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ABBREVIATIONS AMND BIBLIOGRAPHICAL REFERENCES

Figures in square brackets in the text refer to the illustrations.
The following abbreviations have been used in bibliographic-
al references:

Archive = The James Joyce Archive, General editor Michael
Groden; gssociate editors Hans Walter Gabler, David
Hayman. A. Walton Litz, Danis Rose. 63 volls (New
York: Garland Publishing, 1978-80).

Consciousness of Joyce = RicHArp Erimann, The Con-

sciousness of Joyee (New York: Oxford U.P., 1977).

CW = The Critical Writings of James Joyce, ed. E. Mason
and R. Ellmann (London: Faber, 1959).

D = ]. Joxce, Dubliners (Harmondsworth: Penguin, 1956).

E = ]. Jovce, Exiles, including hitherto unpublished notes
by the author ... and an introduction by Padraic Colum
(New York: Viking, 1951).

EG = GucrLieLmo Ferrero, L'Europa Giovane (Milano:
Treves, 1898).

FW = ]. Jovce, Finnegans Wake (London: Faber, 1939).
A colon separates page and line numbers.

JI, 1959 = RicHarp ELLMANN, James Joyce (New York:
Oxford U.P., 1959).

J], 1982 = RicHArp ELLMANN, James Joyce, revised edi-
ton (New York: Oxford U.P., 1982).

JIB = James Joyce Broadsheet, eds. A. ArMsTrONG, P.
Bekker, R. Brown (London 1980—).

J1Q = James Joyce Quarterly, ed. T.F. StaLey (Tulsa,
Ok., 1963—). See especially S.L. Humphreys, « Fer-
rero Etc.: James Joyee's Debt to Guglielmo Ferrero »,
16 (1979), 239.52.

Joyce Remembered = ConsTANTINE CURRAN, James Joyce
Remembered (New York: Oxford U.P., 1968).

JP = Dommnic Mawcanterro, Joyee's Politics (London:
Routledge & Kegan Paul, 1980).

L = Letters of James Joyce, vol. I ed. Stuart Gilbert (Lon-

don: Faber, 1957), vols. II and III ed. Richard
Elmann (London: Faber 1966).

My Brother's Keeper = Stanistaus Jovce, My Brother's
Keeper, edited by R. Ellmann (London: Faber, 1958).

P = T. Jovce, A Portrait of the Artist as A Young Man:
text, criticism and notes, ed. Chester G. Anderson
(New York: Viking, 1968). Includes also the 1904
"Portrait of the Artist”.

Pd5 = Il Piccolo della Sera, Trieste daily newspaper.

S. & C. = ].]. Srocum & H. Canoon, A Bibliography of
James Joyce 1882-1941 (London: Hart-Davis, 1953).

Scholes = Rosert E. ScHores, The Cornell Jovee Collec-
tion: A Catalogue (Ithaca, N.Y.: Cornell U.P., 1961).

SH = ]James Joyce, Stephen Hero, ed. Theodore Spencer,
with additional pages eds. J.J. Slocum and H. Cahoon.
(London: Jonathan Cape, 1956); with further additions
{New York: New Directions, 1963 ).

S.I. = ]. Joxce, Scritti Italiani a cura di Gianfranco Cor-
sini e Giorgio Melchiori, con la collaborazione di Louis
Berrone, Nino Frank e Jacqueline Risset (Milano:
Mondadori, 1978).

U = ]. Jovce, Ulysses. The first page reference is to the
revised Random House edition (New York, 1961), the
second to the revised Penguin Books edition (Har-
mondsworth, 1971).

Workshop of Daedalus = The Workshop of Daedalus:
James Joyce and the Raw Materials for "A Portrait of
the Artist as A Young Man”, ed. Robert E. Scholes
and Richard M. Kain (Evanston: Northwestern U.P.,
1965). Includes Epiphanies and Paris, Pola and Trie-
ste Notebooks.



INTRODUCTION

What induced James Joyce, in early May 1906, to look for a job in Rome?
By that time he seemed to have settled in Trieste together with Nora:
he was 24 years old, had made a fair reputation as a language teacher,
at the local Berlitz School, was responsible for the wellbeing not only of
his son Giorgio, born on 27 July 1905, but also of his younger brother
Stanislaus, whom he had persuaded to join the menage in October of that
yeat. On 17 February 1906 the London publisher Grant Richards had
undertaken to publish his collection of twelve stories under the title of
Dubliners (within April Joyce added two more to them) and he was still
busily writing his endless autobiographical novel Stephen Hero of which,
by March, he had completed the twentyfifth chapter, part of the University
College section. All seemed well. But April is a cruel month. He did not
know how to proceed with the rest of the novel (« it is quite impossible
for me in present circumstances to think the rest of the book, much less
to write it ». L, II 132) and on the twenty-third April Richards raised
strong objections to the inclusion of one of the additional stories in
Dubliners, « The Two Gallants ». It was a terrible blow: Joyce considered
any request to alter or cut the story’as an attack against not only his
aesthetic but also his moral and social integrity. His letters to Richards
of 5 and 13 May reflect his frame of mind. In the first he says:

My intention was to write a chapter of the moral history of my country
and I chose Dublin for the scene because that city seemed to me the
centre of paralysis. I have tried to present it to the indifferent public
under four of its aspects: childhood, adolescence, maturity and public
life. The stories are arranged in this order. I have written it for the
most part in a style of scrupulous meanness, and with the conviction
that he is a very bold man who dares to alter in the presentment, still
more to deform, whatever he has seen and heard. I cannot do any more
than this. I cannot alter what I have written. (L, I1. 134).

In the second, long and even more passionate letter, Joyce firmly states:
« I have very little intention of prostituting whatever talent T may have
to the public », and reaches the bitter conclusion: « not the least unfor-
tunate effect of this tardy correspondence is that it has brought my own
writing into disfavour with myself » (L, II. 138).
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Just then, and more precisely on May 11th, the Rome daily La Tribuna
carried a small ad inviting applications from young men proficient in foreign
languages for an unspecified job in a bank. Joyce must have replied im-
pulsively, as a reaction to his feeling of frustration. This feeling accounts
for the punctiliousness with which, when the Roman bank appeared inte-
rested in his application, Joyce got ready for his new job, while carrying
on at the same time laborious negotiations with Richards in order to induce
him to publish his book. There are two more reasons for his decision to
move to Rome. The first is obviously of an economic nature: on June
10th he informed Richards of his intention, adding: « As the salary (£ 150
a year) is nearly double my present princely emolument and as the hours
of honest labour will be fewer, I hope to find time to finish my novel
[Stephen Hero] in Rome within a year » (L, I1. 140). The second reason
is connected with a tireless intellectual curiosity at the root of Joyce's
creative impulse. If his novel and his stories were meant to present the
state of intellectual and moral paralysis of contemporary Dublin, it was
his task to acquire first-hand knowledge of those institutions that origi-
nated the paralysis. One of them was of course « the imperial British
state », but the other, no less obnoxious, was « the holy Roman catholic
and apostolic church »; the definitions come from the first episode of
Ulysses, where Stephen says that he is « a servant of two masters, ...an
English and an Italian » (U, 20/26). Rome is the palace of the Italian
master, a palace which the voung rebel must infiltrate to discover how
the power of the master works — in fact Joyce's correspondence from
Rome shows how closely he spied upon the ceremonies, the ritual, the
hierarchical structures of the Roman Church.

If these were the reasons for Joyce’s move to Rome, it must be acknow-
ledged that the hopes he had expressed in his letter to Richards were
utterly disappointed. During his stay there, he not only failed to add a single
line to his novel, but also, after having in the first few days tinkered
a bit with some of his Dubliners stories, he kept repeating: «It is impossible
for me to write anything in my present circumstances » (to Stanislaus,
18 October 1906, L, I1. 182). Even when, through the good offices of
Arthur Symons, Elkin Mathews accepted the poems of Chamber Music
for publication, and Joyce spent a few days in October rearranging and
copying them out, his mood was one of retrospective despondency: «1I
went through my entire book of verses mentally on receipt of Symons’
letter and they nearly all seemed to me poor and trivial: some phrases
and lines pleased me and no more » (L, II. 182).

In sharp contrast with this attitude, as soon as he was back in Trieste



in early March 1907, Il Piccolo della Sera was able already on the 22nd
of the month to publish the first of Joyce’s articles on the Irish situation
(so that his ex-colleague in the Rome bank, Paul Bompard, got the im-
pression that Joyce had returned to Trieste with excellent prospects of
a journalistic career), and by September he had completed the long story
« The Dead » (the last of Dubliners) and had begun writing anew, in
five long chapters, Stephen Hero, under the title Portrait of the Artist
as a Young Man.

What had he achieved during the seven months and seven days spent
in Rome? The obvious reply, supported by the evidence of the long last
letter sent to Stanislaus at the beginning of March, is: nothing.

The testimonial provided by the bank some three years later states that he
gave « entire satisfaction » and that « his conduct was always excellent »,
but from his letters we know that he himself drew very little satisfaction
from the experience: for most of his colleagues he had only scorn and
for the bank managers amused irony. Apart from private lessons in his
spare time and the words exchanged with other customers in his too
frequent visits to the local osterie, Joyce made no friends in Rome. Here
is the budget of his stay presented in his last letter from the city:

... to continue as I am at present would certainly mean my mental
extinction. It is months since 1 have written a line and even reading
tires me. The interest I took in Socialism and the rest has left me. I
have gradually slid down until I have ceased to take any interest in any
subject. I look at God and his theatre through the eves of my fellow-
clerks so that nothing surprises, moves, excites or disgusts me. Nothing
of my former mind seems to have remained except a heightened
emotiveness which satisfies itself in the sixty-miles-an-hour pathos of
some cinematograph or before some crude Italian gazzette-picture. (L,
II. 217).

On this evidence we may well consider the Roman Summer, Fall and
Winter of Mr Joyce as a sequence of dead seasons — a parenthesis in his
life to be ignored or forgotten: the influence of Rome had been more
paralyzing than that of Dublin, the capital of Christendom as well as
of Italy had given him less than nothing.

This is in fact the impression received and duly recorded by most Joycean
critics and biographers. Our efforts to retrace and recover those Roman
days have convinced us that the truth is exactly the contrary. We were
fortunate in having the best possible guide in our search: Joyce himself.
His letters from Rome are the richest and most detailed section of what
might be called his epistolary autobiography; they bear witness not only

11
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to his daily struggle for survival among economic and psychological dif-

‘ficulties, but also to the extreme alertness of his intellectual life, to the

variety of his interests, to the intensity of his mental activity — any-
thing but paralysis; the final note of despair is not the result of intellectual
starvation, but of surfeit. For the twenty-four year old young man, turn-
ing twenty-five, those months marked a fundamental phase of ripening
and re-assessment. If he did not « write » anything in Rome it was not
because Rome had nothing to give him, but because it was giving him
too much and all at once. It gave him a new approach to political ideology,
it opened up an endless historical perspective on people and places that
no book could have provided him with, and, through the continual play
of contrasts and contradictions fed by memory and nostalgia, it suggested
new ideas and new departures, and new ways of expressing them. Joyce
himself was hardly aware of what was stirring in his mind. After the to-
tally negative diagnosis in his last letter from Rome, quoted before, he
went on: « Yet I have certain ideas I would like to give form to: not as
a doctrine but as the continuation of the expression of myself which I
now see I began in Chamber Music. These ideas or instincts or intuitions
or impulses may be purely personal ». The ideas, intuitions, impulses sug-
gested by his experiences in Rome were going to be most fruitful: in
the first place the story of Ulysses and that of « The Dead », the crowning
glory of Dubliners; and the fact that Richard Rowan, the hero of Joyce's
one play written in 1913-14, spent his nine years of exile not in Paris,
in Trieste, or in Zurich, but in Rome, is more than a symptom of the im-
pression left by the seven months spent there by the author of Exiles.
Also the articles on the Irish situation that Joyce began contributing to
Il Piccolo della Sera as soon as he was back in Trieste from Rome with
a view to «set out the problem sincerely and objectively » (as he was
to state seven years later to the Italian publisher Formiggini) originated
from the political interests stimulated by his stay in Rome (see G. Mel-
chiori, « The Language of Politics and the Politics of Language », JJB,
4, Feb. 1981).

The papers here collected are intended to show that the Roman period
of James Joyce was in a way the most fruitful in the whole of his intel-
lectual life. The illustrations try to document this rich though evasive
season. Most of them were collected in view of a photographic exhibi-
tion on « Joyce in Rome » set up on the occasion of the Joyce centenary
in 1982, with the generous help of the University of Rome « La Sapien-
za », as well as of the Assessorato alla Cultura of the Comune di Roma



and of the Irish Embassy in Rome (that provided a parallel exhibition
on « Joyce in Dublin »). Credits for the exhibition are listed at the end
of this book, but we wish to express our gratitude to the Rector of the
University, prof. Antonio Ruberti, to alderman Prof. Renato Nicolini of
the Comune di Roma, and to Ambassador Robert McDonagh not only
for the substantial financial contributions but for the time and thought
they devoted to the Joycean celebrations.

The University « La Sapienza », through the Magistero Faculty's « Isti-
tuto di Lingua e Letteratura Inglese e Letteratura Anglo-Americana »,
directed by Barbara Arnett Melchiori, promoted also a Seminar on « Joyce
and Contemporary Italian Culture », with the participation of, and con-
tributions from, a large number of Italian scholars as well as leading
Joyceans from different countries (a prospect of the Seminar is provided
in an appendix to the present book). One of the workshops of the Se-
minar was devoted to the politics of Joyce; owing to the relevance of
the Rome sojourn to this aspect of Joyce's thought, revised versions of
some of the papers offered on that occasion are included in this volume.
We are grateful to the authors Joan Fitz Gerald (Rome Univ.), Diarmuid
Maguire (Bologna Univ.), Dominic Manganiello (Ottawa Univ.), Franca
Ruggieri (Rome Univ.) for their papers, and to Seamus Deane (UC,
Dublin) for allowing us to reproduce parts of his fundamental contribu-
tion to the debate as a conclusion to the volume.

An additional contribution to the Joyce centenary celebrations fund by
the Rome University « La Sapienza » has made the publication of this
volume possible by covering part of the expenses. Arnoldo Mondadori
Editore (Milan) provided financial and bibliographical assistance to the
Rome Joycean celebrations. Further help came from the Banco di Roma;
and we wish to mention our indebtedness to Dr Franco Onorati, of the
Banco, whose original research into Joyce's activity as a bank clerk was
one of the starting points for our quest.

We have not aimed at publishing the complete proceedings of the Jovcean
celebrations in Rome, as reported in the Appendix to this volume, but an
autonomous book on a specific subject. The papers here collected are a
radical re-elaboration of a small part of the material contributed on’ that
occasion, completely recast with substantial additions through close team
work by the Rome research group on Joyce, in order to provide an organic
re-appraisal of the importance of Joyce’s stay in Rome. We have tried in
this way to get to the root of the ideological project behind the writing
of Ulysses, which is reflected also in the last story added to Dubliners, in
Exiles, and, ultimately, in Finnegans Wake. CB.,C.de P, GM.
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1. Via San Claudio now, looking towards
Via del Corso. The offices of the Bank
were on the first floor of the building
on the right; the tablet to Shelley is
visible on the wall at the end of the
street.

2. Via Frattina, nos. 37 and 38, as
they are now. Signor Pace's "little wine
shop opposite the house” (L, IL. 154)
must have been at no. 37 (now a fashion
shop), though the Guida Monaci for 1906
gives the owner's name as Pica.

14

JOYCE IN ROME

Chronology

31 July 1906. James Joyce, with Nora Barnacle and his one-year old
son Giorgio arrives in Rome from Trieste after a two day journey
via Pola and Ancona, and takes rooms c/o Signora Dufour, Via
Frattina 82, IT floor. While looking for the Bank where he is
to be emploved, he sees the marble tablet commemorating Shelley’s
writing of the Cenci and Prometheus Unbound. [1]

1 August. Starts work in the private bank Nast-Kolb and Schumacher,
Via San Claudio 87, in the Italian correspondence office. Time-
table: 8.30-12 a.m. and 2-7.30 p.m.; monthly salary 250 lire. In
the evening listens to the brass band in Piazza Colonna.




4-5 August. First impressions of Rome: St. Peter’s, the Pincio, the Co-
losseum and the Forums.

From 10 August. Greatly interested in the Italian political situation, which
suggests a reconsideration of the Irish one. Reads regularly the
Socialist daily Avanti! and the anticlerical weekly L'Asino. A re-
gular customer of the wine shop of Signor Pace, a clerk in the
Ministry of Finance who ran his establishment in Via Frattina
under an assumed name. [2]

15-18 August. Reads an Italian translation of The Picture of Dorian
Gray. [3]

Semud half of August. Adds to the Dubliners story « A Painful Case »,
reads George Moore’s The Lake and thinks of joining one of
the English lending libraries (there were three in Piazza di
Spagna). [4]

1 September. Begins to take Danish lessons from a man called Petersen.

5 September. Begins to give private English lessons in the evening; his

first pupil is a nephew of the well-known painter Francesco Pao-
lo Michetti.

3. The Picturc of Dorian Gray, published

in Palermo, 1906, at the expense of the

translator Biagic Chiara. "I am i

The Picture of Dorian Grey [sic] in

ifmhan"‘élﬁ Auvg., L, 11, 149). 'I'hl.‘hll:n;‘ﬁ
18 Aug. comments at some

on the novel.

15



4. Piazza di Spagna seen from Via due
Macelli. The best known English lending
library was at the corner of Via del Ba-
buino at the far end.

5. 85. Domenico e Sisto, housing the
Dominican Angelicum Caollege, in Via Pa-
nisperna. "On the way back home from
the Ferum being very tired I went into
a Dominican church ... An order like

this couldn't support their immense
church with rent & c ... They must have

vast landed estates under various names,
and invested moneys." (25 Sept., L, IL

163-6).
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8 September. Election of the general of the Jesuits, known as « the black
pope ».

23 September. Visit to the Forum, stopping on his way back in a Do-
minican church for Vespers. [5]

30 September. Monthly rent raised to 40 lire. Announces that he has
in mind a new story for Dubliners dealing with the Dublin Jew
Mr Hunter.

1 October. Consults an international jurist on the breach of contract
by the British publisher Grant Richards over the publication of
Dubliners.

7-10 October. Follows with great interest the reports in Awvanti! and

L’'Asino of the Italian Socialist Party Congress.

8 October. Celebrates the second anniversary of his 'espousal’ to Nora.

Mid-October. Reads plays by Hauptmann and Ibsen. Through the good
offices of Arthur Symons, the London publisher Elkin Mathews
shows interest in Chamber Music; Joyce asks for the manuscript
back from Richards and begins to copy and re-order the collection.

21 October. Final rejection of Dubliners by Richards.

24 October. Completes the transcription and reordering of the poems
in Chamber Music and sends the manuscript to Mathews. [6-7]

6 November. Reads novels by George Gissing. Reawakening of interest
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in the Irish political situation: considers himself an « intellectual
striker » and calls Yeats and other Irish writers « the blacklegs
of literature ».

11 November. Attends a service at an Evangelical hall. Receives notice
from his landlady for the end of the month.

13 November. Has « just read » Guglielmo Ferrero's L'Enropa Giovane
and the fourth volume of his Grandezza e Decadenza di Roma. Has
found a title for his new story: « Ulysses », but he is too worried
to begin it; has an idea for another story, « The Last Supper ».
Admitted as reader to the Biblioteca Vittorio Emanuele. [8-9]

14 November. A bomb explodes at the Caffé Aragno. [10]

18 November. Another bomb in St. Peter's; Joyce visits the church in
the afternoon. [11]

19 November. Finds a job at a private evening school, the Ecole de
Langues.

20 November. Another explosion in Piazza di Spagna, probably in view
of the visit of the king of Greece to Rome. Interested in the
trial in New York, for indecent behaviour, of the tenor Enrico
Caruso.

6. Title page of the ms. of Chamber
Music bearing the date "Rome, 24 October
1906", (Yale Univ. Lib.: 5. & C, E.1.c).

7. Last page of the ms, of Chamber
Music with Joyee's Rome address. (Yale
Univ. Lib.: 5. & C.; E.1.c).
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8. The reading room of the Biblioteca
Nazionale Vittorio Emanuele 11, in Via
del Cellegio Romano (a hundred yards
from the Bank}; it moved to new premises
in the late "60s.

1 December (Saturday). Ejected from Via Frattina, he moves temporarily
with Nora and Giorgio to a small hotel; in spite of circumstances,
he reads the stories of Thomas Hardy and asks Stanislaus for de-
tails on Mr Hunter.

5 December. The family moves to a small room in Via Monte Brianzo 51,
IV floor. [12]

7 December. Submits Dubliners to the London publisher John Long.

December 1906 - early January 1907. Increasing financial difficulties.
Only one day holiday for Christmas. Giorgio is weaned at last
and Nora is pregnant again. Keeps reading contemporary British
short stories (Morrison, Kipling) and has ideas for three or four
more stories of his own. Regrets being unable to attend, in the
week 7-13 January, the celebration of the 'Union of the Rites’
in the Church of San Silvestro. [13]

Mid-January 1907. Receives and signs the contract for the publication
of Chamber Music with the London publisher Elkin Mathews.

1-11 February. Greatly interested in the riots at the Abbey Theatre in
Dublin, for the performance on 29 January of J.M. Synge's The
Playboy of the Western World.

3 February. Takes Nora and Giorgio to see at the Teatro Nazionale [14]

18
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12. Via Monte Brianzo at the beginning
of the century; most of these houses
were demolished or reconverted.

13. The church of San Silvestro, some
fifty yards from the bank. "They are
celebrating this week in Sylvester's Church
the union of the rites. Every morning
a different rite. 1 should love to go..".
(10 Jan, 1507, L, I1. 206).

14. The Teatro Nazionale in the Salita
di Magna Napoli (now Via Quattro No-
vembre). Built in 1886, it was demolished
in the early '30s.
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the comic opera Le Carnet du Diable, music by Gaston Serpette,
words by Ernest Blum.

6 February. « Ulysses never got any forrader than the title », but he
has other « titles », among which « The Dead » — a story that
he was to write some months later. Reads Maupassant. Stops
buying the Awvanti!. Struck by the news of the death of Michael
Cusack, the founder of the Gaelic Athletic Association (on whom
he was to model ’the citizen’, in the twelfth episode of Ulysses).

9-11 February. Resigns from the Ecole de Langues. Too upset by the
Abbey Theatre riots to be able to write « The Dead ». Tired of
their room, Nora books another in Via del Corso as from 15
February. Reads Anatole France and the early Italian storytellers
Anton Francesco Doni, Gentile Sermini, etc. [15-16]

12 February. At the Teatro Costanzi: Wagner's Gatterdimmerung. [17]
14 February. With no forewarning, gives notice to the bank and asks
to be given back his job at the Berlitz School in Trieste.

16 February. Refusal from the Berlitz School. Gives up the move to Via
del Corso but has to pay two weeks rent for breach of contract.

15-16. Volume VII of "Biblioteca Enci-
clopedica Italiana, containing Scelte no-
velle antiche e moderne (Milano: Bettoni,
1838). Joyce read there the stories by
the early Italian wovellieri (letter of 11
Feb., L, II. 212).

17. Il Messaggero, 26 Dec, 1906, featur-
ing Italo Cristaldi {Sic%ied] and Margot
Kaftal (Brunhilde) in Wagner's Twilight

of the Gods, premitred on Boxing Day;
Joyce attended one of the last perform-
ances at the Teatro Costanzi, built in
1880,
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18. Proof of the titlepage of Chamber
Miusic (Cornell Univ, Lib, Scholes, 24),
"I received from Elkin Mathews the
proofs of Chamber Music. It is a slim
book and on the frontispiece is an open
pianner!" (ca. 1 March 1907, L, I1. 219).

|

ELKIM MATHEWS
VIGOST LONDON
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17 February. Watches the great procession promoted by anticlerical par-
ties in honour of Giordano Bruno, burnt at the stake as a heretic
in Campo de’ Fiori on 17 February 1600.

18-28 February. Replies to advertisements for a new job either in Ttaly
or preferably in Erance — he thinks particularly of Marseilles. Gets
drunk nearly every night.

21 February. Final rejection of Dubliners by John Long.

24 February. L'Asino publishes an anticlerical statement made by the
Italian poet laureate Giosué Carducci shortly before his death
on 16 February; Jovce borrows Carducci’s poems from his fellow
bank clerk Paul Bompard.

1 March. Returns to Elkin Mathews the corrected proofs of Chamber
Music, [18]

5 March. After having spent the evening in an osteria, is robbed in the
street of the last salary and severance money he had collected from
the bank.

7 March. With Nora and Giorgio he is already on his way back to Trieste,
and wires Stanislaus from Florence announcing his arrival on

the 8th.




SIGNOR JOYCE AND MR BLOOM

The centenary of Joyce's birth was celebrated in Rome by the unveiling,
on 2 February 1982, in the presence of the Irish Ambassador, of a me-
morial tablet placed by the Rome Municipality on the house in via Frat-
tina where Joyce lived in 1906. [19] The inscription reads:

IN THIS HOUSE IN ROME / WHERE HE LIVED FROM AUGUST
TO DECEMBER 1906 / JAMES JOYCE / A VOLUNTARY EXILE/
EVOKED THE STORY OF ULYSSES / MAKING OF HIS DUBLIN
J OUR UNIVERSE / ON THE CENTENARY OF HIS BIRTH / 2
FEBRUARY 1882 - 2 FEBRUARY 1982 / THE COMUNE OF ROME.
Number 52 of via Frattina is now the entrance to a high class Ladies
Hairdresser's, located on the first floor; Joyce's rooms were on the
second floor of the building, now owned by the Comune of Rome.
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1 AR THALL A0 NTO AL DICEMER
IAMES JOYCE
FAVLE VO ONTARIO
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PART ONE

19. Memorial tablet placed by the Co-
mune di Roma, on the centepary of
Joyee's birth, on the house in Via Frat-
tina 52,
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1. BANK CLERK IN ROME
Franco Onorati

On 11 May 1906 the Rome daily La Tribuna, among its small ads, under
the heading "'Offers of private employment”, carried the following [20]:

WANTED young man, twentyfive, able to speak and write perfectly
French and English. Preferably someone who has lived in countries
where such languages are spoken, and with some experience in banking.
Address references and salary requirements to PO Box 162, Rome

The advertisement, in Italian, was repeated in the issues of 13 and 15
May, but Joyce must have noticed it on its first publication (Rome news-
papers reached Trieste within the day) and wrote at once. He had most
of the necessary qualifications: twentyfour getting on for twentyfive,
perfect knowledge of English and French (as well as of Italian and, to
a lesser extent, German); his experience of banking was practically non

“ETUU OFFERTE Pee P

CERCASI da primaria Ditia gpprendista olima
fdl h MZ& CLALE . 3'! ASLALS mm_
Crallé Oﬂm@ -;4. NAWCATHO

eCCepLlDLL - i s e, 1ermmo—po

21. The facade of Palazzo Marignoli in
Via del Corso, built in 1889. The offices
of the Banca MNast-Kolb & Schumacher
were at the near end on the first floor,
with an entrance from the side street
Via San Claudio. At the far corner of
the building the Caffé Aragno.

22. 87, Via San Claudio; the entrance
to the bank is now a side entrance to
the headquarters of the insurance com-
pany Riunione Adriatica di Sicurtd, which
owns the whole block from Via del
Corso to Piazza San Silvestro, flanked
by Via San Claudio and Via delle Con-
vertite.
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existent, though he had done some commercial correspondence for a
Trieste firm — but that could be easily remedied.

The advertisement had been placed —as Joyce was to learn from the
prompt reply of the firm, dated May 15th— by the private bank Nast-
Kolb and Schumacher, with premises in the very heart of Rome, at 87,
via San Claudio at the corner with the Corso, only a few steps from piaz-
za Colonna, the very centre of modern business life. [21-22] It employed
some sixty people and was well placed among the private banks created
with foreign capital operating in Italy. Ironically, the capital was Austrian
(Herr Schumacher was the Consul for Austria-Hungary in Rome) — belong-
ing to that country which Joyce’s 'irredentist’ Triestine friends considered as
their oppressor, in the same way as England was seen by his Dublin friends.
The firm, in any case, was reliable: not even the 1914-19 war brought
about its closure; under a shortened name (Banco Nast-Kolb) and in new
premises (via della Mercede 54, some fifty yards away from via San
Claudio) it figures in the Bankers' Almanac for 1928-29 and in the
Yearbook Banche e Banchieri d'ltalia for 1929-30.

The three letters, all in Italian, sent by the Bank to Joyce in order to
reach an agreement on the terms of employment are preserved in the
Cornell University Library at Ithaca (NY), and were published for the
first time in the monthly review of Banco di Roma Il Villaggio in May
1982. The first of 15 Mav 1960, [23] asks l'ur_:mmr: stronger token
of Joyce's knowledge of French and explains that they are looking for
a "personable, well educated voung man able to receive foreign cus-
tomers” and to deal with correspondence in French and English "at a
slightly higher level than the current one”. Tt also insists on “ampler
references”. It is doubtful that Joyce, with his single winter suit which
I']-e hﬂd o wear Ellﬁﬂ il'l summer iﬂ ﬂr{!ur o cover, i['.lfll'l]’iﬁ ({4] lhl: IL'T'I:!-,IL}'I
of its coat, "two great patches” in the seat of his trousers, was as per-
sonable as the bankers wished. As for references, Jovce noted in his
own hand at the bottom of the letter the name of "Richard John Green-
ham of the firm...": he apparently asked and obtained from Greenham
a letter stating that he had done commercial translations for the Trieste
firm of Greenham and Sanguinetti, though the English businessman, ques-
tioned by Ellmann some sixty years later, "'did not recall Joyce's work for
him, and presumably it was of short duration” (L, I1.219).

The second letter,.dated 2 June, [24] uses the form of respect "Lei”
instead of the more familiar "voi”, marking a higher consideration for
the appli:.‘anr., who had sugg::ﬁu:d a two-month trial pi:riDij at the Bilrlb:'.
still, the bankers want to know how long Jovce had been working for

¢
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23, Letter of 15 May 1906, from the
Bank to Joyce in Trieste, with Joyce's
pencilled note at the bottom (Cornell
Univ. Lib.).

24. The second letter from the Bank
to Joyce, 2 June 1906 (Cornell Univ. Lib.),
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Greenham, whether he had some German, and ‘what range of salary
he was thinking of. Finally a warning: "we want somebody completely
dedicated to our firm, so you must not ask for a time table that allows
for extra jobs”, a clause that Joyce certainly failed to comply with when
he started giving private English lessons in Rome. All the same he
must have produced the necessary further references, consisting mainly
in a letter of introduction that the mayor of Dublin, T.C. Harrington,
had given him before he left for Paris in 1902 (reproduced in L, I1.17-18):
reporting to Stanislaus his interview with the bank manager on August
1st, Joyce says that he was asked whether Harrington was a friend of
his family (L, I1.145).

The third letter, of 12 June, [25] finalises the agreement: he was to
be employed for a trial period of two months as from the first of August.
So Joyce, with Nora and Giorgio, left Trieste by train on 30th July,
from Fiume (still in Austria-Hungary) took the night boat to Ancona,
and thence again by train to Rome. The first message from Italian soil




-

is a postcard in telegraphic style, anticipating the utter frankness of his
Jater correspondence from Rome. It is postmarked Ancona, 31.7.1906.
9,3‘0 (a.m.): “Arrived safely in Ancona. Filthy hole: like rotten cabbage.
Thrice swindled. All night on deck. G. very good. More from Rome.
Jim” (L, I1.144).

Joyce had not taken his new job lightly: during the two months of
tiations with Nast-Kolb and Schumacher he had tried hard to make
good his lack of specific experience in banking. His preparation could
not have been more thorough: it is documented by two notebooks he
wrote in long hand in Trieste between May and July, obviously based
on a careful study of the most up-to-date publications on the subject, and
now preserved in the Cornell collection and reproduced in the James
Joyce Archive. The preparation for the bank certainly took more time
and labour than that, six vears later, of his series of lectures on Hamilet
at the Universita Popolare of Trieste.
They are notes on banking approached from all possible angles, sub- 5 The il itk e

divided into sections or chapters, with separate headings: Joyee, 12 June 1906 (Cornell Univ. Lib.).
— Banking. Joyce starts ab ovo, tracing the origins of the word banco
to the banco di lavoro of the Lombard money-changers in the fifteenth P L

e d——

century. The semantic and linguistic study is followed by a historical
survey of English banking, with detailed information on the first public
and private institutions in the field. The next section is devoted to a
short summary of British legislation connected with banking, noting the
most important acts of parliament which contributed to establishing the
present banking legislation, and the most significant principles on which
it is based.
— Commercial Law. Also in this case Joyce begins from its sources
under three headings: 1. Common Law of England; 2. Law, Merchant;
3. Statute Law. Then he proceeds to the single cases: the definition of
contract; the bonds for the contracting parties; the interpretation of
such a document, Also in this case, Joyce goes into minute details, quoting
a number of cases and formulas.
— Clerical Work. The semantic encyclopaedic approach is obviously an
acquired mental habit for Joyce. He starts from the literal meaning of
@E word clerk, examining at first its significance in the ancient civiliza-
tioris (Assyrian, Egyptian, Hebrew, Latin) which had a documentable
' tic class, though in different forms; he concludes with the double
ition clericus ecclesiasticus/ clevicus laicus from which the modern

L__




26, The first page of the section on
Advertising from Joyee's Trieste :tg\:.rhmk
on Banking (Cornell Univ. Lib., Scholes,
38).
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word derives. The rest of the section contains an analysis of what we
would call now clerical labour relations: Joyce lists the rights and duties
of the office employee, with special reference to the legal protections
of the dependant workers. It is amusing to note the diligence with which
the only causes for dismissing an employee are listed: 1. Wilful disobe-
dience; 2. Misconduct; 3. Negligence; 4. Permanent disability; 5. In-
competence. Joyce had probably his tongue in his cheek, when, as an
example of misconduct, he noted "Seduction”.
— Insurance. Joyce goes thoroughly into the subject, showing a special
interest in the social and medical insurance of the worker, and once
again traces the practice back to its origin quoting, in' connection with
fire insurance, the Great Fire of London of 1666.
— Shipping. An exhaustive exposition of the documents connected with
the shipment of goods.
— The Stock Exchange. The origins, the present structure and the main
operations of the stock market.
— Advertising. [26] This is, with the next one, the shortest section,
but it reveals, more than any other, the extraordinarily professional con-
science of the candidate to a banking carecer. While the other sections
can be understood as the diligent study of unfamiliar subjects in order
to show a passable competence at the final interview before undertaking
a new job, advertising could hardly be expected to be a basic requirement
of a junior clerk. Joyce must have got hold of the most recent theoretical
treatments of the psychology of advertising: he starts from the projection
of the 'image’ of the banking institution. Bank architecture must show
"Age (old style) strength (by massive pillars) wealth (lavish decorations)
. . Suitability otherwise sacrificed”. In order to call attention, publicity
must show people in action rather than static, and under the heading
"Constancy” Joyce maintains the advantage over the "splash” system
of the "snowball” system, whose aim is “to convert possible into probable
and prob. into actual.”” The rest of the section is devoted to all possible
aspects of the advertising technique: from the colours to be used in
posters and signs, to the typographical arrangements of newspaper adverts,
from printing techniques to the proper use of brand names dnd symbols.
We cannot help seeing a connection between this and the peculiar pro-
fession that Joyce was to attribute to Mr Bloom: canvasser for adver-
tisements, a job that cannot have been very common, especially in Dublin
in 1904, It has been suggested (see the next paper in this volume) that
Joyce took a hint from Ferrero's stress in L'Europa Giovane on the Jewish
genius for propaganda; but surely, if this was part of the mental picture,




the presentation of the conscientiousness with which the little Jew pursues
his mission, checking in the National Library of Ireland the graphic display
of an advert in an old issue of a provincial paper, while in his wanderings
through the streets of Dublin on 16 June 1904 he keeps mentally devis-
ing slogans and ideas to call the attention of the public at large — all
this owes more than a little to what Joyce had studied in view of taking
his new job in Rome. Making Bloom into an adman was another way
of establishing a correspondence between the hero of his novel and him-
self: Bloom was the incarnation of one of the many possible personae
James Joyce / Stephen Dedalus might have assumed — had he not been,
inescapably, a writer and an aruist.

