectivity, the
child must separate from the motheootfallsstages a crisis in feminist psychoanalytic theory

as the playwhile celebrating maternal origin and mother/daughter relationships, May cannot
fully separate from the mother and enter S
reading, which focuses on the text and language, the intense rdatlgdrter relationsp of

Footfallsi s descri bed as a maternal rhythm whi ch
the death drive, a |linear repetitive dance
AFemini st Readings of Bec koetitng g isnhee aanryg ufemse t
mil ko flowing between the aged mot her and ¢
second movement, V instructs the audience t
silence. [Mpaces. Towards end of second lerigithatch how feat she wheels. [Mrns, paces.
Synchronous with steps third length. Seven, ei ght, nine, wheel o

an echo and repetition of both narratives, a deliberate orchestration by Beckett who explained

t hat Maybs etarpyparsalolud!ld df VOs: AThe daught
mot her o0, having been i sol ated al | her uneyv
2006:201).

As in his prose, there is a |link between

as t is the mother, in this case, V, who simultaneously gives life and death. The narratives of

both mother and daughter overl ap and intert
enoughodé should sound exactly | i Kertylbe (ANKte rtl
and Gontarski 2004: 201) . Maybs pacing, t hen,
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motherhood and the revulsion towards it, as birth and death are closely linked to the mother
who is coming to the end of her own life. The mostfasnoul i ne i n Beckettodos v
birth and death closely is to be found in his plegiting for Godotwhen the character Pozzo

decl ar es: AOne day we were born, one day WwWe
(Beckett 2006:83). At ninety years oM, with her absent decrepit and dependant body, is close

to death but kept alive by the ministrations of May.

Di amond draws on Ilrigaraybd6s essay O6And t
arguing that MayOos i nabiwithirpyovisinganprarrabve that, a n d
separates herself from her engul fing mother,
also a dAbrilliant theatrical met aphor of th
(Diamond 2004:57). This is\ery important framing of the play and recuperates it powerfully
for feminist purposes. By dramatising the psychic fusion that is enforced upon women by a
patriarchal system that afford women only #ft
as paentially highlighting the limits and oppressions of patriarchy, rather than simply
reinforcing them. Also, Beckett gives voice to the plight of these women, in their uneventful
lives, highlighting the role than often falls to women when looking aftenggeiatives, again
reinforcing the gendered aspect of egnang in society. Death is in the air in this play; when
it comes to inviting us to face our fear of death, nowhere is this more challenging than in
Rockaby here, Beckett stages the ultimate-delsac of Fourth Age, placing his female
character in a rockinghair, which can be read as the cradle from birth to death, or the awaiting

coffin. Either way, there is no way out.
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AFuck Lifeo

Given its subject matter, and its further kxption of the Fourth AgeRockabycould be read

as Act Il or the sequel teootfalls as in the latter, we are presented with a single character, W,

in a rockingchair, and we hear the recorded voice of a woman, V, from some invisible source.
Thetexts i pul ates that the recorded voice is th
gauge that W is fiprematurely old. Unkempt gr
White hands hol ding ends of ar mr esstios (fBleickhel
polished to gleam when rocking. Footrest. Vertical back. Rounded inward curving arms to
suggest embracedo (Beckett 2006:433). This is
a premature death, in the arms of her mother, representedhby r oc ki ng chai r ,

|l asto (Beckett 2006 : 442) . As May paced to
extravagantly dressed W rocks to and fro in her mechanically controlled chair. W charts her

lifel ong search Aforraebfheanoaherherehtkeehel
435) . Her story is told through the voice of
occurs four times in the text, thus dividing
told by the recored voice, emphasize her desire for fusion with her own mother, wishing to be

lulled into her arms like a mother rocking her child to sleep, Again, birth is connected to death

as W gives in to the mot her-éhair. Ehefistnaoeement r epr e
describes Wés search for fanother | i ke herse
Ati me she stoppedo (Beckett 2006: 436). W ha
| argue is a narrative of decline. Inthe secondmosent , s he searches from
at her windowo, continuing to teldl hersel f t
This movement echoes the loneliness of W, sugggstinursinghome scenario, where old

people sit in chairs all day, looking out windows, superfluous to society.
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The third movement continues with its windows theme, and the beginning of the fourth
movement sees W moving from her window to go
The fourth and | ongest move mehaitwherdhh@c e § mo/d & ed
rocked, all the years, all in black, best black, sat and rocked, rocked, till her end came, in the
end came, of f her head they said, gone of f |
the mother had dementia and may have ended heirdaysursing home. W now repeats her
mot her 6s actions, as she moves fAright down i
that it is Atime she went right down, was he
441). Like the title of thelay, this is suggestive of a mother rocking her child to sleep, the lull
of which is suddenly subverted as death is coming for W, who ends with the words, again in
thethirdper son, fArock her off, stop herk éywas o fffuwi
(Beckett 2006 : 442) . The words Afuck 1ifeo
because if she is prematurely aged, then she is prematurely dying. It is also a statement of
sexual i ntent as fAfucko isuperflaoustesoaietybhdagolderi ol e n
woman, W could either be physically dying or dying in the sense that she is past her sell by
date in culture, where youthism reigns. The elderly end languishing in trolleys in Accident and
Emergency hospital departments, left to disintegrate in hospital wards, or committed to
nursing homes either by family or lack of family. As long as the elderly and dying are out of
sight, they are out of mind. As the elderly population increases rapidly, society faces a major
challerge in how it plans to accommodate its elders. W represents the fear that elderly people
face when left isolated and alone in deep old age.

Bl ack is, as we know, the official col
designates the colourof mournjing e x pl i ci t 1y, her «woexlkedeveniag i s a
gown. Long sleeves. Jet sequins to glitter when rocking. Incongruous flimsydtresadset

askew with extravagant trimming to catch 1|1
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costume is thereblem for the end of a life, where ultimately the voice and the rocking cease.
McMullan notes how in theatrical stagings of death, although the audience see the character

die before their eyes, they are aware that the actor is still alive. She notestHerBer a u 0 s
observations that in our willingness as audience members to suspend disbelief in the space of
the theatre, the actors are in fact dying in front of us, and we in front of them. Blau argues that
Aof all the performingraaktistydheatde ishi Mk B
argue that performing age also includes the performance of death, often by a younger actor. In
Rockabyand Footfalls this is complicated by the fact that, as Beckett explicitly notes, both

May and W arye afgperdeémathwrvélng | ead an uneventf
age. As | have already note that as women are valued for their reproductive rights, these women
are alive yet dead in society, which Wi ews t
transl ates as fAaux chiottes | a vieo, which t
McMullan 2010:120). As elderly people are often described as having abject uncontrollable
leaking bodies, W realises that her usefulness has been extaishetis finally enfolded into

the arms of the rockinghair, or cradle, or coffin. Fuck Life.

To conclude, this chapter turned its focu
ageing women that populate his late theatre. The potent combinatge and femininity in
Beckettds work has not, wuntil now, formed an
his later drama explicitly centres on the experiences and longings of older women. The chapter
in situated i n oftAgeStudidsaa éntergingmnaegaryniraidentity politics.

With the rise of the interdisciplinary fields of Age Studies and cultural gerontology, | argued
that there is a critical need reassess cultural representations of ageing in literature, particularly
of older women and their potential for marginalisation. By analysing the play$at Fall,

Happy Days, Not,IFootfallsandRockabythrough the lens of Age Studies as an interpretive

category, my reading addressed this lacuna in Beckett Studieslast Btudies. These plays
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demonstrate the embodied experiences of ageing women, with their desires, longings and
remonstrations. | argued that any consideration of older women as desiring subjects remains a
cultural taboo. In these plays, Beckett confsottiis taboo, portraying female ageing and

sexuality as much as a force of resistance, as of a condition to be resisted.
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Chapter Four

NnGendeQount sidWNa k i nlg
F e mi n iPerforming,Age and Feminine

| nteractions with Beckett 6:
and Performance

Introduction: From Page to Stage

The first two chapters of this thesis anal ys
aspectf the feminine in his prose, investigating how he approached misogyny, maternity,
motherhood and menopause. Chapter Three focused on the work of the older Beckett and
analysed ageing women in his theatre wion th
consider a number of strategic responses by
Irish theatre and performance. This represents a move from page to stage. First, | will examine

Irish theatre more generally, paying especial attention to tbenab of female playwrights
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from the I rish |Iiterary canon in order to es
has emerged. The highly gendered state of the public stage and gallery, long noted by feminist
academics and writers, has now comaerfully to public attention, when it was highlighted

in 2015, due to an extraordinary grass roots
unintended double entendre AWhat the Fuck?o0
Abbey Th e aentenargmogrammnie Gnnounced in October 2015, which featured work

all by men, apart from one work by a woman playwritfifthe fAWaki ng t he Fe
movement became a widespread umbrella collective largely driven by the power of social

media.

