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Chapter I

The Making of Dubliners

James Joyce saw his first major work, Dubliners, published in
1914, 1Its curious publication history was to be followed by an almost
equally curious history of critical interpretation. An initial reading
of Dubliners is, of course, as a short-story collection since, from
all external appearances, Joyce has worked with this genre to cement
his work together under one title. Consequently, some critics consider
continental practitioners of the genre as possible influences on

Joyce as a short-story writer--primarily Chekhov and Maupassant.l But

1Marvin Magalaner and Richard M., Kain, Joyce: The Man, The
Work, The Reputation (New York: New York University Press, 1956),
p. 60, consider Chekhov's possible influence on Joyce's writing of
short stories. Chekhov seems an unlikely source because, in a letter
to Stanislaus Joyce, dated 18 September 1905, while James Joyce was
writing Dubliners, the author discusses what he means by the "Russian"
mode and cites Turgenev, Gorky, and Tolstoy, but not Chekhov.--
Letters of James Joyce, 3 vols., ed. Stuart Gilbert (Volume 1 revised)
and Richard Ellmann (Volumes II and III) (New York: Viking Press, 1966),
II, 106, hereafter cited as Letters, followed by volume number. Cf.
Magalaner and Kain, p. 71, regarding Chekhov's influence on Joyce:
"Perhaps Joyce did not know of the existence of the Russian [ Chekhov]
while Dubliners was in preparation, for Chekhov's reputation was
scarcely international in the early years of the twentieth century
. « . there is no certainty that Joyce ever saw [Chekhov's short
stories].'" Herbert Gorman's notes provide further evidence that Joyce
had not read Chekhov by the time he wrote Dubliners: "The closest
parallels to Joyce's stories are Chekhov's, but Joyce said he had not
read Chekhov when he wrote them.'"--Richard Ellmann, James Joyce (New
York: Oxford University Press, 1959), p. 1l71. One can also dismiss
Maupassant as possible source for Joyce's writing of Dubliners; Cf.
Stanislaus Joyce, Recollections of James Joyce by His Brother (New




no such sources can be easily found.? Nevertheless, students of Joyce
ostensibly analyze his originality in Dubliners by specific reference
to the short-story genre.

Yet no one can deny that Joyce was a literary experimentalist,
continually building an internal structure, shaping a symmetrical
counterpart to the exterior structure of his work. One would be
indeed hasty to discount the possibility of Joyce's experimenting
with the short story to mold a work that internally resembles his
later experimentations in the novel., 1If Joyce has done this, he
presents at once each of his fifteen Dubliners segments as separate
entities and integrates all of the pieces into one sequentially

organized whole as the final product of his art. Little wonder, then,

York: The James Joyce Society, 1950), p. 18: Stanislaus agrees that
his brother James admired Maupassant, but recollects that Joyce
criticized the Frenchman for his "insistent wish to define things in

a phrase . . . . [Hig characters seem to rise to a momentary interest
only to fall back again into banality.'" 1In contrast, Stanislaus finds in
his brother's writing no brutal judgement of characters (like that

of Maupassant). Cf. Letters, IIL, 86: "I [Joyce] have read (in German)
a play by Hejermans-Ahasver but it is nothing, I have read H. J.
consecutively and am now hesitating between De Amicas, A. France and
Maupassant for a plunge." Since Joyce wrote Dubliners between 1904

and 1906, Maupassant could not have influenced Joyce to any major
extent, since the letter cited is dated 15 March 1905.

2Warren Beck, Joyce's Dubliners: Substance, Vision, and Art
(Durham, N.C.: Duke University Press, 1969), p. 9 writes: ''Joyce's
apparent lack of indebtedness to a particular influence does not prove
him unaware of the main weight and wealth of tradition; neither does
it indicate the onset of a conviction . . . that a genre was burned
out and must not be just reconstituted from its ashes but metamorphized.
In these short stories [Dublincrs ] what is morc important than specific
influence, whether Russian or French, is Joyce's originality within a
then fairly fixed mode, showing how sensitive, the young writer was to
the undefined currents of his time, and how purposefully experimental."




that when Joyce submitted the manuscript of the original twelve stories
(excluding "Two Gallants,'" "A Little Cloud," and '"The Dead")3 to

the Grant Richards publishing firm, the publisher's reader respondedk
with a favorable report, stating that Joyce pictured Dublin "with
sympathy and patience which equal his knowledge of . . . its [Dublin's]
idiom, its people, its streets, and its little houses”4; Magalaner and
Kain comment: '"the reader, probably Filson Young, found, moreover,

'an order and symmetrical connection between the stories making them
one book.’”5 While Filson Young, with his report, may well have become
the first critic of Dubliners, it is exactly the unity or disunity

of the book that has come to be the major subject of critical inter-
pretation of Joyce's initial work.

