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ChapterChapter 4. Beckett's "Exhausted" Archives

TheThe Advantage of Being Poor
Onee of the assumptions that accompanied my argument from the start was that
Beckett'ss work, at least to a degree, resists interpretation in terms of the gesture of
gatheringg (gathering figures, meanings, dates, events, etc.) that is intrinsic for
Derrida'ss thought about literature. This is, after all, the core of what repeatedly strikes
Beckett'ss audience: the propensity of his discourse to say less, rather than more, to
"unsaying"" rather than to "saying everything." From the gradually impoverished
languagee of his early works to the sterile landscapes and interiors later on, Beckett's
gesturee was the renunciation of gathering. Perhaps the most consistent feature of
thiss discourse is that it poses or stages its own fundamental questions, questions on
whichh the writing process is dependent - and at the same time empties them of any
answer,, committing them to the impersonal, anything-whatever generality of a cliché
thatt has lost its force from overuse. "Who," "When," "What," "Where, "How to
proceed?"" "What is the word?" Beckett's work is punctuated with questions, from
WaitingWaiting for Godot, through the Unnamable, the titular How It Is and What Where until
thee very last poem Beckett wrote, "What is the Word."
Littlee can be gathered in a discourse that has set out to empty itself of "those
dementedd particulars."271 The expression "demented particulars," together with the
dismissall by one of the characters of "the beastly circumstantial" is considered by
Beckettt scholars to be "one of Beckett's most important statements"272 but it is often
interpretedd a rebours, as expressing Beckett's simple dismissal of the general in
favourr of the particular. The reason for this is the young Beckett's statement that:

whatt I want is the straws, flotsam, etc., names, dates, births and
deaths,, because that is all I can know. (...) Rationalism is the last form
off animism. Whereas the pure incoherence of times and men and
placess is at least amusing.273
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Samuel Beckett, Murphy (London: Calder, 1963), 12.
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However,, the qualification "at least amusing" says it all: Beckett's attitude to the
particularr was in fact as ambivalent as to the seductions of rationalism. In fact,
alreadyy in Murphy, written in the same period of time as the German Diaries, the
protagonistt contemplates "conquer(ing) his prejudice against the anonymous."274
Murphy'ss body and soul exhausted and dissipated in ashes, the novel ends,
ominously,, with the repeated summons "All out."275
Thee "most extreme dissolution"276 visible here as well as in the above
questionss left unanswered -- the typical landmarks of Beckett's landscape of thought
--- give it its characteristic barrenness that is in contrast to Derrida's perception of
literaturee as hyper-totalizing.
Itt is well known that Beckett took the major decision to write in French (a
languagee that for him was a second language) so as to be no longer haunted by the
sedimentationss of his own mother tongue. Ludovic Janvier recounts Beckett's words
inn which he explained the advantage of renouncing the privileges of writing in
English:: "C'était ma chance d'etre plus pauvre."277
Thee impoverished language of Beckett is precisely something of which Derrida
mightt be apprehensive because he associates it with a reductive attitude to history. It
iss a-historical because it has bracketed its historical sedimentations. In his

IntroductionIntroduction to Husserl's "Origin of Geometry," Derrida finds himself having to defe
Husserll against precisely this charge: "Husserl does not make univocity, as could be
feared,, the value for a language impoverished and thus removed out of history's

reach"reach"278278.. Rather, in his pursuit of univocity (that is never absolute, always having a
sharee of equivocity) Husserl sees in it a condition of all historicity. The absolute
univocityy {that Derrida shows to be "absurd") would "sterilize and paralyze history in
thee indigence of infinite iteration."279 Yet the latter seems to be precisely what Beckett
aimedd at. Which is not the same as to say that Beckett's a-historical language has
washedd its hands of history out of indifference or contempt or that he aimed at
reductionn of history in the pursuit of some abstract, generalized totality. Beckett's
2744
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projectt of "giving up" cannot be seen as a choice between univocity and equivocity:
bothh of them would be too "saturated" with contents.
Onn the other hand, I showed in chapter two that Derrida understands literature
ass an institution in which the juridical and the totalizing gesture are unthinkable
withoutt one another. If we are to adhere to this then my demonstrating that it is
possiblee to read the cases of mise en abyme in Beckett as a work's reflection on its
ownn law indicates that archiving must be part of this work as well.
Inn this chapter I am going to explore the possibility that Beckett came up with
ann alternative for gathering, glossed in terms of Gilles Deleuze's "exhausting," an
alternativee that despite the formal resemblance of its result to gathering has features
thatt account for those aspects of Beckett's work that would escapes any archiving
gesture. .

Caveats Caveats
Thee claim that Beckett's work resists gathering might meet with objection that
Beckett'ss texts are not so much wholly recalcitrant with respect to the -- essential for
archivingg ~ gathering gesture as ambiguous. After all, particularly in his early novels
Beckettt makes a point of gathering, and playing with, lists of most irrelevant data. But
hiss early novels Murphy, Watt and Mercier and Camier can still be seen as strongly
influencedd by Joyce, while the consecutive numbers of the creatures in the mud in
thee much later How It Is belonging to a different category. The novel Mercier and
CamierCamier (published in French and English only in the seventies but written in 1946-47)
containss not only conscientious summaries of every chapter but also a complete time
schedule. .

Camierr was the first to arrive at the appointed place. That is to say that
onn his arrival Mercier was not there. In reality Mercier had forestalled
himm by a good ten minutes. Not Camier then, but Mercier, was first to
arrive.. He possessed himself in patience for five minutes (...).

Ill l

Thee painstaking description of the moments of appearance and departure of the two
protagonistss is completed by a schedule280:
Arr.. Dep. Arr. Dep. Arr. Dep. Arr.
Mercierr 9.05 9.10 9.25 9.30 9.40 9.45 9.50
Camierr 9.15 9.20 9.35 9.40 9.50
Thee irony is here quite explicit even if the schedule were not followed immediately by
thee narrator's self-reflexive remark "what stink of artifice." The data gathered here
belongg to the domain of the questions that bring Pozzo to exasperation: "When!
When!! It's abominable!"281
Anotherr possible objection is that Beckett's credo "I can't go on, I'll go on" and
hiss commitment to writing till the end of his life both show that, in spite of his
relentlesss pursuit of the point of total silence where the accumulation of words can
cease,, he never disregarded the "obligation to express"282, and hence must have
beenn aware of the impossibility of giving up archiving altogether. Yet we might
wonderr whether the expressing of which Beckett speaks should be construed as a
gesturee that involves archiving. For the "obligation to express" as the only positive
contentt cannot possibly fill the vacuum gaping in:

thee expression that there is nothing to express, nothing with which to
express,, nothing from which to express, no power to express, no desire
too express together with the obligation to express.283

Inn fact, the pertinence of Beckett's pursuit of silence is in no way diminished by
hiss following the imperative to go on. On the contrary, the unresolved question of the
reasonss of this "logically impossible"284 pursuit against all odds acquires with it an
additionall urgency that is even reinforced by the contradictory interpretations to
whichh this work gives rise. It gives the audience the sensation that "nothing happens"
2800
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(orr very little, at least) but it is also possible to argue that to the contrary, precisely
everythingg happens, or at least everything of importance: that this work addresses
thee "event."285 Or how can we explain this work's tendency to say less and less, its
suspending,, bringing into doubt or even explicitly canceling what it has said (cf. the
disempoweringg rhetoric of the "Irish bull" in Beckett so astutely analyzed by
Christopherr Ricks286) and at the same time its remaining "affirmative"287? These
questionss are closely linked to the question I am posing in this chapter, of the
reasonss why speaking of Beckett's work in terms of "hyper-totalizing" is so
problematic. .

