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This essay explores “the faint cries” in First Love and Malone Dies in light of 
Leibniz’s petites perceptions. I have argued elsewhere how consistently and 
systematically Beckett uses the Leibnizian ‘little perceptions’ in the move-
ments of his characters. I consider that the mysterious faint sounds and cries 
can also be elucidated using the same principle. Furthermore, the inaudible 
voices and the imperceptible changes in Beckett’s work reveal that they bear 
not only physical and psychological but also metaphysical attributes. 

1.
What is the significance of Beckett’s enigmatic stage directions for 
sounds and voices often so faint and blurred that the sea becomes 
“scarcely audible” in Embers (1959), the faint voices “largely unintel-
ligible” in Play (1964), and “Mouth continues unintelligible behind 
the curtain, 10 seconds” at the beginning and at the end of Not I
(1973)? How are we to understand these inaudible sounds? What is 
happening during the “10 seconds” in Not I? Beckett keeps quiet 
about the meanings of these puzzling directions, except for the line 
“we have no elucidations to offer of mysteries that are all of their [the 
critics’] making” in a 1957 letter to Alan Schneider (Beckett, qtd. in 
Harmon, 24). As such, it remains up to us to untangle the threads of 
the “mysteries” in his prose and plays. 

The first mysterious and imperceptible change I want to examine 
concerns the bizarre light of the station waiting-room in Watt. That 
room grows dark and then light, imperceptibly but continuously: 

In the waiting-room the darkness gradually deepened. There was 
no longer a dark part and a less dark part, no, but all now was 
uniformly dark, and remained so, for some time. This notable 
change took place by insensible degrees. When the waiting-room 
had been quite dark, for some time, then in the waiting-room the 
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darkness slowly lightened, throughout, by infinitesimal stages,
and continued to do so, at the same rate, until every part of the 
waiting-room was faintly visible, to the dilated eye. 

(204; emphasis added) 

Chris Ackerley regards the phrase “by insensible degrees” as being 
synonymous with “little by little” and connects “infinitesimal stages” 
to the recurrent motif of imperceptible changes in Watt like “the heap 
of millet (or seed), built up or taken away grain by grain” (Ackerley, 
86, 166, 199). This evokes the leitmotif of Endgame, as announced by 
Clov at the beginning of the play: “Grain upon grain, one by one, and 
one day, suddenly, there’s a heap, a little heap, the impossible heap” 
(93) and again by Hamm: “Moment upon moment, pattering down, 
like the millet grains of… […] that old Greek, and all life long you 
wait for that to mount up to a life” (126). The motif is echoed in the 
scenes in which Clov repeats “something is taking its course” (98, 
107), and Hamm says more than once “something dripping in my 
head” (100, 116). In other words, although neither Clov nor Hamm is 
clearly and distinctly aware of what is taking place, they can sense 
that “something” changes obscurely. What counts then is to clarify 
what precisely is taking place behind those gradual changes that rest 
below the threshold of their perceptions. 

2.
In one of the typescripts of Fin de partie (Endgame), held at Ohio 
State University Library, Beckett alludes to Leibniz’s law of continu-
ity, represented as “nature makes no leaps” (Inoue 1995, 111; see 
Mori 2008a, 118, n. 9). Because Leibniz linked his law of continuity 
to his petites perceptions, this allusion induces us to read the obscure 
changes and the enigmatic stage directions in light of Leibniz’s meta-
physics. Unconscious perception is important for Leibniz. In section 4 
of The Principles of Nature and Grace, Based on Reason, he writes: 
“So it is well to make a distinction between perception, which is the 
inner state of the monad representing external things, and appercep-
tion, which is consciousness or the reflective knowledge of this inner 
state itself” (emphasis in the original). Moreover, in section 13 of the 
same work, he holds, “Each soul knows the infinite, knows every-
thing, but confusedly” (1989b). Similarly, in New Essays on Human 
Understanding, Leibniz remarks: 
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I would prefer to distinguish between perception and being 
aware. For instance, a perception of light or colour of which we 
are aware is made up of many minute perceptions of which we 
are unaware; and a noise which we perceive but do not attend to 
is brought within reach of our awareness by a tiny increase or 
addition. 