The question of unity in Dubliners is one that is ever-present,
as well as one that demands a certain amount of caution when formulating
theories to resolve the enigmatic problem. One can dismiss this
problem with the platitude that '"Dubliners is a collection of short
stories, the scene of which is Dublin."® Or one may confuse the issue
while in the process of attempting to resolve it: ''So understood,

3Letters, II, 111, and Ellmann's note 5: '"Joyce had not yet
thought of writing 'Two Gallants,' 'A Little Cloud,' or 'The Dead.'"

4Magalaner and Kain, p. 65.

5ibid. Cf. Ellmann, p. 227.

6From an unsigned review in the Timecs Literary Supplement,

18 June 1914, p. 298, quoted in James Joyce: TFhe Critical Heritage

1902-1927, 2 vols, ed. Robert H. Deming (New York: Barnes and Noble,
Inc., 1970), I, 60.




Dubliners will be seen for what it is, in effect, both a group of
short stories and a novel.”7 Unfortunately, it appears that no one
has yet been bold enough to label Dubliners a novel pure and simple.
Had someone done so, the reading public could choose its favorite
literary analyst from an even further broadened selection of critical
views to guide its reading and interpretation of the book. But no
one has categorically described Dubliners as a novel, and the reader
retains a certain measure of security in approaching Dubliners as a
short-story collection: or does he? The fact that the unity of the

book is a major topic of discussion in evaluations of Dubliners®

points
‘to the equally evident fact that many readers wonder whether or not
any genuinely unifying elements are actually present. Joyce's letters
can, in part, answer this curiosity, while the book's internal evidence
can shed even more light on its structural unity.

In a letter written to Grant Richards, dated 5 May 1906, James
Joyce declared his purpose in writing Dubliners: "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

/Brewster Ghiselin, "The Unity of Joyce's Dubliners," Accent,
XVI (1956), 75.

8 representative listing of discussions of the unity of
Dubliners follows: Robert M., Adams, James Joyce: Common Sense and
Beyond (New York: Random House, 1968), pp. 86-87; Beck, pp. 35-41;
Homer Obed Brown, James Joyce's Farly Fiction: The Biography of a
Form (Cleveland: The Press of Case Western Reserve University, 1972),
pPe. 53; David Daiches, The Novel and the Modern World (Chicago: The
University of Chicago Press, 1960), pp. 66-82; Ghiselin, pp. 75-88;
S. L. Goldberg, James Joyce (New York, Barnes and Noble, Inc., 1962),
p. 36-46; Hugh Kenner, Dublin's Joyce (Bloomington, Ind.: Indiana
University Press, 1956), pp. 48-68; and Harry Levin, James Joyce
(Norfolk, Conn.: New Directions, 1960), pp. 3-41.




9 This segment of Joyce's letter to Richards points to the

paralysis.'
fact that Joyce did not intend his first major work to be merely a
collection of short stories, but a unified and coherent whole--and
even more, only a comparatively small part of a greater whole, It
would appear that Dubliners has in fact set the important themes Joyce
has returned to and developed even further in his subsequent works .10
Dubliners, then, as a chapter of what Joyce referred to as '"the moral

history of [his] country," precedes the second, third, and fourth

chapters of this same moral history--A Portrait of the Artist as a

Young Man, Ulysses, and Finnegans Wake. That Joyce was conscious of

this is certain. In a letter to H. L. Mencken, dated 7 July 1915,

Joyce writes:

I am sorry you [ Menckenl did not take up the
American serial publication of A Portrait of the
Artist as a Young Man but I understand that - your
review publlshes only complete stories. My novel
[A Portrait] has now come to an end (serially) in
the Egoist (London) and is under consideration for
publication in book form. As you are so kind as
to ask me if I have other material suitable for
your review I may say that I have finished a play
in three acts Exiles and am engaged on a novel
[Ulysses] which is a continuation of A Portrait of
the Artist and also of Dubliners.ll

9Letters, 11, 134.

L0cf, Louis Golding, James Joyce (New York: Kennikat Press,
1972), p. 38, for his brief discussion of Dubliners as setting the
theme of paralysis for Joyce's later works, and Edward Brandabur,
A Scrupulous Meanness: A Study of Joyce's Early Work (Chicago:
University of Illinois Press, 1971), pp. 3-126, for a complete dis-
cussion of Joyce's developing the notion of the "paralytic psycho-
pathology of Dublin'" through all of the Irish author's works.

llLetters, I, 83.



