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Abstract

Samuel Beckett's short story “Heard in the Dark dirgs to the significance of the body
for the process of reshaping experience and sehi@gworld afresh. Moreover, the
situation that unfolds in the narrative constitugebreaking with the habitual flow of
things and introduces a path to something beyonguistic meaning. Through the
medium of text, the reader will encounter the moeeta described as if they were
performed. That is to say, reading the meticuloescdptions of physical movements in
the text forces the reader to engage with, and imasigely perform, the very motions
described. In so doing, Beckett prompts his readerbteak with the habitual
appropriation of language as a means to try to nfakase” of the text, turning our
attention instead towards the body. By heighterilrg reader’s attention to the body,
Beckett manages to return us to the particularitpresentation, and in this sense his
texts are wake-up calls to perception.

Key words: Beckett, phenomenology, body, movemenesaning, experience, memory,
imagination, habit

Halfway across the pasture of your beeline to tie. §he unerring feet fast. You
look behind you as you could not then and see thweit. A great swerve.
Withershins. Almost as if all at once the heart twmavy. In the end too heavy.
(Beckett 1990: 15-16)

It is quite true what philosophy says; that life ghbe understood backwards. But
then one forgets the other principle: that it msstived forwards. Which principle,
the more one thinks it through, ends exactly with thought that temporal life can
never properly be understood precisely because atao instant find complete rest
in which to adopt a position: backwards. (Kierkegak996: 161)

Einarsson, Charlotta Palmstierna. 2014. “You Idmhind you as you
could not then’: Embodied Cognition and Linguist@onfusion in
Beckett's ‘Heard in the Dark I."Nordic Journal of English Studies
13(2):168-183.



Embodied Cognition and Linguistic Confusion in Betk 169

I
Published posthumously in 1990, Samuel Beckett'sdfld in the Dark
I”* belongs to a sequence of writings recalling chitsthmemories, often
revolving around the physical experience of thaagibns remembered.
The story depicts a character stopping midway eanwalk through a
snowy field, to look back at the trail of footpsnhe has made in the
snow: “A great swerve. Withershins. Almost as if @l once the heart
too heavy” (Beckett 1999a: 16). In the narrativeW’ the experience is
described by the focalising consciousness of angkperson narrator,
who, on his back, in a dark room, is giving dethiteports of the event
remembered, the setting out from the porch, “havyinged the door
gently to behind you” (10), the feet disappeariagd the skirts of your
greatcoat come to rest on the surface of the sr(@dy. The walking,
according to the narrator, is “so familiar to [tHekt that if necessary
they could keep at it and sightless with error wival of not more than a
few feet north or south” (12). The habitual walksthe field are also
characterised by a sense of blindness, for theactearwalks “if not with
closed eyes though this as often as not at ledht thwem fixed on the
ground before [his] feet” (12). However, on thiast time,” the character
is unable to continue his walk as the “foot faltsbidden in midstep or
next for lift cleaves to the ground bringing thedpdo a stand” (14-15).
The meticulous descriptions of experience are atdéntre of the
story. By contrast, the vague allusions to the atarts life or social
situation—for instance, loneliness as indicatedlifather's shade” that
is no longer there—seem unable to explicate thrifgignce of these
descriptions of movement. Instead, it is the acdtrzfgining the walking,
stopping sand finally looking back on the “greaeswe” that presents a
shape on the ground leads the narrator to formalatenderstanding of
that shape as expressive of the particularity @seh movements—
“almost as if all at once the heart too heavy.h@ ¢nd too heavy” (16).
The moment of stopping is highlighted as the momémn the impulse
to move leaves the body. Depicted as a memory ie th
character/narrator’'s life, the short story congtgua projection of a
moment of stasis or loss (death?), even if thetfulist of this event has
been delayed until the “now” that appears in thd,tand even if the

L All references in this article to “Heard in therRd’ are fromAs the Story Was
Told (Beckett 1999a: 10-16).
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insights that the moment brings seemingly emergé®ithe text, as we
read it.