Joyce used only the first six pages of the next copybook, under the
heading Trade. He could at all events face his new profession with a
clear conscience. He was assigned at first to the Italian correspondence
department, with a very long timetable: 8.30 to 12a.m. and 2 to 7.30
p.m., Saturday included. On the other hand “the work is very easy and
mechanical” he wrote (L, 11.145). Very soon though he changed his mind:
"Hard work in the bank. On Friday [17 August] I did not get out till
about 8.30. The correspondence reaches about 200 to 250 letters a day.”
(L, I1.151). All the same, his competence and diligence were recognised,
because his trial period of two months was substantially reduced and by
early September he could consider himself employed on a permanent
basis: "I am changed in the bank from the correspondence to the recep-
tion room ... I am with the banker's two sons and another man. Have

_ adesk and lamp all to my own self and not at all so much to do. I have

to receive visitors who come with letters of credit cheques &c.” But he
had realized that the monthly salary of 250 lire, though nearly double
that of the Trieste Berlitz School, was not enough, insomuch as “Rome
certainly is not cheap. A lira goes a very short way indeed here” (L, 11.159).
By this time he was already giving private lessons of English after office
hours in order to earn some more; but this prevented him from reading
Or writing in his spare time — an unbearable situation that was to
determine in the end his return to Trieste.

Apart from that, he had found from the beginning (letter of 7 August)
the atmosphere of the Bank "a little more antipathetic than that of the
Bﬂ-‘lﬂz School™ (L, 11.145). And by 6 September he could give Stanislaus
a typical picture of life in the bank:
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This morning in the bank that German clerk informed us what his wife
should be: she should be able to cook well, to sew, to housekeep, and
to play at least one musical instrument. I suppose they're all like that
in Deutschland. 1 know it's very hard on me to listen to that kind of
talk. Besides that, he is always teaching the other (ignorant) Italian
clerk (and me) Latin and philosophy. He has been to some university
where, he says, der Professor 'lectured’ in Latin: and all the studenten
spoke Latin. Greek too. Even the atmosphere of the BS was better than
is. However — (L, II. 157).

And some two months later, after saying that he is “damnably sick
of Italy, Italian and Italians; outrageously, illogically sick”, he goes on:

I am dead tired of their bello and bellezza. A clerk here is named (he
is round, bald, fat, voiceless) Bartoluzzi. You pronounce by inflating
both cheeks and prolonging the u. Every time 1 pass him I repeat his
name to myself and translate "Good day, litile bits of Barto”. Another
is named Simonetti: They are all little bits of something or other, I
think. This is my first experience of clerks: do they all talk for 5 minutes
about the position &c of a penwiper? I think the Irish are the most
civilised people in Europe, be Jesus Christ I do: anyway they are the
least burocratic. From the foregoing drivel you can judge the state of
my mind in this country. (L, IT. 201-2).

There is reason to believe though that at least one of his colleagues was
exonerated from this wholesale condemnation: a letter from Paul Bom-
pard, preserved with the others from the bank at Cornell, implies a
different relationship which deserves inquiring into.

Also his opinion of the managers of the bank may be ironical but never
bitter, acknowledging their basic humanity, as for instance when one of
them realized Joyce's irrational dread of storms: “there was a thunder-
storm here yesterday evening and seeing my agitation, the banker’s son
was kind enough to close the shutters.” (12 September, L, 11.160). And
in that letter written in his office on 7 December, where he had been
pouring scorn on his fellow-clerks, he shows a very different attitude
to the bankers:

A moment ago I was leaning my head upon my hand and writing when
the banker rushed past me. He said something to me which 1 did not
catch. 1 jumped up and went to his desk cbediently: I had not heard
what he said. He repeated it, however, smiling, it was 'Diritto, Signor
Joyce. Non & bello cosi’. They are a funny lot, these bankers. There
are four in all, two brothers Schumacher and father and son Nast-Kolb,
also a younger one. One of them is like Ben Jonson with a big belly,
walks sideways, wears a cap on his head, blinks his eyes. The brother is
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. - a little man white-haired with a pen behind his ear. These are the 27. Copy of the testimonial (in Italian
Schumacher brothers. One of them (the elder) is consul for Austria-Hun- and English) requested by Joyce on 10

Aug. 1909, in order to obtain a teaching
E mutl-u:r family consists of father, who is very old, and bandy worintmat ta: Duklla’ (Carnilt Thite:

Lib.; see L, I1. 234).

ith thick white eyebrows. E'il'l.'.‘l'jl' morning he patters in here,
stops, Tlooks about him, says good-morning, and patters out again. The
son, the brisk person, is like Curran in manm:r and complexion. Yester-
day they put down carpets here: everyone said they were beautiful (How

I hate that word). I suppose it would be the height of impudence if I
said they are somewhat 'common’ people. Anyway they talked a lot about

the carpets. (L, I1. 202-3).

This is the best proof that, after all, Herren Nast-Kolb and Schumacher
allowed Signor Joyce to write his innumerable and endless letters under
their eyes during office hours. But they knew that he was a conscientious
and competent clerk. They still remembered him in August 1909 when
Juyne visiting Dublin, suddenly got the idea of finding employment
there and asked for testimonials. They promptly replied on 20 August [27]
with a statement in Italian and English, a copy of which is preserved
at Cornell with their other letters, declaring that, during the time Joyce
was employed in their bank from 1 August 1905 to 5 March 1907, "he
showed a thorough knowledge of the English, Italian, and French lan-
guage, in all of which he transacted commercial mrrespnndence and
other tasks entrusted to him to our entire satisfaction. His conduct was
always excellent.”.
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2. IN SEARCH OF PAUL BOMPARD: AN INTERVIEW
Carla de Petris

In the archives of Cornell University in Ithaca (U.S.A.) there is a type-
written letter on paper bearing the letterhead of the Nast-Kolb & Schu-
macher Bank, Via S. Claudio 87, signed "Paul Bompard” and addressed
to "Mon Cher Monsieur Yoice”. The date is March 27th, 1907. [28]
Twenty days before, on March Tth, James Joyce, with his companion
pregnant once again and their small child George, had left Rome for
good. He telegraphed his brother Stanislaus from Florence, "arrive eight
find room”. His stay in Rome, which for many different reasons had
marked the moment of maximum frustration for the young Irish artist,

ended like this.

Why has this letter, written in French and with its curious spelling of
the addressee, attracted our attention?

Above all, excluding the official letters from the bank regarding his

28. Letter from Paul Bompard to Joyce
in Trieste, acknowledging receipt of his
article 11 Fenianesimo”, PdS, 22 Marzh
1907 (Cornell Univ. Lib.}.
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hiring and those giving "Signor James Joyce's” references, this is the
only testimony of a person who knew Joyce in Rome, And also the tone
of the letter —respectful but also friendly— suggests that the relationship
between sender and addressee was not merely formal and therefore was
unique in that unfortunate period in Joyce's life.

As a matter of fact the letter continues: « J'ai recu hier votre aimable
carte et aujourd’bui votre journal et je vous en remercie vraiment. Il
m'a fait vraiment plaisir de recevoir de vos nouvelles, car il m'avait déplu
de ne pas pouvoir vous saluer, sans étre d la présance de tiers . . . ».
Therefore Joyce had written to Bompard and had sent him a copy of
the article "Il Fenianismo - L'Ultimo Feniano™ published by the Trieste
newspaper Piccolo della Sera on March 22nd, 1907.

And they must have had an optimum relationship if Bompard regrets
not having said goodbye to him in person; indeed, he seemed to have
known the feelings regarding the bank that Joyce had developed by
then, if he cut short the news saying: «je crois que les changements
arrivés dans le personnel de la bangue ne vous intéressent guére ».
Bompard also asked for news about a volame of poems by Carducci
that he had lent to Joyce and that had not yet been returned to him
by the doorman Joyce said he had left it with before departing. The two




had literary interests in common. In a letter to his brother of March 1st,
1907, Jovce wrote:

* ... I have been trying to read Carducci’s verses, induced by the fact
that he died unfortified by the rites of R.C.C. But not only does it not
interest me: it even seems to me false and exaggerated. I dislike Italian
verse . .."" (1 March, 1907). An acute judgment, grinding and painfully
partial like many others his “"Roman letters" are stuffed with.

But not only did both colleagues share the same literary interests, they
had —in a different measure, certainly— common ambitions.

Bompard, overestimating Joyce's role in the Trieste newspaper, offers
to ... « envoyer des correspondances a votre () journal, soit pour des
rélation de théatres ou de nonvelles commerciales ou de sport, enfin pour
tout ce que je serais a méme d'écrire pour un journal ».

And at this point Paul Bompard —who certainly could not imagine
that, after 75 years, indiscrete eyes like ours would read his message
to the interesting young Irishman he had met in the bank— reveals an
almost moving aspect of their short friendship: « Je #'aurais, naturelle-
ment, de si bautes aspirations que vous, car je ne suis pas un écrivain et
je pourrais tout au plus Etre un discret reporter ».

James Joyce had spoken to him about his aspirations and his plans.

If you consider all the very painful months between 1906 and 1907 that
Jovee spent in Rome in absolute solitude and isolation —as the letters
to his brother testify— this mysterious Paul Bompard must have been
the only good person destinv had placed in his path. Through mutual
friends 1 met Mrs. Pacla Bompard Natale in Rome who, recognizing her
father’s signature at the bottom of the letter, kindly accepted to talk
to me about him.

This interview does not add anything, naturally, to the infinite and
scholarly literature on Jovce. But it did enable me to trace an outline
portrait of a young man, in some sense singular, as Joyce must have
known him. Back in Trieste from Rome, Joyce felt himself still bound
enough in a certain intellectual affinity to want to know Bompard's judge-
ment on the just published article in Piceolo della Sera:

Q - Mrs. Bompard, when was vour father born?

A - In 1887, therefore he was only nineteen years old in 1906 and this
job with the Nast-Kolb & Schumacher Bank must have been his
first job.

B0 Where was he born?

rF =
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A - He was born in Bologna; his mother was Bolognese and his father
French. He was therefore a French citizen. He fought in the First
World War as a Frenchman; I still have his letter of honourable
discharge from the French army. After marrying a young woman
from Bologna, only later, with my older brother’s birth, did he
take Ttalian citizenship. In fact, in 1906 he still signed his name
"Paul”, where later he would sign "Paclo Bompard”.

Q - Where was the Bompard family from originally?

A - My grandfather was born in Briancon, which is in the Dauphinate.
Bompard is a typical name of Southern France, from Cevennes to
Provence and to the Cote d’Azur. The first time I went to Marseilles
I thumbed through the pages of the telephone directory for curiosity
and found pages and pages of Bompards.

Q - Did your father have any connection with Marseilles? Did he know
the city?

A - My grandfather had had some business in Marseilles and my father
remembered that we had some relatives in that city. He certainly
knew Marseilles.

Mrs. Bompard's words throw new light on a passage of the last letter
Joyce wrote from Rome addressed, as usual, to his brother Stanislaus:
I have written to various agencies and advts in different parts of Italy
and France. But I would like to get out of Italy, if possible ... I would
like to live in a warm town by the sea where I could write and think
at leisure. Marseilles is not a tourist place but a port like Trieste and I
chose it because it is cheap to get at, lively, good climate and must be
cheaper than Rome. Besides the Italian colony there is 100,000. I
detest office work.” (1 March, 1907, L, 11.219)

It is very probable that after the conversations he had with Paul Bompard,
Joyce, who by then had decided on leaving not only Rome but also Italy,
planned moving to Marseilles. The consideration of the size of the Italian
community there is probably dictated by the fact that Joyce would be
able to take advantage of his knowledge of Italian for a new job there.
Continuing our conversation, I asked Mrs. Bompard:

Q - What studies had your father done?
A - He most probably studied at the University of Bologna.
Q - What foreign languages did he know?




A - Besides Italian, he knew French very well, English fairly well and
German well. He always knew foreign languages and used them in
his job; in the bank he always attended to foreign relations.

It is evident that the Nast-Kolb & Schumacher Bank selected its per-
sonnel with particular care, in view of the relations it had at an inter-
national level. It is enough to go back to the announcement in the
Tribuna which Joyce himself replied to, already mentioned on’ page 24.

Q - Whatever made Mr. Bompard move from Bologna to Rome?

A - Perhaps he too was looking for work, like Joyce, for experience,
driven by a certain curiosity for what was new, by a certain desire
to meet, to know, to read, to understand. He was a man of great
intellectual curiositv until a very old age. This was a prevalent
feature of his character. He was always interested in whatever was
new, especially if it came from a foreign country. This explains his
“beforehand” interest in this foreign colleague whose literary aspir-
ations he came to know and perhaps appreciate. From the letter
you have procured for me it is evident that Joyce had spoken with
my father about the work he had already written and not been able
to find a publisher for yet. He probably complained about this to
him and perhaps he had him read some of his work, for reassurance,
which surely came from my father as the letter also shows.

Q - Did your father ever have literary ambitions?

A - I'd say so. My father was a very well read man. Beyond the banking
world, which always interested him very much, he loved literature,
art, and music in particular. He went to concerts as long as it was
possible for him to do so. Also my father looked with much interest
on the world of Roman artists frequented by his older brother
Luigi Bompard —a fairly well-known painter and cartoonist in
Rome. I'm very sure that he felt admiration and respect for the
young Irishman, only slightly older than himself.

Q - Your father offered to send Joyce commercial correspondence, theatre
reviews and sporting events news from Rome. Do you know which
sports?

A - T wouldn’t know. Except for a few old photographs of him in a
tennis outfit, I have no idea of any other sports he might have
practised or followed. But at nineteen years of age, if you dream
of being a journalist, vou're willing to write about anything.
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29. Paul Bompard at his desk (courtesy
cf Mrs Paola Bompard Natale)
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Q -

A .

Among your father's books, did you find a volume of poetry by
Carducci? -

Naturally there was one but after 1906. My father, like all Bolognesi,
had a true cult for Carducci; they considered him a glory of the
city. Furthermore, that uncle Luigi I've mentioned to you illustrated
a volume of Carducci’s poetry for a celebrated Zanichelli edition.

Did your father ever speak to you about James Joyce as a working
colleague?

I seem to think he did, but not in such terms as to leave a lasting
mark on my memory.

Did your father ever express an opinion on Joyce's work to you?

Certainly he liked it, and after his death, while tidving up his books,
I remember having noticed —now it’s coming back to me— that
there were all of Joyce's books, but in French. I myself read Du-
bliners in French the first time and this Gens de Dublin was very,
very old. Perhaps my father didn’t feel like reading the books as
they were published one by one in English and he bought the French
edition because I suppose it was the first to come out after the
original version.

What cities did your father work in after Rome?

- Bologna and, after the First World War, Milan, Trieste —but in

1921— Bologna again and then Rome. Joyce and my father most
surely lost sight of each other.

- Do you have any idea about what political ideas your father had

as a youth?

I wouldn't exclude an interest in Socialism — certainly not its
opposite. He spoke a lot of Enrico Ferri with admiration. My
tamily knew Ferri's daughter and they were very good friends.

This last outline completes our profile.

Not only did Joyece speak with Paul Bompard of his plans as a
writer, not only did he follow his suggestion when deciding to move
to Marseilles, but perhaps —as often happens in offices— they
must have shared, with furtive eyes, their dissent before the most
conservative assertions of their "Teutonic™ or "Italic” colleagues. [29]
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3, THE GENESIS OF ULYSSES
Giorgio Melchiori

Ulysses was delivered —in duplicate— by special messenger at seven
o'clock in the morning of February 2, 1922, at the Gare de Lyon in
Paris, after a long labour supervised by Maurice Darantiére, mraistre
imprimeur, in his printing works at Dijon. There was no Mrs. Shandy
to ask "Have you not forgot to wind up the clock?” at the moment of
its conception some fifteen years and four months earlier; but was it any
better for an author "on the track of some idea” to be interrupted by the
voice of Herr Nast-Kolb or Herr Schumacher saving "Signor Joyce, scriva
a questo signore, in francese, dicendogli che abbiamo venduto ventimila
pesetas — —"? Because there is no doubt that Ulysses was conceived
in Rome, where Joyce was employed as a clerk in the private bank
of Nast-Kolb and Schumacher in the Autumn of 1906. And the interrup-
tion of his train of thought by the banker’s voice is related in a letter
of 13 November, immediately after his question to his brother Stanislaus:
"How do vou like the name of the story about Hunter?” It goes on:
"You remember the book 1 spoke to you of one day in the Park into
which 1 was going to put William Dara and Lady Belvedere. Even then
I was on the track of writing a chapter of Irish history. I wish I had a
map of Dublin and views and Gilbert's History." (L, 11.193-4). We
know from Frank Budgen that this was exactly the method followed by
Jovee in writing his novel: he dug into the history of Dublin and the
memories of his friends and relations and we are informed that, in the
Winter of 1919 in Zurich, "Jovce wrote the "Wandering Rocks’ with
a map of Dublin before him on which were traced in red ink the paths
of the Earl of Dudley and Father Conmee”; in fact Father Conmee in
that episode broods on the fate of Lady Belvedere — that chapter of
Irish history that a very long time before Joyce had thought of "as the
subject for a whole book, though not Ulysses.  ~

In the letter of 13 November what Joyce is asking his brother is whether
he approves of the title of the new story he was planning to add to Dubli-
ners; he had revealed this title a few pages before in the same letter: 1
thought of beginning my story Ulysses: but I have too many cares at
present™ (L, [1.190). The first idea of writing such a story goes back some
five or six weeks. The announcement is given casually as a post-postscript to
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a postcard sent to Stanislaus on Sunday 30 Septembre 1906: "P.PS. I
have a new story for Dubliners in my head. It deals with Mr Hunter.”
(L, 11.168).

Inquirers into the genesis of Ulysses concentrated on tracking down
Mr Hunter. All that Ellmann managed to elicit from Stanislaus was
that Mr Hunter was "a dark-complexioned Dublin Jew... rumoured to
be a cuckold”, and that "Joyce had only met him twice”. (J], 1959,
238-9), Later another Dubliner came up with a much more attractive
story which Ellmann related in “Ulysses: a Short History”, appended
to the 1968 Penguin edition of the novel:

On the night of 22 June 1904 Joyce (not as yet committed either to
Nora or to monogamy) made overtures to a girl on the street without
realizing, perhaps, that she had another companion. The official escort
came forward and left him, after a skirmish, with 'black eye, sprained
wrist, sprained ankle, cut chin, cut hand’. Next day Joyce lamented
to a friend, 'For one role at least I seem unfit — that of man of
honour.' He did not mention what in retrospect evidently became the
most impressive aspect of the fracas: he was dusted off and taken home
by a man called Alfred Hunter in what he was to call 'orthodox
Samaritan fashion’. This was the Hunter about whom the short story
"Ulysses” was to be projected.

It was inevitable to jump to the conclusion that the projected story of
Mr Hunter would adumbrate what was to be the fifteenth episode of
Ulysses, when Mr Bloom comes to the rescue of Stephen. Joyce's letter
of 23 June 1904 to Constantine Curran quoted by Ellmann not only
does not bear out the role of Mr Hunter as good Samaritan, but it
also leaves unexplained the circumstances in which Joyce showed himself
unfit for the role of man of honour; may it not refer instead to another
episode which occurred on June 20 and became immediately notorious
in the town since it involved the well-known actors Frank and William
Fay and Vera Esposito of the National Theatre Society? On that occasion
Joyce was found dead drunk in a dark passageway of the theatre and
Vera Esposito nearly fell over him; he was ejected, after a scuffle, by
the Fay brothers, but went on knocking on the door with his stick and
shouting insults, until the writer George Roberts and an actor took
him home. The event was commemorated by Joyce himself in a double
limerick:




O, there are two brothers, the Fays,

Who are excellent players of plays,
And, needless to mention, all
Most unconventional,

Filling the world with amaze.

But I angered those brothers, the Fays,
Whose ways are conventional ways,
For I lay in my urine
While ladies so pure in
White petticoats ravished my gaze.

Ferhaps Ellmann’s informer, being asked some fifty years later about Mr
Hunter, got him mixed up with confused reports of this particular
misbehaviour of Joyce. In fact, in the revised version of the biography
(J], 1982, 161-2 and note 51), Ellmann sounds a note of warning on
Mr Hunter’s role as good Samaritan. The presumed relevance of the
possibly apocryphal Hunter episode to the basic relationship between
Bloom and Stephen in the novel has diverted attention from the real
question: why should Joyce have thought of writing a story about a
barely recollected Dublin Jew exactly at that time, September 1906, less
than two months after his move from Trieste to Rome? From the Rome
correspondence it appears that Joyce's interest in Mr Hunter concentrated
on two aspects: the unfaithfulness of his wife (in the letter of 13 Novem
ber he seems particularly curious about "a Jewish divorce case on last
week in Dublin”, see L, II. 189 and 194), and the view of Mr Hunter
as a wanderer in search of home, expressed in the title that he had found
for the story, Ulysses; for the first time he was to choose a title with
such deliberately symbolic implications.

We should at this point make a distinction: firstly, the idea of the story
came in late September, that of the title in early November. Secondly, in
spite of the fact that much of Jovce's writing may be seen as a complex
game with memory, and personal memory at that, the creative moment
for him has always an epiphanic quality: it is a sudden revelation sug-
gested by any banal occurence or by mmcthing that he has just been
lfeadmg Evidence of this mental mechanism is to be found not only
in his famous pages on epiphanies in Stephen Hero, but also — in the
case of the 'epicletes’ which he called Dubliners — in his letters. Writing
to Stanislaus on 11 February 1907, he states that Anatole France “sug-
gested Tvy Day in the Committee-Room, and has now suggested another
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story, The Dead. It is strange where you get ideas for stories. Stupid
little Woodman [a colleague in the Trieste Berlitz School] gave me The
Boarding House, Ferrero The Two Gallants. Others 1 thought of myself
or heard of.” At the time The Dead was yet unwritten, while the other
three stories had all been composed in Trieste, respectively in August
1905, June-July 1905, and February 1906, in each case shortly after
Joyee had read the book or heard of the incident suggesting the central
situation for the story. It is at this point, after the first illumination
(the ‘epiphany’) from his reading or daily experience, that Joyce trans-
poses the central situation to his familiar universe: Dublin — and calls
into play memory, introducing into the situation which has just been
suggested to him characters and places that were familiar to him in his
early Dublin days.

Do we need to ask why the idea of a story on Mr Hunter came to him
in Rome, and presumably could not have come to him anywhere else?
Since his flight from Dublin, Jovce had spent a week or so in Zurich,
four months in Pola and the rest of his time in Trieste, all places in
which the very idea of national identity had litile meaning: it is enough
to look at the list of the lodgers in one of the houses where Joyce lived
in Trieste to find the most extraordinary mixture of Italians, Slavs,
Germans, Jews from Central and Southern Europe and from the east,
living under the same roof and upon occasion lending each other a helping
hand. It was not so in Rome. In the centre of Christianity the Jew was
still an alien, in spite of the presence of a large and long-established
Jewish community which had been, not long before, released from the
confines of the ghetto. The Jewish issue, which had been prevalently a
religious question, was now becoming political; the Jews represented the
progressive forces, that in 1907 were soon to give Rome a Jewish mayor,
Ernesto Nathan. Joyce must have sensed the tension building up for the
political confrontation: at such a time the separateness of the middle-class
Jews in a city permeated and shaped by centuries of Christian culture,
civilization and tradition, must have been particularly evident. And this
must have called to mind the plight of the Jew in the other Catholic
capital, Dublin.

The letters from Rome in this period reveal how much Joyce had been
impressed by the contrast and at the same time the parallelism between
Rome and Dublin, His daily experience helped out by the papers that
he had got into the habit of reading — the socialist daily Awvamti! and
the anticlerical satirical weekly L’Asino — underlined the condition of
frustration that the intellectual outsider felt in either city. The dim




memory of Mr Hunter came back to him not because the little Dublin
Jew had lent him at some time a helping hand (probably this was not
true), but because he recognized in that unremarkable figure moving
through the streets of a provincial capital his own present condition as
a friendless expatriate small bank clerk in a city whose very architecture
celebrated the triumph of a religion he had rejected over an even more
splendid past reduced to a state of utter disintegration. "Rome”, he wrote
to Stanislaus on 25 September, "reminds me of a man who lives by
exhibiting to travellers his grandmother's corpse.” The last story he had
added to Dubliners in Trieste, "A Little Cloud’, was surely autobiographi-
cal: it is easy to see a partial self-portrait in the figure of Little Chandler,
who for a moment takes his sense of frustration out on his infant child
and immediately after feels remorseful about it. In the new story he had
conceived for Dubliners there would have been the same feeling of
identification with the little Jew wandering through the streets of a town.
Two years earlier he had seen himself as Stephen Daedalus; now that he
was a small bank-clerk with a family, with a regular timetable, constantly
wearing a tail-coat in order to cover the "'two great patches on the seat”
of his only pair of trousers (letter of 6 September, L, II, 156), he had
already begun to look at Stephen Daedalus as at a former self. His new
self was in a hopelessly false position: in the same letter of 6 Septem-
ber he told Stanislaus that one phrase in Italian maddened him; it
was the use of the word Sigmore: “every wretched scribbler, every
— but why make a catalogue? — is a signore if he works with a
pen or employs an assistant. ... You seem unable to share my detesta-
tion of the stupid, dishonest, tyrannical and cowardly burgher class. The
people are brutalised and cunning. But at least they are capable of some
honesty in these countries: or, at least, they will move because it is their
interest to do so. I am a stranger to them, and a prey for them often:
but, in the sense of the word as I use it now, I am not an enemy
of the people.”

The impulse to write the new story had come from the realization of his
new ideological posture and his moral and psychological situation, which
he projected back into the dimly recollected figure of Mr Hunter. He had
developed a tendency to identify himself, though partially and only for
some particular traits, with real or fictitious persons and characters.
Evidence of this is found in his next letter to Stanislaus, of about
12 September (L, I1. 158-61); after having described his own as "the
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Guglielmo Ferrero (1871-1942)

James Joyce

face of the dutiful employee of Messrs Nast Kolb and Schumacher” he
goes on: "By the way, talking of faces I will send you a picture postcard
of Guglielmo Ferrero and you will admit that there is some hope for me.
You would think that he was a terrified Y.M.C.A. man with an inaudible
voice. He wears spectacles; is delicate-looking and, altogether, is the type
you would expect to find in some quiet nook in the Coffee-Palace nib-
bling a bun hastily and apologetically between the hours of half-past
twelve and one.”

The first of these sentences is puzzling, until one compares a photograph
of Ferrero and one of Joyce at the time: [30-31] the resemblance is remark-
able; and we should remember that many a time Joyce himself during
his lunch break between twelve and two o'clock must have contented
himself with nibbling a bun in the Caffé Aragno, at the corner of the
building — a new and handsome establishment, the nearest thing to a
coffee palace that Rome could boast of.

The sociologist, political historian and brilliant journalist Guglielmo Fer-
rero (1871-1942) had become Joyce's intellectual hero in the last months
of 1905, when he read in Trieste Ferrero's lectures collected under the
title I Militarismo (Milano: Treves, 1898), a passionate indictment of
the "military civilizations”, ending with the triumphant statement that
war was unthinkable in our time. Il Militarismo suggested 'The Two
Gallants’ and provided him with arguments against the shocked British
printer who was refusing to print the story. Joyce wrote to the publisher
Grant Richards on 5 May 1906: "[the printer’s] idea of gallantry has
grown up in him (probably) during the reading of the novels of the elder
Dumas and during the performance of romantic plays which presented
to him cavaliers and ladies in full dress. But I am sure he is willing to
modify his fantastic views. [ would strongly recommend to him the
chapters wherein Ferrero examines the moral code of the soldier and
(incidentally) of the gallant. But it would be useless for I am sure that
in his heart of hearts he is a militarist.” (L, I1. 133).

This statement created some confusion, because Stanislaus Joyce in a BBC
interview of 1954 on "The Background to Dubliners” stated that "The
idea for "Two Gallants’ came from the mention of the relations between
Porthos and the wife of a tradesman in The Three Musketeers, which my
brother found in Ferrero’s Ewropa Giovane”. Only recently (]]1Q, 16,
1979, 243-4), Susan L. Humphreys has pointed out that there is no such
reference in L'Ewropa Giovane and that the book alluded to by Joyce
must be Il Militarismo; but having seen only an English translation of it
instead of the Italian original read by Joyce, she failed to find in it any



secific reference to The Three Musketeers. Actually the fifth section of
third chapter of Il Militarismo, under the title "Le civilta militari’, is
to "Officers and women in the seventeenth Century”. The section
- with a reference to the “Memoirs of Seigneur D’Artagnan, Lieu-
-Captain of the First Company of the Royal Musketeers” and com-
ats: "The famous hero of Dumas’ novel is not a fiction but a historical
r who, even if he did not accomplish the extraordinary actions
by the novelist, was a man who ate, drank and wore clothes.”
ro then insists on the sociological relevance of these memoirs, even
ey are considered spurious, in describing the life of the small country
v whose younger sons "were drawn by poverty or ambition to Paris,
as lower officers in the king's army.” As an example of the
aded moral standards of this society, Ferrero relates that, considering
ercantile class as their inferiors, "these officers, being short of money
for the dissolute lives they were leading, tried, nearly all of them, to
‘the lovers of rich middleclass ladies, getting money out of them
recompense for the honour conferred upon those ladies by con-
nding to make them their mistresses.” (Il militarismo, 129-30). Here
v formulated, the basic idea of "The Two Gallants’.
¢ of Mr Hunter was conceived independentiy of the continuing
e of Ferrero’s work — as a reflection on Joyce's own present
n in Rome. But its title and its basic implications, beyond the
merely personal concerns, are undoubtedly due to Joyce'’s further
of Ferrero’s books in Rome. This appears clearly from the letter
that title is first mentioned:

- I thought of beginning my story Ulysses: but 1 have too many cares at
present, Ferrero devotes a chapter in his history of Rome to the Odes
of : so, perhaps, poets should be let live. In his book Younp
~ Europe [32] which Iaﬁ:vc just read he says there are three great classes of
‘emigrants: the (I forget the word: it means conquering, imposing their
- own language, &c), the English: the adhesive (forming a little group
‘with national traditions and sympathies) the Chinese and the Trish!!!:
the diffusive (entering into the new society and forming part of it) the
‘Germans. He has a fine chapter on Antisemitism. By l:ge way, Brandes
is a Jew. He says that Karl Marx has the apocalyptic imagination and
‘makes a war between capital and labour. The most arrogant
- statement made by Israel so far, he says, not excluding the gospel of
Jesus is Marx's proclamation that socialism is the fulfilment of a natural
law. In considering Jews he slips in Jesus between Lassalle and Lombroso:
the latter (Ferrero’s father-in-law) is a Jew. (L, I1. 190).

rth volume of Ferrero’s Grandezza e Decadenza di Roma [33] had
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32. Titlepage of L'Enropa Giovane {Mi-
lano: Treves, 1898).

33. Titlepage of valume IV of G. Fer
rero, Grandezza e Decadenza di Roma
(Milano: Treves 1906).
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just been published, subtitled La repubblica di Augusto. In its long
second chapter ("] primi effetti della conquista dell’Egitto e il capola-
voro di Orazio”) Ferrero devotes some twenty pages (103-23) to the
Horatian odes, in order to celebrate the social and ethical function of
the poet. Joyce finds in Ferrero's attitude a rebuttal of Plato’s banishment
of the poets from his Republic {"poets should be let live) and at the
same time a justification of his own purpose in undertaking the writing
of Dubliners: those stories should have been a chapter in the moral
history of his country, or even — as he had written from Trieste to
Stanislaus on 12 July 1905 — a "general indictment or survey of the
island”. In that letter Joyce had stated that his mistake had been that of
believing that he would have carried through his intention with the help
of Irish friends (L, II. 96), and that was the reason for his choice of
living as an exile. We can follow at this point the easy transition to the
other book of Ferrero which he had "just read”: L’Ewropa Giovane; it
had been published in 1897, before Il Militarismo, but Joyce had found
it only in Rome. It was this book that acted as catalyst for all those ideas,
as yet confused and at times contradictory, which had suggested to Joyce
to write a story about a Dublin Jew.

The letter of 13 November is a most impressive document of the extent
to which L'Europa Giovane was immediately recognized by Joyce as the
book containing if not the answers at least the correct formulation of all
the problems he had set himself when he left Ireland. And in it he pin-
points in the first place the two themes which were at the root of the
new story he had begun to imagine: that of the emigrants — a condition
which in Rome he acutely felt in his own person; and that of the Jews
— the prototypes of the emigrants, that Ferrero could not include in any
of his three categories, plasmative (the word Joyce could not remember),
adhesive or diffusive, but to whom he devoted the last chapter of his
book, defining them "this extraordinary race, deprived of fatherland,
scattered and persecuted, which has always, obstinately, believed that it
possessed the secret of the redemption of mankind: Messianism at first,
then Christianity, and now Socialism or Anarchy.” (EG, 412).

