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jogged up and down; and she sang in a hoarse cracked voice “Ron ron ron—
et plon plon plon—" and then her knee gave and I was tumbled onto the floor.
She was French; she had been with the Thackerays. She only came to us on
visits. She lived by herself at Shepherd’s Bush; and used to bring Adrian a
glass jar of honey. I got the notion that she was extremely poor; and it made
me uncomfortable that she brought this honey, because I felt she did it by
way of making her visit acceptable. She said too: “I have come in my carriage
and pair”—which meant the red omnibus. For this too I pitied her; also
because she began to wheeze; and the nurses said she would not live much
longer; and soon she died. That is all I know about her; but I remember her
as if she were a completely real person, with nothing left out, like the three
old men.

Apr. 1939—Nov. 1940 1978

JAMES JOYCE
1882-1941

James Joyce was born in Dublin, son of a talented but feckless father, who is accu-
rately described in Joyce’s novel A Portrait of the Artist as a Young Man (1916) as
having been “a medical student, an oarsman, a tenor, an amateur actor, a shouting
politician, a small landlord, a small investor, a drinker, a good fellow, a storyteller,
somebody’s secretary, something in a distillery, a tax-gatherer, a bankrupt, and at
present a praiser of his own past.” The elder Joyce drifted steadily down the financial
and social scale, his family moving from house to house, each one less genteel and
more shabby than the previous. James Joyce’s primary education was Catholic, from
the age of six to the age of nine at Clongowes Wood College and from eleven to
sixteen at Belvedere College. Both were Jesuit institutions and were normal roads to
the priesthood. He then studied modern languages at University College, Dublin.

From a comparatively young age Joyce regarded himself as a rebel against the
shabbiness and philistinism of Dublin. In his last year of school at Belvedere he began
to reject his Catholic faith in favor of a literary mission that he saw as involving
rebellion and exile. He refused to play any part in the nationalist or other popular
activities of his fellow students, and he created some stir by his outspoken articles,
one of which, on the Norwegian playwright Henrik Ibsen, appeared in London’s Fort-
nightly Review when Joyce was eighteen. He taught himself Dano-Norwegian in order
to read Ibsen and to write to him. When an article by Joyce, significantly titled “The
Day of the Rabblement,” was refused, on instructions of the faculty adviser, by the
student magazine that had commissioned it, he had it printed privately. By 1902,
when he received his A.B. degree, he was already committed to a career as exile and
writer. For Joyce, as for his character Stephen Dedalus, the latter implied the former.
To preserve his integrity, to avoid involvement in popular causes, to devote himself
to the life of the artist, he felt that he had to go abroad.

Joyce went to Paris after graduation, was recalled to Dublin by his mother’s fatal
illness, had a short spell there as a schoolteacher, then returned to the Continent in
1904 to teach English at Trieste and then at Zurich. He took with him Nora Barnacle,
a woman from Galway with no interest in literature; her vivacity and wit charmed
Joyce, and the two lived in devoted companionship until his death, although they
were not married until 1931. In 1920 Joyce and Barnacle settled in Paris, where they
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lived until December 1940, when the war forced them to take refuge in Switzerland;
he died in Zurich a few weeks later.

Proud, obstinate, absolutely convinced of his genius, given to fits of sudden gaiety
and of sudden silence, Joyce was not always an easy person to get along with, yet he
never lacked friends, and throughout his thirty-six years on the Continent he was
always the center of a literary circle. Life was hard at first. In Trieste he had very little
money, and he did not improve matters by drinking heavily, a habit checked somewhat
by his brother Stanislaus, who came out from Dublin to act (as Stanislaus putit much
later) as his “brother’s keeper.” Joyce also suffered from eye diseases and, blind for
brief periods, underwent twenty-five operations. In 1917 Edith Rockefeller McCor-
mick and then the lawyer John Quinn, steered in Joyce’s direction by Ezra Pound,
helped out financially, but a more permanent benefactor was the English feminist
and editor Harriet Shaw Weaver, who not only subsidized Joyce generously from 1917
to the end of his life but also occupied herself indefatigably with arrangements for
publishing his work.

In spite of doing most of his writing in Trieste, Zurich, and Paris, Joyce paradoxi-
cally wrote only and always about Dublin. No writer has ever been more soaked in
Dublin, its atmosphere, its history, its topography. He devised ways of expanding his
accounts of Dublin, however, so that they became microcosms of human history,
geography, and experience.