'The'The Nearly Total Affinity": Derrida on Deleuze and Beckett
"Thee exhausted" is not the title of a text by Beckett although it sounds like one ('The
expelled"" in particular) -- instead it is the title of a remarkable reading of Beckett by
Gilless Deleuze that does justice to the intuition that Beckett's work is primarily a
gesturee of renunciation.
Doess Deleuze's description of Beckett's work as "exhausted" constitute a
challengee to Derrida's understanding of literature as gathering or economy? In the
latterr thought literature functions as a container (/e secretaire, again) that, even
thoughh itself is finite, has an infinite potential for gathering. It seems - at first sight thatt exhausting is, somewhat like the emptying of the secretaire, opposed to
gatheringg and hence that Deleuze's essay can be read as containing a silent critique
off Derrida.
Inn a text mentioned above, Janvier opposes Beckett's "désir de se rapprocher
duu presque rien," to the "exhibitionnisme inevitable" of, among others, Derrida's
celebratedd literary example, James Joyce. Leaving aside the question of whether the
almostt Franciscan tone of Janvier's moral approbation of the spirit of renunciation in
Beckett'ss work does justice to the meaning of that work, it is difficult to disagree that
thee overwhelming spirit of destitution (of language but equally of mind, memory, body
andd world) in Beckett's work remains in sharp contrast to the wealth (of all the above)

Badiou,, Beckett; L'increvable desk, 38.
Christopherr Ricks, Beckett's Dying Words (Oxford: Clarendon Press, 1993), 152-203.
Badiou,, Beckett; L'increvable desir, 13.
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thatt we would associate with a gesture of gathering. The characters in Beckett own
little,, remember little, know little and are able to do little. They are, in all respects,
"exhausted."" This indicates that the gesture of "lessening" does not concern only how
muchmuch is said. It is not only the words that falter: all life in Beckett is impoverished,
impairedd and disabled. The merit of Deleuze's reading of Beckett is in his having
shown,, through the vicinity of the notions of exhaustion and exhaustivity, how two
characteristicc aspects of Beckett's work are interconnected: the rhetorical enterprise
off unsaying reveals itself to be coextensive with and interdependent on the
physiologicall exhaustion of Beckett's characters.
Whereass Derrida likes do identify his project with Joyce's hyper-totalizing
enterprisee (he devotes a chapter of "Deux mots pour Joyce" to give a reading of his
ownn philosophical itinerary in terms of an ongoing response to -- or dialogue with -Joyce288),, Deleuze prefers to draw on the work of Beckett. Apart from having quoted
Beckettt in many of his works (especially in the, co-authored with Guattari, Thousand

PlateausPlateaus but also, incidentally, in Dialogues II, Essays Critical and Clinical, and What
isis Philosophy), Deleuze wrote two texts on Beckett of which one - "The Exhausted"
(1993)) is among the last texts published before his suicide in 1995.289 His response
too Beckett had been, as he himself stated, "immediate and instinctive" (interestingly
enough,, Deleuze emphasized that his appreciation of Beckett did not require
"literary"" training (formation) - unlike, for example, the work of Robbe-Grillet) and that
"feww authors had ever made him laugh more than Kafka and Beckett."290 The
commentatorss of Deleuze did not fail to note this: in his book on Deleuze, Alain
Badiouu singles out two literary characters as "Deleuze's heroes of thought": Melville's
Bartlebyy the scrivener ("I would prefer not to") and Beckett's Unnamable.291 (Indeed
Deleuzee himself brings Bartleby together with Beckett - speaking of "Bartleby's
Beckettiann formula" - in a text that I am going to discuss further below.)
Onn the other hand, Derrida's self-proclaimed affinity with Beckett raises similar
doubtss to Derrida's assertions of his closeness to Deleuze. Derrida mourned Deleuze
inn similar words to those he used when speaking about Beckett - "closeness (...),

Derrida,, Ulysse gramophone, 27-34.
Gilles Deleuze, "Le plus grand film irlandais (en hommage a Samuel Beckett)," Revue d'esthétique (1986):
381-382;; and Deleuze, "The Exhausted."
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Gilless Deleuze, 1996, "L'Abécédaire de Gilles Deleuze" (transcript), http://www.langlab.wayne.edu/CStivale/DG/ABC2.html. .
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nearlyy total affinity. (...) The one (...) to whom I have always judged myself the
closest,"2922 - but despite those post-mortem assurances had never actually entered a
philosophicall dialogue with Deleuze. The abandoning of dialogue on the side of
someonee like Derrida (who makes a point of his quest of the "black spots," the places
inn other authors' discourses where they renounce explication) is in itself something
thatt asks for special attention.

Derrida:Derrida: on the Mutual Transparency of Idioms
Derridaa repeatedly attributed to Joyce the merit of having created a "hypermnesic
machine"" the effect of which is that everything we might say is in advance embedded
inn Joyce's memory. Joyce's work, Derrida says, functions similarly to "software" or to
aa "computer of the 1000th generation."293 This is a strange statement on the part of
Derrida,, for even though he made an attempt before to demonstrate a certain
parallelismm between an enterprise that aims at absolute univocity and an enterprise
thatt aims at its opposite, the maximal equivocity (Derrida argued that there is an
analogyy between the projects of Husserl and Joyce: Husserl's ideal -- univocity -dependss on a share of the equivocity embraced by Joyce and vice versa) he never
wentt so far as to say that they are freely exchangeable and that what applies to one
off them also applies to the other. In fact, the degree of univocity and transparency
thatt software requires of its elements seems to be fundamentally opposed to the
idiomaticc operations performed by Joyce as well as to his artistic objectives that
thosee operations were to serve.
AA text pursuing absolute univocity would have to give in to a kind of blandness
off language - a generality we would indeed associate with computer software: in
orderr to achieve total transparency, it would have to abandon any idiomatic
particularities.. A project like Joyce's, aiming at maximum equivocity, must also allow
aa share of univocity (a text can only be understood on the condition of this minimal
univocityy of meaning, Derrida says, "Joyce's project could only succeed by allotting
itss share to univocity.") Otherwise, it "would have been unintelligible."294 But admitting

Inn "I'm going to have to wander all alone," in Philosophy Today, Spring 1998, 3-5.
Derrida,, Ulysse gramophone, 22.
Derrida,, Edmund Husserl's Origin of Geometry: An Introduction, 103/105.
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thiss share of univocity is not without consequence: it limits the possibility of textual
exchange.. Saying of a text that it can be used as software for reading everything else
wouldd be just as much an abuse as insisting that it can only have one meaning. The
"archiving"" model of literature does not change anything here: in order to justify a
particularr reading of a text, it is not sufficient to point out the singular occurrence of
ann element and then to insist that it can potentially give rise to an infinite series.
Rather,, we would have to account for a systematic return (a law), the iteration of the
elementt of meaning that accounts for that given reading (a gesture that is on
principlee never sufficient to give to this reading a priority over the others but is
neverthelesss absolutely necessary). One of the defining characteristics of an oeuvre,
Derridaa says, is that it "has a certain consistency."295 This is precisely the argument
off "Before the Law": the "force" of the law is upheld by the endless recurrence of the
deferredd gates of the Law (without the Law ever actually being present).
Preciselyy their shared univocity may be an obstacle to the possibility of a
textuall 'transaction" between Beckett and Derrida. The notions of archiving and
critique,, like other notions in Derrida's thought, are not concepts (they do not claim to
havee the perfect transparency or ideality of meaning associated with concepts; they
aree provisional notions, which is why Derrida keeps inventing new ones; neither do
theyy pretend to have absolute univocity). Yet, as a part of what Derrida calls his
"software"" (he uses the term for his own response to Joyce), they must claim a
certainn share of univocity. These terms also have a certain claim to univocity that
limitss their range of textual applicability. In other words, it is possible to ask, whether
Derrida'ss notion of literature as archiving and critique (two provisional notions) is able
too account, as he wants it to, for all possible works? It is just possible that the share
off univocity to which Beckett's work lays claim precludes its overlapping with the
workk of Derrida - that the two idioms are just not transparent to each other. The
Derrida-Joycee software in virtue of its different historical filiation does not necessarily
havee to be able to account for Beckett's work. Deleuze's philosophical filiation that
includess Bergson and Spinoza can prove to be more fruitful when approaching
Beckett. .