The exraordinary impact of Waking the Feminists, which subsequently became known
by the hashtag #WTF, has resulted in major shifts in the theatre sector. This chapter, then
considers responses of women and performance artists to Beckett, whose work forroed part
the groundwork that eventually crystallised as #WTF. It is important, therefore, to situate their
work not only in relation to Beckettds aesth
specifically theatrical, canon, which historically Hasen overwhelmingly androcentric. It is
apparent that in Irish theatre, female playw
as journalist Sara Keating puts it (Keating 2015). The first part of the chapter examines how
#WTF creatively highlipt s and responds to this Afiringo,
consi der s Becket {firétsenture ppréoomarees culturesrby lbokireg ratt hgw
his work is being reenvisioned by Irish women artists in new and exciting ways. | will be

focusing closely on the work of theatre actor and director Sarah Jane Scaife, actor Lisa Dwan

M2 1TAy3 GKS blridA2yeé FSIFGdz2NBR $2N)] o6& 5F@AR LNBfFyYyRZ
adzN1LJKe&>X CN}yl aODdzAiyySaa FyR {Sty hQ/laSeT GKSNB ¢4l &
Abu Saleh, and aaged reading of an adaptation by Jimmy Murphy. The only work by a woman playwright
was a monologue for children written by Ali White.
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and performance artist Amanda Coogan. | will be broadly drawing on performance studies and
phenomenology studies in the work of Peggy Phelan, Stanton Garneeril Btates. | will

also consider the affective dimension of the performances under analysis, drawing on the work

of Affect theorist Brian Massumi. Importantly, in a continuation of my analysis of ageing in
Beckettds | at e pl agisperformedin thebe works, aad tltatiagensaglsa h a t
performati ve, extending Judith Butleros for
therefore performed to that of ageMly argument draws on a recent stuBgsforming Age in

Modern Dramainwhich t heatre schol ar Valerie Barnes L
specifically highlights age as performativeo
on the conventions of performing age, particularly of the casting of younger actors toeplay t

role of older characters, my reading illuminates a dark spot in Beckett studies, where this aspect

of performance has not been addressed to date. Firstly, though, I will outline the development

of the #WTF movement which has highlighted the work athinvomen theatre artists who

have been hidden in plain sight.

Waking the Feminists: Gender fACountso

In this part of this chapter, | analyse the impact of an extraordinary shift in the politics of gender

in the Irish theatre sector. This occurred in din@sponse to the formation of the grassroots
movement , AWaking the Feministso in 2015, h €
the inexplicable absence of female playwrights from Irish stages. A subsequeniGepddy

Counts published in 2017 et out to address the gender imbalance in the top ten Arts

Councilfunded organisations in Ireland that either produce or present theatre. The Irish

5. dzif SNR&a O2y OSLIi 2F LISNF2NXNIGAGAGE A& AYaLIANBR o0& Wwd

illocuth 2y I NB &ALISSOK | OGx &dzOK Fa daL LINRy2dzyOS @2dz Kdzaol y

ASYRSNJ LISNF2NXI GAGAGeE aGAa y20 F airy3dz F N WFEOGQT F2N A

1993:12). Identity, then, is not fixed, babnstituted through the process of performing or failing to perform

2ySQ48 GaSE£3 2NJ NB3IdzE F 12NBE y2N¥a 6KAOK RSTAYSIT dzyiaAf
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Government, via the Department of Culture, Heritage and the Gaeltacht, gives considerable
funding to these rganisations, of which the Abbey Theatre receives the most, 76.6 million

euro (20062015), which represents around fifgven percent of the overall allocated funding.

The funding given is for national priter amme:
Afiringo of women playwrights from the Abbey

appeared that only male playwrights were worthy of representing Irishness.

Theatre scholar Patrick Lonergan recently highlighted the absence of female
playwrights from the Ilrish | it erTherPpugltamd on, w
theStars first performed in 1926 at t hdétheAbbey T
Abbey [ Theatr e] i n an independent Il rel and wi
(Lonergan 2014). The play famously provoked a series of sustained protests that were based
on the faith that national theatre was worthy of real debateartdstation. This legacy of
|l rel andés national theatre was unwittingly i
AWaking the Nationo; upon its announcement i
unseen in |rish trioevaotcrad isvien pd aQd Caiswaykd sngp t h e
countrywide centenary of the 1916 Easter Rising and the proclamation of the Irish Republic.

The centenary year of 2016 was a highly mediatized event, comprised of parades, reenactments,
speeches, includg a clear emphasis on the role that women played in the Easter Rising,
evident even in a major drama on national televisfdhh e pl ays of MAWaking
programme were, in contrast, all by men, with just one work by a female playwright.

Thisexttar di nary exclusion of women from the Abb

on social media, led by Lian Bell, a Dubliased freelance theatrea k er . I n r espons.

56 Rebelliorwas a sismillion-euro budget, fivepart drama series about the birth ofiodern Ireland. The story
is told from the perspective of various fictional characters, including three women who lived through the
political events of the 1916 Easter Rising.
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inquiry about the wisdom of their selection and the notable absence of fdmaleights, the

then Abbey director Fiach Mac Conghail, who was on his way to Dublin airport to catch a

flight, hurriedly replied in what has now be
A[t] hemdbs the breakso (@ macconghail, 29 Oct
The programmeand M&€onghai | 6s initi al responlsish cause
Timeg ournali st and activist Una Mullally, who
programme selection, wondered whether it was
Abbey riots in 1907 when scandalised protest

M. Syngebs APl ayboy of the Wester rishWiomesl do ( M
Peter Crawley commented that fflectimyoreedaps, f com
the failed potenti al of 1916 ¢é if gender |
di sappointing to find just one woman writer
2015). It was not just disappointment but anger that animatgubnses to the exclusion and

following an invitation from a chastened Abbey Theatre, a public meeting was quickly
arranged by Bell and her team, from which #WTF emerged; the five hundred (free) tickets were
booked out in under ten minutes. Held on 12 &mber 2015, the historic event gained
worldwide media attention, including postings of support on social media platforms By high

profile actors such as Meryl Streep, Debra Messing and film director Wim Wenders.

The meeting was designed to showcase stafievomen who had found no platform on the

official programme: chaired by Irish Senator Ivana Bacik, the event saw thirty presenters speak

for strictly ninety seconds each. As Emer O
semicircle and spoké r om t he nAcentre of the hall owed s
excludedo was a power f ul statement in itself

sociaeconomic backgrounds, spoke with conviction and on occasion with justifiable anger.
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Playwright Gina Moxley detailed the reluctance that women have of speaking out for fear of
being viewed as Adifficult to work witho ( my
only half the world is I|istened wightRosalgeou on/l
McDonagh, from a Traveller background and with a disability, reminded the audience about

the need for inclusion within feminist movements. Director Catriona McLaughlin noted that
Abeing fair takes wor ko, uffinreveated thdt angdhandenfi s h p
having her work staged would involve casti
2017:139). What emerged was an intersectional picture of a network of exclusion and
oppressions that showed the extraordinary difficsiltiet female theatimakers have endured

in trying to have their work produced in Ilre

When Mac Conghail stepped down as Director of the abbey a year later in December 2016, he

noted that:

Putting on a play is a palitc a | act €& [I1]tds the Abbey Th
challenges and reflects Irish society. That ideal was challenged late last year. The Waking

the Feminists movement pointed out that our Waking the Nation season did not represent
gender equalityAn urgent conversation began online, and we welcomed the debate,
hosting a public meeting é to give voice
exists across the arts industry. The board of the Abbey Theatre is committed to the
development o& comprehensive policy and detailed implementation plan to ensure that

the Abbey Theatre leads the way in achieving a mnedded cultural shift towards

gender equality in the Irish theatre sector. (http://www.abbeytheatre.ie/fiach
macconghail0052016at-the-abbeytheatre/)

The historic public meeting at the Abbey, th
beginning of that Acul tur al shift towards g
media phenomenon, has been widaching ad irreversible, as there is now a new awareness

of how power is exercised on Irish stages. In this section of the chapter, | trace the development
and impact of #WTF, a grassroots movement that has resulted in highly significant shifts in

Irish theatre: anetworking and activist organisation formed by mothers in theatre; a recently

published commissioned report on gender in Irish theatre, and academic work focused on the
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recovery of Irish women playwrights. That these events unfolded in the centenaoy lyeshr

i ndependence meant that I reland was granted
to the nationo, and one that spoke clearly ¢
the arts sector. Along with the unconscious and natirsmnscious biases against ageing

women, there also exists a powerful and structural discrimination against mothers. The
relationship between the arts sector and reproductive politics is such that large numbers of arts
practitioners are systematically éxded by virtue of being a parent, most usually a mother, in

a system that demands the reproduction of bodies for labour, but refuses to pay, value or support
those who expand or keep the population stable.

At the first #WTF meeting at the Abbey, theamaker Tara Derrington stood apart from the
crowd, brandi shing a slogan with the words:
Arts? é At the school gates nowo (my notes)
and her image was widely circulatadthe media. On the day that the #WTF rally received
international attention, the seeds of MAMMothers Artists Makers (#Mam Ireland)were

thus sowr?” As | have been tracing instances of historic treatment of mothers and motherhood

in Irish literaturead dr ama, speci fically Beckettds wor
to trace the exclusion of real mother artists in Irish theatre and the arts sector in general. My
interpretation of Beckettds wor kTheuSpecalv er ed
Mother: Freud, Feminism and Psychoanalysi¢ 9 90) , cal l s the fispectr
of his work, and MAM uncovers, fleshes out, and gives multiple expressions to maternal

perspectives and practi ces t tobktheatrk, parfemanceen fs

S FOSNI I YSSGAYy3 KSER 2y LYGSNyFrGaAz2ylFf 22YSyQa 51 & Ay
Fiona Browne, Cerstin Mudiwa, Emma Lowe, Susie Lamb, Oonagh McLaughlin, Charlotte Harrison, Melanie
Clarke Pullen, Kate Harris, Sarah Fitzgibbon and others.
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and art practice in Ireland. MAM highlights the unconscious bias by women (including
mothers who have internalised their own invisibility) towards mothers in both theatre and the
media in general.

MAM functions as an advocacy ganization for approximately three hundred and fifty
feminist female theatre practitioners across Ireland who felt disenfranchised from the theatre

community upon becoming mothers. The irregular working hours and demands of theatre work

are particularly di f i cul t f or mot her s; as Derrington ¢
working in any capacity al most i mpossi bl e; f
put forward any more, youbre not copmngder ed,
away until you end up believing youBae | ust

accomplished artist, whose capability can be in no doubt. She arrived in Ireland in the late
1990s after completing her theatre training in the United Kingdmoame a successful

director of interactive theatre and formed her own company. After the birth of her second child,

the rising cost of childcare forced her to opt out of theatre work altogether. However, at the
second #WTF meeti ng, W again el iatnthg Abdeyrore the 14 whi c
November 2016 to assess the yearés progress,
highlighted this absence of motherhood from the original agenda. Now, with the firm support

of the Abbey as well as other Irifieatres who host MAM workshops such as FringeLab, The
Project Arts, The Lyric, Fi shamble, Smock Al
are restating their position and systemic exclusion for a new piabWdongside regular

meetings and pkasion of networking and artistic support, MAM continues to seek lIrish

governmental grants and support for childcare and to advocate for-iaristsdence in Irish

B LIINBY3IAYySGKSNDa addzRe Ay modn 6l a 2yS 2F GKS SaaSydatl

literary theory and psychoanalysis.

