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James (Augustine Aloysius) Joyce

1882-1941
Also known as: James Joyce, James Augustine Aloysius Joyce, James Augustus Aloysius Joyce, James (Augustine Aloysius) Joyce

Nationality: Irish 

Birth Date: February 2, 1882 

Year of Birth: 1882 

Place of Birth: Dublin, Ireland 

Death Date: January 13, 1941 

Year of Death: 1941 

Place of Death: Zurich, Switzerland 

Personal Information: Born February 2, 1882, in Dublin, Ireland; died following surgery for a perforated ulcer, January 13, 1941, in Zurich, Switzerland; son of John Stanislaus (a tax collector) and Mary Jane (a pianist; maiden name, Murray) Joyce; married Nora Barnacle, July 4, 1931; children: Giorgio, Lucia. Education: University College, Dublin, B.A., 1902. 

Education: Entry updated: 03/17/2005 

Career: Novelist, short story writer, poet, and dramatist. Clifton School, Dalkey, Ireland, teacher, 1904; Berlitz School in Pola, Austria-Hungary, and in Trieste, Austria-Hungary (now Italy), language instructor, 1904-06 and 1907; private language instructor in Trieste, 1907-1915, and sporadically in Zurich, Switzerland, 1915-19; Scuola Superiore di Commericio Revoltella, Trieste, language instructor, 1913-15 and 1919-20. 

Award(s):
Grants from the Royal Literary Fund, 1915, and the Civil List and the Society of Authors, both 1916; Ulysses was voted "one of the nation's 100 best-loved novels" by the British public as part of the BBC's The Big Read, 2003. 

WRITINGS:

NOVELS

· A Portrait of the Artist as a Young Man (first published serially in Egoist, February 2, 1914- September 1, 1915), B. W. Huebsch, 1916, definitive edition, corrected by Chester G. Anderson, edited by Richard Ellmann, Viking, 1964, reprinted, 1982, reprinted, Dover, 1994, reprinted, Modern Library, 1996, edited with an introduction and notes by Jeri Johnson, Oxford University Press (Oxford; New York, NY), 2000. 

· Ulysses (some chapters first published serially inLittle Review, March, 1918-September/ December, 1920, and inEgoist, January/February, 1919- December, 1919), Shakespeare and Company (Paris), 1922, Random House, 1934, reprinted, with a foreword by Morris L. Ernst and the decision of the U.S. District Court rendered by Judge John M. Woolsey, Modern Library, 1942; published as Ulysses: The Corrected Text, edited by Hans Walter Gabler with Wolfhard Steppe and Claus Melchior, Random House, 1986, edited by Danis Rose, Picador (London, England), 1997, Lilliput Press (Dublin), 1997, Orchises (Washington, DC), 1998, Random House (New York, NY), 2002. 

· 1928-38 Finnegans Wake (excerpts first published as fragments of Work in Progress [also see below]; portions also published in journals and anthologies), Viking, 1939, reprinted, 1967, recent edition, 1982. 

· Stephen Hero: A Part of the First Draft of "A Portrait of the Artist as a Young Man," edited with an introduction by Theodore Spencer, New Directions, 1944, revised edition with additional material published as Stephen Hero, edited by John J. Slocum and Herbert Cahoon, 1963. 

SHORT FICTION

· Dubliners (short story collection; three stories first published in Irish Homestead, 1904; contains The Sisters, An Encounter [also see below], Araby, Eveline, After the Race, Two Gallants, The Boarding House [also see below], A Little Cloud, Counterparts, Clay, A Painful Case, Ivy Day in the Committee Room, A Mother, Grace, and The Dead [also see below]), Grant Richards, 1914, B. W. Huebsch, 1916, reprinted, edited by Robert Scholes and A. Walton Litz, Viking, 1969, recent edition, 1982, annotated edition, St. Martin's, 1995, edited with an introduction by Jeri Johnson, Oxford University Press (Oxford,England; New York, NY), 2000. 

· Anna Livia Plurabelle (later published inFinnegans Wake [also see above]), preface by Padraic Colum, Crosby Gaige, 1928 (published in England as Anna Livia Plurabelle: Fragment of "Work in Progress," Faber, 1932); published as Anna Livia Plurabelle: The Making of a Chapter, edited with an introduction by Fred H. Higginson, University of Minnesota Press, 1960. 

· Tales Told of Shem and Shaun: Three Fragments From "Work in Progress" (later published in Finnegans Wake [also see above]; contains The Mookse and the Gripes, The Muddest Thick That Was Ever Heard Dump, and The Ondt and the Gracehoper), Black Sun Press (Paris), 1929. 

· Haveth Childers Everywhere: Fragment of "Work in Progress," Fountain Press, 1930, reprinted, Richard West, 1980. 

· The Mime of Mick, Nick, and the Maggies: A Fragment From "Work in Progress," Servire Press, 1934. 