(134; emphasis in the original) 

In the preface of the same book, in order to indicate that our confused 
perceptions are the result of the innumerable tiny impressions made 
upon us, Leibniz uses the example of the roaring noise of the sea when 
we are standing on the shore: “To hear this noise as we do, we have to 
hear its parts, that is the noise of each wave, although each of these lit-
tle noises makes itself known only when combined confusedly with all 
the others, and wouldn’t be noticed if the wavelet that made it hap-
pened all by itself” (1997, 54). Leibniz thus attempted to capture, with 
his concept of petites perceptions, the infinite small representations of 
the universe that impinge on the individual. In contrast, in the sixth 
meditation of Meditations on First Philosophy, Descartes considered, 
“everything which I clearly and distinctly perceive is of necessity 
true” (48). Windelband restates this conclusion as, “Everything must 
be true which is as clear and distinct as self-consciousness” (392), 
which Beckett copied into his “Philosophy Notes” (182). This maxim 
brought Descartes to regard cogito sum as the unquestionable evi-
dence of “immediate intuitive certainty” (Windelband, 392; emphasis 
in the original). Such was not the case for Leibniz, for whom, as we 
have seen, the soul “knows everything, but confusedly.” Leibniz, 
Windelband explains, held that “the soul (as every monad) always has 
ideas [...] but not always conscious, not always clear and distinct 
ideas; its life consists in the development of the unconscious to con-
scious, of the obscure and confused to clear and distinct ideas” (462). 
“This is where the Cartesians have failed badly,” Leibniz writes in the 
Monadology, “since they took no account of the perceptions that we 
do not consciously perceive” (sec. 14). 
 When did Beckett actually read Leibniz? To answer that ques-
tion, Beckett’s letter to Thomas McGreevy of 5 December 1933 may 
be helpful. After having read the Monadology (see Feldman, 65), 
Beckett wrote “Leibniz a great cod, but full of splendid little pictures” 
(2009c, 172). However, since Beckett alludes to section 67 of the Mo-
nadology in Dream of Fair to Middling Women (47), it follows logi-
cally that he had read Leibniz by the time he was writing Dream in 
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1932. Furthermore, Beckett’s “Philosophy Notes” show that he knew 
through Windelband that Leibniz connects psychology to metaphys-
ics, that is, the petites perceptions to the law of continuity. Beckett 
summarized and partly copied word for word the following passage 
from Windelband into his notebook: 

To the […] intensity of the representations [Beckett writes, “the 
representative force of the monads”] Leibniz applies the me-
chanical principle of infinitely small impulses: he calls these […] 
petites perceptions. […] In the language to-day the petites per-
ceptions would be unconscious mental states. […] In accordance 
with the law of continuity – natura non facit saltum – the monads 
form […] a great system of development […] from the “simple” 
monads to souls and minds. 

(424; emphasis in the original) 

Instead of Windelband’s “in the language of to-day,” however, 
Beckett remarked that the petites perceptions are “the unconscious 
mental states of modern psychology” (1932-34, 191). Just as the prin-
ciples, summarized by Windelband (424), enabled Leibniz to develop 
and establish his system of the Monadology, Beckett was to draw from 
those principles various motifs and expressions for his literary works. 
For instance, using the law of continuity, Beckett undermines any kind 
of dualism, namely, life and death, light and darkness, motion and sta-
sis, and sound and silence. In both Leibniz’s and Beckett’s systems, 
there is no perfect death, no perfect darkness, thus no perfect silence. 
Just as the concept of the petites perceptions in its dynamic principle 
claims that “no body is at rest,” so no silence remains intact and free 
from sounds. As we shall see later, Beckett’s silence is filled with 
“faint cries.” 