PaA0KStES . NRoy> YSYyili2NI YR FT2dzy RSN 2F ¢KS a2 KSNEKAL

invisb f S YSSG Ay LXIFOSa GKIFG YIFI1S @2dz ¥SSt @Araroft ¢ o6{l
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university theatre departments and studio spaces where children are freely welcone#d, as w

as devising plans for symposihArtist mother Sara FitzGibbon has described the MAM
movement as having fAsmall boots, but taking
but expanding organisation, the MAMs have made big strides in their canfpaaguality

and visibility.

The #WTF meetings revealed the sinister erasure not just of women playwrights, who were
simply Afiredo from the canon, to borrow Sar
discrimination, the firing of femaldheatremakers who happen to be mothers (Keating 2016).

As an advocacy group, MAM draws attention not just to the absence of mothers in Irish theatre
work of course, but also to historical questions of how mothers and motherhood are treated in
Ireland. Thegroup works to highlight the mostly female issues of domestic isolation,
marginalization and the disproportionate impact of parenting on the income of single parents.

In a survey of their 350 members, they reported that over half lost all their income and
ninetyfive percent suffered significant reduced income as a direct result of having children.

The MAMs believe that one of the main factors that contribute to gender imbalance in theatre

is the silent but swift exodus of women after childbirth. The c@atem about working

mothers thus highlights that the working practices of arts sectors, like other public and private
sectors, are structured around traditionally masculinist models and no structures are in place to
support working parents, especially mmat r s . Derrington argues th
remains unresolved in todaydés feminist movem
then, is the need to heal this division between women regarding motherhood and to unite to

fight inequality in the ds sector.

0ala ROAASA aSOSNIf YSIadaNBa Ay GKSANI ap ClI YAf&@ CNAS
which includes sympathetic scheduling, children in the work space, fépitgly staff training, and childcare
facilities.
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Derringtonés comments indicated how I rish a
have been remarkably static, with a continued lack of infrastructure and support making it
extremely difficult for many mothers to remain in any typewiployment, but particularly in

the arts sector. MAMOGs mission is to challen
its members include Sara FitzGibbon, a professional theatre artist who works as an education
consultant to the Abbey, andtacSusie Lamb, who has argued that the narrow view of women

and mothers depicted onstage is more than the simplification and conflation of many complex
experiences that I have i1 dentified, but t ha

(Spencer Hewt 2016). Lamb identifies the main obstacles to mothers in theatre as

Aunaffordability and | ack of access to chil
perfor mance space, and |l ack of 6pat hways I
professioml s who take maternal timeo (Spencer H
fiftyfour percent of |l rel andés female popul

ramifications at a cultural, social and financial level, not only for the mothers affedtatsb

for the wider society which cannot access the lost perspectives, experiences and expressions.
Journalist Spencer Hewitt has argued that I
artist mot hers finot onl yributoesdhutcalsescuts dffa lafgea | e n t
portion of potenti al audi ence me mber s o (Sp
demographics are affected by the current structures. As women, and theatre audiences, we need

to confront our own biases regarding wometises and playwrights; | argue that audience

numbers tend to be somewhat lower when the work of a female playwright is being®$taged.

L y24iAOSR (GKAA |G (KS Kifle @&heaiithedAhibeydTheftd. Bt is atteNdBmi | 5SS ge
general, along with the trend of staging female playwrights work on the smaller stage Bedicock.
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MAMOs determination to make the invisible v
AObserve the aMoteheMar confi ngheTowar ds t he St a
commi ssioned by the Abbey Theatre in 2016. T
revivalias part of @ Wakii nd atyhwer i Ngahtti ofméa nk Mc Gui nn
Observe the Sons of UdstMarching Towards the Somnwehich features eight male characters

who march their way onto the st -dbrgakinginibere M

focus on Irish and particularly Ulster participation in the First World War and in addressing

issueof homophobia, MAMO6s response similarly s«
mot her hood. Performed on 21 September 2016
commi tted -bsBbemph demnddednt equality initiative,

rehearsed over a period of six weeks by over forty women and children. Taking four sections
of McGuinnessos play and exploring their th
t hemes of Asol di er , war , | oy al ing/the anatbgynt i t vy,

between a military battlefield and the battleground of motherhood (Spencer Hewitt 2016).

The result was a performance that made visible the womeasthers, wives, sisters, daughters

ifwho hover outsi de t h e plagyeandsvhosecmartineexperienceMasGu i n
hi storically often been ignored al so. I n a s
Mc Gui nnessods play), the MAMs recreated the o
the character Millen tries to coax fellow soldMoore to cross a high rope bridge to help him
overcome his terror of returning to the war. Having explored the similarities between

mot her hood and soldiering in their workshop:e
with the femalecentred experience fopostnatal depression, a subject that remains
underrepresented and undesearched. Performer Marianna Marcote, who herself suffered

from severe postatal depression, played the role of Moore, a mother who cannot face her
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baby after giving birtff?> The character of Millen, played by Kathleen Warner Yeates,
encourages Moore to bond with her nkarn. This analogy of motherhood as a battlefield

directly challenges the maiee nt r ed war t hemes that are the

At the end of the p&rmance, all the children joined their mothers on stage; each woman
stepped forward, some with babies strapped to their bodies, stating their-soitlier names

and whether they were volunteers or conscripted into motherhood. The Abbey Theatre

CoDired or Gr aham McLaren described the work as
Very, Very, Necessaryo ( @MVCLAREN_G, 21 Septe
on a new significance in Ireland recently in its analogy of motherhood as a battlefield f

choice; on the 25 May 2018, a fourth Referendum on the controversial issue of abortion rights

in lreland took pl ace, i n which the electo
Ei ghth Amendment o0, an ar ti cafter the frg ebortioed i nt
referendum in 1983, which had given equal rights to life of both the mother and the $hborn.

The Referendum was a highly charged issue, with both sides of the campaign seemingly
mutually opposed in their view on the definition pérsonhood and the right to bodily

aut onomy. I n what has been termed fia qui et

Amendment by a resounding 66.4 percent of the vote, taking both sides of the campaign by

surprise at the margin in favolrAlthough the Eighth Amendment was repealed and by a

52 Marcote has written about her experience with pesttal depressionhttps://www.irishtimes.conilife -
andstyle/health-family/you-lose-controlandloseyour-life-whenyou-becomea-mother-1.2512336
530n the 7 September 1983, the first referendum on abortion was held in Ireland. The Irish State sought to
legislate for the Eighth Amendment of the Constitution of lley RY a ¢ KS {GFGS FO0ly26ft SR3AS
the unborn and, with due regard to the equal right to life of the mother, guarantees in its laws to respect, and,
F& FFNJLINFOGAOIoftST o0& Ada flga (2 RaPpfoSedBy6FWIR DAY RAOI
33% of the voters, with a 53.6% turnout. On 25 November 1992 a further referendum, proposing three
amendments, was put to the Irish people: theM2mendment, seeking to exclude the risk of suicide as
grounds for a legal abortion ineland was rejected, the 3amendment, proposing that prohibition would
not limit the freedom of travel abroad to seek an abortion was approved; tifeatdendment, which was also
approved, proposed that information regarding abortion services abroaddvoe legalized. In 2002, a third
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significant percentage of the electorate, the fight for gender equality in Irish theatre and the arts

remains high on the theatre sector agenda.

Gender fCount so

The need to fight for equality in the artssa@early illustrated in a 2016 report on gender in
Irish theatre over the last decade. Commissioned by #WakingTheFeminists and funded by The
Arts Council,Gender Counts: An Analysis of Gender in Irish Theatre Zibwas officially

launched on 9 Juné27/8In the report, Lian Bell writes that within one year of the foundation

of #WTF, there were fiextraordinary shiftso i
debating gender issues in I|Irelanddés Smajor a
notes, however , t hatihbutlwe stillirenpaoyrcasesimegd to veoskout s t h
the why and the howod (Donoghue et al. 2017 :

balance in the top Arts Coundilnded organisations thatproduwe pr esent t heat r e
(Donoghue et al . 2017:17) ; Aito measure f eme
information that can form the basis for evideth@sed solutions to the underrepresentation of

women i n the s ec &howopublictumliag rélates to iemale eepresentgaon

referendum, seeking to legislate into the constitution the right to an abortion in Ireland in the case of the

threat to the life of a woman, but not in cases where there was a threat of suicide, was narrowly deféated.

There was a 64.13 percent votertwut, with 66.4 percent voting yes and 33.60 percent voting no. Only one

county, Donegal, voted against the proposal.

B¢KS NBLRNI ¢l a NBASINOKSR FyR FdziK2NBER 068 . NBYyRI 52y
Kathleen Cawley and Kate Harris.

in the selected organisationso (Donogffue et

Below I set out the information in graph form and in bullet point in order to highlight the extent

of the inequalities:

64 All data quoted is taken directly from the Report.
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The sampled organizations were:

Compary Name Fundi ng i n % ofTotal funds
(20062015) (20062015)
1. The Abbey Theatre 76.6 57%
2. The Gate Theatre 10.6 8%
3. Dublin Theatre Festival 8.6 6%
4. Druid 8.5 6%
5. Project Arts Centre 8.1 6%
6. The Ark 6.4 5%
7. Rough Magic Theatre Company 6.2 5%
8. Dublin Fringe Festival 3.7 3%
9. Barnstorm Theatre Company 2.8 2%
10.Pan Pan Theatre 2.8 2%

Data analysed from 1,155 productions revealed startling facts:

A In the ten years studied, just eight percent of plays produced at the Gate Theatre
were directed by women. In six of those ten years, the Gate did not present a
single play directed by a wan.