· Storiella as She Is Syung (fragment of "Work in Progress") Corvinus Press, 1937. 

· The Dead, edited by William T. Moynihan, Allyn & Bacon, 1965 , expanded edition, St. Martin's, 1994. 

· An Encounter, illustrations by Sandra Higashi, Creative Education, 1982. 

· Boarding House, illustrations by Sandra Higashi, Creative Education, 1982. 

POETRY

· Chamber Music, Elkin Mathews, 1907, authorized edition, B. W. Huebsch, 1918, reprinted, edited with an introduction by William York Tindall, Columbia University Press, 1954, recent edition, Hippocrene Books, 1982 (also see below). 

· Pomes Penyeach, Shakespeare and Company, 1927, Walton Press, 1971, recent edition, Bern Porter, 1986 (also see below). 

· Collected Poems of James Joyce (contains Chamber Music, Pomes Penyeach, and Ecce Puer), Black Sun Press (New York, NY), 1936; published as Collected Poems, Viking, 1937, reprinted, 1974, recent edition, Penguin Books, 1986.

Also author of The Holy Office, c. 1904. 

CRITICAL WRITINGS

· Ibsen's New Drama, published in Fortnightly Review, April, 1900. 

· (With F. J. C. Skeffington) The Day of the Rabblement [and] A Forgotten Aspect of the University Question (the former by Joyce, the latter by Skeffington), Gerrard Brothers (Dublin), 1901, Folcroft, 1970. 

· The Early Joyce: The Book Reviews, 1902-1903, edited with an introduction by Stanislaus Joyce and Ellsworth Mason, Mamalujo Press, 1955, reprinted, Richard West, 1978. 

· The Critical Writings of James Joyce, edited by Ellsworth Mason and Richard Ellmann, Viking, 1959, reprinted, Cornell University Press, 1989. 

CORRESPONDENCE

· Letters of James Joyce (includes The Cat and the Devil [also see below]), Viking, Volume I, edited by Stuart Gilbert, 1957, reissued with corrections, 1966, Volumes II and III, edited by Richard Ellmann, 1966. 

· The Cat and the Devil, illustrations by Richard Erdoes, Dodd, 1964, recent edition, with illustrations by Blachon, Schocken, 1981. 

· Selected Letters of James Joyce, edited by Richard Ellmann, Viking, 1975. 

· James Joyce's Letters to Sylvia Beach, 1921-1940, edited by Melissa Banta and Oscar A. Silverman, Indiana University Press, 1987. 

OTHER

· Exiles (three-act play; German language version first produced in Munich, August 7, 1919; English language version first produced in New York at Neighborhood Playhouse, February 19, 1925), B. W. Huebsch, 1918, reprinted, with the author's own notes and an introduction by Padraic Colum, Viking, 1951, revised edition, 1965. 

· Epiphanies, introduction and notes by O. A. Silverman, Lockwood Memorial Library, 1956, reprinted, Richard West, 1979. 

· Scribbledehobble: The Ur- workbook for "Finnegans Wake," edited with an introduction by Thomas E. Connolly, Northwestern University Press, 1961. 

· A First-Draft Version of "Finnegans Wake," edited by David Hayman, University of Texas Press, 1963. 

· The Workshop of Daedalus: James Joyce and the Raw Materials for "A Portrait of the Artist as a Young Man," collected and edited by Robert Scholes and Richard M. Kain, Northwestern University Press, 1965. 

· A Shorter "Finnegans Wake," edited by Anthony Burgess, Viking, 1967. 

· Giacomo Joyce (memoir), introduction and notes by Richard Ellmann, Viking, 1968. 

· Joyce's "Ulysses" Notesheets in the British Museum, edited by Phillip F. Herring, University Press of Virginia, 1972. 

· Ulysses: The Manuscript and First Printings Compared [and] Ulysses: A Facsimile of the Manuscript, introduction by Harry Levin, annotations and bibliographical preface by Clive Driver, Octagon Books, 1975. 

· James Joyce in Padua, edited, translated, and with an introduction by Louis Berrone, Random House, 1977. 

· Joyce's Notes and Early Drafts for "Ulysses": Selections From the Buffalo Collection, edited by Phillip F. Herring, University Press of Virginia, 1977. 

· 1977-79 The James Joyce Archive (facsimiles of surviving manuscripts), sixty-three volumes, edited by Michael Groden, Hans Walter Gabler, David Hayman, A. Walton Litz, and Danis Rose, Garland Publishing.

Occupation: Writer 

Media Adaptations:
Finnegans Wake was filmed by Expanding Cinema, 1965; A Portrait of the Artist as a Young Man was filmed by Ulysses/Howard Mahler, 1979; "The Dead" was filmed by Vestron Pictures, 1987; Ulysses was filmed by Odyssey Pictures, 2004. 