Joyce, then, was aware as early as 1906 of the importance of Dubliners,
Vperhaps, as ""Chapter One'" of the only '"movel' he wrote--a novel that
not only '"betrayls] the soul of that hemiplegia or paralysis which
many consider a city [inl a series of epicleti,"l2 but a novel that
considers the various aspects of Dublin in the presentation of the
whole of Dublin and various inhabitants of Dublin vis-a-vis the
exposure of a single Dubliner-consciousness. Indeed, when Richards
requested specific revisions of Dubliners, along with the exclusion

of the then-titled "The Two Gallants,'" in a letter of 16 May 1906

(Richards at this time maintained his insistence on this omission,

further requesting that Joyce delete "An Encounter' from the book),13

Joyce replied in a letter dated 20 May 1906, explaining why he could
not alter his work:

The points of revision on which I have not yielded
are the points which rivet the book together. If I
eliminate them, what becomes of the chapter of the
moral history of my country? I fight to retain them

12Letters, I, 55. According to Ellmann, James Joyce, p. 169, Joyce's
use of epicleti is "an error for epiclesis (Latin) or epicleseis
(Greek)," which the author intended as a reference to "an invocation
still found in the mass of the Eastern Church, but dropped from the
Roman ritual, in which the Holy Ghost is besought to transform the
host into the body and blood of Christ': Joyce thus suggests his own
role as author and ''priest," as it were, a role that may allow him to
watch but not pass judgement over what he exposes in his writings.

131pid,, II, 138, and Ellmann's note 1: "On 16 May [1906]
Richards replied that his firm was particularly liable to attack
(presumably because of his recent bankruptcy). Since Joyce was willing
to delete the word 'bloody' from three stories, he [Richards! was
willing to allow it in "The Boarding House.' IHe insisted that the
phrase in 'Counterparts,' 'she changed the position of her legs often,'
be removed., Finally, he asked that 'An Encounter' and 'Two Gallants'
be omitted."



because I believe that in composing my chapter of
moral history in exactly the way I have composed

it I have taken the first step towards the spiritual
liberation of my country.

With the above reply, Joyce repeated the notion that he was writing

a unified "chapter,'" rather than a collection of Dublin vignettes.

And this single point is a key to reading, understanding, and evaluating

Dubliners, though it is a point often overlooked.l® As a consequence,

14Letters, I, 62-63.

Lpeck, P. 37, states: "Joyce in his letters did define a
pervading intention for his book, but it is hazardous to read any
work primarily in terms of what its author has said about it and with
Joyce it could obstruct comprehensive criticism. Admittedly certain
generalizations may be abstracted from the collection at wvarious
points~--paralysis, habitual drunkenness, simony, improvidence, 'odour
of ashpits,' superstitious religiosity, pretentiousness, self-deception,
environmental and familial confinement, rebellion, alienation, and
ambivalence., Still, while such threads cross and recross into a
fabric, each story is less a formal unit in a larger construct than
another chord struck in a key grown familiar.'" While this may be a
sound critical interpretation (depending on which side of Joyce criticism
one stands), Beck seems cavalier in suggesting that Joyce's intent, as
evidenced by his letters, either has or should have no bearing on the
interpretation and reading of the book; it seems likely that the
author of a work would certainly know and should be as equally free to
state the intent behind his work. Brown, p. 53, comments: "It is
not enough to point to its tight, symbolic structure, its unity of
theme and motif, without underlining the fact that it is a book of
separate stories, lacking the kind of surface linear unity a novel
has. . . . There is no apparent continuity between the stories., There
is no reference in any story to an event which has taken place in
another . . . » Life begins anew in each story and ends in the same
incomplete gesture toward freedom,'" TFor an opposing, yet more plausible
view to Brown's position, see Brewster Chiselin, p. 75: ''When the
outlines of the symbolic pattern have been grasped, the whole unifying
development will be discernible as a sequence of events in a moral
drama, an action of the human spirit struggling for survival under
peculiar conditions of deprivation, emnclosed and disabled by a
degencrate environment that provides none of the primary necessities
of spiritual life. So understood, Dubliners will be seen for what it
is, in effect, both a group of short stories and a novel, the separate
histories of the protagonists composing one essential history, that of



Joyce's initial major work is usually treated as only a short-story
collection.