A In 2008, all plays produced at the Abbey Theatre were by men.

The key findings of the report, which also counted 9,205 individual roles, are as follows:

A The four highesfunded organizations in the sample have the lowest female

representationhe Gate and Abbey Theatres have the lowest of all.

200



A In the first eight sampled organizations, there is a general pattern of an inverse

relationship between levels of funding and female representation: the higher the

funding received, the lower the femalegence.

A In six of the seven roles studied (in every role except Costume Designer),

women are poorly represented.

A 28% of Authors employed by these organizations are women.

A ASound Designero and fACost ume

Desi

respectively; women constitute only 9% of Sound Designers employed.

gner

A The highest female representation occurred in The Ark, Rough Magic Theatre

Company and Dublin Fringe Festival. In 2011, 77% of actors at The Ark were

female; notably, The Ark is a culturatganization for children.

A The gap to achieving gender parity ranges between 41 and 8 percentage points

in the roles studied.

The overall percentage of female representation in each category studied is as follows:

Directors 37%
Authors 28%
Cast 42%
Set Designers 40%
Lighting Designers 34%
Sound Designers 9%
Costume Designers 79%
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As a direct result of #WTF and the reportos
Equality Committee, which developed eightstep set of guiding principles to be enshrined

for the future; other theatres are working collaboratively to establish gender equality guidelines
for the industry?®> Heather Humphreys, then minister for Culture, Heritage and the Gaeltacht,

suggestedhat all Irish cultural institutions implement their own gender policies by 2018. Bell

notes that institutions who do not refl ect
audienceso (Donohue et al . 2017 elnespolicy,thenmedi a
Abbey Theatre devised its innovative fA5x50 (
who feel mar ginalised and silencedd to subm

Awarding through an online submission process, thattbaselected five projects, allowed five

days of theatre space and technical assistar
which gained a | ot of attention on social n
commi t ment toi iecnwmani nghanh pnemotes equality

(www.abbeytheatre.iéf

There now appears to be a sea change in programming aneeatplayment opportunities

across the arts sector which reflects a deeper understanding of gender and unconscious bias.
Partof this recalibration of power has involved the breaking of silence around sexual abuse,

misuse of power and discrimination in the Arts sector. In part, this came on the back of the

5 The Abbey first appointed Sarah Durcan, leading WTF spokesperson, to their Board and then declared their
SAIKG GaIdZARAY I LINAYOALX Sa RPNBASYRSNYSYRI 6KE2 8 0SS K & KB QA
YR 2GKSNJ 1Se& R20dzySyida (2 NBFESOG GKS 32+t 2F IASYRSNH
YR NBaLR2yaroAfAlGeed gAGK AYYSRAIFIGS STFTSO(GMachidve O2 YYA
ISYRSNJ Sljdzr t AGe Ay altf INBra 2F GKS I NIAAGAO LINEBINI Y
LJdzNBE dzS§ ISYRSNJ Sljdzl t Ade Ay LIXFe O2YYAAAaA2yAy3aT (2 RSt A
gender equality inthewdJ, LJ OS¢ T (2 ONBIGS If 8BENI &80 dRBANE Y¥FBG & 2 K
NIFAaAy3 gl NSySaa 2F GKS OF NBSNJ 2LILIRNIidzyAGASa F2N g2
Sljdzt f A& GAYAGAFGADBSE&E A ywwidbSeytheatra. e ¢ KSIF INBQa ! yydz f
661n 2017, work written or directed by women at the Abbey/Peacock included Noelle Brown and Michele
Forbes, Cora Bissett, Annabelle Comyn, Am&wmzgan, Teresa Deevy, Emma Donoghue, Lurlene Duggan, Lisa
56y {IN'*K CAyftl&z ¢IN¥ Ccfteyysz {GFI0OSe& DNBIIZ hNIl hg
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expression of unheard experiences represented by MAM, and on the exgfosexealised
abuses of power in the Roman Catholic Church and in a number of state institutions more
widely. This will be discussed in more depth in the second part of this chapter when | analyse
the work of Irish Performance artist Amanda Coogan, wharsepractice exposes such
atrocities. One of the most significant examples of this shift occurred in April

2017, when Britiskborn theatre director Selina Cartmell was appointed director of the Gate
Theatre; not only is Cartmell the first ever woman toupy the position, but she is only the
third ever director of the theat?¢ Founded in 1928 by Hilton Edwards and Micheal Mac
Liammadir, Cartmell replaced the controversial director Michael Colgan who stepped down
after thirtythree years in the positioisince taking up the role, Cartmell has focused on
producing exciting work by female playwright

todate®®Shortly after Colgands departure, howeve

aO[ I dzZAKfAYS CNIyOSa t2S80x 'yyAS welys YR alS@S {(2yS8
adapted work by female playwrights: Deirdre Kinahan makes her belated debut at the Abbey with two

productions,The Unmanageable Sistérs | Yy Sé @GSNRAA 2 ¥ Le? Belles Sd@fiaSdRatin@&Y o f | @ Q&
Road 6 KAOK RSIf& 6AGK (GKS GAYSté& 4do2SOGhgTwhB&EBNE Qk &2
Hllomnnno Aa& RANBOGSR o6& /IAGNA2YIl alO[l dAKEtAYT DAYl a2
and filmmaker John Mcllduff ifhe Patient Glorii [ 2 dzA & S  hASkinGFoff Jtiviich deglwditSsexual

assault, is adapted for the stage byedihbh McHugh and Annabelle Comyn; and Tara Flynn writes and stars

in Not A Funny Worda monologue about the highly contentious issue of abortion rights in Ireland. This work

was staged ofkite at The Complex in Smithfield, Dublin.

82 See the recent publation on the GateThe Gate Theatre, Dublin: Inspiration and Craétited by
David Clare, Des Lally and Patrick Lonergan. Dublin: Carysfort Press and Peter Lang, 2018.
83 Cartmell has directed work ranging from Greek tragedy and Shakespeare to contemporary

international and Irish drama. Her productions have been nominated for tfiwrgylrish Times Theatre

Awards, winning ten, including three for best Director. She directed three awénding productions for the
Gate,Catastrophe

Festerand Sweeney Toddlescribedn TheGuardiant & &l yS¢ RI gy F2NJ 4KS GKSIF GNB¢
(https://lwww.gatetheatre.ie/about/). In 2017, plays by women at the Gate included the awairthing Tribes

by Nina Raine anfihe Red Shogadapted by Nancy Harris. 2018 will feature work directed by Selina Cartmell,
Annabelle Comyn, and Elizabeth Freestone (http://www.gatetheatre.ie/).

in Irish theatre came forward with serious allegations against him which quickly reverberated

around the wider arts and academic sector (Gallagher and Mackin 2017; F Kelly 2017). For a

time, the Colgan controversy and the legacy of abuse that Cartmell idtmriesshadowed her
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initial success in reviving the theatre. [ n
report NfGate Theatre Confidenti al I ndepende
Gaye Cunningham, following the allegations made conegrimappropriate behaviour on
Colgandbs part towards theatre workers who we
in the years between 19@817°%' The purpose of the review was to establish if Colgan had a
case to answer i gofwak ghese of powdr andl eelatyd indpprgpmiatet
behaviours and failings on the part of any person associated with the Gate and to make
recommendations arising from the processo (
interviewing over thirty individuls, former and current staff, former and current Board
members and members of the art community, freelance and others, antlebmssd

selection of affected parties. This demonstrates the endemic nature of abuses of power, mainly
against women, that i@ remained, until recently, unchallenged in the Irish arts sector.
However, in general the problem still exists in other areas, such as academia and the wider

employment sector which needs the same level of excavation as the arts sector.

The findingsof the review, published on 1 March 2018, concluded that Colgan did have a case

to answer in relation to Adignity at worko
behaviour so, in Iline with the definnthd9on of
February 2018, i n anticipation of the repor

those who experienced these fAabuses of powe |
where an insidious cul tur e ppeeoplaed esdp efiankhii ncgh on

(www.gatetheatre.ie§® The stark findings of this report, while casting a shadow over

57 The full report is available to read at:
https://www.irishtimes.com/polopoly_fs/1.3419451520499809!/menu/standard/file/Gate%20Report%201
%20March.pdf

88 https://www.gatetheatre.ie/the-board-of-the-gate-theatre-issuesapology/
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Cartmell 6s historic appointment, promises me
the Gate, but also in the wider arts and fresdatommunity. This report, along wiender

Counts forms part of what appears to be a remarkable revolution in Irish theatre which is
directly lIinked to the centenary year of 201
There is real hope now fathange: alongside the failure to produce the work of female
playwrights in Ireland, until 2016, the One City, One Book initiative, which each year promotes

a single book across Dublin, chose books written by men. Significantly, in 2018 the book
chosen wa3he Long Gaze Badly Sinéad Gleeson, an anthology of thirty new short stories
comprised of eight deceased and twemty living Irish women writers. The prestigious
International Dublin Literary award, with a 100,0080ro0 prize for a novel written in Engfh

and sponsored by Dublin City Council, has been won for the last seventeen consecutive years
by a man; in 2018, although it was won by Irish author Mike McCormack, six out of the ten

nominees were female authors.