SIDELIGHTS:
Richard Ellmann in the opening passage of his monumental biography, James Joyce, aptly summarized the writer's impact on twentieth-century letters: "We are still learning to be James Joyce's contemporaries, to understand our interpreter." Since the publication of Finnegans Wake, a critical commonplace has held that no author now writing in English can attempt to create a work of prose fiction without contending with the force of Joyce's reconstitution of the genre; but, as Ellmann's statement implies, such a presumption projects only a small measure of Joyce's intellectual and artistic achievement. 

Contemporary readers can hardly take up a work of fiction without falling under the influence of the conventions that Joyce established for experiencing a text. Many feel his influence directly; editors regularly anthologize short stories from his 1914 Dubliners collection, and Joyce's first published novel, A Portrait of the Artist as a Young Man (1916), has become a popular text in high school and college literature courses. His last two books, Ulysses (1922) and Finnegans Wake (1939), though not as widely read as Dubliners or A Portrait, stand as paradigms of aesthetic achievement: often quoted, paraphrased, alluded to, or simply invoked in the name of artistic excellence. Those who do not encounter the influence of Joyce's consciousness through direct exposure to his works most likely absorb it from the writings of one or more of his literary heirs. Elements within the styles of authors as different from one another as Irish novelist and playwright Samuel Beckett, modern American novelist William Faulkner, English fiction writers Malcolm Lowry and John Fowles, and contemporary American novelists Thomas Pynchon and John Irving identify them as some of those most overtly shaped by Joyce's canon. But no author today can begin to compose without confronting in some way the impact on modern literature brought about by Joyce's new methods of composition, and, consequently, no reader today can take up a work of modern fiction without feeling the repercussions of Joyce's influence. 

Although critics have argued over the precise elements that give Joyce his prominence, most would agree that the power within his writings comes not so much from the topics that they explore as from their complex formal structures. Throughout his canon the style of Joyce's prose commands immediate attention and involvement because it disrupts traditional assumptions about the role and the perceptual abilities of readers while engaging those readers in the attempt to discover alternative methods for experiencing the text. In Dubliners Joyce subtly mitigates condemnations of the suffocating atmosphere of society with evocative portrayals of the humanity of its victims. While descriptions in his stories often seem to reflect the detachment characteristic of late nineteenth-century naturalistic fiction, they also introduce descriptive techniques able to draw from readers empathetic responses to the suffering that characters undergo. 

A Portrait of the Artist as a Young Man experiments with methods of rendering alternating points of view and of enhancing the reader's awareness of the perceptual limits of the narrative voice within the text. It presents a highly personal depiction of the childhood, the adolescence, and the emergence into maturity of the novel's central character, Stephen Dedalus, who moves from a bright, pious, confused child into a fiercely independent, strong-minded, irreverent young man and fledgling artist. At the same time, Joyce's depiction of his central character retains an ironic detachment that highlights the supercilious points of Stephen's rebellion and compels readers to reconstruct their impressions of his nature as it evolves over each chapter. 

In Ulysses a deluge of precise and variegated details recreates for readers the tempo of a single Dublin day, but rapidly fluctuating perspectives inhibit full comprehension of the impressions created by Joyce's montage-like construction. Interior monologue makes one intimately aware of the needs, the aspirations, the strengths, and the failings of the major characters--Stephen Dedalus, Leopold Bloom, and Bloom's wife, Molly--but at the same time a protean succession of styles impedes the emergence of a dominant attitude that would serve as a standard for measuring the actions of any individual in the work. 

Finally, Finnegans Wake, Joyce's last work, displaces all previous stylistic patterns in his canon as it presents a dream vision of Dublin that amalgamates the particular and the universal, the subjective and the objective. Its digressive form overturns the reader's sense of the primacy of a single attitude and instead gives legitimacy to a wide range of impressions and perceptions. Its sardonic yet sensitive presentations of characters, events, issues, and ideas representing the central features of Western culture survey modern society without clearly idealizing or denigrating it. If Joyce shows a reluctance in his writing to interpret, to lecture, or to make pronouncements, he imposes no such restraints upon his readers. Quite the contrary, in each work and with increasing power, Joyce calls upon his audience to impose meaning on the text rather than to embrace an interpretation dictated by the work itself; he thus inverts the conventional assumption that the reader is passive and pliant and approaches a piece of literature like a jigsaw puzzler searching for the pattern hidden by the author under its formal layers. 

