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INTRODUCTION

The title of the present volume, Boundary Crossings echoes the
persisting tendency in academia to embrace the global and the
interdisciplinary. Although almost all the essays in the collection
focus on the traditional discipline of literary studies, the diverse
topics covered reflect the multipl icity of identities and histories that
characterise the field of Irish Studies. The contributors take the
opportunity to cross the boundaries and explore the rich history,
culture, language and politics of the Irish. Some of the authors deal
with well -established issues, building on existing research, while
others examine under-researched topics. In any case, all theessays
demonstrate that Irish Studies still offers numerous vistas to be
opened up. It is thus our hope that this collection will not only
demonstrate the diversity of current research by postgraduate
students of Irish Studies but that it might also broaden the
experience and skill sets of its readers.

The opening essay by Radvan Markus accentuates the need to
consider new research methods and approaches that could be
applied in the field of Irish Studies, either to discuss the well-
established themes or to investigate new topics. In particular, the
essay addresses the seifeflexive presentation of history in much of
recent historical fiction and drama and it proposes using the
concept of metahistory to scrutinise the contentious manners in
which historical events are frequently explained. As Markus points
out in the introduction to his essay, metahistory problematises the
boundary between history and fiction as it exposes the often
simplistic, subjective ways in which histories are rendered.
Incapacitating mytholog ised histories, the concept seemssuitable
for application in the Irish context. However, regardless of its



possible merits, metahistory as an analytical tool is still rather
underused in connection with the Irish historical novel, and
Markus thus sets out to fill this gap .
In his analysis of The Year of Frencf1979) by Thomas Flanagan,
Markus relates the way the events of the 1798 rebellion aredepicted
in the novel to other existing int erpretations, using the concept of
metahistory to show how the story defies any possible totalising
readings. Constituent aspects of the concept are first carefully
outlined and then applied to the text, resulting in a well-informed
reading of Flanagan’s novel that pres
perspectives of the 1798 rebellion. Markus rightly observes that
parts of the narrative resonate with
discontinuity, which accentuates the fragm entary nature of history.
What follows is that any interpretation of a historical event is
necessarily limited, since it needs to fill the gaps with fiction. As
pointed out in the essay, both the topic of the 1798 rebellion and the
concept of metahistory are also highly relevant for the discussion of
another — this time more recent — historical event, namely, the
Troubles in Northern Ireland.
Maciej Ruczaj also emphagses the point put forward by Markus
about the problematic boundary between literary texts that reflect
on history and the historical events themselves in his essay on
Padr ai c P e a'hes Yinges Although yhe is aware of the
overall complexity of this play, Ruczaj focuses primarily on the
mai n protagoni st MacDar a, “the super
literature ,” and documents how the relationship between the self
and the nation evolves. Contrary to common belief that nationalism
stands for “a viive tverrthg individualt "hRuczajol | ect
argues that individual emancipation and national awakening can
concur. To support this view, Ruczaj first comments on the
nineteenth-century narratives of the self and provides valuable
background information on Pear se’' s view ofis nati on:
evident in the play. Rather than depicting Pear se’ sas st ance
comprising two antithetical types, Ruczaj asserts it would be more
appropriate to regard the nature of his nationalism as p aradoxical
as it accommodates the tensions betweenboth the collective and
individual aspects of it.
According to Ruczaj, MacDara undergoes a transformation
similar to that discadomad ziewJIBER &due m



O E U O E @xépttiabin the case of MacDara, the secular and the
sacred merge as the community he partakes in is established
“through the participation in the splendid and defiled body of
Christ, even if He is standing here not for the universal
brotherhood of the Church, but for a particular community of the
Gaels” Through the process of emancipation, death and rebirth of
the self, MacDara gradually attains a state where both his
individual and communal identities are affirmed. However, to
consummate the process MacDara sacrifices himself to guarantee
the existence of the community. His journey, which consists of a series
of boundary crossings and is often seen a s Pearse’s “lit
rehearsal” of temenstltasgust baw cdiplexiandg ,
paradoxical Irish nationalism can be.
The following essay by David Vichnar provides a brief account
of how a number of selected (Northern) Irish authors, including
John McGahern, Benedict Kiely, John Banville or Paul Muldoon,
have responded to James Joyceins | egac
their cri ti que. Joyce’'s influermses, on hi:
Vichnar maintains, is a doubly marginalised topic in the field of
Irish Studies. In his essay, Vichnar attempts to overcome the

difficulties facedwhi | e assessing one’s I|literar:
together with those rooted in the idea of causality itself so as to
complement the small number of wor ks on Joyce
descendants. Firstly, to contextualise his essay, Vichnar discusses
Di |l I on J tishrPsetno after doycerhich he sees as the oty

real precursor to the subject heis writing on . It is due to its scope,
Vi chnar cl| ai mswork tloesanpt diectly éngage veith

many of Joyce' s wor ks. Neverthel ess,
comments on at the end of his work is of particular interest to
Vichnar,namely,J oyce’ s influence on Paul Mu | c

Following a discussionofpossi bl e reactions to Jo
in a number of works by contemporary Irish authors, including
McGahern and Kiely, Vichnar moves on to Banville. In his
assessment of Joyce’' s |iVidhdaudetactse on | r
a shift here. Unlike the other authors discussed in the essay,
Banville appears t o consi der th caynwueh’ bsoader r t fro
perspective. However, Vichnar argues that it is only Muldoon
whose engagement with Joyce reflects the true complexity of his
oeuvre El aborating on Johnston’s precul
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suggests Muldoon's poetrm bé dewmde't hi
experimentation. He chooses Mul doon’'s

Hay, Horse Latitudesand Maggot to exemplify how the author
responds to three prominent Joycean topics: error, catalogue and
structure. Such an approach implies, inter alia, a crossover between
prose and poetry that opens up new possibilities for further cross -
genre dialogues.

Artistic | egacy is also the topic

di scusses Loui s Ma drahdrig parallets bdtwaeene
thsand the works of Franz Kafka.
only because of its perceptive

poetr

Bees

alsoi ts commentary on MacNeice' s cri

which is still largely underdiscussed. Although little is known
about MacNeice the critic, Beese claims that through his criticism of
Kafka, MacNeice found topical and stylistic inspiration for his final
collection The Burning PerchDue to problems MacNeice had with
the accuracy of the figures of speech available to him, which he
found unsuitable for his purposes, he had to look elsewhere for
inspiration. Beese argues that MacNeice found appropriate
formul at i on ®n Rambletardfthiusaadapted this style of
writing so as to be able to expresshimself pertinently .
In his comparison of the two authors, Beese goes as far as to

suggest that, for MacNeice, Kafka was not only a source of literary
inspiration but a f ellow sufferer as he felt equally alienated from

society. Beese anal yses Mavarktesa e’

Parableto provide further evidence to support this claim. Through
Kafka’s parabl es, B evassable t@exogerhis s |,
personal concerns without having to be in harmony with the reality
outside his work. Such an approach seems most fitting for
Ma c Ne i c e *exploratisre | bEécause of its multi-layered,

S

readi |

tici

| a:

Ma c N

di scernabl e meaning. Al b Ahe Bgrhing Mac Ne i

Perchis much darker than in his other collection s, Beese’'s
demonstrates that parable writing in fact enables MacNeice to look
beyond the melancholy.

Like Vichnar and Beese Florence Impens also considers the
topic of intertextual i tThe Yeltoa Bank vy
Although foreign influences are a relatively prominent topic

el sewhere in Mahon’'s watiskonlyin heens

Yellow Bookhat the poet alludes to a number of different works of

€SS ¢

n D
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literatures, often within a single poem. Some critics fail to explain
the i mpulse that |l ies behind such mul
and denounce it as a mere unsubstantiated listing of sources.
However, Impens warns against such a simplistic view and argues
that Mahon, as artiste maudit in fact occupies the border space
between different literatures , as discussed byPascale Casanovan
+EwldxUEOP@UI w,. OOEPEOI wEI Uw+1 0O0OUI U

Such a location enhances Mahm ' s relational bonc
literatures both inside and outside the official canon, confers
subversive quality to his writing and broadens the definition of
what it means to be Irish. It is from this position on the border that
Mahon addresses the issues of lis interest such as, for example, the
fate of imagination in the face of mass consumption. Impens
mai ntains that Mahon's defence of i mi
artistic stance but a life perspective which the author so skilfully
translates into poetry. She goes on to say thatalthough Mahon
criticises industrial development, which might make him appear
overtly nostalgic, he does not seem to descend to old-fashioned
morality. Furthermore, Impens contextual ises Mahon' s poems
The Yellow Bdq particularly “Axel’s Castl e
" 9,0 ® show that his efforts to defend literature against rapid
technological development forms an integral part of a wider
movement.

Mahon is linked to the poets discussed in the next essay, by
Dani el a Th éid®é EKDOI dherait) henealogy], the
subversive quality of a poet who stands on the margins of his or her
own (national) I iterary spafemale Theino
poets such asEavan Bol and, Eil éan Ni Chui l
McGuckian, to document how these authors have managed to find
their own voice in the face of (male) poetic traditions. Her assertion
concerning the liminal space resonatesn o t only with Casar
T 8 06 EIGOU bbb, @4 ik relates to the position of women in
gener al , even more closely with Juli
subjectivity. As T h e istatesvnathe introduction to her essay,
women can turn their liminality into a constitutive part of their
di scour se, i nt.oShéthen proceetisdvithcah andlysis c e
of the individual female poets to support this assertion and
complements her discussion by perceptive reading of the cited
poems.

"~y
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The first author to be discussed is Eavan Boland whose poetry,
Theinova ar g bow san authdr ocans appropriate the
conventional tropes, such asthatof t he “ i nsp/iThisi®s g f emi n

folowedbya secti on @&€huEI | doguménhmg how
this author’'s efforts are in certain
ti mel essness of one’'s experience, mo |

Nual a Ni Ddilegedlig goasieivlien further than Ni C
in claiming the actual unattainability of the muse with whom all the
poets discussed engage. However, it is mainly in her reading of
Mc Guckian’'s poetry, which concludes t
argument comes cl lesugetsenprds.Orhrédughihert ev a’ s
anal ysis of Mc Gucki an’ s poems, Thein
uneasy relationshinp bet ween t he autt
constantly makes McGuckian redefine herself as the subject. Yet, it
is most important that although some of the authors might have
allowed the muse to remain tacit for a while, none of them make
her completely silent.

Claiming the right to one’'s voice be

of Mi chael a Markova' s essay, wi th th
focuses on a work by a cmtemporary fiction writer, Kate
O’ Ri o,omeadft he “new generation” of (Nort

whose works have been praised for promoting innovative

approaches to literary representations of the Troubles. Examining

O’ Ri o r mbeehlnvalved Mar kova responds to the
during the debate on the current state of affairs in Northern Ireland:

to (re)evaluate the conciliatory process, including its literary
representations, so as to determine the reasons for the pesent-day

impasse.

I n her essay, Mar k ov & s esedshy theu t to d
femal e protagoni st s toeHang®OtheRwaplrisian’ s no
(nationalist) patriarchal ideology determines their future. She
documents what types of social roles Irish patriarchy prescribes to
the women in Involved discusses their reactions to these and
explores whether the women’s behaviou

potential. Similarly to Theinova in
draws on Kr i sstwhighasupportwreir t iemagguamgnt s
about female subjectivity. Al t hough the protagoni s

achieve their subjectivity do not prove to be subversive enough to
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overthrow the patri ar ¢ hal order , Méheyknoghta ar gu e
be more effective in the long term.

In her reflection of Irish m onological plays featuring women,
Hana Pavel kova continues with the dis
either constituted or affected by I ri
her essay with a consideration of how prominent the narrative
mode of a monologue is in contemporary theatre production, in the
English-speaking world as elsewhere. As Pavel kovéthismai nt ai I
recent trend does not always generate widespread enthusiasm and
indeed critics such as Ben Brantley warn against the possible
overuse of monol ogues. However, Pave
despite all this attention surrounding the monological plays, the
Irish monologues written for female protagonists (either by male or
female authors) are still relatively underdiscussed and thus deserve
our attention.

First, Pavel kova c¢ omunbatahced ratimoft he str
contemporary Irish female and male playwrights . The reasons for
this are, for example, the difficulties encountered by women
attempting to publish their works . P a v e | jresents a selection of
monologues featuring women both to discuss the importan ce of
their themes and also to demonstrate their rich diversity of form.
However, she is well aware of the possible obstacles that might
di minish the plays’ originality and a
exampl e, the product i dmedsride 6f P8elbast i an
Streetand Abbie S p a Pumggirl’have been less successful than
Der mot Bol ger ' Fhe lroty nGrodind dHeda Barry and
Spallen been asinnovative in their use of the theatre medium as in
their wuse of | acogcludegy their plRya eoeld Have v a
been more successful.

The use of languageis also of interest to Claire-Louise Noelle
Mann. In her essay, Mann addresses the roleplayed by orality in
Irish Traveller culture. Given the frequent misrepresentation of the
issues concerning the Tavel |l er communi ty, Ma nn
represents welcome progress. However, this situation, Mann notes,
is slowly improving because of the increasing frequency with
which the genuine accounts aafe | rish
beginning to appear. Mann asks whether the new mode of
representation Irish Travellers now employ —that of an autobiography
(or biography) — can empower them and help challenge their
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marginalised status in mainstream society. It is obvious that the
(auto)biographies can be termed political acts, as through these
Travellers assert their right to speak and to be heard, but Mann
asks whether such terminology is in fact appropriate. In other
words, could such accounts be considered to be resistance
literature?
Alt hough the term “/tasdefiredby Ghassanl i t er at

Kanafani, might seem appropriate to the discussion, Mann rightly

observes that it is problematised by s ome of t he Tr e
relationship to land. Mann suggest s t hat Bar bar a H e
definition might be more apt since it describes resistance literature

from a wider perspective, as “a pro

whether cultural, geographical or political ,” and it also befits the

Tr av e Imeans of expression. However, Mann concludes her

essayhby saying that the most pertinent term to describe the issue is
probably Al an Sinfield’ s “dissiTdellers | i t er a
strive for subversion. This enables their action to be viewed as an

inevitable social phenomenon that represents a challenge to the
pre-existing conceptions about them held by mainstream society.

Mann’ s essay thus comes full circle
Ma r k u s trigution that, due to the contentious way (historical)

events are often explained, it is not appropriate for people to
automatically accept narratives as fixed. Indeed, they need to be

considered from a much broader perspective.

One very suitable, and long overdue, candidate for the act of
boundary crossing in the area of Irish Studies is the seemingly
impenetrable border between the two principal languages used in
Irish literature and criticism — Irish and English. It is not the
intention o f the compilers of this volume to ponder upon the reasons
why this situation came about, but rather to provide a platform,
however limited in scope, for the relevant scholarship in both
languages to communicate in a meaningful and mutually respectf ul
way. After all, the uneasy and often conflicting relationship
between Irish and English throughout the history of Irish letters
may be, perhaps from a more felicitous point of view, seen as a major
source of richness. Such a platform, poses its own challenges
however. It is impossible, due to the inevitable power relations
involved in any act of translation (the more so when a minority and
major world language are involved) to opt for the easy solution and



15

agree upon English as the only medium of communication, and the
wholesale use of Irish would be as limiting as it would be
unrealistic.

Therefore, this volume acknowledges the vital need for a beneficial
degree of bilingualism in the realm of Irish Studies. The two Irish
language contributions included at the end provide a fitting
summary to the collection as they highlight the possible both
negative and positive aspects of the act of boundary crossing
conceivedingener al t er ms. hRhomentraldsonChear b
the marginalisation faced by migrants returning to the Gaeltacht
due to the “si egeequaly marginalised yofiginadf t hei r
communities, as reflected in twentieth -century short stories from
Connemara. Finally, Hyn e k J a nuses §he kheme of amour
courtoisin Irish and Welsh mediaeval poetry to illustrate the vital
importance of boundary crossing for cultura | enrichment.

The authors hope that the numerous acts of boundary crossing
“perpetrated” in this volume will have the last above-mentioned
effect — that they will enrich the reader with fresh perspectives on
Irish culture. The ultimate goal is for the ideas of the contributors to
cross the boundaries of the individual essays in order to make
inspiring connections between the diverse topics covered in this
collection —or perhaps even go beyond these

Michaela Markov &
Radvan Markus



“BITS OF BROKEN POTTERY”: METAHISTORICAL
ELEMENTS IN THOMAS FLANAGAN’S
HISTORICAL NOVEL THE YEAR OF THE FREN

Radvan Markus
(Charles University, Prague)

“

The notion of metahistory,” which, b
problematisation of the positivist concept of history and the
consciousness of the narrative strategies and political arguments

used when histories are written, has been well established in
contemporary thought, especially since the publication of Hayden

Wh i & epbnymous monograph in 197321 Although White focussed

on the analysis of prominent historians and philosophers of history,

his fundamental questioning of the border between history and

fiction inevitably attracted attention to the exploration of

metahistorical features in recent fiction and drama. Linda

Hut cheon’'s identification of “histori:
the most distinctive postmodern novelistic genres has exposed the

over-reliance of literary criticism on the paradigm of the realistic

historical novel as established by Walter Scott and drawn

awareness to the peculiarly self-reflexive way history was

presented in numerous historical novels published in the second

Hayden White, Metahistory (Baltimore: The Johns Hopkins University Press, 1973).

The themes are further explored in Hayden White, Tropics of DiscourséBaltimore:

The Johns Hopkins University Press, 1990). For a more indepth analysis of the
theoretical basis of the present enquiry, see
Identity inthe Wor ks of Hayden Whi t dittenaradPrageasigd0.39Ri coeur , ”
(2010): 1630.
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half of the twentieth century. 2 These trends were subsequently
explored in great detail by the German literary critic Ansgar

Ninni ng, who, i n Vdni héstorisaloen &iktiona puh

historiographischer Metafiktiorproposed a typology for the modern
British historical novel, and more recently by Mark Berninger, who
did the same in the field of British and Irish historical drama. 3
Nevertheless, the possibilities of this theoretical approach have
not yet been made full use of in the Irish context, especially in the
field of the historical novel, as illustrated by the fact that the only

monograph on the I rish historical

Great Hatred, Little Roomis very much grounded in the traditional
perspective.* The present essay strives to remedy this gap at least in
the case of one historical novel, The Year oftfie Frenci{1979), written
by the American author Thomas Flanagan.s As can be inferred from
the title, it deals with the Connacht episode of the 1798 rebellion —
the landing of a small French invasion force in County Mayo in
August that year and the subsequent ill-fated campaign of the
French and their Irish allies against the overwhelming English
forces. Despite its considerable length, number of characters and
great complexity, the novel enjoyed brilliant success at the time of
its publication, both commer cially and on the level of critical
reception. Nevertheless, none of the academic articles subsequently
written about the book have fully explored the profound
engagement with the very concept of history writing on its pages. ¢
Therefore, this essay will attempt to relate how history is presented
and reflected upon in The Year of the Frencho existing
interpretations of the 1798 rebellion in Irish historiography as well
as to the relevant concepts in the theory of history.

See Linda Hutcheon, Poetics of Postmodernism: History, Theory, Fictiptew York:
Routledge, 1988).
Ansgar N Vonnhistorgcher Fiktion zu historiographischer Métaén, Band |

(Trier: WVT Trier, 1995). Mark Berninger, Neue Formen des Geschichtsdramas in

&UOBEUDPUEOODI Ow(rfeE wyTureet SobauUi B U whiNA Y

James M. CahalanGreat Hatred, Little Roor(Syracuse: Syracuse University Press, 1983).
Thomas Flanagan, The Year of the Fren¢hondon: Arrow Books Ltd., 1979).