One of the most recent students of Joyce, writing about Dubliners,
states exactly what should constitute the reader's major concern with
any written work of art:

OQur concern will always be with artistic, formal

wholes. Since any work of art must possess a wholeness

of meaning, it must show this wholeness not in

similitudes or metaphoric equivalents but primarily

in the construction and arrangement of the incidents

in the story_and the kind of change depicted in the

protagonist,

While Joyce has assigned a particular name for the major individual

protagonist of each Dubliners segment, the author has consciously

constructed his work as four phases of Dublin life--Childhood,

the soul of a people which has confused and weakened its relation to
the source of spiritual life and cannot restore it,'" While the prob-
ability of providing a complete list of those critics who do not
consider Joyce's intent for Dubliners is slim, examination of two
additional criticisms should be sufficient to establish the fact that
Dubliners as a short-story collection is a popular view: Cf. Maria
Elisabeth Kronegger, James Joyce and Associated Imasze Makers (New
Haven: College and Univ. Press, 1968), pp. 26-76, where she discusses
segments of Dubliners as short stories; and Harry Levin, pp. 27-37,
where he also discusses Dubliners as a short-story collection.

16Epifanio San Juan, Jr., James Jovce and the Craft of Fiction:
An Interpretation of Dubliners (Madison, N.J.: Fairleigh Dickinson
University Press, 1972), p. 33. This formalist theory is in opposition
to that of Beck, p. 36: "Since Dubliners read throughout must remain
a series of readings, close sustained attention to each story is not
superfluous; it is the only way the creation as such may be known, and
Dubliners can be rightly evaluated only as the sum of fifteen evalua-
tions." Certain of Beck's points invite and indeed provoke challenge:
Why must Dublincrs heel to cvaluation as fifteen individual short
stories? Exactly why must Dubliners "remain a series of readings'?
These are questions that Beck does not answer, and he in fact implies
that the answers are so obvious as to be unworthy of space in his book.




Adolescence, Maturity, and Public Life.l7 The possibility of a
developing and maturing Dubliner-consciousness at the heart of Dubliners
seems entirely defensible, In line with the formalist theory stated
above, then, each "story" of the entire work serves as a stepping-

stone toward the total presentation of the larger "story' Joyce has
written (not to mention Dubliners in its entirety, which is a stepping-

stone toward his larger story culminating in Finnegans Wake). And

consequently each of the fifteen protagonists of the smaller segments
is a smaller character representing one of the four life-phases of a
continually developing consciousness Joyce exposes as the Dubliner.

The arrangement of the book's stories also figures importantly
in discussions of its structural unities. In a letter he wrote to
Stanislaus Joyce about 24 September 1905, James Joyce provides a
specific breakdown of the twelve Dubliners segments completed by that
time:

The order is as follows. 'The Sisters,'" "An Encounter,"
and another story ['Araby"] which are stories of my
[James Joyce's] childhood: "The Boarding House,"

"After the Race," and "Eveline,'" which are stories of
adolescence: "The Clay," "Counterparts,'" and "A Painful
Case" which are stories of mature life: '"Ivy Day in the
Committee Room," "A Mother' and the last story of the

book [ "Grace"] which are stories of public life in Dublin.l8

17Lette1:§, IT, 134: "I [Joyce] have tried to present it

[Dublinl to the indifferent public under four of its aspects: child-
hood, adolescence, maturity and public life" (letter to Grant Richards,
dated 5 May 1906).,

181444, 11, 111,



10

Richard Ellmann accounts for the three missing selections of Dubliners:

"Joyce had not yet thought of writing 'Two Gallants,' 'A Little Cloud,'

or 'The Dead.'"19

With Joyce's various reconsiderations, rearrangements, and
revisions of Dubliners (he continually reworked the book up to 30
March 1917 and fought for publication with his emendations and

corrections as late as 13 March 1920),20 "The Sisters," "An Encounter,"