Joyce's education began in 1888 at Clongowes Wood College, a Jesuit school located about twenty miles west of Dublin. The Jesuit influence permeated every aspect of Joyce's early intellectual growth. In 1898 he enrolled at University College, Dublin, and quickly earned a reputation as a brilliant if idiosyncratic student. Joyce graduated in 1902 with a degree in modern languages and left Dublin for Paris with the idea of studying medicine there. His mother's illness brought him back to Ireland in April of 1903, and by this time he had committed himself to becoming an artist. He found, however, the Dublin literati antipathetic to his efforts. Despite Joyce's considerable achievement of publishing at the age of eighteen an essay on Norwegian dramatist Henrik Ibsen in the Fortnightly Review, Irish editors seemed to take little interest in his work. Robert Scholes and Richard M. Kain in The Workshop of Daedalus record that one such editor, William Magee, refusing an essay Joyce submitted to the journal Dana, declared an unwillingness "to publish what was to myself incomprehensible." In 1904, at the invitation of poet and editor George Russell, Joyce published three stories, later to appear in Dubliners, in the Irish Homestead; but the parochialism of Dublin's intellectual atmosphere was becoming too much for him. In June of the same year Joyce had met Nora Barnacle, the woman with whom he would spend the remainder of his life, and he began to form plans for escaping the suffocating intellectual atmosphere of his native city. 

Joyce was opposed to the idea of marriage. In a letter written to Nora in August, 1904 (it is collected in Letters of James Joyce), he declared: "My mind quite rejects the whole present social order and Christianity--home, the recognized virtues, classes of life, and religious doctrines. How could I like the idea of home? My home was simply a middle-class affair ruined by spendthrift habits which I have inherited." But he was also painfully aware that he could not live openly with Nora in Dublin outside the sanction of the church. Joyce was determined to leave Ireland and seek a more tolerant moral and intellectual climate. (The Joyces were, in fact, married on July 4, 1931, in order to safeguard their children's rights of inheritance.) In October, 1904, on the promise of a position as a language instructor for a Berlitz School, Joyce and Nora left for the continent. After a brief period in Pola, Joyce and Nora settled in Trieste where he gave language lessons and worked on his short stories and a novel. In July of 1905 the Joyces' first child, Giorgio, was born. Although Joyce would return to Ireland briefly in 1909 and again in 1912, for the rest of his life he lived abroad while keeping Dublin before him in his writing. 

Dubliners grew out of the core of stories that Joyce began before he left Ireland. Each piece depicts some aspect of middle-and lower middle-class urban life in Dublin. According to Marvin Magalaner's Time of Apprenticeship, Joyce explained his choice of setting to his friend, Arthur Power: "For myself, I always write about Dublin, because if I can get to the heart of Dublin I can get to the heart of all the cities of the world. In the particular is contained the universal." The stories in Dubliners emphasize the circumscription of the individual consciousness by the social institutions of family, church, and state. The collection divides itself into narratives of childhood ("The Sisters," "An Encounter," "Araby"), adolescence ("Eveline," "After the Race," "Two Gallants," "The Boarding House"), adult life ("A Little Cloud," "Counterparts," "Clay," "A Painful Case"), and public experiences (politics, "Ivy Day in the Committee Room"; the family, "A Mother"; religion, "Grace"), with the final story ("The Dead") acting as a coda. 

In many ways the collection is an indictment of the paralysis that Joyce felt gripped his city. As he told his at-first-reluctant publisher Grant Richards in a letter of June, 1906 (collected in Letters of James Joyce): "It is not my fault that the odour of ashpits and old weeds and offal hangs round my stories. I seriously believe that you will retard the course of civilisation in Ireland by preventing the Irish people from having one good look at themselves in my nicely polished looking-glass." At the same time, the stories reflect a sense of the humanity of Dubliners caught in situations that they cannot fully comprehend or overcome. "The Dead," with its ambiguous ending, leaves open the possibility of some sort of salvation for the central character, Gabriel Conroy, projecting most overtly Joyce's sympathy for his fellow citizens, but even in stories with protagonists who are clearly doomed--"Eveline," "Clay," "A Painful Case"--his depictions retain an empathy for the hopelessness and the apparent inevitability of their condition. 

Throughout the collection Joyce's subtle narrative manipulation balances feelings of understanding and detachment. Probing the consciousness of his characters, Joyce forces the reader to share the sense of desolation of these figures, yet he maintains a narrative distance that allows a clear perception of the flaws and the weaknesses in their natures. A passage from "Counterparts" describing a man's reaction to the sudden realization of the sorry state of his finances exemplifies this balance in Joyce's art: "He cursed his want of money and cursed all the rounds he had stood, particularly all the whiskies and Apollinaris which he had stood to Weathers. If there was one thing that he hated it was a sponge." The words, while echoing the feelings of the protagonist of the story, belong to its unnamed narrator. Experiencing the sharp disappointment that the character Farrington feels, the reader also retains enough detachment to see the full irony of the situation Farrington has brought upon himself. This same pattern, combining association and disengagement, repeats itself throughout the book. In each story Joyce delves into his characters' minds while maintaining a sense of distance, bringing to readers a clear rendition of the anxiety and suffering that individuals endure without absolving them of the venality or the complicity that contributed to their condition. 