In light of the deluge odllegations of sexual harassment and bullying in the workplace
made against Colgan and, globally, the allegations made against American producer Harvey
Weinstein, which resulted in the #MeToo social media movement, there was another robust
responsefrom# | ri sh theatre community. On 21 Marc
Out : Establishing a Code of Behaviour for |Ir
city centre. This initiative was led by the Irish Theatre Institute and supportedeby th
Department of Culture, Heritage and the Gaeltacht. Thelagevent brought members of the
Irish theatre community together to discuss and identify pathways to cultural change in
behaviour across the sector . dWwoekablelCodeofat i ve

Behaviour to protect Irish theatre practitioners, makers and pr esent er s
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(http://www.irishtheatreinstitute.ie/attachments/c51266Q0548fa

a07Db70ed31a5e65.PDFThis Code will include the elimination of the abuse of power that

has pervaded the sector to build a safe enwment for all theatre workers. This latest response

at the time of writing is one of a series of domino effect outcomes in the Irish arts sector, as a
direct result of the astonishing impact of the #WTF movement. Although the founders stepped
down in 20160 refocus on their own art practices, their extraordinary achievement continues

to be acknowledged locally and abroad. On 21 March 2018 Lian Bell, tfraioder, won a

Tonic Award in London for a fAbrave aegald cr eat
to representation of women in Ilrish theatredo
2017, celebrate womends achievements in the

equality in the sector. The award was presented to Bell bylivdian playwright and author

Ursula Rani Sarma, playwright whose work is practically unproduced in Ireland, acknowledged
Bell 6s i mportant intervention when she that
all part of something that was bigger thanrou i ndi vi dual experience
Considering the responses outlined in this chapter so far, a Revolution can be said to have
begun. The domino effect of #WTF has continued to impact academic research where, as the

Al ong gaze backldo,Gl(etedc omdrsr amt Dionewgygy title)
expeditious move to highlight and recover il

canon.

In Response to the Irish Literary and Dramatic Canon: Research and Recovery of Irish

Female Paywrights

The reverberations of #WTF have not alone been felt in the arts sector but also in academic
research. Academics working in the area of theatre, gender studies and related disciplines have

responded quickly. The flrreinsahk eWwosnme nd®Philfaeyrwer ni cge
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2017) coincidentally took place the week of the launch ofGbeder Count®keport, which

was discussed at the event by researchiei®he conference highlighted the historical
difficulties that Irish women playwrights havaced trying to have their work produced in

Ireland, echoing the theme of the #WTF public meeting at the Abbey. David Clare cited as an
example the canonical novelist Maria Edgeworth (1889), who resorted to having her
plays perfor meal as ifith ohmer tthemd rticawn of Edgew
cited was one of the most successful but forgotten Irish female playwrights of the
twentiethcentury, Teresa Deevy (190463); Deevy produced an impressive body of work for

the Abbey stage in the 30s, which is more remarkable for the fact that she became profoundly

deaf as a young adult. However, when Ernest Blythe took control of the Abbey in the 1930s
Deevy was eventually shunned with the rejection of her \dg to James Whelan 1942.

Clare pointed to the unfortunate fact that since the early 1980s, playwrights such as Lucy
Caldwell, Anne Devlin, Stella Feehily, Deirdre Kinahan, Ailis Ni Riain, Lynda Radley, Ursula

Rani Sarma, Christina Reid, Abbie Spallen, and Lisa TieKengh have deliad their work

in London, Edinburgh and New York, while being mostly ignored in their home country of
Ireland (Clare 2017). Until recently, research shows that there has been an inexplicable
reluctance to revive the work of successful playwrights like Reawd Lady Gregory, even

t hough major Dublin theatres have continuall
at the Gate. T h e rKate&acheat the Abbey &la tinoefy firdd stepv y 6 s
towards engagement with what theatre profebserl i ssa Si hra calls fAits

women dramatists, starting sur €9Gyegonyjauthor Lady

89 The conference was organised by Dr David Clare, Dr Fiona McDonagh and Dr Aideen Wylde and hosted by
the Departnent of Drama & Theatre Studies, Mary Immaculate College, University of Limerick.
NM¢KS 160Se ¢KSIFGNB O2YYA&aaAz2ySR I NBaSINOK LI O]l 2y @K
YyStteo {SSY a!o00S8 ¢KSIGNBE wSasSI WNDKT I Ol 2y ¢SNBal 5
https://3kkb1z11gox47nppd3tigcmapengine.netdnassl.com/wpcontent/uploads/2017/10/KATH
ROCHE_RESEARRCK2017.pdf
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1]

of over 40 playsand ebounder of the theatre (Abbey),
(Si hra 2009 : 1s2@) cemteannial celebratobspbwhenpin fact, not a single work

from a female playwright was performed.

As the #dAlrish Women Pl aywrights and Theatr:
demonstrates, Irish women playwrights and theaiaéers have exgienced profound

di fficulties across the centuries. These wo
through lack of production, lack of revival and lack of publication (Keating 2015). Alongside
Christine Longford and Teresa Deevy, Keating namesrqgtlaywrights such as Geraldine
Cummins, Suzanne Day, Eva Gddeoth, Dorothy McArdle and Alice Milligan, whose work

should be revisited and restaged. The startling list of playwrights emerging, most of which

Irish audiences would be completely ignorafytand | might add, theatre researchers, invokes

a sense of sadness and loss on the one hand, but also, a huge opportunity for future researchers
who must recover these forgotten women pl ayv
on the work of woran writers, but also on the structural apparatus that allows such

di scrimination to continue generation after
Women Pl aywrightso entitled fABeyond Token Wc
lLadyGegory to Marina Carro she took on the t
itokenistico placement of Lady!Siwa pgefully i n t
argued that to redress the violent gender i
reestablish a foundational status of I rish w
like a simple, but subtle move, Sihrapeo si ti ons Gregory as fdmatr

centrifugal forceo from whi c hemad, tlescénd anslh p | :

1n the recently publishe@®xford Handbook of Modern Irish Theateglited by Nicholas Grene and Chris
Morash (2016), Ladyr€gory is awarded a mere eight lines for her work with the Abbey, while Oscar Wilde,
Brian Friel and Tom Murphy get two dedicated chapters each.
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produces a radical effect (my notes). After all, Sihra points out, it was in fact Gregory and not

J. M. Synge who first visited the Aran Islands and who first mastered Hikggicsh as a

dramatic language. Famously, it was also Gregdny predominantly wrote the pl&athleen

ni Houlihan a seminal Irish play, for the Abbey Theatre, for which W. B. Yeats was given sole

credit until very recently?”® Gregory also experimented with absurdist forms and subversive
humour and pioneered thetaf waiting as dramatic device The Gaol Gat¢Nakase 2017).
Gregory emerges, in Sihraés research, as a
the cefounder of the Abbey Theatre, but, in her stagecraft, language, folklore practices and
themes, an important precursor to the work of J. M. Synge, Tom Murphy, Marina Carr, and the

male dramatist who is the subject of my thesis, Samuel Beckett.

Sihrads critical work complements other rece
confeeence by Cathy Leeney, who argued that ways of looking and seeing in theatre are highly

gender ed. I n her pl enary address fAWaking up
Lookingbo, Leeney noted that work by habtmen i
they are doi ff#4acaflemic Justing Nakase writes, Leeney challenges

audiencesd6 unconscious bias towards womenoés
the intended assumed to be erroret iwist hé fsaeiel nu

failuredo (Nakase 2017). Leeneyds work highld.

21n The Irish Dramatic Revival: 188939(2015), Anthony Roche sets the record straight when he states that
Cathleen ni HoulihaNB LINS a Sy da GKS GFANRG adlr3Aay3a 2F | Lile oe |
:330p0® {58 Ftaz WHYSa t SGKAOL QAS T 2NIEBh Ot KSSY THESIBRISARR AR/ 36 v
Times 17 September 2018ittps://www.irishtimes.com/culture/books/sheddindight-on-lady-gregornbefore-
the-celticdawn1.3643517
74 Moynagh Sullivan has also written on the repression of the maternal feminine in Irish Studies in the context
of Irish female poetg see heressayY G ¢ KS ¢ NBIF OKSNE 2F 2SidySaay LNRAK { i
t 2f AGAO& 2Bh StudidkIRdeiedoli A32ng. @ ,£2005, pp. 450c y T GLNRA &K t 2SGNB | Fi
aSI NOK 27F MshPPdey afteeFeriikisth dAéCollection ofieili Essaysedited by Justin Quinn,
. dzOl AY3IKEFYAKANBY [/ 2fAY {Y@UKS [AYAGSRTI wnnyT GaGwlAaAy:
{ G dzR lkish &iterature: Feminist PerspectivBaiblin: Carysfort Press, 2008.
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act of Airecovery of the roots of sel f o, whi
including women themselves, to-egaluate their ownnconscious biases in how they look at

womends theatre and begin to embrace those 0

One such playwright who remains virtually unknown on Irish stages is Ursula Rani Sarma, an
acclaimed playwright, screenwriter and poet who has collaborated with theatres in the United
States and Britain, but who remains practically unproduced and thevefomown in Ireland®

Rani Sarma, of Irish/Indian descent, grew up in County Clare, Ireland. Since 1999, she has
written thirteen stage plays, three radio plays and has published poetry in several anthologies.
Her awards include an Edinburgh Fringe awardlrish Times/ESB Theatre award, and awards

for Best New Play and Best Production for her wbhle Dark Things

(2009) at the 2010 Crit i &a pattememargesstheh,offtheT h e a't

many blind spots in Irish theatre, notably howmemn playwrights have been hidden, as Feargal

Whel an succinctly put It Ain plain sighto
numerous instances of playwrights Ahidden i
Bal four, B e rhain playwrighd of the ningteentlo century. David Clare noted that

her181l4plaK at h | e e was@gduityia prototype for many of the tropes that eventually
became fixtures of Irish melodrama, yet it is the plays of her contemporary Dion Boucicault,
Irish dramatist and actor, that are regularigtesged.

