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The Absence of “I” in The Unnamable
Tomoya Kawashima

The Unnamable starts with the following lines: “Where now? Who now?
When now? Unquestioning. I, say I. Unbelieving.”

1

According to Emile Benveniste, “it is in the instance of discourse in which 7
designates the speaker that he is stated as the ‘subject.”2 However, in a novel, which
takes the form of an écriture (writing), the speaker is essentially absent. For that
reason, the novel must construct the context of the speaking subject on its own (however,
it 1s also possible not to question the position of the speaking subject and to assume it
implicitly).? In other words, the novel does not have the ground which supports the
speaking subject other than what it creates.

The narrative voice of The Unnamable cannot tolerate the arbitrariness of “I.”

bEAN13

That is to say, it cannot believe in the speaking subject. The questions (“where,” “who”
and “when”), which should provide the grounds for the presence of “I,” do not construct
the context of “I,” but rather reveal the absence of “I” and expose the lack of the basis of
“T” as the speaking subject. This disbelief in “I” is a principle throughout the text of 7he
Unnamable. Then, what effect does the disbelief in, or the absence of “I,” have on the
text? My research reconsiders the way the words of The Unnamable exist from this
point of view.

First, this presentation clarifies the subject of my research by analyzing the
opening lines, before considering the formation of the body in The Unnamable from the
perspective of the context of the speaking subject. Then, it analyzes the cycle of “one
that speaks” = “one that is spoken of,” which disintegrates the position of the speaking

subject. Finally, I will also discuss the issue of deixis, such as the confusion of personal

1 Samuel Beckett, Samuel Beckett: The Grove Centenary Fdition, vol. II: Novels Molloy,
Malone Dies, The Unnamable, How It Is, Grove Press, 2006, p. 285.

2 Emile Benveniste, Problémes de linguistique générale, Gallimard, 1966, p. 262.

3 On this point, I refer to the discussion on “I'extralinguistique” by Michel Foucault
(Michel Foucault, Folie, langage, littérature, Vrin, 2019, pp. 223—-264).



pronouns and the disappearance of “now” and “here,” which is brought about by the
absence of the speaking subject. Perhaps, what these analyses will suggest is that there
is neither solipsistic confinement nor interior (or linguistic) division of the self. The
narrative voice of The Unnamable discloses its own ungroundedness, mimicking the
form of the novel constructing the speaking subject. As such, these words approach the
absence, the nothingness and the unnamable. Through this, the words will appear as

the other, which cannot converge on any subject.
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Spaces of Event in Covid-19-Era Productions of Samuel Beckett’s Theatre in Japan: The

Case of Kamome Machine

Corey Wakeling

Samuel Beckett’s theatrical works have been the subject of innovative productions for



a Japanese stage context in crisis during the Covid-19 pandemic. Tokyo-based theatre
company Kamome Machine is a superlative example of a re-evaluation of Beckettian
dramaturgy in a time of epidemiological crisis. This paper focuses on site-specific
productions of Happy Days by the company, notably the evolution of the company’s
interpretation of the constraints of the play’s stage directions. I propose that Kamome
Machine are examining what Beckettian tragedy’s virtual architecture promises for the
future of theatre, a further stage in the decomposition of spectacle from genre of fortune,
to a chronicle of tactics for what Michel de Certeau calls “the practice of everyday life”
during catastrophe. Analyzing Kamome Machine’s rendering of Beckettian dramaturgy,
I discover a new pursuit of what Friedrich Nietzsche called the “primordial”, a concern
shared with complementary performance works to Kamome Machine’s exploring in

similar ways the frontiers of a “theatre of the real” (Carol Martin) in Covid-19 times.