While composing and refining the short stories that would make up Dubliners, Joyce was also writing a novel, Stephen Hero. It traces the childhood and early adult life of a middle-class Dublin boy, Stephen Daedalus, from precocious intellectualism to the stirrings of an artistic vocation. Joyce's work, a fragment of which survived and was published posthumously in 1944, follows the linear, cause-and-effect pattern of a conventional nineteenth-century novel. Structured around the commonplace frame of self-effacing, third person narrative, it examines the features of Stephen's intellectual and physical maturation with minute attention to detail. Late in 1907, around the same time that he completed the first version of "The Dead," Joyce radically revised his novelistic approach. He decided to abandon his manuscript, at this point over nine hundred pages long and by Joyce's own calculation approximately half completed, and to begin the process again, this time following a much less orthodox method of composition. 

In his new novel, A Portrait of the Artist as a Young Man, Joyce retained the basic plot and themes of Stephen Hero. Even specific scenes like Stephen's discussion of aesthetics with the dean of studies reappeared, though Joyce reconstructed these scenes to suit the emphasis of his new work. At the same time he introduced fundamental changes in the narrative form and structure. Joyce drastically cut the work, dropping the number of chapters from the proposed fifty to five. To accomplish this formidable task of condensation, Joyce eschewed presentation of linked chronological events, depicting instead a series of lyrical episodes illustrating the developing consciousness of the artist. The changes produced an intimate knowledge of the character of Stephen Dedalus (whose surname too goes through a minor condensation with a single vowel replacing its initial diphthong) while preventing the reader's close association with Stephen's attitudes. This process also further distanced the novel from Joyce's own experiences in Dublin, and, though Ireland and Irish life had a profound effect upon Joyce's art, it is a mistake to read A Portrait as if it were his autobiography. 

To heighten sensitivity to the stages of Stephen's maturation, each episode unfolds in a style that approximates the intellectual level of the protagonist at the time. Every chapter has its unique tone and cadence, but the novel's opening lines provide perhaps the most familiar and accessible example of this technique: "Once upon a time and a very good time it was there was a moocow coming down along the road and this moocow that was coming down along the road met a nicens little boy named baby tuckoo. . . ." The story is one that Stephen's father has told him, and the words are those that he, baby tuckoo, could understand, though they are a bit beyond his own ability to form, as the passage of his speech that immediately follows this section demonstrates; for "O, the wild rose blossoms / On the little green place," he sings, "O, the green wothe botheth." The narrative thus presents an evolving perspective parallel to but independent from Stephen's own nature. This emphasis on a fluctuating point of view within the narrative stands as the central feature of Joyce's new approach in A Portrait. It gives the reader a strong sense of Stephen's maturing consciousness, yet it allows one to maintain a detached and at times ironic perspective on his nature. 

This method for establishing the tone of the work also influences the formal design of Joyce's chapters. Each is organized around a series of "epiphanies"--moments of lyrical insight sparked by seemingly banal events from daily life; each epiphany leads toward an event at the close of the chapter that marks a turning point in Stephen's emotional, intellectual, and spiritual growth. To balance these moments of revelation, Joyce introduces throughout each chapter a series of "anti-epiphanies"--instances that highlight the misperceptions and blindness that result from a self-consciously "elevated" attitude toward one's own thoughts. Moreover, Joyce begins chapters two through five with "anti-epiphanies" that directly undercut the insights Stephen has at the end of each preceding chapter (one through four, respectively). 

The path of alternating feelings traced by these epiphanies and anti-epiphanies follows the thematic development of the novel. Chapter one ends with Stephen on the shoulders of his classmates at Clongowes Wood College celebrating his apparent triumph over Father Dolan's unjust punishment, yet the second chapter begins with an account of how the sinking fortunes of his family have forced Stephen to leave the college. The final scene of the second chapter, his encounter with a prostitute, marks the triumph of Stephen's erotic and romantic passion over what he perceives as hypocritical social repression, but the opening of the next chapter shows Stephen's current sense of the tawdriness of these pleasures. The third chapter, with its famous retreat sermon, ends with Stephen's reception of the Eucharist and his temporary, but at the time quite sincere, reconciliation with the forces of conformity. The first scene opening chapter four, however, shows that his religious practices have lost their efficacy; the aesthetic revelation of his vision on the beach of the birdgirl, which closes the chapter, redirects his psychological development by replacing religion with art as the moral center of his life. The shabby circumstances of the Dedalus household at the opening of chapter five seems to belie this sense of liberation, but the novel ends with a final moment of transcendence, Stephen's articulation of his motives behind his decision to leave Ireland: "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." The statement summarizes the thematic paradoxes upon which the novel rests, for it marks both Stephen's break with the constraints of the Irish world in which he grew up and his commitment to reform that world through his artistic powers. Stylistic distinction and multiple perspective function in an efficient but muted manner in A Portrait; but in mastering their manipulation and in introducing the reader to the demands made by subtle shifts in tone and point of view, Joyce prepared for the more rigorous presentation of the same techniques in Ulysses. 