Derrida,, A Taste for the Secret, 14.

116 6

Beckett'sBeckett's Exhausting Project
"Thee Exhausted" by Gilles Deleuze is a short, yet complex text (addressing Beckett's
entiree oeuvre) that until now has received little critical attention.296 It evokes Spinoza
inn its opening sentences but at least to an equal extent it relies on Deleuze's analysis
andd development of the work of Bergson in his own work on the cinema (in any case,
inn focusing on images rather than on text, it does not dwell on the exclusively literary
aspectss of Beckett's work). There are three ways to complete the title: it addresses
thee exhausted person, the exhausted possibilities or the "exhausted quality" of
Beckett'ss prose (i.e., that it appears to us as "exhausted").
Deleuzee attributes the exhausted quality of Beckett's work to a consciously
realizedd program. This program of exhausting, Deleuze suggests, is Beckett's way of
overcomingg the subject-object dualism. Beckett shows the project of accounting for
thee world (the thorough enumeration of all its possibilities, possible objects and facts)
andd the physiological and spiritual fatigue of the subject that accompanies the
realizationn of this project, to be two sides of the same coin. The program serves the
largerr pursuit of the point at which the state of total, comprehensive exhaustion is
attainedd (i.e., the program is realized) and "the exhausted person" is released from
hiss or her efforts.

TheThe Possible
Deleuzee defines exhausting the possible by its opposition to realization. Whereas to
realizee means to make decisions or choices that ultimately limit the possible: "I put on
shoess to go out, and slippers when I stay in,"297 to exhaust the possible means to
consumee it entirely, to drain it systematically of all its aspects, without any preference
("Shoes,, one stays in; slippers, one goes out"). Exhaustion has as its condition that
onee renounces those decisions or choices (even in the form of a telos or signification)
2966
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becausee to be exhaustive means to not exclude anything until one has run out of
options.. Exhausting requires a certain indifference: it aims at "inclusive disjunction"
byy means of the permutations (the "art of the combinatory") that would indicate all the
possiblee arrangements of all possible objects. It is thus opposed to realization, which
operatess by "exclusive disjunction," that is, privileges certain arrangements or certain
objectss to the exclusion of others (realization is thus merely derivative with respect to
exhausting). .
Beckett'ss early work, especially, abounds in permutations - of stones (Molloy),
cookiess (Murphy), items of clothing and furniture (Watt) - but the principle of
permutationn is a constant factor in Beckett's work (see for example the arrangement
off the protagonists in the late theatre play What Where). The exhausting occurs by
meanss of inclusive disjunction, the "art of the combinatory," in which Murphy takes
thee first steps. Pondering on the possible sequential arrangements of five sorts of
biscuitss that make up his meal, he only slowly discovers the richness that inclusive
disjunctionn has to offer - provided that he respects "the essence of the assortment,"
(whichh entails that he "conquered his prejudice against the anonymous") and "had
learntt not to prefer any one to any other."

Hee took the biscuits carefully out of the packet and laid them face
upwardd on the grass, in order as he felt of edibility. They were the
samee as always, a Ginger, an Osborne, a Digestive, a Petit Beurre and
onee anonymous. He always ate the first-named last, because he liked it
thee best, and the anonymous first, because he thought it very likely the
leastt palatable. The order in which he ate the remaining three was
indifferentt to him and varied irregularly from day to day. On his knees
noww before the five it struck him for the first time that these
prepossessionss reduced to a paltry six the number of ways in which he
couldd make this meal. But this was to violate the very essence of
assortmentt (...) Even if he conquered his prejudice against the
anonymous,, still there would be only twenty-four ways in which the
biscuitss could be eaten. But were he to take the final step and
overcomee this infatuation with the ginger, then the assortment would

118 8

springg to life before him, dancing the radiant measure of its total
permutability,, edible in a hundred and twenty ways!
Overcomee by these perspectives Murphy fell forward on his face in the
grass,, beside those biscuits of which it could be said as truly as of the
stars,, that one differed from another, but of which he could not partake
inn their fullness until he had learnt not to prefer any one to any other.298

Thee biscuits that exemplify the universe ("the stars") that Murphy, like God, can only
"partakee of" in virtue of certain indifference bring us to Beckett's Spinozism. I discuss
thatt now.

"Relentless"Relentless Spinozism"
Exhaustingg the possible is not equivalent to merely stating the possible in an
exhaustivee way (this is just one of the steps299). Part of exhausting the possible is
exhaustingg the self that exhausts. Exhausting the possible is thus coextensive with
exhaustingg oneself. This is, according to Deleuze, what is at stake in Beckett's work:
Beckett,, in a gesture of "relentless Spinozism,"300 exhausts the possible. It is not
accidentall that Spinoza is evoked in a text on exhaustion: to Deleuze, he is a thinker
whosee "tuning into life" went together with a certain fundamental "fatigue."301 Spinoza
iss one of the series of the exhausted selves that keep reappearing in Deleuze's work.
Anotherr example is Nietzsche's "spiritually conscientious one," the man who, in order
too know "everything" about the leech's mind lets leeches drink his blood (thereby he
"increasedd his knowledge with his own blood"302). The exhaustion of the man is a
conditionn of his exhaustive knowledge of the leech's brain. "Beckett's great
contributionn to logic," Deleuze says, "is to have shown that exhaustion (exhaustivity)

Beckett,, Murphy, 57, my emphasis.
It might seem that the hierarchy of exhaustion presented by Deleuze - three levels of exhaustion, words,
voicess and images/spaces of which more below - suggests a temporal antecedence of the act of exhausting, or
exhaustedd objects with respect to the self that exhausts. However, we should rather see it as a circular movement
withoutt an end or beginning: exhausting can only be an act of ann exhausted self that exhausts itself in the act of
exhausting. .
3000
Deleuze, "The Exhausted," 152/57.
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doess not occur without a certain physiological exhaustion, somewhat as Nietzsche
showedd that the scientific ideal is not attained without a kind of vital degeneration."303
Thee scope of this chapter does not permit an explication of the whole range of
Deleuze'ss network of notions that can be shown to pertain to literature, like
"becoming"" ("becoming-animal"), "minority," "deterritorialization" and "flight." Nor is
thatt the purpose of this chapter. Deleuze's approach to literature is to a large extent
indifferentt to whatever might be termed its literary qualities (writing, text, context,
etc.).. His reflections on literary works (as opposed to those of Derrida) are almost
alwayss motivated by an interest in an anonymous process ("movement," "flight,"
"flow,"" "life," "becoming") that does not have any specifically literary properties. In this
respect,, despite his occasional denials, Derrida is much more committed to a certain
ideaa of the distinctness of literature, which can be seen in his sustained interest in the
notionss of oeuvre, signature and writing.304 Whereas Derrida's "grammatology"
attemptss to extrapolate the relevance of the notions traditionally associated with
writingg to other domains of life, Deleuze's project goes in the reverse direction: to
showw the manifestation of "life" in literature. It is not as writing or as signature but as
life,, "becoming," that literature intervenes in life. Spinoza's influence on Deleuze
cannott be overstated here: the relation of the writer (or the reader) to the work, the
writer'ss "relentless Spinozism," follows the pattern of the relation of God (Natura

naturans)naturans) who exhausts himself in becoming "everything that he understands"305
{Natura{Natura naturata). In this sense "exhausting" is another word for, or a variation of,
"becoming."" In exhausting, the self dissipates itself in its possibilities - one becomes
thee possibilities that one exhausts. "The aim of writing is to carry life to the state of a
non-personall power."306 This becoming ("carrying life to the state of non-personal
power")) is the reason of the writer's exhaustion: "he is only too weak for the life which
runss in him or for the affects which pass in him. To write has no other function: to be
aa flux which combines with other fluxes - all the minority-becomings of the world."307
Inn what does the "relentless Spinozism" that Deleuze attributes to Beckett