The character's movements gradually appear as dgawobn a
canvas, illustrating points and lines that projgcbugh the expanse of
white snow, finally presenting a shape, along \li# invitation to read
this shape as expressive of the character’s staend. The trail “now,”
appears as an image of despair with the feet fiogea straight line that
suddenly falls off its curve. However, this traibsvnot visible to the
character “then,” but appears only in the procesgga@ng back in
memory to re-experience the moment. In additioe, $kcond person
narrative prompts the reader to share in the espeei of remembering
this event, for example, through evoking a sengh@body’s weight as
the narrator describes “[y]Jou,” leaning against dioer with bowed head
before setting out, feet disappearing in the snod ‘@he skirt of the
greatcoat come to rest on the snow” (10). The inmdgeetting out in the
snowy field therefore invites the reader to peredive trail of feet as a
path to sensing the experience of walking, stop@ng coming to a
standstill: heavy-hearted and lost for words, &dbnvoluted report of
visual and kinetic impressions that accompany itteege draw the reader
into the narrative, through implicating her in thigrocess of
remembering. That is to say, reading the descriptientails going
through the motions and perceiving the meticulouslgscribed
movements as meaningful: they lead us back to wghaperhaps, an
authentic moment of resistance in the charactiée’s |

In Samuel Beckett'®euvre the body—its gestures and movements,
as well as the situations and predicaments tharmete and/or limit
it—is frequently foregrounded to present a starkt@st to language,
revealing a fundamental incommensurability betwéés characters’
physical situation, and their linguistic comprehensof that situation.
More often than not, the confusion that so manBectkett's characters
experience, grows precisely out of the body’s tasie to comply with
seemingly intelligible and rational goals, such waalking, sitting,
cycling, writing or speaking. In such instancess thody emerges as
obstructive, intrusive or recalcitrant to the péricey consciousness,
whether character, narrator or reader. By analtggard in the Dark I,”
presents a situation where the body unexpectediyfanno apparent
reason refuses to perform its habitual task: sugiddwe “the foot falls
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unbidden midstep [. . .] bringing the body to andta(14): “The unerring
feet fast,” unable to move on (15).

The situation constitutes a breaking with the haiflow of things
and introduces a path to something beyond linguietaning. The body
participates in undermining language in Beckett'®rky and is
consistently made to break with its habitual mode appearing.
Normally, the body, as the means by which humamdseaccess the
world, recedes from perception in perception. Wendo see the eye
seeing, or hear the ear hearing, but eyes andnéadraw in the act of
seeing and hearing to allow that which is seeneardhto appear (Leder
1990: 11). Yet, in Beckett's work, the body is fgreunded to the point
where it seems to eclipse the content of the pargpiact. This can be
seen also in “Heard in the Dark |I,” where “you” dot see the trail of
feet in the snow or hear the sound of your own diepts, because
“Unhearing and unseeing you go your way. The sarag. \Way after
day” (Beckett 1999a: 13). Nor can “you” talk to yself into continuing
walking, for as “the foot falls unbidden in midstepnext for lift cleaves
to the ground bringing the body to a stand,” “yoeinain a figure of
“speechless misgiving [. . .] a speechlessnesseshé¢ne gist, Can they
go on? Or better, Shall they go on?” (Beckett 1999

The body in “Heard in the Dark I” seemingly standghe way of
the character’s efforts to control it. But whatisstake in this situation?
Is the “gist” of the argument here about “self-aotitor agency? Is it
“your” duty to move on, or to stop? The two contcaoly impulses—
wanting to stop but having to move on, and wantmgcontinue but
being unable to do so—frequently emerge in Beckettork as an
essential image of the human condition. Man’s ilitéds, the propensity
for failure, and the misappropriation of effort aagpiration appear in
this way as moments of crisis, whereby the body smarily emerges
from the shadows of consciousness where it usuaiglls. Moreover,
by superimposing the experiences of reader, nareatd character, the
confused, lonely figure in the field emerges adeadhpra of identities,
some “real” some “ideal.” Thus, in “Heard in therRd,” as well as in
most of Beckett's creative work, body and mind appas equal and
opposite forces; physical “reality” (here walkingdastopping) clashes
with linguistic “ideality” (thinking about walkingand stopping and
constructing it as meaningful in some way), in sackay as to highlight
the character’s inability to control the situati@ifie), or make sense of
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the experience. Clearly, constructing the walkis@aitual that has to be
upheld, although it seemingly has long since l@ssignificance, points
to the deadening effect of habit. But the failuce uphold the ritual
(“your” body coming to a standstill), also suggetiat “you” are not in
control, neither of body nor of mind. In shortelifs a “mess,” and, as
Beckett once famously quipped in an interview wWitm Driver (1961):
“[t]o find a form that accommodates the mess, ih#tte task of the artist
now” (gtd in Graver and Federman 1979: 219).