The only critic to at least draw attention to one of the numerous metahistorical

passages in the book was Benedict Kiely.

Lessons i rAR&dirgotDark @ornérs and Other Essayork: Cork University
Press, 2000) 166.

n o\

See Be



18

In his above-mentioned monograph, Ansgar Nidnning nea
divided the corpus of the British historical novel into the categories
of documentary, realistic, revisionist and metahistorical novel
(along with the category of historiographic metafiction already
discussed, which is, however, hardly distinguishable from the
metahistorical novel).7 It is of definite interest that The Year of the French
|l argely defies these categories by be
category of documentary can be used to relate to the structure of
the book, which intersperses passages in the third person mediated
through various reflector -narrators with a collage of fictitious diaries,
letters and eyewitness accounts, presented as written by a number
of the novel's characters. Miots,e ov er ,
Art hur Vi nc elmpartiaBNaoabive of What Passed at Killala
in the Summer of 1798s clearly based on a real historical document
and generally it can be argued that F|
most thoroughly researched novel on 1798 ever written. 8 The quasi-
documentary structure also relates to the metahistorical level of the
text as it emphasises the fragmentary nature of the historical record,
which, as will be seen, is one of the principal themes of the novel.

I'n NiOUnning s$sheypelrmgy  “realistic

are largely defined by their relation to official historiography —
while realistic novels endorse its findings and are complementary
to it, revisionist novels challenge official views of history by
creating alternative interpretations. °® Although this distinction may
have some validity in countries such as Great Britain, where history
is not such a contested issue, it becomes problematic in cases such
as the 1798 rebellion, which has been constantly reinterpreted in
Irish historiography and politics right up to the present day.
I nterestingly, strong |links can be e:
novel and a much discussed trend of |
whi ch was at t he same ti me “revisio
destabilise the established nationalist version of Irish history.

an

7Niunnin@§2. 256

8 Broome’'s narrative is based on the eyewitness
Protestant Bishop of Kilalla at the time of the French invasion. See Jseph Stock,
A Narrative of What Passed at Killala, in the County Mayo, and the Parts Adjacent, During
the French Invasion in the Summer of 17BBnerick: John and Thomas McAuliff, 1800).

9 Ninni ng6. 262
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The term revisionist
historiography, as it is still very much a moot point even in
relatively recent debates, and it remains doubtful whether t his term
can be consistently applied to any clearly defined group of
historians. However, both the proponents and the critics largely
agree that there was a distinctive trend in Irish historiography,
dating back to the 1930s, but most prominent in the years 1960 to
1990, which shared two characteristics® On the theoretical level, it
was informed by the positivist theory of history, most famously
formulated by K.R. Popper, combining a belief in objectivity in
history with a deep mistrust of larger historica | narratives,
including nationalist ones. 1 On a more practical and political level,
there were also more immediate reasons for the deconstruction of
nationalism: among others, it was a reaction to the highly
conservative state ideology of post-independence Ireland, and,
above all, an effort to maintain a distance from the ideological basis
of the IRA campaign in Northern Ireland.

In connection to the interpretation of the 1798 rebellion, the term
revisionist?”
contradiction between the lofty idealism of the United Irishmen
and the bloody sectarian conflict which was characteristic of much
of the actual fighting, especially in County Wexford. In short, what
had been previously seen as a heroic struggle for national
independence became, in the words of the historian Roy Foster, one

is notor

has been assocesthd e d

ousl

wi

of the scholars most commonly associ

tragic but essentially r é2athouglv e

and

For an overview of t besforexamplejDs GeorgeiBsyce, Alashe bat e,

O’ Day, The dvaking of Modern Irish History: Revisionism and the Revisionist

Controversy(London and New York: Routledge, 1996), or Seamus Deane, ed.The Field
Day Anthology of Irish Writing,Vol. Il (Derry: W.W . Norton, 1991) 561611. The most

influential critiques of “r evi si oni sm” include Brendan
Hi storical Schol ar s lrishHistorical Silmlids@6.184 (Nov. ©89% nd , ”

32951 andS e a mus Dwharaver,Greén Is Read; Interpreting Irish History, ed.
Ciaran Brady (Dublin: Irish Academic Press, 1994) A balanced and highly personal
account can be found in Tom Dunne, Rebellions: Memoir, Memory and 179Bublin:

Lilliput Press, 2004) 78101.

See Karl R. Popper,The Povey of Historicism(London: Routledge, 1957) and Karl R.
Popper, The Open Society antsIEnemiegLondon: Routledge, 1945).

Roy Foster, “ R e"nThentriste $tary(Ogford: @xdo8d University Press,

2002) 218. In this statement, Foster summarisedhe works of the earlier historians
Dickson and Pakenham, who wrote directly about 1798. For a full-fledged narrative
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this view was subsequently criticised as reductive because it
concentrates excessively on Wexford, and ignores the political
dimension of the rising and the inspirational value of the United
Irishmen, its emphasis on the sectarian outrages committed by both
sides of the conflict has proved an important caveatfor any future
interpretations. 13
That Fl anagan | argely subscribed to
the rebellion is evident, for example, from his 1990 review of
Mari anne EIlliot’s biography of Wol fe
contradictionto Wol fe Tone's ideals and to h
rebellion had turned into sectarian violence at its most savage,
Catholics and Protestants murdering each other under the banners
of their ri{Hel alcsroeeadlmphliasi ses that To
r e g r eet worthaquoting also because today, in one part of
Ireland, the sectarian killers on one side of the divide imagine that
they act within a tradition of patriotic murder and martyrdom for

which Tone | ay down the terms, bot h
and prai ses EIlliot along with Roy Foster
young lIrish historians who offer to their countrymen the lenses of
actuality rather than the mirrors of

with the political motivation of the revisionist interpretation a nd its
underlying theoretical assumptions. 15
Evidence of this view of the rebellion can also be clearly found
on the pages of FI anagan’ s novel. Th
Wol fe Tone” is reflected in the char e
Irishman Malcolm Elliott, who, after withessing the sectarian turn
of the rising in Wexford, becomes doubtful about the whole idea of
rebellion and continues to act only on a vague principle of honour.
When, at the desperate stage shortly before the final battle of
Ballinamuck, the French General Humbert asks the curate Murphy,
who sees the rebellion as a holy war against Protestants, to deliver
a sermon to the insurgent army, the idealist Elliott loses the last of
his illusions:

of the rebellion inspired by “TheYeardflLieyi sm, ” s e«
The Story of the Great Irish Rebellion of 1798ndon: Hodder and Stoughton, 1969).

BThe most outspoken criticism of the “revisioni:
Whel an, “’ 9T8ee af LiteyCork: Gok Uriiversity Press, 1996).

14 Thomas Flanagan, There You Are: Writings on Irish andmerican Literature and History
(New York: The New York Review of Books, 2004) 360.
15 Flanagan, There You Are&861, 362.
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[ ..] And yet it was ndtook dhe greatesPr ot est ant

offence. | had once seen in our conspiracy a union of hearts,

pledged to sweep away forever the rancorous discord of creeds by

which our land was disfigured. It had proved in vain hope, nursed

in Dublin and Belfast by city -bred men, lawyers and merchants and

physicians. Beneath the dark skies of Ireland, between bog and

ocean, moorland and hill, it crumbled to dust. 16
The “revisionist?” position, as
reflected on the metahistorical level of the book. In accordance with
the underlying historical positivism of the revisionist historians, the
novel is full of insistence on distinguishing between truth and
myth, warning against the dangerous potential of mythologised
histories. In this respect, the conflicting historical narratives which
had informed the conduct of both the Mayo peasants (historical
resentment against colonial dispossession) and the Protestant
loyalists (the siege mentality of civilised colonisers among
barbarians) are in turn explored and subjected to irony and
criticism, with an undercurrent of reference to the conflict in
Northern Ireland which was exacerbated by views of history that
had changed very little during the course of the years.”

In a similar vein, criticism is directed against the subsequent
mythologising of 1798 itself, illustrated by the example of the oral
histories of the Mayo rebellion, which, according to the novel,
mercifully effaced the bloodiest memories, arbitrarily chose to
celebrate particular characters over others, or ezen elevated villains
in the place of heroes. Such is the message of the following passage

Flanagan, The Year of the FrencB67. All subsequent quotations are from this edition.

descr

However, despite the scathing critique of th e Uni ted | ri shmen, Fl anaga
as regards the interpretation of the rebellion
of view” as the “revisi ohargsly edausehlzewdie nobbeen accu

accept the black and white picture of the nationalist version of Irish history,
Flanagan was able to subject certain aspects of the British policy to a very subtle and
scathing critique, such as in the ironic reference to the policies which led to the
Famine (404).

Contemporary references in the novel are discussed in Tom Paulin,“ The Fi r e

Monster,

Encounter,54.1 (January, 1980): 564 and Robert Tracy, '“9Who Fears

63, '64, '65, '66, '67, '68, '69, '707?:

Irish University Review28.1 (Spring /Summer 1998): £10. Apart from the Northern
Irish link, Tracy also suggests a connection to the student protests at the Berkeley
campus in the 1960s.

‘The
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from the recoll ections of Mal col m
English, but a fervent Irish patriot all the same:

And yet within two years, wonderful to relate, th e rising had began
to fade from Mayo memory, or rather to recede into that past,
compounded of legend and fact, which lies as an almost palpable
presence upon the heavy Ilrish |l andscap
the most in Irish but a few in English, and th ese celebrated chiefly
young Ferdy O Donnel |, a May o yout h,
described to me by Malcolm as a most fearful ruffian but
transformed by folk imagination into a Robin Hood. No song of
those that | heard enshrined the memory of Malcolm Elliott , their
gallant leader.

(575)
Much to Fl anagan’ s credit, however,
here and the book does not, in a simplistic manner, contrast the
faulty folk or community memory to
history sanctioned by professional historiography. This brings us
directly to the metahistorical, or
the book. FIl anagan’s novels abound i
usually very much aware of the limitations of their craft and of the
inevitable fictiona |l or possibly mythological element even in their
scrupulously fact-conscious rendition of history.18 The ideas

El

e .

expressed by Flanagan’s historians ar

Hayden White, briefly mentioned above, with the important
difference that, at least in some of his writings, White seems to
celebrate — or at least legitimise — this fictional licence of the
historian and the use of history for political purposes, while
Flanagan is much more critical and pessimistic.19

There are two such selfconscious historians — metahistorians by
definition — on the pages of The Year of the Frenchhe above
mentioned Protestant minister Arthur Vincent Broome, author of
An Impartial Narrative, and the historical character of George Moore
(the grandfather of the famous novelist), who wrote an unfinished

Another example besides the work analysed here would be the fictional historian
Patrick Prenti ss fr om FI| anag aThe Benants of Timer i c a | novel

See especially Hayden White, “The Politics of

and De-Su b | i maThe €onterit of the ForniBaltimore: The Johns Hopkins
University Press, 1990) 5882.
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book on the Girondist party of the French Revolution. Both of them
enter the novel with fairly far -reaching ambitions in the historio -
graphical field, which are, however, frustrated in the end. Broome
begins his narrative as follows:

Some years ago, when | first took up the pastoral care of the wild and
dismal region from which | write, | was prompted to begin a journal
in which would be set forth, as | encountered them, the habits,
customs, and manners of the severa social classes, with the thought
that it might someday furnish the substance of a book with some
such title as Life in the West of Ireland

(16)

Although he promptly narrows his focus to the events of the rebellion
itself, he nevertheless continues with a lengthy and ambitious

exposition, which sets a detailed “st
I n hi s disillusioned recoll ections i
prompts Broome to ironically refer to himself as the would -be

“Gi bbon of May o, " famaolsleightegnthtcenturgni nd t he
English historian of ancient Ro me . H

even in the discussion of this illustrious figure whose diligent

methods in examining the causes of the fall of the Roman Empire

often served as an example to more mockrn historians. After

expounding upon the magnificent canvas of Gibbon, which reaches

“from Hell espont to the pillars of I
causeand reason is | ocked securely intc«
with a profound metahistorical passage, worth quoting in full:

Perhaps it had not been like that at all. Perhaps all had been chaos,
chance, ill-luck, perhaps even Providence, perhaps the ancients
were indeed punished for their sins, as was once believed. Perhaps
Gibbon is but a master magician, a rcerer of language, a Simon
Magus of stately paragraphs. Perhaps it is not Rome that we have
seen, but Gi bbon’ s i maginati on best owed
past rather than upon mountaintop or sunset or ruined abbey or
other romantic flummery. And the past remains therefore
unknowable, shrouded in shadow, an appalling sprawl of
buildings, dead men, battles, unconnected, mute, half recorded.
Perhaps we learn nothing from history, and the historian teaches us
only that we are ignorant .

(617)
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The image ofah st ori an as a sorcerer of | @
connection to the theory of Hayden White, who describes exactly
the same kind of imposition of rhetoric on the mute facts of the
past, an inevitable “violence of i nt
however, sees inherent value in rhetorical strategies of illustrious
historians such as Gibbon, and argues that they are able to secure
the immortality of their works even after their factual basis is
proved faulty, Flanagan does not allow for such a possibility. 20
The emphasis on fragments and ruins brings The Year of the
French to the proximity of another prominent theorist, Michel
Foucault, who in his introduction to The Archaeology of Knowledge
emphasises precisely the principle of discontinuity and argues for
a historical method which would fully acknowledge the fragmentary
nature of its raw material. Such a method should abandon the

noti on of “tot al hi story,” organi se
principle (as in Gibbon’s analysis of
in favour of “gener al history” whi ch

pretensions at completeness, show only legitimate relations

between various facts»1 n Foucaul t’'s theory, el oq

are transformed into opaque monuments — fragments and ruins —

and hispiorgs “tac@ the cond®tion of archa
At the end of his epilogue, Broome comes to the same

conclusion as Foucault. It is, however, far from detached theory,

but inextricably linked to the development of his character. As a born

Englishman, he comes to Hs parish in Kilalla full of pride in the

achievements of the British Empire and prejudices against the native

Irish. In the course of events, however, his attitude changes with his

growing attraction to the Irish -speaking culture and his inability to

draw a clear line between the concepts of civilisation and

barbarism. His final words in the book comment both on his

scepticism towards the writing of history and his sadness at being

unable to penetrate the world of t he

parts of a world only, parts of a history, shards, bits of broken

pottery.” (635)

2Hay den White, “1 nt er propgesohDiscounsBailtimoreHThe Jolms y , 7
Hopkins University Press, 1990) 58.

21 Michel Foucault, The Archeology of Knowledgegans. A. Sheridan Smith (London:
Routledge, 2001) 9.

22 Foucault 7.
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The other historian from the pages of The Year of the French
George Moore, comes to similar conclusions, but from a different
personal angle. He was a real person, to whom Flanagan was dawn

as, in his own words, he “was fascin
thinking about the French Revolution in the wilds of Mayo when
suddenly it is dropped wupon his door

surviving fragment of his historical
a strikingly modern way, upon the ways in which histories can be

written .” (430) Similarly to Broome, Moore, too, is initially

presented as an ambitious historian, firmly devoted to the time -

honoured maxim that a historian should always be an aloof
commentator, personally detached from the events he or she

describes, and from their political consequences.

Moore’s intention to write a book or
French Revolution is introduced with
a year now, he had been labaing upon an experiment, an attempt
to treat recent history with that meditative neutrality which other
writers bestowed upon the past. '(43) When, as a residing Mayo
landlord (one of the few Catholics to achieve such status), he
involuntarily becomes invo Ived in the historical event of the 1798
rebellion, he takes great effort to live up to his maxim: he refuses to
assist the local loyalists in the suppression of a Whiteboy outbreak
and, at the same time, strongly dissuades his young and idealistic
brother John from participating in the United Irish movement. In
George Moore’s uneven struggle not to
weapon is irony, according to White one of the four master tropes
underlying all of historiography, and the principal mode in which
most of modern history after Ranke has been written.23

For a long time, Moore also retains the belief that history stands
high above archaeology in its ability to trace relationships between
facts. After pondering upon a monastery ruin and the nameless
facesof figures carved on a tombstone, he concludes that similarly
to the ordinary peasants who perished during the rebellion ,“ t hey t oo
have slipped below history,” and conti nues: “History
mere shells of the past, hieroglyphic whorls. It was perceived
relationship, patterns formed by passion and power . {438)

23 White, Metahisbry xii.
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In the course of the events, however, it becomes clear that this is
a highly constructed viewpoint, which simply cannot hold as
Moore becomes more and more entangled in the nets of histay in
the making. His entanglement is chiefly caused by the fact that, as
one of the prominent United Irishmen in the county, his beloved
brother John is appointed by the Fren
and, after the suppression of the rebellion, faces tial and a probable
death penalty in Castlebar jail. It is precisely the reminiscence of his
brother that leads him to conclude the meditation quoted above by

a sudden turn to the personal signi fi
history was memory. History wa s his father. {439)

The c¢climax of Moore’s involuntary in
a way of ingratiating the government |

fate, he is forced to publish pamphlets aimed at persuading Irish
Catholics to support the Union with Britain. Although his support
of this political measure is genuine, he bitterly regrets having
compromised his detached position:

Never again would he survey the world from his balcony of cold
and superior amusement, judging, appraising, condemning. His irony,
in which he had taken pride as a function of his intelligence, would
become a shell, each year more brittle and more thin, a mannerism,
a gesture. John' s reckless folly had b
delivering him into a world which he had learntto despise.
(545)

Il ronically, George Moore’ s sacrifice
John dies in prison before he can save him. In the end, Moore
entirely loses his faith in the interpretative powers of history
writing and abandons his project of the histor y of the Girondists.
This is described by a powerful image, which, as in the case of
Broome analysed above, deconstructs the distinction between
archaeol ogy and history: “He had beer
puddle of history, muddy water frozen in the d epression of a woodland
path, dead leaves and broken twigs dim beneath its filthy surface .
(604)

It may seem from these failures that all we learnfrom F1 anagan
historians is the ultimate impossibility of writing history, at least in
the traditional sense. Yet the novel presents a tentative option of
escaping from this cul-de-sac, both on its thematic and formal level —

S
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the possibility of presenting history not as an organised narrative,
but as a series of verbal images, evocative and often interconneatd,
but never structured as a totalising entity.

The importance of the concept of image for the book as a whole
is emphasised by its presence in the opening passage, which
introduces the Gaelic poet Owen McCarthy, the principal character
of the novel, for whom the search for images lies at the core of his
craft:

[McCarthy] carried with him an inch or two of whiskey, tight -
corked in flask of green glass, and the image which had badgered
him for a week. Moonlight falling on a hard, flat surface, scythe or
sword or stone or spade. It was not an image from which a poem
would unwind itself, but it could be hung as a glittering,
appropriate ornament upon a poem already shaped. Problems of
the craft.

@

The passage is of interest not only since it introduces the idea of
image, but even more so because it outlines its limits. The image
can never function as a governing concept, from which a whole poem,

or a historical interpretation, “would
ambitious, al beit anmenitess Whemnf etchte, i
descri bed above is transfor med, i n MccCc

symbol of the whole rebellion, it leads to tragedy and bitter
disillusion. As McCarthy tells his friend and fellow poet Sean
MacKenna during the night before his f inal execution:

Do you remember that poem that kept worrying me? The moon and
the bright curve of metal. For a time, when the madness came on me
in Killala, I thought | had the answer to it, when | saw the curve of some
fellow’”s pike. @ ihdmadnbsa itselfile the dtump a r t
and the muskets and the banner of green silk. The image lay there
upon the dirt floor of my mind, and nothing would give life to it

(611)

Metaphoric images that can somehow capture a certain aspect of
a historical event are not only thematised in the novel, but become
part of its very structure, serving to illustrate many subtle points
that the book makes about the rebellion. One example out of many
might be the passage in which George Moore, who is walking on
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theshore of a | ake, deplores his brothe
involvement in the hopeless effort of the United Irishmen. The

passage ends with the following description of a natural scene:

“Some distance away, a wild swan fl oat
and calm. Her ugly feet could flail and trample, fouling the shore . ”

(207) This image, when connected to what preceded, easily acquires
metaphoric significance, succinctly s
sceptical view of revolutionary ideals, which may look be autiful on

the surface, but become a cause of much ugliness when put into

actual practice.