3033
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imperfect." "
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consist?? In one of his 1980/81 lectures,308 Deleuze explains that Spinoza's system as
aa whole is founded on the radical deconstruction of the category of the possible. "It is
aa system in which everything that is, is real. Never has such a negation of the
categoryy of possibility been carried so far. Essences are not possibilities. There is
nothingg possible, everything is real. In other words essences don't define possibilities
off existence, essences are themselves existences" that differ from the actualized
existencess only in degree of luminosity: "luminous intensities." Similarly, Deleuze
insistss in Spinoza et le probleme d'expression, that possible existence is not the
samee as possibility. Possible existence, as a part of God's potentiality (potentia) is
nott a (logical) possibility. To the contrary, every possible existence is real - because,
ass Spinoza has it, everything that exists in God's intellect is real. Deleuze: "C'est
précisémentt parce que I'essence est puissance que I'existence possible (dans
I'essence)) est autre chose qu'une "possibilité."" 309 The reality of the possible is a
cornerr stone of Deleuze's thinking of the inclusive disjunction. Rather than realize
justt a selection of the possible, all possibles must be accounted for.
Itt is a little strange that in The Exhausted," Deleuze, who as we have seen
creditss Spinoza with the deconstruction of the possible, invokes Spinoza precisely in
orderr to speak about the possible and about the distinction between the possible and
realizingg the possible. What seems to have happened here is that the possible has
takenn the place of the real. The statement "there is nothing possible, everything is
real"" has become "everything that is possible is real." A reversal of the hierarchy has
takenn place: the real is just a derivate of the possible, it is not more, but less than the
possible.. Deleuze says that exhausting the possible requires a certain indifference
(whichh is also a Spinozistt motif: in Spinoza's words, all things are subject to "a certain
indifferentt will of God."310) In this sense the real is no more than a sub-set within the
comprehensivee set of the possible. Since to exhaust the possible is much more than
too exhaust the real, the former causes exhaustion whereas the latter only leads to
tiredness.. This is why Deleuze says that exhaustion is "much more"311 than tiredness
(nott so much in a psychosomatic as in an ontological sense).

'88 The on-line transcripts of Gilles Deleuze, 1981, "Spinoza," http://www.webdeleuze.com/html/index2.html.
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Gilles Deleuze, Spinoza et Ie problème d'expression (Paris: Minuit, 1968), 78.
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Spinoza, Ethics, 24-5.
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Deleuze, The Exhausted," 152/57.
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TheThe Exhausted Person

Deleuzee starts his essay by making us consider what it means to be an "exhausted
person."" He does not mention it but "the exhausted person" in Beckett has its
predecessorr in Murphy, perhaps the most prominent of the series of, if not visibly
exhaustedd at first, then at least indolent characters in Beckett's work (but then their
indolencee might be symptomatic of their exhaustion). They are all descendants of
Dante'ss friend Belaqua (Beckett's favorite Divine Comedy character, who is
describedd repenting in the Purgatory, appears in name in Beckett's work) and have in
commonn that, as Murphy's his girlfriend Celia puts it, they do "nothing that she could
discern."" Murphy, pressured by Celia to seek paid occupation and "as there was no
possibilityy of his finding in himself any reason for work taking one form rather than
another"" (the divine indifference of inclusive disjunction again) and thus exhausted in
advancee by the inexhaustible possibilities of choice, decides to entrust his fate to the
stars.. The consulted Hindu swami, holy man, next to a few doubtful prescriptions
pronouncess a verdict of which one part is later ominously repeated in the novel:
"avoidd exhaustion by speech."312 Throughout the story, Celia keeps reminding
Murphyy of these words, at first literally,313 later generalized to "avoid exhaustion."314
Yett exhaustion is precisely what Murphy wants to achieve when he gives in to his
compulsionn of rocking in his rocking chair until in a state of "torpor"315 and being
"improvedd out of all knowledge."316
Exhaustingg the possible is a task for the exhausted person: why does the
namee of God appear so insistently in the opening pages of Deleuze's text? Or, to put
itt otherwise, who (whose self) is exhausted? God, defined as "the sum total of all the
possibility,"" is the name of the place where the exhausted self and the to be
exhaustedd possiblia coincide. In a passage refuting the idea that God might not
createe everything he understands (i.e., that some things that are possible might not
bee real) Spinoza says, "my opponents seem to deny God's omnipotence. For they
aree forced to confess that God understands infinitely many creatable things, which
neverthelesss he will never be able to create. For otherwise, if he created everything
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hee understood (NS: to be creatable317) he would exhaust his omnipotence and render
himselff imperfect."318 Deleuze's reading of Spinoza draws the ultimate consequence
off this passage: since, according to Spinoza, God does create everything he
understandss to be creatable, he thereby exhausts himself. From the very beginning
inn his reading of Beckett, Deleuze opposes "God," 'the originary or the sum total of all
thee possibility,"319 i.e., the exhausted person who does not exclude anything, to the
tiredd person, who acts upon choices and preferences and thereby proceeds through
exclusion.. Acting on preferences is tiresome but not excluding anything is
exhausting.. In a paradoxical way, Deleuze brings Nietzsche's "death of God" and
Spinoza'ss pantheism together: God is not tired, and he is also not exactly dead, he is
exhausted.. He exhausts himself in the possibilities that unfold from his nature: Natura
naturansnaturans exhausting itself in Natura naturata.220
Too assume the place at the limit of all the possible series - which is what the
exhaustedd person attempts to do -- is equivalent to taking the place of God. We have
too do with an effort to transcend a series, and in particular - to transcend the
reverberationn of selves, one of the most consistent motifs in Beckett, and one that
hass a special status, because it reflects on the position of the author of a work.
Traditionally,, God's creation has been compared to that of the author: Leibniz wrote
thatt God is the "author of things,"321 and Foucault's "death of the author" is in this
sensee only an extension of the "death of god." (Derrida recalls this historically slightly
obsolete,, romantic perception of the author as endowed with supernatural powers: he
speakss of Joyce in terms of a demiurge /"demiurgue sadique"322/.) After
demonstratingg how the exhausted person dissipates itself in the inclusive disjunctions
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The NS-insertions are based on the so-called Nagelate Schriften, a Dutch translation of Spinoza's works
publishedd after his death. Their status is controversial but in the present case, the phrase "understanding to be
creatable"" is perhaps illuminating for the discussion of the possible.
3188
Spinoza, Ethics, 14, my emphasis.
3199
Deleuze, "The Exhausted," 152/58.
3200
Exhaustion seen in this way seems to be the telos of all "minoritarian becomings" in Deleuze. Those
becomingss (that produce nothing but other becomings) end up becoming invisible, becoming "everybody." See
Paolaa Marati's reading of "becoming" in Deleuze: Paola Marrati, "L'animal qui sait fuir," in L'animal
autobiographique.autobiographique. Autour de Jacques Derrida (Paris: Galilee, 1999), 197-214. In another contribution (Paola
Marrati,, "Against the Doxa; Politics of Immanence and Becoming-Minoritarian," in Micro-politics of Media Culture.
ReadingReading the Rhizomes of Deleuze and Guattari (Amsterdam: Amsterdam University Press, 2001)) she explains:
"becoming-everybodyy {devenir tout Ie monde) is not just a matter of being unrecognisable, of being like
'everybodyy else.' Deleuze and Guattari are playing here with the different possible meanings allowed by the
Frenchh expression 'tout Ie monde.' Thus devenir tout Ie monde also entails (...) a becoming of the world itself
(213-14).. The Spinozistic character of Deleuze's "becoming" is here quite clear. In the first of the mentioned
essays,, Marrati points out the radical Spinozism in Deleuze's central thesis of the "univocity of being": "un
spinozismee qui ne tolérerait même plus l'indépendance de la substance par rapport aux modes." 208.
33
Gottfried Wilhelm Leibniz, Discourse on Metaphysics (Buffalo, NY: Prometheus Books, 1992), 4.
3222
Derrida, "Deux mots pour Joyce," in Ulysse gramophone, 22.