To return to the term ‘infinitesimal,’ the term itself evokes Leib-
niz and his infinitesimal calculus that deals with variable quantities 
that are less than any finite quantity, yet not zero. Even though no 
such quantities can exist in a real number system, both Newton and 
Leibniz attempted to capture them independently. Newton termed 
them ‘fluxions’ (or ‘derivatives’), whereas Leibniz named them ‘in-
finitesimals’ (or ‘differentials’). Meanwhile, unable to arrive at a clear 
idea of “the least Particles of time, or the least increments generated 
therein,” Berkeley was puzzled by their analytical and mathematical 
way of perceiving “objects extremely minute.” He criticized the con-
cept of fluxions and infinitesimals in that, “They are neither finite 
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Quantities, nor Quantities infinitely small, nor yet nothing. May we 
not call them Ghosts of departed Quantities?” (Berkeley, 59). Argua-
bly, the notion of “the impossible heap” of “that old Greek” (Beckett 
2006, 93; 126) wandered via Leibniz’s infinitesimals into Beckett’s 
Watt and Endgame. The “Philosophy Notes” indicate that “that old 
Greek” does not mean Zeno alone, but includes Euclid’s adherents 
Eubulides and Alexinus, as Beckett copied their paradoxes such as the 
“Heap” and “the Baldhead” from Windelband’s footnote into his 
notebook: “Which kernel of grain by being added makes the heap?” 
and “Which hair falling out makes the head bald?” (Windelband, 89, 
n. 4). Also, Beckett does not forget to note Windelband’s comment 
that “the fundamental thought in [these paradoxes] is to be traced back 
to Zeno” (89). 

The central issue of the Zeno-Leibniz argument is: “How can a 
space or time-filling interval consist of points which do not fill space 
or instants which do not fill time? How can indivisibles constitute a 
continuum?” (Rescher, 100). Assuming the existence of the many, 
Zeno explored the motion of infinite divisibilities of time and space by 
“reductio ad absurdum” (Beckett 1932-34, 12), thereby producing so-
me inconsistencies in his paradoxes. Naming such difficulties “the 
labyrinth of continuum,” Leibniz tried to capture them by using infini-
tesimal calculus in the field of mathematics. Metaphysically, he ar-
rived at a discovery of the unextended monad whose essence is not ex-
tension, but force (see Mori 2008a, 110-12). Windelband aptly sums 
up the amplitude of Leibniz’s metaphysics in the history of Occidental 
thought: “in Leibniz all threads of the old and the new metaphysics 
run together. […] where the ideas of Greece found their home in the 
midst of the knowledge acquired by modern investigation” (425). 
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Figure 1. Gottfried Wilhelm Leibniz, First manuscript page of the  
Monadology, 1714; source: http://www.philosophy.leeds.ac.uk,  

via Wikimedia Commons. 

3.
Beckett’s statement in the earlier mentioned letter to Schneider – “My 
work is a matter of fundamental sounds (no joke intended) made as 
fully as possible” (qtd. in Harmon, 24) – has become the riddle of the 
Sphinx for Beckettians. Far from solving the mysteries of his work, 
the statement has rendered itself mysterious. To borrow from Steven 
Connor’s work, it has become “a canonical nut that must ceremoni-
ously be cracked, an impediment ritually swerved around, like the 
dreaded centre of the square in Quad” (Connor, 42). I intend here nei-
ther to crack the nut nor to avoid the puzzle; rather, I take the state-
ment literally in my reading of First Love (Premier amour, written 
originally in French in 1946). Although First Love has elicited bio-



Beckett’s Faint Cries 195

graphical, mythological and psychological readings, among others, as 
Julia Kristeva’s semiotic reading demonstrates, I shall read this dense 
text and its intertextual allusions with the help of a range of sounds. 
 The story is about a young man banished from his house on his 
father’s death. While he is stretched out on a bench on the bank of the 
canal, a woman, to his dismay, asks him to make room for her. After 
several meetings, she invites him to live with her. On the day her (and 
presumably his) child is born, he expels himself from the woman’s 
house. In the next passage, he remembers how he once moved away 
from the woman singing on the bench and then back towards her: 

Then I started to go and as I went I heard her singing another 
song, or perhaps more verses of the same, fainter and fainter the 
further I went, then no more, either because she had come to an 
end or because I was gone too far to hear her. […] Such trivial 
doubts [...] could nag at me like gnats for weeks on end. So I re-
traced my steps a little way and stopped. First I didn’t hear it, 
then I did, I must therefore have begun hearing it, at a certain 
point, but no, there was no beginning, the sound emerged so 
softly from the silence and so resembled it. 