As it appears from the letter, it was this last chapter of L'Ewropa Gio-
vane, containing also an interview with the Danish critic Georg Brandes
for whom Joyce had the greatest admiration, that particularly struck the
writer. Tts title was: "La lotta di due razze e di due ideali: 'antisemi-
tismo'™ (The confrontation between two races and two ideals: An-
tisemitism), and surely this title must still have been in Joyce’s mind
when fourteen years later he described Ulysser in the famous letter to




f- flanda)” {d-u: el of 1. arels Yamel I.rcland] [34] Acd io that sime

apter, under the subtitle "The Ethical Spirit of the Jew”, Joyce found
‘:-Itltmt

Socialism has been for the most part the creation of two Jews, Marx

i and Lassalle: now Socialism is not only a political party and an economic

v M theory, but also, especially for its founders, a bitter criticism of con-

o temporary morality. It 1s enough to read in the Communist Party

5 Manifesto the violent attack against the basic principles of bourgeois

! morality to be convinced that Marx can be considered in a way the
|' Isaiah of Capitalist society. (EG, 359-60)

\nd agam under the subtitle "The Jewish Pride: Extreme Ideas and
sness of a Mission”, Ferrero states that the Jewish missionary
is present at all times:

It is found in the ancient prophets forerunners of the Messiah, it is

found in Jesus who came to announce the Kingdom of Heaven; it is
in Marx who came to announce the proletarian revolution; it is

34. ~The last p

of L'Exropa

of the table of contents
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found in Lombroso who has brought the true scales of justice, after
ages and ages in which men, out of ignorance or malice, had been using
false ones. (EG, 366).

The style itself of Ferrero’s book would recall to Joyce his own earlier
attitudes, before he left Dublin: not only do the last paragraphs of the
essay A Portrait of the Artist” of January 1904 sound a similar pro-
phetic note, but the same tone is found in a page of the copybook where
Joyce had written that essay — a page probably meant for the first
chapter of Stepben Hero:

"The middle age discovered America. Our age has discovered heredity.”
Thus do the ages exchange civilities like outgoing and incoming mayors.
The spirit of our age is not to be confounded with its works; there are
novel and progressive, mechanical bases for life: but the spirit, wherever
it is able to assert itself in this medley of machines, is romantic and
preterist. Our vanguard of politicians put up the banners of Anarchy
and Communism: our artists seek the simplest liberation of rhythms; our
Evangelists are pagan or neo-Christian reactonaries. (The Workshop of
Daedalus, 69).

A passage like this, if on the one hand it shows Joyce's early tendency
to assume ideological postures, on the other reveals the progressive develop-
ment of a pessimistic and sceptical attitude. And it could not be otherwise
in the Dublin of 1904, where politics meant taking sides either with a
narrowly nationalistic view or with either of the paralizing powers that
Joyce proposed to "betray” when he undertook to write the first stories
of Dubliners. The degradation of politics to merely pathetic gesturing or
ineffectual manoeuvering is perfectly caught in 'Tvy Day in the Committee
Room’, which he wrote in 1905 in Trieste after having been exposed
to a different sort of political experience. The Triestines like the Dubliners
were labouring under foreign rulers; unlike the Irish Nationalists, they
were not aiming at achieving independence and a national identity, but at
joining their ethnical and linguistic fatherland. Also in this attitude,
though, there was a measure of narrowness: irredentism was in a way
a form of inverted nationalism.

The first few months spent in Rome opened up to Joyee a completely new
perspective on politics. Commenting on the close attention, documented
in his letters, with which Joyce followed the congress of the Italian
Socialist Party in Rome in October 1906, Dominic Manganiello writes:
"The importance of the Italian Socialist Congress in Joyce's political




35, L'Asino, 14 Oct. 1906. Editorial on
the conclusion of the Italian Socialist
Party Congress,

development is usually underestimated or altogether overlooked. Joyce's
conclusions about Socialism determined how he viewed the political situa-
tion in Ireland to a greater extent than has been generally acknowledged".
(JP 65-6). This is true, but not the whole truth. What was revealed to
Joyce not only by the Socialist congress but by the type of political debate
which he witnessed in Rome through the constant reading of the Italian
papers and of his favourite weekly, the anticlerical L'Asino, was a totally
different approach to politics: politics as ideology. It was a way of recover-
ing his own original attitude, beyond the narrow limits of nationalism
whether in its militant or in its vaguely nostalgic form. In his paper on
Joyce and the Italian press, Carlo Bigazzi points out that the idea so
effectively represented in the 'Wandering Rocks’ episode of Ulysses
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(Dublin caught in the formidable pincers of Church and State) was an-
ticipated — with reference to Rome instead of Dublin — in a comment
on the conclusion of the Socialist congress in L'Asino of 14 October
1906: [35] after speaking of the two “colossal gendarmes, the Quirinal and
the Vatican” watching Rome from either side of the Tiber, L'Asino went
on: "Rome still shows in the triumphal arches and in the Colosseum the
marks of past imperialism, but in the modern House of the People bears
the augury of a new civilization that will overcome pagan imperialism,
Catholic universalism and monarchical capitalism.” The rhetorical flourish
points to the way in which the oppressive presence of the two gendarmes
can be exorcised. And this is in fact the political message of Ulysses. As
Richard Ellmann has said speaking of the novel.

Ultimately Ulysses too constituted a political act, in the oblique fashion
that Joyce used to express himself. Its humour was not offhand but a
means of comic exploration of the shortcomings of life in Ireland as lived
under British and Catholic authorities.

Joyee’s politics and aesthetics were one. For him the act of writing was
also, and indissolubly, an act of liberating. His book examines the ser-
vitude of his countrymen to their masters in Church and State, and offers
an ampler vision. While the criticism is severe, its aim is to unite rather
than disunite. (The Consciousness af Jovee, 89-90).

This is another way in-which Joyee's stay in Rome influenced the genesis
of Ulysses. The rest of the letter of 13 November shows how strongly
Joyce had been influenced by his recent reading. In discussing a polemical
attack on English sexual morality in the Nationalist Party’s newspaper
Sinn Féin, he rejects it with arguments drawn, consciously or uncon-
sciously, from another chapter of L'Exnropa Giovane, *’L’amore nella civilta
latina e germanica”, which contains also a pointed allusion to Parnell:

Who has forgotten the Parnell case? For sixteen years the old giant had
stood up to the attacks of enemies as doughty and strong as himself; in
order to shatter him they had flung against him a formidable boulder:
the accusation of conspiring with dvnamiters, but he had not fallen.
In the end they tried to throw a pebble in his path: the accusation of
adultery and the divorce action brought against him by a deceived
husband, and he fell forever. (EG, 159).

Actually, the very first chapter of L'Enropa Giovane (pp. 9-11) contains
a spirited appreciation of the contradictory character of Parnell which
coincides to an extraordinary extent with the portrait of the Irish "un-




crowned king" (the expression is used also by Ferrero) in Joyce's article
for Il Piccolo della Sera ""L'ombra di Parnell”; the article was written in
May 1912, less than a year before Joyce finally undertook to transform
his unwritten story Ulysses into a novel. The mock heroic tone which
was to be the narrative foundation of Ulysses (Fielding, the author of an
Eighteen Century Odyssey, had defined the novel "a comic-epic poem in
prose”) is foreshadowed by another passage in the same letter of 13
November 1906:

I had about 82 lire over clear: T gave 10 to the barrister and around 70
to Nora. The other two I spent partly on — cakes! (I did so to test the
truth of one of Ferrero's statements about English and Italian cakes
and biscuits).

The passage Joyce refers to in Ferrero's L'Enropa Giovane (pp. 192-3)
occurs in the already mentioned chapter on “Love in Latin and Germanic
Civilization” and contrasts the Italian ability to produce excellent cakes,
while the English ones are uneatable, with their inability to produce decent
biscuits, while English machine-made biscuits are authentic masterpieces.
As Susan Humphreys reminds us, this curious passage, intended to “sum-
marize the substantial difference between two civilizations and two
societies” (EG 193), had struck also the first English reviewer of the
book in The Edinburgh Review in 1898. A similar way of theorising taking
as a starting point the most banal everyday observations, at times even
ridiculous, is the most striking characteristic of Bloom’s interior monologues.
Humphreys suggests that also the profession that Joyce was to choose for
the hero of his novel, a canvasser of advertisements haunting the news-
paper offices, was suggested — in a semi-serious vein — by the last
chapter of L'Europa Giovane: Ferrero states that "The Jew possesses a
‘genius for proselytism; it can even be said that propaganda is a creation,
perhaps the greatest, of the Jewish genius. ... The Jew was the first to
‘become a disinterested pilgrim for an idea and travel through the world
to spread it; was the first, in a world that knew only military expeditions,
1o organize propaganda missions.” (EG, 368-69). Propaganda is of course
advertising, and we should remember the extraordinary space given by Joyce
1o the section on advertising in the copious notes on banking he took,
ﬁﬂmg a whole copybook, when in Trieste he was getting ready for the
_E“-’W job as a bank clerk in Rome (Archive: Notes, Criticism, Transla-
:tinm etc., ed. HW. Gabler, New York 1979, I1. 474-617).

r statement in the same chapter of L’E#rapa Giovane recalled by
phreys is that "every great Jewish talent is a bit of a journalist”.
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Bloom’s spirit and style in fact is that of the journalist, and this for Joyce
is no mean quality. What he understood by journalist appears clearly from
an essay he wrote in April 1912, shortly after his article on Parnell I
mentioned before. The essay was written in Padua as part of the examina-
tion that should have qualified him as a teacher of English in Italian
schools. The subject set was “The universal literary influence of the
Renaissance” and I am quoting passages from it in Louis Berrone's
translation. Summarizing the results of the intellectual revolution brought
about by the new movement of thought in the 15th and 16th centuries

Joyce wrote:

The Renaissance, to be concise, has put the journalist in the monk's
chair: that is to say, has deposed an acute, limited and formal mentality
to give the sceptre to a mentality that is facile and wide-ranging (in the
parlance of theater journals), a restless and rather amorphous mentality.

And in the very last sentence of his essay, after stating that the Renais-
sance has “done much in creating in ourselves and in our art the sense
of compassion for each thing that lives and hopes and dies”, he concludes:
"In this at least we surpass the ancient: in this the ordinary journalist is
greater than the theologian”. (L. Berrone, James Joyce in Padua, New
York 1977, 21-23; df. 5.1., 183-6).

Perhaps even the name of Mr Bloom is connected with the Roman ex-
perience of Joyce. In the letter to Stanislaus of 6 February 1907, after
stating that "Ulysses never got any forrader than the title”, he adds "I
took Nora and Georgie to a comic opera on Sunday 'Le Carnet du Diable’.
I was very bored by the end. It was verysilly and musicless.” (L, I1. 209).
The light opera presented at the Teatro Nazionale in Rome on the evening
of 3 February 1907 had enjoyed a certain success in Paris in 1895; the
music was by Gaston Serpette while the libretto, dealing with the cheque-
book given by the devil to a modern Faustus, was by Ernest Blum.
Ferrero's book, L'Europa Giovane, and the ideas, the attitudes, the
personality itself of the author came at exactly the right moment to
provide the elements and the ideological background for a story that
Joyce had begun to plan a few weeks earlier. They found a fertile ground
in Joyce's mind because the first two months he had spent as a bank
clerk in Rome had prepared him for them: he had discovered a new
approach to politics and to the human condition of the disinherited, the
expatriate and the rootless. Ferrero acted as the catalyst, but without his
Roman experience Joyce would never have conceived the story of Mr
Hunter.



THE SHADE OF SHELLEY

The first thing that struck Joyce upon his arrival in Rome was the sight,
on the Palazzo Verospi in the via del Corso, right in front of the windows
of the bank where he was going to work, of a tablet commemorating
the residence there of Percy Bysshe Shelley. His first postcard to Sta-
nislaus, from "presso Signora Dufour, Via Frattina 52, II, Rome", post-
marked Tuesday 31 July 1906, 9.30 p.m., reads: "Arrived safely: but
very tired. Write to this address. Hesitate to give my impression of
Rome lest my interview with the bank-manager might change it. Ter-
rorised by the bank, while looking for it I found this on a wall 'In
this house Percy Bysshe Shelley wrote The Cenci and Prometheus Un-
bound’. 1 think you would like Rome more than I. The Tiber frightens
me. / Jim”. (L, T1. 144)

The tablet was decreed by a politically motivated Rome Municipal Council,
exactly ninety years before that commemorating Joyce'’s residence in the
city, less than a hundred vards away. [36] The full text of the inscription
is: TO / PERCY BYSSHE SHELLEY / WHO IN THE SPRING
OF 1819 / WROTE IN THIS HOUSE / THE PROMETHEUS
AND THE CENCI, / THE COMUNE OF ROME, / A HUND-
RED YEARS AFTER THE DEATH OF THE POET / UNVAN-
QUISHED SUPPORTER OF THE PEOPLE'S FREEDOMS / RE-
FUSED IN HIS TIME / BY THE WHOLE OF EUROPE, / PLACED
THIS MEMORIAL / 1892.

How far did this view of a poet whose aesthetic ideas Joyce had already
found deeply congenial (see his Fola Notebook, in CW, 146), affect the
author of the stories in Dubliners, conceived as "a chapter of the moral
history of my country”?

PART TWO

36, Tablet commemorating Shelley’s re-
sidence in Rome, placed on the facade
of Palazzo Verospi in Via del Corso by
the Comune di Roma in 1892, the cen-
tenary of Shelley's birth.
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37. Advertisements in  La  Tribuna:
a) 3 Sept. 1906; b) 7 Nov. 1906; ¢) 9
Nov. 1906,
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4. JOYCE AND THE ITALTIAN PRESS
Carlo Bigazzi

The statement at the end of Joyce’s 1912 exam-paper in Padua that,
because of the new feeling of compassion for the plight of man, "the
ordinary journalist is greater than the theologian”, accounts for his cons-
tant interest in the daily and periodical press. As soon as he left Dublin,
from Pola, from Trieste, from Rome, he kept asking at first Stanislaus,
then friends and relations, to send him copies of Irish papers. But he
also tried to follow the international and the local press. In Pola he
went regularly with Nora after dinner to the "Caffé Miramar” in order
to read the Figaro (letter to Stanislaus, 3 December 1904, L, 11.73),
and in Trieste his addiction to the local paper, Il Piccolo della Sera,
was such that, once removed to Rome, he asked his brother: "If there
is anything interesting (Ferrero etc) in the Piccolo della Sera, you might
send it” (19 August 1906, L, 11.152).

There were also very practical reasons for scanning the Italian press:
he had got his job as a bank clerk in Rome through an advert in the
daily La Tribuna, and shortly after his arrival in the Italian capital he
began to look in the same paper for requests for private English lessons, in
order to add to the bank salary which he had soon found inadequate. [37]
On 3 September La Tribuna published a small ad which, translated into
English, sounded like: "Qualified English teacher wanted for competent
lessons to last year student facing only English school leaving exam
Qctober session. Reply immediately stating fee. Delgadé 41", Three days
later Joyce was able to report to his brother: “Last night a man came to
take lessons from me and I asked him to pay in advance. He gave me
20 Lire so that with economy I can live until Monday morning. I had
given up all idea of the advt as two days had intervened. ... This is
the second advt I answered in the Tribuna. The first got me the position
in the bank: the second a providential pupil.” (L, 11.156). Joyce was
also particularly pleased to find that the man, called Terzini, was "a
nephew of the Abruzzese painter Michetti. Francini'll tell you who he
is" (4 October, L, 11.169). Francesco Paolo Michetti's painting La figlia
di Iorio had inspired Gabriele D'Annunzio’s homonymous tragedy, which
Joyce had liked so much on its publication in 1904 that he offered to
review it (To Stanislaus from Pola, 28 December 1904, L, 11.76).




Joyce's luck did not last. In a letter of 13 November (which he had begun
two days earlier) he reported: "I answered two advts for lessons. One
of them I missed by a post; the advertiser wrote to thank me and said
he had just given his word. If I went to the café I should have seen
the paper in time but I wait to read it in the bank™ (L, 11.190). The
advert, in La Tribuna for Wednesday 7 November, read: "Young lady
or gentleman wanted for weekly English lessons to young clerk. Lire 130.
Mazzari, via Ostiense 46". There were compensations. The other advert
Joyce had answered in those days —in La Tribuna for Friday 9 and
Saturday 10 November— gave results; this time the advert was in
English: "Wanted at once English gentleman to teach his language. Apply:
Z 72, Posta Roma". Though Joyce was quick in replying, the advertisers
took their time over his application, and only on November 19 he was
able to tell Stanislaus: "An adwt which 1 answered in the Tribuna has
brought me some money. I have been appointed 'professor’ in an Ecole
de Langues (which is an offshoot at low prices of the B[erlitz]

S[chool])”, and after describing his night classes there, he adds as a 38. La Tribuna Illustrata, 25 Nov. 1906.

The illustration was on the back cover,

postscript to his letter: "By the way of the 4 advts 1 answered in the while the front cover carried a portrait
Tribuna, one got me this position in the bank, one got me Terzini, one of King George of Greece arriving in
got me a letter of apology and regret, a miss of L 130.—, and one got F}*“;’ﬁ ’]"é;f;’?l?'-‘f”" ”P""”‘F“” :ih“,]-"“:‘;!b

. H " t] c € JATAEND arc [oun m <
me a professorship in the Ecole de Langues!” (L, 11.195, 197). inside ‘pages. &

His reading of the local papers was not restricted to the small ads
columns, but extended to general news, both local and international.
Being personally frightened by storms, he reports from the papers on
or about 12 September that, during a thunderstorm which had caused
him great agitation the evening before, "a man was struck dead on the
road outside the gate of S. Pancras” (L, 11.160). Of another event which
he nearly witnessed, he did not wait for the reports in the papers but
became himself a reporter — sending a postcard to Stanislaus less than
two hours after its occurrence. [38] It is postmarked Wednesday 14 No-
vember, 8.25 p.m.: "Tonight at 6.30 while I was sitting at my desk
in the bank I heard a loud explosion and felt the house shake. A few
minutes after I heard people running under the windows 'Bomba! Bomba!”
A bomb had exploded at the Caffé Aragno which is at the corner of our
palace. Have not vet seen the papers. The street is full of people and
strewn with broken cups.” (L, 11.194). He relied on the papers instead
for the next two offences in the same line. On 19 November he sent
Stanislaus 1! Giornale d'Italia [39] and wrote: "Yesterday [SundayJan-
other bomb went off in S. Peter’s. Strange to say I went there in the after-

L_



39, N Giornale d'lialia, 19 Nov. 1906,
Front page report on the explosion in
St. Peter’s and on the alarm caused by
a fire-cracker exploded under the Quirinal

tunnel.
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noon without knowing of its having happened. I had intended going to the
morning service (and would consequently have been in the church at the
time of the explosion) but that I waited in for a letter from you. Things
are beginning to be pretty lively here. I saw no precautions taken in the
church in the afternoon but perhaps these things are not visible, Cardinal
Rampolla in the procession passed me at an arm's length unprotected
as far as I could see. He is a tall strong man with a truculent face.”
(L, 11.195). Continuing the same letter the next day, Tuesday 20, he
remarks: "I hear a report that there was a third bomb thrown today
in the Piazza di Spagna. I hardly think these can be the work of anarchists.
They are very clumsily made and do no damage. It may be a trick of
the police to justify them in making arrests on suspicion as the King of
Greece [40] is to be here in a few days. I hope to Jesus he won't pass by
this building during his visit . .." (L, I11.197).

The same letter bears witness also to Joyce's attention to another kind
of news, widely publicised, such as that of the arrest in New York
of the famous Italian tenor Enrico Caruso [41]: “Renan was right when
he said we were marching towards universal Americanism. [ suppose
you have read about Caruso being arrested in the monkey-house at New
York for indecent behaviour towards a young lady. ... I wonder they
don’t arrest monkeys in New York. ... The papers are indignant. Do
Americans know how they are regarded in Europe?” (L, I1.197).
Jovee's comments in this case, giving a political slant to an item of news
belonging by right to the gossip column, are revealing of a new attitude
towards newspapers that he had been acquiring since his arrival in Rome,

One newspaper in particular had been material in creating this new
attitude; though Dominic Manganiello has remarked on the impression
it made on Joyce, a study of the issues of this newspaper published
during the writer's stay in Rome reveals a much deeper influence on

‘his way of thinking in political terms and even, to a certain extent, on

his choice of parody and invective as well as satire as essential com-
ponents of his later major works. After three weeks in Rome, on 19
August, Joyce asked his brother: "Would you like to see come copies
of L'Asino — the Italian anti-clerical newspaper.” And significantly he
went on: "I absorbed the attention of three clerks in my office a few
days ago by a socialistic outburst . . .” (L, 11.151) L'Asino (The Donkey)
was a weekly founded in 1892 as a socialist satirical paper, aimed at
subjecting to sharp criticism the politics and the mores of bourgeois
Italy. Its motto was a quotation from the novelist F.D. Guerrazzi: "The




donkey is the people: useful, patient, and flogged.” It provided in simple
form information on current events, historical articles with definite ideo-
logical interpretations, addressed to an audience which was beginning to
become class conscious. Its circulation reached 60,000 copies, thanks not
only to its indictments of administrative and parliamentary corruption,
of the abuses of the ruling class, of police violence against the workers,
of the discriminations in the administration of justice, and of the thousand
ambiguous links between the middle classes and the government, but
mainly to a very striking and original typographical lay-out.

The front and back covers were taken up by two large satirical
eartoons in colour, while in the six inner pages the printed texts were
interspersed with a number of black-and-white satirical drawings and
cartoons which, by branding unequivocally the class enemy, would attract
less sophisticated readers. The use of what was for the time a new
technical process —chromochirography— put L’'Asino in the forefront
of Italian illustrated magazines. Careless editing, disregard for design in
the typographical lay-out, inept titling, were compensated for by the
liveliness of the slogans and of the cartoons. These were based on violent
and grotesque caricatures of well known political figures, and the allusive
captions emphasised the satirical deformations. The visual impact of
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40. I Giornale d'ltalia, 24 Nov. 1906.
Front page report on the visit of King
George of Greece.

41. Il Giornale d'[talia, 23 Nov. 1906,

Report on the trial of Enrico Caruso in
New York.
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42, L'Asine, 12 Aug. 1906. Back cover
cartcon by Galantara. Caption: "Official
ltaly becomes clerical"; The Iralian Prime
Minister Giovanni Giolitti kissing the
Pope's foot.
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L’Asino was greater than that of the articles or printed slogans, and it
appealed to a large readership of semi-literate members of the working
classes. L'Asino influenced in particular both the industrial workers and
the more politicised layers of the peasantry, which, reacting to the firm
hold of the parish church, had found in the socialist leagues and in lay
cultural circles, new meeting places, and in the socialist press and pamphlets
a new means of ethical and political self-education. L’Asino was a leading
factor in this process.

From 1901 however the political line of L’Asino moved more and
more in the direction of anticlericalism, to such an extent that this theme
became practically its only interest. In this way, though remaining in
the socialist area, it reached out for a lower middle class audience which
included many republicans and agnostics. The reason for this change
of attitude in the periodical’s policy was largely due to the fact that
the separation between Church and State which -had taken place with the
unification of Italy in 1870, was now being bridged, and the church
was allying itself with the Tralian ruling class against the spread of so-
cialism. The situation became more acute when Cardinal Giuseppe
Sarto became Pope Pius X in 1903; the prohibition for Catholics to
take part in political activities, imposed some thirty vears earlier, was
progressively lifted, and in the general elections of 1904 several Catholic
moderate members were returned in traditionally 'red’ constituencies. The
socialists saw the danger of the new peasant organizations promoted by
the Church in opposition to the left wing unions. The editors of L'Asino,
instead of trying, as they had done until then, to educate the masses
to socialist ideals, launched into a violent campaign against the hypocrisy
of Catholic public and private behaviour and against the priests as cor-
ruptors of consciences. This campaign had reached its highest point when
Joyce arrived in Rome. [42-43-44] The colorful front and back covers drawn
hv Gabriele Galantara were frequently treated as posters, in a style remi-
niscent of the contemporary French satirical papers. The black and white
cartoons in the inner pages presented an endless gallery of priests of all
descriptions engaged in the most unholy activities, sexual as well as
financial and political, under cover of a hypocritical sanctimoniousness.
Frequently the larger cartoons in colour represented the exploitation of
the masses and of the hungry peasantry; the figure of Christ appeared in
some of them, tall, fair haired, in a red robe, taking sides with the people
against the church hierarchy. Politicians are grotesquely caricatured as
shadowy figures characterised by utter stupidity. Revolution is conceived
as a hurricane sweeping away the decrepit clergy and middle class. The




articles in the inner pages emphasised the involvement of the clergy in
any discreditable episode of public or private life, attacked church schools
and educational institutions as breeding grounds of ignorance, superstition,
and prejudice, and satirized the cult of miracles, the healing powers of
holy relics, and similar aspects of popular religion.

While St Alphonsus de Liguori's handbook of directions for confessors,
with its detailed classification of all sorts of sexual sins, is presented as
an obscene publication, L'Asino adopted as its hero and intellectual patron
the figure of Giordano Bruno, burnt at the stake as a heretic in Rome
in the Holy year 1600. Allusions to his martyrdom appear repeatedly
in the pages of L'Asino, [45] and this must have particularly struck Joyce
who, since his Dublin days, had found in him a mentor and a guide,
80 that he had begun his polemical article The Day of the Rabblement
(1901) with a quotation from "the Nolan”, By a curious coincidence
the offices which L'Asino shared with the headquarters of the Socialist
Party and of the Party's daily paper Avanti! were in the same street, Via San
Claudio, as Joyce's bank, L'Asino at n. 57, the bank at n. 87. [46] It is
at least a possibility that, from his very first days in Rome, Joyce during
the lunch break, 'nibbled hastily and apologetically a bun' in the same

43. L'Asino, 9 Dec. 1906. Front cover
cartcon by Galantara: "Projects of re-
conciliation™; Giolitti and Pope Pius X
exhibiting their new medel army: a mix.
ture of Bersaglieri and Swiss Guard,

44, L'Asino, 24 Feb. 1907. Back cover
cartecn by Galantara: "Pius X is getting
ready”; dressed in the uniform of the
king of ltaly, the Pope (Giuseppe Sarto)
exclaims in his native Venetian dialest:
"What a magnificent king of Iraly I
will make”,

45. L'Asino, 31 Dec, 1906. Back cover
cartcon by Galantara: "Government Mea.
rures™; Giolittd, as a police commissioner,
orders the removal of Giordano Bruno's
statue from Campo de' Fiori and its
replacement by a statue of St. Alfonso
de’ Liguori.
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46. Via San Claudic now, looking
towards the Plazza of the same name.
The Bank was in the building on the
left, while the cffices of L'Asime wers
further down the street.

47. L'Asino, 2 Sepr. 1906, p6: "The
Black Pope': An atack against the
Jesuits apparently translated from a ser-
mon of 1551 of the Dublin Bishop George
Brown, in the Harleyan Miscellany,
tome V ().

cafe as the journalists of L'Asino. And at that time of day once a week
a shoal of newsboys would issue from the newspaper offices with the
newly printed copies, jostling the passersby with their shrill shout "Oh
che asini, signori! A due soldi!” (O what lovely donkeys, gentlemen,
only two sous™). Did Joyce remember them when he evoked the "screams
of newsboys barefooted in the hall” in the 'Aeolus’ episode of Ulysses?
There, under the heading A STREET CORTEGE, O'Molloy and Le-
nehan "smiled over the crossblind at the file of capering newsboys in
Mr Bloom’s wake".

Under the impact of such publicity Joyce must have begun reading and
been influenced by L’Asino during his very first week in Rome. Otherwise
how could we explain his outburst in a letter of early August, upon
learning of the church marriage of Cliver St John Gogarty: "You have
often shown opposition to my socialistic tendencies. But can you not see
plainly from facts like these that a deferrment of the emancipation ot
the proletariat, a reaction to clericalism or aristocracy or bourgeoisism
would mean a revulsion to tyrannies of all kinds. . . . For my part I believe
that to establish the Church in full power again in Europe would mean
a renewal of the Inquisition — though, of course, the Jesuits tell us
that the Dominicans never broke men on the wheel or tortured them
on the rack.” (L, 11.148)

The influence of L'Asino recurs again and again in the letters to Stanislaus;
for instance on 25 September: "I think my policy of substracting oneself
and one's progeny from the Church is too slow. I don't believe the
church has suffered vitally from the number of their apostates. An order
like this couldn’t support their immense church with rent &c on the
obolos of the religious but parsimonious Italian. And the same, I expect,
in France. They must have vast landed estates under various names and
invested moneys. This is one reason why they oppose the quite unheretical
theory of socialism because they know that one of its items is expropria-
tion." (L, 11.166).

The election, which was due in early September 1906, of the new Ge-
neral of the Jesuits, vulgarly known as il papa mero (the black Pope)
was a subject that the anticlerical weekly could not let go unnoticed, and
in fact, in preparation of the event, L'Asino published a whole series of
articles exposing the misdeeds of the Order founded by Loyola. This press
campaign was sure to rouse a keen interest in Joyce, and in fact, already
on 6 September, before the election had taken place, he wrote to Sta-
nislaus: "I also sent you a copy of L'Asimo” (L, 11.157). This must
have been the issue for 2 September, containing, under the title Il papa



nero, a most extraordinary document. [47] It purports to be a translation
from English of an extremely violent attack on the Jesuits in a sermon
written in 1551 by the bishop of Dublin George Brown. The Dublin origin
of the document, and the name George Brown are, to say the least, sur-
prising coincidences when we remember how in Finnegans Wake Joyce
was to refer to Giordano Bruno as Brown, or to adumbrate him under
the name of the Dublin printing firm Brown & Nolan that had published
Joyce's The Day of the Rabblement in 1901. There is not the slightest
evidence for a suggestion that Joyce slipped in the piece by the Dublin
bishop George Brown to the journalists next door during one of those
lunch breaks; all the same, one rejects the temptation of advancing it
with a good deal of regret. The fact remains that he was tremendously
excited by the idea of the "black pope”, and on or about 12 September
he reported to Stanislaus: "On Saturday last [8 September, the day of
the election] 1 went up to the headquarters of the black lice to find
out if they had chosen their general. A carman told [me] that they had
elected a German [Francis Xavier Wernz] and were now at their pranzo.
Unfortunately I have not bought the Avanti these few nights [48]. I would
like to read an article on the subject.” (L, I1. 160). He needed no carman
to tell him about the pranzo. Next day's papers — with the exception of
Avanti! — reported on the traditional post-election “extremely succulent”
dinner, during which was served a Jesuit dish, the forma gelata, the
elaborate preparation of which was reserved only to such occasions. [49]

The nearly morbid curiosity for the goings on in the most exalted centres
of the Roman Catholic Church is pervasive in Joyce's correspondence
from Rome. The reference to Cardinal Rampolla del Tindaro, which I
quoted before, is another example: Cardinal Rampolla [50] had narrowly
missed, because of a veto imposed by the Austro-Hungarian emperor,
becoming Roman Fontiff in the 1903 concistory; at the time, as Con-
stantine Curran reports in his James Joyce Remembered (London: OUP,
1968, p. 22), during a party in Dublin Joyce impersonated Rampolla in
a mock concistory, and solicited the votes of his "colleagues’ by mouthing
in dumb show the word "R-a-m-p-o-l-l-a”. Such episodes confirm the im-
pression that at least one of the reasons for Joyce's move to Rome was
that of penetrating the very core of those institutions that he believed
responsible for the intellectual paralysis of his own country. L'Asino
catered precisely for this kind of curiosity. How much Joyce was in-
fluenced by the attitudes expressed by that journal is shown by some of
the next sentences in the same letter reporting his inquiry at the Jesuits’
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48. Awvanti!, 9 Sept. 1906. Comment on
the clection of Francis-Xavier Wernz as
General of the Jesuit order.
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49, Il Messaggero, 9 Sept. 1906, Report
on the election of the General of the
Jesuits, giving details of the dinner at
the Collegio Germanico in Via San Nicold
di Telentino.

G0

headquarters: "The next thing we will hear will be the emperor Wil-
liam’s enrolment in the brown scapular.” The idea of the Kaiser taking

- holy orders with the Carmelites is directly derived from L’'Asino, which,

especially in its cover cartoons by Galantara, kept harping on the unholy
union between the State and the Church, both in Italy and in central
Europe [51-52]. The insistence on this theme suggested to Joyce a parallel
between Rome and Dublin. In both cases the life of the city was con-
ditioned by the predominant forces of the state and of the clergy. Though
apparently opposed to each other, in fact the two powers aimed at
maintaining the status guo, and this resulted in a condition of paralysis.
In Ireland the British Empire and the Roman Catholic Church were the
only masters and oppressors of individual consciences; in Italy the
monarchical government and the papacy were turning Rome into the
capital of bureaucracy, torpid, sluggish and resigned. In the comment on
the congress of the Italian Socialist party, on 14 October 1906, L'Asino
spoke of "this enormous Rome still watched by those two colossal gen-
darmes: the Quirinal and the Vatican”; surely Joyce remembered this
vivid image of the two oppressive forces of Monarchy and Church en-
closing in a deadly embrace the life of Rome from either side of the
Tiber, when many years later he devised in the "Wandering Rocks’
episode of Ulysses the parallel routes of father John Conmee S.]J. and
the Right Honourable William Humble, Earl of Dudley, on either side
of the Liffey, reducing life in Dublin to what he called in the Linati
scheme "a mobile labyrinth between two banks” [53].

Jovee of course was aware of the polemical excesses of L'Asino, but this
would not put him off completely. As he commented to Stanislaus in
his last letter from Rome at the beginning of March 1907, "I understand
that anti-clerical history probably contains a large percentage of lies but
this is not enough to drive me back howling to my gods.” (L, II. 217).

There was also a daily paper that Joyce would not find among those put
by the bank at the disposal of their employees or by the best cafes at
that of their customers; it was the official paper of the ITtalian Socialist
party, Avanti!, which very soon he got into the habit of buying whenever
he did not feel too poor to do so. He looked in it for something very
different from useful adverts and information on daily events: he found
there a debate on political ideas from a standpoint that he felt increasingly
akin to his own. Avanti! gave him, at least for a time, a feeling of class-
consciousness, as when, on 6 September, he regaled his brother with a
“socialistic outburst” which cannot have been very different from thar



with which he had surprised some time before his fellow clerks at the
bank: "you seem unable to share my detestation of the stupid, dishonest,
tyrannical and cowardly burgher class.” (L, 1I. 158). From the same
letter we gather one of the reasons for his reading the socialist paper:
"The reason I sent you Avamti! was that it contained an article either
of Lombroso or of Gorki"”. The mention of Gorki, who was beginning to
compete with Ibsen in Joyce’s mind among the new pathfinders in
literature, is significant. And on 25 September he remarked: "The fuss
made about Gorky, I think, is due to the fact that he was the first of
his class to enter the domain of European Literature. I, not having
Gorky's claim, have a more modest end. Ibsen ibself [sic] seems to
have disclaimed some of the rumorosity attaching to A Dall's House"
(L, II. 166).