123 3

off all possibilia, Deleuze states: "[m]any authors are too polite, and are content to
announcee the total work and the death of the self"323 (i.e., without showing, as
Beckettt does, the actual decomposition of the self), by which he confirms the implicit
substitutabilityy of "God" and "author." If the possible, the sum total of which is Godauthor,, is being exhausted, then God-author, whose nature is to be exhaustive, is the
subjectt and the object of this exhaustion: exhausted and exhaustive. God, author and
selff merge into one here, in absolute consistency with Beckett's work - after all do
wee not learn about one of the series of his alternative selves, Murphy, that he "loved
himselff with intellectual love"324?

TheThe Three Stadia of Exhaustion

Lett us retrace the progress of exhaustion in Beckett as described by Deleuze. It
proceedss in three steps. In the first step, the possibilia (things, objects) are named,
designated,, in order to prepare them for exhaustion. It is the stage of nomination, the
languagee of words ("language I"). "How could (an object) enter into a combinatorial if
onee does not have its name?" Deleuze asks. Beckett's work abounds in the
exampless of the search for the name - "How try say?" "What is the word?" Watt's
perplexityy with respect to what happened with the visit of the Galls: "if he could say,
(...)) Yes, (...) that is what happened then (...) then the scene would end, and trouble
himm no more"; and finally the example Deleuze chooses, Molloy's puzzlement with
thee object of which he knows neither the name nor the purpose, the knife-holder.325
"Languagee I" is "atomic, disjunctive, cut and chopped," it is "a language in which
enumerationn replaces propositions and combinatorial relations replace syntactic
relations."3266 This language exhausts the possible with words, but it does not exhaust
thee words themselves.
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^^ Deleuze, "The Exhausted," 154/62.
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Ethics:Ethics: "God loves himself with an infinite intellectual love" (176). The citation is usually interpreted as Beckett's
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Thiss is why, in order to be able to continue the task of exhaustion, "another
metalanguage"" is needed, one that will exhaust the words. In the second step
("languagee II"), the words are no longer seen as atoms but as parts of "blendable
flows"3277 of voices, where the voices are defined as "waves or flows that direct and
distributee the linguistic corpuscules."328 In order to exhaust the words themselves the
voicess must be dried up. To achieve this, the voices must be attributed to their
owners.. Murphy, Watt, Mercier, "Mahood and Co" are some of them. They are the
"Others,"" each of them with their own "possible worlcf that remains to be
extinguished. .
Thee third step, after having attributed the voices to their owners, consists in
extinguishingg all the identified flows by getting beyond them. It is this third step that is
thee most problematic, for how to reach a position external to the voices that is not a
voicee itself? "The aporia lies in the inexhaustible series of all these exhausted
beings."3299 The search for the limit of the series can only bring a result if one
acknowledgess that the limit "can be anywhere in the flow." The "language III" pursues
thee immanent limit that can be found "between two terms, between two voices or the
variationss of a single voice."330
Thee three steps of exhaustion correspond, according to Deleuze, to the
progressivee transition in Beckett's work from the novel (the language of words)
throughh the radio pieces (language of voices) to the television plays (language of
images).. Seen in this way, Beckett's work becomes a project that from the outset
wass predestined to culminate in the television plays:

noo doubt this language (of images) is born in the novels and the
novellas,, and passes through the theatre, but it is in television that it
accomplishess its own mission, distinct from the first two.331

Evenn though Deleuze provides in his essay an account of Beckett's work in
general,, it is on Beckett's television plays that he ultimately focuses. Deleuze's essay

Deleuze,, "The Exhausted," 156/66.
Deleuze,, "The Exhausted," 156/66.
Deleuze,, "The Exhausted," 157/68.
Deleuze,, "The Exhausted," 157/69.
Deleuze,, The Exhausted," 162/79.
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wass meant as a contribution accompanying the edition of Beckett's television plays
butt it would be too facile to say that the reasons for privileging the television plays in
Beckett'ss artistic itinerary are here purely circumstantial: rather, the text functions as
ann extension of Deleuze's earlier cinematic reflection on Bergson that involved a
shortt but crucial encounter with Beckett.
Itt should be kept in mind that Deleuze's preoccupation with Beckett prior to his
writingg "The Exhausted" was marked by his interest in film and television. In his book
onn cinema {Cinema 1) that preceded the publication of "L'Épuisé" by nine years,
Deleuzee refers to what he elsewhere calls "le plus grand film irlandais": Beckett's
earlyy Film.333 Those who have read Cinema 1 know that Deleuze's discussion of the
threee varieties of movement-image (perception-, action- and affection-image334) is
constantlyy set against the background of a-centered, "free" images in general. There
iss an important difference between the images in the three mentioned varieties and
thee "free" images. The former are "filtered" by a subject, defined as an interval
betweenn perception and action. The subject selects and organizes the images that it
encounters.. The latter, namely "free" or "a-centered" images are different, in that they
aree not "filtered" by a subject. The images interact here without any order of
preferencee because there is no center that would organize them in any way.
Beckett'ss Film appears at this point, just like in the later essay we are
discussing,, as an example of (a kind of) exhausting. Deleuze shows that the triple
"extinguishing"" of the three varieties of the (centered) movement-image prepares the
wayy for the a-centered matrix of time-image ("back to the mother movementimage"335).. The fact that Beckett's Film functions as an example at the early stage of
thee argumentation in Cinema 1 - the book that by its reflection on the movement
imagee prepares the ground for the consideration, in the sequel, of the more important
time-imagee - might give the impression that Film belongs to the regime of the
movement-imagee (this means, roughly, the films from before 1939, and the
commerciall cinema of the second half of the twentieth century) and does not partake
3322

The essay was originally published as a postface to Samuel Beckett, Quad et autres pieces pour la television
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inn the step that had to be made towards image-time. This however is not exactly the
case.. Deleuze shows how Film, by extinguishing the subjective specifications of the
movement-image,, prepares the way for what will become the liberation of image
(time-image)) in Cinema 2. In introducing his discussion of Beckett's Film, Deleuze
writes: :

Wee might try to rediscover the matrix or the movement-image as it is in
itself,, in its acentred purity, in its primary régime of variation, in its heat
andd its light while it is still untroubled by any center of indetermination.