19Letters, IT, 111, note 5 (repeated from my note 3 above),

205ce especially the following in Letters, IIL: a letter dated
30 September 1906 to Stanislaus Joyce in which James Joyce describes
a new story ("Ulysses") for Dubliners (p. 168); a letter of 9 October
1906 to Stanislaus Joyce in which the author tells his brother of
Symons' advice to Joyce about the publication of only twelve of the
final fifteen stories he was to include in Dubliners (p. 171); a drafted
letter to Grant Richards of 10 October 1906, where Joyce proposes to
compromise with Richards on points of revision (pp. 178-180); a letter
of 6 November 1906 to Stanislaus Joyce where Joyce expresses his
displeasure with "After the Race' and '"A Painful Case™ as "the two
worst stories' in Dubliners (p. 189); a letter dated 7 December 1506
to Stanislaus Joyce in which James Joyce states: 'Blasphemed often
while correcting M.S. Stories [Dubliners] dreadfully dull" (p. 202);
a letter to Stanislaus Joyce, postmarked 10 January 1907--Joyce had
"the idea of three or four little immortal stories in my [Joyce's]
head but I am too cold to write them" (p. 205); a letter to Stanislaus
Joyce of 6 February 1907 where Joyce thinks of adding more stories:
"!'Ulysses! never got any forrader [sic] than the title. I [Joycel
have other titles, e.g. 'The Last Supper,' 'The Dead,' 'The Street,'
'"Wengeance,' "At Bay': all of which stories I could write if circum-
stances were favourable'" (p. 209); a letter to Theodore Spicer-Simson,
dated 8 June 1910, where Joyce states: "I am all right again now and
am very busy correcting the proofs of my new book Dubliners which is
to come out in a few weeks’ (p. 285); a letter to George Roberts,
dated 3 January 1911, where the author remarks: '"You [Roberts] write
that you have sent me proofs of 'Ivy Day in the Committee-Room?' None
reached me. Why do you send it? T made corrections on the proof
already sent'" (p. 288, note 2); two lettcrs, dated 5 September 1912
and 6 September 1912, from Charles Joyce to Stanislaus Joyce where
Charies Joyce discusses James Joyce's plans to publish Dubliners (in
an untampered-with version) himself (pp. 316-319); a letter to Grant
Richards, dated 26 March 1914, where Joyce states: 'May I ask you
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and "Araby" have come to constitute that initial stage of Dublin life
Joyce labeled Childhood; "Eveline," "After the Race,'" and "The Boarding
House'" are of Adolescence; "Counterparts,' '"Clay," and "A Painful Case"
are of Maturity: and "Ivy Day in the Committee Room," "A Mother," and
"Grace'" maintain Joyce's impressions of the Dubliner's Public Life.2l
While Joyce did not complete what was to be the final segment of

Dublinexrs, "The Dead,'" until the summer of 1907,22 he did include the

[Richards] when sending me the first batch of proofs for revision to
send back also the original printed title page of the Dublin edition?"
(p. 330); a letter of 8 May 1914 to Grant Richards: '"Dear Mr. Grant
Richards I [James Joyce] received and returned corrected some ten or
twelve days ago the first proofs of Dubliners: and expect to receive
the revise [sic] in a few days," (p. 332); a significant letter to
Grant Richards, dated 3 July 1914, where Joyce comments: "I like the
print of Dubliners and the cover. There are, however, a few mistakes
which your [Richards'l] printer did not correct. I suppose they can be
changed in a future impression" (p. 336); a letter of 30 March 1917

to James B, Pinker, where the author writes: '"Dubliners: Can you
[Pinker] find out if Mr. Richards has my [Joyce's] list of corrections
of printer's errors? Does he intend to bring out a second edition?

I see that on 31 December last he had only 88 copies left. If so
proofs are to be sent me with my list of corrections. If not the list
of corrections ought to be sent to my New York publisher (a copy of
it) and as soon as possible" (p. 392); another letter to James B,
Pinker, dated 22 April 1917: "I [Joycel]l enclose a few more corrections
of printer's errors and return the A/S of my book of stories [Dubliners]"
(p. 394); a letter of 30 April 1917 from Nora Barnacle Joyce to John
Quinn, where Joyce's wife mentions further corrections of printer's
errors in Dubliners (p. 395); and a letter of 13 March 1920 to James
B. Pinker, where James Joyce expresses his concern for a subsequent
publication of Dubliners, presumably with his corrections (p. 462).

2lpor a complete, annotated, and generally accepted breakdown
of the story arrangement, see Daiches, pp. 66-82, and Kenner, pp. 48-68.

22Letters, II, 64,
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story as the concluding piece of the book, If Joyce faithfully adhered
to his intentions for the overall structure of the book (and he did),23
he might have intended '"The Dead" to serve as an epilogue to the four
life-phases that precede it.

While recurrent character traits, themes, symbols, and epiphanies
constitute transitions between each story of Dubliners, a reconsideration
of the now~accepted four-part narrative better serves to demonstrate
the overall ﬁnity of the book. Critics give little attention to the
larger and more important transitions that exist between the four stages
of Dublin~life. Three stories serve as three majdr transitions in the
book and reinforce the paralytic life (that all fifteen Dubliners
segments reflect) within which Joyce found his Dubliners entrapped. The

fourth selection of Dubliners, "Eveline,"

is usually taken as marking
the beginning of the book's second major unit, Adolescence. But in
"Eveline" are elements of Childhood, as well as Adolescence. For this
reason, the story bridges the first and second units, Childhood and
Adolescence. '"The Boarding House'" is ordinarily considered as rounding
out the second structural unit of Dubliners., But, as in the case of
"Eveline,'" the book's seventh story also includes elements of two
juxtaposed sections of the book; '"The Boarding House'' then serves as