This central role of metaphor in a book full of irony has an
interesting p ar athdorg,| which nincoitrates e ' s
Giambatti sta Vico's i dd the mabtertropdstse pr ogr
circular, proceeding from metaphor through metonymy,
synecdoche and irony back to metaphor. The presentation of
history in The Year of the Frenaan be seen in this light as lying on
the interface of irony, which, according to Whi te, characterises most
of contemporary historiography, and the much more direct trope of
metaphor, which was prominent in earlier periods. 24 This power of
metaphoric images, although with acknowledged limits, is the only
ray of hope in a book which can otherwise be seen as entirely
pessimistic and bleak as regards the outcome of the rebellion, the
possibility of uni ty bet ween di ffer
population, the fate of Gaelic culture, or even the possibility of
studying history as such. It may ther efore be argued that metaphor
saves the novel from turning the trope of irony, brilliantly applied
to deconstruct both the narratives of Irish nationalism and British
imperialism, upon itself, and thus ending in utter nihilism. Despite
all the irony, the p ossibility of presenting history at least in some
form is asserted.

I't is possible to CdlervYearaftheeFrenéhat FI| an
a profoundly metahistorical book, which thematises on many levels
the problems inherent in writing histories of any kind. It is one of
the principal merits of the novel that it refuses to give easy answers
to difficult questions, such as the relationship between history and
myth, but strives to present them in all their complexity. The
underlying philosophy of history rem ains that of scepticism,

24 See, for example, White,Metahistory38.
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informed by the awareness of the fragmentary nature of the
historical material. The method of using metaphoric images, which

offers a tentative escape from this dilemma, can only give us
disconnected glimpses of the dark sea of higory. At the same time,
however, Flanagan does not look at history from some detached,
neutral viewpoint, as the character of George Moore vainly
attempted to do, but is painfully aware of the personal significance

of both the historical events themselves and their subsequent
interpretations.2The result of Fl anagan

therefore not empty historical relativism, an accusation levelled at
White, but a deeply ethical stance, clearly directed not only at the
past itself, but also at related problems in the present, such as the

conflict in Northern Ireland. The resultant combination of the

metahistorical and the personal transcends the dependence of the

novel on the “revisionist trend in |
The Year of the Fnehone of the most interesting and moving novels

ever written about the 1798 rebellion.

S met a

%The ethical probl ems connected with the histoc
traumatic events in the past are discussed on theoretical level in Paul Ricoeur,Temps
T Owld8EPUS w+ 7z bsotiguep PE T vk DwGHwd EPOwWHP Seuil, 198:



BEYOND THE BOUNDARIES OF THE SELF:
PADRAIC PEARSE’S THE SINGER

Maciej Ruczaj
(Charles University, Prague)

Deal ing with PThaSingdabkvayPreqires lmlarnsing

on the uneasy border between | iterary

play reached a wider public only after his death and thus,

inevitably, has always been read through the lenses of what

followed in the biography of its author. At the s ame time, the text

itself provided one of the most powerful and influential readings of

this chapter of Ilrish history and Peali
Moreover, this basic, confused relationship between the text, its

author and their reception(s) seems to be jug the most visible of the

mul tiple examples of “boundary crossi

basic level of the literary medium, The Singeris the only play by

Pearse written directly in English, following quite a substantial

body of Irish-language dramatic texts. At the same time, the

language of the play—as Mai re ni Fhilzahasthée n poi nt

di sconcerting quality of a “literal t

the more interesting when we consider

Admittedly, although it is virtually impossible to find an analysis of the Easter

Rising that does not mention The Singermost of the texts limit themselves to the

ritual invoking of the closing lines of t he play, without any further discussion of the

text as a whole.

Maire ni ‘Fhh a tcéodioim,i al moder ni s mModefnisnPand r i ck Pea
Empire eds. Nigel Rigby and Howard J. Booth (Manchester: Manchester University

Press, 20001163.
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characterised by atypeof “ I i ngui sti ¢c border” betwe
(Irish) and political (English) writing, a border that is crossed by

this very text. This may suggest that with The Singer(just as with
Pearse’s “English” poems from-the fin
“he Rebel"” arfg “‘wkhefimadolour selves on
where the cultural proposition of “ G
linked to the political compl ement of
of the man of letters and the political activist in Pearse — the author

of The Singer problematises in turn the question of genre. As a dramatic

text written in the run -up to the political performance of Easter Week,

The Singesseems— according to many critcs—-mor e of a “rehear

or “bluepri nt ”evdluian, revértiag andobharring the r
boundaries between performance and life, gesture and action,
metaphor and reality. 3
This essay attempts to disconnect— at least to some extent—the
text of the play from its direct historical context to concentrate on
the play’s protagoni st, MacDar a, t he
literature. Quite deliberately, this examination will seek theoretical
guidelines and structural analogies outside the context of Irish
Studies, relating the story of MacDara in the context of continental

Romantic nationalism and “popul ar Ni e
tension between the principles of individual freedom and collective
duties in Pearse’'s thought serves as

the relationship between the self and the nation. Contrary to the
common view, nationalism cannot be seen as a victory of the
collective over the individual; the processes of the emancipation of
the subject and national awakening in nineteenth-century history
and writing are often concomitant and in fact interdependent. In
the present essay, this new concept of nationalism is applied to The
Singer. The play is described as the narrative of the simultaneous
individual emancipation and national awakening, culminating in

a further stage in which nationalist messianism meets the discourse
ofthez E1 UOIL OQUEI

See, for example, Ben Levitas: The Theatre of Nation. Irish Drama and Cultural
Nationalism 18961916 (Oxford: Clarendon Press, 2002), 2245; David Cairns and
Shaun Richards, Writing Ireland: Colonialism, Nationalism, and W@ture (Manchester:
Manchester University Press, 1988) 110.
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I n September 1913, writing from his
Pearse expressed his |l onging f-or “a n
speaking John the Baptist, one who would go through the Iri sh
West and speak trumpet-toned about the nationality to the people
i n the #%Qohsticugosthe fict that the Irish-speaking West
would not produce such a figure in any foreseeable future, he
created one himself. MacDara, however, is much more than a Gaelic
arch-propagandist of the nationalist cause; | suggest that his story
be read as aBildungsdramaof the Irish national hero, a narrative of
the national awakening and simultaneously of the emancipation of
the self which (in terms of historical and sociological value) should
be set alongside other great contemporary Irish narratives of
emancipation: the stories of Christy Mahon and Stephen Dedalus.
Such a comparison may seem sacrilegious to preserntay critics,
just as it might have seemed sacrilegous (in the opposite sense) to
t he national i st critics a few decade
Connemara village, united to struggle against the Gall, may seem
the antithesis to the deeply ironic de-politicisation of the agrarian
vi ol ence i n S53ydrPgaese kimsdifaunder the name of
Mr Hughes, serves in Stephen Hercas a direct antithesis to the
emblematic emancipatory figure of young Dedalus. They seem to
form straightforward and mutually exclusive pairs, starting with
Christy, the playboy of the Western World achieving the final

|l i beration of the self and MacDar a, t
i mpl ements Pearse’s notion of “servic
any thought of the sel f.” Ne xt we hayv
artist “ftlhyei mgetfsrronmf family, religion

for individual fulfilment and Mr Hughes, a fanatic Irish -Irelander
preaching narrow -minded cultural unity and purity.
On t he ot her hand, i f we consider
pedagogical practice separately from his political engagements, we
encounter a very similar emphasis on the individual and the
subjective. In his literary criticism (within the context of the Irish -

Padraic Pearse, “ Holiticah Wiitihge antH SpeenhiéButadirg Maurisel
and Roberts, 1922)167-68.

On the de-politicisation of violence in ThePlayboy see Nicholas Grene,The Politics of
Irish Drama(Cambridge: Cambridge University Press, 1999) 9091.
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language literature), Pearse was a tireless preacher of art based on
the expression of the self. As an educationalist, he remained a promoter
of education derived from the idea of the cultivation of the individual
(and unique) self of a pupil. ¢

Shall we therefore assume that there are two antithetical Pearses
(as quite oftenoccursincontemp or ary cri ticism)? That |
P e ar-sagrogressive (ant-c ol oni al) moderni st and a
a prophet of anachronistic sanctified violence and organic collectivism?
Il nstead, we should probably foll ow Ge
paradox i ¢ a | nature of Pearse’s national.
between the collective and the individual:

Collective action, according to Pearse, did not depend on the

commands of an established hierarchy, but on an inner imperative,

which would lead differ ent peopl e in different paths
meeting place [..where] on a certain day we shall stand together,
with many more beside us, ready [..] for a trial and a triumph to be
endured and achiéved in common."’

“lI nner i mpwdlrita obvioueKa ntian echoes—again brings

us towards the same notion of the autonomous subject fostered in
Pearse’s |iterary and pedagogi cal wroi
context of political nationalism. Similar intimations of the

paradoxical foundations of his thoug ht can be traced as far back as

various “obituaries?” of the 1916 rebe
changed utterly,?” t hrough Arthur Cl e
oxymoroni c nature of Il r# ®mhwhat i€at hol i c
probably the most bold and insight ful description of Pearse as both

a “great Catholic?” and a “great Ni e

Padraic Colum.® All these utterances open up a complex theme of
the relation between Selfand Nation.

See, for examp!l &he PrBsk Literatyre 0OtheLGaelic Reyival, 18821
(University Park: Pennsylvania State University Press, 1994) 108,or Declan Kiberd,
“Patrick Pear s e Thelife and AfterlMeal .H. Raarseds. R. Higgins

and R. Ui Chollatéain (Dublin: 1Irish Academic P
Gal Ger son, “Cul tural Subversion and,”t he Backg
Journal of Contemporary Histo80. 2 (1995) 333-47.

Arthur Cl ery, “Pearse, MacDonagh SwdieViI@inenkett . A

1917) 21221.
Gerson 338.
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In his monumental biography of Nietzsche, Heidegger de lineates
the central process of modern philosophy, the emancipation of
subiectum,announced most prominently by Cartesian cogito, and
finding its climax (as well as its breaking point) in Nietzschean
philosophy. The nineteenth century is, however, the age of the self
in a more “popular sense: subbigctum s t he
as the autonomous, selfproclaimed and self-governing entity
leaves the cabinets of philosophers and enters the popular
imagination, articulated in novels, poetry and history writing. By
the end of the nineteenth century, the images of revolt against the
tyranny of class distinctions, official morality or political system —
which a hundred years earlier remained a marginal feature
(actually verging on insanity from the point of view of the
dominant discourse) — became commonplace. In its extreme form,
symbolised by Stendhal’s Julian Sorel
the self is established as the sole lawmaker and sensgjiver,
perfectly autonomous and desiring total control of i ts universe.10

According to contemporary Polish scholar Nikodem Bo ficza
Tomaszewski, a discernible pattern can be detected in the majority
of nineteenth-century narratives of the self, while not reaching,
however, the extreme position of the 2 ET1 UOI1 @ lycle of
psychological development starts with the discovery of subjectivity
and its gradual establishment, concomitant with the rejection of
limitations imposed by society and external reality, i.e. of the forces
that threaten the sovereignty of the subject. Nonetheless, the process
generates an unbearable suffering bor
|l oneliness.” This, in turn, often | ea
communal experience. And in the nineteenth century, the most
common harbour for the torm ented self was the idea of nation1!

According to Tomaszewski, national consciousness — as an
intrinsically modern construct — depends on the prior awakening of
the separate individual self and its emancipation from traditional
social structures and loyalties. Only the inherent interdependence

ONji kodem -Bomaszewski, AUGEeé Ew OEUOEOPOT EPSw / OPUUEODDIT
T PPDEEOOOT EPw OEUOGEOPT Nw bw ((w xOeé OPWwr ac? @ww Dw OF
Wydawnictwo Uniwe r syt et u Wr oct awdki ego, 2006) 53

11 Tomaszewski 58.
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of both processes can resolve the paradox of the nineteenth century

as both the age of the self and the nation. Drawing on numerous

literary and historical biographies of the period, Tomaszewski
construes &aioypnwpilcalrdbia a young mal e
to his Heimat,yet alienated from it by the convulsions of modernity

and passing through the process of selfdiscovery in total opposition to

and rejection of the external worl d.
resulting i n t he “cosmic |l oneliness
metaphor of death, leads to the desire for a reconstruction of the
relation to the “not I, " but on new ¢
gained subijectivity. One of the effects was a powerful drive to
“change the world,” i.e. to remake th
of the self, expressed in the Romant
Another was the appearance of the modern nation as a both

“i magined?” and “material?” fell owshi

indi viduals. 12

As Tomaszewski suggests, the problem with grasping the
relationship between the self and the nation springs from a priori
identification (derived mainly from Hobbes) of the nation as a subiectum
in itself, i.e. another collective self which automatically deprives the
individual of subjectivity the moment he enters the superior entity.
The concept of the nation, however, has its roots in the more
ancient understanding of communal bonds derived from Christian
political theology and its idea of th e community as a body
(somédcorpug. In Greek philosophy, somais a part of man separate
from the self and through which *“17
reality. It thus enables the establishment of a community without
denying the identity of each member. In Christian theology, the
idea of somédcorpusacquires a transcendental dimension: the unity
of the Church is guaranteed by the participation of each particular
body in the corpus mysticumof Christ. Furthermore, as Ernst
Kantorowicz's s e mistradeb, medeevalk jurisise mo n
applied the theological concept to the political reality, creating the
i mage of t he “ ki mr gnestemporalp theb aheri e s
mystical, with the second enabling each particular member to

12 Tomaszewski 52-103.
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participate in the community. 13 This concept leads to the notion of
the body of the patria — the unity of people and territory made
possible and guaranteed by the person of the ruler.14
Both theological and political concepts were essentially vertical.
The community was constituted and its perseverance guaranteed
through the person of the ruler (Christ/king, even if this was
t hrough their mystical, not earthly,
apparatus —onl 'y a king has™Amddérn natiobj ect i vi
retains the basic features of the theory with a significant shift:
through the process of emancipation of the self, everyone becomes
a king and participates in the mystical body of the nation to the
same degree without the need for mediation from a central,
unifying figure. On the contrary, the process reaches its fulfilment
with the “ apprpararby te indviddal, ie.f with
identification and acceptance of its every aspect (from language
and customs to | andscape and cl i mat e)

Now | would like to apply the concept of th e mutual

interdependence of the process of the individual emancipation and

the awakening of the national consciousness to reconstruct from the

textof The Singea “ spi ri tual bi ography” of its
MacDara's story provi deslnasativee x ampl e

of subjectivisation and nationalisation. The process of emancipation

of the self is structured as the gradual transcending or transgressing

of al | the external ' i mitations of th

basic characteristic is his nonconformist attitude — a typical feature

of a Romantic hero —which forces him into a series of conflicts with

various types of authorities: religious, political and communal. The

process of emancipation starts with the exile from his Heimat— an

atemporal village in Connemara. He leaves behind the basic

traditional structures of the family and the locality, with their

BErnst H. Kantorowicz's theory B$i wabdl dowBpOw
Bodies. A Study in the Medieval Political Theolofrinceton: Princeton University
Press, 1957).

14 Tomaszewski 106-110.

15 Tomaszewski 125.

16 Tomaszewski 125-26.
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limited horizons and set rules, which provided the existential and
intellectual framework of individual lives. Throughout the ensuing
journey, a | | other el ements I|linking him to
a man, he rejects the earthly love of a woman; as a teacher, he is
deprived of the love of his pupil; as a poet, he finally abandons and
rejects his vocation of a liemdider of s
from society and its most basic ritu
neither pray when | came to a holy well nor drink in the public
house when | had got a litle money. One seemed to me as foolish
as theother."”
The process culminates with the final transgression, rejection of
the basis of the individual and communal existence:

Once, as | knelt by the cross of Kilgobbin, it became clear to me,
with an awful clearness, that there was no God. Why pray after
that? | burst into a fit of laughter at the folly of men in thinking that
there is a God.

(118)

This newly acquired knowledge is, however, by no means a Nietzschean
“gay s dsiEmandpatiori reveals itself as a process consisting
of suffering, imaginatively described as the death of the ol d man or,
in terms borrowed from mysticism, as
night” of the deepest depravation and
Romantic text —Adam Mi c k iDEady (W@ Uk EO)i-thd Uz w$ Y
protagonist builds a tombstone to symbolise the death of his former
self and mark a new beginning, highlighted by a change of name
(from Gustavus to Conrad). Similarly, MacDara —depr i ved of a
il lusions” and his creative powers ap
way as “a wanderlt @), wicked spirit

I'n the case of bot h-ChdMnchidewndz Pe a6Gag
MacDara, the process of death and rebirth of the self are paralleled
by a movement towards “national i1 ur
abandons the microcosm of his native village, the source do his

Padr ai ¢ Pear s eThe Litérare Wriings af Patrick’ Pearse e d . Séamas

O Buachalla (Cork: Mercier Press, 1979) 10A34. Further references are to this

edition and are given in parentheses in the text.

And in fact, at the last moment, MacDara shrinks from becoming the lIrish -
countryside Zarathustra, saying t¢.]theimsel f: “w
hearts will be as lonelyas mine. ” (118)
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creativity seems to wither as a resul
away my heart was as if dead and dumb and | could not make any

songs.” (115) Neverthel ess, a gradual t
Heimat to that of the wider fellowship of the nati on is triggered.
Wher eas for hi's fellow “mountain me |

reached n o further t han OQughterard
progress towards Dublin is concomitant with the widening of his
“imagined community. Cruci asl I*yhi si t i
own " -ammost importantly — mapped, absorbed and articulated

in a series of poems:

The first song | made was about the children | saw playing in the
street of Kilconnell. The next song that | made was about an old
dark man that | met on the causeway of Aughrim. | made a glad,
proud song when | saw the broad Shannon flow under the bridge of
Athlone. | made many a song after that before | reached Dublin.
(11516, emphasis mine)

The people and the landscape, the human and topographical
element, all merge together into the first intimation of the corpusof
the patiaa What in his youthful poems was
for the people” and great anger agai
a material reality, gaining a corporeal existence.
In Tomaszewski’ s t heor vy, —eventifiredyimgaHeaviyy m
on religious symbolism — is essentially a secular and secularising
movement. On the other hand, in the context of Pearsean (as in

Mi cki ewicz’'s) nati onal di scour se, t h
constantly interact and merge. The final step towards the birth of
the subject is |linked to the symbol:i

time, the moment of illumination and reawakening is clothed in the
imagery and language of mysticism. The process of re
embracement of the Divine and a return to the community are
concomitant; they are in fact articulated through the single
monologue and a single set of images. The newly regained God
reflects the transformative and generative power of suffering: He is
the God of rMdabjleeneéloiniesas.” Yet, even
is also the tribal God of the Gaels. He is identified with the people.
The fact that the religious illumination merges almost invisibly
(and indivisibly) into the national illumination again seems
characteristically Pearsean. In his political pamphlets, Pearse
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provides only two metaphors for the community of the nation. The

family is an obvious metaphor, while the other —the Church —is

more complex.l® As stated above, the unity of the Church in

theological terms results from individual participation in the body

of Christ. At the same ti-rndeegtoitshe i mag
theological complexity and religious practice — bears an inherent

tension between the suffering human body of the Crucified and the

glorified mystical body of the Resurrected.2° That same tension is

now transferred to the national level:

The people, Maoilsheachlainn, the dumb, suffering people: reviled
and outcast, yet pure and splendid and faithful. In them | saw, or
seemed to see again, e face of God. Ah, it is a tearstained face,
blood-stained, defiled with ordure, but it is the Holy Face!