Joyce began his career by writing a series of stories etching with extraordinary clarity
aspects of Dublin life. These stories—published as Dubliners in 1914—are sharp
realistic sketches of what Joyce called the “paralysis” that beset the lives of people in
then-provincial Ireland. The language is crisp, lucid, and detached, and the details
are chosen and organized so that carefully interacting symbolic meanings are set up.
Some of the stories, such as “Araby,” are built around what Joyce called an “epiphany,”
a dramatic but fleeting moment of revelation about the self or the world. Many end
abruptly, without conventional narrative closure, or they lack overt connectives and
transitions, leaving multiple possibilities in suspension. The last story in Dubliners,
“The Dead,” was not part of the original draft of the book but was added later, when
Joyce was preoccupied with the nature of artistic objectivity. At a festive event,
attended by guests whose portraits Joyce draws with precision and economy, a series
of jolting events frees the protagonist, Gabriel, from his possessiveness and egotism.
The view he attains at the end is the mood of supreme neutrality that Joyce saw as
the beginning of artistic awareness. It is the view of art developed by Stephen Dedalus
in A Portrait of the Artist as a Young Man.

Dubliners represents Joyce’s first phase: he had to come to terms with the life he
had rejected. Next he had to come to terms with the meaning of his own growth as
a man dedicated to imaginative writing, and he did so by writing a novel about the
youth and development of an artist, a kind .of novel known by the German term
Kiinstlerroman (a variation on the Bildungsroman). The book’s narrative style changes
to evoke developments in Stephen’s consciousness, from the bare record of a child’s
tactile experiences to the ironically lush descriptions of artistic illumination to the
self-sufficiency of the final diary entries. Joyce wove his autobiography into a novel
so finely chiseled and carefully organized, sostripped of everything superfluous, that
each word contributes to the presentation of the theme: the parallel movement toward
art and toward exile. A part of his first draft was published posthumously under the
original title, Stephen Hero (1944), and a comparison between it and the final version,
Portrait of the Artist, shows how carefully Joyce reworked and compressed his material
for maximum effect.

In Portrait Stephen works out a theory in which art moves from the lyrical form
(the simplest, the personal expression of an instant of emotion) through the narrative
form (no longer purely personal) to the dramatic (the highest and most nearly perfect
form, where “the artist, like the God of creation, remains within or behind or beyond
or above his handiwork, invisible, refined out of existence, indifferent, paring his
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fingernails”). This view of art, which involves the objectivity, even the exile, of the
artist—even though the artist uses only the materials provided for him or her by his
or her own life—overlaps with the emphasis on masks, impersonality, and ironic
detachment in the work of other modernist writers, such as Pound, W. B. Yeats, and
T. S. Eliot. Joyce’s next novel, Ulysses (1922), and his last, Finnegans Wake (1939),
represent the most consummate craftsmanship, put at the service of 2 humanely
comic vision. His innovations in organization, style, and narrative technique have
influenced countless other writers, but these books are unique.

From the beginning Joyce had trouble getting into print. Publication of Dubliners
was held up for many years while he fought with both English and Irish publishers
about words and phrases that they wished to eliminate. Ulysses was banned in Britain
and America on publication; its earlier serialization in an American magazine, The
Little Review (March 1918-December 1920), had been stopped abruptly when the
U.S. Post Office brought a charge of obscenity against the work. Fortunately Judge
John Woolsey's history-making decision in a U.S. district court on December 6, 1933,
resulted in the lifting of the ban and the free circulation of Ulysses first in America
and soon afterward in Britain.

ULYSSES

Ulysses is an account of one day in the lives of Dubliners; it thus describes a limited
number of events involving a limited number of people in a limited environment. Yet
Joyce’s ambition—which took him seven years to realize—is to present the events in
such a manner that depth and implication are given to them and they become sym-
bolic. The episodes in Ulysses correspond to episodes in Homer’s ancient Greek epic
Odyssey. Joyce regarded Homer's Odysseus, or Ulysses, as the most “complete” man
in literature, shown in all his aspects—coward and hero, cautious and reckless, weak
and strong, husband and philanderer, father and son, dignified and ridiculous; so he
makes his hero, Leopold Bloom, an Irish Jew, into a modern Ulysses. The parallels
between the Homeric archetypes and the modern-day characters and events create a
host of interpretive complexities. They can seem tight or loose, deflating or ennobling,
ironic or heroic, epic or mock-epic, depending on their specific use in different epi-
sodes and, to some extent, on the propensities of the reader.