I

“The way being always the sam@eckett 1999a: 13)

The history of philosophy is rife with debates & thature of reality,
centring on the opposition between the “real” amel“ideal.” Already in
the early part of 500BC, the Greek Philosopher Rardes wroteOn
Nature a challenging poenthat has been considered one of the first
attempts to “refract the internal opposition betwegatter and ideas into
an internal contradiction within the human mind’afikkes 2003: 20).
The poem presents two distinct “ways of inquirytoirnthe nature of
reality, as perceived by man, namely: “the way eginmn,” which
pertains to the world of sense experience (“matteaiid “the way of
truth,” which relates to the faculty of reason €&”) (Hawkes 2003:
21). Sense experience, according to Parmenidesillusory and
inevitably leads to confusion, whereas the ratidogical processes of
thought have the capacity to convey “what is” ouétreality.”

Over time, many artists have also grappled withstjars about the
nature of reality and perception. For example, Kesatoncept of
“negative capability” could be seen to problemat@ecisely such
categories as indicated above, in its insistenat rttan should strive to
remain “in uncertainties, mysteries, doubts, withaany irritable
reaching after fact and reason” (Keats 1899: 2¥ibyeover, the concern
of both impressionism and cubism with perceptionbfgmatises the

2 parmenides also gave ethical precedence to thdtyfanf reason, and since
Parmenides, the distinction between “truth” or $&hood” can be seen to derive
precisely from this identification of sense expece with “unreliability,” and
reasoning with “incontestability” (Hawkes 2003: 2@). According to David
Hawkes, ideology, defined as “false consciousndssives from this distinction
between matter and mind conceptualised as the'‘aedl the “ideal.”
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relationship between reality and truth, as doeo&aherg’s justification
of atonality (“emancipation of dissonance”) (Tenn&$88: 2), and
Kandinsky's discovery of abstract art (Henry 2006). It would appear
that these artists seek to explore the dichotomgnatter and mind, in
order to be able to present the relations and tstres that made up the
artwork more “truthfully.” But they also seem taognise the challenge
inherent to understanding the constructed nature “tnfth” and
“meaning,” without necessarily denying, either thewn particular
“truth” or “meaning,” its explanatory power.

Beckett's preoccupation with the body and with petion also
testifies to his concern with the philosophical aadsthetic issues
addressed, for example, by Kandinsky and Schoenlbéisginterest in
the Presocratics’s effort to try to understandribture of reality should
perhaps be read in the light of such concernspadth John Fletcher
claims that “there is nothing to suggest that [Ex#tg] interest [in the
Presocratics] has ever gone beyond the anecdothl saperficial”
(Fletcher 1965: 43). Yet, as Matthew Feldman caorinigly argues,
Beckett’s interest in the Presocratic philosophgwes far beyond the
merely anecdotal, as proposed, for example, by Btdtoher. Instead, as
Feldman points out: “Beckett [is] asking the sameggions of art that
the Presocratics were asking of the world” (Feld2@@6: 7)*

Already in his 1934 review “Recent Irish Poetry gdkett begins to
identify the “problem of presentation and repreatoh” as a “rupture

3 As more contemporary studies in to the natureobadied cognition have
revealed, physical movement is the foundation tdliectual meaning—we are
immersed in movement from the moment of concepilbthe moment we stop
breathing. Human meaning making depends on a akoeintuitive connection
with the world (Johnson 2007: 9). It is through thved experience of a three-
dimensional self-moving body that abstract notiaisspace and time etc.
develop—“meaning traffics in patterns, images, tjiesl feelings and [only]
eventually [in] concepts and propositions” (John&@®7: 9). Because of the
way in which concepts are founded in the there-dsimnal living body,
reading movements therefore evoke a kinesthetfworese in the reader without
us necessarily having to be aware of it becausereqre and knowledge are
not two separate realms of “thinking” but are irctfdinked in a complex
continuum: moving, thus, is a way of knowing.

* Both Beckett's biographer James Knowlson, and iatt Feldman have
documented Samuel Beckett's interest in the Prasiogshilosophers (Uhlmann
2011: 78).
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between subject and object” (Beckett 2001: °70his manifest concern
continues to underpin Beckett's preoccupation witle nature of
consciousness, often explored in his work througlioeus on the
dichotomies body/mind, experience/knowledge and jestiobject.