Because of the fAlrish Womeno6s -Rolume edited ght s
collection of essays on women playwrights is, at the time of writing, being produced to begin

to redress their inexcable erasure form the Irish dramatic canon. The impressive list of

BC2NI LYy AYUSNBASG 6AGK wl yGlosqtd theexEMomnéns IntevdeRefrom & t Sy  wl y
Changing IrelandManchester: Carcanet Press Limited, 2010.
BwlkyA {FNXIFQa LI I&adx gKAOK KI @S 0SSy XeNadyGakE3Ba)SR 'y R L
Blue(2002), andThe Magic Tre€2008).
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playwrights under analysis, some, or even most of which will be unfamiliar to readers and
audiences, will go some way towarddrea | anci ng their firing from
lenso in favour of HAwomends way of | ookingo.
presentations and performances, revealed a new picture of the Irish dramatic landscape, one in
which women are not just present but central to its development. Acadeseaarchers and
archivists play a pivotal role in recovering lost histories and lost voices; in this thesis, | am
fulfilling my own role in recovering women?os
my chosen male, middielass, modernist writeBeckett, and the voices of ageing women and

their desires, but also in highlighting forgotten female playwrights and theakers in Irish

theatre. By doing so, | play a pivotal part in feminine responses to the male dominated Irish
dramatic canon. Takp my cue from Ki mberl e Crenshawos
makes available and visible the unknown black women who have been subjected to brutality

by North American police, | also name and bring into representation the forgotten women
playwrights.”” | am, therefore, dutpound to individually name every woman playwright, in

bold, to be included in the publication:
Volume One: 17161992

The Northern Heiresg1716)by Mary Davy
The Discovery1763)by Frances Sheridan
The Platonic Wife(1765)by Elizabeth Griffin

The Double Disguis€1786)andThe Knapsack(1801)by Maria Edgeworth

"TKimberle Crenshaw, American civil rights advocate has spoken at numerous TED talks on intersectionality.
See: https://www.ted.com/talks/kimberle_crenshaw_the_urgency_of intersectionalit#6923 In her
videos, she discusses the #SayHerName movement, which hightig forgotten names of women of colour
who have been the subject of police brutality in America.
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Kat hl e e nl8X@)bWvaiy Bdlfour

The Daughter of Donagh{(1900)by Alice Milligan

The Rising of the Moor(1903)andGrania (1912)by Lady Gregory
Fox and Gees€1917)by Cummins and Day

Yout hds t h¢933)eyMarpNanning

The King of SEAMWHandAVifdtadarges Wieelal942)by Teresa

Deevy

Mount Prospeci1940)by Elizabeth Connor

Tolka Row(1951)by Maura Laverty

An Triail (1964)by Mairéad Ni Ghrada

Tea in a China Cup(1983)by Christina Reid
Ourselves Alon€1985)by Ann Devlin
Eclipsed(1992)by Patricia Burke

Volume Two: 19932016

| Know My Own Heart(1993)by Emma Donoghue
Yours, Truly(1993)by Maria Jones

Danti-Dan (1995)by Gina Moxley

By the Bog of Cat$1998)andWomen and Scarecro{2006)by Marina Carr
Blue (2000)by Ursula Rani Sarma

Pumpgirl (2006)by Abbie Spallen

O Go My Man(2006)by Stella Feehily
Intemperance(2007)by Lizzie Nunnery

The Forgotten(BBC Radio 4, 2009y Anne Devlin
| Heart Alice Heart |1 (2010)by Amy Conroy

Moment(2011)by Deirdre Kinahan
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Futureproof (2011)by Lynda Radley
Our New Girl (2012)by Nancy Harris
Shibboleth(2015)by Stacey Gregg

Luise(2016)by Celia de Fréine

AsSi hra concluded in her plenary, fAto be for
women refuse to be forgotten anymoreo (Nakas
forgotten, particularly in academic writing, perhaps we could go fustile and employold

any time a female playwright is written about, as a tygemder-femme as part of a |
of Il ookingd at wo me ngdess anhdaedemic reseavaharskwe massalsd h e a
show up for women 6 sevivalofrniglectep playwrightsuslich as|Tgresda h e
Deevy, whose work is finally being acknowledged, fruitfully researched asidged in

Ireland and abroad. As we await the publication of these volumes, a recent publiation,

History of Modern Irish Womn 6 s L i(2018), ia the firsé systematic overview of the
achievements of Irish women writers. It covers all genres, including drama, poetry, literature,
the short story, -vitng |Aghin enhé themie of being ldddenaiplad | i f e
sight, it seems remarkable that it has taken so long for a publication like this to evolve but it is
another example of how the landscape of the Irish literary canon is being completely

overhauled at an accelerated rate.

Part Two: ComplicatingBecketbt s Legacy in I rish Theatre and

Colgandbs directorship of the Gate was stron;¢
mounted three festivals celebrating Beckettod
Festiva, vner e al | nineteen of Beckettds plays w
Centenary Fest i va l"birthoey,rséw nimgof Bsestade elays preducadd 0O

and in 2006, the Beckett Pinter Mamet Festival feattmedigameand a performance of éh
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novel Watt David Clare argued in AThe Gate Theat
the Local and the Global o, that Beckettos | €
changed by the impact of these festivals. He notes that the mo#icaigf aspect of the
festivals was Athe degree to which they alte
his native countryo (Clare 2016: 39) . By sub
dr ama, and a desiredstimessass&€npnt g8rcketf r@sne
audiences, as they were invited to reconsider the plays in an Irish context. As Clare wrote,
many critics noted the use of Irish accents in the festival productions, drawing attention to the

fact that Beckettempoyed a fAs-Ebgl esiHo bennbdi s dr ama; C

1991 onwards, to have the plays performed w
humour, which helped audiences to relate to
dramna 0 ( Cl are 2016: 40) . Hi t herto Beckettodos pl e
uni versal, existenti al dramas with a specifi

(Clare 2016:39).

Col ganbs work cont r i baitirelahd, mastespeaallyéegaoyl ut i o

in his bid to fAfestivalised Beckettds work.
creating the impression they were participat
word), Colgan lr&kugmhmt oBac kve tdted@s swage than t}

of Beckettdos wor k b%apcthis was considetedh sefouddationblfevestt i v a

9 Brian Singleton coined the phrageF SA G A G f Aal GA2y¢é Ay THdCGamBidgal @ a¢KS wS
Companion to Twentiet@entury IristDrama, edited by Shaun Richards, Cambridge: Cambridge UP, 2004, pp.
258HTNT F2NJ I RSOGFAESR I 002dzyi 2F ARSOUSINEEA NAf | (8A 26y¢aKK
CKSFGNBQa . SO1Sild cSaiaAagdrtay ¢SafagBeokeltindedandabdSy G(KS [ 2C
Northern Irelandedited by David Tucker and Trish McTighe, London: Bloomsbury Methuen Drama, 2016, pp.
3951;see TrishMATIKS Q& Saale aQDSGGAY3T YYy2sy QY .aS&|Sid®d 4L NBt

214



by observers. I n her essay, Rn6Getting known
Trish McTighe notes that Col g a foibsschdompagest i ng o
as Gare St. Lazare Players and Mouth on Fire
drama and prose works for the stage. She wri
a claim on Beckettoai mils ama t hias da@dThihaTi ¢!
festival appears to have paved the way for several key Irish women artists who have been
rei magining Beckettds work in new and excitdi
in which actor Lisa Dwanhtatre director Sarah Jane Scaife, and performance artist Amanda
Coogan have refigured and entered into a di
productions and performances of Beckettods wo
and bought his work into a new focus. Their work examines how tradition, represented by
Beckettds theatre, and contemporary concern
reimagined at the intersection of theatre and installation, an intersectiontheancept of

theatre is itself being r&orked through a focus on performance itself.

Performance as a subject is not limited to Theatre Studies but has been the subject of

diverse disciplines from sociolodgpyrno @emnder
States a theatre phenomenol ogist, posits tha
academic Raymond Wil |l i ams Reaism, maturdliénk mignesis,r d s, 6

structure)whose meanings are inextricably bound up whihproblems they are being used to

di scuss. o0 (States 1996: 1) . When an everyday

PaéyY [ 2yGSYLE2 NI NBE L N® adked ByrigtandABSand Willke Whi® NBn8oNNObeyod S

Books Itd, 2013, pp. 15 T MT &SS ! yyl aOadzZ fly FyR aO¢A3aKSQa Saal e
5dz0f Ay YR GKS /2y (iSYLI2ZNINE LNAAK LYRSLISyBRS)IO ¢KSI i8S
July 2@4, https://breac.nd.edu/articles/samudieckettthe-gate-theatre-dublin-and-the-contemporaryirish
independenttheater-sectorfragmentsof-performancehistory/
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http://garestlazareireland.com/
practice, it gets tested and ext endietatheunt i |

vocabul ary. Stat es a-edgedimthatthdy belongkoghe fiettls ofilboth a r e
ideol ogy and methodol ogy: they are at once e
of Theatre Studies is being-sbaped by the principlef @erformance, aided by the rise of
multiculturalism, interdisciplinarity and gender studies; equally, the fields of Literary Criticism

and other more texttased practices are being reshaped by performance. For instance, in 2014,

the Journal of Beckett Stlies: The Performance Issugas entirely dedicated to Beckett and
performance; other prestigious theatre journals incCaletemporary Theatre Revigwhich

al so had a speci al i ssue in 2018, AStaging B
Culture s’®States addresses the semantic problem that arises when defining performance

t heory, refepretdl emoaéStunafies mL9o96:pdhlemisHe sug
because we are all, in a manner of speaking, performers. This idea foumaseuzarlier in

Erving Gof f man 6Bhe RBrasentatmh af §eif in EVergdaysLif@59), which

examined social performance at the everyday level. Concerned with the relationship between
the individual and s oci eddthe exgeoehcesttamtindligiduaist u d y
had at any given moment of their soci al I i ve
given participant on a given occasion which serves to influence in any way any of the other
participantso .H&adbpteththe corvéntiofal thedtje space as the ideal
metaphor for his project, as it is here where art mirrors life that is lived in the real world. If we

take thewelk nown phrase that f#Aall the worl doés a s
thespace most likely to experience life as it is lived in the real world. Goffman could not have

foreseen the shift to sHgpecific performances, such as those analysed in this chapter, where

"8 SeeJournal of Beckett Studies: The Performance Jssle23, no. 1, Edinburgh: Edinburgh UP, 2014;
Contemporary Theatre Revigwol. 28, no. 1, 2@, https://www.contemporarytheatrereview.org/2018/28/
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the notion that all the world a stage, is taken in its litenaleaning.Goffman viewed people

as stage performers; being a stage performer meant that one appeared in a social place where
behavioural patterns were established and carried out, like a rehearsal/performance theatre
pattern. Goffman applied the theatrefpenance metaphor, respectively, to the individual and
society. His typical everyday performer is the individual who traverses a world saturated with
behaviour al dob6s and donot s. By taking the
sitespecific locatins, as | analyse in this chapter, performers and audiences are affected by the
geographical location of the event, whether outside or inside, which becomes part of the

performance itself.