(119)

v

What i n MacDara’'s songs remained mer e
the national community is — after the moment of revelation —

exchanged f or a concrete materi al communi
“ Ihave lived with the homeless and with the breadless.” (119)
Contrary to the general secularising discourse of European

nationalism and similarly to other Catholic national discourses such

as Polish, this communion acquires a vertical dimension parallel to

the mode of existence of ecclesiai n St Paul " esorpusoncept
mysticum I n MacDara’s monol ogue, the con
through the participation in the splendid and defiled body of

Christ, even if He is standing here not for the universal

brotherhood of the Church, but for a particular community of the

Gaels.

©¥In* Ghosts,” Pearse claims: “Like a divine relig
of unity, of sanctity, of catholicity, of apostolic succession. Of unity, for it
contemplates the nation as one; of sanctity, for it is holy in itself and in those who
serve it; of catholicity, for it embraces all the men and women of the nation; of
apostolic succession, for it, or the aspiration after it, passes down from generation to
generation from t he Rdltcal Wntingsand Spéebh@l6s . " Pear se,
20 See Miri Rubin, Corpus Christi: The Eucharist in Late Medieval Chur@@ambridge:
Cambridge University Press, 1991) 302.
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The movement towards affirming both the individual and
communal identity fails to completely eradicate the vertical,
transcendent dimension, which leads to one more — final — step in
the process of the development of Mac
of boundary crossing, this time linked to a discourse of the
Romantic messianism.

The vision of the community of the suffering nation, est ablished
through participation in the suffering body of Christ, does not solve
the problem of the enormous energy generated by the
emancipation of an exceptional individual who desires to channel
this energy into the reconstruction of this (and this -worldl y)
community. The vision remains passive, whereas the inherent
characteristic of the emancipated subiectumis a will to act, to
actively change the external reality. The subject fulfils itself through
a deed as testified by the whole Romantic philosophy, from
Schelling to Carlyle.22* The deed f or t he Romanti c:¢
any human activity but rather the act of transformation, which by
i tself creat e #2Themimeteenthw ewdb b g. " obsessi
with the deed” can be eastallfepturatet ect ed
of Pearse’ s political writings, wi t h
“current generation’s reluctance to
politics of a “debating society,” whi
animal vegetation instead of exercising wi | | . Reading P ¢
diatribes against the majority who succumbed to the vision of
comfortable and respectable life as opposed to the rare

phenomenon of Man (with a capital “M

about the Nietzschean dualism of the Last Man andthe2 E1 UOI1 QUET
The tensi on bet ween del i berative r

power” i s dir ec tTheySingeghpough the debades i n

bet ween MacDara and his brother Colm
village about the legitimacy of the insurrection. 23 The philosophy of
the deed is articulated most explicit]l

21 Seelsaiah Berlin, Korzenie romantyzmiiThe Roots of Romanticignrans. A. Bartkowicz
( Poznan: -kaZ20®x36,124,93140.

22 Tomaszewski, 84.

23 And — it must be added — these debates inThe Singeranticipate very prophetically
the imminent disagreement among the Volunteers.



41

Aye, they say that to be busy with the things of the spirit is better
than to be busy with the things of the body. But | am not sure,
master. Can the Vision Beautiful alone content a man? | think true
man is divine in this, like God, he must n eeds create, he must needs
d o ][The true teacher must suffer and do. He must break bread to
the people, he must go into Gethsemane and toil up the steep of
Golgotha.

(117)

Again, in a typically Pearsean mode, the language and imagery of

religion and eternity is invoked only to be translated into the

political and temporary context. Following the model of Gnostic 24
revolutionaries of all times, MacDara transforms the politically

passiveme ssage of Christianity (“Vision B
desire to change this world. As in the case of the prophets of

Romantic millenarianism — Mazzini, Michelet and Mickiewicz - it

necessarily gives rise to the messianic imagery. From the point of

view of Tomaszewski ' s theory, it mi
confronted with a specific situation when the subjective

emanci pation and “national il T uminat.
one outstanding individual who absorbs into his self the whole

community of the nation. The Romantic millenarian nationalism of

(

Mazzini and Michelet acknowl edges the
peopley”, t he more conscious minority group
even | f both thinkers prefer t¥he vi si
Only Mickiewicz proposes a specific image of the individual

Redeemer—“ t h e -Wbarnd |, the organ of God’s re
mi ssion is “to |l ead the 6Theiscaneept and we
found its literary expression in Gustavus-Co nr a d , whoandc | ai ms:
motherland are one. / My name is Million / because for millions do

I |l ove / and suffer agonies,” and | at ¢

I love the whole nation.

| have embraced all its past and

coming generations, pressed them to my heart as a friend,
a lover, a bridegroom, a father.?’

24 |n a sense given to the term by theorists of the modern mass political movements
such as Eric Voegdin or Alain Besan ¢on.

25 Jacob Talmon, The Political Messianism. A Romantic Phadé&ew York: F.A. Praeger,
1961) 26265.

26 Talmon 272-73.

27Mi cki ewicz’ s text qudbland A Stady @ the tagdePedle and d e s
Literature (London: William H einemann, 1885) 246.
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MacDara echoes this attitude: “My hea
sorrow of mothers, my eyes have been wet with the tears of the
children” (the motif elaborated in Pe
puts it into practice —facing the enemy alone in a redemptive act of
sacrifice. The “bodily” metaphors of

i mage of C h—rat onae 'tosmertted dngl glorified — as the

guarantor of the unity and identity of the community of the

Church. In the final passages of the play, MacDara moulds himself

into a substitute Christ, offering his own body 28 — at once earthly

and temporary, and glorified by the act of sacrifice — as a similar

guarantor that the community of the nation exists. The language

used i n MacDar aone ménicandrée a pgpEecas dne ( “

Man redeemed the worl d”) is the 1 angl
theology that enables all humanity to participate both in the body

of Adam (and his sin) and the body of Christ (and his sacrifice). 2°

\'

Mac Dar a’ s-awayfronnhes yHeimatand back again — forms
a physical correlative to the more crucial spiritual evolution which
consists in a series of boundary crossings. The abandonment of the
native village is concomitant with the gradual repulsion of the old,
“unf drmeel f, cul minating in the estab
subject deprived of any social and spiritual bonds with society.
Secondly, there is an opposing movement of appropriation or
absorption of the external reality — the corpusof the patria now
identif i e d a s—irtorthie sed. Finally, MacDara transcends the
boundaries of his earthly, temporal, body, moulding it through the
act of sacrifice into the mystical foundation of the national
community.

Though often unbearably pathetic and displaying all the
awkwardness of PeaThesSingearemhinstaerucealr y st yl
text in Irish literary history, not only in the most commonly
invoked association as a “literary r e

We should notice the prominence of the motif of body in the final lines of the play,

from Maire’' s “there wildl be many a noble corps:
through the mention of Chri st “ehuonfg MaackDead ab esf o
exit, him “pulling off his clothes as he goes.’

1 Cor 15: 2122.
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but also in a more general sense as one of the key tas of Irish
nationalism. It exposes its innermost complexities and paradoxes:
the tension between the horizontal, democratic concept of the
nation of liberated individuals and the vision of the outstanding
Messiah figure (group) who reaches full emancipation before the
rest of community; the interaction of the individual and the
collective principle; and finally, the complex relationship between
the theological and the secular in the nationalist discourse.



FROM INHERITORS TO SURVIVORS: JOYCE,
KIELY, MCGAHERN, BANVILLE AND
MULDOON

David Vichnar
(Charles University, Prague)

The aim of the present essay is not (and cannot possibly be) to
provide an exhaustive account of the potentially inexhaustible field
of Joyce' s i nfl uenea fieWrof attionsadd | i t er a
counteractions, of crosssections and intersections, of permeation
and resistance. Instead, it attempts to reflect on the advantages and
drawbacks of any such undertaking, to sketch the coordinates of
any such field, and to map the particular field in question. The
reasoning of this essay is deductive rather than inductive, and the
particularly Irish focus will be secondary to its more general
concerns.
This essay deals with a topic that is doubly marginalised within
the vast majority of contemporary Joyce literary criticism. Despite
the re-historicising critical trends of the 1980s and 1990s (whether
new historicism, cultural studies or postcolonial studies), there is
little evidence that literary history and studies of literary inf luence
and reception have mameglgoe disusepandover com

atrophy” i n which Robert Martin Adams f o
reason, in Adams’ opinion, wasef that h
and are founded on observed similarities among writers,” and yet

“the way in which a particular Wr it e



45

species is precisely the | éHNwd i nter
importantly perhaps, the question of literary influence is one of
diffusion, dispersion and diversion, so much so that the very idea
of causality, underlying any real sense of historicity, ceases to
appl y: “Particularly when [ a writer]
predecessors, to whom he relates not only directly but through
second and third parties, his indebtedness being not to an
individual or two, but to a number of disparate figures in a number
of different cultur al strains [ .., t h
a b s u 7 Adthotigh this essay seeks to provide a more nuanced,
and hopefully fruitful, analysis of literary inf | uence, Adams
caveat looms in its background throughout.

Secondly, Joyce scholarship has- albeit with the two important,
if also rather obvious, exceptions of Samuel Beckett and Flann
O’ Br+4oevner whel mingly preferred to deal
rather than his contemporaries, and much less still his successors.
Thus, the | egions of “Joyce and X" bo
literary personage living and writing before 1900 (in the interval
from Homer to late Victorians or French Symbolists) are paralleled
by the meagre unit of only a handful of pioneering titles that can
claim to have, however slightly, disturbed the overall field:
Afterjoyce( 1 97 7) guoted above, Davyetd Hay ma
ultimately marginalised — edited volume In the Wakeof the Wake
(1978), and the encyclopaedic — albeit primarily focused on
reception through criticism and translation rather than through
creative response—two -volume compendium, The Reception of James
Joyce in Europeco-edited by Wim Van Mierlo and Geert Lernout in
20042Wor ks from outside the industry, s
broadly comparative Modernist Survivors( 1 98 9) , Augustine M
collection JamesJoyce: The Artist and the Labyrinita collection of
contributions on many issues not reduced to reception only), or
Di I | on J drishnRoetry mftess Joycérom 1997, have rarely

S

Robert Martin Adams, Afterjoyce: Studies in Fiction after Ulyss@dew York: Oxford

University Press, 1977) ix.

Adams ix.

In the Wake of theNake, eds. David Hayman and Elliott Anderson (Madison:

University of Wisconsin Press, 1978); The Reception of James Joyce in Eurgiee Wim
Van Mierlo and Geert Lernout , 2 vols. (London: Continuum, 2004).
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earned their due4AMor eover, even the chapter on
in the Mierlo-Ler nou't compendi um, whil e asse
position of Joyce in twentieth-centur y | ri sh writing,” f
“writers iR Irish” only.

Dill on Johnston’s work deserves to
length, forming as it does the only real precursor (known to the
author) to the subject of the present essay. Despite its title, boldly
proposing to rethink postwar Irish poetry as departing not so much
from Yeats as from Joyce, and its scope- dealing at length with no
fewer than eight poets (Clark, Kinsella, Kavanagh, Heaney, Devlin,
Montague, MacNeice and Mahon) and a handful of others in less
detail —Johnston’ s book of fers littl e by
negotiation of the joint issues of (Joycean) influence, tradition, or
genealogy. The only work by Joyce included in the abbreviation
section, and thus directly dealt with, is A Portrait and the only
substanti al engagement with Joyce’ s t
reading of t he tundi sh epi sode. Uns
influence emerges first and foremost by way of an exemplary life
rather than poetics or aesthetics:

A practical consequence of his celebrated exile was to make

Pari s, especially, a |iterary Van Die
such as Beckett, Denis Devlin, Brian Coffey, Thomas MacGreevy,
and John Montague | ived part, i f not

aligning of the Irish writer with the great European literary
tradition set a standard for eclectic reading and polyglot writing
that was not lost on these exiles or on poets of the next generation
such as Derek Mahon and Seamus Deané.

When it comes tyonfludnoey @ &'ttt of thet er a
mimetic hyperrealist, rather than linguistic experimentalist, that
Johnston’s account chooses to foll ow:

The “fullness of |ife” that Joyce brougl

commerci al class Yeats cdthedhestieroed as “pau

4 Morton Levitt, Modernist Survivors: The Contemporary Novel in Englaride United
States, France, and Latin Ameri@@olumbus: Ohio State University Press, 1987);James
Joyce: The Artist and the Labyrintad. Augustine Martin (London: Ryan, 1990); Dillon
Johnston, Irish Poetry after Joycénd ed. (New York: Syracuse University Press, 1997).
5Frank Sewel I, “James Joyc e’ sSThelRackptiaonefnJanges on  Wr i t
Joycel69.
6 Johnston, Irish Poetry after Joy&8.
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“pavements grey” t he poet woul d escap
attending to the meekest and poorest urban characters, Joyce
broadened the Irish writer’”s |l ongstandin
to an all-embracing literary democracy. [...] Secondly, Joyce's

faithful descriptions of mundane nonpoetic aspects of the city
encourage Irish poets, urban and rural, to create from the actual
details of their own lives.

(31; 33)

For Johnston, Joyce as an influence on Irish poets is essentially a writer

of autobiography unabashed by its most mundane or intimate traits

who chooses to live and write in the isolation of exile, enduring

“cal umny from [ his] audi ence,” a “ mq
writer’'s professi’”on&aB7)redpobhsufbhl ilXol
attempts to further refine this generalisation by bringing aboard

Joyce’'s “ideas on history, poi nt of \
lines of influence are consistently tentative at best:

In the decade following the death of Joyce, readings in his work may
have encouragedhe irony in MacNeice, the rhetorical evasions of
Devlin, and the role-playing of Kavanagh by which these writers
eased the burden of authority in their poetry.

(38, my emphasis)

Treatment of Muldoon’s poetry comes

Jbohnston’s study, i n #durously fomadbbok c hapt er
examining the influence of Joyce the cosmopolitan—“ T o w a Broadea
& More Comprehensive Irish Identity.”

with Mul doon’ s Quodfdiaisingot! |feocrt iioths “ ver si
the Irish tradition, which complements rather than supplants the

various versions of Kinsell a, Mont agL
t hat its method “suggests a new way
violence in the Irish tradition: by unmaskin g it and disclosing its

various universal aliases rather than by giving it a purely Irish or

regional character.” (272) In Johnston’s accoun
on Muldoon, and on postwar Irish poetry as a whole, seems to be

one of degree rather than kind:

These poetic versions of the lIrish tradition comprehend a wider
vision of the wuniverse and include in “t
identity” Joyce's sense pfantfightani ty’' s wur
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“bet we e n -and aimacracasm ineluctably congructed upon
the incertitude of the void."”
(272)

The paradigm shift towards Joyce yields a tradition and
genealogy barely different from that commencing with Yeats. In
Johnston’ s account , Joyce' s i mpact S
effect on any direct plane beyond the general expansion of both the
what and the how of Irish tradition, and his function appears not to
have gone too far beyond the example to live by rather than to

write according to, Johnston’s concl u
episode of Uly sseqotwithstanding.
I would Iike to begin by addressing

in a broader, theoretical, quasi-structural way, and complement this
broadness by a closely comparative treatment of one of its most
fruitful cases. Broaching the theme at a recent conference on
“Joycean Literature” in June 2011, at
Coll ege London, in a keynote speech t
Derek Attridge called for further analytical precision in
approaching this vast field, particu larly with regard to its location
and quality. The location is entailed in the question of which part of
Joyce’' s oeuvr&eOli Bd islgdhce —with thet Jboyee of
Dubliners, authors such as John McGahern or Com®i bi n come t o
mind; the Joyce of A Portrait is quite palpably behind Roddy
Do y | Raddy Clarke Ha Ha Haand a range of lesserknown lIrish
variations on the Bildungsroman as | wi || attempt to
paronomasia of guilt and his concept of typography as an error -
generating machine in Finnegans Wakeseems echoed in much of
Paul Mul doon’ s r ellyssestitispwer possiple to Wi t h
distinguish between the influences of individual episodes: to take
but one most recent example, the character of Molly Allgood in
J o s e p hn nO0 1@host Light with an ashplant in her apartment,
her mother’s saying “Bloom where you
cats peec h, al | point to Molly Bloom as
and “Pemrel ope.”

Given the sheer scope and variability of the sources of potential
Joycean influence, Attridge’s content

7 Roddy Doyle, Paddy Clarke Ha Ha HéLondon: Secker and Warburg, 1993).
8 Joseph O’'Gisthightflondon: Harvill Secker, 2010).
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by Joyce is one purposefully defending himself against his
influence, seems far from overblown. Though the 6 O1 U (ahdJ U U w
Ud E1 xbd ledibb, iher manifestations of the transmission— that is,
the forms of influence taken and how the writer has responded to
Joyce— can, taking a loose cue from Attridge, be grouped into four
types: the nod the echg the contest and the countersignature The
categories are to be understood as dllows: the nod entails tapping
into the immense Joycean reservoir of allusive, citable material,
reverential or not; the echadesignates the recall and elaboration of
a Joycean theme or technique, conscious or not and often parodic
(the early SamuelBecké t and F|l ann O’ Brcordest t op t h
lies in a rejection, successful or not, of the most broadly conceived
Joycean “style in favour of al | t hat
shaping this (the names of Aidan Higgins and John Banville are the
first to come to mind).
The last and most pertinent category, the countersignaturgrefers
of course to Derrida’s theomwhichati on o
bears on the related topics of originality and plagiarism as well as
influence — and denotes a coning to terms with Joyce that is most
relevant, if also the most difficuldt
the signature is not only the uniquely private expression of a similarly
unigue personality, but it is also always already part of the public
domain, a repeatable sign designed to function in the absence of
any such personality:

By definition, a written signature implies the actual or empirical
nonpresence of the signer. But, it will be said, it also marks and
retains his having-been present in a pas now, which will remain a future
now, and therefore in a now, in general, in the transcendental form
of nowness (maintenancg This general maintenance is somehow
inscribed, stapled to the present punctuality, always evident and
always singular, in the form of the signature. This is the enigmatic
originality of every paraph. For the attachment to the source to
occur, the absolute singularity of an event of the signature and of a form
of the signature must be retained: the pure reproducibility of a pure
event.®

9 Jacques Derrida, “ Si Margins of Prélosdphy famg. AlaD Bass e x t |, "
(New York: Chicago University Press, 1984) 30#330.
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In legal terminology, countersigning entails adding a second

signatory to a document for the purpose of verifying the authority

of, or bestowing validity upon, the signature. For Derrida,

countersignature designates everything that rewrites what is

written, that makes a signature what it is, remarking and remaking

it in the process. What makes use of the Derridean countersignature

mo st pertinent is its rootedness in |

J o y cUWysses in his 1984 Frankfurt Symposium plenary lecture

(transl ated and pubUhssedced mop hbhomek "f or 1
As long as, for Derrida, any text bears a signature, not so much

in its author’s psychol ogy, but rathe

marks that constitute it, then such a written structure invites

repetition, rewriting, countersignature. And it is this solicitation of

other texts — responses, commentaries, interpretations, controversies,

imitations, forgeries and influences - this generation of textual

links, that builds up whatis co mmonl y known as a “tr af
what Derrida chooses to conceptualise as an ensemble of

“countersignatures.” I n t he luci d ac
interviewer s, “the question of Joyce’

“generosity’”:

Will it make itsel f an invulnerable fortress, impregnable to attack

and outstripping, endow itself with a kind of omnipotence such that

no one, no commentator to come, can ever get the best of, ever
circumscribe and circumnavigat e “James
signature invite invention, novelty, something new, giving itself up

to innumerable, incalculable innovations to come?1!

