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Beckett and Denis Devlin:
Their Poems and English Translation of Paul Eluard’s
Teppei Suzuki

In the 1930s, the lyric poetry would be more important to Beckett than later periods
of his life: In fact, he published the collection of his poems (Echo’s Bones and Other
Precipitates, 1935) and, translated French poems into English as well. In the 30s in
general, English poets read and were influenced by the poets in other languages
especially French. For instance, the collection of Paul Eluard’s poems, French surrealist
poet, was published in 1936. Beckett is one of the translators of this English version of
Eluard’s collection of the poems.

Denis Devlin, also translated some poems in the same collection. Later, he became
diplomat and stayed at various cities in the world. Beckett and Devlin shared the
interests in poetry not only in English but also in other languages, staying longtime
outside of Ireland although born in this country.

What did they learn from Eluard’s poems in translating them? How does the



French poet influence their own poems?
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Beckett and G. Duthuit: Rethinking about Aesthetic Controversy
Eri Miyawaki

The relationship between Samuel Beckett and Georges Duthuit is known by the
post-war English revue 7Transition (Forty-Eight, Forty-Nine and Fifty), Three Dialogues
that Beckett wrote in 1949, and many letters exchanged between them intensively in
this period. The scholars already pointed out that Three Dialogues defending Bram van
Velde’s abstract painting stated Beckett’s own aesthetic theory on writing. In addition,
the publication of these letters in 2011 let us know how Beckett behaved toward the art
critic, his elder friend, and inform us about a significant proportion of their discourse on
modern art. However, there is no doubt that surprisingly few researches deal with
Duthuit’s aesthetic theory and the reason why this art critic was interested in Beckett,
except for his competence to translate various texts on art, literature or philosophy in
English. Did the critic, with a strong personality and qualified “volcanic”, really
squarely oppose Beckett’s aesthetic?

In my presentation, I will try to search points of convergence and divergence between
them, by analyzing Duthuit’s texts on Bram van Velde (Les Fauves, 1949; “Bram van
Velde ou aux colonnes d’'Hercule”, 1952; Le Musée inimaginable, 1956). I will examine
these texts with a prospect that he develops his peculiar theory, referring to Beckett’s.

Concerning research on Beckett and visual arts, C. Carville investigates into post-war
French art movement and analyses Le Monde et le pantalon (1945) from a new point of
view that Beckett’s aesthetic is incompatible with French phenomenology. The main
issue is the way in which they overcome Cartesian dualism, and a possible fusion of
subject/object. Carville also dismisses Duthuit profoundly influenced by Bergson, for the
same reason. But his argument broadly equates phenomenologists’ thinking with
Bergson’s, Bazaine’s view point with Duthuit’s. I will try to clarify these points too in my

presentation, by examining Duthuit's thinking in detail.