At the other end of the performance spectrum, the work of Pduygjsul a performance

studies schol ar, is concerned with |live art
Ont ol ogy of Performance: Representation with
[ p] performanceds only Ilife is in the pre

documented, or otherwise participate in the circulation of representatibns
representations: once it does so, it becomes something other than performance.
Performenogb6$§ é] becomes itself through di

In Unmasked: The Politics of Performané&helarexamined the complex relationship between

the self and the other as representetstss n fAph
and performance arto (Phelan 2006: 4) . Phel
foundation of performance is a characteristic of performance art and the most persistent debate

in any discussion of performance in general. Analysing the workeohale performance artist,

Phel an argues that as women are invisible wi
contemporary customs of performance | iteraldl
both subject and object, highlights new corse r at i ons about fithe cent

the representation of women in patriarchyo |
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system, these artists create a radical intervention into that culture. She also argues that in live
performance,it he 1 nteracti on bet ween the art obj

performativeo (Phelan 2006:147) .

In Great Reckonings in Little Rooms: On the Phenomenology of Th&attes takes
Beckettds work as exemplaryperfi emeatire tlse as
focuses on the activity of theatneaking itselfout of its essential materials: speech, sound,
movement , scenery, text, etc.0 (States 1985:
a fAuni que ont ddraudiences &s it elesoh sessory mectception and linguistic
il lusions; my thesis contends that these con
deliberately utilised by him. Anna McMullan,iher f or mi ng Embodi ment i n
Drama supports the usefulness of Statesod phen
She writes that the Aconcept of a O0bifocal 6
between sensory, phenomenal experience, and semiotic interpretgtemicularly relevant
to a theatre, which as Beckett saidNuwt |, i s geared more to the au
their intellecto (McMullan 2010:13) . I n this
of theatre 0 makghtenpdin da stepécific lazatianpas demongtratéd by
Dwan, Scaife and Coogan. Taking the focus from staging to experience allows audience
experience to become a coordinate in analysisBadied Spaces: Phenomenology and
Performance in Contemporary DranStanton Garner argues that an important aspect of
theatre phenomenology is its focus on not just the corporeal experience of the actor but also

that of the spectator:

The | ocus of Beckettds theater of t he
individual/cd | ecti ve O6third bodyé (along with ¢
intercorporeal field. For Beckett stages his spectator as deliberately as he does his
characters, consciously manipulating the experiential orientations of audience to stage.
(Garner 199:81)
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Audience members are not simply detached observers igpstafic performance, but
rather find themselves confronted with being a central dimension of the performance, opting to
either immerse themselves or resist the performance. Firahegelf as integral to the
performance, an experience that is often unexpected and may be accompanied by feelings of
being uncomfortable could be deemed as Affect, defined by Massumi as a visceraly pre
feeling. The performances under analysis negotltveen sensory and phenomenal
experience from the audience perspectiassumi argues that affect is the manifestation of
the bodyds internalisation of an intensity,
bodily than cognitive, therefore difllt to express. Clare Hemmings, reading Massumi from
a feminist perspective argues that he insis
autonomous and outside social signification. To support this, she quotes art historian Simon

O 06 S u | 4 defwitton d@f affect:

There is no denying, or deferring, affect
are €& the stuff that goes on beneat h, be\
can one say about affects? Indeed, what needsta bé saabout t hem? é Y.
read affects, you can only experience them. (gtd. in Hemmings 2005548

His analysis of art history is Atilted at t
trajectory for cultural theory. As part of my follavg analysis of sitespecific performances,

| draw on Performance Studies and Affect Theory to theorise and situate my own experience

of spectatorship. As the focus here is per
Apageo, t he fand argoment ms gredicated lory rayi esperience as a spectator;
therefore, this analysis is spectatorial and, by extension, concerned with affect. Affect theory

seeks to reintroduce a subjective dimension to a critical practice that has becomes increasingly

7® Other major theorists of Affect include Sarah Ahmed and Lauren Berlant.
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detached from individual experience. Massumi argues that affect denotes not an actual

observable Athingo, but a feeling of Aan e\

2015:47). Put simply, affect is an event of feeling.
Li sa Dwands | NMotlepotfatld andoRockaby t h

As the concept of the festivalisation of Be
strategy, i n 201 2, t he AHappy Days Enni ski
inauguration in the Northern Irish town of Eskillen, where Beckett attended the Royal

Portora boarding school as a teendtjén. the 2013 festivalNot | was performed in the
spectacular location of the Marble Arch Caves near Ennisiilévhile the site of the play

was an exciting departure, cesi have observed that the staging of Beckett in a festival also
served to reinforce tradition. I n AThe Revi
|l ocate the Acanonical o I n Il ri sh theatre by
Afestivhl Bsa@gproach to a writerds work guar e
canonical status is subsequently reinforced
drive from Dublin theatres, t he nHagepof Days
this relatively small town, and as McTighe n
director, Sean Doran, who said that because of the limitations of space, the festival needed to
innovate by extending its reach to the margins otdke, the forgotten areas and, in a lot of

instances, the picturesque (McTighe 2018:28). One of the more interesting performances of the

80C2NJ I NBOASg 2F GKS 1 FLILXR 5Fe&a CSaitAgdlrta 2F wnmo | yR
(co-authoredby Nicholas Johnson). 17 March 20kh#ps://thebeckettcircle.org/2014/0317/three-
dialoguesn-enniskillen/; & 1 F LILJE 51 @&Y 9y Yy A al A fourBayof Be&éit|Sthudigsol. 24S a G A G| f
no.1, D15, pp.12amoH ® {SS +faz2 NBGASE 2F (GKS wnmo FSadAagrt oe
International Festival, 22 ¢ ! dz3 dzddurnal of Beckett Studiesol. 23, no. 2, 2014, pp. 2567.
81 For a more comprehensiveer@&s YSy i 6AGK GKS NBEtS 2F FFFSOG Ay . S07 ¢
. SO1SGGT ! FTBAual Pragliéevoll #5,310. 2, 20K @pé28lcpp @ { SS / KI NI 260 t o
recent study A Theatre of Affect: The Corporeal Turn in Samudl Bed (i Q a Stdtdart: Yoldem Press, 2017.
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2013 festival, and the hi ghl iNgthby Irish ctotLis® fev e
Dwan.® Performedm the unusual location of the Marble Arch Caves, it ran from Wednesday

2-Sunday 25 August 2013. Dorandés inspiration

from DRwvine€anedyTr i | ogy, which was Beckettdés f
muchrefe enced in his own writing. Doran incorp
event s, iifintnof etrmeo c avid 00 ,t hifeP u rsd atndithrooghatmed A P ar
cloudso (which involved f Ii thisambitiobBr dmeEdiomimamng

was subsequently dropped from the programme.
that is has become a signature role for the actor and has become as identified with the festival

as the spectacularity of the site.

The Marble ArchCa@s i s described as a A[g]l obal (
finest show caves. Visitors are guided though a fascinating, natural underworld of rivers,
waterfalls, winding p°h theahgaet of tha Gabpatk & Cuilgaghc h a mk
MountainPark, which takes in 2500 hectares on the northern slopes of Cuilcagh Mountain. The
spectacular staging of the play in the caves affects the audience long before the performance
even begins. In what could be termed, then, as the grandest off e  fihe fiftggiruie ,
performance, down one hundred steps into the belly of the cave had three components: The
performance oNot I, an audience walk through the caves to the soundscapkeforecited
by thirty-t hr ee HAsoul so, u s i radgabbleaof diflerend languagedt anadl |l o g i
finall vy, upon reaching journeyods end, t he
performed a haunting versionDfi d o 6 s andAmmazny GraceAs Scaife noted, entering

t he Mar bl e Ar ch Ca \dmtsthebelly of find nmoknéin,brenging ¢ medi ¢ k e

82 Dwan performed\ot lin the first Happy Days Festival in 2012, in the auditorium of Portora Royal School.
Dwan has been performing the role on and off since 2005, where she first performed it, aloRgsidender
the directorship of Natalie Abrahami, at the Battersea Arts Centre, Lont¥én.
https://www.marblearchcavesgeopark.com/
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many I mages from Beckett 6liketynmels,stapesvand goundsg , 0 |
near and far [ é] the moisture and drips of
whal eo ( Scly.iThiedeseriptibd dré@v6 attention to the wetaimb spaces of
Beckettds work that | have been Notloatsidetheg i n m
conventional theatre space and into such a spectacular but enclosed space in what became a
journey for the senses, reinforces the weimb mb s paces of Beckett ds
to his drama literally. To access the cave, we had to descend a hundred steps into the cold
temperatur es; a palpable Afeel i ndence whHen t r epi
venturing into the unknown cavernous depths. Thesitdf staging in such an ancient location

forced the audience out of the comfort zone of the organised theatre space, where personal
safety is normally taken for granted. The difficultiessoth an ambitious staging became
apparent when staff gave a lengthy demonstration of the health and safety procedures involved,
including the use of life jackets. The cavern where the play was to be performed was where

three sinkhole rivers, dripping ice@dancient stalactites met: this had quite a disturbing initial