(Beckett 2009b, 72) 

It is not the woman herself that draws him back, but rather his wish to 
specify the exact point where her song can first be heard. However, he 
fails in this attempt, for her song emerges imperceptibly and continu-
ously from silence as if there were no beginning. Infinite division of 
space (his footsteps) would be of no use in specifying the birth point 
of the continuous sounds of her song, for the sound proceeds ad infini-
tum towards zero, without arriving at zero. 
 We should remember that at this stage of their encounter, First 
Love presents the woman as an enigma. Not only her song, but also 
her presence appears uncanny to him: “shapeless, ageless, almost life-
less, it might have been anything or anyone, an old woman or a little 
girl” (71); “She wasn’t there, then suddenly she was, I don’t know 
how, I didn’t see her come, nor hear her, all ears and eyes though I 
was” (72). Beckett thus seems to be likening this ghost-like, sorceress-
like woman to a composite figure of a siren and Circe in Homer’s Od-
yssey (and thereby in Joyce’s Ulysses). Like the sirens, the prostitute 
he names “Lulu” or “Anna” lures him with her song to stay with her; 
and, as Ulysses did with Circe, he lives with her for about one year be-
fore resuming his journey. In trying to understand the state that seeing 
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her after some time puts him in, the narrator wonders whether it was 
“some chance thing glimpsed below the threshold, that so unmanned 
me” (71). Here and in the case of the song she sings, his failed attempt 
to glimpse or hear something below the threshold implies the petites 
perceptions.

Not surprisingly, sound plays the primary role in their separation. 
In contrast to the faint song she sang on the bench, her loud labour 
cries put an end to their “marriage”: “It must have been her first 
[child]. They [the cries] pursued me down the stairs and out into the 
street. I stopped before the house door and listened. I could still hear 
them. If I had not known there was crying in the house I might not 
have heard them. But knowing it I did. I was not sure where I was” 
(79). Again, it was not so much love or hatred as the sounds that made 
him leave the house. Although, outside the house, her crying was 
barely within the threshold of his sensations, he could hear it, because 
he knew she was crying. Stealthily, the Leibnizian conception of peti-
tes perceptions shifts into Gestalt psychology, which Beckett learned 
from Woodworth, as we know from his “Psychology Notes” (1934-
35). As Gestalt theory posits, “the physical situation may be deceptive 
or […] difficult to grasp, our senses having their limits, and our desi-
res may blind us to the real facts” (Woodworth, 139). That is, it is not 
so much stimuli as our psychological environment that governs our 
behavior (141). And if in the spirit of the Gestalt principle of closure 
(Woodworth, 129), the narrator searches for “the Wains” in the sky 
that his father had told him about, attempting to find a form (confi-
guration) from the dots (stars), he does not succeed in completing the 
task. His playing of “come and go” with the woman’s cries on their 
separation, on the other hand, hints at an allusion to Freud’s fort-da
play:  

I began playing with the cries, a little in the same way as I had 
played with the song, on, back, on, back, if that may be called 
playing. As long as I kept walking I didn’t hear them, because of 
the footsteps. But as soon as I halted I heard them again, a little 
fainter each time, admittedly, but what does it matter, faint or 
loud, cry is cry, all that matter is that it should cease. For years I 
thought they would cease. Now I don’t think so any more. 

(79-80) 

Beckett leaves another enigma, or “nut” to be cracked at the end 
of First Love: “the faint cries” that did not cease for years, and which, 
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he thinks, will never cease. We have to admit here that neither the pe-
tites perceptions nor Gestalt psychology manage to explain the “cries” 
that never cease, even though psychology and the sounds are so inter-
woven into the plot of First Love that it would be difficult to separate 
one from the other. Although the mysterious sounds echoing through-
out the text – the singing voice, “the stifled giggles and groans” which 
he hears from her room (77), the groaning in labour, and the footsteps 
– are nearly devoid of meaning, they never fail to agitate him. 