However, rather than constructing sense-experiasceerely illusory,
and the rational logical processes of the mindhasroute to “truth,”

Beckett sets out to illustrate the profound cormdfnsinherent to human
experience more generally.

The foregrounding of physical experience in Beckettork could
therefore be seen as part of his strategy to uridertanguage and
prepare the ground for a different kind of peraamtilt is in this sense
that we can understand Beckett to be asking, adnfeel suggests, “the
same questions of art as the Presocratics weragaskiout the world”
(Feldman 2006: 7).The meticulous descriptions of the body and its
gestures are a means to undermine linguistic mgaamd gear the
reader’s attention towards other qualities in therkw In so doing,
Beckett not only gives “shape to the confusion” ki characters
(Beckett 1999bxi), but he also prompts his readers to break wiéh th
habitual appropriation of language as a meansyttotmake “sense” of
his work. By turning the reader’'s attention towattle body instead,
Beckett invites the reader to suspend linguistigjuent, in favour of a
more dynamic and embodied involvement with the. text

1]

“For you there is no other any morgBeckett 1999a: 13)

The significance of the body in Beckett's work g gone unnoticed.
However, the extent to which Beckett@euvre invests “value in

®In 1934, under the pseudonym Andrew Belis, Becketite an article entitled

“Recent Irish Poetry,” published Disjecta,1983.

® Exploring the connection between memory and hakis also an important
part of Beckett's effort to “disrepute languagen”’d widely quoted letter to his
German friend Axel Kaun, Beckett makes what isrofeken as a programmatic
declaration, suggesting an artistic method yet éoekplored: “As we cannot
eliminate language all at once, we should at lé&sete nothing undone that
might contribute to its falling into disrepute. Bore one hole in it after another
in it, until what lurks behind it—be it something nothing—begins to seep
through; | cannot imagine a higher goal for a writalay” (Beckett 2001172).
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embodied experience” has remained relatively uresidid (Maude
2009: 2). While the first wave of Beckett criticideatures scholars who
discuss the body, mostly in terms of its represgnt contrast to the
mind, thereby reflecting Beckett's interest in @aran dualism,
subsequent scholarship has sought to broaden thiesghical
discussion in his work, by addressing the body wrarety of ways, for
example, by looking at its participation in the gwotion of social,
cultural and philosophical meanings. Post-strutt@adings of the body
in Beckett’s work have also approached the bodiggificance for the
production of subjectivity and identity, throughsalf-reflective use of
language, as well as discussed the body’s reldtiprie language itself.
Yet, in nearly all these highly relevant approachesthe body in
Beckett'soeuvre emphasis has nevertheless remained, as Ulrikal®lau
points out, on discourse rather than “the bodyfft¢aude 2009: 3).
Clearly, Beckett scholarship has not sufficiendgagnised the extent to
which his focus on the body is a consistent phemarogical concern
with consciousness, the ways in which the bodyaig pf thinking, nor
the extent to which Beckett problematises habitapropriations of
embodied experience and meaning.

Beckett's awareness of the problem of presentatiand
representation made him receptive to some of thdraletenets of
phenomenology that involve “consciousness, senganception and
embodied experience,” all of which receive ampterdion in his work,
as well as in his own critical writings, where trstructure of
consciousness is frequently addressed (Maude aluin&e 2009: 1).
Beckett's descriptions of experience are phenonogicdl, because of
the way in which they problematise the meaningarfventional actions
(like walking,) by foregrounding the charactersdiwvidual experiences
of these actions (walking does not take “you” angve)) as a way to
displace cultural and/or social expectations (wajkshould take you
somewhere). Moreover, Beckett's consistent focusinmmobility and
stasis reveals a paradox entailed in habitual fngsd of mobility as
positive, since, more often than not, the charatterost important
insights seem to emerge precisely out of the stsilsimmobility they
experience. Through destabilising the relation letw subject and
object—in “Heard in the Dark I” presented as a moment i€ by
means of which a character unable to move begipgerceive the world
differently—and through placing strong emphasis on physical
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movements, Beckett is able to produce a situatidnlimgyuistic

ambiguity. Thus, not only the connection betweerpegience and
knowledge is problematised, but also the relatignbletween language
and meaning.