Just like a signature — At tri dge’ s memor abl e addre
show — a work of literature is both private and unique, yet also

always public and deper sonalised, part of the genre and, as such,

a solicitation of other countersignatures, works of literature written

in its presence. The second half of the present essay will, then,
attempt to apply Attridge’s typology
response, beginning with three instances of writers critically

dealing with another writer, and concluding with a particularly

jJacques DyssesiGd a mo f h dames Joyce: The Augmented Nindu.
Bernard Benstock (Syracuse: Syracuse University Press, 1988) 275.

11 Deconstruction in a Nutshell: A Conversation with Jacques Deyreth John D. Caputo
(New York: Fordham University Press, 1997) 190.
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productive example of an Ilrish write
influence.
John McGahern’s essay, | acwthoutcal |y e

italicisation) begi n Dubliners toc@eorgear i n g J
Mo o r €he Bntilled Field two writers and collections close in time

and pl ace, but otherwise far removed:
and individualistic,” whil sentialyJoyce’ s
classical,” and so “to |l ook towards N
usef@auThi”s is arguably an oversimplifi

part, as it has been shown that Moore shaped his collection on his
European predecessors (Turgenev and, closer to Jgce, Flaubert and

Maupassant), and t hus was mu c h | ess
Mc Gahern would have wus bel i eve. Howe
tradition, we indeed have to look abroad to Flaubert, Chekhov, or

Il bsen. To this effect, MesGoaGQeergen qu ot e
Sand in order to tease out the simila

methods. Hence, a reading of Dubliners follows, based on the

premi ses t hat Dublifeeis tha peopedeveants, and

places invariably find their true expression” and t hat “everyt
important in Dubliners because it is there and everything there is

held in equal importance.”  (68) &lose readings of passages from
“Counterparts and Grace” ensue, i n
concluding remarks:

[PJun, coincidence, and echo are used as a writer of verse would use
the formality of rhyme [...], drawing together the related instincts of
the religious, the poetic, and the superstitious. The prose never

draws attention to itself exliept at t he
enters our imaginations as stealthily as the evening invading the
avenue in “Eveline.” I'ts classical bal a

expression [...] Joyce does not judge. His characters live within the
human constraints in space and time and with in their own city. The
quality of the language is more important than any system of ethics
or aesthetics. Material and form are inseparable.

(71)

Mc Gahern’s account bl ends acut e cri
managed close readings with some gross oversimplifications (in
particular, his claims concerning the self-expressionless style or lack

2John Mc Gaher n,The'ARist &ndthe habyristh64.
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of judgmental/moral perspective are highly — and quite easily —

contestable), while maintaining a reverential tone throughout.

Thus, alt hough Mc Gah e rtsnon stylesseemédopi ng st
reflect more his own short story output, or, what he believes to

have gleaned from Joyce, rather than the complex textual effects of

Dubliners themselves, his contribution is valuable in one respect in

particular: in acknowledging the f oreignness — i.e., non-Irishness —

of Joycean tradition, its literary cosmopolitanism and
internationalism: a rare enough phenomenon in the current,

particularly postcolonial, critical dealings with Joyce. As a whole,

Mc Gahern’ s pi ece drasitudafordhe patentialdis nod of
precursor’s writing seems to have opel

In “Joyce’s Legacy,"” Benedict Kiely
experience of writing “in [Joyce’ s]
experience whose allpervasiveness is best dested to by a comment
on Liam O Fl aherty, who is said to ha
had never 3 Igietyi reverges thé usual direction of the
exchange t o speak of Joyce' s Il ri shni
isolation, deliberate choice of exile, s | ence and cunning”’
with “a great deal of the varied furni

three of the most remar kabl e novels o
“shaped by wvarious manifestations of
hard pride of Parnell down to the loud-mouthed intolerance of the

Citizen in Barney( 4&Ki)erkharn’Ki eluy, an ur
of Joyce’' s s-ginHisicoustny ainsl countrysnen can be

gleaned from his correspondence with Grant Richards, the English

publisher of Dubliners, whose tone “moves from
tolerance of a man trying to reason with the obtuse, to the

downright anger of a man whose arguments have been blunted

against dunderheads” (51), already fo
against censorship. In a bird’ s eye view of Joyce’
development, Kiely stresses the importance of its Dublin-

centeredness (if not Ireland-c ent er edness) : Joyce' s
forget t he c tknown ’‘self-identiBcatiomv g(dlréady

observed by Frank Budgen) as a Dubliner much rather than an

Il ri shman, coupled with his double ref
the dogmas of one artistic school?” a

BBenedict Ki el y, The Artistyanddghe kabyirddfla cy , ”
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church.” This mixture of <c¢clinging to
various heresies all contributed to the making of “the mo st
insatiable experimenter in the history of the novel .” ( 55) Contrar
to the misgivings of “most readers” |

folly,” Kiely insists BmmeganbWakar uci al
the entire oeuvre, as, for him, Joyces “one of those writ
must be followed alltheway .” ( 58) Ki e IWakepseedtings es t he
that

with all its oddities, obscure symbolism, associative words, melting
into character, and of all characters into mist and nothingness, with
its extreme adherence to doubtful philosophical and historical
theories, Finnegans Wakeés one of the most remarkable works of
genius in modern literature.

However, this praise is soon enough paired with critical
qualification,

[a]s a record of mankind the book is very likely a failure, because of
that doubtful cyclic theory of history, because Joyce, being a great
laugher and not a philosophic historian, being also a pedant, buried
his meaning under a million pedantries and a million puns,

and concluded with do wnright pessimism:

It may be that Finnegans Wakevas in the art the terrible mistake of
James Joyce, because it offered neither to himself nor to younger
writers any outlet from the circle, charmed but vicious, like the
snake eating its own tail.

(60)

Thus, Kiely’'s i s a probl ematic tribu
scepticism, and ending on a note of explicit critique, bringing a charge

of artistic uselessness. Nonetheless, its critique, for all its seriousness,

is aimed at merely one — however important — of the trajectories

taken, and products created, by Joyce’.
of Joyce’s life in his art, and of hi
countrymen, mapping its individual stages and defining the
uniqueness of its whole, Kiel y’' s article acknowl edge
Joyce's reputation, and can thus be
areverential nod and a full -fledged contest.
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The change in tone of Banville’s col
very onset of his ¢hSntmewpenirmgpganbitof Joyce,

The figure of Joyce towers behind us, a great looming Easter Island
effigy of the Father [...]. When | think of Joyce | am split in two. To

one side there falls the reader, kneeling speechless in filial
admiration, and love; to the other side, however, the writer stands,

gnawing his knuckles, not a son, but a survivor. 14

The Joyce of Banville towersbehind not over, contemporary writers,
who no longer pare their Dedalian fingernails, but instead gnaw
their knuckles at whatthey * ve been given to survi ve

on to chart a binary opposition of “u
samples are Catullus, Piero della Francesca, Beethoven and Henry

James) , “t he s t-consgogsl omas,sthe sehtimental s'e | f

whose work is “exoskel etal.” I n contrast
haphazard quartet (Virgil, Vermeer, Mozart, James Joyce) produces

wor k whose “metbhgldsi aviesiwel &,” the gre
art “rests in the f actlosgdfi..]mystesous, i n an
atfitsjcore ” and there is somet(M) ng “uncann

Now, the problems posed by such a binary when applied to
Joyce' s text s todbe swept aside egeh for Banvije
himself, for it is precisely their self-conscious de/re-
construct edness that ranks among the def
texts. What writer, asks Banville, could have been more self-
conscious than Joyce? And what writing was more of the process
than his? At this point, Banville invites us to consider the
“evidence”:

What is it, in Ulyssesand Finnegans Wakg..] that compels our awed
attention? | s it i n t he former, t he
conveyed through Bloom and Stephen and Molly and the myriad

other characters, so that we seem to look at ourselves, as itwere,

through the wrong end of a telescope, dainty, loveable, and

wonderfully clear — is this what brings us back, over and over, to

Ulysse® [...] In Finnegans Wakeis it the element of the crossword

puzzle that attracts us? [...] The more of it we decipher, the more we

“use it up.” Oof cour se, it i s not serio
who has ever completed a crossword knows that curious, ashen

“John Banvill e, *“ BheArtsianddhe fabyiitty3J oy ce, ”
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sense of futility, of nausea, almost, that comes along with the
“solution.” [...] Wsecinaes as aboatldlysseg : what i ¢
and Finnegans Wak&- what quality is it in such works that prompts
us to set them up as canonical? [...] What constitutes the quality of
the numinous in them? What is it that speaks to our need for texts,
for Holy Writ?
(77)

Banvi l |l e’ s answer , i nsi st elosarg vy , i s
accompanied by the quality of strangenessand (though without
reference to Russian formalism) estrangementThe process by which
this estrangement ushering in “a diff
which allows the thing its thereness, its outsideness, its absolute
otherness” comes abtgaut Banvilllter aslkse
Dublin ever spokerso vividly as it does in Ulysses in the Waké& And
yet, from such works, what do we know, that we have not always
known?” And answers: ™ NOT®) ng, except

The most pertinent question, then, remains whether it is
productive, or even possible, to speak of a style with Joyce. There
had been one, Banville notes, in Dubliners A Portrait and the

Telemachiad of Ulyssesbut it was a styl e-of Joyce
worse, depending on your opinion of the rest of Ulysses and the

Wake " and the transf or matA Rorraittorh at t oo
very early on in Ulyssesi s considered to be “one
mysteries of Modernism.” (79) This transformatio
mi nd, endowed Joyce's writing wi t h
conceal ment of, a uni—fndiidthisabsemce gni s abl
t hat gives to Joyce’'s worfikghtehingt s pecu
authority.” The authority derives froi

[Joyce] is one of those writers... or should | say,he is a writer(for he

is probably unique) whose work is utterly free of solecisms, of

errors of judgement, of mistakes: for such things, should they seem

to appear, are immediately transformed, by a sort of continuous

chain reaction, into inventions | happen to think that a formulation

such as “The heaventree of stars hung wi
is pretty ghastly, yet when one comes across it in its context, the

surprise of it, the — possible —humour of it, the ambiguity of it, leaves

one breathless. [...] Do not mistake me; | am not criticising. | believe

the trick that Joyce pulled in creating at least two great, closed
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wor ks of art out of an aesthetic that seemedo descend from the
ethereal to the earthly, is the true mark of his genius.

(80)
Thus, Banvill e’ s i sagntestatprgpraise; fordim,c o mp | i ¢
not only is Joyce’'s infl ueuwersaity over pov
and stylelessness erodes, subverts, and stymies attempts at
constructing a particular style, but Joyce’'s art is ul
for others, since its example, for all its virtuosity and vision, has
little —ornothing -t o t each. ,“"Asc oancrleuaddeesr Banvi | |

only applaud. As a writer, | feel, to paraphrase Simon Dedalus, that
| have been left where Jesus left the Jews$ (81) Oof Mc Gaher
Kiely’”s and Banville’s essays, t he |
extreme, and hence also themost problematic —a case in point of a
contestatory coming to terms with a precursor whose greatness is
not only a reservoir of further potential, but also a hindrance to be
sidestepped.

Paul Mul doon’'s engagement with Joyc
forms of critical nods and echoes, but most importantly, also that of
artistic countersignature. The fact that, following a series of prose
writers, a poeti s di scussed as “countersignin
deserves some substantiation beyond mere reference to Johst on’' s
precursory example. As Adams and others have shown, although
Joyce studied novelists, both modern and traditional, the authors
who had the most profound effect on his imagination were not
generally writers of prose fiction. Joyce himself fashioned his own
literary tradition chiefly, with the sole exception of Flaubert, on
poets (Homer or Dante), dramatists (Shakespeare or Ibsen), both
(Goethe) and non-literary artists/theorists (Vico, Wagner). Finally,
to read Joyce’ s her i trimgnal poehhadthee f or m
convenience of disposing with the traditional baggage of character,
plot motifs, narrative procedures, done to death in most
conventional accounts of prosaic influence, and focus on what Joyce
himself considered crucial: style Following Johnston, to read
Mul doon t hrough t he prism of Joyce’
sidestep the troubled issue of- Yeats
century Irish poetry, and also to suggest a prose-poetry crossover
which opens up new pathways for a cross-genre dialogue.

’
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Her e, Mul doon’'s recent poetic work
would like to begin with the essay collection To Ireland, 15 which
contains one of Mul doon’ s—afexplictcr i ti ca
treatment and use of his work. In a passagedoubly relevant in that
it expands upon, thinks through and expresses explicitly what lies
buried deep in the pile of amassed Joycean detail, and also points to
his own understanding of the troubled relationship between poetry
and politics, Muldoon notes t he par al |l el bet ween Mic
unromantic employment in the gasworks and his equally
unromantic death.

This “Eriny,” Muldoon notes,
which we shouldn’t fail to miss on thi
device used by Joyce tondeedsstory®f t hat “ The
‘“public I|ife,"” in which Joyce undercut
nationalism, revelling in the very thing
effective way of addressing an issue raised by Gabriel, confronted
by Miss | vor snted wotsa&yrthat‘literetureweas above
politics.” Joyce knows that® | iterature i

As critic John Kerrigan has pointed o

of the pen in the exhortation against
manoeuvre wi t h whi ch to “hinder as wel |l a
identification with the views of Joyce, rather than with those of his

character Gabri el Conroy” in that the

it revels in, leaving the reader uncertain how confident the poet is
in what he convincingly —but he knows simplistically —as s e%¥ t s . ”
Mul doon’'s | iterary oeuvre is marked
identification. Two crucial parallels can, nevertheless, be
pinpointed at the outset: it is an oeuvre purposefully and
provocatively immersed in experimentation (both conceptual and
linguistic) and the limits, as well as horizons, of obscurity; and, it is
an oeuvre from, and of, a personal and literary exile. Here, | will
glean Joycean signatures as they are countersigned in Mil doon’ s

15 Paul Muldoon, To lIreland, | Oxford Clarendon Lectures of 1998lew York and
London: Faber, 2008).

16 Muldoon, To Ireland, 166.

7John Kerrigan, “Paul Mul d oo n’ sMadog” aaclkellt : Muddl i
(Dec. 2002) http://jacketmagazine.com/20/kerr -muld.html , 25 Aug. 2011.
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three recent poetry books Hay, Horse Latitudesand Maggot8 leaving
aside, among others, his Madoc: A Mystery by*common consent,
the most complex poem in modern Irish literature [...] —a massively

ambitious, histor i olgbriranpiriy iwithaldyceanet af i ct
nods and echoes. The point, here, lies elsewhere— the three
exampl es chosen her e ar e me ant t o

reworking of three essentially Joycean topics: the error, the
catalogue and, most generally, structure and structuring.

Acase in point of Muldoon’s counters
collection Hay, “Errata,” p r oamlish @aem ofi n t hat
typographical corrections, it sums up the overall concern of the
collection as a whole — error, particularly in relation to

intentio nality. The questions posed by this error list concern their

origin —-wer e they made by Mul doon himself
somewhere in translation/transition? — as well as their status as
mistakes — were they simply made, or were they made as mistakes?

Thus, not only is “Errata” concerned
facet of error, leaning to the view Joyce shared with the
psychoanalysis of his day that mistakes are possessed of a deeper,

cryptically loaded meaning, but the text also seems to thematiseas

literature the concerns of much of the genetic criticism dealing with
Joyce’'s | at e whbinnégans Wakdnratiditian tolthase,l vy
“Errata’” as a poem goes even beyond
relationship between error and rhyme. That errors of ten rhyme is

a truism self-obvious enough, and the view of poetry as a medium

of mistakes (with the poet’s rhyming
error) harks back to Plato, but Muldoon seems to transcend these

shibboleths to inquire into the possibility of poetic redress,

endowing his mistakes with a dimension at once painfully and

meaningfully personal:

Paul Muldoon, Hay (New York: Farrar, Straus and Giroux, 1998); Horse Latitudes
(New York and London: Faber and Faber, 2006);Maggot (New York: Farrar, Straus

and Gi r ou x, 2010) . Though, certainly, in none of
his engagement with Joyce as expl i 200% as in |
chamber opera, The Antient Concerta sixty-mi nut e “dramatic recital?” t
the eponymous Dublin concert hall in August 1904 when, legend has it, John

Mc Cor mack was Joyce’'s opponent in the tenor cor

John Goodby, Irish Poetry sice 195FLondon: Manchester University Press, 2000) 296.
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For “Antrim” read “Armagh.”
For “mother” read “other.”
For “har m” read “farm."”

For “feather ™ read “father.’

For all its syntactic simplicity, the ju xtaposition between lines one

and two ushers in a whole series of distinctions: the one topological

and Irish, the other English and personal; the one conceptual
stressing the substantial difference between two almost adjacent

places (and, Kerrigan suggegs, also implying the likelihood that

“the poet’s border obsessions might
make him mistakenly correct what is for him the less familiar

r e a d #¥)ntle "other typographical a lapsus calamilt is possible, in

fact, to read all the lines in the text as invitations to introduce as

well as remove mistakes, which consequently become alternatives.

Similarly, any reading of Finnegans Wakéds an exercise in the
reader’'s editori al intervention in
as writing, paradoxically, by subverting typography as the

apparatus of solidified and codified meaning - this, Kerrigan
observes, because an *Errata’ i st
invitation to cross words or 2Zjnust |
addition to their conceptual richness, the emendations also reflect

the turns of Mu | d o o n- streaming rfromathet i st i
epicentre of “Errata,”

t h

i
et

C

they seem to i

t hat in “Brucke Bvwyer'i ngeeeegmdbdoonfs M

American exile from Ul ster: “So it

Susquehanna, [/ the Shamnhon for the
Just as Joyce’' s catal ogues (in,

episode or 1.5 of the Wak§ thematise their exclusions as much as

their inclusions, frequently revolving around some empty centre,

Muldoon comes up with multiple variations on the topic of listing.

The eponymous opening piece of Horse Latitudesconsists of

nineteen sonnets, composed— Muldoon himself has revealed — as

the US invaded Iraq, each entitled with a toponym of a famous

wa
S h
fo

battle scene (alll b e g-iasihto suggestthet h t he

2Mul doon, HMag87/r ata, "
21 Kerrigan.

22 Kerrigan.

23 Muldoon, Hay 41.
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mi ssing” Baghdad) where horses or m
Interspersed within those battlegrounds are accounts of a personal
“hBttle” with cancer, as wel | as a com
Bush regime.