In 1914, as Joyce was finishing Portrait, he began to receive the public notice that he had been striving to gain for a decade. Grant Richards, who had proposed in 1906 to publish Dubliners and who had subsequently abrogated the agreement after a prolonged conflict with Joyce over cuts in particular stories, renewed his offer. (The collection appeared in June of 1914.) American poet and editor Ezra Pound, put in touch with Joyce by Irish poet William Butler Yeats, took an interest in A Portrait, and through his influence the Egoist began serial publication of the novel in February. Two more years would pass before Joyce found a publisher, B. W. Huebsch, to bring out the novel in book form, but the increased interest in his work reinforced Joyce's determination to continue his writing. 

During 1914, as work on A Portrait was coming to a close and planning for Ulysses had already begun, Joyce abruptly took up a new project, the composition of his play Exiles (1918). The drama focuses on the return to Ireland of Richard Rowan, a successful, middle-aged author, after years of self-imposed exile on the continent. Exiles highlights the inevitable clash between an individual who values personal freedom above all else and a society whose central concerns are conformity and superficial appearances. Its 1919 premier in Munich was described by Joyce as "A flop!," according to Ellmann's biography, and subsequent performances have met with mixed success at best. Its composition, however, proved an important stage in Joyce's artistic development, for it enabled him to examine questions of fidelity, loyalty, and control that would stand at the center of the action of Ulysses. 

Shortly after the completion of the play, Joyce again became an exile himself. With the onset of World War I his British passport made him a hostile alien in Trieste, a city at that time part of the Austro-Hungarian Empire, and he was forced in 1915 to move with his family to neutral Switzerland. From 1915 to 1919 Joyce lived in Zurich, where he completed drafts of the first twelve episodes of Ulysses. After the war he returned briefly to Trieste, and in 1920, at the urging of Pound, he went to Paris where he hoped to find accommodations less chaotic than those in postwar Trieste. Joyce intended the move only as a temporary displacement, meant to last no longer than the few months he judged necessary to finish Ulysses, but life in Paris proved more congenial than expected. Among the friends whom Joyce made early in his stay was a young American, Sylvia Beach, owner of the book shop Shakespeare and Company, who agreed to bring out Ulysses under her own imprint. (Joyce's many letters, postcards, and telegrams to Beach were published in 1987 in the volume James Joyce's Letters to Sylvia Beach, 1921- 1940.) By the time the book appeared on February 2, 1922, Joyce and his family were firmly established in Paris and would remain in the city for the next twenty years. 

Using the Odyssey of Homer as a frame, Joyce depicts in Ulysses the events of a single day in Dublin--June 16, 1904. Attention settles on three individuals. Stephen Dedalus, a bit older and more disillusioned than he was as the protagonist of A Portrait, spends the day seeking recognition from his fellow Dubliners for his artistic talent while drinking up the salary he has just received for teaching duties at Garret Deasy's school in Dalkey. Leopold Bloom, a middle-aged Jewish advertising canvasser for a Dublin newspaper, wanders around the city intent upon driving from his mind feelings of guilt over his father's death, remorse for the loss, eleven years earlier, of his infant son, apprehension over the maturity of his daughter Milly, and despair over his wife's impending infidelity. Molly Bloom, the wife of Leopold and the only one of the three not to spend her day crisscrossing Dublin, passes her time preparing for and conducting her first act of adultery. Joyce overlays this interaction with a masterful depiction of minor characters and a Rabelaisian delight in the seedy details of urban living. (Such details caused the novel to be banned from the United States until December, 1933, when Judge John M. Woolsey delivered the legal verdict that Ulysses was not obscene; it was published in America by Random House in early 1934, twelve years after Sylvia Beach's Paris edition appeared.) Despite the banality surrounding the lives of Bloom, Molly, Stephen, and the other Dubliners, Joyce gives each a dignity and fallibility that makes his or her experiences important to the reader. 

As in Joyce's earlier works, style endows Ulysses with kinetic force. Its evolving form supplies narration with the power to make mundane characters and events interesting while constraining the reader to participate in the creation of the text by attempting to bring meaning (though not certitude) to it. The novel's introductory chapters establish its tone in a fairly conventional, if sometimes baroque, manner; its first lines read, "Stately, plump Buck Mulligan came from the stairhead, bearing a bowl of lather on which a mirror and a razor lay crossed. A yellow dressinggown, ungirdled, was sustained gently behind him by the mild morning air." After progressing through the first third of the work, Joyce begins to vary the form of succeeding episodes, continually shifting narrative perspective and compelling his audience to reconstruct standards for interpretation: for example, the first line of the "Sirens" episode reads, "Bronze by gold heard the hoofirons, steelyringing imperthnthn thnthnthn." Within chapters Joyce confronts readers with the disjointed impressions of the central characters through various forms of interior monologue, as in the following example of Leopold Bloom's ruminations on the household cat: "Cruel. Her nature. Curious mice never squeal. Seem to like it." (This passage, of course, in a rather prosaic way also illustrates how Joyce conditions his readers to impose meaning, since few will read the passage without inserting a comma after Bloom's "Curious.") The interspersion of more straightforward narration produces tension through overlapping depictions of the action, and perhaps most significantly, Joyce alternately presents a range of perspectives throughout the text, giving no voice primacy. As a consequence the reader must establish, without the intervention or guidance of the author, a personal system of values for weighing the significance of events. 