\%
“Unhearing and unseeing you go your way. Day afiey. The same
way.” (Beckett 1999a: 13)
The somatic shape presented in “Heard in the Dasleéms to lose its
sense of orientation through habitually performitng same routine
everyday: “Unhearing and unseeing you go your Ry after day. The
same way. As if there were no other anymore. Forthere is no other
any more” (Beckett 1999a: 13). Although walkingiimmovement that we
frequently associate with direction, transportatiand action, the
character in “Heard in the Dark” seems completaestashced from any
such project. Recalling Nietzsche's statement ttat truly great
thoughts are conceived by walking,” it is perhapgssing that no great
thoughts appear to evolve out of the walking irs thontext. Instead,
walking here is an activity that is completely diglvof thinking, and in
this sense, inauthentic. The man does not seeavmdngoal but “plods”
on “from nought to anew” (14). Without attention facus, he merely
follows the beeline he usually takes, as if it vgasneone else’s path;
thereby revealing the danger involved in habituallysuing the same
routine every day. By analogy, as Dante realisétiendark forest, being
on the path of someone else’s way is to have Ipostsolife (Keleman
1999: 39). In this sense, following the path of some else is
inauthentic—even if that someone else is “you.” Tihement the man
stops could therefore be seen to constitute amnost of authenticity,
which, if only momentary, is still significantly me meaningful than the
mindlessness entailed in going through life withpaying attention to it
in its particular inflections, variations and nuasc

Moreover, the snowy field in spring “strewn withdr@lacentae,”
presents an anti-pastoral setting for the walk, gnedcontrast between
the “expanse of light” of the “snowlit scene,” atiee narrator, who is
now “lying in the dark with closed eyes” (11), sesvio enhance visual
imagery in a way that is reminiscent of Milton’safttness visible.” In
the dark room, behind closed eyelids, the momemhemsbered
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seemingly promises no hope, but only “[rlegions soirow, doleful
shades,” of a life spent in “utter darkness” (Mita003: 1, 64-73).Yet,
these contrasts between darkness and light alsalréve ambiguity of
the situation, as well as the confusion that thibiguity gives rise to. As
Beckett explained in an interview with Tom Driver 1961: “If there
were only darkness, all would be clear. It is bseathere is not only
darkness but also light that our situation becomegplicable” (quoted
in Graver 1979: 219). The organisation of elemantshe story that
allude to light and darkness, blindness and thelelgag effect of habit,
therefore, metaphorically convey the illusory natuof sensory
experience. The ambiguities evoked by the tensigmvden light and
darkness in the text also parallel the tension éetwthe authentic and
the inauthentic in the character’s actions.

However, as Beckett was well aware, there is nitippswhether in
time or space, from which we may objectively pereeor understand
anything in the world. There is no “perception whis not full of
memories,” but the residue of former impressiond &iform our
perspective to the point where we see only whaeweect to see, hear
only what we expect hear and finally, understanly erhat we already
know (Bergson 1988: 24).The significance of memory to occlude
“pure” perception, a frequent theme in Beckett'skgoand one that he
addressed already in his essayRooust here resurfaces to demonstrate
how preconceived ideas about meaning or signifiedimger on. These
continue to inform our understanding of the wotla the point where:
“Unhearing and unseeing [we] go your way. Day aftay. The same
way” (Beckett 1999a: 13). For Beckett, Proust'sralters are victims
of, or subject to, the laws of memory and habit] aitimately suffer
from these conditions: “There is no great diffeensays Proust,
between the memory of a dream and the memory dityeégtd in
Beckett 2001: 33). On the strength of these insigtihe performance of
memory in Beckett's work (whatever the genre).].refuses the past as
either spatially or temporally static: as eithersewm or linear narrative:
the past is rather produced in the present” (Mc&uR002: 6).

The notion that fixed meanings dull the sensesois Beckett
intrinsically linked to the question of habit, st is precisely our

" In Samuel Beckett and the Philosophical Imagethony Uhlmann suggests
that Beckett was well aware of Bergson’s theorfgsenception.
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customary beliefs and traditions that keep us ffoity grasping the
world afreshIn Prousthe writes. “Habit is the ballast that chains thg do
to its vomit. Breathing is habit. Life is habit” éBkett 2001: 19). Still,
the spell of habit can be broken by sudden ruptufgich “opens a
window on the real” (Beckett 2001: 28). The ruptesn come in the
shape of an “involuntary memory,” as in Proust'snéais Madeleine
cake episode, or it can come in the shape of a mbafierisis. Thus, the
spell of habit that guides perception momentaslyioken to reveal the
world as a “non-logical statement of phenomenagigethey have been
distorted into intelligibility in order to be fordeinto the chain of cause
and effect” (Beckett 200186). In “Heard in the Dark I,” the moment of
crisis occurs with the “unerring feet fast,” cregtian unprecedented
rupture in the habitual routine of walking.