Aaffectd on me: having a fear of water, I h

fal)

briefly considered leaving. We were taken by three boats across a glassy black underground
rverwhi ch was exhilarating but all too short.
at some distance from the fAstageo, stageihar ge
darkness but foMOUTHO whi ch is cruci al t did riotneed n o r ma
much further engineering by the lighting technician (Beckett 2006:376). As Mouth suddenly
appeared and began her machiyoe dialogue, the affect was one of disorientation and it was

di fficult't to focus on Moudthevaledviblsandés voi ce

I n much the same way that Beckettds I rish

at the Gate, Dwan's distinctive Irish accent became a marker of this performance, which was
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noted by the small but discerning audience. Apart ftbenobvious Irishness of the actor
performing, the spectacular setting at firsi
However, even in this grandest of -sffe locations, the problem of context still arose. The

unique setting aimed to enhand®e tperformance, but instead it competed with it, and
ultimately, the ancient caves won out. Place here was not integral to the performance; it vied

with it and overshadowed it. However, despite the difficulties with staging, the experience of

beingdeepwt hin a cave while hearing Mouthds spe
haunting experience for the audience. Becket
with intelligibi Nathiy o, wmoutk tomatt htee ngdrwteesd o f

Ackerly and Gontarski 2006:411). This fiaudac
D o r anmodus operandover the festival years, in the magical setting of the Marble Arch

Caves certainly worked on the nerves of its audience (McTighe 2018:28). Its haunting
experience mirrored that of Billie Whitelaw, who described performing Mouth in a
conventional theatrepsace as Al i ke falling backward into
the audience, the performer and the crew together in the dark belly of the cave and of the play
itself, there was a shared sense of being swallowed up by the ancient earth andjbintiyne,
surrounded by, and in awe of, the calcified limestone that has built up over thousands of years.

Ultimately, the caves ddfemcmsel ves were a fAnat

Dwan went on to reprise the role again that same year, describing how physically

demanding it was becoming. In her performances at the Royal Court Theatre in London in

2013, she described the remar kabl e pthagdsi c al

I can still ffeel the hernia sticking out tha
[ €] but i1itds not just that. I find the head
2014) . Bl indfol ded, D w a ntdte redrict mer bodye erueiform| a c e d
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against a board, with her head tightly strapped into an aperture. Other actors have commented
on the extreme demands that performing Beck
favoured actress, Billie Whitelaw, whHiecame famous for performing his drama, especially

the televised version ®fot | that | analysed in Chapter Three, described perforikitg:

Ayour head spins and the f | ®bfeltasidivaeanopen t hout
wound, and everpight | went on in all that pain. You are not allowed to move your head a

fraction of an i ncHvitda2®o). way or anothero (Ben

Whi tel aw, who described herself as suffer
mental effect of performing, whehastold BerZvi t hat HfAevery damn pl a
do involves some sort of physicaiz¥iifoz2zedy ment
Whitelaw also described, how following the stage directions that forced her to twist her spine
when perforrmg Footfalls| ed her to experience a feeling o
Al n fact somet hing happens whereby my spin
di sappearing. And its physically verwenpainfu
underestimate the demands that Beckett made on his actors when directing his own drama.
Another actor Irene Worth, who also had to remain faithful to the exacting stage directions
recounted how she had to vi sirtibleaussularespasnal i st
through tension [duringdappy Day$ . And so | 6ve had to | earn t
relaxation in my body and shoulders and my n
in Kalb 1989:147). Although performing anyooef Beckett 6s pl ays i s,
and mentally demanding of its actor, as both Whitelaw and Dwan have attested to, Dwan took

this to the next level when she subsequently thoée plays, Not I, Footfalls and Rockaby

directed by Walter Asmuspad per f ormed them together, in wlt
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Trilogyo, to borrow Corey Wakelingds phrase
although the plays were not written to be ¢

performances of #tm from the 1980s onwards has established them as a theatrical $¥ilogy.

Beginning in 2014, the Trilogy was perfo
Duchess Theatre, before travelling to Galway, as part of Galway International Arts Festival,
prior to a whistlestop international tout* Also, this innovative idea of performing the three
plays as a theatrical Trilogy demonstrates that they seem to be enjoying a moment in
contemporary theatre and performancetand ha
theatreé®® For one single actor to perform all three shorts in one performance is admirable, and
Dwan, under the experienced directorship of Asmus, who worked directly with Beckett
himself, rises to the challenge. Having seen all three plays performdeddually and in
different theatres and, of course, the Marble Arch Caves setting, they operate very successfully
as a Trilogy, as all three centre on the experience of marginality of older women, as discussed
at length in Chapter Three. Again focusingray experience as a spectator, the production at
An Taibhdhearc theatre in Galway, entitldbbt |, Footfalls, Rockabyvas performed in

complete darkness, lasting just an hour, causing feelings of uneasiness and claustrophobia

82 KAGSEl 6Qa TFTANBRG SELISNR Sy OSP&in 196d5NGe DNYidthedreinS O1 S G Q&
London. She appeared three premiereg; the London premiere dflot 1(1973) and the word premieres of
Footfalls(1976) andRockabyp m oy M U ® 2 KAGStEl s 0SOFYS FryY2dzate (1y26y |
toured the triplebill of RockabyEnoughand Footfallsin 1984 and 186. For an irdepth interview with
2 KAGSE I g3 &S SBeak@ttyhlPérfiirmahogd 889X, [ip 2ap42.
84|n 2017, Dwan performed her newest wokk2 Q& IYRAALBISSR FNRB Y . SToxsSai 1 Qa LINR A S
Nothing at the Abbey Theatre in Dublin, hagiplayed in London and New York;dicected by Dwan and Joe
Murphy. For reviews on the Dublin performance, see:
https://www.independent.ie/entertainmenitheatrearts/a-staris-dwan-35831369.htm|
https://www.irishtimes.com/culture/stage/nes-knife-reviewlisasdwangoeson-with-beckettredux1.31188B3
85 Other innovative productions of these late plays include the recent performanbeblby Jess Thom,
which | noted in Chapr Three. Thom, an actor with Tourettes, played to acetlaudience at Battersea Arts
I SYGNB Ay [2YR2y® ¢K2Y dzyO2yGNRfflofeée dzaSa GKS 62NR 0
performance. See Note 8 in Chapter Three for more detail on this.
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among some audience memb®r much the same way as the Marble Arch Caves delivered

an affective experience due to its location in the belly of the cavernous caves, the pitch darkness

of the theatre was possibly the most memor al
normallya taken for granted safe space, where the audience is subject to theatrical affect and
dramai but in a recognisable container. Here, the container was made unfamiliar by the
darkness, and in this play/Trilogy/staging, the safety of the container wéasngeal by the

complete black out, causing a lot of whispering about what was about to occur. It had the effect

of focusing complete attention on the actor on stage, as nothing else was visible. Having already
discussed the three plays at length in Chaptarr e e here | focus on Dw

Not |, as this forms a continuous thread through her performances. This is a play, according to

Whitel aw, Beckett insisted should be delivel
2017:354). Reviewing iin the Independent P a ul Tayl or wimodtee t hat
performance is the quickest on recordo, col

|l ri shaccented gabbl drivertnapped afitheiwkeel ina uttiogvehitlg a n

withnobrk es o ( Tayl or 2014) . 1 nNotl, h& &tpr Jesdica Tahdg wo r |
took twentyt hr ee mi nutes to deliver Mout hés out p:
interpretation was fifteemi nut es. Dwands contract eiduteper f or i

has been the subject of some controversy, however.

Il n the essay ASamuel Beckettds Hypnotic
Dwands contr adhed @Devafnorfmarnscte met Whitel aw i
bonded immediately, likemo shetls hocked war veterans. [ é] Soo

over her kitchen tabl e. [ é] She [ Whitel aw] r

86| attended the performance on July 26, 2014 at An Taibhdhearc Theatre, Galway, where it ran as part of the
Galway International Arts Festival, from-28 July 2014 and | discussed the affect with other audience
members who reported such feelings.
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fast enough for medo (qtd. i n Wakeling 2017
advice literaly , delivering the monologue such to c
hypnotic effects of wvertigo encourag-gud by tF
delivery was problematic because Dwan f ocuse
thought 6, and thus disregarded Beckettds advi
ni f the word has sev-enything. Noy Ihli afgloe s(,gt Wise i thh:
2017:358). Although Beckett was more concerned with the play actingeometlies rather

than the intellect of the audience, Dwands
was the most problematic aspect of the overall performance. Although it is meant to be
delivered at the speed of thought, the audience still nebd tble to hear it, regardless of

whet her they wunderstand it or not NotAms a r es
rested on this single aspect alone. Although her delivery is totally controlled, it puts the
audience in a difficult position, esgially if they are new to the play, as it is not possible to

keep up with the speed of the dialogue and the content is not audible. Thus, a cognitive veil

arises between actor and audience and the affect of this is to confuse us with unintelligibility.

After a long eerie blackout, Dwan-appears, black tar makg removed, and wearing
awigandanodd as hi oned ball gown, aptumsge,ihérlatethitiesf | e ct |

instead of dgreywrami,r adst sbeaabedi ghestlytmiddleadechy May

woman i n herdshevetled greyshair wiBtelc ki@t t 2006: 399) . )
expertly Iit by James Farncombe, with spectr
really been borno. Unde&s Apamufsdr mamee tardd rma
technically brilliant and moving, remai ning

nine steps up and down a sthriingwitdright foa (r)l]fred d o wn

right (R) to left (L), withlefft o ot (| ) (Bedkait200&:399).0n the dinal pl&ockaby
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