As James Fenton has suggested,he principle of organisation —
I i ke t he port mant eau Wakesetandi kisu e i n
jocoserious use of the Humpty Dumpty motif — harks back to Lewis
Carrol |l and “The Hunting of the Snark
Bellman, Beaver, Butcher and so forth hunt an entity called
Boojum.24 The parallel transformation of their influence is that both

Joyce and Mul doon empl oy OGCwmdplagl | s pr
to aesthetic, even political, ends. Surpassing even Carroll, and
countersigning Joyce, t oo, i s Mul do

brimming with blends, neologisms, nonsense and nursery rhymes:
from the obsolféecdrtd” “ proudeip-mi | dl vy
hirple” fbetbedf abk ujant and whino-vhaisJ i m
| where the whalers still heave to / for a gammy-g a m, ” whi |l st
conservatively heeding the dictate of the occasional (and more
often than not, mul til i nguaalllerrar hy me,
cotta” contrasted with the seriousne:
Hypersar®x oma. "’

The last Joycean countersignature, one of structuration,
encapsulates the two above, as both the possibility of error — and
correction— as well as that of listing —and omission- imply a closed
structure within (and only within) the bounds of which these
binaries can be put into practice. Joyce, notoriously, gravitated
closer and closer towards circularity
Sisters” t o “ T kele Furdy ead dDublineksi © htlae
“ri ver r unWakednf hist2@l@ collection Maggot Muldoon
explores circularity on the micro level of individual poems. Again,

the opening poem entitled “Plan B” is
sections begins with an adaptation of the last line of the preceding

one, ending with an image of “a book
har king back t o t he opening Il i ne “ 0

compl eti ng t he -tstending’it,sas icwene,omwits awni t vy

24James Fent on, “ A PokeoeimnThet GuardiarRy ©ct 2006 h a P
http://www.guardian.co.uk/books/2006/oct/21/f eaturesreviews.guardianreview6,
25Aug. 2011.

25 Muldoon, Horse Latitudes3-4, 53.
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head.?s It is crucial that the operations are those of adaptation or
paraphrase, and not mere repetition; thus, the poems offer
rereadings and rewrites of themselves. The circularity can also be
regarded withinonesingle-page text: the poem entitle
sonnetwi t h a procession of simidfes (“Lil
this-world ear... / Like the ever-unfolding trunk of the elephant in
the room... / Like the scrolled-d o wn t ai | of a capuchin
ending on a pun that har ks blastk to t
track of wh?2re she’s at.”’

What has hopefully emerged from the three examples above is
an illustration of the complex and idiosyncratic nature of
Mul doon’s reworking, rewriting, and c¢
crucial Joycean themes. That any engagment with concerns overtly
Joycean can be a hazardous venture has been amply proven by the
three authors-disguised-as-critics above; and this also still remains
an issue in some current Muldoon criticism: for instance, the Wall

Street Journalreviewer wri ting on Hay war ns , “ Mr . Mul doo
example shows just how dangercus it i
However dangerous t he swal |l owi ng, MU

demonstrates just how much there is to chew on, digest and
regurgitate.

26 Muldoon, Maggot3, 9.
27 Muldoon, Maggot74.
28 Wall Street Journall3 Apr. 2001.
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“CLOSED COMMUNITIES™:
KAFKA IN THE CRITICISM AND LATE POETRY
OF LOUIS MACNEICE

Nils Beese
(Trinity College, Dublin)

This essay will examine the influence of Franz Kafka on the late

poetry of Loui s Mac Nei ce. By analy
towards Kafka in his critical w ritings, it aims to show how
MacNeice’'s aestheti c The Burnmg BercHisj n a | c

stylistically and thematically, greatly influenced by Kafka. As will
be highlighted, MacNeice's choice of
literary authority is not random. He is carefully selected in order to
find a way to explore themes dear to MacNeice at the end of his life:
childhood fears, anxiety about personal isolation and claustro -
phobia in a dehumanised society.
Varieties of Parablehis posthumously publi shed Cambridge
Clark lectures, were out of print until 2009, which suggests that
MacNeice the critic has thus far been disregarded. This neglect may
be due to a grudge against the poet
are falsifiers in that they try to d isintricate the value or essence of a
poem from t he! AthowgmBen Howvardl ¢lainis that
Mac Nei ce’ s apparent objections t o I

S

o

w |

rat her in “hi s awareness of 2critici

Louis MacNeice, The Poetry of 8. YeatgLondon: Faber, 1967) 15.
Ben Ho wlathd Shadow of the Gasworks: Louis MacNeice and the Critical
Of f i TheSeWanee Revi®®.1 (1991)63.
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MacNeice was convinced that criticism was inevitably imprecise

and flawed in its evaluation of poet |
Mac Nei ce says, “i's a maker, not a re
should be not so much the mout hpiece
conscience, its critical faas | t vy , its gehnleisthimfear i nsti nc
of reductive critical systems that |
that “the man who reads a poem and | i |

too subtle 4or criticism.
All of this seems somewhat problematic when we consider that
MacNeice wrote criticism himself. Apart from Varieties of Parahlén
which he stresses the importance of parable writing for his own
poetic works, he also produced Modern Poetry(1938), a reflection on
contemporary poetry with his own experi ence as a poet in mind,
and The Poetry of W.B. Yea{d941). Despite the ostensible academic
nature of these works, however, MacNeice confesses in Modern

Poetryt hat “a man who writes poetry hi
prejudiced when he comes to criticise poe t 5 gntl concludes that

“ do not , therefore, profess t o at
objective, or hi storical €The dtyleci sm of

of Modern Poetryis aphoristic and idiosyncratic — MacNeice rarely

attempts to be objective, but, as Walter Allen suggests, to derive

critical authority | argely?7“from his
Al l en also argues that Mac Neice’' s *“

autobiographical: whatever he writes springs out of his own

experience of poetry as reader andw r i t8@&his.a¢cords with some

statements by MacNeice—f or exampl e, when he decl

content of poetryanameshaaut‘lofterafg,

should al ways be plartly biographical .’
A subtle reading of Ma owsdnsights’ s cr it

into his life and poetic practice. Varieties of Parablehe last book of

Louis MacNeice, Modern Poetry: A Personal Essé@@xford: Clarendon Press, 1968) xxi.
MacNeice, Modern Poetry53.

Louis MacNeice, Selected iterary Criticism of Louis MacNeiceed. Alan Heuser
(Oxford: Clarendon Press, 1987) 5758.

MacNeice, Selected Literary Criticisr8.

Wal ter All en, “ MaimneN¥as Awvay: Ehe Walld aof LlouiscVMlacNeieds.
Terence Brown and Alec Reid (Dublin: Dolmen Press 1974) 57.
Al l en, “MacNeice as Critic” 55.

MacNeice, Selected Literary Criticisra8.

10 MacNeice, Modern Poetry75.
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criticism is, for instance, of crucial importance to his last poetry
collection, The Burning Perchas both were composed at the same
time.1t Although Varieties of Parablhas been criticised for its loose
terminology, as well as MacNeice's ov
of the writers he addresses?? it is stil — | would argue - an
inval uabl e source of reflection of
discoveries and influences.

From the beginning of Varieties of Parahleve are told of a personal
devel opment in MacNeice’s own poetic

I n poetry as a writer | have [ ..] confin]
external world and therefore at times bec[ome] a journalist rather

than a creative writer. In the 1930s we used to say that the poet

should contain the journalist; now | would tend more often to use

‘contain’ in the sense of control or |
more concerned with is thhalt..]' irnencgewi rceosn f |
metaphorical writing. 13

This indicates not only a clear break from MacNeice the journalist;
it also suggests a shift from empirical focus to spiritual endeavour.

As he says, “what I myself woul d now
would be double-l e v el po-e“ttrhye k(i8nd [ of writin
on the surface may not look like a parable at all.” -8)2

Before analysing how this shift can be felt in his poetry and
what role Kafka occupies, | will first look at the main argument in

Varieties of Paable as wel | as Kafka’s role in |
gener al . The wuse of the word ‘parabl
MacNeice is concerned with linguistic confinement — with the

di fficulty of expressing ideas and fe
the word ‘“parabl e’ and it suggests so

my purpose, namely the parables of the New Testament. On the other
hand the other possi ble words seemed

11 MacNeice wrote both works in the early 1960s. Varieties of Parable@as composed in
1963 andThe Burning Perctbet ween 1961 and 1The@BBrmingPdrch not e “ Or
for The Poetry Book Society Bulletin as MacNeice’'s biographer Jon

“must have been one of the Il ast things he wro
1963. " Jon L&usMacNeedonddn:yFaber, 1995) 480.
2Al'l en, “MacNeice as Critic” 60.

13 | ouis MacNeice, Varieties of Parablgambridge: Cambridge University Press, 1965) 8.
Subsequent references are given in parentheses in the text.
“The t @arablswriting” a malble-level writing ” will be used synonymously.
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Thebi bl i cal connotations of syparabl e’

at the same time, other less fitting words — symbolism, allegory,

fable, fantasy and myth —can al |l “be squeezed unde
of ‘“patatflze A definition of ‘“par abl e’
can be “squeezed” under i$the OEDs ar gua
explanation that Mac Nei ce bases his ¢

the Oxford Dictionary;, ‘“par abl e’ means ‘any sayi
which something is expressed in terms
adds, ‘“any kind of elfi gnat iMacoNeidaer kt

relies on vagueness and on the refusal of precise meanings. This is
another example of the break from the straightforward precision of
journalistic writing, which *“in the
played out and no longer satisfies our needs.” ( 2 6 )

The move away from journalistic writing involves a struggle,

however . Di scussing Kat hl eestevel Rai ne’ s
writing, “which postul ates that in all
upper, linguistic layer, whose symbolic counters ar e wor ds’' |, an
| ower, symbolic layer [ .] that has | i
stresses that his “first reaction to
uncomfortabl e.” Subsequentl y, he WO
appropriate “f or lmselfwithtsemethitgahatc oncer n
has Ilittle to do with words at all”™ a

“here we <confront one of the eternal
express himself because he cannot express himself (55) - Doubl e
level writing seems to come closest to solving this essentially

unsolvable dilemma of finding the right expression for complex

human feelings.

Interestingly, this concept is pref
Parabl es.” A parable on parabl es, t hi
question of whether parables are applicable to daily life or if their
wisdom is contained in a different sphere of language. Apparently,

even “the sage” cannot transl ate int
that <could be of help in “the strugg!
sugge st s: “AL these parables really se

i ncomprehensi bl e i ®Truthh thad mpwha esnsi bl e.
beneath the layers of language, is unattainable — or as Stanley
Corngol d says, “the perpetual postpon

BFranz Kaf ka, The®GomplaerSadrtiStergsaris. Willa and Edwin Muir
(London: Minerva, 1992) 457.
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case to be tHWhdriemad Kdfakan.s metacrit

very ambiguous as to a possible conclusion in this matter,

MacNeice is certain that the writing of parables, writing that entails

more than just the overtly perceived meaning of words, is an adequate

tool of expression for human experience. In his mind, Kafka

“create[s a] Spadi dlhuworclofua]t,e act s

track mind and the single -plane novel or play [which] are almost

bound to falsify the®world in which w¢
Ka f kparaldes, as MacNeice reads them, have more than one

layer of meaning. Their relationship to real life is not easily

di scernable and no system of belief i

Kafka in The Castlee x pl ores “the possibilities

present ed i tsel f to®Thhiuss,i nfaogri nMa d Meni. c' e,

writing is that of an author whose consciousness acts as a seismograph

of modern times: one who is honest to himself even when honesty

carries the risk of unhappievwks. Mac N
can be regarded as the seHexaminations of a lawyer haunted by

evil, and therefore also haunted by truth.” (135) Thi s poi
noteworthy, as it refl ects Mac Nei ce

exploration through parable writing. For MacNeice, parable wri ting

pl umbs t he dept hs of one’ s own expe
thinking, creative work becomes personal and autobiographical. By

means of the modern parable, a writer can explore individual

concerns without having to be in harmony with the reality that

exists outside the work. In parable writing, there is an intrinsic

“inner reality, a spiritual77)r ind:¢

Furthermore, Mac Nei ce can empathise

“1t seems t o The Triallaral tThe iCastlgheoordimary

reader, qua Everyman, is bound to identify himself with K. qua

Everyman.” (137) The stories all/l have in
calls a “wry dream | ogic,” in which

(136) is the underlying driving force of the narrative. MacNe ice can

recal | similar dr eams or ni ght mar es,
®Stanley Corngol d, “Kaf ka' s THe&anbnidgeSonmpanioe s and A

to Kafka ed. Julian Preece (Cambridge: Cambridge University Press, 2002) 105.

17 MacNeice, Varieties of Parable.

18 | ouis MacNeice, The Dark Tower and Other Radio Scrigtondon: Faber, 1964) 21.

19 MacNeice, Varieties of Parabl#34. Subsequent references are give in parenthesesin
the text.
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nagging anxiety”™ (139), or feels para
some ominous outside conspiracy. For him, nightmares and
“dreams ha[ve] a |l ot to do writ)hi7me my

They are important for MacNeice because of their connection to the

real worl d which Kafka enables him f
One characteristic that accompanies the nightmarish quality in

Kafka’'s writing i s claustroph-obi a. T
encompassing for MacNeice, as it is not just personal but,
“conditioned by time and pl ace, by t
attitude of the community in which he finds himself .” (51) For
Mac Nei ce, Kafka is “not only more sp

t han” any terpexgressing the féeling of claustrophobia in
“closed cammulnd3)i es

Similar to Kafka’'s fiction, the root
be found in childhood and social confinement. In Zoo (1938), he

refl ects on his “harassapadhisgrondng dubi ous
awareness “of the North of Il rel and as
recall s that he was haunted by “many
have been the result of his parents’

t hat “you don’t know MWbewei yes!! | I Wiwak

came home [from school] | belonged nowhere. There was a great

gulf between myself and the bare-f oot boys i2dwenth-e str ee
five years | ater, he similarly state
lonely, [and incidentally, at one period | had a lot of nightmares

and al I2Evdandyt hisjchildhood memories of the North of

Il rel and ar e connected wi t h t he i dea
communi ties” and even bear a cl ose
childhood memories in Dearest Fatherin whic h Kafka describes his

“attempts at independence or escape,

S u ¢ ¢ & Kadka dlso grew up in an environment under strict and
stern parental guidance in which self-creation outside the given
social structures seemed impossible torealise. In this light, Kafka
becomes a fellow sufferer for MacNeice.

20 | ouis MacNeice, Zoo(London: Michael Joseph, 1938) 79.

21 L ouis MacNeice, Selected Prose of Louis MacNeie. Alan Heuser (Oxford:
Clarendon Press, 1990) 272.

22 Franz Kafka, Dearest Father trans. Hannah and Richard Stokes (Richmond:
Oneworld Classics, 2008) 81.
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Both also share similar disillusionment and alienation from the
current community and social structure:c
for example, MacNeice voices his bitterness over asociety in which
citizens are unable to become independentminded individuals:

As for citizens, what with their cabinets

Of faces and voices, their bags of music,

Their walls of thin ice dividing greyness,

With numbers and mirrors they defy mortality. 23

‘“They’ have no face, no individual C
enable them to step away from ideas imposed from the outside. The
impersonal greyness of an almost inhuman mass of citizens is
remini scent of Kafka’'s “inextricable
human f i gAmerigasn"whigéh the protagonist, Karl, feels like
a “lost#*Thhuesep.si mil ar to Kafka’'s exper
painfully isolated and marginalised from society, as it threatens the
individual with being dissolved in its prevalent and all-
encompassing grey structures. This anxiety over his position in
society, social changes and his childhood memories are the
underlying mechanisms at work in  The Burning Perch

His fears are both overtly and covertly addressed in this
collection. After MacNeice had completed the volume, he wrote
that he “was taken aback by the high
ranging from Dbl eak observati ®ns to
Indeed, The Burning Perchs a lot darker in tone than most of his
other collections and a general lack of comfort is palpable. The use
of parable writing or double -level writing in The Burning Perch
enables MacNeice not only to directly address his personal
troubles, but also to look beyond the initially very gloomy
perspectives. The e di cat ory poem “To Mary” out
and aim of the volume: “Though nightmare and <cin
can be trodden, the other ridden, / We must use what transport we
c a . The Burning Perchis a journey that fuels itself with elements
of phantasmagoria and retrospection. The poem continues:

2Louis MacNeice, ‘Collected Rbemred. Petdr Mebpnald (London:
Faber, 2007) 591.

24 Franz Kafka, Amerika trans. Willa and Edwin Muir (New York: Schocken Books, 1962) 39.

%L oui s Mac Nendix % VIl Oh Ale Bwning Perch Collected Poeni&5.

%L oui s MacNei c €adllecttdlPoen®ar y , ”
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[ ..] Both crunching

Path and bucking dream can take me

Where | shall leave the path and dismount

From the mad-eyed beast and keep my appointment
In green improbable fields with you.

One possible way of interpreti ng t hese | ines is that
cinders’ ar e necessary agents that I
hi msel f. He wants to faaes hits wfee @&r s ,f
them, and thus overcome them. It is a daring, self-confident, almost

reverse Danteandecs i on t o consciously | eave th
the | ast poem of the collection, “Cod:

is that clinking in the darkness? / Maybe we shall know each other
better / When the tunnel s ?2rnibus,t benea
MacNeice summarises the attempt of this volume to confront parts
of his inner emotional life below the surface, something he had not
faced previously in such a direct and honest manner.

The personal pain and inevitable isolation in this process are felt
throughout t he collection. The narrator treads on unstable ground
and is, therefore, in constant danger of losing agency. Particularly
the retrospective poems dealing with childhood incorporate these
features. I n &x8nopke,ms vl ab sensory memories
of the past, an underlying outside thr
has grown head-hi gh and an angr y¥YWTheddeacokE cr i es
a claustrophobic, almost suffocating space is accompanied by a hostile
command from an unknown auat hpoerristoyn.” sl n
life struggle with outside control and the accompanying instilling

of habits is described. The crituci al S 1
was al | f 8The dvdraechirly pasental Control has a haunting
quality like the nightmarish scenes i n Kaf ka’ s “The Judg
which the father even controls the way he wants his son to Kkill
hi msel f: “1 sentence you® now to death

A form of communication breakdown is apparent in these
works by MacNeice and Kafka. There is no gentle speech only
aggressive controlling commands. The act of silencing is also the

27Loui s Mac Ne iQolected PoéraztDa , ”

2L oui s MacNei ceCollettsl®aeps/7/Suds , ’

%L oui s MacNei ce Coléct€dhPeeni®a bi t s, ”

Franz Kaf ka, “ Wétanorghas®gOthen Stariestrdns. Michael Hofmann

(London: Penguin, 2007) 49.



70

process of taking away agency. Mac Neii
the clearest examples of this:

When | was born the row began,

| had never asked to be a man;

They never asked if | could ride

But shouted at mme ‘' Come outsidel!’

There is notwo-way communi cati on. ‘“They’ for

over the speaker through the loudness of their voices. The speaker

has lost any form of agency, is isolated, and terrified. As a final

resut, he i s paralysed: “The su® came up,
This loss of seltdetermination resulting in paralysis due to ominous

control by a fear-instilling authority comes across in many poems.