Vv
“You look behind you as you could not thgBeckett 1999a: 15)
The stopping and looking back is the single evenélised in the story,
“Heard in the Dark I,” and the meaning of this mameseems to hinge
on the way in which the shape in the snow takesyonbolic meaning.
Up until the moment he stops, the character has béévious to the
world around him. However, in the temporal “now” tbfe story, the
narrator imagines the character stopping to loodkban the trail that
materialises before his mind's eye, a “great swerwhose contour is
drawn by the feet in the white snow (Beckett 199P8). In the dark
room, with eyes closed, the moment remembered gesmo hope to a
life now spent in “utter darkness.” The image af tharacter standing in
the middle of the field can therefore be seen d@mage of despair.
While the moment of crisis entailed in the memaosyabysmal,
indeed it is described as an instance of “speeskmésgiving” (15), it is
also an image of poetic force, through which thst gaddenly becomes
visible. In the dark “with closed eyes,” the naoratevisits a specific
moment but perceives it, as it were, differentlyhé dark cope of sky.
The dazzling land. You at a standstill in the midst]. You look behind
you as you could not then and see their trail. dagswerve” (15). The
poignant climax in the story “now” appears as gshan the ground, and
the moment of perceiving this shape as meaningfo$titutes a moment
of insight for the character, illustrating the @ietical nature of having an



Embodied Cognition and Linguistic Confusion in Betk 179

experience, and the act of thinking about that egpee. Although it
could also be argued that this moment, while emijzhan nature, only
leads to silence—just as for Beckett writing itsddads to silence”
(Beckett gtd in Juliet 2009: 16).

The situation that unfolds in the story epitomis&saren
Kierkegaard’'s observation that life must be underdt backwards
(Kierkegaard 1996: 161). However, it also illustsaKierkegaard's own
refutation of this premise, namely that adoptingasition from which
life can be “properly understood” backwards iseffect, impossible. In
remembering, the narrator actually changes the mgroerather invents
something entirely different. The shape in the snavich previously
was not visible to the character—because of the wawhich his
movements and posture restricted the view of theldwdo the
“momentary ground beneath the feet” (Beckett 1992):—is actually
not remembered at all, but imaginatively recreated.

The process of reshaping experience, through thatice act of
imagination, therefore also reveals the way in Wwhégperience fails to
provide a foundation for knowledge. Only with hirgld does the
character understand the significance of the momiestopping. Only in
the “tranquil recollection” of this moment of cidsiloes it begin to make
any kind of sense to the character/narrator, ohgyes, reader. In the
temporal past of the story, the limitations imposedthe character by
the body seemingly occlude the possibility to ske ftreal” shape
produced by the trail of feet in the snow: “For yadvance if not with
closed eyes [. . .] at least with them fixed on thementary ground
before your feet. That is all of nature you havenseSince you finally
bowed your head” (12-13). Only in remembering thalkwdoes the
narrator actually arrive to “see” the trail in tlsmow. Temporalities
therefore overlap in the narrator's reminiscencehef past: the act of
remembering, like the narrative itself, projectsafard in time. Yet the
moment remembered does not completely abandoenitgdral status of
past. Although the act of remembering projects &ds, the situation
remembered is understood “backwards.” The act @hembering,
therefore, like the act of reading, is presente@drasideal” position in
which the temporal dimensions of life can coincitle.this way, the
proliferation of narrative perspectives in the wgtatlustrates the
similarities between reconstructing a memory atioh¢ga story.
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While the narrator and the character’s visual perBpes seemingly
coalesce, the second person narrative also preseptsliferation of
“consciousnesses” in the story. Indeed, as theifgration of voices
reveals, the person telling the story may not leatidal with the person
listening, and the second person narrative algmedrs the narrator's
memory to overlap with the reader’'s creative actirohgining the
situation that unfold8. On the one hand, there is the narrator,
remembering himself in the field. But there is dlgou,” the reader, or
possibly another consciousness, or even the narrspeaking to
someone else, although it could also suggeststiieaharrator and the
character are in fact the same. The narrator arma,ythe reader,
nevertheless seem to occupy similar, or near idantifocalising
perspectives, and, as a result, “you” too end wjpseming the event to
the point where fiction and reality, as well astpasesent and future,
seem to blend.