Ulysses opens at eight o'clock on the morning of June 16, 1904. Stephen Dedalus
(the same character as in Portrait, but two years after the last glimpse of him there)
had been summoned back to Dublin by his mother’s fatal iliness and now lives in an
old military tower on the shore with Buck Mulligan, a rollicking medical student, and
an Englishman called Haines. In the first three episodes of Ulysses, which concentrate
on Stephen, he is built up as an aloof, uncompromising artist, rejecting all advances
by representatives of the normal world, the incomplete man, to be contrasted later
with the complete Leopold Bloom, who is much more “normal” and conciliatory. After
tracing Stephen through his early-morning activities and learning the main currents
of his mind, we go, in the fourth episode, to the home of Bloom. We follow closely
his every activity: attending a funeral, transacting business, eating lunch, walking
through the Dublin streets, worrying about his wife’s infidelity with Blazes Boylan—
and at each point the contents of his mind, including retrospect and anticipation, are
presented to us, until his past history is revealed. Finally Bloom and Stephen, who
have been just missing each other all day, get together. By this time it is late, and
Stephen, who has been drinking with some medical students, is the worse for liquor.
Bloom, moved by a paternal feeling toward Stephen (his own son had died in infancy
and in a symbolic way Stephen takes his place), follows him during subsequent adven-
tures in the role of protector. The climax of the book comes when Stephen, far gone
in drink, and Bloom, worn out with fatigue, succumb to a series of hallucinations,
where their unconscious minds surface in dramatic form and their personalities are
revealed with a completeness and a frankness unique in literature. Then Bloom takes



2166 / JAMEs JoYCE

the unresponsive Stephen home and gives him a meal. After Stephen’s departure
Bloom retires to bed—it is now two in the morning, June 17—while his wife, Molly,
lying in bed, closes the book with a long monologue in which she recalls her romantic
and other experiences. Her monologue unfolds in eight flowing, unpunctuated par-
agraphs, which culminate in the book’s final, resonant affirmation, a memory of her
response to Bloom’s marriage proposal: “and yes I said yes I will Yes.”

On the level of realistic description, Ulysses pulses with life and can be enjoyed for
its evocation of early-twentieth-century Dublin. On the level of psychological explo-
ration, it gives a profound and moving presentation of the personalities and con-
sciousnesses of Leopold Bloom, Stephen Dedalus, and Molly Bloom. On the level of
style, it exhibits the most fascinating linguistic virtuosity, many an episode written in
a distinctive way that reflects its subject—e.g., newspaper headlines intruding in a
chapter set in a newspaper office (the “Aeolus” episode), the sentimental language of
women’s magazines dominating a chapter set on a beach where girls are playing
(“Nausicaa”), and the pastiche of styles of English literature from its Anglo-Saxon
birth to the twentieth century taking over in a chapter set in a maternity hospital
(“Oxen of the Sun”). On a deeper symbolic level, the novel explores the paradoxes of
human loneliness and sociability (for Bloom is both Jew and Dubliner, both exile and
citizen), and it explores the problems posed by the relations between parent and child,
between the generations, and between the sexes. At the same time, through its use
of themes from Homer, Dante, and Shakespeare and from literature, philosophy, and
history, the book weaves a subtle pattern of allusion and suggestion. The more one
reads Ulysses the more one finds in it, but at the same time one does not need to
probe into the symbolic meaning to relish both its literary artistry and its emotional
richness. At the forefront stands Bloom, from one point of view a frustrated and
confused outsider in the society in which he moves, from another a champion of
kindness and justice whose humane curiosity about his fellows redeems him from
mere vulgarity and gives the book its positive human foundation.