In reading Avanti!, though, Joyce was able to maintain a discriminating
critical attitude, so that he never fell for the easy rhetoric of the paper’s
editor Enrico Ferri [54], a famous lecturer, a professor of penal law who
had learned from the practice of the bar all the tricks of the barrister’s
trade. In spite of his inflammatory speeches, Ferri was ready to com-
promise, and his ideological preparation was less than adequate, so that
it was said of him: always a speaker, never a thinker. Joyce must have
sensed this, since he preferred another socialist leader, Arturo Labriola [55],

50. Cardinal Mariano Rampolla del Tin-
daro (Palermo 1843 . Roma 1913), Se-
cretary of the Congregation of the Holy
Office (Pontificia Fotografia Felici)

51. L'Asimo, 23 Sept. 1906. Back cover
cartoon by Galantara: "Luther’s revenge:
The White Pope and the Black Pope in
the hands of the head of the Protestants™;
the German Kaiser as a puppet master.
52, L'Asimo, 7 Oct. 1906. Back cover
cartoon by Galantara: “The Black Pope™;
The new German General of the Jesuits
holding in harness Pope Pius X,
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53, L'Asimo, 7 Oct. 1906, Editorial on
the opening of the Socialist Party
Congress.

54. Enrico Ferri (1856-1929). Editor of
Apanti! from 1900 to 1906, when he
became the leader of the Italian Socialist
Party. He left the Party in 1911, moving
to more moderate positions and working
out his project for the Italian penal code
published in 1921.
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but in his turn he never pretended to hold the one and only truth.
Writing to Stanislaus on 6 November, after defining his own position,
like that of Ibsen, "a virtual intellectual strike”, he went on: "Of course
you find my socialism thin. It is so and unsteady and ill-informed. You
are wrong, however, in supposing that the intellectuals taught Labriola
socialism. Intellectualism, instead, is a partial development, an alloy of
sociological liberalism, of the original socialism which was really nothing
but the manifesto of a class. Ferri, for example, seems a more intellectual
and capable person than Labriola but the latter contends that interest in
psychiatry and criminology and literature and religion are beside the
question. He wishes to hasten directly the emergence of the proletariat.
And to do this he would include in his ranks Catholics and Jews, liberals
and conservatives.” (L, 11.187-8). Joyce followed with extreme interest
the full reports in the Awvamti! of the Italian Socialist party congress
that took place in Rome from 7 to 10 October in the Casa del Popolo
(House of the People), a conference hall built for the occasion with the
voluntary work and contribution of technicians, artists and bricklayers [ 56].
So that, in the article I already mentioned, L'Asino could write on 14
October: "Rome still shows in the triumphal arches and in the Colosseum
the marks of past imperialism, but in the modern House of the People
bears the augury of a new civilization that will overcome pagan im-
perialism, catholic universalism and monarchical capitalism.”




Joyce's interest is shown by passages like the following, in a letter of
9 October:

I am following with interest the struggle between the various socialist
parties here at the Congress. Labricla spoke yesterday, the paper says,
with extraordinarily rapid eloquence for two hours and a half. He reminds
me somewhat of Griffith. He attacked the intellectuals and the par-
liamentary socialists. He belongs or is leader of the sindacalists. They are
trades-unionists or rather trade-unionists with a definite antisocial pro-
gramme. Their weapons are unions and strikes. They decline to interfere
in politics or religion or legal questions. They do not desire the conquest
of public powers which, they say, only serve in the end to support the
middle-class government. They assert that they are the true socialists
because they wish the future social order to proceed equally from the
overthrow of the entire present social organization and from the automatic
emergence of the proletariat in trades-unions and guilds and the like. Their
objection to parlamentarianism seems to me well-founded but if, as all
classes of socialists agree, a general European war, an international war,
has become an impossibility T do not see how a general international
strike or even a general national strike is a possibility. The Italian army
is not directed against the Austrian army so much as against the Italian
people. Of course, the sindacalists are anti-militarists but I don't see how
that saves them from the logical conclusion of revolution in a conscriptive
country like this. It is strange that Italian socialism in its latest stage
should spproach so closely the English variety. (L, 1I. 173.74) [57].

55. Armro Labriola (1873-1959). From
Avanti!, 8 Oct. 1906, reporting on the
Socialist Party Congress,

The only naif note in this critical analysis of an ideological position is
the belief in the impossibility of war; but this Joyce had inherited from

SLECEN LNV & EEBL:

56, The 'Casa del Popolo’ in Via Capo
d’'Africa. From Awvanmti!, & Oct. 1906
devoting the whole of the front page to
the inauguratoin of the Conference Hall
in view of the Socialist Party Congress.
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57. Avanti!, 8 Oct. 1906. Full report of
the debate at the Socialist Party Congress.
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Ferrero's book Il Militarismo which he had read in Trieste. At all events,
it must be clear by now that the Awvanti!, more than L’'Asino, suggested
to Joyce a very different approach to politics from the one he had in his
Dublin days: the debate of ideas replaces the direct attack on degraded
institutions.

Other passages in the letters show how far Joyce had absorbed the
Avanti! positions on particular issues. For instance his statement on
6 November: "The revenue of Italy is 1700 million lire and of this
400 millions is spent on army and navy: 23%. England [spending 47%
of its revenue in the same way] however has a vast territory to protect
and, at least, possesses a powerful empire. Italy against the outlay of 1/4
of her revenue has an impoverished illiterate population, medieval sanita-
tion, a terrible accumulation of taxes, and an army and navy which would
probably fetch a few hundred pounds in a lottery.” (L, II. 188). This
reflects a campaign against the mismanagement of the Italian navy that
Avanti! had started before Joyce's arrival in Rome, with articles on 5,
8 and 23 July; then there was a whole series under the general title
L'inchiesta sulla Marina a nuova vita (The Navy inquiry revived) on 28
and 31 July, 5, 10, 17 August, and 1 and 25 September, and the subject
kept cropping up in the following months. Joyce had treasured the in-
formation.

More interesting still, in view of Joyce’s admiration for Guglielmo Ferrero,
and the influence his writings had on the genesis of Ulysses, is the fact
that Avanti! published on 28 October an article by Ferrero under the title
"L'ode di Orazio.” It was adapted from the second chapter of the fourth
volume of his monumental work Grandezza e Decadenza di Roma, which
had just been published. Joyce took the hint and on 13 November, im-
mediately after announcing that the title of the short story he was plan-
ning to write was Ulysses, he adds: "Ferrero devotes a chapter of his
history of Rome to the Qdes of Horace” (L, II. 190). The article in the
Avanti! had induced him to buy the newly published book and to turn
at once to that chapter; what is more, he seems to have got at the same
time Ferrero’s other book, L'Enropa Giovane, which he says he had "just
read” and on which he comments at length in the same letter. As
S.L. Humphreys has shown, L'Ewropa Giovane was a fundamental in-
fluence on the conception of Ulysses. Throughout that period the Avanti!
kept Ferrero’s name in the forefront, reporting on his lecture tour in
France on the 9 and 10 November under the title "Ferrero a Parigi”,
23 November "Ferrero al Collegio di Francia™, 30 November "Legione
d'onore a Ferrero”. At the turn of the year however Joyce's interest in



the Avanti! began to falter, and by 6 February he reported: "I have
given up reading Avanti! but enclose paragraph for Artifoni [the socialist
director of the Trieste Berlitz School]. It was too dull for me.”

But apparently he did not give up L'Asino. He certainly saw the issue
of 17 February which devoted both its front and back pages to. Giordano
Bruno [58-59] on the occasion of the great procession in honour of
the martyr of free thought organized by the anticlerical forces on the
anniversary of his death, though, as Joyce wrote at the beginning of March
in his last letter from Rome, "The spectacle of the procession in honour
of the Nolan left me quite cold” (L, I1. 217). From the same letter we
learn implicitly that he had seen also the next number of the weekly,
that of 24 February, though also in this case it caused him another disap-
pointment. He tells Stanislaus: "I have been trving to read Carducci’s
verses, induced by the fact that he died unfortified by the rites of R.C.C.
But not only does it not interest me: it even seems to me false and
exapgerated.” (L, II. 218). We know now from a letter of his fellow
bank clerk Paul Bompard that Bompard was the man from whom he had
borrowed a volume of Carducci’s poems so shortly before leaving Rome
and the bank on 6 March, that he had not returned it at that date.

58. L'Asiwo, 17 Feb. 1907. Front cover
of the issue devoted to the anniversary
of Giordano Bruno's martyrdom. The
caption reads: "Around the burning stake
the priests are still shouting: 'Long live
freedom of thought'. ™

59. L'Asino. Back cover of the same
issue: "The Nightmare of Pius X", by
Calantara. The Pope's dreams are haunted
by the numberless victims of the Catholic
Church's repression.
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60. L'Asino, 24 Feb. 1907, p.3: with
the re of Carducci's statement on his
death , "Unchanged and unchangeable
1 am waiting for my last and greatest
hour”, and of "The greatest demonstra-
tion that Rome ever saw" in honour of
the memory of Giordano Bruno.
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Joyce's sudden albeit fleeting interest in Carducci, the Italian poet
Laureate who had died on 16 February, was roused by the full page that
L'Asino devoted on 24 February to the Giordano Bruno procession ("'La
pilt grande dimostrazione che Roma abbia veduta™), and, in bolder charac-
ters, to "The last political statement by Giosué Carducci”, reporting his
firm refusal on his death bed of the 'comforts’ of the Catholic religion, in
spite of pressure put upon him by the Bolognese Cardinale Svampa,
anxious for the repercussions that such an attitude by the leading figure
of the Italian cultural world would have had on public opinion. [60]

At least two Ttalian newspapers, Avanti! and L'Asino, played an important
role, at a particularly sensitive moment, in determining the ideological
premises to Joyce’s major work; a closer study of those papers may yet
yield even more specific evidence of their influence especially on Ulysses.
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5. ROME AND « THE DEAD »
Franca Ruggieri

"Rome is the strange world and strange life to which Richard brings
her. Rahoon her people. She weeps over Rahoon too, over him whom
her love has killed, the dark boy whom, as the earth, she embraces in
death and disintegration.” (E, 118) "She"” is Bertha in Exiles and Gretta
in "The Dead”, and, of course, Nora ',

Joyce must hmrc associated with Rome the image of himself as an exile
or an emigrant *: the evidence is in the fact that Rome is the placc of
the ’exile’ of Richard Rowan and of Bertha, "his exiled spouse”. But,
in turn, the very idea of exile suggested the idea of death: Rome, which
lives on death, is the city of catacombs and tombs, one of which is the
tomb of P.B. Shelley in the English Cemetery.

In his notes for Exiles, published posthumously in 1951, Joyce links the
two series of associations Rome-Exile-Death and Nora-Gretta-Bertha by
evoking the moon (and the moon is Bertha, but it is also the protagonist,
"wandering companionless”, of those "lines of Shelley’s fragment” in
A Portrait of the Artist as a Young Man [P, 96]) and Shelley's tomb,
which refers back to the tomb in the cemetery of Rahoon where the body
of Sonny Bodkin is buried. Bodkin had been Nora Barnacle's young admirer
and was given the name of Michael Furey in the story of "The Dead".
“Bodkin died. Kearns died. In the convent they called her the man-killer”,
says the note about Nora (E, 118). Shelley is Kearns and Bodkin, all of
whom died young, killed by love and by life, but he is also the element
in Richard which neither love nor life can destroy, the very element
which makes the relationship possible between Richard (in Exiles), Gabriel
(in "The Dead"), James Joyce and Bertha, Gretta, Nora, halfway between

fiction and reality, between Galway and Connaught, between the English

Cemetery in Rome and the cemetery of Rahoon.’ And Shelley, like
Furey, Kearns and Bodkin, "is her buried life, her past”. Here the memory
of Bodkin merges with that of another of Nora's admirers, Mulvey (]],
1982, 158n) who gave her cream sweets: "His attendant images are the
tnnktts and toys (bracelet, cream sweets, palegreen lily of the valley, the
convent garden). His symbols are music and the sea, liquid formless earth
in which are buried the drowned soul and body. There are tears of com-

- Mmiseration. She is Magdalen who weeps remembering the loves she could

a

! The connection is developed by Parrick
Rafroidi: "James et MNora; Gabriel et
Gretta; Richard et Bertha: autobiographie
et fiction dans 'The Dead' et Exiles de
Joyce". Etudes Irlandaises, 5 (Dec. 1980)
37-51. (Editor’s note).

1 On "Exiles or Emigrants™ see Carla de
Petris's paper in the present volume.

¥ Internal evidence for Joyce's knowledge
of Shelley’s tomb and its epitaph is pro-
vided by Carla de Petris in her contribu-
tion to the present wvolume. Further
matetial on the identification of Bodkin
has been added by Richard Elmann to his
biography of Joyce (J], 1982, p. 324 and
note on p. 774); nothing instead is known
about Kearns, a typically Irish surname,
which is mentioned only in this note for
Exiles — the suggestion that the name
is a misreading of "Keats' in the ma-
nuscript is unsupported by the context in
which it appears. (Editor's note)
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not return” (E, 118). And thus Exiles, through the interplay of these
implied cross-references, is linked to the last section of “"The Dead”, and
by recalling Shelley together with Bodkin, the Rome of the past exile of
Bertha and Richard links itself to the Dublin of the short story "The
Dead"” and superimposes itself on it.

The relationship of art with life and death, of literature with politics
and "commercialism”, recurs in Joyce’s works from the earliest days.
In Joyce’s paper for the University College Literary and Historical Society,
"Drama and Life” (20 Jan. 1900), true art is seen as the art of Ibsen’s
theatre, which expresses life. According to a classical definition of realism,
"life we must accept as we see it before our eyes, men and women as
we meet them in the real world, not as we apprehend them in the world
of faery.” (CW, 45). Life, in its simplest day-to-dayness, reveals the eternal
laws of man's history and man’s immortal passions, “truth and freedom”
amongst them.

In “Tbsen’s New Drama”, of the same year, however, the theme of art
recurs in the relationship of the artist with his work and his world. The
sculptor Rubek in When We Dead Awaken accepts the responsibility of
his own downfall, which began from the moment he gave in to com-
promise, in the course of a highly symbolical dialogue with Irene — the
woman, the model and the muse of that portrait (significantly a "Resur-
rection”) which is their creature — a creature betrayed by the compromise
with “'the rabblement”. The revelation of truth leaves no other possibility
beyond that of purification, in a transfiguring death, a snowstorm which
frees them from the prison of life and which is death and, at the same
time, reconquered purity.

These are the two themes which Joyce was to deal with later, namely
the relationship between true art and life, and the experience of death
as a liberation, as the only key which can reveal the true sense of life
and art. The after-death of transfiguration is the only solution of all
ambiguity, of compromise and of the betrayal of the artist’s own identity.
The two themes return together in “The Dead”. In this portrayal of
the successive phases in the single process of degradation, the theme of
death is linked with that of literature in the character of Gabriel Conroy.
An established man of letters, an expert speech-maker, a journalist who
is totally convinced that politics have nothing to do with writing, a fetishist
and sensual admirer of his own books, almost replacing all other desires.
Gabriel Conroy is a citizen of Europe, all too ready to deny his national
roots. He moves with apparent ease and even cocksureness in a crumbling
world, a world which accepts him passively, a world of decadence and




quasi-death, where the echoes of conversation, of music, of singing from
one room to the next not only measure the drowsy repetitive rhythm of
the present, but also suggest the memory of a cumbersome past, which
is desire (eros denied, and death) and which, if not yet the nightmare
of history, still conditions and irreparably reveals the present. The initial
idea of "The Dead”, and thus the fusion of the two themes, death and
literature, dates back to Joyce’s stay in Rome.
On the 25th of September 1906, Joyce writes to Stanislaus from Rome
and expresses his regret for not having paid due tribute to the beauty
and hospitality of Dublin, but adds immediately, that even if he had
wanted to rewrite Dubliners, he could not be sure that the perverse devil
of his literary conscience would not play a similar nasty trick on him.
It is in this letter that, looking on Rome's ruins, he remarks: "Rome
reminds me of a man who lives by exhibiting to travellers his grandmother’s
corpse” (L, II. 165). He had escaped from Dublin because it was "the
centre of paralysis”, but had found in Rome the centre of death.
On the 6th of February 1907, he informs Stanislaus: "Ulysses never
got any forrader than the title. I have other titles, e.g. The Last Supper,
The Dead, The Street, Vengeance, At Bay: all of which stories I could
write if circumstances were favourable” (L, II. 209). It is the first men-
tion of the title "The Dead".
In the letter of 11th February 1907, Joyce appears both amused and
depressed by a theatrical happening at the Abbey Theatre in Dublin on
the occasion of the staging of a play by J.M. Synge, and this "put me off
the story I was ’going to write' — to wit, The Dead”; instead he is
reading old Italian story-tellers "and also Anatole France”. He goes on:
"I wonder how he got his name... However I mustn’t complain, since he
suggested Ivy Day in the Committee Room and has now suggested another
story The Dead” (L, 11. 212).
The image of the city of Rome, like that of Dublin, both "oppressed and
oppressive” — a crumbling, debased city, which lives off its own death,
but which knows, ironically, how to be proud of its past — seems now
to grow into a formidable metaphor of death, into the precise and ideal
setting for a tale on death. Joyce's experience in Rome, which had meant
_f"m.' him at first a new interest in Labriola’s socialism, and thus represented
H!W a political experience, re-emerges in its negative aspect in that am-
s creation, halfway between fiction and autobiography, which is the
SIHHCII:I: of Gabriel Conroy, a caricature of one side of Joyce himself,
who has no doubts whatsoever about his own lack of political commit-
ment, a complacent man of letters, but not an artist.

B
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* A further reason for Joyce's interest in
Wilde's pamphlet is indicated in Manga-
nicllo's paper in the present volume,
Ellmann n:gom that official permission to
translate The Soul of Man under Socialism
into Italian was granted Joyce on June 19,
1909, "but events of the summer put it
out of [his] head.” (JJ, 1959, 283; J],
1982, 274).
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Gabriel Conroy represents only one moment in the lengthy analysis of
the relationship between art and life, which, in the sketch A Portrait
of the Artist” of 1904, is, at one and the same time, life for art and
art for life, from the definition of the portrait as the “diagram of an
emotion” (life iriterpreted by art), to the final plea of the artist for in
ternational freedom, the moment when “the confederate will issues in
action", aided by the crisis of the "aristocracies” and of the "competitive
order” (art as necessary to life). Echoing The Soul of Man under Socialism
by Oscar Wilde*, Joyce seems to be declaring again that a separation of
art from politics is hardly possible. This is not how Gabriel Conroy sees it.
In 1906, probably in March, while Joyce was still in Trieste, he wrote
"A Little Cloud"”, the story of Little Chandler and of his relationship
with a woman, with a friend, with literature and with art. Here the desire
for freedom on the part of a plain Dublin clerk is a misplaced ambition
directed toward artistic realization, because that fulfilment cannot become
a dimension of life when it clashes with mere routine, Art cannot save
those who are doomed to frustration and failure.

In the middle of August 1906, in Rome, Joyce had retouched "A Painful
Case" (cf. L, I1. 151), the story of James Duffy and Mrs. Sinico, yet another
story about the relationship between a man, a woman and art: music
and literature, Mozart and Nietzsche. Duffy’s refusal to get involved in
religion as well as in socialist militancy, in friendship as well as in love
and a family, is called into question by one single gesture: his shocked
rejection of a female’s hand, of the touch of her skin, of a woman’s
passion. Music and literature become arid, make their acolytes arid too
and are not sufficient in themselves to make sense out of isolation: James
Duffy remains a great "outcast from the banquet of life".

But the theme is given wider expression in "The Dead”, in the two main
characters, a man, a successful journalist, and a woman, his wife Gretta,
who is from Galway, the West, and is a compound of Nora Barnacle and
Ibsen's Irene. Faced with Gabriel's self-assurance and with his negation
of his own past life and of history in general, Gretta broods over the
past. The past is for her a source of desire and passion, both frustrated
by death; whereas for Gabriel it ultimately becomes a key to the percep-
tion of the emptiness of his own forgotten past, of the barrenness of his
own experience of life, which has been and still is a life of death among
the dead: only those who are physically dead like Sonny Bodkin and
Michael Furey have ever been alive and are alive still as objects of desire.
On the final page the realization of the impossibility of achieving a




European stature, which is the counterpoint (misplaced and ironical) to
the narrator’s hopes, as well as of his guilty rejection of his own native

, result in the planned journey to Galway, which is both Con-
naught and Rahoon, the places of his wife’s origins and past, the West,
a West which is both death and the only possible chance of life: as
in When We Dead Awaken, the dead are more alive than the living.
The transition, as shadowy and evanescent as the colours of the panels of
Gretta’s skirt — an ambiguous, yet intense and polysemic transition from
the superficial certainty of literature to existential doubt, comes to ful-
filment in the third section of the story, in the brief space of one sequence,
when Gabriel is alone, and is observing his wife 'from a distance’, able
only to make out her silhouette in the dark: “There was grace and mystery
in her attitude as if she were a symbol of something. He asked himself
what is a woman standing on the stairs in the shadow, listening to a
distant music, a symbol of” (D, 207). The woman standing still in the
shadow is a vague and symbolic image which blends in with the echo
of laughter, of discussion, of "The Lass of Aughrin” sung by Bartell
D’Arcy in the next room, and this is the "distant music” which evokes
the past. Conroy sees and lives reality through the filter of literature;
for him reality is necessarily symbolic of something and he needs literature
as a filter and shield from life. Gabriel lacks the authentic passion and
creativity of art: his literature alienates him from reality, a reality on
which the literary man imposes his personal symbolic mediation. "If he
were a painter he would paint her in that attitude. Her blue felt would
show off the bronze of her hair against the darkness and the dark panels
of her skirt would show off the light ones. Distant Music he would call
the picture if he were a painter.” (D, 207). The sequence closes with the
title of the ’picture’, which is almost a paraphrase of the Wortténdrama
(again another implied reference to his Rome days, to that Twilight of
the Gods which Joyce had seen there). As in When We Dead Awaken, the
return of the woman's past, eros and thanatos, desire and death, becomes
for Gabriel, as it had been for James Duffy, the revelation of his own
past, of his own history. The 'shock of recognition’ is the breakdown of
his self-confidence, of the idea of literature as a mediator or a compensa-
tion for a life already denied by the denial of desire, a life which perhaps
only now can be experienced: "Generous tears filled Gabriel’s eyes. He
had never felt like that himself towards any woman, but he knew that
such feeling must be love” (D, 220). But if this is love, then his journey
Towards a new life, a “vita nova”, is necessarily symbolic, as in When We
Dead Awaken: "The time had come for him to set out for his journey

N

71



72

westward. Yes, the newspapers were right: snow was general all over
Ireland... His soul swooned slowly as he heard the snow falling faintly
through the universe, and faintly falling, like the descent of their last
end, upon all the living and the dead .” (D, 220).




‘

6. EXILES OR EMIGRANTS
Carla de Petris

A decision was taken after the unification of Italy which was to have
enormous socio-economic as well as cultural consequences for the future
of Rome. The ruling classes, as Quintino Sella theorized, held that "the
popular claims of large working masses” were unsuited for Rome. In
fact Rome offered to immigrants from other parts of Italy only two pos-
sibilities for work: activities connected with urban development, or par-
ticipation in the growing bureaucratic apparatus. Industrial development
was reserved for the so-called 'triangle’ in the north, Milan-Turin-Genova.
For this reason at the turn of the century Rome fell more and more into
the hands of a subspecies of lower middle class, bureaucratic and parasitic.
In the severe view of the architect Ludovico Quaroni, Rome was "a
third-class capital city, untidy, tired, a little vulgar, lazy, sceptical but
cowardly, mean, incapable of true rebellion, true imagination, true crea-
tivity, in politics as well as in the arts, in sexual life as well as in religious
life; the architectural and urbanistic *figura’ of the city coincides perfectly
with this cultural anthropologic picture.” (L. Quaroni, Immagine di Roma,
Bari 1969).

All this is wisdom after the event; what did Rome look like in the year
1906, when, after a tiring journey from Trieste, via Fiume and Ancona,
James Joyce — a letter offering him a bank job in his pocket —
arrived in the city with Nora and their small child Giorgio?

Rome was in the first place a city of small dimensions, with just over
300,000 inhabitants predominantly engaged in handicrafts or involved in
the tertiary sector. The link between city and country was not yet broken:
from the Roman Campagna, along the ancient consular roads, carts filled
with vegetables and small wine barrels, and even flocks of sheep were
driven into the heart of the city. Elder Romans recall that country brokers
and dealers had their meeting place in Piazza della Rotonda, in front of
the Pantheon,

In seeming contrast with all this, the Rome Municipal Council had al-
located in 1905 the considerable sum of 100,000 lire for the celebration
of the 50th anniversary of the unification of Italy. It was the first official
act heralding the 1911 World Exhibition, held in Rome and Turin with
an extension in Florence. Renato Nicolini finds that this is “an economic
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61. Via Frattina now, looking towards
Piazza di Spagna. Apart from the new
shop fronts, the buildings are much as
they were in Joyce's time.

sign of expansion typical of Italy in the decade 1900-1910: the proposal
of an investment of no immediate utility... but in view of the positive
political effects of presenting a cultural image of the ruling class and of
the managerial group in terms of progress.” (R. Nicolini, "L’Esposizione
del 1911 e la Roma di Nathan” in Roma 1911, ed. G. Piantoni, Rome
1980). .

The city was ready for yet another of those transformations or camouflage
to which a capricious destiny condemned it. In 1907 a new city council
was formed led by Ernesto Nathan, of Jewish origin, a freemason and
a republican, supported by the so-called Popular Block, a centre-left
alliance. The Socialists broke away in 1911, but the council fell only in
1914 on the eve of the Italian intervention in the First World War.
During the Block administration, in 1909, the council passed the first
comprehensive town planning regulations (Piano regolatore Saintjust)
which were intended to rationalize building in the historical centre ot
Rome and the development of outlying districts. It was a welcome measure
after the crisis of 1880 which had blocked for a time all building activity
and after the legislation on the taxation of building areas passed by the




~ Giovanni Giolitti government in 1904 and 1907. But "'the plan threatened

the interests of the land-owners ... who opposed it also in the attempt
to escape taxation ... and managed to start a process of derogations from
the ruling of the plan which in fact nullified the purpose of the plan
itself.” (M.I. Macioti, Ernesto Nathan: un sindaco che non ba fatto scuola.

Roma 1983).

Most of these developments belong to Rome’s future. We should try
now to trace an ideal route for James Joyce in the Rome of 1906, since
he spent what little time was left him from the severe bank time-table
(8.30 a.m. to 7.30 p.m., Saturday included), and from his private lessons,
in walking the streets of the town.

1In the first place Via Frattina [61], where he lodged c/o Signora Dufour,
1t was not the fashionable street it is today. The Baedeker of 1900
advised those who wished to stay in Rome to look for accomodation in
the "old foreigners’ quarter” between Via del Corso and Via del Tritone,
and especially near Piazza di Spagna. Via Frattina was an obvious choice,
considering that there were no less than three housing and employment
agencies there, an unpretentious street for cheap rooms.

The two years spent in Pola and Trieste had accustomed Joyce to the
roomy and comfortable coffee-shops typical of Austria and Northern
Italy, where, at the price of one cup of coffee, one had the run of all
the daily papers. One of the first things he did in Rome was to look in
the neighbourhood for something of the kind, but he had to report to
Stanislaus on 7 August: "Rome has one cafe and that one is not as good
as any of the best in Trieste. ... I am forced to go to a little Greek
restaurant. frequented by Amiel, Thackeray, Byron, Ibsen and Co.; bill
of fare in English, 115 for a coffee, pot of tea 6 cups 6d, Daily Mail,
N.Y. Herald, Journal.” (L, I1. 146). The Greek restaurant was of course
the famous Caffé Greco (a proper name, not an adjective) in Via Con-
dotti [62-63].

To go to work Jovce had to cross Piazza S. Silvestro with its imposing
and comparatively new Central Post Office building (in fact a convent
adapted to its new function in 1877, and the scene of such episodes as
the one described in the post card of 22 September [L, I1. 163-4], which
made Joyce exclaim "How I detest these insolent whores of the bureau-
€tacy™) [64]. The square was much smaller then than it is today; in the
centre there was a statue of Metastasio and on the opposite side from
%Ehurch which gives the square its name there was an English church,
Eﬁmi.‘y Church, built around 1882 [65]. It disappeared in the demolition
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62. Via Condotti from Piazza di Spagna;
the Caffé Greco is in the second block
to the right along the street.

3. Distinguished customers in the Caffé
Greco at the beginning of the century.

76




work of 1932 o make room for the tram terminus, Probably that was
the “evangelical hall” where Joyce attended a service on the evening
of Sunday 11 November, out of mere curiosity (L, II. 191), like Mr
Bloom watching the communion service in All Hallows, in the 'Lotus-
eaters’ episode of Ulysses

The demolitions joined Piazza S. Silvestro with the much smaller Piazza
S. Claudio [66] at the end of the short street where was the entrance to the
Nast-Kolb and Schumacher bank. Via del Tritone up to Largo Chigi and
Piazza Colonna was not vet completed. In Largo Chigi, backing on Via
S. Claudio, there was the first department store in Rome, "Alle Citta
d'ltalia”, an interesting example of modern building techniques for its
supporting metal structure [67].

The Piombino palace which faced Piazza Colonna had been demolished
some years before and the new Galleria Colonna (an imposing shopping
arcade) had not yet been built in its place it was inaugurated in 1911.
The Piazza was therefore much larger than it is today [ 68] and the municipal
brass band concerts were held in it; Joyce attended these inexpensive and
rewarding performances from the very first days of his stay in Rome.
They had the great merit of educating the Italian public to Wagnerian
music; in his second postcard from Rome, on 2 August, Joyce reported:

64. The Central Post Office s Building
in Piazza San Silvestro; the statue of
Pietro Metastasio was removed in 1932
during demolition works to make room
for the tram terminus.

63. Trinity Church in Piazza San Sil.
vestre; built in 1882, it was demolished
with the rest of the houses separating
Piazza San Silvestro from Piazza San
Claudio in 1932,




66. Piazza San Claudio from via del
Tritone, before the demolition of the
houses at the far end in 1932,

67. The department stores Magazzini
Bocconi "Alle Citth d'Ttalia”, re-christened
by Gabriele D'Annunzio "La Rinascente” :
main entrance in Largo Chigl, side en-
trance in via del Corso, backing on via
San Claudio.
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Mlast night we heard a band in the Piazza Colonna play a selection from
skgjrffd1 Very fine.” (L, I[.rHﬁ']. L
Further on, at the end of Via del Corso, the monument to Vittorio Ema-
nuele 11 was still under construction. Today it is referred to by Romans
as the ‘typewriter’ for its shape, or the 'wedding cake’ because of its
outrageously white marble among the warm colours of the surrounding
fuins and ancient buildings. The construction was to cost at that time
several million lire and when officially unveiled in 1911 was still far
from complete. Much demolition work was to be done to open up Piazza
Venezia as we know it today [69].

Behind the Campidoglio, the Forums extended all the way to the Colos-
seum. Joyce visited them repeatedly but his first impressions were not
very favourable: “the neighbourhood of the Colisseum [sic] is like an
old cemetery with broken columns of temples and slabs.” (7 August, L,
1I. 145). And he was impatient with the post-card sellers speaking broken
cockney, with the improvised guides, and with the English and American
tourists [70-71]. Joyce perceived certain aspects of Rome with great insight
bﬂt he igﬂﬂrfd or l'l..‘FLlﬁL‘f.I L]lhfrﬁ, }'-'1.“]'[.: t}TE!I’] ance :i'I'I I'I'iﬁ- 1L'.|.Tli:r5 hﬂ,‘
regretted not knowing “something of Latin or Roman History” (one more

68. Piazza Colonna from via del Tri-
tone, before the building of the Galleria
Celonna; the band stand was placed at
the foot of the column.
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69, View of the Forums, from the Co-
losseum to Piazza Venezia, taken in 1906
fram an observation balloon, Construction
work for the Monument to Vittorio Ema.
nuele I1 is visible on the right.
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reason for reading Ferrero's Grandezza e decadenza di Roma), and his
idea of the Rome of the Caesars was certainly peculiar: "I believe it was
chiefly on one or two hills: the inter spaces being used as military
exercise-grounds, market-places &c. The forum must have been a mag-
nificent square.” (4 October, L, II. 171).

The marvels of Roman Baroque left him indifferent: in his letters Piazza
MNavona and the hundreds of churches and buildings he had to pass in
front of every day are not even mentioned. Only the general state of
abandon and decay struck him, as he wrote “papal Rome is like the
Coombe or old Trieste”. Sometimes, weighed down by the sultry weather
of the Roman summer and perhaps nostalgic for the fresh shades of
St. Stephen’s Green Joyce climbed up from Piazza di Spagna to the Pincio,
which is "a fine garden overlooking one gate of the city” (7 August, L,
I1. 145) [72].

Piazza di Spagna itself, at the end of via Frattina, is hardly mentioned in
the letters, though Joyce had noticed the three English lending libraries
there (on 19 November he regrets that they are closed for the Summer),
and he must have boarded the horse-omnibus for St. Peter's there [ 73-74].
Joyce's remarks in his letters from Rome suggest those of a ’visitor from



70. The Forum in ca. 1900, looking
towards the Colosseum

71. The Forum, looking towards the
Capitol. Guides and post-card sellers wait-
ing for visitors.
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72. The Pincio terrace, overlooking Pinz.
za del Popolo and the Roman gate Porta
el Popolo.

1
i

73. Piazza di Spogna from via del Ba-
buino, with Miss Wilson's Lending Li-
brary in the first building on the left,

xt d » "Babington’s Tea R " and
next door oo abingron s 1éa hoom  and
the Spanish Steps.
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the future’ regarding the city with hostile eyes because in the evils around
him he foresees the ills of our future. When he says that the newly built
Ludovisi quarter "is like any secondary quarter of a fine metropolis”
(4 October, L, 1I. 171), he anticipates Marcello Piacentini’s description
of the late Nineteenth century architecture of that Rome district: "flat,
monotonous, uniform, but ever correct and dignified. From then on, the
tragedy of industrial building began, which was to add worse ugliness.”
(M. Piacentini, Le vicende edilizie di Roma dal 1870 ad oggi. Roma, 1952).
All the same, in October Joyce still spoke of "a fine metropolis”. He
would not have used the expression a month later, when, having been
given notice by Ms landlady in via Frattina, his walks through the streets
turned into a hopeless search for new lodgings: vou object to my
vituperation on Italy and Rome. What the hell else would I do? If you
had to traipse about a city, accompanied by a plaintive woman with infant
(also plaintive), run up stairs, ring a bell, "Chi ¢'¢?’ Camera’ 'Chi ¢'&?’
'‘Camera!’ No go: room too small or too dear: won’t have children, single
man only, no kitchen. 'Arrivederla!’ " (7 December, L, 11. 203).