.. Again Beckett is thus depicted as someone who aims at a kind of exhaustion - this
timee at a purification of the image, reverting to its unalloyed state before the subject.
Thee words with which Deleuze closes his discussion of Beckett's Film and returns to
thee argument of Cinema 1 testify that the discussion of this example functions as an
importantt digression in Cinema 1 {that in other words it follows a path not towards
perception-,, affection- and movement-images but towards an undoing of those): "for
thee moment we are taking the opposite path - from the movement image to the
varietiess it takes on."336
Iff we are to accept Deleuze's claim in Cinema 1 that the first material
movementt of subjectivity is subtraction (the subjective subtracts whatever does not
interestt it; subtraction, just like exclusive disjunction in 'The Exhausted," is an
inevitablee consequence of making choices), then the exhaustion that is, as we have
said,, "indifferent" (it does not choose but exhausts all the possible including the
exhaustionn of the subjectivity itself) is the opposite of subtraction. (This shows that
somee of the similarities between Deleuze's reading of Beckett and the reading of
offeredd by Badiou are only apparent. For Badiou, Beckett's work is an almost
husserliann exercise in reduction having as its goal arriving at the empty subject.
Deleuze'ss exhausted subject who dissipates itself in all the indifferent possibilities is
somethingg entirely different.)
Thee analysis of the example from Cinema 1 only confirms what was coming to
lightt throughout our reading of "The Exhausted": exhaustion is a de-subjectivation.
Freee images can only be free on the condition of the disappearance of the subject.
3366
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However,, at the same time, exhaustion is the supreme moment of subjectivity, since
thee subject exhausts itself in the images. If the situation of the writer is indeed
comparedd by Deleuze to that of God, then writing has nothing to do with putting signs
onn paper. Instead, writing is pantheism: "God, who is the sum total of the possible
mergess with Nothing, of which each thing is a modification."337 It is only in this way
thatt we can interpret Deleuze's claim that "literature" is "life." In Deleuze's reading,
Beckett'ss work, as a transition from things through voices to the subjective interval
thatt in virtue of having exhausted the possible is allowed to cease or die, presents
thee last step, in which the subject is extinguished as a kind of supreme moment of
subjectivity.. There are two ways to achieve this state of immanent transcendence:
imagee and space. Making an image "captures all the possible in order to make it
explode,"" leading again to the result of "no more possibility" when an image
"announcess the end of the possible." The other way is to "depotentialize space."
Whereass the former way (the way of the image) is visual or aural, the latter is motor
(aa ritornello: for example the movement of a rocking chair that expresses the autoaffectionn of the thinking interval in Cinema 11 Beckett's Film or the ritornello of the
"Quad").. This dual way finds its parallel in Deleuze's discussion of the face and of
spacee as 'two kinds of signs of the affection-image."338 If the face can be taken to
symbolizee subjectivity,339 then to extinguish the face is to extinguish the subject. And
indeed,, Deleuze says of one director (namely Bergman), that he "consumes and
extinguishess the face as certainly as Beckett."340

TheThe Purpose
Att first sight, the objective of the whole enterprise -- the purpose of exhausting -- is to
bee released from the exigency to create. The self (author, God) is after all only
allowedd to cease to exist at the end of the possible, after the possible has been
exhausted.. But there is another side to it, namely the image, that appears when the
projectt of exhausting comes to an end. The image is more than a mere by-product of
thee whole enterprise. Exhausting the possible opens the way for the "pure image,"
3377
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thatt Deleuze calls "the indefinite.

The exhausted self is released from the

exigencyy to create by creating: when it exhausts itself in the pure image.

ExhaustingExhausting versus Gathering: Deleuze and Derrida
Itt seems at this stage that exhausting, even though it belongs to a conceptual field
apparentlyy opposed to gathering (to exhaust means to use up, to empty, to
impoverish),, aims, just like Derrida's gesture, at being exhaustive, at accounting for
"everythingg plus n." But even if we decide to call exhausting just another way of
accountingg for a hyper-totality, we have to remember that it occurs in a direct way -byy gathering - in virtue of its opposite: giving up. Which brings us back to the tension
betweenn exhausting and gathering. Perhaps the tension between the discourses of
Beckettt and Derrida that can be evoked by the terms "gathering," "archiving," "hypertotalizing"" and "economy" on the one hand, and "poverty," "exhaustion," "Lessness"
(whichh is a title of a text by Beckett) on the other, is not only an issue between those
twoo authors. Perhaps it indicates a point of dissent between Beckett and Joyce (the
hyper-totalizingg author par excellence) just as much as it marks a difference between
thee Joyce-reader Derrida and the Beckett-reader Gilles Deleuze. We might see it as
thee difference between seeing literature as an institution set upon gathering (Derrida)
andd seeing literary works as "becomings" (Deleuze), that involve a nomadic flight
fromm memory or history342 - and from institutions.
Wee might formulate this difference in the following way: even though Derrida
andd Deleuze share the concern (common to all modern thinkers interested in
literature,, starting with Sartre and his What is Literature?) to demonstrate that
literature'ss function is more than granting us a short-lived escape from reality, they
differr in the way that they deal with this concern. Derrida, even though he fully
recognizess the subversive role of literature, through reading literature in terms of
archive,, economy and law attempts to demonstrate the relevance of literature to the

Deleuzee always italicises the indefinite article that announces a pure image: a woman, a hand, a mouth, some
eyes,, a quadrilateral, a square, a young girl dies; also about space he says that it must become "disused,
unmodified."" Apparently, at stake is the stripping down of space or of the object to the bare essentials.
3422
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1981,, Lectures on Bergson, www.webdeleuze.com. Yet Deleuze's steadfast conviction that the redundancy of
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establishedd institutions (and vice versa - the applicability of the notion "institution" to
literature).. For Deleuze (who is in this respect perhaps more radical) literature is a
flightt from those institutions, in search of the viable alternatives to the forces that the
institutionss represent. It needs emphasizing that this "flight" is not equivalent to the
flightt from life but rather to a voyage of discovery, a search for alternatives.343 It is
thesee viable alternatives that Deleuze addresses when he says that "literature" is
"life."" All of the terms that Deleuze uses in this context ("becoming,"344 "flight," "life,"
"intervention")) emphasize the non-institutional character of literature. To say that
literaturee is an "institution" is to treat it as a significant practice,345 hence to
acknowledgee that one approaches literature in terms of signification and more
generally,, mediation. Deleuze's thought is fundamentally opposed to this view.
Derrida'ss infinite gesture of hyper-totalizing can only achieve the economy it
needss (so that it can take place in the finite space of a text) by means of "translating
figuress into one another."346 The latter gesture draws on the substitution that is one of
thee most potent resources of what Deleuze calls "interpretation" (- it is not for nothing
thatt a translator is sometimes called an "interpreter").
Derrida'ss gesture, even though it is not to be confused with classical
hermeneutics,, is in the end one of demonstrating the relevance of something to
somethingg else by means of reading something as something else (Derrida calls it
thee unsubstitutable substitution): reading literature as archive, as law, as economy.
Hiss work is not as hostile to interpretation as is often suggested by the scholars who
wantt to prevent the understanding of Derrida in the vaguely deconstructivist, Yale
school-context.. He himself says "I have never 'put such concepts as [...] the stability
off interpretive context radically into question' if 'putting radically into question' means
contestingg that there are and that there should be [...] stable contexts of
interpretation."3477 (However it is perhaps useful to take the word "interpretation" as
referringg to its Latin, rather than Greek, antecedent {hermeneuin) that suggests a
moree totalizing search of signification or meaning.)
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Iff we agree on this then Deleuze's famous summons to the French literature
"[ejxpérimentez,, n'interprétez jamais,"348 could also be taken to apply to Derrida. In
thee essay in which those words appear Deleuze attributes the superiority of the
Anglo-Americann literature to its having liberated itself from what Deleuze calls the
"diseasess of the earth": "signifiance and interpretosis,"349 in other words, of
attemptingg to say one thing by saying something else. (In France, Deleuze says, to
thee contrary, "il faut toujours que quelque chose nous rappelle autre chose, nous
fassee penser a autre chose. (...) Depuis qu'on a inventé Ie "signifiant" les choses ne
see sont pas arrangées.") Deleuze's critique of "la manie du "sale petit secret," (...) "la
cochonneriee laborieuse, ponctuelle, enchalnée d'écrivains francais," 35 even though
itt seems to be aimed primarily at the more hermeneutic models of interpretation that
presupposee one interpretive horizon (one "secret"), might also have bearing on the
aspectt of Derrida's work we are discussing here. The scope of this chapter does not
alloww for any more detailed discussion of the respective differences in the
perceptionss of literature presented by Derrida and Deleuze. Without wanting to
suggestt that these perceptions are radically different, I would point out that quite
oftenn Deleuze's critique is applicable to certain aspects of Derrida's enterprise.
Wheree Deleuze distinguishes between on the one hand the domain of the gods, the
city,, the king, (with its interest in the code, archive [le cadastre], and economy) and
onn the other the nomadic, to point out his interest in the latter (i.e. in the nomadic) Derridaa seems to fit much better into the description of the former (namely the code,
thee archive, and economy). Where for Deleuze the objective of literature is "la ligne
dee fuite," Derrida's literary paradigm Odysseus or Ulysses (the Greek and the
Joycean)) must be read as a case of re-territorialization, a circle (though not without a
detour),, a departure in order to return. To the Deleuzian flight from code corresponds
Derrida'ss embrace of a multiplicity of codes. Perhaps the most obvious point of
disagreementt comes to light when Deleuze criticizes French authors for their interest
inn history.