There is the rub. A kind of revelation visits him years later: “It 
took me a long time […] to realize that the colour of an eye half seen, 
or the source of some distant sound, are closer to Giudecca in the hell 
of unknowing than the existence of God, or the origins of protoplasm, 
or the existence of self” (77). While “Giudecca,” “the hell of unknow-
ing,” and “icy water” of the canal (71) allude to the icy depths of 
Dante’s Inferno (Canto 34), more significantly, this reference evokes 
the docta ignorantia (learned ignorance) of Nicholas of Cusa (Nico-
laus Cusanus, 1401-1464), which Beckett made his own. He was a 
“non-knower” (Shenker, 148), rejecting “the Joycean principle that 
knowing more was a way of creatively understanding the world and 
controlling it” (Knowlson, 353). Beckett’s position evokes Nicholas of 
Cusa’s statement that “The more profoundly learned we are in this ig-
norance, the more closely we draw near truth itself” (91). Arguably, 
Beckett learned of docta ignorantia through Windelband: 

If the soul would know God, it must be God, it must cease to be 
itself. It must renounce not only sin and the world, but itself also. 
It must strip off all its acquired knowledge, and all present know-
ing of phenomena; as the deity is “Nothing,” so it is apprehended 
only in this knowledge that is a “not-knowing” – docta ignoran-
tia, it was later called by Nicolaus; and as that “Nothing” is the 
original ground of all reality, so this not-knowing is the highest, 
the most blessed contemplation.  

(337)

Importantly, Nicholas of Cusa brings us back to the broken thread of 
Leibniz’s infinitesimal calculus:

There can be no doubt that Leibniz’s views on this, however 
greatly indebted to his work on the infinitesimal calculus, were 
influenced by the teaching of Nicholas of Cusa (in Chap. i-ii of 
De docta ignorantia) that truly accurate reasoning about matters 
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of fact would require an infinite number of inferential steps be-
tween the premises and the ultimately desired conclusion, so that 
the human intellect can only approach, but never attain, the ulti-
mate precision of truth (praecisio veritatis).

(Rescher, 23) 

The banished man’s infinitesimal steps in First Love towards and 
away from the song or the cries run in parallel with Cusanus’s and 
Leibniz’s teaching. No matter how many minute steps he may make 
towards the desired conclusion, human intellect can only approach, 
but never attain, the birth point of the voice. In other words, Cusanus’s 
thought of “the incommensurability of the finite and the infinite” runs 
into Leibniz’s view that “incommensurability lies only in man’s lim-
ited knowing capacity” (Windelband, 419; 399), and then into the fi-
nal enigma of Beckett’s First Love.

4.
We now turn to a remarkable series of “faint cries” in Malone Dies
that benefit our exploration of their source in Leibniz’s petites percep-
tions:

When I stop, as just now, the noises begin again, strangely loud, 
those whose turn it is. So that I seem to have again the hearing of 
my boyhood. Then in my bed, in the dark, on stormy nights, I 
could tell from one another, in the outcry without, the leaves, the 
boughs, the groaning trunks, even the grasses and the house that 
sheltered me. Each tree had its own cry, just as no two whispered 
alike, when the air was still. I heard after the iron gates clashing 
and dragging at their posts and the wind rushing between their 
bars. There was nothing, not even the sand on the paths, that did 
not utter its cry. The still nights, too, still as the grave as the say-
ing is, were nights of storm for me, clamorous with countless 
pantings. 

(206-07; emphasis added)  

One may conceive of this description, especially the last part, as evi-
dence of Beckett’s romanticism. However, Leibniz’s principles too are 
apparent. “Each tree had its own cry, just as no two whispered alike” 
is the first clue. Into this lyrical passage Beckett interweaves Leibniz’s 
principle of the identity of indiscernibles that appears in section 9 of 
the Monadology: “It is even necessary for each monad to be different 
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from every other. For there are never two things in nature which are 
perfectly alike […]” (643). In the case of the trees’ “cries,” this prin-
ciple translates into, “there are no two whispers that do not differ from 
each other.” The identity of indiscernibles is an important principle for 
Leibniz’s system, for each monad represents the whole universe from 
its own perspective, and each as an individual must be distinct from 
others. As such, this principle sustains Leibniz’s pluralism. 