The search described with punctilious exasperation ended in via Monte
Brianzo 51, where Joyce, Nora and Giorgio lived in a barely furnished
room on the fourth floor, unheated, till the end of their stay in Rome.
Almost nothing remains now of the old, poor, though to our eyes pic-
turesque street [ 73], Its aspect, from Piazza Nicosia to Piazza Ponte Um-
berto I, has been totally changed: one side of it has been demolished
during the works to improve the banks of the Tiber by erecting high
walls to prevent the flooding of the street itself, which is under the level
of the river. The remaining decrepit old buildings have been turned into
some of the most expensive luxury flats, and even the old house numbering
of the streer is lost.

In October of 1904 James Joyce left Dublin with Nora Barnacle and,
after touching Paris, Zurich and Trieste, settled in Pola where he had
found a post as an English teacher.

In those days he liked to call himself a “voluntary exile”. This was the
privileged position of a romantic hero. At 22, the Irish artist felt himself
master of his own life and champion, even if not of others’, at least of his
own freedom. Leaving Ireland Joyce, in the guise of a young Werther,
began that exhausting fight against not only artistic but also social con-
ventions which was to last all his life and consume all his physical energy
I an incredible effort which was both creative and destructive; it is

74, Piaza di Spagna, looking towards
via di Propaganda Fide and the end of
via Fratrina. The horse-omnibus for St
Peter's is visible in the background.

75. Via Monte Brianzo seen from Piazza
Wicosia, The buildings on the right were
demolished to strengthen the Tiber em-
bankment.
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enough to think of its formidable outcome: Finnegans Wake.

Reading the voluminous correspondence Joyce wrote to Stanislaus from
Rome one has the impression of a profoundly discontented, tired, at times
exhausted and always lonely young man. Apart from the meanings that
Rome as the Papal seat, as the capital of Italy, as a relic of a buried
past, must have had for the young Irish writer in that delicate period of
his intellectual formation, let us try to understand how Rome influenced
him psychologically. In fact it was in Rome that Joyce found himself in
the condition of an "emigrant”, instead of a “voluntary exile”. Therefore
Rome had for Joyce an emblematic existential value: instead of the seat
of splendid exiles it was for him the shabby background of a humiliating
and badly paid job. d

The striking contrast between reality and dream, everyday life: and in-
tellectual life, painfully marks Joyce’s stay in Rome; and in face in times
of frustration and anguish Rome was to come back to his mind and
memory as the place of struggle between humdrum life and utopia,
between Life and Art.

He arrived in Rome on the wave of a "bureaucratic” migration which
in those years populated ministries, banks, and adminisirative centres,
since the ruling class, following the dictates of Quintino Sella, had chosen
Rome, the new capital of the Kingdom, as their headquarters.

Already in one of his first letters from Rome he writes: "I see that it
must be a sign of progress and of experience to feel one’s illusions fall
from one, one by one” (7 August, L, 1I. 148).

In Rome Joyce was definitely an emigrant, "an Irish emigrant the wrong
way out, ... you ... semisemitic serendipitist ... Europasianised Afferyank!"”
(FW. 190:36-191:4) perhaps. But he would never know the "Dantesque”
horrors of the proletarian masses that in those same years crossed the
Atlantic Ocean piled in the ships’ holds towards the American Eldorado.
He was and remained bourgeois. He had studied in the best colleges in
Ireland. He was an educated man and could not give up good literature
and theatre. )

In his job he was worried about the problem of proper clothing. The
rich bank clientele, most of them foreigners, did not expect to be met by
a shabby employee. He was a whitecollar worker, willy-nilly.

On August 12th he already had to buy himself a new shirt (lire 3,50), a
hat (lire 5) and some handkerchiefs and collars (lire 2) (L, II, 149). The
announcement he made to Stanislaus on August 19th was almost exhilarating
in its harsh reality: "The latest news is that the seat is out of my trousers™
(L, II. 151), and on August 31st he says: "There are two great patches
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on the seat of my trousers so that I cannot leave off my coat in the
office and sit stewing for hours” (L, II. 153). The charming, although
haggard, Don Quixote has been transformed into a pitiful Charlie Chaplin
and "already the moon is threatening to shine upon my grey buttocks”
(L, 11. 155).

Like every emigrant he indulged in infinite comparisons between the
country where he worked and the one he had left behind: "Papal Rome
is like the Coombe or old Trieste” (L, II. 171). He shows signs of
nostalgia even in his judgement of new foods and flavours: "The wine
here is like water, poor stuff in my opinion” (L, II. 168). The robust
wines of Friuli and Venetia were still in his memory. The positive
aspects worthy of noting were few: "Two things are excellent in Rome:
air and water” (L, II. 171); "literally every man in Rome speaks to and
laughs at Georgie” (L, I1. 147).

But one fact seems to stand out as truly meaningful in these Roman letters
helping to complete a clinical picture which could be defined as the
emigrant syndrome”. In a letter of September 25th Joyce wrote: "Some-
times thinking of Ireland it seems to me that I have been unnecessarily
harsh. I have reproduced (in Dubliners at least) none of the attraction of
the city for I have never felt at my ease in any city since I left it except
in Paris. I have not reproduced its ingenuous insularity and its hospitality.
The latter virtue’ so far as I can see does not exist elsewhere in Europe.
I have not been just to its beauty: for it is more beautiful naturally in
my opinion than what I have seen of England, Switzerland, France,
ﬁusuia or Italy, And yet I know how useless these reflections are” (L,

. 166). :

Never in Joyce’s life had he written warmer or more loving words of
his own land. The remembrance of the country left behind crystallized

itself in the emigrant’s memory like a splendid “desert rose”. Further on

in the same letter, Joyce expresses a desire that seizes anyone who lives
far from his own country for a long time: "I wish there was an Irish
Club here” (L, II. 167).

The solitude which tormented the young Joyce and that almost brought
him to hate Rome was not at all romantic. This was born out of the
isolation in which he found himself in the city, an isolation that was not
only physical but also socio-cultural. In fact, the purely formal interper-
sonal relationships he was able to establish in Rome were very few.
Certainly his working environment did not seem at all congenial to the
Young Irish intellectual. Apart from the four proprietors of the kank,
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for whom he had a few ironically benevolent words, Joyce traced acid
portraits of his colleagues:

A clerk here is named (he is round, bald, fat, voiceless) Bartoluzzi.
You pronounce by inflating both cheeks and prolonging the u. Every time
1 pass him I repeat his name to myself and translate 'Good day, little
bits of Barto’. ... This is my first experience of clerks: but do they all
talk for 5 minutes about the position &c. of a pen-wiper?” (7 December,
L, 1I. 202).

"When I enter the bank in the morning I wait for someone to announce
something about either his cazzo, culo or coglioni. This usually happens
before a quarter to nine.” (?1 March 1907, L, II. 218).

Joyce, at the end of his stay in Rome, could no longer see anything
exalting or tragically heroic in his pitiful condition. In an ironic and
disenchanted sketch, a mock epiphany, he describes himself, Nora and
Georgie in their room in Via Monte Brianzo:

"[Scene: draughty little stone-flagged room, chest of drawers to left, on
which are the remains of lunch, in the centre, a small table on which are
writing materials (He never forgot them) and a saltcellar: in the back-
ground, a small-sized bed. A young man with a snivelling nose sits at the
little table: on the bed sits a madonna and plaintive infant. It is a
January day] Title of above: The Anarchist.”” (10 January 1907, L, II. 206).

The correspondence with Stanislaus from Rome is so rich and frank that
it can be taken as a journal, the fullest possible record not only of facts
but of Joyce’s thoughts and feelings during his stay. It is therefore sur-
prising not to find in it something that we would have expected him to
mention, particularly in view of later developments in his life as man and
artist. 1 wish to speak of two 'omissions’ in his correspondence, two
failures to mention details which are the more significant for their absence
from his minute records of Roman days.

The first is in fact only a partial omission; upon his arrival in Rome the
first thing that struck him was the tablet commemorating Shelley’s stay
in the city, on the facade of Palazzo Verospi, right in front of the windows
of the bank. In his first postcard to Stanislaus he reports that the tablet
announces that in that house Shelley wrote the Cenci and Prometheus
Unbound, but he doesn’t mention what is perhaps the most significant
part of the inscription, proclaiming Shelley, "unvanquished supporter ot
the people’s freedoms, refused in his time by the whole of Europe”. The
political implications of such a statement had not escaped the attention




of the most conservative forces when the tablet was put up in 1892, and
Livio Iannattoni in Roma e gli inglesi (Roma: Atlantica, 1945, 84) des-
cribes the inscription as “very controversial”. Part of the controversy was
due to the fact that the word "Cenci” was preceded by the feminine
article "la”, and it took the authority of the poet Giosué Carducci to
explain that Shelley’s title referred not only to Beatrice Cenci but to the
whole Roman family; the correction of "la” to the plural "i"” is still
visible on the marble slab.

The omission is strange in so much as the call to freedom expressed in
Shelley's two 'Roman’ works must have found an echo in “the artist as
a young man’ . The fact is that Shelley’s influence as an ideologist of non-
violence and of universal love was felt by Joyce as merely instrumental,
as shown by his fondness for the splendid metaphor borrowed from the
Defence of Poetry of “the mind in creation as a fading coal”, which he
first used in the Mangan lecture of 1902 (CW, 78) and repeated not only
(in the Ttalian version of the same lecture (Trieste 1907, §.I., 135) but
‘also in the Portrait (P., 213) and in Ulysses (U, 194/194).

Joyce's early writings contained frequent and at times enthusiastic referen-
ces to Shelley. In his My Brother's Keeper (London: Faber, 1958, 112)
Stanislaus Joyce remarks: “among the older poets he had progressed from
his boyish hero-worship of Byron through Shelley to Blake”. And the
- year before his stay in Rome James had written to Stanislaus who was
still in Dublin: "I am writing (imagine!) a summary of English literature
for a Berlitz Book for the Japanese: five or six pages... In my history
of literature I have given the highest palms to Shakespeare, Wordsworth
~and Shelley”. (? 2 or 3 May 1905, L, II. 89-90).

Joyce's judgement of Shelley was to change through the vears. While in
his Trieste lecture on Mangan he recognises in the Irish poet “a winged
lyrical music and a fervent idealism, revealed in rhythms of extraordinary
‘and unpremeditated beauty, not to be found perhaps in the whole of
English literature with the exception of the inspired songs of Shelley”.
(8.1, 128), in the alphabetical notebook kept in Trieste in 1909-12, under
the heading "Shelley” we find only the ironical remark “He spoke his
ecstatic verses with an English accent” (Workshop of Daedalus, 105).
Finally, in the 'Scylla and Charybdis’ episode of Ulysses, written in 1918,
in order to present Goethe’s idea of Hamlet expressed in Wilbelm Meister
Joyce borrows from Matthew Arnold’s essay on Shelley the definition
“'he is a beautiful and ineffectual angel, beating in the void his luminous
Wings in vain”, changing it to the harsher “the beautiful ineffectual
dreamer who comes to grief against hard facts” (U, 184/184).
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Joyce certainly never subscribed in full to T.S. Eliot's rejection of Shelley
in The Use of Poetry and the Use of Criticism, but he surely agreed at least
with Eliot’s remark: "An enthusiasm for Shelley seems to me also to be an
affair of adolescence: for most of us Shelley has marked an intense period
before maturity ... " (London: Faber, 1933, 89).

The second omission from the letters is so obviously contradicted by
Joyce's later writings — and so improbable in itself, as to raise the doubt
that some parts of this precious correspondence may have been lost.
There is no. mention in any of the surviving material of a visit to the
Rome a-Catholic cemetery near the Piramide Cestia, a place that no visitor
from an English-speaking country would miss — so much so that it was
and is known to the Romans as the "English cemetery”, famous for the
tombs of Keats and Shelley. True, in a hurried and "urgent” note to
Stanislaus of 16 August 1906, the sentence "Yesterday we went to the
cemetery” is sandwiched in between a number of assorted news items
and questions in telegraphic form (L, II. 150); but ’'yesterday’ was As-
sumption Day, in Italian Ferragosto, the third in importance among re-
ligious festivals after Christmas and Easter — and for Joyce it marked
the third anniversary of the burial of his mother, who had died on
13 August 1903; it would have been natural for him to take advantage
of the bank holiday and go with his family to pay tribute to his mother's
memory in the Roman equivalent of Glasnevin, the Catholic cemetery at
Campo Verano, at that time well outside the town and a frequent resort
for family outings on Sundays and holidays for city dwellers. The note to
Stanislaus may be meant to inform him that he had not forgotten to pay
his yearly filial tribute.

Is it conceivable that Joyce, a curious explorer of the city and its
memorials during his first days in Rome, would not look for the tomb of
Shelley in "that high Capital, where kingly Death / Keeps his pale court
in beauty and decay” — would not have heeded Shelley’s own pressing
summons: "Come away! / Haste, while the vault of blue Ttalian day / Is
yet his fitting charnel roof!”'? He is sure to have paid a visit to that tomb
in the shade of its seven cypresses that filter the sunlight so as to confer
on it a permanent moonlit quality.

In order to understand the reason for his failure to mention such a wvisit
we should perhaps remember Joyce’s method and follow it through the
intricate workings of memory and imagination. Joyce's own view of these
workings emerges most feelingly in that moving letter that he wrote from
Dublin to Nora in Galway on 21 August 1912, when Roberts, for Maunsel




nd Co, refused to publish Dubliners already at proof-stage: "I went then
the backroom of the office ..., thinking of the book I have written, the
| which I have carried for years and years in the womb of the imagi-
as you carried in your womb the children you love, and of how
d fed it day after day out of my brain and my memory..."” (L, II. 308).

nate visit to Ireland, in the Summer of 1912, Joyce did an ex-
nary and significant thing: from Galway he cycled to Oughterard,
ateen miles away, the graveyard where, in "The Dead”, he imagined
Michael Furey, the forlorn young admirer of the story’s heroine,
tta, was buried. Reporting to Stanislaus on the graveyard he had never
 before, Joyce writes, with no further comment: "It is exactly as I
ed it and one of the headstones was to J. Joyce™ (7 Aug. 1912,
300). It is well known that the situation in "The Dead”, Gretta’s
. relationship to the dead young man Michael Furey, buried in Oughterard,

scts Nora's to her dead young admirer Michael Bodkin, buried in
oon, Galway's city cemetery. In an attempt at discovering “love’s
er mystery”’, the sorrow that tied Nora to the memory of 'Sonny’
kin, Joyce, in that August 1912 (J], 1982, 325), wrote the poem
Weeps over Rahoon”, in which he sees himself linked with the other
two in a mysterious and indissoluble love triangle:

Rain on Rahoon falls softly, softly falling,
Where my dark lover lies.

Sad is his voice that calls me, sadly calling,
At grey moonrise...

le the rhythm itself of these lines cannot help recalling the magic
paragraph of “The Dead”, the snow “faintly falling upon all the
g and the dead”, the grey moonrise seems to anticipate the imagery
ected with Bertha, the heroine of the play Exiles.
visit to Ireland marks the most painful period of that year 1912,
most disheartening of his life” (J], 1982, 318), when Joyce ex-
ced the same sense of frustration, solitude and dejection that he had
tlt in Rome. We should now try to find by which complex mechanism
mental associations Rome re-emerged in Jovee's memory as a fun-
amental stage in the progress of his mind.
n March 1912 Joyce had delivered at the Universita Popolare of Trieste
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76. Shelley's tomb in the a-Catholic
cemetery near the Piramide Cestia. The
inscription, with the quotstion from The
Tempest, was suggested by Byron.
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his lectures on Daniel Defoe and William Blake under the joint title
"Verismo e idealismo nella letteratura inglese”, and in May he had written
for Il Piccolo della Sera his article "The Shade of Parnell”. Ellmann synthe-
sises beautifully the importance of the three essays: "In Defoe’s mastery of
fact, in Blake's mastery of imagination and in Parnell’s mastery of his
betrayers, Joyce adumbrated his view of his own powers” (J], 1982, 320).
But Joyce's frame of mind, through the failure of his attempts at publishing
his own works, and the indifference or deceit of his old and new friends
in Dublin, was not that of a man assured of his powers. Perhaps, in
Dublin, he would call to mind, rather than Defoc, Bltke or Parnell, the
desolate parting song of Shelley’s Beatrice Cenci:

False friend, wilt thou smile or weep
When my life is laid asleep?

Another and more perturbing shade — that of Shelley buried in Rome under
the cypresses planted by his friend Trelawny — accompanies Joyce, now
in his thirtieth year. Secing the headstone "to J. Jovce”, his own tomb, in
Oughterard, he must have wished it to bear the inscription Byron devised
for that of Shelley [76].

PERCY BYSSHE SHELLEY
COR CORDIUM
NATUS IV AUG. MDCCXCII
OBIIT VIII JUL. MDCCCXXII

Nothing of him that doth fade;
But doth suffer a sea change
Into something rich and strange.

Joyce's habit of recording the most trivial coincidences of daily life, re-
elaborating and objectifying them in his works through an endless process
of simultaneous identification and estrangement, has been the object of
much speculation; he surely felt a personal affinity with Shelley — or
rather with the legend of Shelley's life — and this is revealed in a peculiar
way in his one surviving play, Exiles, begun in 1913 and completed in
1915, but located in Dublin in that ominous 1912, and presenting as
the hero’s family the same trio (father mother and son) that he had so
bitterly pictured in the "Anarchist’ mock-epiphany in Rome — his second
child, Lucia, was born after his return to Trieste.




Only recently it has been felt that Joyce's play deserves closer attention
than that paid to it hitherto, when it was considered a partial failure, 'in
the manner’ of Ibsen, much less successful than the previous works,
Dubliners and the Portrait, or than those following, Ulysses and Finnegans
Wake.

There are four main characters in the play: the writer Richard Rowan,
back in Ireland after nine years of voluntary exile; Bertha, his companion
who followed him in his flight from Dublin, a girl of a lower social con-
dition defying the prejudices of Irish bigotry which she partly shares; the
journalist Robert Hand, a friend of Richard’s youth, who falls in love
with Bertha and tries to seduce her without knowing that her husband is
kept informed of his behaviour; and finally the journalist’s cousin and
fiancée, Beatrice Justice, linked to Richard by a deep intellectual under-
standing, confirmed by the frequent exchange of letters with him during
his exile.

As usual with Joyce, each character is modelled on real people and events,
with only superficially irrelevant thematic and verbal recurrences. Vincent
Cosgrave and Roberto Prezioso, would-be lovers of Nora, lend their features
(and in one case the name) to Robert Hand, who is also reminiscent of
Oliver StJohn Gogarty (Buck Mulligan in Ulysses). The definition that
Robert gives of Richard and of himself would suit perfectly Stephen and
Buck: "You have fallen from a higher world and vou are filled with fierce
indignation ... I have come from a lower world and I am filled with
astonishment.” (E, 43-44). In the same way as Stephen and Buck share
for a short time life in the Martello tower, and Stephen is forced to sur-
render the key to Buck, the "usurper”, Richard and Robert had shared as
young men a little cottage, the scene of what Robert calls "'Sins! Drinking
and blasphemy by me. And drinking and heresy, much worse, by you” (E,
41). Richard is obsessed by the symbolic overtones of this shared ex-
perience, and feels dispossessed by Robert, who has kept the cottage for
himself after his departure. Though less articulate than Buck Mulligan in
the first episode of Ulysses (written at the same time as Exiles), Robert
formulates an aesthetic creed and a cultural programme in which he wants
to involve Richard: "If Ireland is to become a new Ireland, she must
first become European” (E, 43).

Also Beatrice finds a parallel in Joyce's biography. It is Joyce’s Triestine
pupil, tentatively identified as Amalia Fopper, the daughter of a Jewish
businessman (]], 1982, 342), with whom he had the platonic affair recorded,
in 1913-14, in the epiphanic narrative sequence Giacomo Joyce. When
Richard Ellmann first published the manuscript (London: Faber, 1968),
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he pointed out the many resemblances between the Triestine pupil and
Beatrice, who, in Exiles, is also the piano teacher of Archie Rowan, the
child of Richard and Bertha.

As for Bertha, apart from the obvious parallel with Nora Barnacle, and
Gretta in "The Dead”, the mention of 'mother earth’ in connection with
her establishes a link with Molly Bloom, while the allusion to “the vir-
ginity of her soul” and other details remind us of Gertie MacDowell.
But after tracing these echoes or threads in the tangled web of imagination
and memory, we still feel that something, in this basic stage in the
development of the Joycean opus, is escaping us. The whole play revolves
round the ambiguous and complex figure of Richard. What is the real
key to this work apparently centering on adultery, but whose basic theme
is voluntary exile? This is stated by its title and confirmed by Joyce's
insistence, in the letter in Italian of 8 March 1920 to Carlo Linati who
was translating the play, on the fact that the title itself should be rendered
not with the past participle Esigliati {a passive form), but with the noun
Esuli: "as their exile is voluntary, 1 think the past participle inappropriate”.
(My translation, Joyce's italics: Lettere. Milano: Mondadori, 1974, 345;
cf. L, 1. 138). As Padraic Colum noted in his introduction to the 1951
edition: "The struggle on Richard Rowan’s side to free friendship and love
from all their bonds makes the drama of Exiles. Exiles is not a play about
adultery, actual or suspected; ... What has this to do with exile for a
theme? The title is no misnomer... Bertha, Beatrice Justice, Robert Hand
have been taken, as Richard Rowan took himself, beyond the accepted
moralities and to where they have to make choices for themselves” (E,
7-8). In other words, they are exiled from the country of certainty to
the waste land of doubt.

Richard is presented as at the end of an exile which he had freely chosen
for himself; he is now back in Ireland, where, unlike Joyce, he is well
received and offered work. His physical exile has prepared him for a
'metaphysical’ one. In his obstinate effort towards self-knowledge and
the achievement of ecstatic sublimation of his being, he tries to involve
Bertha by subjecting her to an initiation test which holds for her (a new
Mary Magdalene) no promise of resurrection. At the end he tells her:
"It is not in the darkness of belief that I desire you. But in restless living
wounding doubt™ (E, 112).

When writing his play, Jovce kept a kind of journal: some notes are
concerned with the staging, some are in the nature of philosophical con-
siderations, some trace parallels or comparisons with other literary works,




but the most interesting of all record mental associations, puns or expe-
ents in automatic writing. The notes were in a copybook that Paul
found in 1940 in the Paris flat at 17 rue des Vignes, and were
- published in an appendix to the 1951 American edition of the play.
n the introduction to that edition Padraic Colum writes: "In rcadm;
ese notes — they have the revelation of a long soliloquy — we perceive
BRE:: i o sort of watershed between: the work James Joyce has done
the work he is to do” (E, 9). We would add, between Stephen
alus and Leopold Bloom, between Jovce before and Joyce after his
n exile.
n fact, it was in Rome that Richard Rowan had spent his nine year
dle, and Joyce began writing the play exactly nine years after having
Rome. The memories of the Roman days are clear throughout the
7, as when young Archie asks his father “Are there robbers here like
1 ane?" (E, 47) — Joyce had been robbed of his last salary the day
leaving the city — or when Bertha evokes what is obviously the
from the window at the fourth floor of via Monte Brianzo, looking
on the Tiber:

- BEerTHA: ... Heavens, what I suffered then — when we lived in Rome!

.. I used to sit there, waiting, with the poor child with his toys,
wmmg till he was sleepy. I could see all t.he roofs of the city and the
city and the river, the Tevere. What is its name?

Rictarp: The Tiber.

BerTHA: It was lovely, Dick, only I was so sad. 1 was alone, Dick,
forgotten by you and by all ... (E, 111).

Why of all places where Joyce had been — Zurich (admittedly for a
time), Paris, Pola, and above all Trieste — did he choose Rome as the
ace of Richard's exile? He obviously attributed to that city — or rather
being 'an exile in Rome' — an emblematic significance.

'wo of his notes, dated respectively 12 and 13 Nov. 1913, are headed
"the letters "N.(B.)”, which not only are the initials of Nora = Bertha,
‘also the formula Nota Bene, to call the reader’s attention. Let us
his call and look more closely at these two notes.

first is a series of mental associations, starting from a detail in the
of the play — Beatrice having given one of her garters to her cousin
as an engagement pledge —, and proceeding through a semantic
sfer: Bodkin (the name of Nora’s dead admirer buried in Rahoon)
@5 a common noun is a synonym of "dagger”. Here is the sequence:
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N.(B.) - 12 Nov. 1913

Garter: precious, Prezioso, Bodkin, music, palegreen, bracelet, cream
sweets, lily of the valley, convent garden (Galway), sea.

Rat: Sickness, disgust, poverty, cheese, woman’s ear, (child’s ear?)
Dagger: heart, death, soldier, war, band, judgment, king. (E, 117).

The second note is hallucination, the record of a psychoanalytical session,
or rather those dreams of Nora's and of his own that Joyce used to note
down carefully, or transcribe as epiphanies:

N.(B.) - 13 Nov. 1913

Moon: Shelley's grave in Rome. He is rising from it: blond she weeps
for him. He has fought in vain for an ideal and died killed by the
world. Yet he rises. Graveyard at Rahoon by moonlight where Bodkin's
grave is. He lies in the grave. She sees his tomb (family vault) and
weeps. The name is homely. Shelley’s is strange and wild. He is dark,
unrisen, killed by love and life, young. The earth holds him.

Bodkin died. Kearns died. In the convent they called her the man-killer:
(woman-killer was one of her names for me). I live in soul and body.
She is the earth, dark, formless, mother, made beautiful by the moonlit
night, darkly conscious of her instincts. Shelley whom she has held in
her womb or grave rises: the part of Richard which neither love nor life
can do away with; the part for which she loves him: the part she must
try to kill, never be able to kill and rejoice at her impotence. Her tears
are of worship, Magdalen seeing the rearisen Lord in the garden where
he had been laid in the tomb. Rome is the strange world and strange
life to which Richard brings her. Rahoon her people. She weeps over
Rahoon too, over him whom her love has killed, the dark boy whom, as
the earth, she embraces in death and disintegration. He is her buried
life, her past. His attendant images are the trinkets and toys of girlhood
(bracelet, cream sweets, palegreen lily of the valley, the convent garden).
His symbols are music and the sea, liquid formless earth, in which are
buried the drowned soul and body. There are tears of commiseration. She
i.sEMngdulen who weeps remembering the loves she could not rerurn.
(E, 117-18).

In an earlier note Joyce had indicated the moon as the symbolic projection
of Bertha: "Her age: 28. Robert likens her to the moon because of her
dress. Her age is the completion of a lunar thythm. Cf. Criani on mens-
trual flow — la malattia sacre che in un ritmo lunare prepara la donna
per il sacrificio.” (E, 113). The final communion of all men is achieved
in her womb, while the artist meets a different fate:

Nothing of him that doth fade;
But doth suffer a sea change
Into something rich and strange.




The identification of Joyce with Shelley becomes explicit. The sight of
the tomb at the Piramide Cestia holding the heart of the poet drowned
_at Lerici must have remained impressed in Joyce’s mind as an epiphanic
meeting beyond life. Shakespeare’s lines on the marble slab confirmed his
faith in the cathartic power of art.

- Joyee kept going back to Shelley’s aesthetic creed expressed in the Defence
of Poetry, and was captured by the melody of his lines; but what
fascinated him most about Shelley was the way in which the romantic
“poet abolished the boundaries between Art and Life in his legendary
‘existence. His early interest for the subject is attested by the assistant
librarian in the National Library of Ireland, J.J. O'Neill, who remembers
listening to Joyce and Gogarty discussing Shelley. I think that Dowden’s
Life was the book they had in mind. ... That afterncon I heard Lyster
[the head-librarian — a character in the 'Scylla and Charybdis’ episode
‘of Ulysses] praise an essay on Shelley that had been published by the
Browning Society and Joyce said he would like to read the essay. ... A
few days later I gave him the book in the Library.” (C. Curran, James
Joyce Remembered, 40).

Richard is a Shelley who has lost his daring in the daily routine, trans-
posing it instead to the level of imagination. The central knot in Exiles
is not jealousy, but the mechanism that Richard sets in motion and which
1is described in another note:

Richard, unfitted for adulterous intercourse with the wives of his friends
because it would involve a great deal of pretence on his part rather than
because he is convinced of any dishonourableness in it wishes, it seems,
to feel the thrill of adultery vicariously and to possess a bound woman
Bertha through the organ of his friend. (E, 125).

Nonetheless the play does not present a case of voyeurisme: Richard is
moved by the desire to know the effect of his experiment: on himself
in the first place and then on the others. The definition of Shelley in
Hazlitt's On Paradox and Common Place would fit Richard perfectly:
“He puts everything into a metaphysical crucible to judge of it himself
and exhibit it to others as a subject of interesting experiment.”

The first, punning, note, "Richard — an automystic / Robert — an auto-
mobile” (E, 113), underlines that the artist is a mystic aiming in his
introspection at discovering the inner god in man, while the man in the
street reacts mechanically to life’s events. In another note (E, 114), refer-
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ring to the parable of the prodigal son, we are reminded that "the father
took the side of the prodigal”, while Robert Hand is “the elder brother”,
the representative of conventional values upheld by Ireland and perhaps
by the whole world. Richard is such a prodigal son, without a father (or
a fatherland) to take his side, and the same is true of Joyce and of
Shelley. The note had begun: "Why the title Exiles? A nation exacts a
penance from those who dared to leave her, payable on their return.”
The metamorphosis of the dead poet Shelley “into something rich and
strange”, as the quotation on his tomb proclaims, is echoed in Bertha's
last invocation in the play: "O, my strange wild lover, come back to me
again!” (E, 112). In turn, "Rome is the strange world and strange life
to which Richard brings her”. In a dispirited letter to Nora at the end of
his visit to Ireland in August-September 1909, Joyce said that la mostra
bella Trieste "is the city which has sheltered us. I came back to it jaded
and moneyless after my folly in Rome and now again after this absence”
(7 Sept. 1909, L, I1. 249). Rome is the place of the bitterest exile, where
the artist as a young man has known his death and resurrection through
“the restless living wounding doubt”, estranging himself from the world
of Nora/Bertha still dominated by “the darkness of belief”.

Our itinerary through the streets and squares of the Rome Joyce knew
in 1906 has turned into a pilgrimage through the world of his imagination.




AN IDEOLOGICAL STANCE

From Rome, to Stanislaus, 18 October 1906 [77]:

*The other night, about ten days ago, we went into the wineshop over
the way where I told you we dined once. The man has started a restaurant
but we don't frequent it as the prices are a little too high for us. I was
reading the Avanti! and between whiles casting about for a remark to
make. Pace (the propr.) and his two nephews one of whom is a complete
bowsy, a Roman Lenehan [see "Two Gallants” in D], were eating at
a table hard by. Pace is a wineshopkeeper by night and a clerk in the
Ministry of Finance by day. Finally, I said something about the congress.
Pace nodded his head (his mouth being full). The bowsy watched me
until he saw my head bend again on the paper: then he leaned over his
plate and asked huskily 'Zio, & socialista il Signor Giacomo?’ Pace, having
eaten what was in his mouth, glanced at me and upcurled his lower lip
and answered " 'E un po’ di tutto”. Bowsy smiled huskily and the other
nephew coughed a laugh as he, smiling too, helped his relatives to some
salad. This I perceived through my forehead very accurately, but it had
not the least effect upon what the poetical and mystical Swede [Emanuel
Swedenborg] would call 'my interiors’.” (L, IL. 183).
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PART THREE

77. Fragment of the letter from Rome
to Stanislaus, 18 October 1906 (Cornell
University Lib.).
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7. ANARCH, HERESIARCH, EGOARCH
Dominic Manganiello

The long-standing tendency among critics of Joyce has been not only
to brush aside the political dimension of his work, but also to declare
outright his indifference to politics as well. Sean O'Faolain, to take a
recent example, depicts Joyce as someone “who never joined anything
larger than a dinner party in a first-class Parisian restaurant.”' The im-
pression we are left with is that of a writer totally detached from
everything except his palate. Yet detachment was not the characteristic
of a man who could find some connection between Politics and Cattle
Disease.” To speak or write about Joyce’s politics, in fact, has long been
considered infra dig as a subject. Now I don’t mean to offend the dignity
of conventional Joyce scholarship, but I insist that to regard Joyce as
a dweller in an ivory tower is a serious misreading. Joyce, of course, never
committed himself to political action or association. And this for the most
part accounts for why he is not often recognized as having functioned
as a political writer. Joyce's politics do not run along party lines, however;
they deal instead with the interaction or tension between the requirements
of the social order and the free expression of the individual.

It is often overlooked that the first work Joyce ever wrote was political.
This was the poem (now lost) "Et Tu, Healy”, which he composed at
the age of nine. The fall of Pirnell was for Joyce the original sin of
Irish politics, the infelix culpa which tainted his country’s past, and
which paralysed its present. From this vantage point Joyce remade Irish
history in the image of the Chief. The Irish question for Joyce begins
and ends in the spectre of betrayal.