Ulysses stands as a vigorous but logical extension of the stylistic innovation begun in Joyce's earlier works. The diffusion of narrative discourse in Dubliners and A Portrait manifests itself in every facet of Ulysses's textual structure, and the 1922 novel is a harbinger of the formal experimentation in Finnegans Wake. On a broader level, the publication of Ulysses also marks the high point of the dominant literary impulse of its time. Critics have come to see the year 1922, with the appearance of Ulysses, of T. S. Eliot's The Waste Land, and of German poet Rainer Maria Rilke's Duino Elegies and Sonnets to Orpheus, as the culmination of modernism. Although Joyce avoided association with artistic groups or literary movements, the characteristics distinguishing his novel--antipathy towards the institutions devoted to preserving the status quo, faith in the humanity of individuals, and a deep interest in stylistic experimentation--reflect the concerns animating the works of the major artists of the period. 

Almost immediately after the publication of Ulysses, Joyce began the project that would occupy him for the remainder of his life, Finnegans Wake. As Ellmann recorded in his biography, from the start the nature of this new work puzzled and disturbed many of Joyce's old friends. Early in the process of his writing, he sent a draft of the opening passage to Harriet Shaw Weaver, who had provided financial and moral support since Joyce's Zurich days. She wrote to him, noted Ellmann, that "the poor hapless reader loses a very great deal of your intention; flounders, helplessly, is in imminent danger, in fact, of being as totally lost to view as that illfated vegetation [the shamrock] you mentioned." Ellmann related that Ezra Pound was left equally nonplussed by his encounter with a selection from the manuscript: "I will have another go at it, but up to present I make nothing of it whatever. Nothing so far as I make out, nothing short of divine vision or a new cure for the clapp [sic] can possibly be worth all the circumambient peripherization." Conditions surrounding its composition were as unsettling as the text itself. Financial troubles continued to plague Joyce at sporadic intervals. Problems with his vision that had begun while he was writing Ulysses proved steadily debilitating, and his daughter Lucia came increasingly under the influence of the mental disorder that would eventually institutionalize her. Through it all, Joyce proceeded with an unwavering faith in his "Work in Progress" (the name he used to designate Finnegans Wake, refusing to divulge its true title until its publication), and the book appeared, after seventeen years of planning, writing, and revising, on May 4, 1939. 

As Ulysses examines the culture and society of Ireland by recording the events surrounding a single Dublin day, Finnegans Wake traces the prominent features of Western culture through its account of the activities of one Dublin night. Putatively the book concerns itself with the family of a Protestant Dublin pub-keeper living near Phoenix Park on the western border of the city: Humphrey Chimpden Earwicker (commonly referred to in the text as HCE), the father; Anna Livia Plurabelle (ALP), his wife; Shem and Shaun, their twin sons; and Issy, their daughter. In fact, from the opening pages Joyce extends the topical limits of the text by using HCE and his family to serve as representative manifestations of a range of psychological, theological, political, and sociological questions. Episodes in the book operate on both the microcosmic and the macrocosmic levels. They present archetypal views of the institutions and of the attitudes that have traditionally shaped the evolution of European society; simultaneously they offer a sensitive rendition of the complex relations that characterize the makeup of the modern family. Earwicker and others in the family assume a variety of transparent roles--historical and mythological--giving a local habitation to Joyce's ideas while at the same time recalling figures and events from history, mythology, and folklore already well known to the reader. By incorporating both the particular and the universal in his depictions of the major themes of the text, Joyce insures that his work will simultaneously appeal to a range of individuals on a variety of levels. 

Joyce intended Finnegans Wake less as a critique of Western society than as a reflection of its cyclical nature that acted, as the work itself notes, as "one continuous present tense integument [that] slowly unfolded all marryvoising moodmoulded cyclewheeling history." Its sardonic humor and multiplicity of allusions can, however, create the impression that the text aims at censure. By their very nature the central concerns of Finnegans Wake lend themselves to clashes between the spectacular and the absurd, and the figurative language that Joyce employs in his descriptions accentuates the reader's sense of the ridiculous elements in the human condition. 