Readers who come to Ulysses with expectations about the way the story is to be
presented derived from their reading of Victorian novels or even of twentieth-century
novelists such as Conrad and Lawrence will find much that is at first puzzling. Joyce
presents the consciousness of his characters directly, without any explanatory com-
ment that tells the reader whose consciousness is being rendered (this is the stream
of consciousness method, also known as interior monologue). He may move, in the
same paragraph and without any sign that he is making such a transition, from a
description of a character’s action—e.g., Stephen walking along the shore or Bloom
entering a restaurant—to an evocation of the character’s mental response to this
action. That response is always multiple: it derives partly from the character’s imme-
diate situation and partly from the whole complex of attitudes created by a personal
past history. To suggest this multiplicity, Joyce may vary his style, from the flippant
to the serious or from a realistic description to a suggestive set of images that indicate
what might be called the general tone of the character’s consciousness. Past and
present mingle in the texture of the prose because they mingle in the texture of
consciousness, and this mingling can be indicated by puns, by sudden breaks into a
new kind of style or a new kind of subject matter, or by some other device for keeping
the reader constantly.in sight of the shifting, kaleidoscopic nature of human aware-
ness. With a little experience the reader learns to follow the implications of Joyce's
shifts in manner and content—even to follow that initially bewildering passage in the
“Proteus” episode in which Stephen does not go to visit his uncle and aunt but,
passing the road that leads to their house, imagines the kind of conversation that
would take place in his home if he had gone to visit his uncle and had then returned
home and reported that he had done so. Ulysses must not be approached as though
it were a traditional novel; we must set aside our preconceptions, follow wherever the
author leads us, and let the language tell us what it has to say.
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FINNEGANS WAKE

Joyce’s final work, Finnegans Wake took more than fourteen years to write, and Joyce
considered it his masterpiece. In Ulysses he had made the symbolic aspect of the novel
at least as important as the realistic aspect, but in Finnegans Wake he gave up realism
altogether. This vast story of a symbolic Irishman’s cosmic dream develops by enor-
mous reverberating puns a continuous expansion of meaning, the elements in the
puns deriving from every conceivable source in history, literature, mythology, and
Joyce’s personal experience. The whole book being (on one level at least) a dream,
Joyce invents his own dream language, in which words are combined, distorted, cre-
ated by fitting together bits of other words, used with several different meanings at
once, often drawn from several different languages at once, and fused in all sorts of
ways to achieve whole clusters of meaning simultaneously. In fact, so many echoing
suggestions can be found in every word or phrase that a full annotation of even a few
pages would require a large book. Over time, readers and critics of Finnegans Wake
have sorted out the complex interactions of the multiple puns and pun clusters
through which the ideas are projected, and every rereading reveals new meanings.
Many readers find the efforts of explication too arduous, but the book has great beauty
and fascination even for the casual reader. Newcomers are advised to read aloud—
or to listen to the recording of Joyce reading aloud—the extract printed here to appre-
ciate the degree to which the rhythms of the prose assist in conveying the meaning.

To an even greater extent than Ulysses, Finnegans Wake aims to embrace all of
human history. The title comes from an Irish American ballad about Tom Finnegan,
a hod carrier who falls off a ladder when drunk and is apparently killed, but who
revives when during the wake (the watch by his dead body) someone spills whiskey
on him. The theme of death and resurrection, of cycles of change coming round in
the course of history, is central to Finnegans Wake, which derives one of its main
principles of organization from the cyclical theory of history put forward in 1725 by
the Italian philosopher Giambattista Vico. Vico held that history passes through four
phases: the divine, or theocratic, when people are governed by their awe of the super-
natural; the aristocratic (the “heroic age” reflected in Homer and in Beowulf); the
democratic and individualistic; and the final stage of chaos, a fall into confusion that
startles humanity back into supernatural reverence and starts the process once again.
Joyce, like Yeats, saw his own generation as in the final stage awaiting the shock that
will bring humans back to the first.