This spectre haunted Joyce even as he ate his salt bread in Italy. Joyce
considered himself a “spiritual” but nonetheless "political” exile, an Irish
prisoner of conscience in the political arena of his own imagination. Italo
Svevo, for instance, pictured Joyce as carrying on his back Parnell’s
corpse wherever he went. Joyce's exposure to the literary and political
ferment of northern Italy could only sharpen his focus when he sat down
to write about the Irish question for Il Piccolo della sera. The recently
discovered letter which Joyce wrote on 25 March 1914 to the Italian
publisher, Angelo Fortunato Formiggini, a socialist like himself, should
dispel once and for all the view that Joyce had never anything to do with




solitics °. Joyce’s offer to reprint the articles on Ireland he had contributed
o Il Piccolo between 1907 and 1912 indicates his reading of and con-
ed interest in the Irish political scene. Joyce concedes that his articles
ve no literary value, but "I believe,” he wrote, "they set out the
?Fob]em sincerely and objectively.” That he deliberately rearranged their
arder to have "The Shadow of Parnell”, which he had written first, appear
st in the proposed book points to Joyce's parti pris about the Parnell
-~ saga. His bitter conclusion that the Chief had been brought down by
Gladstone and the Irish clergy could hardly be considered objective, and
it is a view that has come under attack by recent Irish historians such as
F.S.L. Lyons. If Joyce's interpretation is not historically accurate, it
nevertheless reflects one held by many of his contemporaries.
In his work Joyce transforms Parnell, a ghost from the past, into a
itical prisoner of his own time. In 'Ivy Day in the Committee Room’,
for instance, John Henchy revives the dead Chief’s stricture against ever
welcoming the King of England in Ireland before Home Rule is granted.
Joe Hynes retorts, however, coldly and bluntly, “"Parnell... is dead.” The
implication that Ireland’s national aspirations have been buried with
Parnell is aggravated by vet another factor. Those patriots who hounded
Parnell to the grave for reasons of immorality are prepared to condone
the similar conduct of King Edward VII. This double standard in morals
and in politics is for Joyce an index of the national temper. The Parnell
story set a recurrent pattern for those intent on playing the patriot game.
It was a game, of course, which Joyce refused to play ’. But he was aware
that self-imposed exile could be considered a form of betrayal too. If,
as Joyce claimed, Ireland had "betrayed her heroes, always in the hour
of need,” * in Exiles he has Richard piqued by Robert’s implied criticism
“of having left Ireland in her hour of need. Richard's wound of doubt
stands perhaps as an oblique acknowledgement of Joyee’s own position
towards his country as that of the betraver betrayed.
If for his opponents Parnell and his legacy were dead, in Ulysses ramours
of a comeback abound among his supporters: “One morning you would
open the paper, the cabman affirmed, and read Return of Parnell... Dead
‘he wasn't, Simply absconded somewhere.” (U, 648-9/569). Joyce has
Blﬂﬂm deflate this native political extravagance by citing “acute pneu-
monia™ as cause for the Irish leader's death. Efforts to discredit or deify
prove equally defeatist. Joyce remained sceptical of both religious
-and political resurrection or, as he put it in an early version of Exiles, of
“'the last day {if it ever comes like Home Rule).”®
A national revival by the parliamentary route now seemed out of the

3

! Giorgio Melchiori, "The Language of
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* When Stephen n:fﬁm the dm Old
Gummy Granny offers him in ' he
refuses to enter the annals of national and
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22 Dec. 1910), 5.1, 76; translated in
CW, 213,
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& "L'Irlanda, Isola dei Santi ¢ dei Savi”
lecture given in 1907 at the Universith
Popolare of Trieste; §.1., 117: of. CW,
169,
! Joyce is particularly sarcastic towards
rty’s article in Sinw Féin on 15 Sept,
1906, the first of three on "Ugly -
gland”, stating that the British Army is
"a body of men who.. are more than
half leprous from venereal excess”. After
commenting briefly on it in a letter from
Rome of 25 September (L, 11.164-5) he
gces more thoroughly into the subject,
under the influence of Ferrero's book
L'Europa giovane, in that of 13 November
(L, I1.191-2): "Why does nobody com-
pile statistics of 'venereal excess' from
LCublin hespitals. What is 'venereal ex.
cess? .. I am nauseated by their lying
drivel about pure men and pure women
and spiritual love and love for ever:
... The Irish consider England a sink: but,
if cleanliness be impertant in this marter,
what is Ireland?" (Editor's note).
* "lbsen's New Drama”, Fortwightly
Review, ns. 67, April 1900; of. CW, 66.
! See ibid, CW, 63, where Joyce uses
this phrase of Ibsen; in a letter of 1912
to Nora Jovce expressed this desire: "1
hope that the day may come when I shall
be able to give you the fame of being
beside me when I have entered into my
kingdom.” (L, I1. 309).
¥ "La cometa dell’ 'Home Rule' " (1910),
cit., 5.1, 76; cf. CW 213.
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question, but a literary revival could be more propitious. Joyce shared
the ambition of his compatriots to, in his phrase, “reawaken the Irish
conscience,” ® to usher in a literary Renaissance that would succeed the
Middle Ages of Ireland or. its political and cultural feudalism. But as
early as The Day Gf the Rabblement Joyce let it be known that the task
of genuine regeneration belonged to him, not to the Irish theatre. A. B
for instance, blurred the spiritual and political boundaries of Ireland in g
mystical quest for what he called the “national soul”, These national
essences were formless, however, representing mere ethereality in Joyce's
view while failing to recognize sexuality. Joyce detected this same trait
in the glorified and idealized peasant of Yeats and Lady Gregory. In
short, the aim of the revivalists to fashion a mystical soul for Ireland
coincided with that of the Church to fashion its mystical body. Both
ignored the sensual body and the interpenetration of animalism and
spirituality.

Joyce countered those who, like Griffith and Gogarty, flaunted Kathleen
ni Houlihan's purity against England’s “venereal excess”? with images
of sexual violation. In Exiles and elsewhere Joyce reminded his country-
men that an “adulterous wife”” brought the first Saxon to the Irish coast,
while in A Portrait Emma, a type of her race, flirts with an "adulterous
priest”. Joyce has Stephen rail against those who in his view indiscrimi-
nately uphold the virtues of patriotism and chastity: "I care nothing for
these principles of nationalism... I have enough bodily liberty” (SH, 216).
Joyce cast the soul of Ireland in the image of a batlike woman "waking
to the consciousness of itself in darkness and secrecy and loneliness,” an
image which suggests a violent conjunction of the brothel and the con-
fessional. As a result, only the priest-like artist who is willing to dethrone
the tyrannical secrets he is privy to can hold the keys to her liberation.
Ireland’s sexual and political awakening is characteristically couched in
the religious language of "resurrection”, for Joyce envisages in his works
the day when, as he put it in his essay on Ibsen, "the manifold travail of
our poor humanity may have a glorious issue.” * On this day of hopeful
awakening, the artist, the uncrowned King of the Ireland of his imagina-
tion, would enter into his kingdom with jubilation. ® Joyce rejected both
the patriot’s and the saint’s heaven in favour of artistic beatitude. These
somewhat grandiose hopes were dashed, however, by Joyce's incurable
belief that his country had "hounded her spiritual creators into exile.”
Joyce did not merely express disaffection with the post-Parnell national
scene, however. He supported the Sinn Féin policy as a possible alternative
to that of the ineffectual Irish Party. He liked its non-violent abstentionist




policy, its economic initiatives, as well as its stress on individual self-
reliance. Joyce admired Arthur Griffith, too, alone among Irish leaders
after Parnell. Although he realised that the Chief had his faults, Joyce
concluded that Griffith was no Parnell. In Ulysses he has Bloom concede
that the leader of Sinn Féin was a “squarcheaded fellow” but had "no
go in him for the mob” as Parnell had. Griffith, in short, had not cap-
tured either the popular imagination or Joyce's as Parnell had done. But

had more serious reservations. Griffith’s anti-Semitism, his relation-
ship with Gogarty, his view of literature as an instrument of propaganda,
his opposition to Yeats and Synge, to freemasonry, to cosmopolitanism,
to equal rights in all peoples, and, finally, to socialism and anarchism
would have made him a strange bedfellow of Bloom and Stephen, and
even Molly for that matter. (It was Griffith, we may remember, who
had attacked Synge's In the Shadow of the Glen as a slur on Irish
womanhood.) I know that Molly makes a few references to Griffith in
'Penelope’, two of which are ironic and the other which, as Richard
Ellmann suggests, points to the coincidence of Griffith's achieving the
presidency of the Irish Free State as Joyce was achieving the publication
‘of Ulysses. But Molly's remark is a tribute to Joyce’s own powers of
political prophecy, 4 /a Dante, not a blanket endorsement of Griffith
or his Free State. After all, Molly offers a homely critique of Griffith
and concludes that her husband must be wrong about the Irish leader.
~And as late as 1932 in an unpublished letter which Richard Ellmann has
disclosed, Joyce indicated that he declined to attend a St. Patrick’s day
party as guest of honour because the presence of the Irish ambassador,
Count O'Kelly, would imply his approval of the new State (JJ, 1982,
'643). For Joyce, then, Griffith might have been the coming man, politically
speaking, but he was not the complete man.

It is difficult to say into what political party Joyce should go (as Joyce
himself said of Stephen Gwynn)," for he is too intransigent for the par-
iamentarians, and too anti-Gaelic for the Sinn Féiners. Joyce's ambivalence
towards Irish nationalism can only be properly understood in the wider
‘ontext of Italian politics in which he was then immersing himself. His
feservations about Griffith reflect his admiration for Arturo Labriola,
the leader of the syndicalist faction of the Italian Socialist party, whose
congress held in Rome in 1906 made such a lasting impression on him.
%ﬂbrinla's hybrid politics, his anti-parliamentarianism, his impatience with
8radualism, and especially his plan to hasten the automatic emergence of

" See "Today and Tomorrow in Ireland"
Daily Express, 29 Jan. 1903; in CW, 90.
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the proletariat, resembled Joyce’s own. Joyce imitated the syndicalist
technique of a national strike in his own “intellectual strike,” as he called
it, against the writers of the Irish literary revival such as Gogarty, Yeats
and Colum (from Rome, 6 Nov. 1906, L, II. 187). What pleased Joyce
most about Labriola was his willingness to tackle the social question, that
which in his view Griffith and the revivalists were unwilling to do. (Joyce
had claimed in a letter to Stanislaus that the Irish proletariat had vet to
be created.) Joyce in his own work treated the moral and social disease
of Irish society, its paralysis, with the lancet of his art, or what Stephen
calls the "cold steelpen”. (U, 7/13) The history of the soul of Ireland
becomes, as a result, an aspect of the body’s history, and falls under the
scrutiny and authority not of the physician or metaphysician, but of the
artist. Joyce anatomised the behaviour and physiognomy of Irish men and
women in a positivistic or “vivisective” spirit reminiscent of Lombroso's
criminological theories which were creating such a stir at the time Joyce
was in Italy.

That Joyce delved into this facet of radical political thinking in Italy is
evidenced by his purchasing, probably in 1909 in Trieste, Luigi Molinari’s
Il Tramonto del diritto penale." In his preface Molinari described his
work as libertarian in nature, one which could only be understood by
those anarchists “che lottano per un ideale di redenzione che trascinerd
I'umanitd al sovvertimento del presente stato di vita sociale” (“who are
fighting for an ideal of redemption which will drag humanity to the
subversion of the present state of social life”). ™ Molinari, like the anar-
chists, called for the abolition of the State, private property, and all penal
laws and prisons. Like Joyce, Molinari feared that a deferment of these
subversive policies would prompt a resurgence of clericalism and initiate
a new Inquisition:

Per eccessivo lavoro il Padre Eterno ha dovuto scegliersi dei rappresen-
tanti sulla terra e questi non hanno mancato di continuare il nobilissimo
sistema ed in nome del dolce agnello hanno abbrustolito, intenagliato,
lapidato, garrotato ¢ fatto morire in luride prigioni tutti i ribelli del
pensiero e con essi i disgraziati che incappavano nelle leggi della santis-
sima chiesa. Sono tempi passati si dird! Adagio! Dove comanda il prete
e dove il gesuita s'infiltra nelle compagini dello Stato quei fatti si rinno-
vano, e come si rinnovano! Vedete la Spagna dove i delinquenti politici
vengono tuttora torturati, vedete il caso Dreyfus in Francia.

(Because of overwork the Eternal Father had to choose representatives
on earth and these have not failed to continue the most noble system
and in the name of the sweet lamb have roasted, tonged, stoned, gar-
rotted and let die all the rebels of thought in lurid prisons and with




them the wretches who fell victim to the laws of the most holy church.
These are things of the past it will be said! Easy now! Where the
priest rules and the jesuit infiltrates the networks of the Stare these
occurrences are renewed and how they are renewed! Look at Spain where
political delinquents are still being tortured, look at the Dreyfus case

in France.} "

inari's charge that the cruelty of the Church’s representatives is
uised as gentleness is one which Joyce makes often in his fiction and
ymetimes in his critical writing. Joyce perceived a discrepancy between
reaching the word of Jesus to the masses and, as in the case of Don
' Giovanni Mariana de Talavera, endeavouring at the same time to construct
‘a moral defence for killing. *
inari saw prisons as "modern Bastilles” that had to be overthrown.
e may remember that in "Aeolus’ Stephen is described by J. J. O’Molloy
one of the "fellows who had blown up the Bastille.” U, 134/136).
Joyce, too, Molinari believed that only by undermining institutional
igions could the new humanity emerge.
olinari’s tirades could not have failed to remind Joyce of those of
: n socialists generally and of their applicability to Ireland in par-
ticular. Joyce found that in his country too the representatives of Church
~and State had pinioned the individual with “mind-forg’d manacles.” The
chists considered these representatives, paradoxically, as the “crimi-
: " In Ulysses ]nr'm: has Bloom and Stephen align themselves with
”ﬁ.’pu revolutionary views. They both characterise God in particular as a
Eﬂpt:dﬁnrsty force or as “dio hoia, hangman god.” Stephen, for example,
says he cannot read God's handwriting in the world "except His criminal
humbprint on the haddock.” (U, 505/562) Stephen explicitly and Bloom
%phmly rely on the strategy of “mental fight” to loosen the fetters
: by priest and king because, as Blake says in one of his letters,
The Mind, in which every one is King & Priest in his own House.” '
L is significant in this regard that Joyce descnbsd Blake in the Italian
-ﬂﬁs[na] of his Trieste lecture of 1912, as "questo eresiarca anarcoide e
mm}" ("'this anarchic and wsmnary heresiarch”). The adjective
“anarcoide” has somehow disappeared in the English translations of
h?ma epithet. (5.1., 161; cf. CW, 216).

's work is also an important reference point for our understanding
of Iﬂms view of history. The relationship between fact and fiction, or
strict history and myth, in Joyce is by no means as straightforward as
might think. Joyce could not resist, for example, adding his own
votnotes to Irish history, for Bloom apparently came into contact with

W Ibid., pp. 35-6. My translation.
5 "William Blake”, $.1., 161; cf. CW,
216; the allusion to ]utn Mariana de
Talavera is repeated in the Tralian exami-
nation paper written in the same year
1912 in Padua; see Louis Berrone, James
oyce in Padwa (New York: Random
use, 1977), pp. 16, 22 and notes,
and S.I., 185; it is used once again in
P 246,
16 Y. Blake, Complete Writings, ed. Geof-
frey Keynes (London; Oxford University
Press, 1969), p. 879,
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both Parnell and Griffith, at least in Ulysses. Bloom, we are told, "as a
matter of strict history” returned to Parnell his fallen hat in the scuffle
over the United Ireland, and then, some years later, gave the idea of Sinn
Féin to Griffith. In Finnegans Wake Joyce has the Book of Kells as well
as Documents No. 1 and 2, among others, appear as though they were
forged from his own book. As Joyce informed a friend, “he conceived
of his work as the dream of old Finn, lying in death beside the river
Liffey and watching the history of Ireland and the world — past and
future — flow through his mind.” (JJ, 1966, 557) These instances seem
to corroborate Wilde's precept that historical reality imitates art. Joyce,
however, is not merely engaging in pseudo-history here like the authors
of the twelfth century Book of Invasions. But he reads Irish history in
particular as a "book of conquests”, three of which Stephen mentions in
the first chapter of Ulysses, the Italian, the English and, paradoxically,
the Irish nationalist. Stephen understands history as chronicles riddled
with bloodshed and hatred as does Bloom in 'Cyclops’ when he points out
the futility of “force, hatred, history, all that.” (U, 333/331) Molly, too,
sees history as a nightmare on account of the violence men have per-
petrated against each other over the centuries. She claims a world
governed by women would ensure peace. Joyce counters these "invasions”
with the Tuckerite non-invasiveness of Stephen, Molly and Bloom in
Ulysses, and of Earwicker in Finmegans Wake. The individual, it is im-
plied, must avenge these conquests, must escape or free himself from
national and universal history.

Seamus Deane correctly points out in this regard that Joyce was not only
hostile to institutions, but also to fact, to history, to the restriction which
the past has placed upon possibility, I cannot agree, however, with the
view first proposed by Alick West that by rejecting nationalism Stephen
serves Catholicism and imperialism. ¥ Joyce's consideration of story and
history is more than an attempt to resolve the conflict between nationalism
and socialism. To begin with, Christian reality, as John Freccero says, is
"neither the Platonic dream of a disembodied logos, an intellectual reality
totally divorced from the world, nor an unintelligible historical nightmare
irredeemably lost in the world.” ™ It is rather time pressed into the service
of eternity, whereby history becomes the unfolding of God’s word in
time, the Word made flesh, until, as in the words of Isaiah, "the heavens
shall be folded together as a book™ (34 : 4). In the Incarnation history
and myth meet and fuse, as Tolkien puts it, and this fusion represents a




of possibility and actuality. Stephen’s understanding of history,

in Ulysses, pre-empts God’s narrative presence in human ex-
, for he denies his historical and transcendent dimension. During
he lesson in 'Nestor’, for instance, Stephen reflects that history is

Fabled by the daughters of memory. And yet it was in some way if
not as memory fabled it. A phrase, then, of impatience, thud of Blake's
wing of excess. I hear the ruin of all space, shattered glass and toppling
masonry, and time one livid final flame. (U, 24/30).

Daughters of memory,” culled from A Vision of the Last Judgement, is
ce’s expression for the harmful effects produced by dogmatic creeds.
Stephen says, "memory fables” events by placing them in categories
by petrified belief until they are misconstrued as history”, a
es of received traditions which can only destroy art. Stephen realises
= must somehow remain subject to the intractabilities of historical fact,
reality "was in some way,"” although memory, manacled and paralysed
¢ time, has distorted it. Such distortion brands history as a restrictive
e, a betrayal of the infinite possibilities ousted by finite occurrence,
nightmare from which Stephen is trying to awake. In his critical essav
James Clarence Mangan, Joyce reiterates his definition of history as
g fabled by memory, and avers, "no doubt they are only men of letters
) insist on the succession of the ages, and history or the denial of
ty.” Mangan’'s failure, according to Joyce, was that "history encloses
him so straitly that even his fiery moments do not set him free from
it.”® To counteract these external restraints, the artist must be willing
0 shatter and mentally dissolve the prevmlmg categories of space and
to signal his own apocalypse, to make the mind, in effect, its own
ace, as Stephen does in 'Circe’ and Satan in Paradise Lost, mnﬁdmt,
ike Blake, that the road to excess leads to the palace of wisdom.
t__tph:n hears the ruin of these twin forces on two related occasions.
irly in the day he remembers Kevin Egan's attempt on Clerkenwell
prison: "he prowled... under the walls of Clerkenwell, crouching, saw a
ﬁlme of vengeance hurl them upward in the fog. Shattered glass and
Mmg masonry.” (U, 43/49) Later, at Bella Cohen’s, Stephen reacts
m;ly to another metaphorical prison, the Church, in the form of his
mother’s ghost. He flourishes his ashplant and smashes the chandelier:
"TMEJ livid final flame leaps, and, in the following darkness, ruin of all
Space, shattered glass and toppling masonry.” (U, 583/517) Stephen
,ﬁéhcv:s with’ Bakunin that "the urge to destroy is also a creative urge.”
Here Joyce's reading of Molinari merges with his reading of Blake whom
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he quotes as writing, “"The prison is built with stones of law; the brothel
with bricks of religion.” (S.I., 160; ¢f. CW, 215) Prison walls become a
metaphor not only for Dublin under spiritual and temporal autarchy,
but also for history. Joyce complained that Mangan could barely reduce
these walls to ruins,® but he has Stephen, under the influence of that
anarchic and visionary heresiarch, succeed.

Freedom depends as well on the transmogrification of fact into fictive
possibility through the conspiracy of language, a counter-distortion. Joyee
translates incarnational history in A Portrait as the unfolding of the artist’s
word in time: "in the virgin womb of the imagination the word was
made flesh.” Stephen cloisters his temptress-muse within the confines of
his own being and then pays homage to her as to himself before the altar
of his own imagination. This self-contained and self-referential process

necessarily leads the artist to worship the man-made sign, his own word,

for its own sake. The logos, the personal agency through which the

creative activity of the artist is exerted upon the world, "redeems” the
time and the infinite possibilities of the race. We see that the burden of
truth rests entirely on Stephen’s shoulders, that truth can be self-serving,
as Joyce joins with the anarchist Max Stirner in asking pointedly, ""Should

God take up the cause of truth if he were not himself truth?” Stephen

dons the mantle of hieratic alchemist whose mission as fabulous artificer
empowers him, by mimicking the memorial of the primal redemption, to
transmute the daily bread of experience into the body of everliving life.

Joyce engages in V'alchimie du Verbe, but, unlike his predecessor Rimbaud,
he does not retract but exalts his ambition of transforming the Word into

magician’s gold.

Joyee’s hero takes it upon himself to re-enact the history of salvation,
to merge the roles of the Holy Trinity and the Blessed Virgin Mary into
one. In A Portrait the artist is presented as three persons in one godlike
artist, and in Ulysses he is also presented as the master of "resurrection™:

"If T call them into life across the waters of Lethe, will not the poor

ghosts troop to my call? Who supposes it? I, Bous Stephanoumenos,
bullockbefriending bard, am lord and giver of their life.” (U, 415/512)
Despite the Catholic scaffolding, Stephen chooses to divorce his story

from the Christ-story, turning it inside out. We, the readers as well as

the characters, are here because the artist has called us into existence.

Faustian Stephen assumes the power of the Holy Spirit, referred to as
the Lord and giver of life in the Nicene creed. He claims that the imagi-
nation brings to life those Spectres of the Dead, as Blake calls them, who
inhabit the memory. The upshot of such a claim, tacit rather than explicit,




is Joyce's fundamental agreement with Carlyle who sees in the boundless
firmament of literature the true scripture. Joyce's fictions stand as Ireland’s
and his own “true history” of infinite and betrayed possibility vicariously
experienced. When Sean O'Faolain states that art is only “magic”, he
stimates and overlooks how greatly the alchemy of the word im-
pinges upon Joyce’s politics.

Critics are free to say that the radical ideals entertained by Joyce are
silly; but, if they won't even admit that he held such views what they
say about him is bound to be rru.slcadmg Some tend to disapprove of
)Iuynes intellectual anarchism, unless it is called by some other palatable
name like democracy or liberalism. Admittedly, Joyce's thoroughly bour-
geois mode of life would seem to support this view. ]amb Schwartz,
in fact, once wrote to me saying he remembered Joyce in the 1930s as
the perfect combination of the Anarchist and the Aristocrat.® Such a
combination is not as unlikely as it seems. Renato Poggioli and others
hw.- pointed out how aristocratic in character avant-garde movements
have been. ™ Kropotkin, for instance, was a prince, and Benjamin Tucker,
Toyce’s favourite anarchist, spent his last years in a luxurious palace in
Monaco. This perspective helps us to understand why Joyce would have
mpd a book like Anthony Ludovici's A Defense of Aristocracy, but it
also helps us to understand his dislike of majority rule and of democracy.
In his notesheets for Ulysses Joyce states that it takes "a mass of fools
to elect 1 genius.” His statement is borrowed from Errico Malatesta’s
pamphlet entitled not Demacracy, but Anarchy. As late as 1918 Joyce
told a friend in Zurich: “As an artist I am against every state... The state
is concentric, man is eccentric. Thence arises an eternal struggle.”*
Although one might be inclined to have the statement read, "The state
is concentric, Joyce is eccentric,” the stance is unequivocal. Joyce did
not place much faith in the ballot any more than he did in the bullet.
To call Ulysses the "epic of liberalism”, moreover, based on the left-
wing theories of John Stuart Mill and John Ruskin, is to associate Joyce
too closely with an ideology which he generally found repugnant.®
Liberalism conjured in Joyce’s mind the spectre of Gladstone whom he
considered Parnell’s nemesis and moral assassin. Jovce eyven considered
- well-founded Newman's criticism of English liberalism as being composed
of "intellectual vagueness and indifferentism.” *® Joyce could have found
some aspects of the political beliefs of Ruskin and Mill congenial, but
he could not subscribe to them wholly. However sceptical they were
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about the machinations of the State against the individual in the economic
and private spheres, Ruskin and Mill' still believed in the State as an
external authority. Ruskin’s ideas for an "organic” society. anticipated
socialist theory, but they eventually led him to develop "an orderly
system of interdependence sustained by authority and obedience.” ¥ Al-
though Mill opposed the tyranny of the majority, he still upheld represen-
tative government because, in his view, it did more to encourage the
growth and development of the individual than any other form of govern-
ment. Joyce relied for his attack on the State in his works on the bel-
ligerency of the political criticism of the anarchists instead. Bakunin, for
example, writing on the Paris commune, identified himself as follows:

I am a fanatic lover of liberty... not the purely formal liberty conceded,
measured out, and regulated by the State, an eternal lie which in reality
represents nothing more than the privilege of some founded on the
slavery of the rest; not the individualistic, egoistic, shabby and fictitious
liberty extolled by the school of J. J. Rousseau and the other schools of
bourgeois liberalism, which considers the would-be rights of all men,
represented by the State which limits the rights of each—an idea that
leads inevitably to the reductions of the rights of each to zero. No, I
mean the only kind of liberty that is worthy of the name, liberty that
consists in the full development of all the material, intellectual, and
moral powers that are latent in each person; liberty that recognizes no
restrictions other than those determined by the laws of our own in-
dividual nature, which cannot properly be regarded as restrictions since
these laws are not imposed by any outside legislator beside or above
us, but are immanent and inherent, forming the wvery basis of our
material, intellectual, and moral being—they do not limit us but are
the real and immediate conditions of our freedom*

This kind of moral anarchism sees the individual as a law unto himself,
a view sanctioned by Joyce. As he told Arthur Power, the function of
the artist is to continually struggle against the objective pattern of life
imposed by church and state on the individual by affirming the eternal
qualities of the imagination and the sexual instinct. ® Bakunin's remarks,
then, capture the essence of Joyce’s own position on liberty and liberalism.
In Trieste he wrote, "the most powerful weapons that England can use
against Ireland are... those of Liberalism and Vaticanism.” *

In this last statement Joyce reveals another touchstone of his politics:
not Home Rule, but Rome Rule. Some readers like to imagine Jovce,
in effect, as the character in Flann O’Brien’s The Dalkey Archive
whose sideline was writing pamphlets for the Catholic Truth Society. But




think we can imagine him spending all his leisure time, like his hero
shen, in the company of subversive writers.

articles for Il Piccolo della sera make it clear that Joyce considered
Pope to be the real sovereign of Ireland, a view repeated in Stephen
. While nationalists of all shades branded Anglicisation as Ireland’s
e, in Finnegans Wake Joyce punned in answer, “there’s no plagues
rome.” (FW, 465:33). His countrymen, he claimed, continually con-
aplated "our island, Rome and duty.” (FW, 374:19). Joyce accepted
5 position in The Soul of Man under Socialism that the Pope

ission to translate this essay into Italian in 1909, another indication
‘that his interest in politics did not end in Rome in 1906, but rather that his
‘mind had become infected by the political writings of the anarchists, many
of whom he read in Italian.) In Ulysses Joyce repels this papal tyranny
ot by vitriolic ridicule, but by going underground a little, through the
piratorial will of Bloom and Stephen principally, but also through

Desp te her apparent uncommittedness, like Joyce’s ("I hate the mention
;_Ef politics”, she says), and her disagreement with her husband’s views
M atheism, socialism, and Griffith, Molly manages to keep her body and
free from the claims of church and state. She, too, constitutes a
by herself. The sometimes oblique, sometimes virulent anti-Catholic-
;-,*cm of Bloom and Stephen almost outstrips the anti-Semitism of their
fellow Dubliners. This anti-Catholicism takes another form in Fimnegans
Wake where Jovce launched the conspiracy of the word. He constructed
his book by employing the same means the Church had in founding its
ﬁWIl edifice. As he told Frank Budgen, "The Holy Roman Catholic Church
.W built on a pun. It ought to be good enough for me.” " With his
“pelagiarist pen” Joyce intended to beat Rome at its own game. In
m he tried to found his own heretical yet “infallible church of
etic rrmhtmn in Yeats's phrase, ® paradoxically based on doubt.
case of the individual against papal authority is highlighted in the
ﬁble of the Mookse and the Gripes. ]WCE had suspected that the position
of Wyndham Lewis in attacking him in Time and Western Man ap-
Mu& that of the Church. As the Mookse in the tale, Lewis appears
at one point in the full attire of the “supreme poncif”, or supreme pontiff,
Iﬁm:n‘m:lg subordinate rulers o “Gather behind me, satraps”. But the
Jnyce-ltk: Gripes refuses to submit to either the alleged temporal or
Spiritual power of the Mookse, who now assumes the name of a particular
glish pope, "our once in only Bragspear” (FW, 152:33), "Adrian (that

ised over the soul of the individual. (Joyce, by the way, received
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was the Mookse now's assumptinome)” (FW, 153:20). Adrian IV's *
Laudabiliter had allegedly made Ireland a fief of England. For Joyce
Adrian’s Bull and John Bull proved equally offensive. The rebellious artist
responds to this authority with his own “inkbottle authority”. Joyce would
fabricate, like Blake, “'systems to deliver Individuals from those systems.” ®
This declaration of independence from any code or world not of his own
making led Jung to characterise Joyce's temperament, perhaps not inac-
curately, as that of a "Protestant nourished by his own protests.” * The
paradigm of these protests was already drawn in A Portrait. In the early
part of the book Stephen feels “'the ache of conscience” prompting him
to repent of his sins. '

It is clear that the Catholic sensibility predominates at this point; con-
science acts in accordance with an external, objective authority, God’s
revelation to man. Stephen eventually repudiates the existence of objective
truth, however, and sets up his own conscience as subjective but none-
theless unimpeachable guide. He refuses to accept anything on authority,
and relies instead on his "best self.” This autonomous sensibility allows
the individual to become his own priest and king, the self-acknowledged
legislator of Ireland. As constituted, the Dedalian conscience functions as
a tribunal before which the artist pronounces his "J'accuse” and those
guilty of Irish paralysis are summoned and tried. Stephen, sanctioned by
his attempt to discover a mode of life or art whereby he could express
himself in unfettered freedom, emerges as the prime specimen of the
new individual, the standard himself by which to hit the old conscience
of the race, and by which to forge the new. Or, to put in the context of
the Mookse and the Gripes, the artist must become, like Miss Thorne in
Barchester Towers, his own pope.

This ability of the artist to remake a whole nation and in particular the
individual in his own image and likeness receives its most lucid formula-
tion in the political passages Joyce expunged from Exiles as perhaps too
near the knuckle. In his play Joyce casts doubt on the success of his
"brilliant career” as exiled writer. He has Richard explain his motive
for leaving Ireland and the risk that this entails:

I have lived without prudence, risking everything, destroying everything
in order to recreate again... I have destroyed and recreated in my own
image a woman... | carried her awav with me into exile and now, after
vears, I carry her back again, remade in my own image. ®

Joyce had once indicated that Blake too ™in his unlimited egoism...
wanted the soul of his beloved to be entirely a slow and painful creation



£ his own.” (S5.1., 163; cf. CW, 217). But Richard is presented as a
cal Pygmalion; he recreates a woman and, by extension, the Irish
cience. This perspective is reinforced in A Portrait where, as we have
seen, Stephcns own image must be the standard of all experience,
sonal and national. He defines his own position more directly in
hen Hero ("My own mind is more interesting to me than the entire
™), and then in Ulysses ("Ireland must be important because it
gs to me." 565/645). In Finnegans Wake the Shem-like artist “self
ed in upon his ego” (FW, 184:06) mirrors a nation bent on existing
ourselves alone”. The mind becomes its own country and ultimately
own universe too.
Portrait Stephen tries to control history or reality through language.
in Ulysses he finds that God wrote the folio of this world badly.
-, as Marilyn French puts it,

Joyce, the arrogant seer, ate the apple of knowledge of good and evil,
read God's book, the world, and became himself a god. Then Tﬂym,
the arrogant creator, made his world, careful to rtpmduce symbolically
what he had "found in the world without as actual.” *

o Beretta, to continue the analogy, has described the encyclopedic
of Ulysses as an “Ecclesia diaboli”, a vast cathedral of Satan.”
this vantage point, we can see that Joyce transforms Dante’s model
of “'the Mystical Body of Christ” into Blake's “"Satanic Body of Holiness.” *
yee does not concern himself with the city of God, like Augustine, but

th the city of Dublin as the earthly Babel / Babylon. Joyce is sometimes
inked with Dante in this regard, but this is a misunderstanding. Dante, in
is final vision in the Divine Comedy says, "Nel suo profondo vidi che
a / legato con amore in un volume, / cid che per I'universo si
derna.” (Paradiso, xxxu, 85-7). Or, as John Donne puts in Medita-
XVII: “all mankind is of one author and is one volume: when one man
one chapter is not torn out of the book, but translated into a better
age; and every chapter must be so translated... God’s hand is in every
ation, and his hand shall bind up all our scattered leaves again for that
where every book shall lie open to one another.” ¥ Dante considered
a scriba dei (scribe of God) and his "book of memory”, or in-
al human experience, as one scripture which is continually glossed
another, “chiosato da altro testo” (Inferno, xv, 88-90). ® History is
emory glossed by words and Dante’s verbal universe is one in which
Logos made flesh is the divine centre.” The Word of God, "Alfa ed
(Paradiso xxv1, 17) is the Author who binds the scattered multiplicity
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of the world as well as the poet’s words together.* Dante seeks an
authority outside of himself to validate what he is saying and to resolve
the contradictions of history and language. Because God’s Word acts as
"a transitive agent between subject and object (a translator, or gram-
matically speaking, a verbal agent) the channel of relationship between
two realms,” © for both Dante and Donne the two histories, personal and
universal, are conjoined as are the two realities, physical and metaphysical.
Dante presents the story of Babel, symbol of man’s linguistic fragmentation
(Inferno, xx1), as the failure of language to bridge heaven and earth, to
communicate. Finnegans Wake, on the other hand, becomes "our tour
of bibel”, a glimpse of the Bible from the Tower of Babel, with Humpty
Dumpty acting as Nimrod's counterpart and as "the official guide to
[Joyce’s] vocabulary”, as Harry Levin puts it. * Humpty’s fragmentation
produces a Babel-like effect, a confusion of tongues based on a semantic
principle like Humpty's "when I use a word, it means just what I choose
it to mean — neither more nor less.” * Joyce rears his own “disunited
kingdom” on the same principle, and the question for him and Humpty
Dumpty is also the same: "which is to be master” or, to use an epithet
from Ulysses, who is to be the "lord of language”? Finnegans Wake can
then be viewed as the book wherein the artist attempts to appropriate
and bind the scattered leaves and words of all books, human and divine.
Joyce's linguistic epistemology, or, to employ a word coined by Jacques
Derrida, his "logocentrism” differs radically from Dante’s. Joyce interprets
the chief function of the imagination to be not the apprehension of ul-
timate truth as Dante does, but its embodiment. This extraordinary claim
can only depend on the conviction that, as Seamus Deane phrases it,
"Before Joyce there was nothing.” ®

Joyce’s political rewriting of the Book of Genesis has further implications
for his views of sexuality and art. Herbert Howarth observed that "Joyce’s
nationalist friends lived, he thought, in make-believe: they talked about
Irish chastity, whereas he regarded the Irish peasant as le grand mastur-
bateur.” * Joyce's response to this political and sexual naiveté is peculiar.
It seems to give new meaning to what he called “individual passion” or
kicking against the pricks. Joyce considered himself, like W. E. H. Lecky,
a moral historian whose fiction constituted chapters in the history of Irish
morals. In A Portrait, for example, Stephen is cast in the role of pilgrim
amorist ecstatically languishing. Joyce initially describes his visit to a
prostitute as “'the holy encounter... at which weakness and timidity and
inexperience were to fall from him.” (P, 99). Later, we witness the "holy
silence” of Stephen’s ecstasy at the moment when he divines his vocation




he form of a wet dream vision of a bird-like girl. (P, 172). It becomes
ngly difficult hereafter to distinguish between the Irish peasant’s
doing things and Stephen’s. His soul is described as "all dewy wet”
act of composing the vilanelle, or “eucharistic hymn”, sequence for
ptress-muse: “While his soul had passed from ecstasy to languor
had she been? Might it be in the mysterious ways of spiritual life,
her soul at those same moments had been conscious of his homage?”
: 23). Stephen transforms Christian agape into a gnostic eros-longing

d his homage is in fact autoerotic; like Pygmalion, he is aroused by the
vk of his own hands.

is sometimes linked with Dante, too, in his presentation of woman
diatrix for his art. But Beatrice is not the goal of Dante, the pilgrim's
for an eternity of bliss. For Dante physical and spiritual worlds are
and the sexual impulse, like everything else, falls within divine
vidence, finding its issue in love for God, or "I'amor che move il sole
"altre stelle.”” In A Portrait Stephen clothes his Beatrice, as Blake does
his Hlustrations to the Divine Comedy, with diaphanous garments.
his vision he looks up and observes "a vast indifferent dome";
arly, in Ulysses Bloom goes out to experience "the apathy of the
* and the "cold of interstellar space”, not the Love that moves the
and the other stars. The difference between Dante and Joyce with
to this vision is, in a word, that between eschatology and scatology.
Dante in La Vita nuova, aided by Beatrice, recognizes the limitations
‘carnal love, he yearns to enter that kingdom where his beloved and
faces are turned to gaze "in rapture on the face of Him who is beatrice
sed) throughout all ages”. ¥ Joyce transposes Dante’s process of trans-
mation prompted by Love, and reduces the beatific vision to a voyeur’s
ise, that of Bloom "literally worshipping at the shrine” of Gerty
acDowell’s genitals (U, 361/359). Joyce's vision can only be that of a
inte mediated by the gnostic vision of Blake who, in his poems and in
'_.:ikf‘hclxs. sometimes depicted rather extravagantly the vagina as taber-

oyce, as he indicated in his notes for Exiles, is primarily interested in
rather than in female liberation. It is curious, indeed, that he should
been attracted to the chapter on "femminismo” in La Rivolta ideale
{1908) for some of his views on women.” The author, Alfredo Oriani. had

en labelled a precursor and major prophet of Fascism. But Joyce, although
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in some respects a revolutionary in politics, still held conservative notions
about women’s intellectual capacities.