Gilless Deleuze, Parnet, Claire, Dialogues (Paris: Flammarion, 1996), 60. "Experiment, never interpret."
Deleuze,, Dialogues II, 48.
Deleuze, Dialogues II, 47.
3500
Deleuze, Dialogues, 58-60.
3499

131 1

Thee French are too (...) historical, too concerned with the future and
thee past (...) They do not know how to become, they think in terms of
historicall past and future.351

Iff indeed Derrida's gathering of "everything" takes place "by translating all
figuress into one another," then precisely what Deleuze calls interpretation is an
instrumentt of this gathering. It should be emphasized here that Derrida's gesture of
gatheringg is different not only from the absolute Hegelian gesture (as I have already
notedd in Chapter One) but also from classical hermeneutics that, even though
radicallyy finite, presupposes a unitary horizon of meaning.352 No translation is final or
exhaustive:: instead, they are all provisional, temporary and partial. (This is not to say
thatt all readings are equivalent to each other, just that not one of them is exhaustive
inn such a way that it could subsume all the others.) "Interpretation" has a very specific
meaningg here: it no longer signifies a subsumption of all figures under one meaning
butt rather their (always provisional) mutual substitutability.
Itt is because Deleuze rejects interpretation that he contrasts two visions of
writing:: one focused on "une vitesse d'événement » and one that takes recourse to
«unee économie des moyens" (the latter involving archiving). Characteristic of the
"truee novels" ["les vrais romans"353], Deleuze tells us, just like for "Ie télégramme,"
(incidentallyy an example quite relevant to Derrida's thinking of envois, telephone and
gramophone)) "est une vitesse d'événement, pas une économie des moyens .""354 In
otherr words, for Deleuze a 'true novel" is not an "archive," it does not have an
ambitionn to gather.355 On the contrary: a "true novel" has "killed interpretation" {tué

l'interprétation),l'interprétation), to the effect that (and here Deleuze quotes Henry James)
3511
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restaitrestait qu'une lumiere crue,

a light in which an experiment, stripped down to bare

essentials,, can take place.
Thee "telegraphic" quotation above is illuminating for the relation between
Derridaa and Deleuze, and in particular for the difference in the way they perceive
literature.. For Derrida, events of literature require interpretation - not only in virtue of
economicall necessity (containing the infinite in the finite: writing as an act of infinite
gatheringg presupposes an "économie des moyens"), but also juridical necessity: like
law,, literature is something to be interpreted (or translated). A reading of a literary
workk is a pursuit for the law governing that work. And "the law is not to be seen or
touchedtouched but deciphered."357
Forr Deleuze a literary experiment is indifferent to interpretation because like
everythingg else in Deleuze's framework of thought literature participates in the
"univocityy of Being."358 From the perspective of the univocity of Being not only is the
issuee of mediation (and hence also the gesture of the deciphering that provoked by
thee ubiquity of mediation) not a real concern, it is explicitly rejected: "Deleuze's
methodd rejects all recourse to mediations."359 In Deleuze's thought the unique
intuitionn of being traverses "in a single circuit"360 every thinkable opposition. That is
whyy Deleuze opposes a "single voice" of Being to the "two paths" (affirming
respectivelyy Being and Non-being") of Parmenides.361 The same thought is feeding
Deleuze'ss critique of Heidegger362 -- that by needlessly positing an analogy or a
"hermeneuticc convergence"363 between the visible and language the latter failed to
takee the notion of the univocity of Being (that, since it is univocal, does not require
thinkingg in terms of analogy or convergence) far enough.364 In Deleuze's perspective,
thee writer who, like Spinoza's God, exhausts himself in a (literary) "becoming" follows
thee same uninterrupted path of a single voice and a single intuition. This means that,
literally,, writing itself, as mediation (including the possibilities of substituting figures
3566
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forr one another, or gathering economically under one or more figures, like the yes in
Joyce)) is the least of the writer's concerns. Gathering is not so much opposed to as
unnecessaryy in what was earlier described as a literary pantheism. Whereas
Derrida'ss gesture of substitution can be seen as a radicalization of the characteristic
off the structuralist pursuit of "correspondences without resemblance,"365 Deleuze
makess it a point to distinguish "becoming" from the structuralist operation of gathering
(thatt organizes its subject matter by means of substitution): "to become is not to
progresss or regress along a series (...) a becoming is not a correspondence between
relations."" Deleuze's "artist-becomer" (Deleuze speaks of "athleticism" of the artist,
ann "athleticism of becoming"366) creates "beings of sensation" or "sensation as being."
3677

If percepts and affects (for they are the "beings of sensation") are addressed as

"beings"" then writing is an ontological activity to which putting marks on paper is
almostt irrelevant.368 The whole metaphorical network of notions like "deciphering,"
substitutionn and archiving is thereby rendered unnecessary.
Afterr Deleuze's death Derrida described him as "more than anything else" "the
thinkerr of the event," and of singularity. So too, we might add, is Derrida - except that
wheree Deleuze's event, anonymous like the nomads, "travels light" ("indefinite"),
Derrida'ss event carries with it a huge baggage of archives (names, dates, secret
meaningss make it "hyper-" rather than "/ndefinite"). For Derrida preserving "a certain
zonee of disaquaintance" in a text is a question of "donner a lire," and of
"hospitality."3699 A totally intelligible text is not hospitable to another's reading. The
eventt of a text can only "have a future" on the condition of possessing "a reserve"
thatt is capable of "engendering new contexts."370 Now, thinking in terms of "giving to
read,"" or giving to "decipher" always presupposes a consciousness or subjectivity
thatt reads or writes it. This is a second way in which Derrida's perception of literature
iss opposed to Deleuze, for whom the purpose of writing is "to get out of the black hole
off subjectivity, of consciousness and memory."371 For Deleuze, creative activity is in
conflictt not only with any kind of mediation but also with subjectivity. Deciphering
3655
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presupposess a deciphering subject, for Deleuze a relation of knowledge that must be
abandoned.. This seems to be what the exemplary assemblages like the one of wasp
andd orchid372 are to make us appreciate: the wasp and the orchid form a functioning
singularr assemblage that does not require the mediation of a consciousness (they
aree indifferent to our knowing of their existence). Writing,, Deleuze seems to suggest,
iss an activity that produces this kind of non-human interaction. We might ask whether
inn a world like this the principle of iterability still applies.373
Perhapss the most striking difference between Derrida and Deleuze in their
perceptionn of literature is the issue of memory. The baggage of history that is intrinsic
too Derrida's notion of iterability (and thereby to virtually all his thought) can be
contrastedd even to the early Deleuze of Proust and the Signs (1964) where he calls
"superior"" the signs that "cause no memory, no resurrection of the past to intervene"
andd insists that the search must be oriented "to the future." In A Thousand Plateaus,
whenn discussing Proust's A la recherche, Deleuze is even more explicit. "The
narratorr munches his madeleine: redundancy, the black hole of involuntary memory.
(...)) It is, above all, something one has to get out of, escape from. Proust knows that
quitee well, even if his commentators do not."374 Deleuze is quite clear: memory must
bee overcome. Memory is directly related to archiving - and about archiving Deleuze
iss quite explicit:

thee art of the novel (...) is the source of a misunderstanding: many
peoplee think that novels can be created with (...) our memories and
archives,, our travels and fantasies, our children and parents.375