VI

“Almost as if all at once the heart too heaBeckett 1999a: 16)

How then should we understand the image of a ctaragalking
through a field and stopping mid-ways, unable toticme, while at the
same time a narrative voice continues to relatesttwy of this situation,
seemingly unable to stop talking? How should we eusiind the
relentless voice that cannot be silenced, but keeplling its story in
the “[s]ame flat tone at all times. For its affiie@s. For its negations.
For its interrogations. For its imperations. Sataetbne” (Becketti980:
20). The story, as it originally appears@ompany,s part of a longer
narrative, which seemingly rejects a chronologardering, and, as such,
should perhaps be seen to present an image thds neebe read in
conjunction with other images of childhood that equpin the context of
this longer narrative. John Pilling, in his revi@f the book suggests

8 Beckett's “life lifelong interest in sound and hieg” is implicit in his second-
person narratives, of which “Heard in the Dark4”but one example (Maude
2009: 183). Other examples include: “Heard in therkDIl”; Embers(1957);
Krapp’'s Last Tape(1958); Eh Joe (1966); Footfalls (1975) andGhost Trio
(1975), all of which highlight the significance ebund through abstract and
detached voices relating the characters stories.
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that the “scenes from the paStihich make ugCompanypresent a web
of implicit correlations that are operating in tiet: “The upturned face
of the little boy, directed first at the distantysknd then at the unloving
face of his mother prefigures the upturned fachi®father at the Forty-
Foot Hole, the ‘loved trusted face’ that the boyasking down to for
succour” (Pilling 2014: 1).

Given that the story is a textual representation cbfldhood
memories, perhaps the character in the story camndally understood
without the other stories that contribute to thegdéa canvas. But then
again, does it really matter who the characterarator is? The story
that unfolds in the narrative of the character \wajkacross the field
suggests an image of both general and particulgyopts he is “you,”
“you” are him, “I” am “you,” “you” are “me.” The fial moment arrived
at, when the character stops to see the great swh@\feet have made in
the snow: “Withershins. Almost as if all at once theart too heavy. In
the end too heavy,” is an image that we all maygeze, as human
beings. We may all have experienced such particalaments of
“immobility” in our lives, and these instances, a® read, may be
brought to bear on the story, as our memories dhftewards the
narrator's memory and momentarily coalesce. Reading story
therefore entails a decentring of our individuakity the second person
narrative forces us to participate in the experertbat unfolds.
Importantly, through a narrative that invites tleader to share in the
experience of another, Beckett's story possiblydbaihe promise of
empathy.

However, by heightening the reader’s attentiorht® lbody, Beckett
also returns us to the particularity of presentatlo this sense, Beckett's
texts, whether his prose or dramas, are wake-uls talperception,
because they enable us to see the world afregsheloase of “Heard in
the Dark I,” not only is reading the movements désd (walking,
stopping, looking back,) kinaesthetically meanimgbut the description
also brings about a phenomenological shift of wtet as the second
person narrative triggers the fictive charactersmury to overlap with
the reader’s creative act of imagining the evenstopping in the field.
Importantly, the shift of attitude that the stompompts is revelatory of
how: (A) seeing does not happen with the eyes. (fdreator lies in the

9 “As Beckett calls them in his manuscript notebo(Rilling 2014: 1).
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dark with closed eyes and now sees the scene, eaulek not then); (B)

Walking does not necessarily take you anywhere: h&dming and

unseeing you go your way. Day after day. The sarag.'W(Indeed,

Beckett's characters famously never get anywheserdpeat the same
habitual actions over and over again.); and finély, perception does
not necessarily entail understanding.

The story therefore points to the significance lid body for the
process of reshaping experience and seeing thel widferently. The
shape in the snow, rather than illustrating theattar’s life, constitutes
a pertinent image of the mobilisation of memoryt ibwalso shows how
perception can change to allow for “new” insiglitsspite the deadening
effect of habit. Albeit, the moment we realise tredmething has
changed is of course not the moment change toaepld is only the
moment when we beconavare of change. In fact, change has already
happened, and the moment, as such, is already gsnkierkegaard’'s
reflection on temporal life illustrates. Still, tls¢ory offers its readers an
opportunity to engage in the creative act of imagjnself-movement,
and in so doing, it testifies to the body’s capatattransform us.
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