Finnegans Wake, on the other hand, can still be seen, from the vantage
point of Philippe Sollers, as the “most formidably antifascist book produced
between the two wars"":

What Jéyce is in the process of constructing with Finnegans Wake,
from 1921 to 1939, is an active transnationalism, disarticu ating, rear-
ticulating and at the same time annulling the maximum number of
traces—linguistic, historical, mythological, religious. In what he writes
nothing remains but differences, and so he calls into question all and
every community. =

Joyce's counterpart to the mental defiance of Bloom and Stephen is, as
I have already suggested, the conspiracy of the artist’s word against the
community of words, the language of the outlaw. Joyce recognizes no
essential distinction between a view of history and one of language. In his
last work Joyce reacts to two convictions of Vico's: first, that mankind
is, most of all, linked together by linguistic bonds; and second, as Vico
put it in a letter, "languages are, so to speak, the vehicle by which the
spirit of a nation is transfused into the soul of the person who learns
them.” *' Joyce suggests that language does not merely transmit and con-
dition, but that it also constitutes reality. A prime instance of Joyce’s
linguistic anthropology occurs in the introduction to the closing Easter
morning section:

Sandhyas! Sandhyas! Sandhyas!
Calling all downs. Calling all downs to davne. Array! Surrection.
Eireweeker to the whold bludyn world (FW, 593:01-3).

Joyce intermingles the conceptions of peace and holiness in "Sandhyas”
with those of erection, insurrection (especially that of Easter 1916), and
resurrection. The political, the religious, and the sexual are always inter-
related for Joyce. Like Blake in his visions, Joyce in his language is constant-
ly remaking himself, his nation, his religion, the world. Language trans-
mutes the objects of everyday life, explodes and recreates them in a way
which allows the artist to be their maker and controller. Jovce argues here
not so much for a change of politics as for a change of vision which is
political nonetheless. His dialectical method of presenting/negating points
of view and ideologies sharpens the reader's awareness of alternatives, of
ousted possibilities, and leads him to a new vision, one in which the




rnatives which produced the change are themselves at first retained and

eliminated. Joyce relies on his words to open up Bruno's infinite
to challenge the unchanging objective reality of the Aristotelian-
tradition. Joyce’s practice of distorting and recreating syntax and
can be related, as Susan Grove Hall has done, to the anarchism,
linguistic or political, which Chomsky has advocated:

This anarchism posits a base of relations or categories, a logic beneath
appearances, in which all thought is related; therefore, superficial rules,
~ conventions and definitions can be disregarded. We understand language
not because we understand the specific words in their particular con-
texts, but because we share a basic logic of grammatical relations. ®

vosition to the concentric circles of Dante’s world, Joyce traces the
circles of Bloom, Stephen and Molly in Ulysses, and of language
Finnegans Wake.
considering the politics of Joyce, we may have asked ourselves like that
d person in a Rome wineshop, "'E’ socialista il Signor Giacomo?" We
answered like the proprietor, "E' un po’ di tutto.” (Letter 3:
1906, L, I1. 183). Joyce indeed thought of himself as a lit ) ) .
rything, from a literary and political messiah to a party by himself, : ?mﬁﬁfg}?ﬂu‘f f&:’;"g‘s':’nr "ffo]
: was principally an anarch, heresiarch, and egoarch. XVIL no. 4 (August 1980), 51.59.
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8. THE CITIZEN IN ULYSSES: A NOTE
Joan Fitz Gerald

To Stanislaus from Rome, 6 February
1907: "I suppose you saw old Cusack is
dead. I have given up reading Avanti! ...
It was too dull for me.” (L, II. 210).

The character of the citizen in the 'Cyclops’ episode of Ulysses is the
incarnation of that episode’s symbol, "Fenian”. It is to the Irish Republican
Brotherhood, then, that we must turn to find a prototype for him.
Gogarty's biographer, Ulick O'Connor, hints that he can be identified
with John Elwood (Temple in the Portrait), a socialist who liked to
underline his political creed by addressing others as "citizen”.! But Joyce’s
Citizen is himself addressed thus, and does not call anyone else by that
name. This would seem to favour the traditional identification of the
Citizen with Michael Cusack (1847-1907), founder of the Gaelic Athletic
Association and also a member of the I.LRB. We now know that in his
drafts for the episode, Joyce referred to the Citizen as Cusack, thus
eliminating any doubt?

The G.A.A., which Cusack founded on 1 November, 1884, was not
merely a sports club, but an association which was as deeply concerned
with the question of nationality as the Gaelic League, and influenced far
more people than the League itself, city-based and intellectual, could
reach. Cusack’s aim was "to found a self-respecting athletic organization,
instinct with the highest ideals of nationalism.”* It was this nationalistic
urge which caused him to promote the playing of “Gaelic” games —
hurley, camogie, Gaelic football — and to ban “foreign” (i.e. English)
games, by making "foreign and fantastic field sports” (in the words of
Archbishop Croke, the G.A.A.'s first patron and enthusiastic supporter)
off-limits to any member. These "fantastic” games included lawn tennis
(which Bloom will support in the 'Cyclops’ episode), polo, croquet and
cricket,* all of which had decidedly English and colonial associations.
Those who have grown up in Ireland will remember that this ban was
in force until a short time ago — so that no G.A.A. member could attend
a harmless soccer match — and indicated the narrow brand of nationalism
from which it had sprung.



The identification of the Citizen with Cusack is made explicit in Ulysses:
"There's the man, says Joe, that made the Gaelic sports revival.” (U,
316/314). He and Bloom discuss the merits of Gaelic versus other
sports: "So off they started about Irish sport and shoneen games the like
of lawn-tennis” (U, 316/314), Gaelic games being described as "racy of
the soil”, which is a crib from Archbishop Croke® The Citizen is as
irascible and tyrannical as Cusack. Even an admirer of Cusack had to admit
he was "combative” and a modern historian has described him as having
"a forceful and violent personality” *, which squares with the portrait Joyce
paints us. So tyrannical was Cusack that Archbishop Croke soon found him
impossible to cooperate with: Cusack "played the dictator” and "ran with
a reckless tilt... against everybody else who happened not to agree with
him".” Running with a reckless tilt is precisely the way the Citizen reacts
towards the unfortunate Bloom at the end of the episode. This kind of
behaviour resulted in Cusack’s having to resign the G.A.A. a mere eighteen
months after he had taken up its secretaryship.

It is amusing to note some physical resemblances between Cusack and
the Citizen by comparing Joyce'’s deliberately inflated description of the
Cyclops with a very detailed and eulogistic account of Cusack.® The picture
of Cusack that emerges from this account is sufficiently extreme and
“gigantic” as to need but little exaggeration in order to become Joyce's
epic hero. The “great breadth of his shoulders” (which were, however,
rounded) is mentioned; this Joyce translates into heroic language, "from
shoulder to shoulder he measured several ells”. Cusack’s width “detracted
from [his] apparent height”, and the one dimension Joyce does not
mention is height. The account also refers to Cusack’s habit of wearing
"in defiance of the prevailing fashion... kneebreeches instead of trousers”,
which we may associate with the "trews of deerskin, roughly stitched
with gut" which our imaginary hero wears under his "loose kilt” (U,
296/294). Even the blackthorn stick which Cusack “invariably carried”
is metamorphosed into “a couched spear of acuminated granite” (U,
297/294). 1 noted that Cusack was a Fenian (and probably introduced
Fenian elements into the G.A.A. itself) ’, one who sympathised with the
rising of 1867. The Citizen has the same tendencies: and he starts
gassing out of him about the invincibles and the old guard and the men
of sixtyseven and who fears to speak of ninetyeight” (U, 305/303). But
Joyce’s Citizen is more openly in favour of physical force than Cusack
was, "we'll put force against force” (U, 329/328), thus contrasting with
Bloom’s pacifism, just as his patriotic approach to sport had contrasted
with Bloom’s interest in it solely from the point of view of health. Cusack’s

5 The Shaping of Modern Ireland, p. 78.
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litigiousness and his nationalism were as strong as the Citizen's, and one
can well imagine him becoming as incensed about the "foreigner” Bloom
as the Citizen does. )

But Cusack was not the only one to cherish such xenophobia: it was as
endemic in the Gaelic League (which is also remembered in this episode)
as in the G.A.A. Michael Cusack was also a member of the Gaelic
League: indeed, even before the League was established he had been
“an earnest worker in the cause of the language movement.”"™ This
Citizen is also all for the Irish language, and his commitment to it brings
him even further than Cusack. He refuses to admit that there is any
value in English civilisation (“syphilisation™): "No music and no art and
no literature worthy of the name. Any civilisation they have they stole
from us.” (U, 325/323). He uses words like raimeis and shoneen which
had been made current by D.P. Moran, a leading journalist and Gaelic
Leaguer. Moran was fanatical about the importance of the Irish language
and culture, going so far as to say that only when “fashionable young
Irishmen and women" spoke Irish as well as English would there be "a
genuine Irish nation, no matter who might be making the law.” "' Moran’s
most important contribution to nationalism was perhaps his book, The
Philosophy of an Irish Ireland, which bolstered the prevailing anti-
Englishness with historical argument. In his chapter entitled “The Battle
of Two Civilisations” he disavowed all that the parliamentary tradition
in Irish politics stood for and its men, O'Connell, Butt, Parnell, Dillon
and Redmond, all of whom, he claimed, "threw over Irish civilisation
whilst they professed — and professed in perfect good faith — to fight
for Irish nationality.” " For Moran, then, Irish nationality could only
be Gaelic, which is of course the opinion of the Citizen, and of many
whom Moran influenced by his newspaper, The Leader. It was this kind
of narrowness which neither Bloom nor Joyce could accept. It led not only to
a mindless hatred of all things English (including the language, as Joyce
ruefully noted from Patrick Pearse’s attitude) but to xenophobia, a rejection
even of Europe — in the 'Cyclops' episode we see the Citizen
deriding France, "The French! says the citizen. Set of dancing masters!™
(U, 330/328) which accords with the whole theme of betrayal of Jreland
that permeates this part of Ulysses, and leads eventually to the ejection
of Bloom at the end as a "foreigner”, even though he professes to be
Irish. Bloom’s values of universal love and justice, his unpolemical defini-
tion of nationality — "a nation is the same people living in the same
place” (U, 331/329) — are not acceptable to any of the company in
Kiernan's pub. Their hostility to him is not dictated so much by anti-




semitism but nationalism, in its refusal to accept as Irish anyone who
has not got truly Gaelic credentials. Bloom's supposed work for Sinn
Féin is not enough: he has not got an Irish name nor does he belong
to the Catholic religion.

An interesting postscript to this consideration is that one of the few
Irish intellectuals who tried to offset this narrow view of nationality was
John Eglinton (W.K. Magee), whose literary criticism Stephen Dedalus
dismisses contemptuously in the 'Scylla and Charybdis’ episode. Amongst
other attitudes which he found dangerous in their narrowness, Eglinton
included the attention being given to the revival of the Irish language, and,
making what today is an interesting comparison, he pointed out that the
sharing of a common tongue, Hebrew, had not made the Jews a nation. ®
This was precisely the claim that Gaelic Leaguers, and foremost among
them, D.P. Moran, were making for Gaelic. Bloom has neither Hebrew
nor Irish, is neither fully a Jew nor fully an Irishman, and thus fits so
uneasily into his own society that he is in constant danger of being

reneged by it, as he is by the Citizen at th= end of 'Cyclops’.

U John Eglinton, "The Island of Saints”

United Irishman, 8 February, 1902.
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9. THE POLITICS OF FINNEGANS WAKE
Diarmuid Maguire

What's the difference between a good
honest bricklayer and a publican, eh?
"Ivy Day in the Committee Room’

That Finnegans Wake is laced with an enormous variety of political al-
lusions, dealing with everything from Platonic philosophy to the twisted
machinations of Irish nationalism, is beyond dispute. The central question
is how do we relate Joyce's obvious awareness of political issues in FW
to any overall political philosophy that he may or may not have sought
to express in his last masterpiece. Scholars have been very cautious in
undertaking this task but an examination of the assumptions upon which
their reticence is based suggests that there is room for some daring.
The first widely held assumption is that because FW is resistant to
representation, clear political messages cannot be inferred. A related ar-
gument centres around Jovee's declared hostility to the use of arts as an
instrument of political propaganda. Unless Joyce was engaged in some
intricate Machiavellian enterprise, how could he possibly have entertained
the idea of politicising the most 'open work’ in contemporary literature?
These two premises have recently been challenged by scholars who argue
that textual resistence to representation is itself an ideological project
that goes beyond mere propagandising. The reader-text relationship sug-
gested by FW, they argue, creates a situation in which the common sense
discourses that shape us are constantly brought to the surface. Once ex-
posed, these discourses are open to challenge.'

One problem that does not seem to have been properly addressed con-
cerns the definition of the political. Literary scholars have often utilized
an implicit definition of what constitutes the political by placing subjects
such as language and sexuality well outside of its terms of reference.
Politics, in this worldview, has to do with such things as supporting or
opposing political parties and governments, voting in elections and taking
clear stands on the great issues of the day. Given that Joyce was am-
biguous, if not downright hostile, to ’politics’ on all these counts, he is
therefore dismissed as being apolitical (at least in the later years of his
life). The expansion of the political is a relatively recent phenomenon,




and this has much to do with the protest movements that coalesced in the
late Sixties. The Feminist Movement, for example, argued that “the per-
sonal is political” and thus established the place of sexuality well within
the political sphere. Joyce demonstrates clear understanding of this feminist
dictum in all his works, but especially in Finnegans Wake.

In this paper I should like to argue that the political allusions and the
language of FW have a complementary role to play and do not represent
a Joycean dichotomy between the aesthetic and the political. What Joyce
did want to keep separate was his art from the political a5 it was defined
in bis day. The distinctly Jovcean conception of the political allowed for
its unity with his art, and this union was achieved in the field of ideology.
How did Joyce conceive of ideology and the ideological process? In many
ways his ideas on the subject have a decidedly Platonic flavour. Compare
the following:

| Men who since childhood have had their backs to the entrance of a
| cave cannot see the outside world. On the wall inside the cave are
! projected the shadows of other men, and by linking the voices of these
men to their shadows, the inhabitants of the cave conclude that the first
derive from the second. One of the prisoners, however, manages to
escape and perceive the true origin of the voices. Finally he emerges
from the cave and sees the light of day. At first the sun blinds him,
but then he becomes accustomed to it, and the vision he gains enables

him to understand the falsehood in which he had been living.
(Plato, The Republic)

Strange figures advance from a cave. They are not as tall as men. One
does not seem to stand quite apart from another. Their faces are
phosphorescent, with darker streaks. They peer at me and their eyes
seem to ask me something. They do not speak.

(Jovee, P, 249-50)

Imagine for a moment that it was Joyce who escaped from Plato’s al-
legarical cave and is expressing that feeling of cognitive liberation through
Stephen. How does he assist the advancing figures left behind in linking
voices to real men and not their shadows? Does Joyce even pose such
a question for himself in the first place? Or does he simply choose to
turn away from the 'cave people’ leaving them mutely stare into the
distance? The answers to these questions may well lie within Plato’s
analogy.

Plato proposes a model of ideology that is based on the concept of arsi-
culation. False articulations (the shadows and the voices) must be disarti-
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culated in order to allow the subject to carry out the necessary re-articula-
tions (the voices and the men). Is not such a project taken on by Joyce
when he sets about disarticulating common sense discourse in FW?
MacCabe suggests: "As we read Joyce, however, a surplus of meaning
enables us to hear the crowd of voices that compose us. Voices that bear
witness to the incompatible discourses that have traversed our flesh.”
This leads to a situation whereby "the reader is transformed into a set
of discourses, engaged in the investigation of his or her symbolic con-
struction.” ?

To conceive of politics as propaganda in such a context misses the entire
point. Finnegans Wake will disarticulate common sense beliefs, but it is
up to the reader to pick up the pieces and re-articulate previously accepted
concepts. That is why the book demands “an ideal reader suffering from
an ideal insomnia.” (FW, 120:13-14). That is why once we enter into
dialogue with the text it becomes so difficult to escape.

Yet escape we must.

Political allusions serve as the raw material out of which the readers’
reconstructions are to be made. They signpost some of the underlying
political notions of the Wake. They allow for a confrontation between
ideas and the historical process.

“History is a nightmare from which I am trying to awake”, says Stephen
in Ulysses (34/40). Finnegans Wake, with the structural pessimism inherent
in its Viconian cycle, seems to suggest that escape is impossible. In a
sense this reflects a Gramscian "pessimism of the intellect” on Joyce's
part. But there is also "optimism of the will”! Joyce on his own could
not destroy the cycle of history, but perhaps his readers can. "I go to
encounter for the millionth time the reality of experience and to forge in
the smithy of my soul the uncreated conscience of my race.” (P, 253).
This was the political project Stephen set himself at the end of the Portrait.
That conscience is still being forged in the Wake and only when it becomes
embodied in concrete subjects acting in history will escape from the night-
marish tyranny of the cycle be possible.

What 1 should like to do here is (im)pose a political reading of the Wake
by asking how does one escape from the text after entering it? how does
one avoid sailing along peacefully with Anna Livia out into the sea towards
oblivion, only to find oneself hurled back by the brutal definite article
headlong into the tedious "riverrun” of history? The term '(im)pose’ is
used to stress both the positive and negative aspects of such a blunt




probing. It is not being argued here that Finnegans Wake is about trying
to answer my question but, rather, that after having (im)posed it, it will
be interesting to see how the Wake responds.

One such response might be that one simply cannot escape and that we
should be best advised to reconcile ourselves to an essentially conservative
and pessimistic novel. But then let us ask ourselves what lies at the heart
of this dismal view of the historical process. The answer is to be found
in Joyce's constant obsession with-betrayal.’ References to the betrayal of
Parnell litter the Wake as indeed we might expect, given his earlier work.
Parnell’s downfall is updated and linked to the partition of Ireland and the
establishmen of the Irish Free State. Dublin, after partition, is "A phantom
city, phaked of philim pholk, bowed and sould for a four of hundreds of
manhood in their three and threescore fylkers for a price partitional of
twenty six and six" (264:19-23). The new flag that flies over this state
is "the grim white and cold” (176:24), and the power behind it is still
the Church: "Everything’s going on the same or so it appeals to all of us,
in the old holmsted here. Coughings all over the sanctuary” (26:25-6). In
short, bourgeois nationalism and the Church have conspired to betray the
nation as they have always done.

The theme of the betrayal of Irish aspirations is best illustrated in the last
chapter as various characters gather to rehearse Tim Finnegan's funeral:

hailed chimers' ersekind; ...in wave risurging into chrest; victis poenis
besternis; fostfath of solas; fram choicest of wiles with warmen and
sogns til Banba, burial aranging; under articles thirtynine of the reconsti-
tution; by the lord’s order of the canon consecrandable (596:5-10).

Hopes of any change are dashed as wines turn to wiles, women to warmen
and songs to unfulfilled dreams. The Church organises the burial “under
articles thirtynine of the reconstitution”, Now, traditionally this term "ar-
ticles thirtynine™ has been interpreted as a reference to the thirty nine ar-
ticles of the Church of England. But why the term "reconstitution”?
Perhaps it might refer to the constitution presented by Eamon DeValera
(often represented as Shaun in FW) in 1937 whereby the Irish Free State
became Eire and moved further towards formal independence. Article 39
of this "reconstitution™ states that: "Treason shall consist only in levying
war against the state, or assisting any state or person or inciting or conspiring
with any person to levy war against the state...”. I doubt if there could
be found a more economic example in FW of the complex unity of forces
that Joyce claimed were betraying Ireland. Joyce would have delighted in
the bitter irony of a treacherous elite laying down the law against treason.

' The theme is treated in its political
aspect in the first article written, upon
his return from Rome, for the Piceolo
delle Sera of Trieste, 22 March 1907,
on "Il Fenianesimo": "...In Ireland at
the precise psychological moment there
always appears the informer” (5.1, 47;
cf. CW, 190). (Editor's note).
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The nuinbering of article 39 allowed him to articulate this idea with the
Church of England. Another irony: who is the Church of England in
Ireland? the Catholic Church by virtue of its assisting the English state
in Ireland could perhaps most accurately be described by the name of its
enemy in the spiritual sphere (the Church of England). Even as Ireland
seems to be achieving greater freedom, at least formally, Christ and Caesar
work hand in glove to prevent its realisation.

If betrayal is indeed the reason for Ireland’s nightmarish and tortuous
history, then we must pose the question as to whether it is inevitable or
not. Is the Irish propensity to betray a genetic trait or does it have historical
and cultural roots? this problem is mockingly suggested towards the end
of FW as a cock crows and thus evokes biblical imagery of betrayal:

Cockalooralooraloomenos, ...as sure as herself pits hen to paper and
there's scribings scrawled on eggs.
Of cause, so! And in effect, as? (615:9-12).

It is my belief that Joyce more than hints at the underlying causes of
betrayal in Ireland and in so doing allows the reader to imagine ways in
which the cycle of oppression and betrayal can be broken. Betrayal is in fact
produced by oppression, and that oppression emanates from the Catholic
Church, the State and bourgeois nationalism. The Church cripples sexuality
and crushes intellectual and spiritual freedom; the State physically oppresses
the people and encourages the rise of the "indispensable informer”; bour-
geois nationalism collaborates with the British State and condemns genera-
tions of Irish men and women to economic backwardness and provincialism.
At every stage Joyce attempts to emphasise the unity of these three forces
and the ideologies that sustained them.

The Church and bourgeois nationalism are often associated in FW, and so
an old Irish nationalist song is transformed into a Latin prayer:

Good safe firelamp! hailed the heliots. Goldselforelump! Halled they.
Awed. Where thereon the skyfold high, trampatrampatramp. Adie. Per
ve comdoom doominoom noonstroom. Yeasome priestomes. Fullyhum
toowhoom. (613:1-4).

Religion and nationalism in turn are articulated with militarism:

the queer mixture exchanged the pax in embrace or poghue puxy as
practised between brothers of the same breast, hilleluia, killeluia, al-
lenalaw (83:32-4).




The Butt and Taff episods is laden with violent imagery and the language
of battle, both of which are related to scenes of brutalized sexuality. Fin-
negans Wake seems to suggest that sexual repression gives rise to violence
and that this is the result of the male desire to suppress the freedom of
female sexual expression:

who thus at all this marvelling but will press on hotly to see the vaulting
feminine libido of those interbranching ogham sex upandinsweeps sternly
controlled and easily repersuaded by the uniform matteroffactness of a
meandering male fist? (123:7-10).

And, of course, it is the Church that promotes sexual repression thus
leading to the violence which serves both imperialism and nationalism.
With such complex articulations in play it is no wonder that Joyce was
to declare: "The problem of my race is so complicated that one needs
to make use of all the means of an elastic art to delineate it — without
solving it. I am of the opinion that T am no longer permitted to make
a personal pronouncement. I am restricted to making one by means of
the scenes and characters of my poor art.”*

The first and last chapters of the Wake contain all the elements of the
Joycean political vision. The last chapter opens with references to the Easter

| Rising and the birth of the Sinn Féin and bitterness is expressed at the com-
ing betrayal of Ireland entailing partition, the dominance of the state by the
Church and bloody civil war. Representatives of the Church (forther
moracles and brewbeer), the state (Kingen) and the nationalist bourgeoisie
(Manchem house) gather here to rehearse for Tim Finnegan's funeral and
wake that will take place in Chapter One:

Music, me ouldstrow, please! We'll have a brand rehearsal. ... His fooneral
will sneak pleace by creeps o'clock toosday. Kingen will commen. Allso
brewbeer. Pens picture at Manchem House Horsegardens shown in
Morning post as from Boston transcripped. Femelles will be preadaminant
as from twentyeight to twelve. To hear that lovelade parson, of case, of
a bawl gentlemale, pour forther moracles. (617:15-25).

When Tim Finnegan awakes in Chapter One the attenders at his wake try ST, l -

: ; ; . . ranslated from a letter in French,
and convince him that he is better off dead given the poor state of his gkt v Baine CoaiDiscinee. 5 Aiagnns
country brought on by betrayal. 1918 (L, 1. 118).
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MNow be aisy, good Mr Finnimore, sir. And take your laysure like a god
on pension and don't be walking abroad. Sure you'd nnl].r lose yourself
in Healiopolis now... (24: 16-18).

It is hinted that his wife is likely to betray him sexually and furthermore
that he will be better remembered dead than alive. Tim Finnegan, the
bricklayer, fades away from the scene towards the end of the chapter
as the grand entrance of HCE, the publican, attracts everybody’s attention.
The question posed in 'Ivy Day in the Committee Room’ suggests itself
here: "What's the difference between a good honest bricklayer and a
publican, eh?”

There is a sense in which Joyce does provide us with alternatives to the
oppression that produces betrayal. Socialism, I believe, is one alternative,
and this informs much of the opposition between Finnegan (the worker)
and HCE (the petit bourgeois). Sexual liberation is contrasted with the
sexual repression of the church and is celebrated in this beautifully erotic
and blasphemous prayer:

If Dann’s dane, Ann’s dirty, if he’s plane she's purty, if he's fane, she's
flirty, with her auburnt streams, and her coy cajoleries, and her dabblin
drolleries, for to rouse his rudderup, or to drench his dreams. If hot
Hammurabi, or cowld Clesiastes, could espy her pranklings, they'd burst
bounds agin, and renounce their ruings, and denounce their doings, for
river and iver, and a night. Amin! (139:22-8).

Pacifism represents the third major force for change with the constant

stress on the brutality of war. The inevitability of violence arising out of
blind nationalism is prophesied by Shem who

cutely foretold, ... death with every disaster, the dynamitisation of col-
leagues, the reducing of records to ashes, the levelling of all customs
by blazes, the return of a lot of sweetempered gunpowdered didst unto
dudst (189:31-36; 190:1).

Socialism, sexual liberation and pacifism are the alternative ideological
articulations to those of imperialism, bourgeois nationalism and religious
ranny.
gre th::'.se the sources of light that Joyce provides for the reader trying to
escape from the cave of Finnegans Wake? For the Wake is indeed a cave
in which we are subjected to a myriad of contrasting voices and shadows.
Will we ever be able to seehear the soundsense symbols that will allow
for our liberation? "Will it bright upon us, nightle, and we plunging to




our plight? Well, it might now, mircle, so it light” (66:21-3). The pro-
blem is that much of the light has been captured and distorted by forces
such as the Church which uses the imagery of the trinity, the sacred heart,
and the halo.

synthetic shammyrag ... cause heart to be might ... the sound sense sympol
in a weedwayedwold of the firethere the sun in his halo cast. Onmen.
(612:25-30).

Finnegans Wake attempts to shatter these light sources so that we can
begin to make our own soundsense of the shadows on the wall.

Yet if Joyce was so set on changing people’s consciousness why did he
write in such a way as to severely restrict his audience? One answer is
that Joyce's conception of ideology would not have allowed him to write
the book in any other way. Joyce's advice to the bewildered reader is to
look for solutions to the tortuous problems presented by FW within
him-or-herself. “But look what you have in your handself!” (20:20-21).
Joyce's fear of not being understood is expressed as Anna Livia drifts
out to sea but he copes with this anxiety in an interesting and illustrative
way':

is there one who understands me? ... All me life I have been lived
among them but now they are becoming lothed to me. And I am lothing
their little warm tricks. And lothing their mean cosy turns. And all
the greedy gushes out through their small souls. (627:15-19).

Finnegans Wake is an act of personal redemption for Joyce. He has saved
his own soul. He seems to be expressing the same sentiments as did
Marx when he wrote at the end of the Critigue of the Gotha Programme
(which Joyce had read): "Dixi et salvavi animam meam.” 'I have spoken
and saved my soul’.

We still haven't answered the question, however, of how do we, as
readers, escape from imprisonment within "the nightmare of history” to
which FW structurally condemns us. Ironically, this highly coded enter-
prise allows us to escape comfortably homewards and it does so at the
structural level.

The continuous cycle of history revolves around the capability of the
Church, bourgeois nationalists, and imperialists to convince the Irish
worker, Tim Finnegan, to lie down and accept his lot. In FW they
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rehearse their roles in the last chapter and carry them out in the first. The
book ’ends’ in mid sentence, the continuation of which is on the first
page. The perpetuation seems inevitable. But this process is interrupted.
There is an obstacle to the seemingly smooth flow from that final definite
article to the "riverrun” at the beginning. This j joutney is obstructed by
the title, ancgam' Wake.

I like to imagine the title as an exhortation on Joyce's part to the Tim
Finnegans everywhere to awaken and refuse to lie down again. “Fin-
negans, Wake!”, "ignore the voices that seek to shape you, fly past the
nets that are set to trap your souls and confront history with the new
consciousness that can free you from oppression!’

If this call is heeded the oppressors will be unable to meet their rendez-
vous with history and carry out their well rehearsed plans. The cycle can
be broken. Millions of Irish souls still await liberation from imperialism,
bourgeois nationalism and religious oppression. The conscience of the race
is still being forged. Finnegans Wake will continue to play a part in that
process.
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10. HISTORY AS FICTION / FICTION AS HISTORY
Seamus Deane

Passages from Seamus Deane's contribution to the debate on "The
Politics of Joyce” in the Rome Seminar of November 1982. Other par-
ticipants were Gianfranco Corsini, Joan Fitz Gerald, Diarmuid Maguire
and Dominic Manganiello. Transcripts from tape by Miranda Melchiori
edited by Giorgio Melchiori.

Irish Revival, Modernism and Nationalism

... I think now we have sufficient retrospect on the Irish Revival and on
Joyee to recognize that there are very strong family resemblances between
Joyce and his contemporaries, though we should not try to blur the very
obvious differences; Joyce shares with all his contemporaries a reputation
for having produced work which is remarkable for its linguistic extra-
vagance. The traditional explanation of this is that the Irish — for genetic,
historical or other reasons — have a peculiar facility in the use not of the
Irish but of the English language — a facility linked up with the fact
that English is not their native language, and that they want to show
a mastery of something in which they had been for a long time incom-
petent. There may be some truth in this, but it is strange that, in a fairly
badly administered colony of the British imperial system, which had
produced with stunning regularity for some ninety years third-rate lit-
erature, suddenly, in the last two decades of the nineteenth century, there
should begin to be produced a literature which is not only of a much
higher level than anything that had previously been known, but that
also ties up the question of linguistic expression with the political ques-
tions that we have been discussing today. ... While we admit the existence
of the category of politics and we admit that the main figures of the Irish
Revival — with Yeats at the centre, and Synge or even O'Casey — lived
through a critical period in modern Irish and European history, we tend
to diminish the importance of the connection between politics and lan-
guage, and consider them simply as writers who possessed this undefined
extravagant Irish linguistic spirit, which is responsible for the creation of
such remarkable characters as Christy Mahon (The Playboy of the Western
World) or the personae of Yeats’s poetry or the heroic women of O'Casey’s
Dublin plays.



Now, if we look at Joyce in relation to those writers and think of Stephen
Dedalus as a figure who is as much a part of that revival as their characters
are, our conception of Christy Mahon and of the rest begins to change.
Taking Synge for the time being as a ready-made example, we have in
the case of Christy as in that of Stephen two young men who are remark-
able within a shabby community for (if not their intellectual gifts in
Christy’s case) some kind of linguistic operation which makes them to
some degree and perhaps ironically, heroic within that community; and
the degree to which they are heroic in our eyes is in perfect ratio to the
degree in which the community is shabby. The relationship between
hero and community is not to be simply explained by exclaiming that
Joyce repudiated Dublin or that Synge, despite his love for Innish Eire
and County Kerry and so forth, in some way repudiated the West. The
fact is that the repudiation is mediated through the ironical conception
of the linguistically extravagant hero — and, in Irish circumstances, this
is a political conception.