Moreover,, memory is shown to hang together with "interpretation." This is after
all,, Deleuze argues, how Proust makes "the face, landscape, painting, music, etc.
resonatee together" - through the feature of "Swann's aestheticism" in virtue of which
3722
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"aa thing must always recall something else." "Recall" is the key word here. Even with
respectt to Proust, Deleuze does not hide his feeling that Anglo-American literature is
inn this respect superior, because instead of giving in to the contemplation of memory
andd history it undertakes efforts to "get out of the black hole of involuntary memory."
"Theyy (the Anglo-American authors, "from Hardy to T.E. Lawrence, from Melville to
Miller")) know how difficult it is to get out of the black hole of (...) memory."376
Butt Deleuze drives his point still further: he claims that "becoming is an
antii memory"377 (again, it has to be kept in mind that for Deleuze "literature" is,
precisely,, "becoming," i.e., literature is an antimemory). And, what might explain
Beckett'ss infatuation with music: "the musician is in the best position to say: 'I hate
thee faculty of memory, I hate memories,' (...) because he or she affirms the power of
becoming."3788 The exhausted is an "amnesiac witness"379: his memory is exhausted
too.. (Being able to recall belongs still to the realm of being tired. The exhausted
personn "can no longer stir even a single memory.") This means that the exhausted
personn ends up beyond the repetitive stage of the ritornello: "the rocking chair is still
imperfectt in this regard: it must come to a stop."380 Repetition is only a stage of
transitionn in the becoming of Being.
Deleuze'ss readings of literature all seem to be begging a question, namely, in
whatt way can a literary experiment, in focusing on the "speed of event" rather than
onn the "economy of means" avoid being always tainted by the latter? How is it
possiblee to avoid the economical effect of language? "It is not only that words lie,"
Deleuzee says when commenting on Beckett,

theyy are so burdened with calculations and significations, with
intentionss and personal memories, with old habits that cement them
together,, that one can scarcely bore into the surface before it closes up
again.. It sticks together. It imprisons and suffocates us.381
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Inn order to be able to experiment with "pure intensities" we must get rid of all this
mentall baggage. (Both Beckett and Deleuze think that music comes closer to
achievingg this task than words will ever do -- that's why Beckett claims to prefer
musicc to literature.) Deleuze shows that whereas initially Beckett exhausted "words,
voicess and images," with time he found words increasingly difficult to work with. It is
possible,, as Bergson has shown, to think images "before" a consciousness, and in
thee same way it is possible to think space and sounds - but not words. Words are
alwayss bound with the particular or the general, which makes it impossible for them
too reach the visible in itself. It is thereby easier to exhaust images, space and voices
becausee they have less "materiality" ("materiality" referring here to "the burden" of
"intentionss ... memories ... habits").382 Writing as flight signifies precisely a process
off discarding this "materiality." At its extreme point, writing as flight is the radical
extenuationn of all subjectivity

(the "non-personal power"383), a flight from

consciousnesss to the point where everything, including iteration, is brought to a stop
andd the images can interact freely in the "sharp light" of a "non-human life."384

Conclusion Conclusion
Inn this chapter I attempted to find out in what way Deleuze's reading of Beckett
throughh the notion of exhausting differs from Derrida's understanding of literature as
gathering.. Exhausting can to an extent be seen as parallel with archiving: whatever
theirr gesture, they are both in a sense concerned with "everything + n." The one who
archives,, archives everything, including himself; the one who exhausts, exhausts
everythingg and himself. It might be argued that Beckett's exhausting himself in his
workk is the same as leaving his signature in that work: that in both cases haunting,
thee return of the author is taking place. The author's return (Derrida's revenii) in
signaturee would equal his becoming (Deleuze's devenir).
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Certainly,, it might be said that archiving fails to address the physiological
aspectt of the writing process: the work requires the dissolution of the self not only as
aa quasi-transcendental condition. That would be to assume that all it needs is the
"necessaryy possibility" of the death of the author, something that all writing depends
onn in general. Insofar as archiving can be seen as producing an archive it is not
becomingg (becoming a cockroach as in Kafka, becoming exhausted as in Beckett).
Becomingg is a much more extreme process because it conceives the work as that
intoo which the author translates himself physiologically (whereas the signature is only
aa matter of structure of "law"). (This might suggest that Deleuze's aesthetics is
expressivee -- or rather in the negative, "depressive.") But then, it might be retorted,
whetherr we consider the self's dissolution as empirical or merely as transcendental,
thee result will be the same: the "ashes," the haunting of the negative.
Theree are nonetheless some differences worth pointing out. More than
anythingg else, archiving indicates a different attitude to consciousness. It
presupposess a self that, consciously or not, keeps the archives or that makes use of
them.3855 Surely, the archives presuppose the necessary possibility of the death of the
subjectt but it is a structural possibility, not a necessary process. Deleuze and Beckett
alikee push further than this, unraveling the self - exploring its decomposition. In fact,
Deleuzee says, "many authors are too polite, and are content to announce the total
workk and the death of the self. But this remains an abstraction as long as one does
nott show "how it is": how one makes an "inventory," errors included, of how the self
decomposes,, stench and agony included."386 The examples of the undoing of the self
(orr as Deleuze calls it "the center of indetermination") that can be found in Beckett
includee the flight from memory, from choice and from "the personal or the rational."387
First,, exhausting, unlike the archives that are irreducibly linked to memory,
attemptss to go beyond the redundancy of (both voluntary and involuntary) memory.
Beckett'ss "amnesiac witness" is an example of this: forgetting is a necessary part of
thee process of shedding all aspects of subjectivity. To indicate how deeply rooted
Beckett'ss commitment to this process of leaving the self is, it should suffice to recall
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Beckett'ss confessions of love for certain stones that he explained by "fascination with
thee mineral, with things dying and decaying, with petrification." Beckett's biographer
Jamess Knowlson recalls that Beckett "linked this interest with Sigmund Freud's view
thatt human beings have a prebirth nostalgia to return to the mineral state."388
Second,, where Derrida's gathering relies on the continuous necessity of
makingg choices, exhausting takes place on the condition of absolute indifference.
Deleuzee often speaks, in the context of Beckett's work and outside of it, about the
"renouncingg of any order of preference," as well as of "privileged instants" (which
turnss every instant into "any-instant-whatever," and every space into "any-spacewhatever"). .
Wee might attach to it a conclusion that whereas the philosophy of both
Deleuzee and Derrida can be described as affirmative, it is a different kind of
affirmation.. Where Derrida says "yes," Deleuze says with Bartleby "I would prefer not
to."" It is not an opposition of yes and no as might, too easily, be surmised. Rather,
whereass the iterability of the "yes" affirmss the general and the particular and thereby
takess recourse to a self, the inclusive disjunction of Bartleby's expression (that
effectivelyy means "I would prefer not to prefer," "I would prefer not to choose") takes
placee "before" the particular and the universal, in a flight from the self. Bartleby is
strictlyy speaking not a human subject. It is for this reason that whereas Derrida's
archivingg is hospitable to the particular and the universal, exhausting, being a flight
fromm the archives is also the flight from the universal and the particular. The singular
inn Deleuze that he addresses with the indefinite article is that which, like "pure
images,"" "retain[s] nothing of the personal or the rational."389
Forr Derrida, as the notions of authorial signature and "hauntology" suggest,
writingg presupposes both the death and the return or the survival of the author - for
examplee in a private idiom. In Deleuze, we have to do with the ultimate dissolution of
thee author in the work, which entails a loss of anything like the private idiom in favor
off any-idiom-whatever. The supreme moment of subjectivity is the ultimate
dissolutionn of the subject in the work. What Deleuze seems here to be rightly
sensitivee to in Beckett is that his work should not be seen as writing strictly speaking
butt as a pantheism (devenii) that is coextensive with the loss of self.
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