The nihilistic “Greyness i gresgingl ,” for
i mage of a horrified and suffocating |
Contrived by men,” but the relevance
But, as it is, we melt and droop
Within the confines of our coop;
The mind stays grey, obtuse, inert,
And grey the feathers in the dirt. 33
Similarly, in “The Grey Ones” the fo
behind the haunted door?” [ ..] “on whi

more |/ A beggar w i34 Tine iraagef of a persong s or e.
waiting, and thus wasting, his entire life because of instilled
doctrines seems to have strong parall
the Law.” |t appears that the man i n |
the chance to find out what | ies ‘“beh
a final all-encompassing clarity of life and afterlife, had he only

dared challenge what he had been taught all his life not to
challenge*Li ke in “Greyness is All”™ and “T
is the not necessarily inevitable but nevertheless unchallenged

status quo

SLoui s MacNei c eCollecteB Poerts®r i ght , ”

2L ouis MacNeice,594Birthright
B¥BLouis MacNei ce, Colketed Poere89& i s Al Il ,”
¥Louis MacNei ce, CollebtedPéens84 Ones, ”

3Franz Kaf ka, “ Bledmorphesist& Other Stariek7-98.
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There is a deeply expressed fear in many poems that alt
embracing societal normative behaviou
speaker, so that he will, consequently, give in to authority and
become part of the indistinguishable bland mass. In Kafka, this
fight against authorita tive corruption of the individual, resulting in
a loss of personal identity, is unsuccessful most of the time. Many
of his protagonists either disappear or bodily disintegrate. Josefine
disappears after having defended the independence of art all her
life;36 another artist, the hunger artist, is more straw than body

before he dies3”Si mi | ar | vy, in stanza X in Mac
Time,” the subject is threatened: “He
so long / When they decided to fingerprint him / He left no

fi nger pri md'sTheaety’ alhlawv'e managed to alie

from any individual identity; assimilation to a modern mass society
has been accomplished.
In other poems, the speaker tries to avoid lifelong suffocating
paralysis by irreversible measures, because of the apparently futile
fight against the flux of modernity. |
for example, a guided tour explores the private space of a person
who has just killed himself by jumping out of a window. Strangely,

inevidenceof Kaf ka’s i nfluence, t heThdegi nni 1
Trial seem to reverberate in this poem — the initial invasion of
privacy, l oss of agency and dignity,

wandering through a labyrinth, only to be eventually murdered

“1 i kaeg3aShattly before his death, K. sees a figure at a window

spreading his or her arms. It is an unexpected image but, perhaps,

a somewhat soothing one of someone who seems to take final

control over his or her life. The figure is able to regain liberty by

jumping out of a window, out of a confined suffocating space, even

if this inevitably means death. MacNeice hints at the different levels

of reading double-l evel writing: “I would ventu
that most of these poems are two-way affairs or at leastspiral ones:

even in the most evil picture the good things, like the sea in one of

%Franz Kafka, “Josefine, t h,"e Metamonpposis & Otteer The Mo
Stories264-82.

37 Franz Kafka , “ A HAdist § Matamorphosis & Other Stori€262-63.

%Loui s MacNei ce, “Céhlected RFoend8.ei r Ti me, ’

39 Franz Kafka, The Trial trans. Breon Mitchell (New York: Schocken Books, 1998) 231.
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these poems, are stilThuberé&éTheuSdi th
at first sight horrifying and “eni gma:
have a “good tchirmgrr.dund t he

Being able to die as a form of liberating escape is denied in

“After the Crash” and “Charon,” two o
but also most disturbing poems. In both of these, the reader clearly
encounters a “complex amasgaméalf. "t he

Unl i ke ot her poems (for exampl e, “Bi
thought of life as a condition heading towards death is expressed in
horror, “After t he Crash” and “Char

desirable but paradoxically unattainable condition. By d istorting
the logic of biological law, the reader is drawn into a special world
that is ruled by laws of time and space which differ from those in

our known worl d. “When he came to he
passed because / The asphalt was high with hemlock %2 As Terence
Brown has anal ysed, “the sThespekers e’ [ ..]

would have had to notice the height of the hemlock during the
accident only to realise the change in this after regaining

consciousness. Also, how is it possible to knov t ha't “in the d
dead calm / It w & $he tmage is lordered fromo di e” ?
within with an indiscernible self -consistent logic and, accordingly

“resist][ s] al | rsaieaniogrisaelusive angd taanotat i on. ”

be pinned down.

“Char on, 'ly defiésneontlusive meaning in its modern
parabolic writing. The environment in this phantasmagorical
journey throug h London is extremely hostile: the crowd has

“aggressively vacant [/ Faces,” “the i
suspi ®bimilarlyto Joseph K.’'s paranoia towa
The infernal journey culminates in the paradoxical exclamation of

the ferryman that “1f you want¥ to die

Escape from this anxiety-ridden self-estranged world through

9] oui s Ma c NEhe Buming PeréhnColle¢ced Poem396.

41 Richard Danson Brown, Louis MacNeice and Poetry of the 193Bl®rndon: Northcote
House, 2009) 127.

2L ouis MacNei ce, ColdctedePoeni8h e Cr ash, ”

43 Terence Brown, Louis MacNeice: Sceptical Visi@ublin: Gill and Macmillan, 1975) 141.

“MacNeice, “After the Crash” 586.

45 Brown, Louis MacNeicd 49.

%Loui s MacNei cCellectet Bokrds920 n , ’

7 MacNeice, “Charon” 593.
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death is postponed. Acomparabl e paradox is Kafka
words to his doctor “Ki |l | 4 Imehisor you
exclamation and in “After the Crash”
‘“hel d hostage’ in a stagnant worl d. A

end suffering is upheld, release from the painful and dolorous
position is denied.

How one can possibly read anything redeeming into this form
of double-level writing seems at first elusive. The fact that ultimate
meaning appears to escape any reading might lead to some fom of
insight or truth for MacNeice and for any open -minded reader. The
dark and enigmatic sides to the poems might therefore be a form of
personal coming to terms with buried childhood fears, anxiety
about personal isolation, and claustrophobia in a dehum anised
society. By facing them, that is, by consciously putting them into
parable writing, MacNeice seems to have found a way to finally be
able to “dismouayed rhehdauinting pastarmt
present fears.

The greatness of the poems lies notonly in their openness of
meaning but the personal honesty with which they are written, and
with which they explore a territory of nightmarish dream logic that
MacNeice had not previously entered. In this daring but convincing
and successful enterprise, Kdka seems to have given him a literary
genealogy concerning technique and themes. In him, MacNeice has
found a fellow twentieth -century writer who struggles with deep
personal fears linked to past memory and present unstable
conditions. Significantly, the fact that MacNeice overtly and
covertly hints at many motifs f r om Kaf ka’ s oeuvres
MacNeice to noticeably overcome his position of apparently writing
from a limited cultural space in which he is seen as a Northern Irish
writer, or an English writer, and so on. Kafka has helped him in this
endeavour to find poetic strength through parable writing and to
artistically confront issues and fears not only of personal and Irish
importance, but of a wider cultural dimension in the context of
twentieth -century Europe.

48 Max Brod, Franz Kafka: A BiographfNew York: Da Capo Press, 1995) 76.
“Louis MacNei ts®6 “To Mary



“A VERY EUROPEAN POET”: EUROPEAN
INTERTEXTUALITY IN DEREK MAHON’S
THE YELLOW BOOK

Florence Impens
(Trinity College, Dublin)

Introduction

Describing Derek Mahon in 19wk as “a
happens t o Eilen Battershyswas underlining the role of

foreign influences in the IngloTines of t hat
Aer Lingus Literature Prize for Poetr
wor k, one which he himself cal l ed *“a

While the general reader can sometimes be taken aback by the
variety of allusions that are not always easy to identify, the critics,
as Mahon’s ironical comment suggest s,
position: engaging in an intellectual challenge with the poet, they
pride themselves in tracking down all the relevant sources but still
cannot see the forest for the trees. Their analysis often remains a mere
catalogue of texts which ultimately fails to explain the creative
impulse that lies behind what they perceiv e to be a disconcerting
multiplicity.

Nowhere is this more perceptible than in the reception of The Yellow
Book(1997). In this collection, Derek Mahon alludes to Greek, English,

Eil een Battersby, *“ AheVighMiymedD Novde:azn Poet , "
Derek Mahon, “ R e me nThee Yellow @dooKOlleastled The ,Gallery
Press, 1997p9.
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German, French and Irish literature, sometimes even in the same
poem. Some quotations are identified, but often only by punctuation
marks; normally, Mahon alludes to texts which the reader needs to
be familiar with in order to be sensitive to the complexity of his
modern palimpsests. Peter McDonald makes a harsh comment on
t h i by the énd of the book, one is left with the feeling that Mahon
is reading too much, and that, i f he
| east to try S 0 indccordiegt to eMcDonald, o k s . ”
intertextuality in The Yellow Booka mount s t o-lists, readi ng
“allusions to post-modernity and assorted items of hackneyed
academic4jargon.”

The references in the collection, however, are easily seen to
share a common background in i B O w E lliterdiuBecakdGin tine
symbolist and decadent movements that flourished throughout
Europe at the end of the nineteenth century. The title itself makes it
clear, borrowed by Mahon from a prominent literary magazine
published in England between 1894 and 1897, and so does
“Landscape,” Ma h ofnthe spoer 1 RaysagF a t fnroon
Baudel &ablaux #$arisienswhich serves as an epigraph.
Mc Donal d, whose review is a thorough
poetry, reads t he poet '’ s choice of
marketing purposes, and

the title, along with the unrelenting refere nces to the 1890s in
particular and Decadence in general, leave no room for doubt as to
the poet’s marketing pitch. Per haps, be
tedium of millennium gabble, Mahon has released his book just
early enough to avoid the impression that his readers will have
heard this all before. Such wariness might, however, be under-
standable even now, for The Yellow Bookvorks over some familiar
territory, both in terms of the kinds of things people tend to say
about the ends of centuries (the world is getting worse, ourselves
getting older, nothing being much fun anymore), and in terms of
the poet’s odwn repertoire.

The dismissive tone of this comment is unjustified, and | would
argue that there is a far more deeply

3 Peter McDonal d, The Roety iredahd RevieB6¢Sprang 1998): 118.
4 McDonald 118.
5 McDonald 117.
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attraction to symbolist and decadent writers of late nineteenth -

century Europe. Certainly, the timing is appropriate and The Yellow

Book is in part a literary exercise where a poet at the turn of a new

millennium tips his hat to writers of the end of the pr evious

century. But there is much more to it than McDonald would have

us believe, and | would like to demonstrate on the basis of the theory

of literary spaces developed by Pascale Casanova i+ Ew1 6 x UEOP@UI
Mondiale des Lettrésthat Derek Mahon uses intertextuality to

position himself within the context of both Irish and European

literature.

Pascale Casanova's essay provides us
understanding how a writer uses the past and intertextuality in
order to find his own voice and, more importantly, in order to be
heard on the international literary stage.

According to Casanova, all texts and authors, past and present,
are part of a worldwide structure which she calls the world
republic of letters. This literary world space is characterised by
continuous struggles and revolutions, in which writers fight for
recognition and literary legitimacy; itis ? Oz UODYI UUw Ok wUz 1 Oi
GUPwl UDWEBEOEUS WOPUUBUEDPUI OWET wgUbuwi
OPUUBUEDPUI Ow Ok w 0z OOw ED WxuUVO Al Blwluux @ E&
Oz 8 0OEEOUEUDOOW Eftheu udigekse) Gviner® Bvlidd GSUE D UT 6 »
considered literary is created, what is deemed good enough to be
recognised as literary, and where one debates the question of how
literary art is formed, both in te rms of means and specific ways.J

The world republic of letters is undemocratic, and its structure
a slowly evolving hierarchy in which dominated writers (or writers
from dominated spaces) fight for existence along with dominating
writers (or writers from dominating spaces) who work in the
capitals of the international literary space. It is organised ?selon
0z 0xxO0UPUPOOWI OUUT woOl UwT UEGEUWI UxEET U
Ol Uwx OUU waedbEDI WO@IOWE2 O WDwWE OUS6 ggusil Owol UL
Pascale Casanova+ Ew1d x UEOPQUI w, (Pars:eseud,i1094)iTHe woek U U UIT U

was subsequently translated into English by M.B. Debevoise and published by
Harvard University Press in 2004.

7 Casanova 4.Al | transl ations from Casanova’'s essay al
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UBEI OO1 OUWE x x B (aldunduthelbppesitithibéiviz€ndhe 6
big national literary spaces —which are the oldest and consequently
the wealthiest — and the literary spaces which were formed later
and are less endowed.P
The modern Irish litera ry space, which Casanova studies later in
her book, is currently making the transition from the less endowed
to the richer category. Relatively new, it only began to take shape at
the beginning of the twentieth century after the long domination of
London. Modern Irish writers in English have since been looking
for ways to define their identity in the context of the nation, pre -
and post-independence, and in relation to other neighbouring spaces.
Indeed, writers are not merely the passive recipients of a cultural
heritage which fashions them and in reaction to which they must
attempt to assert their originality. On the contrary, they create their
own past and the links between their work and that of their
contemporaries.
It is precisely through intertextuali ty that writers are able to
manifest their relationship with their native literary space, when
they decide to ? x1 Ux3 UUT UOw OUw ET w UUEBQUI OUOI
EzEUT O1 OU1 UOWOUWET wUl 6PT UOwWOUWE7z OUEOD]
(et linguistique)O E U b (p@riefudte, transform, refuse, build upon,
deny, forget or betray their national literary (and linguistic)
heritage.]® Observing how a writer is drawn to specific texts, within
or outside the national literature, the critic is able to understan d
what position the writer feels s/he is occupying on the national and
internati onal stages. Then, knowing t
can explain why a particular author will be more attractive.
Eccentric writers, by which | mean writers who create their
work away from the normative literary centres, either of their
national literary space or of the world republic of letters, tend to
l ook intwdxtBEeODUl w ODUEOUOEUDODBEOwW EI U
[transnational repertoire of literary solutions] 1°to define their own
artistic identity. For Casanova,

21 UOUw Ol Uw T UEOEUwW VUEYI UUDPI Uw UEYT O0w UT Y
0z 1 PUUOPUBEEDGIOL PEEZWOPWUUUUVEOUU] wEl WwEOO

8 Casanova 120.
9 Casanova 65.
10 Casanova 443.
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OPUUBUEDUI OwUOUUWET UR waU mateudrbwanE EOUWOE w
Ol UwhUUUT Uw@UphpwoOOUwi EPUWOEWOPUUBUEDUUT wU
[Only the great subversives know how to claim and recognize in the

course of history itself, i.e., in the structure of domination of the

literary space, all those who, put in a situation similar to their own,

have been able to find the outcomes of which universal literature is

made.]1t

It is my belief that Mahon is one of these great subversive figures.
Focusing on two poems, “Axel’'s Castl e,
| will attempt to show how Mahon’s representatio
poetry mirrors his position within Irish and European writing.

I n “Axel '2san@as‘“tReme mber i ¥ ¢Mahdnhie "90s,
writing from his flat in Fitzwilliam Square in Dublin, where he

contrasts the modern world with the refinements of the aesthetic

and decadent movements. Up in his attic, he casts himselfasax 06 U1 w
maudit [an accursed poet], just like the Parisian speaker in

Baudel aire’s “Landscape” earlier.
With its title, “Ax el 'espoe@adssanl e” set
intertextual exercise in symbolism, and literary references multiply
initsfifty-odd | i nes. “Axel’ s CastRlgi i s an
unfinished play by Villiers de | "Isle
a symbolist masterpiece and set D r t he mo st part i
d’' Auersperg’'s castle in Germany, and

symbolist literature published by Edmund Wilson in 1931: R1 Oz Uw
Castle, A Study in the Imaginative Literature of 187930 In what

Peter McDonald would call one of his many reading-lists, Mahon
mentions his favourite trilogy —“ P e t r cArRebows, The Picture of
Dorian Gray' — which quite clearly points towards decadence and
dandyism. Although the author of the Satyriconis not mentioned
elsewhere, JK. Huysmans and Oscar Wilde are two of the artists

around whom the poem is organised, and many unidentified

11 Casanova 444.
12 Mahon, The Yellow Book4.
13 Mahon, The Yellow BooR8-29.
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quotations and allusions only make sense when read in relation to
their work.
For instance, while it may at first seem somewhat obscure, the

l'ine “1 shotmiheraen liinkea hecatomb of dea
reference to The Picture of Dorian GrayThe image of the emperor
appears in Mahon's wunpublished notebo

times, as in the two following excerpts:

Ner o admires ‘' tahmesbe;audomiotfi aanhekiflll s fl i e
Domitian banished the philosophers! (What do psycho -analysts

want?) Shortly before Domitian died, a raven perched on the Capitol

creaking ‘“Cras! Cr as!-amegdiesahemblamo w! t omor r
of hope.14

Domitian th rew dice and tormented flies (with a pen). Desmond in
Dolce Vita®®

But it is in this extract from the el
that we find the most distinctive echo:

In the seventh chapter he tells how, crowned with laurel, lest
lightning might strike him, he had sat as Tiberius, in a garden at
Capri, reading the shameful book of Elephantis, while dwarfs and
peacocks strutted round him and the flute -player mocked the
swinger of the censer; and, as Caligula, had caroused with the
green-shirted jockeys in their stables, and supped in an ivory
manger with a jewel-frontleted horse; and as Domitian, had
wandered through a corridor lined with marble mirrors, looking
round with haggard eyes for the reflection of the dagger that was to
end his days, and sick with ennui, that taedium vitae, that comes on
those to whom |ifé denies nothing [ ..

Wi t h a few words from Wilde’s nove
Fitzwilliam Square becomes a variation on the decadent ennui

14 Derek Mahon, holograph note in a scrapbook 19961997, Derek MahonPapers 1948
2008, Manuscript, Archives, and Rare Book Library, Emory University.

15 Derek Mahon, holograph note in a scrapbook 19961997, Derek Mahon Papers 1948
2008, Manuscript, Archives, and Rare Book Library, Emory University.