the second major transition in Dubliners, the bridge between Adolescence
and Maturity in Dublin life., "A Painful Case'" is usually considered

the concluding segment of that unit of Dubliners Joyce classified as

Maturity. But because the eleventh piece incorporates elements of

23See my notes 12 and 13 above.
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Maturity and, indeed, includes facets of Public Life, "A Painful Case"
serves as the third major tramsition, bridging the third and fourth
life-phases of Dubliners in Joyce's progressive scheme of depicting

a Dubliner’s life.

Aside from their being transitions in the book, the importance
of these bridges rests in their significance as opportunities for the
Dubliner to escape the death-like paralysis he encounters through
life. True, Joyce does see that the Dubliner is contained within a
staggering paralytic grip, but the author still provides three oppor-
tunities for the Dubliner to flee the static life Dublin affords its
inhabitants. These opportunities exist for Eveline Hill in "Eveline,"
Mr, Doran in "The Boarding House,'" and James Duffy in "A Painful Case."
The bridges are even more significant because they provide the Dubliner-
consciousness a choice that can determine the remainder of his life,

It is noteworthy that Eveline chooses freely to remain in Dublin and
not escape to Buenos Aires with her boyfriend-sailor; Mr, Doran, of
his own will, succumbs to social pressures and accepts Polly Mooney

for his wife; and Duffy chooses the solitary existence of a pathetic
introvert, rather than admit his affection for and embrace the love

of Mrs. Sinico. In each case, Joyce projects a message to his country-
men via his 'micely polished looking-glass,"24 all the while implying

that the Dubliners themselves are responsible for their paralyzed

24Letters, I, 64, in a letter to Grant Richards, dated 23 June

1906,
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condition and stagnant existence; they have chosen their homogeneous
way of life of their own free will,

Even though Joyce referred to Dubliners as a collection of

25

short stories, the name and meaning of "Dubliner" deeply concerned

him:

I do not think that any writer has yet presented

Dublin to the world. It has been a capital of

Europe for thousands of years, it is supposed to

be the second city of the British Empire and it

is nearly three times as big as Venice, Moreover,

on account of many circumstances which I cannot

detail here, the expression 'Dubliner' seems to

me to have some meaning and I doubt whether the

same can be said for such words as 'Londoner' and

'Parisian' both of which have been used by writers

as titles.20
Thus, Joyce strove to paint not only a complete picture of Dublin, but
the total portrait of a Dubliner. And he wrote his book with the
intention of aiding '"the course of civilization in Ireland."27 But
Joyce did not choose to do all of this through any conventional method.
He did not choose to create a single character, to follow him through
a sequence of events in his life, or even to concentrate on one

character as representative of all Dubliners. But Joyce did follow

and trace a developing consciousness through a series of characters'

25Letters, II, 122: "It [Dubliners] is a collection of twelve
short stories.'"--from a letter to Grant Richards dated 15 October 1905,
Several references to Dubliners as a collection of short stories exist
throughout Joyce's correspondence; see Letters, I and II.

26Ibid., TT, 122, from the letter cited in note 23 above.

27Ibid,, I, 64. See also note 22 above,
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lives--the consciousness to which all Dubliners subject themselves
for their entire lives.?8 But in order that one might better under-
stand more precisely what the consciousness of a Dubliner is, what
its heritage consists of, and why in fact it existed as Joyce recog-
nized it when composing Dubliners, a brief sketch of Irish history
may prove helpful.

In a letter to Arthur Power, Joyce communicated his belief that
all writers must first be representative of their national tradition.29
And in writing Dubliners, as well as his other works, Joyce holds true
to his belief in representing what for years had been an Ireland

ravaged by English domination. In a significant study, Dublin in the

Age of William Butler Yeats and James Joyce, Richard M. Kain sums up

the whole of an oppressed Irish people:

The domination of England falls like a shadow
across Irish history. Dublin had been a bridgehead
for invaders since the time of the Danes, and the
English early consolidated their foothold within the
Pale of the country. Crushing wars of extermination
under Queen Elizabeth and Cromwell were followed by
penal laws. The effect of these drastic restrictions

28¢¢, Beck, pp. 20-21: '"Objectively naturalistic in its bases,
Dubliners nevertheless supports primarily psychological structures, and
concepts subjectively tinged. The book's generic title situates a
variety of characters, and though with nothing of the sweep or plenteous
detail of Ulysses, still with quite as acute an evaluation of their
separate natures and needs . « o o What is more inclusively significant
is that the stories are more subjective than sociological, with conduct
viewed in its essence, through consciousness itself ., . . . They
[the Dubliners stories] bespeak their author’'s concern for each
character uniquely as well as of a kind + o + "

