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Foreword

One of the most attractive topics presented in this book is Joyce’s
dedication, though a perpetual exile, to his old Irish life. Epic
books, like football teams, need homecomings, and a study of this
writer has to acknowledge his tenacious memory and disciplined
imagination which kept a firm grip on every street of his native city,
sending the reader to a city map as on p. 194 to substantiate the
author’s massive narrations and meditation.

Many of our readers will turn first to Mr Bolt’s elegant discussion
of A Portrait, Joyce’s most widely appreciated book. Clear topic
outlines and a wealth of significant detail mark the explications
below and must prompt the reader towards an appreciation of the
aesthetic and linguistic forms created by Joyce’s massive wit.
Formidable though- the later work of Joyce is, the adventurous
reader is drawn towards Ulysses and will then explore the appropri-
ate section of this critique organised again under similar headings,
its material codified in accordance with the intriguing categories
which Joyce himself offered as a help to readers. Indeed, as far as I
am aware most of the material in this book is unsurpassed in any
other introductory monograph of this size and scope.

Paradoxically, Joyce’s books are the work of a master of the
modern movement and an heir of medieval traditions at the same
time. In fact, he seems to have synthesised in them the Irish literary
consciousness as a whole. I’'m not thinking only of the admired Irish
Renaissance with its tiny dynamic Abbey Theatre but of the comic
spirit that Swift, Sheridan, Wilde and Shaw exploited in different
ways. Further back too I am thinking of Celtic legend and the
country’s medieval heritage of medieval manuscripts whose skilled
penmanship created the free-ranging design and fantasy embodied
in the Book of Kells in Dublin’s Trinity College. Joyce’s pages may
be interpreted as the creation of a series of central issues packed in
between the lines and interlaced with all manner of bizarre materials
in much the same way. Medieval readers were accustomed to
universal and encyclopaedic scholars. Isn’t this what we have in
Joyce also? Having identified, for instance, the Homeric parallels in
Ulysses we should find it entirely natural to discover other hidden
schemes built into the text. Medieval scholars delighted in the
hidden web of correspondences that encircles all known aspects of
reality and emanates from God the Creator. Such thinking was a

most acceptable precursor for Joyce’s own, and the Irish literary
tradition provided it for him.

- S 40 2 SH
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To start reading Joyce as he himself wanted is a task that never
quite leaves off, and this book has been designed for this series in a
learned and quietly persuasive manner by Sydney Bolt, a guide who
has long learned how to identify and evaluate both the wood and
the trees in the forest of Joyce’s unique sensibility.

The second edition of this book takes account of recent develop-
ments in Joyce studies, and in particular the clarification of the
issues raised by Finnegans Wake.

MAURICE HUSSEY
General Editor

Maurice Hussey died suddenly in June 1991. The Publishers and
author would like to pay tribute to his wisdom, inspiration and
friendship as Editor of Preface Books. He will be sadly missed.



Introduction

During the years between the two world wars, for most of which he
was living in Paris, James Joyce was an international symbol of
modernity. The reputation of his novel Ulysses — at that time
unobtainable in most countries where it was admired — ensured him
that status. Even those who had read the book were not quite
certain where its modernity lay but one thing was certain. Con-
sidered as a product of technology it challenged comparison with
the latest developments in engineering. Only specialists could
understand how it was constructed. It was a triumph of remote
expertise.

The image of Joyce as the infallible inventor is unequivocally
presented in Wyndham Lewis’s portrait of him (p. xii). Compare
this with a typical portrait of W. B. Yeats, and the peculiar
impersonality of Joyce’s art is immediately made manifest. Yeats
personifies the artist as seer: Joyce looks like an engineer. He has
the inhuman look of a man whose glances are not to be returned,
because his eyes are devoted to the examination of mechanisms.
Indeed, his eyes are not even represented. The direction of his
spectacle lenses tells us all we need to know about vision. They are
not aimed outwards, at us, but focussed intently downwards, as if
upon some technical problem, laid out for solution on a drawing-
board or work bench. The expression of the face is concentrated but
in no way tense. On the contrary, there is an air of comfort, almost
of complacency, as of the star performer whose appreciation of the
difficulty of his task serves only to enhance his sense of mastery.

This is the face of the master, whom a young man stopped in the
street, requesting permission to kiss the hand that wrote Ulysses. 1t
is not, however, the face of the man who advised against kissing
that hand, because it had done other things too. James Joyce was
not merely the vehicle of his art, and was capable of distinguishing
his powers as an artist from his weaknesses as a man. Ulysses, he
once stated, was a wise book written by a foolish man. In so far as
the foolish man was a great artist he was uncompromising, firm and
patient — as well as prickly, vain, suspicious, stuffy and unscrupu-
lous. But the foolish man was also many other things — playful,
high-spirited, imprudent, improvident and silly, a boon companion
and above all else a family man.