... On the other hand it is possible to look at Joyce in connection not only
with the Irish Revival, but with his great contemporaries in the modernist
movement. It is true that the theme of betrayal is a predominant and
recurrent motif in all of Joyce's works; and it is no accident that we find
the same theme in Conrad, in Ford Madox Ford and in Ezra Pound. We
might make a good deal of the fact that those three people were in dif-
ferent senses of the term exiles or emigrates [but the point is another]...
Taking Joyce and Pound as figures who belong in some way together,
a central problem in relation to their work is its obscurity and even —
let it be said — the boredom which that work very frequently generates
even in the most dedicated readers, because of the concentration on the
problems that the text presents us with. Here we have writers who are
trying to recuperate a civilization which they claim has been betrayed,
has disintegrated, has been handed over to the powers of evil or to the
powers of banality, so that the function of their work is implicitly (and
in Pound’s case explicitly) didactic: to re-educate us back into the situation
in which that broken civilization can be, in however desperate a fashion,
put together again. But how can work which has a propagandistic ambition
ever hope to be successful if it lives in that kind of obscurity which only
research and scholarship can after a good deal of labour ever unravel?
... This readership problem is connected with what we are concerned with
here today: the relationship between writing and politics. They are at-
tempting to focus for us a political situation or a political crisis in the
largest sense of that word: the crisis of the individual consciousness or
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of the communal consciousness, faced with a world which, however rich
it may be, nevertheless is atomized, broken up, and incomprehensible.
That which can be written down in catalogues, dictionaries and encyclo-
pedias is not the more comprehensible for having been written down; the
kind of inventory of modern culture which we find in the 'Ithaca’ episode
of Ulysses or in Pound’s Cantos is actually a detailed tour of the incom-
prehensibility of that culture, because what is lacking between these things
is any kind of relation that will fuse them into comprehensible patterns.
... Also the Irish Revival participates in this modernist melancholy: many
of its writers share what somebody has called the melancholy of the col-
lector. Most of the great Irish works of the beginning of this cen-
tury, including the early Yeats, are in fact collector’s pieces, in the
sense that their language — that of Synge, of Lady Gregory, of Yeats, of
George Moore — is a very carefully chosen dialect; chosen partly for
its nostalgic quality, to show that this vanishing thing — let us say the
peasants’ speech of the West — is all the more beautiful because it is
enhanced by the pathos of disappearance; it is about to disappear into
history or into some abysm of the past. They are not indulging in nostalgia
for its own sake but rather in order to demonstrate to us that the idea
of Ireland as they understood it, and as in some ways Joyce understood
it — the idea of Ireland sponsored by Irish nationalism, with its most
potent writer in Patrick Pearse, which made a virtue and a myth of
the West, of the rural life, of the pastoral village — is something which
in one way they wish to repudiate, but which in another sense they regard
as a vital ingredient in the Irish contribution to the modern political debate.

Even today a number of Irish writers refer to, for instance, activities like
those of the blacksmith, the thatcher, the stonemason and so forth, ac-
tivities which have been entirely replaced by the factory system, electronics
etcetera, and they refer to them as a mode of authenticity, all the more
authentic for being lost; this is not accidental: it is a recurrent feature of
the Irish attempt to assert the fact that there is a possibility of values in
a political system which will in some way embrace those values of the
pastoral Gaelic world while at the same time belonging to the modern
world. But I do not think any Irish writer has yet appeared able to make
a conciliation between these two things, and in Joyce's case the major
political dispute in his mind and in his work is between a nationalism
which he repudiates and a socialism which he cannot link with or con-
ciliate with those vestigial and at the same time authentic qualities which
he thinks that nationalism, despite all its distortions, nevertheless enfolds.




1f he could have found some conciliation between these two, across the
usual Irish bridge of the extravagant pressure upon language to the point
almost of its disintegration, then he would have fused two aspects of
the modern Irish mentality which no one else has yet done. Perhaps it
could be said that he has come closer to it than any other Irish writer,
but it is a problem that .neither he nor we now can really solve, because
its centre, which is both linguistic and political, remains intractable: it
is that of establishing within language — and more specifically the En-
glish language — a conception of Irish identity, which will remain iden-
tifiably itself while at the same time merging with the larger totality
which the English language represents. No way round has been found
except the despairing way of making a virtue of one’s linguistic dislocation,
and gaining a worldwide reputation for facility in applying it. The aspect
of Joyce which is repeated later in O'Casey and beyond O'Casey in
Beckett, and beyond Beckett in contemporary novelists like John Ban-
ville, as a kind of recurrent motif, is that of focusing on linguistic extra-
vagance as a mode of dealing with a political reality which cannot be
solved at any other level; this is characteristically Irish and even in some
ways characteristically tragic.

History

[In reply to a remark by Gianfranco Corsini on the fact that Joyce's
references in his work to Irish history are based mainly on popular tradi-
tion, songs and the like rather than history books. ]

When we speak of Joyce and history, we must remember that, apart from
the medieval compilation of Geoffrey Keating in Gaelic, the first history
of Ireland in English, by Sylvester O'Halloran, dates from 1774, at the
beginning of the first Celtic Revival. Only from that moment, and for the
first time, Ireland as a political entity appears as a problem. Until then
it had never been a united country and therefore not a subject about
which a history can be written. Also the second Celtic Revival is im-
mediately preceded by Standish O'Grady’s bardic history of Ireland (1878-
80). When Joyce spoke of history he had the same attitude as Edmund
Burke in the 1760's, talking about the English versions of Irish history,
those of Temple and Clarendon, presenting the Irish as by nature always
rebellious, always spoiling for a fight, always troublesome. Burke con-
siders such versions slanderous, since the true history of Ireland is not a
history of rebellion but one of unparallelled oppression. Joyce picks up
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both points, the rebellion and the oppression, and tries in his peculiar
way to rethink the relationship between the distortions which oppression
causes and the myths that rebellion creates, and to find an alternative to
both, if an alternative is possible. History is a nightmare not so much
because one actually wants to escape from it, but because one wants to
escape from cliché, from caricature, from the fact that your history has
been written by those who disfigured it. That is why Joyce, as you say,
refers to Irish history largely through common report, rumour, songs,
the versions of history belonging to the people: it was a natural attitude
in a country which had only the unprinted version of history to compete
with the printed versions which they felt were oppressive and therefore
untrue. ... Joyce is always looking for a leverage point which would allow
him to say: this is the cliché, this is the convention, is there any means
by which we can get under the convention and subvert it and reestablish
another truth in its place? He uses popular versions of history as a means
of subversion, but perhaps not always successfully.

Nationalism vs. Socialism, Fiction vs. History

[There is no doubt that Joyce was opposed from the beginning to the
type of nationalism presented in the paper of Joan Fitz Gerald, so effec-
tively satirized in the figure of ’the Citizen' in Ulysses]. That type of
nationalism would inevitably produce a failed community, but Jovce at the
same time was sympathetic to a genuine and authentic and progressive
nationalism — there were and there still are positive elements in national
movements, especially in those forms of nationalism dedicated to the
recovery of something authentic from the disfigurements of oppression.
Joyce’s failure is in the fact that he could not see any way in Ireland of
rearticulating a concept of Irish nationalism which would give its pro-
gressive elements an opening, for instance in the socialist sense. What he
recognized (and also Yeats from a very different point of view recognized)
was that Irish nationalism, as it was being produced in the late nineteenth
and early twentieth century, was going to be not only a conservative, but
a reactionary force. The state that emerged from the civil war was to give
proof of this, and the many ironic comments in Finnegans Wake at its
expense indicate Joyce's disappointment at the final result.

What I am trying to suggest is that, in the choice between a nationalism
which, because of its curious Irish origins, was almost bound to be regres-
sive in its main features, and a socialism which, though encouraged by his




stay in Italy, nevertheless was a socialism which could never be integrated
into his conception of the Irish scene, Joyce found himself almost coerced
by the demands of the political situation into a position where he had to
counter an intractable history with fiction.

I want to try and consider some of the ways in which he does this. The
famous moment in the second episode of Ulysses where Stephen Dedalus
in the course of his history lesson wonders about the brute facts of the
deaths of Pyrrhus and Caesar can serve as a point of departure. Stephen
thinks: "They are not to be thought away. Time has branded them and
fettered they are lodged in the room of the infinite possibilities they have
ousted, But can those have been possible seeing that they never were? Or
was that only possible which came to pass?”

Stephen is asking a very old philosophical question, but as far as the
category of history is concerned, what Stephen admits to himself is: 'they
are not to be thought away’ — in other words we cannot or he cannot
refute the fact that Pyrrhus is dead, that Caesar was murdered, that Par-
nell was hounded to death. History is fixed, and in its fixity is drastic,
" and in its drastic nature is lethal to the imagination — especially to the
Irish imagination in relation to Irish history. There is no space left for an
imagination that is overpowered by such a history.

Joyce had inherited what Yeats called the schoolboy thought of Young
Ireland, that rather callow nationalism that came from the Young Ireland
movement: it was the only political possibility for a young man of his
age in Dublin at the time; what he needed was to disengage himself
from it without at the same time completely denying it. Fiction for him
was not just a means of escape from the manacles of the manifold
universe of nationalism; in. fact he was very impréssed by the means by
which the nationalists were able to do something that he kept sighting in
his own work as his aim; they talked about an idea of Ireland which
still had not come into existence in such a way and with such force as
to bring it into existence. Nationalist Ireland invented an Ireland that
never existed so as to create in fact an Ireland which now does exist.
Pearse was doing that by talking about the republican tradition from
Wolfe Tone to himself, and Yeats by talking about the Anglo-Irish tradit-
ion from Swift, Burke, Goldsmith to himself. They are gross historical
distortions, yet they were the instruments for bringing into existence
something which without them would have had no chance of survival.
Joyce lived in a country where the act of speech, the act of propaganda,
the act of historical interpretation had reached such a pitch of develop-
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ment that its connection with political reality was becoming more and
more intimate and more and more forceful. [Recent historical events in
Ireland had transformed the population so that it was no longer the
traditional peasantry but the mercantile class that felt the appeal of the
nationalist revolution.] This new class was achieving a revolution on the
basis of an antiquarianism that had faked a non-existent Celtic Ireland
transforming it into the real Ireland.

Joyce wanted nothing to do with it, but he did not just escape from it
through fiction: he realised instead that looking at Irish politics he was
looking at an example of the way in which fiction operates. In other
words, fiction does not stand over against the world of which it is a
mimetic shadow. Ulysses is not a mimicry of, or the double of, a particular
day in 1904.

There are of course mimetic relationships, but in Ulysses Joyce transforms
the relationship between fiction and history, and we could describe this
transformation like this: in history we are faced with fixity, in fiction we
have potentiality — in other words in a fiction you can leave open a
number of potenualities which in fact are instead closed. But the relaton-
ship between the openness of the fiction and the closure of the history
must be determined by the author. What Joyce is saying is: someone like
Stephen, the young intellectual, seeking to escape from history and imagin-
ing all the potential that has been quenched by historical fact, is never-
theless, at some point, always going to re-anchor himself again to the
historical facts of his upbringing.

The relationship therefore is an aggressive one: history is aggressive
towards fiction, fiction is aggressive towards history. This aggressive
relationship has to be exploited and explored in language. What is con-
sistently entertaining but at the same time deliberately disappointing in
Ulysses and Finnegans Wake is that they constantly produce for us stories
which as constantly abort themselves, do not come to the satisfactory or
harmonious conclusion that the sense of a proper ending should give us.
This is partly a function of the technique that Joyce uses, the interior
monologue, because it gives us at first a sense of a chaotic fragmentation
of experience, and then later, looking at it in an ampler context, we
discover in it a formal symmetry: everything in the interior monologue
is in fact conjoined and related, but not in a way that is instantly per-
ceptible. Paradoxically Ulysses is both chaotic and highly formalized,
perhaps even fanatically organized. This duality, the relationship between
chaos and order in the form of Ulysses, is a sort of metaphor of the relation-
ship between history and fiction for Joyce. Fiction can look as if it has




the plenitude of openness, as if it is the realization of all potentials and
all possibilities — and yet, when you look at it the second time, it has
the very fixity, the very kind of closure that one associates with history.
We should remember, though, that the interior monologue is by no means
the only or even the central technique of Ulysses. There is a point at
which Joyce begins to parody, to parody language or various kinds of
sub-languages in such a way and to such a degree that the intensity of
the interior monologue is almost entirely lost. This occurs from the twelfth
episode, 'Cyclops’, though there are many hints before then. It is as if the
novel changes gear, and begins to disappoint us in relation to the story
of Stephen and Bloom, and to tell us another story, or rather a number
of stories. We are induced not to think of where the story is going to
lead us in terms of a conclusion; we are instead constantly reminded of
the medium in which the stories are told: the medium of language is not
so much the vehicle for the novel — on the contrary the whole significance
of the novel is invested in that medium. By this linguistic pregnancy,
that prevents us from ignoring the way in which the text is written, Joyce
has made the story, which was a senior element in the realistic novel, a
junior element in this new kind of narrative; in doing so he is beginning
to find a means of correlating the teasing and frustrating relationship
between history and fiction.

By privileging language, which is the medium of fiction but also of history,
Joyce discovered, by the time he began to write Finnegans Wake, that
he could use the paradigm, the symbol, the myth as a principle of organ-
ization so as to include everything in his new book. The whole plenitude,
the whole potentiality of human experience is open to him, and vet, if we
want to make the text significant in an ideological or any other wav, we
must identify not one but several basic paradigms or principles of or-

ganization.

Fixity of pattern and plenitude and openness of form is what Joyce was
striving towards in Ulysses. From the scrupulous meanness of Dubliners,
through the half-focused ironies of the Portrait, Joyce had always been
attempting to find new relationships between author and audience through
language, so that language (and author) could escape from history and
achieve its own natural fullness of form and yet at the same time be
rooted in history. Looking at the oppressive presence of Dublin in all
of Joyce's work, we know that, though the work is centered in this
particular city, it is not just about that city: the city in Joyce's work is
like the sea in Conrad’s, it is a setting for one of the most wonderful
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experiments in modern fiction; an experiment by which Joyce wants to
break the back of bourgeois syntax and create a new kind of fiction, so
as to re-write the relationship between history and experience.

We could put it like this: fiction realizes the potential bistory fails to
achieve. Joyce goes beyond realism and naturalism — those windless
universes, as they have been called — and tries to demonstrate that, in
this new relationship which he is establishing, a certain comic or tragic
isolation is the inevitable result for the protagonist like a Stephen or like
a Bloom; and it is always important that the central figure should be a
dislocated person in a city which has still the vestigial traces of a com-
munal spirit; only vestigial since that communal spirit has gone shabby.
In other words, in re-writing the relationship between history and fiction,
Joyce tries to compensate for the spurious kind ef community that history
was offering — especially the spurious Irish nationalist kind of community
— by presenting through his fiction another version of human solidarity
or community; but he presents it by using techniques which make the
text unavailable to precisely that community which he was sponsoring. It
looks as if Joyce has created a cul-de-sac — has been torn by a contradic-
tion which was insoluble for him as for many of his contemporaries. Why
was it insoluble? What is the reason for the extreme difficulty and
extreme obscurity and extreme pressure of Irish Revival literature, including
Joyce’s? Where does it come from, after a century of writing, both in
poetry and in the novel, which was not only inept, but in which there was
no sense of pressure, in spite of the fact that during that century Ireland
was transformed, mostly for the worse, politically, socially and materially?
.. Perhaps an explanation could be found by looking at Conrad’s work.
Conrad was under a pressure rather similar to that of Joyce, being an
exile, an emigrate and a man fed with a nationalist ideology which he
had found spurious — an ideology which made an ethic and a fetish
of failure and sacrifice, which he felt was a standing threat not only to
his art but to the idea of community which his art, in a very sceptical
light, was trying to promote. It was an idea of community other than
that posed by politics; throughout this period the possibility of an al-
ternative community in art has constantly been developed through tech-
niques that, though practiced with great executive brilliance, end up by
making impossible the realization of the community beyond the work
of art. \

... [On the other hand the notion of the Irish Revival is based on the
belief of the existence in Ireland of an organic community unlike any
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other in the rest of Western Europe, and it is identified with the West,
in spite of the fact that that part of the country was a ruined area after
the famine of the eighteen-forties. Yeats made this idea of an organic
community the basis of his poetry while at the same time maintaining
the absolute preeminence of the individual mind.] With the paradoxical
ease which characterizes so much of his work, Yeats is able to use not only
the idea of an organic community in which men are rooted, but also that
of a high esoteric degree of individuality, an aristocratic individuality
which in fact can only be supplied by the sense of community.

Joyce instead repudiated the notion that Ireland had an organic com-
munity, and considered it a nationalist dream. Therefore the high loneli-
ness and individuality of his Stephen Dedalus or Leopold Bloom come
from the atomised and fragmented society of which Dublin was a typical
sample, and this is a denial of Ireland’s uniqueness in relation to Western
Europe... Joyce, then, is writing towards a community (an Irish com-
munity or a readership community) which still does not exist. He has to
begin from the beginning, because everything that had preceded him had
wrongly assumed the existence of a social form giving warranty and sanc-
tion to fiction.

Let us consider by way of contrast Yeats’s attitude as recorded in his
journal for March 12, 1909:

There is a sinking away of national feeling which is very simple in its
origin. You cannot keep the idea of a nation alive where there are no
national institutions to reverence, no national success to admire, without
a model of it in the mind of the people. You can call it 'Kathleen-ni-
Houlihan' or the *Shan Van Vocht' in a mood of simple feeling, and love
that image, but for the general purposes of life you must have a complex
mass of images, making up a model like an architect’s model. The Young
Ireland poets created this with certain images rather simple in their
conception that filled the mind of the young — Wolfe Tone, King Brian,
Emmet, Owen Roe, Sarsfield, the Fisherman of Kinsale. It answered the
traditional slanders on Irish character too, and started an apologetic
habit, but its most powerful work was this creation of sensible images
for the affections, vivid enough to follow men on to the scaffold. As was
necessary, the ethical ideas involved were very simple, needing neither
study nor unusual gifts for the understanding of them. Our own move-
ment began by trying to do the same thing in a more profound and
enduring way.
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And again:

The Irish people were not educated enough to accept as an image of
Ireland anything more profound, more true of human nature as a whole,
than the schoolboy thought of Young Ireland.

In that year 1909 Yeats had become the senior poet of the English
speaking world, with the death of Swinburne, and the publication the
year before of his collected works. From that time onwards his poetry
concentrated more and more powerfully on the notion of an aristocratic
individuality intended to restore a broken culture to its organic and original
form. From about that moment, instead, Joyce’s search is equal and op-
posite: not the search for the heroic individual, but the destruction of the
idea of romantic heroism and its replacement with another notion of
heroism and of individuality including the idea of communality. The
difference between Stephen and Bloom is that between a romantic and a |
modernist conception of heroism. Bloom is not educated like Stephen, he
is not brilliant like him, but he is someone who suffers a natural isolation,
because of his religion, of his birth, and of the fact that he is not a
native in the Dublin community. Stephen, who is a native in that com-
munity, enforces an isolation for himself.

Stephen’s enforced romantic isolation contrasts the actual social isolation
suffered by Bloom. Joyce attempts to show us that the final reconciliation
between the two with which Ulysses closes enhances the superiority of a
natural community represented by Bloom and repudiates the unnatural
aristocratic aloofness and loneliness of which Yeats speaks and of which
Stephen Dedalus is a characteristic example.

From there to Finnegans Wake is a short step, not technically but thema-
tically: it is the step from the idea of communality achieved in fiction
through a character to that of communality achieved through the very
form of the fiction itself. To think of communality in these terms is not
just a means of envisaging human society as something that has binding
features relating us one to the other, it is also a means of trying to deal
with history. ... The individual, like Stephen Dedalus, knows that he is
determined by history, and this relationship is made clear in the first pages
of Ulysses; and vet within this determinism he must have openness and
freedom. The relationship between the achievement of freedom and the
acceptance of the inescapable, even humiliating, biological facts of ex-
perience is as far as Jovce can get towards the idea of communality in
fiction. However this idea of communality remains for most people opaque




because it is achieved through such extreme technical dislocations in the
novel...

In conclusion I shall quote an entry in Stephen's diary at the end of the
Portrait which marks the difference between Joyce’s and Yeats’s attitudes:

Michael Robartes remembers forgotten. beauty and, when his arms wrap
her round, he in his arms the loveliness which has long faded
from the wurl\:l. Not this. Not at all. I desire to press in my arms the
loveliness which has not yet come into the world.

This, I think, is the Joycean ambition: the act of writing as an act of
rebellion, and rebellion as the act of writing. The aspiration is achieved
by the act of articulating the idea of loveliness in the same way as Irish
nationalism achieved it by articulating the idea of Ireland; Joyce by this
act brings the idea into a kind of fictive existence, which is also a kind
of real existence. The relationship between the fictive and the real as
posed in the entry in Stephen’s diary is essentially a political question,
but ir is a question that remains unsolved both by Joyce and by his
readers.
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[The paper was followed by a discussion on Joyce's political attitudes in which
Dominic Manganiello, Joan Fitz Gerald, and Diarmuid Maguire took part. We
reproduce sections of Maguire’s contribution and of Deane’s reply].

Diarmuid Maguire - ... Joyce in his early writings and in his letters to Stanis-
laus from Rome expressed a tactical dilemma of his: whether to support
bourgeois nationalism which hopefully would give rise to a certain type of
capitalism which in turn would give birth to a proletariat able to overthrow
that bourgeois nationalism, or to come out more definitely for an autonom-
ous working class movement. I think this is the question posed in 'Ivy Day
in the Committee Room’, with its talk about the nationalist candidate
standing against the socialist candidate in the Dublin corporation election,
where the nationalist candidate supports the visit of the king to Dublin
while the socialist candidate is against it, and the question is posed: what
is the difference between a good honest bricklayer and a publican? Now,
that is the question that Joyce tries to answer finally in Finnegans Wake,
where the good honest bricklayer Tim Finnegan is at the same time the
publican HCE. 3

Seamus Deane - ... Joyce's dilemma, as put by Diarmuid, is the more enhan-
ced for us by what happened in 1916 and in the later Irish elections. In
Ireland, because of certain circumstances, the forces of nationalism and
socialism, if they were to triumph, had to conjoin — but in that conjunc-
tion not only would one thrive but the other would be destroyed, and the
likelihood always was that the one to be destroyed would be the socialist
force. I think also that it is easy to underrate the degree of hostility that
Joyce had towards what he regarded as a bogus Celtic element in natio-
nalism — not so much the move to revive the language, as the idea of
the Irish as a unique Celtic race, one of the last races on the fringe of
Europe, an idea that leads straight towards the crude racist and aristocratic




attitude paraded before us by Yeats. The same kind of issue recurs in
present day Irish literature; it seems to me astonishing that in contemporary
Irish fiction from the 1930's to the 1980, the recurrent motif, the recur-
rent redemptive image, is that of the big house. It is an image stolen
directly from Yeats and it tends to envisage the present Irish situation
as one in which civilization is being threatened by a barbarous tyrant that
is about to overcome it. That civilization takes as its emblem the old
Anglo-Trish house which today has no other function except that of a
tourist attraction in the country, but in the past had as its function the
oppression of many of those people who are now being depicted as the
barbarous enemies of it. In other words, we have regressed in the late
twentieth century to recover one of the favourite and politically oppres-
sive images of the nineteenth century writers which has been given a
glamorous second wind and second career by Yeats.

This is also true of the poetry which is being written in the North: there
is in it an indefinable nostalgia for either the Ireland that will appear
to us when all the fighting is over, when all the blood has been spilt,
or for the Ireland that pre-dated all that fighting and all that cruelty,
an Ireland which never did exist but which has now become a kind of

Eden in the same way as the other Ireland is a kind of Utopia; the actual

Ireland that we live in very rarely reaches the poetry with the same force
as these two idealised versions of it.

The nature of the Irish nationalism and of the Irish political experience
which Joyce focuses for us more powerfully than anyone else is that of a
culture dominated by an idea which has never taken substance, and
because it has never taken substance it will always have an aggressive
relationship — through its fiction, through its poetry, through its art —
to fact. Joyce is one of the few who went so far as to actually condescend
to Irish social and political facts by including them and making them cen-
tral to his fiction. If you look at Joyce's middle class catholic world and
compare it with the version of that same middle class catholic world which
is found in Yeats, you would never believe that the two men were speaking
of the same country in the same years. This is the reason for our notion
of the Irish Revival as something which excludes Joyce; it would be more
useful to think of it as including him but as an adversary presence, as one
who tried to bring the Revival back to recognise that, while politically the

“problem is to reconcile nationalism and socialism, artistically the problem

is to rewrite the relationship between art or fiction and history in such a
way that history will become amenable to the imagination — which it
was not then and still is not now, in Irish terms.
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THE IMPORTANCE OF BEING NOBODY - JOYCE IN ROME
from James Joyce Broadsheet, no. 10, Feb. 1983

"The University of Rome devoted to Joyce the first week of November.
The English Department of the Magistero Faculty, in collaboration with
the Irish Embassy in Rome and the cultural division of the Rome Town
Council, and with contributions from A. Mondadori Editore and Banco
di Roma, set up in the main University campus two photographic exhibi-
tions, accompanied by a display of Joyce's works published by Mondadori,
and organized a three day seminar on 'Joyce and Contemporary Italian
Culture’.

While one of the exhibitions, 'James Jovce's Dublin’, arranged by Kieran
Hickey, utilized the well known photographs from the Lawrence Collec-
tion in the National Library of Ireland, the other, 'Joyce in Rome’, was
specially researched and arranged by Carlo Bigazzi and Carla de Petris
and included 88 items of completely new material, providing fresh in-
sights into the importance for Joyce's intellectual development of the
seven months that he spent as a bank clerk in Rome in 1906-7. It not
only illustrated the impact on him of places and people, but it traced to
their sources in his reading of books and newspapers at the time, both
Joyce's ideological positions and the complex elements that went into his
first conception of Ulysses. Apart from filling the gaps in a chapter of
Joyce’s biography, the exhibition, accompanied by a sixty page catalogue,
provides a reassessment of a crucial period in his creative life.

Some 130 people from all over Italy took part in the seminar on 3 to
5 November, whose general subject was dealt with in four workshops.
The first, on 'Joyce and Italian Criticism', was introduced by an ample
survey of the early appreciations of Joyce's works by Giovanni Cianci
(Genoa), brought up to date by Rosa Maria Bosinelli (Bologna), and fol-
lowed by substantial contributions by Viola Papetti (Rome), Ornella De
Zordo (Florence), Carla Marengo Vaglio (Turin), and others, while Pacla
Gulli Pugliatti and Romana Zacchi (Bologna) illustrated the original lin-
guistic-semantic approach developed in their forthcoming book Terribilia
Meditans: Consistency and Interior Monologue in 'Ulysses'.

The workshop on 'Problems of Translating Joyce’ was brilliantly in-
troduced by Fritz Senn (Zurich), who examined translation techniques in
the light of Joycean 'dislocution’. In the course of a lively debate, George




Sandulescu (Montecarlo) and Carla Vaglio enlarged on the subject, while
Luigi Schenoni, the Italian translator of Finmegans Wake, illustrated the
principles that presided over his heroic enterprise.

If this workshop elicited a number of questions and comments from the
floor, the next one, on 'Joyce's Politics’, saw an even more passionate
participation, so that the debate overflowed into the next day. In his ample
introductory paper Dominic Manganiello (Ottawa) conclusively rejected
the idea that Joyce was not concerned with politics, while Seamus Deane
(Dublin) took the platform repeatedly, offering a number of insights into
Joyce's resolution of the conflict between Nationalism and Socialism by
means of his reconsideration of history through the vehicle of fiction.
Remarkable contributions came from Diarmuid Maguire (Bologna) who gave
a political reading of Finnegans Wake, and from Joan FitzGerald (Rome)
on the question of Irish Nationalism. Gianfranco Corsini (Salerno), in the
chair, stimulated the debate, while a physician, Fausto Federici, advanced
an Italian view of Irish politics.

Under the title ‘Budget of a Centenary’, Richard Ellmann (Oxford) opened
the last session, illustrating among other things the additions to the revised
edition of his biography, while Franca Ruggieri (Rome) underlined the
current interest of the Italian press for Joyce, stimulated also by the
publication during the year of bilingual editions of the Epiphanies, edited
and translated by Giorgio Melchiori, and the first four chapters of Fin-
negans Wake, translated by Luigi Schenoni. The workshop was turned
into an open session to accomodate a number of short papers. Different
approaches to Dubliners were illustrated by a research group from the
University of Bari, by Felicity Yorke (Rome), by Imelda Tomasini (Bo-
logna) and by the psychologist Antonio Fusco (Rome); Sandulescu digres-
sed on "D like Discourse’, Franca Ruggieri accounted for the fact that not
only Ulysses but also the story "The Dead’ was first conceived in Rome.
Francesca Romana Paci (Parma) underlined the significance of the Mangan
lectures. Jaqueline Risset (Rome) brilliantly explained why Joyce was the
truest disciple of Dante, and the closing fireworks were provided by the
poet and hispanist Mario Socrate (Rome) who, by asking "Who fathered
Mamalujo?’, brought together Finnegans Wake and its direct ancestor,
Don Quixote.

The Centenary was also celebrated by the Comune di Roma during the
week 22-27 November under the title 'James Joyce ovvero l'importanza
di essere nessuno’. The exhibitions 'Joyce in Rome’ and 'Joyce's Dublin’
were set up again in the Rispoli municipal library, which arranged also
for an exhibition of Joyce's books in Italian, and Italian criticism of
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Joyce's work. The RTE documentary 'Is there one who understands me?’
was shown daily in the library. Pippo di Marca revived his "Violer
d’amores’ at the Metateatro, and there was a performance by Kevin Mec-
Dermott and Ralph Richey of 'The songs of James Joyce', and one of
Luciano Berio’s 'Thema' ('Omaggio a Joyce'). A central cinema showed
the two Strick films as well as Ruttmann’s "Berlin’ and O’Flaherty’s 'Man
of Aran’.”
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Jovce anp CONTEMPORARY ITALIAN CULTURE
A Seminar, Rome, 3-5 NovemBer 1982

— Workshop (a) - Joyce e la critica italiana.
Chairman’s introductory paper:
G. Ciancr, "Joyce e la critica italiana”.
Speakers:
R.M. BosineLL1, "La critica italiana pili recente™.
V.M. Paperti, "Mollylivia Bloodrabella, sulle orme di Joyce: espe-
rimenti joyciani di Mario Diacono e Emilio Villa™.
P. GurLi PueLiatti, R. Zacchi, ""Analisi semantica di due frammenti
di monologo da 'Proteo’ e 'Nausicaa’ ™.
0. De Zorpo, "Joyce e Solaria”.

— Wokshop (b) - Problems of translating Joyce.
Chairman’s introductory paper:
F. Senn, "Joyce’s Dislocution™.
Speakers:
C. VacLio, "Almosting - translating Joyce".
L. Scuenont, “"Tradurre Finnegans Wake".
G. SanpuLescu, "E for Equivalence - Translation as Process”.
F. Yorke, "Joyce in the language class: Eveline”.
H. GraBES.
R. BARONE.

— Workshop (c) - Trieste - Rome - Ireland: The Politics of Joyce.
Chairman: G. Corsini,
Introductory paper: -
D. MANGANIELLO, ""James Jovce: Anarch, Heresiarch, Egoarch™.

Speakers:

D. Maguirg, "The Politics of Finnegans Wake”.

J. Frrz GeraLp, "The Citizen and Other Aspects of Irish Nationalism”.
S. DeanE, "Joyce and His Contemporaries”.

F. Feperict, "Joyce e il problema dell'indipendenza irlandese™.
Conclusion:

S. DeaNE, "History as Fiction, Fiction as History™.
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— Workshop (d) - Open Session.
Chairman: G. MELCHIORI.
Papers:
J. RisseT, "Joyce discepolo di Dante”.
F.R. Paci, "Joyce and J.C. Mangan".
F. Ruceiert, "The Dead".
V. BeLromo, V. IntonTi, R. MaLLARDI, G. Tobisco, "Il percorso
soggettivita-oggettivitd in Dubliners".
A. Fusco, "Riflessioni psicologiche su Gente di Dublino”.
I. Tomasing, "Eveline”.

— Workshop (e) - Budget of a Centenary.
Chairman: B. ARNETT MELCHIORI.
Introductory paper:

R. ELLMann, "Joyce at 100",

Speakers:

F. Rucciirt, "Il centenario joyciano in Italia".
G. Sanpurescu, "D like Discourse”.

M. SocraTe, "Chi era il padre di Mamalujo?".
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RoseErrA MALLARDI, Bari (Lingue)
Dominic ManGanieLLo, Ottawa




GasrieLLa Mannont Lanzont, Siena
CarLa Marenco Vacrio, Torino (Lettere)
Anprea Mariani, Roma (Magistero)
AcGNESE MarsiLi, Roma

Marmva Maymone, Roma (Magistero)
Gioreio MeLcHiort, Roma (Magistero)
Miranpa MeLcHIORI, Roma
GrazierLa Mevont LEFEsvRE, Roma
Luict Messmi, Roma

Franco MorerTI, Salerno

Anna Moscarini, Roma

CarMELA Nocera, Catania
SterFania Nuccorint, Roma (Scienze Politiche)

Desmonp O'Grapy, Roma
Franco Ownorati, Roma
Teoposio OrLanpo, Roma

Francesca Romana Paci, Parma
ErLoisa PacaneLri, Venezia

Anna Maria Paromsr Catavroi, Napoli (Lettere)

VioLa PapeTTi, Roma (Magistero)

G1userPE PAReENTE, Roma (Bibl, Alessandrina)

AnTON-RANIERT PARRrA, Firenze (Lettere)
Anna PassacriLirr, Bologna

Luicina Peopi, Roma

Gemma Fersico, Catania (Magistero)
Bianca Maria Prsapia, Roma (Lettere)
Giuria PissareLLo, Pisa

Sara Pori, Roma

Antonio Purera, Roma

CateriNa Ricciarpl, Roma (Magistero)
JacqueLine RisseT, Roma (Magistero)
MarimnerLLa Rocca Loneo, Roma (Magistero)
Franca Ruceieri, Roma (Lettere)
CosTanTIN GEORGE SANDULEscU, Montecarlo

Rosa Saknal, Roma

ArLpa SantangeLo, Napoli (Orientale)
LiseraTo Santoro, Dublin (University College)
Grazia Marisa Saracivo, Bari

Fritz SEnn, Zurich

Luict Scuenoni, Bologna

Epvige ScuuLrte, Napoli

GIusePPE SERPILLO, Sassari

Erina Siciviani, Bari (Lingue)

Mario SocraTe, Roma (Magistero)

Grannt SpaLLONE, Roma (Magistero)

Brancamaria TEpEscuint Larri, Roma (Magistero)
ManrianGELA TemPERA, Ferrara

Maria Vitroria TEssiTore, Roma (Magistero)
GrazieLLa Topisco, Bari

ImeLpa Tomasing, Bologna

RoseLra Tomasson:, Roma (Magistero)
RAFFAELE TomMmaseLLO, Roma

Concerrina TramonTano MacNo, Messina
Prosprero Tricona, Cassino

Feperica Trors, Bari (Magistero)

Ricuarp Trojanexk, Firenze (Istituto Europeo)
MarisTELLA TruLLI, Bari (Lingue)

Mario Verpong, Roma (Magistero)
VitaLiana Vicra, L'Aquila

Laura Visconti, Roma (Magistero)
Ancera VistarcHi, Sassari

ITaLa Vivan, Verona

Jane WiLkinson, Roma (Lettere)
FeLiciTy Yorke, Roma (Magistero)

PaorLa Zaccaria, Bari

Romana Zacchi, Bologna
ReEnaTA Zanca, Palermo (Lettere)
Maria ZaraTTING, Roma
ANNETTE ZiLrLicH, Roma
DaniELA Zizzari, Macerata
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