As part of Joyce's efforts to encompass in his work as much of Western civilization as possible, the narration makes repeated reference to cataclysmic events, both historical and mythological, that shaped the evolution of our culture--the stock market crash of 1929, the battle of Waterloo, the medieval Irish battle of Clontarf, the resurrection of Jesus, the murder of Abel by Cain. At the same time it defamiliarizes conventional associations with these events through comical distortion: the Duke of Wellington becomes "Sraughter Willingdone"; Napoleon Bonaparte, Wellington's opponent at Waterloo, is now "Lipoleum"; Joyce rechristens Saint Patrick, the patron saint of Ireland, "flop hattrick"; and its last king, Brian Boru, has his name transformed into "Brewinbaroon." The text also explores more personal elements of society--the rise and fall of the father figure; the bitter struggles of sibling rivalry; the impulses, at times conflicting and at times complementary, of sensual love and sexual depravity; and the perceptions of woman as matriarch and concubine--with the same wry tone with which the novel describes public characters and events. If the juxtaposition of these impressions and observations seems haphazard or contradictory, it is because Joyce repeatedly refused to oversimplify the world as he saw it or to take a polemical position regarding the way one should spend one's life. 

In Finnegans Wake form does not simply follow content; it enhances and, to a large degree, defines it. The syntactical structure of the text adheres to a circular rather than a linear configuration. The final sentence breaks off at its midpoint to be completed by the fragment opening the text. This pattern is repeated on the thematic level by progressively extravagant re-introductions of dominant issues and by the analogies created between individual experience and cultural events. In one instance, for example, Joyce examines the ramifications of the figurative and literal fall of the father by connecting it with the fall of the Roman Empire, the fall of Adam, and the fall of Humpty-Dumpty, and throughout the entire passage the dissolution of its descriptive language both records and parodies the events it depicts. 

In an effort to break the dominance of rigid linguistic codes, Joyce gives words in Finnegans Wake a sensuous, organic quality of their own. To emphasize the range of perceptions and feelings conveyed by what passes for straightforward communication, he twists, stretches, supplements, and reshapes ordinary conversations and descriptions to reform them into multilayered statements. Topical puns on the names of psychologists Carl Jung and Sigmund Freud emerge in a sentence expressing concern for preadolescent girls who "were yung and easily freudened." A familiar scriptural passage suffers the variations of etymology and entomology: "In the bugininning is the woid." And in a sentence asking how a man was hurt the words rearrange themselves to extend their range by combining commentary with inquiry: "What then agentlike brought about that tragoady thundersday this municipal sin business?" Through it all Joyce remains aware of the interpretive demands that his methods place on his readers, but even when he offers a bit of comfort he cannot resist the freeplay of language. "You is feeling like you was lost in the bush, boy? You says: It is a puling sample jungle of woods. You most shouts out: Bethicket me for a stump of beech if I have the poultriest notions what the farest he all means." 

On first encounter the virtuosity of Finnegans Wake can move a reader to perceive it and Joyce as his or her adversaries, sardonically mocking any attempt to bring comprehension to a conglomeration of unfamiliar or newly created words and disconnected imagery. Such a response is understandable and, to some extent, accurate. While Joyce did not write Finnegans Wake out of a perverse wish to destroy language or to render meaning superfluous, he did intend to overthrow the notion that a single interpretation of a work of art could enjoy primacy over all others. To achieve this end he attempted to draw the reader into active, creative reconstruction of the text, not the physical artifact but the metaphysical concept: the product of the imagination responding to words on a page. The digressions, the redundancies, the non sequiturs of his book are not meant to impede understanding but rather to enlarge it. Joyce refuses in Finnegans Wake to dictate a single, inclusive meaning informed by a faith in the authority of cause-and-effect logic. He aims, instead, as he says in the novel, at "that ideal reader suffering from an ideal insomnia." He wishes to inspire an intense involvement with the work that will reveal the opportunities of interpretation implicit in the ranges of responses that one can make to his polymorphous material. To label this intention as perverse, however, does an injustice to Joyce, for it demands that he conform to the standards set by the tradition of the nineteenth-century English novel. Judged along those lines, Finnegans Wake is a hopeless failure, but such methods deny the very imaginative impulse that art is meant to celebrate, for, as the work itself declares, "the unfacts, did we possess them, are too imprecisely few to warrant our certitude." Joyce would rather have readers trust in their instincts and in the text itself, which at one point asserts: "He is cured of faith who is sick of fate." 

The advent of World War II quickly followed the publication of Finnegans Wake, and Joyce sardonically expressed the opinion that the war was a plot to undermine interest in his book. Late in 1940, after the German Army had occupied Paris, Joyce and his family left France to return again to neutral Switzerland. In Zurich Joyce became ill; Ellmann in his biography noted that the writer suffered a perforated duodenal ulcer. After an apparently successful operation, Joyce lapsed into a coma, and at 2:15 on the morning of January 13, 1941, he died. The final lines of Finnegans Wake may provide a fitting epitaph: "We pass through grass behush the bush to. Whish! A gull. Gulls. Far calls. Coming, far! End here. Us then. Finn, again! Take. Bussoftlhee, mememormee! Till thousendsthee. Lps. The keys to. Given! A way a lone a last a love a long the" 
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