29 Arthur Power, From the 0ld Waterford House (London: Mellefont
Press Limited, n.d.), pp. 62ff,
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on freedom in religion, language, education, and

property was well described by a lord chancellor who

summed up the legal status of the Irish Catholic:

""The law does not suppose any such person to exist,"

So appalling was the tale of massacre and devastation

that Irish history has been called something ''for

Englishmen to remember, for Irishmen to forget."30
With such a history in mind, it is little wonder that a great deal of
hatred "had been built up over many generations in a people who saw
their lands ravaged and expropriated, their cities sacked, and their
monasteries and churches profaned and destroyed."3l The Irishman's
hatred, a breeding ground for rebellion, also bred failure on almost
every count--individual and rational freedom just beyond the grasp of
a striving nation. The Irish were not only an oppressed people, but a
discouraged people as well,

If one contemplates and answers the question of why Ireland had
a history of failure to gain independence and to assert herself as a
nation, one may also touch closely upon the nature of a Dubliner's
consciousness James Joyce sought to expose in Dubliners, The simple
fact was, and had been, that the Irish were divided along several lines
of thought--oftentimes petty, but more often than not severe enough so
that they would knock heads with each other before the question of battle
with the English. On the one hand, religious ideals and practices
divided the Irish, while on the other hand politics gave rise to its
share of internal conflict. What is more, the mixture of politics

30Richard M. Kain, Dublin in the Age of William Butler Yeats and
James Joyce (Norman: University of Oklahoma Press, 1962), p. 105.

311bid., p. 106.
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with religion caused more than considerable heat between one Irishman
and another. Kain makes the following observation about this point:
"Glorious as the ideals of Irish patriots sound, they were often
conflicting, even mutually exclusive. Their partial fulfillment or
failure reveals the fanatic blindness or inexperience of their advocates.
Political and religious zeal do not breed tolerance, and there are

"32  Kain records one such heartbreaking

often heartbreaking consequences.
consequence that occurred prior to the Easter Rising. Eoin Mac Neill,
head of the Irish Volunteers, had not been consulted in plans for the
Rising because his approach was non-violent; '"Pearse's words to him

echo the tragic tensions‘of these times: 'Yes, you were deceived, but

1033 1ndividual as well as sectional disagreements

it was necessary.
impeded the building of a unified Irish militia.

When one considers reasons for a divided Ireland, religious
preference and practice as grounds for internal conflict cannot go
unnoticed. In a recent study, but one not inappropriate to the times
at Joyce's writing of Dubliners, Gary MacEoin is careful to note the

ever-present religious strife in Ireland:

Being a Catholic or a Protestant means to belong
to a community, a community always at war with the
other, openly or potentially. It means to have a
different set of loyalties, a different attitude to
the state and its laws, but much more deeply, a
different set of assumptions and values. Each has
its own starting point, a conflicting set of

32Kain, p. 107.

331pid,
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claims to the same elements. Each lives by a myth
which makes his position reasonable for him, that

of the other absurd and obscene. And each has his
separate schools and other social institutions to
perpetuate the respective myths and protect individual
and community from exposure to and contamination by
the other's myths.3%

Clearly, one can hold no neutral ground: "Even an atheist must be a
Protestant or a Catholic atheist in order to have a status in the

society."35

One can probably assume this as close to the case at the
time Joyce wrote Dubliners,

With the strife for national liberation came also a quest for
national identity--the Gaelic revival. The revival consisted of a
nationwide (to the point of fanaticism) attempt to reinstate native
Gaelic's cultural ascendancy. The revival encompassed everything from
teaching the Gaelic language in schools to belonging to the Gaelic
Athletic Association, 'which had spread nationalism throughout the
country by encouraging almost forgotten native sports such as hurling."3°
But the Gaelic revival raised many problems:

How feasible is it to adopt a national language

for a small country dependent on its trade with

English-speaking neighbors? How suitable is that

language for the expression of modern ideas? How

viable are the ancient legends as vehicles for
modern literary themes? Can these tales express

4Gary Mac Eoin, Northern Ireland: Captive of History (New
York: Holt, Rinehart, and Winston, 1974), p. 36.

35Richard Rose, Governing Without Consensus (London: Faber,
1971), p. 534.