In his fourth letter to Samuel Clark, Leibniz tells us an interesting 
episode in relation to the identity of indiscernibles: “An ingenious 
gentleman […] thought he could find two leaves perfectly alike. The 
Princess [Sophia, Electress of Hanover] defied him to do it, and he ran 
all over the garden a long time to look for some; but it was to no pur-
pose. Two drops of water, or milk, viewed with a microscope, will ap-
pear distinguishable from each other” (1956, 36).  Beckett’s “Philoso-
phy Notes” prove that he knew of this principle. He copied into his 
notebook (1932-34, 191), in abbreviated form, the following passage 
from Windelband: 

Each monad is […] a “mirror of the universe”; it contains the 
whole universe as a representation within itself […]. But each is 
also an individual […]. For there are no two substances in the 
world alike. If now the monads are not distinguishable by the 
content which they represent […] their difference can only be 
sought in their mode of representing this content. 

(423)

However, can we find the Leibnizian petites perceptions in the sounds 
of the leaves, the boughs, the trunks, the grasses, the sand, and so on, 
as they are perceived by Malone as a boy? A question thus arises: No 
matter how exceptionally good Malone’s boyhood hearing might have 
been, how could he have heard the crying of the sand, if the sand 
could cry? Such cries would go far beyond the faculty of the petites 
perceptions, even if they are but unconsciously perceived. In other 
words, they are beyond physical perception. A vitalistic view that 
holds that sand and stone are just as alive as human beings would be 
required to grant the grains of sand the ability to cry (see Mori 2008b). 

Arguably, Leibniz’s Monadology shows itself adequate to meet 
such hypothetical requirements. In section 71 of the Monadology,
Leibniz states that “all bodies are in a perpetual flux like rivers, and 
parts are passing in and out from them continually.” Indeed, on his 
1677 visit to Antony van Leeuwenhoek in Delft, Leibniz may have 
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observed animalcules (protozoa) swimming in a drop of water under 
the microscope; no one could observe with the naked eye, that “all 
bodies are in a perpetual flux like rivers.” The motion of the bodies 
suggests the vitalistic hypothesis that his metaphysical dynamism (“no 
body is at rest”) should logically demand. 

In a 1945 essay on the painting of Bram and Geer van Velde, “Le 
monde et le pantalon,” Beckett draws on Leibniz’s microscopic meta-
physical imagination to describe the painting of Geer: “Ici tout bouge, 
nage, fuit, revient, se défait, se refait. Tout cesse, sans cesse. On dirait 
l’insurrection des molécules, l’intérieur d’une pierre un millième de 
seconde avant qu’elle ne se désagrège” (Here everything moves, 
swims, slips away, returns, undoes, and recovers. Everything stops, 
without stopping. It is like an insurrection of molecules, the inside of a 
stone that is about to disintegrate in a millisecond; 35, my translation). 
Beckett’s insurrection of molecules and stone disintegration in a milli-
second – all of which would be imperceptible even for petites percep-
tions – resonate perfectly with Leibniz’s metaphysical imagination. 
Thus, Leibniz’s vitalistic view of plants and minerals provides the 
theoretical foundation for the hypothetical necessity required to ex-
plain the cry of grains of sand. 
 Furthermore, on the subject of vitalism, Leibniz considers that 
there is “a vital core of its [the living force’s] substance in every body, 
whether of men, animals, plants or minerals, so subtle that it remains 
in the ash of burnt things and at the same time can contract itself into 
an invisible centre” (Aiton, 35). He was later to call this unextended, 
indestructible vital centre the monad. Because its essence is force, it 
has no extension, thereby showing itself to be “an invisible centre.” 
 In regard to Leibniz’s vis viva (living force), Windelband states 
that for Leibniz mathematical and metaphysical principles are to be 
considered from the same perspective (421). Beckett copied into his 
notebook almost verbatim the passage that follows in Windelband: 
“The process begun by Galileo of resolving motion into infinitely 
small impulses […] led Leibniz to the principle of the infinitesimal 
calculus, to his conception of the ‘vis viva’ [living force]” (421; 
Beckett 1932-34, 190/2). Beckett continues to note with few word 
changes Windelband’s explanation of Leibniz’s vitalism: 

Life becomes the principle for explaining Nature; his doctrine is 
vitalism. […] He found the solution, as Nicolaus Cusanus and 
Giordano Bruno had found it before, in the principle of the iden-
tity of the part with the whole. Each force is the world-force […] 
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but in a peculiar phase; every substance is the world-substance, 
but in particular form. […] Substance […] is unity in plurality.
[…] Every substance […] “represents” the multitude of other 
substances. 