A mere account of the narrative line of Finnegans Wake cannot give any idea of
the content of the work. If one explains that it opens with Finnegan’s fall, then intro-
duces his successor, Humphrey Chimpden Earwicker, who keeps a pub in Chapeli-
zod, a Dublin suburb on the river Liffey, near Phoenix Park; that HCE is feeling guilty
about an indecency he committed (or may have committed) in Phoenix Park; that his
dream constitutes the novel; that his wife, Anna Livia Plurabelle, or ALP (whois also
Eve, Iseult, Ireland, the Liffey), changes her role just as he does; that HCE and ALP
have two sons, Shem and Shaun (or Jerry and Kevin), who represent introvert and
extrovert, artist and practical man, creator and popularizer, and who symbolize this
dichotomy in human nature by all kinds of metamorphoses; and if one adds that, in
the four books into which Finnegans Wake is divided (after Vico’s pattern), actions
comic or grotesque or sad or tender or desperate or passionate or terribly ordinary
(and very often several of these things at the same time) take place with all the shifting
meanings of a dream, so that characters change into others or into inanimate objects
and the setting keeps shifting—still one has said very little about what makes Fin-
negans Wake what it is. The dreamer is at once a particular person and a universal
figure, his initials also standing for “Here Comes Everybody.” His mysterious mis-
demeanor in Phoenix Park is in a sense Original Sin: Earwicker is Adam as well as a
primeval giant, the Hill of Howth, the Great Parent (“Haveth Childers Everywhere”
is another expansion of HCE), and Man in History. Other characters who flit and
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change through the book, such as the Twelve Customers (who are also twelve jurymen
and public opinion) and the Four Old Men (who are also judges, the authors of the
four Gospels, and the four elements), help weave the texture of multiple significance
so characteristic of the work. But always it is the punning language, extending sig-
nificance downward—rather than the plot, developing it lengthwise—that bears the
main load of meaning.

Araby!

North Richmond Street, being blind, was a quiet street except at the hour
when the Christian Brothers’ School? set the boys free. An uninhabited house
of two storeys stood at the blind end, detached from its neighbours in a square
ground. The other houses of the street, conscious of decent lives within them,
gazed at one another with brown imperturbable faces.

The former tenant of our house, a priest, had died in the back drawing-
room. Air, musty from having been long enclosed, hung in all the rooms, and
the waste room behind the kitchen was littered with old useless papers. Among
these I found a few paper-covered books, the pages of which were curled and
damp: The Abbot, by Walter Scott, The Devout Communicant and The Mem-
oirs of Vidocq.? 1 liked the last best because its leaves were yellow. The wild
garden behind the house contained a central apple-tree and a few straggling
bushes under one of which I found the late tenant’s rusty bicycle-pump. He
had been a very charitable priest; in his will he had left all his money to
institutions and the furniture of his house to his sister.

When the short days of winter came dusk fell before we had well eaten our
dinners. When we met in the street the houses had grown sombre. The space
of sky above us was the colour of ever-changing violet and towards it the lamps
of the street lifted their feeble lanterns. The cold air stung us and we played
till our bodies glowed. Our shouts echoed in the silent street. The career of
our play brought us through the dark muddy lanes behind the houses where
we ran the gantlet of the rough tribes from the cottages, to the back doors of
the dark dripping gardens where odours arose from the ashpits, to the dark
odorous stables where a coachman smoothed and combed the horse or shook
music from the buckled harness. When we returned to the street light from
the kitchen windows had filled the areas. If my uncle was seen turning the
corner we hid in the shadow until we had seen him safely housed. Or if Man-
gan’s sister came out on the doorstep to call her brother in to his tea we
watched her from our shadow peer up and down the street. We waited to see

1. The third of the fifteen stories in Dubliners.
This tale of the frustrated quest for beauty in the
midst of drabness is both meticulously realistic in
its handling of details of Dublin life and the Dublin
scene and highly symbolic in that almost every
image and incident suggests some particularaspect
of the theme (e.g., the suggestion of the Holy Grail
in the image of the chalice, mentioned in the fifth
paragraph). Joyce was drawing on his own child-
hood recollections, and the uncle in the story is a
reminiscence of Joyce’s father. But in all the stories
in Dubliners dealing with childhood, the child lives
not with his parents but with an uncle and aunt—a
symbol of that isolation and lack of proper relation
between “consubstantial” (in the flesh) parents

and children that is 2 major theme in Joyce's work.
2. The Joyce family moved to 17 North Richmond
Street, Dublin, in 1894; and Joyce had earlier
briefly attended the Christian Brothers’ school a
few doors away (the Christian Brothers are a Cath-
olic religious community). The details of the house
described here correspond exactly to those of num-
ber 17.

3. Frangois Eugéne Vidocq (1775-1857) had an
extraordinary career as soldier, thief, chief of the
French detective force, and private detective. The
Abbot is a historical novel dealing with Mary,
Queen of Scots. The Devout Communicant is a
Catholic religious manual.