It was this foolish man who provided the material for the infallible
artist to scrutinise, and the older he grew the more scrutiny revealed
this material to be comic and commonplace. To celebrate his fiftieth
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birthday he arranged for a caricature to be published, in which he
appeared as a clown, as is symbolised by the star stuck on his nose
(p. xii). The only allusion to art is the song sheet in his pocket, ‘Let
Me Like A Soldier Fall’. Appropriately this is a piece bristling with
tests of the singer’s technique (as Browne mentions in ‘The Dead’),
and its theme of the falling hero is that of Finnegans Wake, which he
was then at work on. The song’s heroic proclamation, however,
serves only to mock the unheroic, harassed and shabby genteel
condition of the clown who carries it. He stoops and wavers, so that
his doubtful figure forms an agitated question-mark. The impen-
etrable spectacles this time suggest not impersonality but blindness,
while festoons of cobwebs imply obsolescence, not modern technical
efficiency. Parochialism is indicated by the globe: Ireland is the
whole world for this pathetic creature, who, as his black hat shows,
has also suffered a bereavement. He is in mourning for his father,
for, to repeat, the foolish man was above all a family man.



s1maT woypulyy
4q Suimvip “0z67
ur 240f sawnf" 1ySu

h

5z

A Preface to

Z&61 ‘uonisuen
ur paysyqnd
2240f" Jo 24m1po14D2
S Uy 4053 1391



APreface to

Contents

|
f
v
i
I
{
i
|

LIST OF ILLUSTRATIONS AND TABLES I} |
ACKNOWLEDGEMENTS \%
FOREWORD v
INTRODUCTION Vi !
PART ONE: THE WRITER AND HIS SETTING
Chronological table 2
1 BIOGRAPHICAL BACKGROUND
Family 7
The Irish question 11
Dublin 13
Exile 16
Ulysses 19
Fame 22 ,’
Conclusion 27 |
2 CULTURAL BACKGROUND
Aestheticism 28
Realism and Romanticism 33
Symbolism 39
The point of view 45
Style 48
Original sin 52
PART TWO: CRITICAL SURVEY
3 A PORTRAIT OF THE ARTIST AS A YOUNG MAN
Biography and fiction 59
Structure 63
Symbolism 67
Language 76
Irony 86
Giacomo Joyce/ Exiles 91
4 ULYSSES
A portrait of the artist as Shakespeare 97
The Homeric outline 102
Coincidental detail 113
Symbolism 122
Style 136

A0 H



+ < [3= S A0 S R ik <k [ OB

Contents

The scandal of Ulysses 148
Feminine judgement 152
5 FINNEGANS WAKE
Realistic approach 155
The dreamer as Everyman 159
Dream narrative 161
Roles 165
The Cycles 169
Verbiage 176
Significant coincidence 182
Identity 184
6 THE MODERNITY OF JOYCE 187

PART THREE: REFERENCE SECTION

Topographical 195
Short biographies 198
Bibliography 218
INDEX 224
Note

Two page references are given for quotations from Dubliners and A
Portrait of the Artist, e.g. 229/224, referring respectively to page 229
of the edition named in the bibliography and page 224 of the
Penguin edition. Only one page reference is given in the case of
Ulysses and Finnegans Wake, since the pagination of the Penguin
editions corresponds to that of the editions named in the bibliog-
raphy. In these cases the number which, after a full stop, follows
the page number is the number of the line where the quotation
starts. The Penguin edition of Ulysses referred to is the Student
Edition. '



A Preface to e

List of illustrations and tables

James Joyce in Ziirich Sfrontispiece

James Joyce in 1920, drawing by Wyndham Lewis

César Abin’s caricature of Joyce, published in transition,
1932

Nora Joyce in 1920

Joyce as a child with his mother, father and maternal
grandfather

Page proof of Ulysses with the author’s corrections

Joyce family group in Paris in the 1920s

The “Tunc’ page of the Book of Kells (TCD MS 58 fol 124r)

Joyce’s death mask

Milton Hebald’s sculpture over Joyce’s grave in Ziirich

Map of Joyce’s Dublin

James Joyce and Sylvia Beach, standing in the doorway of
Shakespeare & Co.

Table 1: A Portrait of the Artist as a Young Man
Table 2: Thematic correspondences in Ulpsses
Table 3: Minor structural factors in Ulpsses

Table 4: Detailed Homeric correspondences in Ulysses
Table 5: Technics

X

X
26

60

96
156
175
189
191
194

199

75
111
116
120
147




A Prefaceto
S

Part One
The Writer and His Setting

g A\

RN Ve .
t’ ’ : et L

- S 4 % Sh