(422; 1932-34, 190; emphasis in the original) 

Beckett also notes the similarity of Leibniz’s conception to the omnia 
ubique (all is in all) of the Renaissance (Windelband, 422, n. 6). 
 In Malone Dies, those “clamorous countless pantings” in the still 
nights are the petites perceptions adding up to the “world-force […] 
but in a peculiar phase” or the omnia ubique that Beckett noted in his 
notebook. Moreover, Malone, talking about his own transformations, 
remembers having gone “liquid” and become “like mud” or contract-
ing himself to the point of being “lost in the eye of a needle” (225) in 
the matter of “an invisible centre.” These transformations suggest that 
his monadic existence has survived beyond the threshold of life and 
death. Being an indestructible monad, he has not been allowed to ter-
minate his life once and for all. Not only Malone but all the other mo-
nads in Beckett’s works have been involved in similar endless situa-
tions. 
 Yet those faint cries, just like the woman’s voice in First Love,
mean nothing but a step toward a solution. Like the man in First Love
in the state of un-knowing, Malone dismisses his storytelling: “All is 
pretext, Sapo and the birds, Moll […], pretext for not coming to the 
point, the abandoning […]. Yes, there is no good pretending, it is hard 
to leave everything. The horror-worn eyes linger abject on all they 
have beseeched so long, in a last prayer, the true prayer at last, the one 
that asks for nothing” (276-77). Being a deathless, windowless monad 
in a limbo silence, Malone realizes all is pretext from the beginning. 
His possessions – a notebook, a pencil, a stick, and his stories, above 
all – are essential tools for survival in an eternal silence of the mo-
nadic limbo world, making “the business of Malone and of the other” 
(222) less unbearable. On the other hand, to approach the final state of 
unknowing, he has to abandon his possessions one by one, even 
though they are but imaginary, until he has nothing to possess any 
more, until nothing to say any more. Still, it is hard for him to aban-
don everything, to leave his creatures – Sapo, Moll, Macmann, etc. 
Yet, finally, “the horror-worn eyes” still lingering on what they have 
long coveted, turn to “the true prayer at last, the one that asks for noth-
ing.” “And it is then a little breath of fulfillment revives the dead long-
ings,” Malone continues, “and a murmur is born in the silent world, 
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reproaching you affectionately with having despaired too late” (277). 
Here Beckett links, as his did in First Love, Dante, Cusanus and Leib-
niz, Belacqua’s belated repentance, the docta ignorantia, and the pe-
tites perceptions.

5.
Our exploration of Beckett’s faint cries in First Love and in Malone 
Dies led us first to Leibniz’s petites perceptions and the logico-
mathematical paradox that both Zeno and Leibniz pursued. Although 
Leibniz’s petites perceptions and infinitesimal calculus based on the 
law of continuity seemed to provide a mathematical solution to the 
paradox, the petites perceptions merely exposed the inanity of human 
intellect in the light of Cusanus’s docta ignorantia, namely, that “from 
the knowledge of the finite no path leads to the infinite” (Windelband, 
347; see also 419). In both First Love and Malone Dies, Beckett seems 
to offer a solution, an ethical solution for the protagonists, and he 
brings human suffering in the midst of hellish confusions up to a 
higher level through the monadic petites perceptions, the infinite small 
impulses. We can retrace Beckett’s solution back to the “Whoro-
scope” Notebook: “Each ‘cornice’ [as in Dante’s Purgatorial cornices, 
but here related to the future Murphy] occupied by the physical failure 
which is the metaphysical achievement, in so far as it narrows the 
physical field (petites perceptions) and constitutes an increase in the 
apperceived” (2; qtd. in Feldman, 65). Such are Malone’s “little 
breath” and “murmur” that follow the “true prayer” that “asks for 
nothing.” 
 Finally, it follows from this conclusion that those inaudible 
voices and sounds in Beckett’s enigmatic stage directions are con-
ceived to be the same kind of murmurs and cries that we have ana-
lyzed here. All the inaudible, unintelligible voices are the cries and 
murmurs born into the silent limbo world. In the inaudible “10 sec-
onds” of Not I, for example, Beckett makes the silent voices audible, 
like the close-up effect in films, using his imaginary perceptions that 
he has borrowed from Leibniz’s petites perceptions.
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