36Kain, p. 39.
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the nuances of modern sensibility? Finally, how
valid are the claims for the Celtic genius?§7

Joyce spoke out publicly against the Gaelic revival. When he reviewed

Lady Gregory's Poet and Dreamers in the Dublin Daily Express on 26

March 1903, Joyce found the native folklore "hopelessly senile. Irish

life reverses the normal process of maturing; children, sent to work

at an early age, have some sense, but adults seem muddleheaded,"38

In tracing an historical background of the Irish, one must always
be cognizant of the fact that people made this history in the manner it
has turned out. To be sure, character sketches of people make up the
volume Joyce entitled Dubliners. But Joyce's treatment of the Dubliners
pivots on the point that a time existed when historical forces took
precedence to shape the very consciousness of life itself: "From
the time of Cromwell to that of the Easter Rising of 1916 the Irish

suffered a series of defeats. The famed line from James Macpherson's

37Kain, p. 41. Kain provides the already obvious answers to
these questions later in his study: 'Many have been the complaints
about cultural insularity and sterility, and, on the other hand, about
the loss of vitality in the native culture. TFor some time state
censorship, and the even more insidious forms of suppression by
parochial opinion, seemed to threaten Irish culture, . . . More
debatable is the problem of the {Gaelic] language. There is occasion
for genuine concern at the death of Irish as a living language. The
number of native speakers is declining at a rapid rate, and thirty-
five years of official promotion have seemingly failed of their purpose,
either because of the rapidity of the attempted shift from English to
Irish or because of the effects of governmental pressure. To create a
small Gaelic nation in the midst of an English-speaking world has
seemed anachronistic and futile, although admirers of the poetry,
eloquence, and wit of their linguistic inheritance cannot help but
regret its loss," p. 147.

381bid., p. 47.
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Ossian, 'They came forth to battle, but they always fell,' might seem
the epigraph for the race,"39 It is in this sense, then, that a single
consciousness of strife, defeat, insecurity, hopelessness, and passivity
occupies the position of the Dubliner in Dubliners.

While Joyce does represent the national tradition from which he
springs, Darcy O'Brien does not believe this representation to be
accurate in Dubliners: '"Joyce's Dubliners appear unusually deficient
in moral fiber. One doubts that so hopeless, helpless a group could
possibly be representative of its native city.”40 It would appear
more likely, however, after a brief review of history, that one would
doubt the credibility of a Dubliner as anything other than an almost
total embodiment of despair. O'Brien groups the major characters of
Dubliners under two categories, ''the perverse and the paralyzed,”l‘Ll
but it would seem to be splitting hairs if one considered anything
more than an extremely fine line as separating the perxrverse from the
paralyzed., It appears more plausible to insist that Joyce's Dublin,
the center of paralysis, would have perversity as only one more facet
of the general paralysis "which many consider a city.”42 Nonetheless,
O'Brien is probably correct when stating that 'the paralyzed among the

Dubliners are those who, though morally well-intentioned, have not the

9
Kain, p. 111,

4ODarcy 0'Brien, The Conscience of James Joyce (Princeton:
Princeton University Press, 1968), p. 15.

4l1bid., pp. 14-15.

42Letters, I, 55, from a letter to C. P. Curran of July 1904,
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strength of will to extricate themselves from the slough of despond
which is Dublin."*3 That is, the inhabitants of Dublin remain such
because the historical past has dictated little chance for change.
They reflect a life from a consciousness molded by a past of trial,
error, and defeat,

Joyce, ever aware of the role poets have played in the history

A

of his country, assumed the role of leader when he set out on his
writing career, In a letter of 5 September 1909 to his wife Nora,

Joyce declarés his longing to be a leader of his race: "Guide me,

my saint, my angel, lead me forward. Everything that is noble and
exalted and deep and true and moving in what I write comes, I believe,
from you. O take me into your soul of souls and then I will become
indeed the poet of my race°"45 Indeed, Joyce does become a poet of

his race, particularly in Dubliners where he presents the consciousness
of all Dubliners as the present shadow of historical rape. But he

does not treat the characters in his work with a great deal of sympathy,

in fact very little if any at all. The reason for such an unsympathetic

attitude lies in the fact that the Dubliners Joyce knew remained in

430'Brien, p. 15.

4hct, Kain, p. 101: '"During the Irish wars of independence
personal heroism was still possible. Although Dublin remained virtually
under seige from 1916 to 1923, the conflict was largely a contest of
individuals. Men had some freedom to choose their fates. They could
fight for ideals and attempt deeds of daring. They were led by poets
and commemorated by poets. It was a literary war, and if the paradox
be permitted, it might be called the last human war.,"

45Letters, 11, 248.





















































































































































































