16 Oscar Wilde, The Pictue of Dorian Gray and Selected StorfRew York: Signet Classic,
1962) 15657, http://etext.virginia.edu/etcbin/toccer -new2?id=WilDori.sgm&images=
images/modeng&data=/texts/english/modeng/parsed&tag=public&part=11&division
=divl, 22 Sept 2011
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experienced by the herak inodad deliGteay’' s f a
interlocking structure that sees Mahon identifying with the central

character in one of the books he himself most appreciates, just as

Dorian does in the following excerpt:

I have no peacocks, porphyries, prie-dieu,

no lilies, cephalots, nepent hes, ‘unnatural’ vices,
yet | too toil not neither do | spin, | too

have my carefully constructed artificial paradises

and | '""m going crazy up here on my own.

| sit here like Domitian in a hecatomb of dead flies .17

Similarly, Hugh Haughton, in his i nspiring study of Derek
Mahon’'s poetry, identifies the i mage
and the ensuing contempt towards mass tourism in the poem as
a rewriting of the disdain for travel expressed by the protagonist of
A ReboursiIn his words,

Thisalludes to Des Esseintes who thought tre
since he believed that imagination could provide a more -than-

adequate substitute for the wvulgar rea
Decorating his dining room as a ship’'s
[..] all the sensations of a long seavoyage, without ever leaving

homé. ’

Choosing as companions both Jean des Esseintes and Dorian Gray,

the speaker of the poem portrays himself as a man who criticises

the contemporary world for its increasing dependence on technology,

who cultivates singularity against t h
finds solace in aestheticising life and a shelter in literature. Alone

with his “carefully constructed artif
a Dublin equivalent of the Baudelairian p o et w hoisin des

clochers, wr o tTabledux Barisienst the end of the nineteenth

c e nt ues gleux mains au menton, du haut de [sa] mansaifde

17 Mahon, The Yellow Book4.
18 Hugh Haughton, The Poetry of Derek Mahq®xford: Oxford University Press, 2007)

2798 0 . Haughton’' s guotations from Wgapst mans’ s n
Nature, trans. Robert Baldick (London: Penguin, 1959) 3537.
19 Charles Baudela i r e, “ Pralylsua%@l, OUUwEUw , E@aist GamierUUUT Uw/ O8

Flammarion, 1964) 104.The collection was first published in 1857. Rendered in
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“Remembering the *90s"” dwell s on th
en vogue at the time among x 06 U1 Usaibiidf Bebthetes and
which Mahon himself had experienced. The the same ghosts as in
“Axel ’ s hauntsthel ppen’ and Wilde makes an indirect
appearance with the mention of the
reference to one of his short stories. Howeve, if the subtext
remains symbolist literature, the emphasis shifts slightly from the
representation of the accursed poet as a solitary artist in his ivory
tower to an image where decadence has become more than an
artistic stance and has descended into aloholism. Mahon is now
one in a long 1ist of writers, “Dows
Gal i emamed” Tri stan Corbiére, the author
who spent most of their lives on the margins of society, either
suffering from addiction (Dowson and Johnson), mental health

i ssues (Symons), or chronic illness (
feeling at odds with the consumerist culture developing in the

modern worl d. These writers each mirr
i fe, but whi | ehe tl80@s art Wead, dMal®ri hao f t
survived t o be the “decaden®ofwho I i
addiction and marginalisation, which he does through constant
intertextual references to the others
goes as foar b ac k the difteehth-aemtgry FrenchVi | | on,
poet and author of “Je me meurs de s

which Mahon half translates and half quotes. But it is Ernest

Dowson, perhaps because he is the artist whose fate is the closest to

Mahon' s exper i esmsuaffered(fronoacohol addictiong
whichseems to be his favourite |literary

A rueful veteran of the gender wars,

in ‘t-beowhad solitude of [mine] obliviou
I remember London twilights blue with gin

sub regno Cynara¢he wines and the roses

wher e-whoStust-beeobeyed’ , furs next the skin,
drove us to celibacy or satyriasis:

forgive me, love, for my apostasies?*

Mahon’'s translation of the poem under the tit]l
the sky” amd,” aulpi rheirre han my a prherYelloneBodkl bl oc k. ” M.
20 Mahon The Yellow BooR8.
21 Mahon The Yellow BooR9.
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aludet o three of Dowson’'s poems: “To O
guotation), “Vitae WamawBmevansd n(odes’
“Non Sum Qualis eram Bonae sub Regno
Bedl am” sees t he poet addressing a
institution, and identifying wi th hi
“l ong, | aughing reveri estdswaiththe hi s “ me
modern world of “menAwhot seiwr 2dapp, v
“Vitae Suma Brevis,”’ the title of w h

Ho r a c\btge summa brevis spem nos vetat inchoare longam i s
Dowson’s variation on t hefcirpetdienn poet
and an invitation to live life to the full and with passion, with
‘weeping, | aughter, "2|“l oavewayd,esi N&n
Sum Quadput.s..”"Vitae Suma Brevis"” i nt
speaker in the poem declares his passion for his former lover

Cynara, whom he cannot forget, despite the wine and the company

of ot her wo men. With the quotation f
Mahon re-imagines himself as the patient in the hospital, this time

remembering the nights fuelled with alcohol and se nsual love he

spent in London, which he evokes with references to the other two

poems by Dowson. Under the cover of literary allusions, Mahon is

writing about his own life experiences: his struggle with alcoholism

and his rehabil it aHdsptal in Bublin,Svaichn t Patri
he directly deals with % n “Dawn at Sai
Li ke “Axel’'s Castle,” rich in liter
the "90s,” is a reaction to a fading

and drawing parallels between the end of both the nineteenth and
the twentieth centuries is also an occasion for Mahon to comment
on the echoes between the previous industrial revolution and the
rapid technological upheavals through which we are living, and to
express his fear that culture is dying. In the future, Mahon says,
literature will be disregarded as litter,

new books will be rarities in techno -culture,
a forest of intertextuality like this,

2A1 1 the quotations in this sentenceeimre from
Bedlam,” http://www.bartleby.com/103/56.html , 21 Dec 2011
23 All the quotations in this sentence are from Ernest Dowson’ s poem “Vitae S

Brevis,” http://harpers.org/archive/2008/03/hbc-9000256621 Dec 2011
24 http://poetry.elcore.net/CatholicPoets/Dowson/Dowson16.html, 21 Dec. 2011.
25 Derek Mahon, Colected Poem@®ldcastle: The Gallery Press, 1999) 1691.
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each one a rare book and what few we have
written for prize -money and not for love,

while the real books like vintage wines survive
among the antiquities, each yellowing page
known only to astrologer and mage

where blind librarians study as on a keyboard
gnomic encryptions, secrets of the word,

a lost knowledge; and all the rest is lit(t)erature. 26

Withi ts highly i ntert ¥elotvBaolsbotha vestigent , Mah
of a dying literary culture and a last attempt at changing the way things
are going. With the final line, a pun based on a translation from
Paul V e Pel taut le restesest litetare? i n “ Art PRad&st i que”
I Ow- E 1834, ls as if Mahon refused to give in and accept the
equation between texts and rubbish which he evokes in the same
movement.
This wariness vis-a-vis contemporary mass culture can partly
expl ain Ma &ction 'te symabblistr texts: the literary
movement is after all/l intricately 1in
art’s sake, a nreélactiomitd the neoderoigation bfe r
western European countries at the end of the nineteenth century.
Similarly, a hundred years later, Mahon is emphasising the
importance of the arts and trying to preserve literature in his
poetical palimpsests. He is like Walter Benjamin writing in
“Unpacki ng nrnaboult bobk callecying and literature, an
essay which is indirectly brought to mind with the reference to

Hegel in “Axel’'s Castle.” “Only at d
only at dusk does wisdom return to th
whi ch, as David G. Williams rightly o
preface to The Philsophy of Right i n whi ch one can read

Minerva takes its flight only when the shades of night are
g at h e # Bubigis nb coincidence that Benjamin refers to the same

Mahon, The Yellow BooR9.

Wal ter Benj amin, “ Un p dleninationg, tray. Hary Bormar y , 7

(London: Pimlico, 1999) 68. The essay was first published inLiterarische Weltn 1931.

David G. Wi I Ii ams, “*A Decadent Who Thed ved to T
81 OO0 0P woumdd @fOModern Literature23:1 (Summer 1999: 122. The exact
qguotation in Hegé¢€dé Bule dav Minewa bedimt erstsmit der

einbrechendeng ihkea nAtug.t uGeorg Wilhelm Friedrich Hegel,
“Vorrede,” Grundlinien der Philosophie des Rech@erkeBand 7 (Frankfurt a. M.:
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text2? in an essay about the importance of book culture. It serves to

emphasis e t hat Ma h o nThs Yellow Boeis part of aswéderi n
movement, and needs to be read along with similar projects in

other periods and countries. It is on this last aspect that | would

now | ike to focus and refl eetof in the
literary spaces.

Who are the literary figures whom Mahon evokes in the two poems
under study, and more generally in The Yellow Bodk Along with
canonical writers such as Plato and Hegel, the list comprises
Charles Baudelaire, Paul Verlaine, Tris t an  C candbJoris-Kad
Huysmans as well as Richard Le Galienne, Ernest Dowson, Arthur
Symons and Oscar Wilde. In his association with these writers,
Mahon recreatkedOaH@Ricaipadld gerfealogy]
which Casanova saw as a charateristic of the subversive poet who
stands on the margins of his own national literary space.

Most of the nineteenth-century writers on the list are figures of
the artiste maudif whose life was spent on the periphery of
mainstream culture and/or society. Their fascination with
symbolism and decadence signalled a distancing from the
modernisation embraced by the society of their times. These writers
ec ho Madomerrs segarding the transformation of Dublin
during the Celtic Tiger, and his decision to stand back from a world
he sees as materialistic and fake. Some of them also reflect his
personal struggle with addiction. They form an imaginary
community of like -minded people and become - in Brendan
Kennelly’' s “Wwetpers,” “mirror g,
“ me d3that guide Mahon in his writing and help him express his
position in modern society.

st

Suhrkamp, 1979 11-29 http://www.zeno.org/Philosophie/M/Hegel,+Georg+Wilhelm+
Friedrich/Grundlinien+der+Philosophie+des+Rechts/Vorrede, 21 Dec 2011.

Benjamin writes “But as Hegel put it only whe
begin its flight.”

Casanova 244.

Brendan Kennelly, “Der ek Malhditon and Ifluencame Per spe
Anglo-Irish Poetry eds. TerenceBrown and Nicholas Grene (Basingstoke: Macmillan,

1989) 148.
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What is most striking, however, is that Mahon evokes writers
from major European literary spaces: France,the UK and Germany,
as well as the transnational European canon par excellenc¢hat is
classical literature in his use of intermediary intertextuality. In one
single reference toH e g eRhilosophy of Right n “ Axel ' s Castl e
poet conjures up both ancient Greek civilization and Germany in
the early nineteenth and twentieth centuries. For Mahon, whose
poetry does not always match the issues developed in modern Irish
writing and in the ongoing debate about Irishness, and who
famously said in 1981,

| just found it impossible to live there [in Ireland]. | we nt back there

recently only to rediscover the impossibility of living there.

Although certain aspects of it survive in my memory, | have in

many ways turned my back on it in Iife
to do so*?

intertextuality is a way of expressing his ambivalent feelings
toward Ireland in literary terms and of reacting against the
reception of his poetry in a purely Irish framework. More than
being Irish and only Irish, his work, he implies with his choice of
intertexts, is European and transnational; and it sustains the
comparison with major European writers who have nourished his
imagination. With The Yellow BogkMahon points to how he wants
us to consider his work. Choosing to portray the turn of the
twentieth century as a symbolist and cosmopolitan era, while the
same period also saw the beginning of the Irish Revival and the
development of a new national literature, Mahon clearly does not
want us to read his poetry within the context of Irish writing as
much as within that of a wider European republic of letters, and as
the work of a western transnational writer.

Contrary to what Peter McDonald claims, The Yellow Boois far

more than “an authori al monol ogue t he
aset of famil i a#ltagso deserves baitathan oibes . 7

regardedonlyas “a | i teratur e f3*Thewollecioc ohol i ¢
2Der ek Mé&Haahioem for MelsaNew Beginni ng’ : ntewiewl i e Kel ly

with Derek Mahon, ” The Cork Revie®.3 (June 198): 11.

33 McDonald 117.

“pPpatrick Crotty,wahdAThem:c3a llyup8ieO ONibie IBdetty DOk
Mahon ed. Elmer Kennedy-Andrews (Gerrards Cross: Colin Smythe, 2002) 278.
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retraces an autobiographical genealogy whereby Dublin and Mahon
at the end of the twentieth century become the descendants offin de
U b 6Hardde. With allusions to symb olist poetry, Mahon portrays
himself as an artiste mauditon the margins of the lrish national
literary space but at the heart of the world republic of letters, with
constant references to major European literary spaces. For these
reasons, | believe that t is time to read intertextuality in Mahon as
something more than a literary game played between a high-brow
poet and his readers and to focus on
perception of his own position among contemporary Irish and
European writers.



“MY DREAM SISTER”: IRISH WOMEN POETS
DECONSTRUCTING THE MUSE

Daniela Theinova
(Charles University, Prague)

It is now a well -known fact that many of the women who started
writing and publishing poetry in Ireland between the 1960s and
1990s, a periodcoinciding with the somewhat belated upsurge of
Irish literary feminism, saw the pre -existing tradition as
problematic. Despite their many differences, poets such as Eavan
Bol and, Eil éan Ni Chuill eané&ain, Nual a
McGuckian shared a concern about the absence of the female voice
from the literary canon and historical narrative. They have all
claimed repeatedly that they found it difficult to establish a poetic
voice of their own when faced with the tradition that normally
prescribed silence for them (as women and as poets). This essay
aims to show how women have often been able to turn this to their
own advantage and how the repossessed image of the self and the
muse has served to enhance the possi bi
Examining the ways in which some of the major female poets of
the time responded to the issues of poetic inspiration, this essay
sets out to argue that it is from a figurative liminal space located
between two extremes (such as inside/outside or silence/speech) or
the constitutive poles of identity (the Selfithe Other) that the
practical as well as creative aspects of poetry making are frequently
and effectively addressed. In this context, the liminal is defined as
a point of interface, located in most cases in a disputable interstitial
space or threshold through which the speaking subject approaches
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its mysterious, unattainable Other, often coinciding with the muse.
As Irene Gilsenan Nordin argues in he
Chuill eanédain and Ni Dhomhnaill,

[s]uspended in a perpetual state of displacement, the speaking

subj ect i sin-eaxi 1 ®tibhj eacntd the constant cr
between the borders of the unconscious and the conscious, between

silence and speech, can be seen as a metaphorical quest that the

subject makes?

Eavan Boland made the once deeply felt disparateness of her

experience as a woman and as an author the focal point of her early

poetry. I n her own words, she used t hi
two polarised forms of her existence as aspringboard to creativity:

“In a certain sense, I found my poetd.i
di st 2Ase Ftrank Sewel |l argues, guoting

|l ies at the interface 3Bensingheeselfas epar at
located firmly between t he gi ven “obligations of

and the shadowy detBoland surned fthat wvesyr gi ft,
liminality of her situation into a constitutive part of her discourse,

transforming it into a positively def|
I n her ess ag?2: Bonhdmthe \B@s; Irish Poets of the
Gl obal Village,"” Bol and asserted tha

[made] a fragile, important negotiation between an inner and outer
wo r |édt.ig" interesting to note that the notion of inside and
outside rarely coincides with a clear-cut binary polarisation in her

Il rene Gilsenan Nordin, “Beyond -in-Bxie inBher der s of
Wor k of the Two ContempbfacChulltl ebn®iomrtandi Naé:
D h o mh n &rotekdjngs from the"®ordic Conference on English Studiesls. Darind

Ai j mer and Britta Olinder (G6teborg: Goéteborg
Eavan Boland, Object Lesson@anchester: Carcanet, 2006) xi.

Lloyd Gi bson, “Pl easures of t he | ntFabuldusace, ” pap
Transgressions: Defining the Grotesque in Contemporary Literary and Visual Culture

(1997). Quoted in Frank Sewell,Modern Irish Poetry: A New AlhambréOxford: Oxford

University Press, 2000) 187.

Boland, Object Lesson&47.

Boland, Object Lesson&40.

Bol and, “New Wave 2: Born in the IslORoetryl ri sh Po
since Kavanagted. Theo Dorgan (Dublin: Four Courts Press, 1996) 137.
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poetry. By i nner and outer worl d” sh
opposing concepts, such as the tensions between the conventions
prescribed by the community and the demands of her profession,
between the public and the private mind, and between the limits of
the inherited literary past and her own experience. While the poet -
persona abounding in her poems from this period is mostly located
within the walls of a housdhiftortohe spea
leave the confines of her locale behind often serves to transgress the
boundaries of the suburban setting &
representational limits. Boland uses her in-between position as
a starting point from which she repossesses the Irishwoman’ s past .
It is on this figurative threshold that she finds her inspiration and
creative energy.

A convenient illustration of such a beneficial in -between space is
to be found i n 7 7fiore Night Seed(1980)t Thes r ”
poem opens with the poet-persona standing by a window,
watching a woman in the neighbouring
|l iner” over her child’s mouth wunti/ i
her to move out of the speakerpoet ' s vi sual field.
elementariness of the scene describedis intended to suggest the
ti melessness of the woman’s experienc
in her spanning of the past as well a
me / a new | anguage // to be a sibyl
t hi s manner key mdssagepscclean 'that which is eternal
is boundto be suitable as a subject for poetry. Yet, Boland also sets
out to demonstrate the unattainability of the muse and thus the
irreconcilable polarity of the woman -poet experience. The narrative
position of the poet is shown as ultimately incompatible with that
of the mother who is left secluded in a distinct climatic and acoustic
environment:

but my mind stays fixed:

If I could only decline her —
lost noun

out of context,

stray figure of speech —
from this rainy street

7 Boland, New Collected Poenfslanchester: Carcanet, 2005) 102.
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again to her roots,
she might teach me
a new language:

What is of particular interest in the poem are the implications of its
contradictions and paradoxes. As already suggested, it is often
from a distinct interstitial position, symbolis ed here by the semi
transparent, wind -swept window pane, that Boland deconstructs
cultural and literary stereotypes and replaces them with images
all egedly taken from the | ived experi
Mot her,” she makes asrthetraditonefthewi shed t
petrifying, monumentalising male gaze and its reliance on the
abstract feminine as a source of inspiration. By mentioning the hope
of a new language, she creates expectations of a changed
perspective. Yet, her craving for an alternative medium, a language
facilitating representation that would not result in the confinement
of the woman within the boundaries of the poem, is left unsatisfied.

The dual promi se constituted by the
hope for a new language is compromised by the shift in focus, by
the poem turning away from “this rain
to old “figures of speech” and unknow
corrective attempts to re-insert women in the narrative of Irish
poetry and history, Boland is unable to keep to a single point on her
agenda. As a result, the speakefpoet ' s mi nd stays “f
concentration on her excessive, selprescribed task. Boland
portrays herself as unable to reach out to her suburban muse,
sensing herself to be as mubh  “ ou't of context
silent object. No matter how banal the situation, the muse remains
el usi ve. Paradoxically, it is the poe
her failure to acknowledge the essentially elusive, liminal quality of
the muse that prevents her from appropriating the conventional
trope of the inspiring feminine.

as h

Bol and’ s “Muse Mot her” of fers an i
possibilities and the I imits of the i
[the] negotiation between an innerandouter wor |l d” can i nde

What follows is an examination of how some of the other major
poets of the period have gone about resolving the issues of poetic
inspiration and about reconciling the conflicting identities of the
speaking subject and the silencedobject, the artist and the muse.
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The tension between the concern about the silencing of women in

the Irish past and the sense of the
experience is tractable in poetry by
work also abounds with t he mot i f of a pregnant
Absent 8fQionh " Ni Chuill eanai nSitsofsecond

Ambush (1975), revolves around an apparently immobile yet

dramatic image of a woman-girl reclining against a courtroom

window. The transparent and at the same time very corporeal

female figure is one of N i Chuill eané
“conspicuous by?lIfthehceurse pf the poem, stee . ”

moves from the identity of a young girl to that of an aging woman

and further to a mere spectre of her former self, becoming less real

than the clock seen through the glass. In fusing the woman figure

with the questionable borderline of t
poem supports t he i dea of t he ti mel
experience much more sucessfully than we have seen with Boland.

They pass her without a sound
and when they look for her face
Can only see the clock behind her skull;

[.]

The clock chatters; with no beating heart
Lung or breast how can she tell the time?
Her skin is shadowed

Where once the early sunlight fell.

The window connects the woman to the world outside, yet it

reminds us of her acute sense of loneliness and separation, of the

immutable fact of her absence from the court of history. Yet, while

it heightens awarenessof her seclusion, the cold glass also serves to

give the persona access to the awaiting past and the livedthrough

future, making her experience eternal.

As Guinn Batten writes, the greatest

carefully balanced lyrical narrative s has been in encompassing

8 Ni Chuill eanai n, Seteded Boendsbndoa:rraber @nd Faber, 2008) 30.
9 Ni Chui |“ITehaen 8Abnsent Girl ,” 30.
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polarities and ambiguities, in “findi
strategies for representing by not claiming to represent authentic
‘“muscle and blood, not serving e a subjentg ot her

who represents whatshecd | s i n [t his] poflrm ‘t he &
her own commentary, Ni Chuilleanain i
of the women in history who had to foa
i nvi s!ilhdeed,.the blankness of the image recalls one of her

nun characters,Si st er Custos, whose ®2hijstory i
Al t hough Ni Chuill eandin never expl

muse, in my view, this intangible, ever becoming female image can

be said to represent not only the women absent from the court of

history, but also the unattainability of the muse. | would also argue

that the power of the poem follows precisely from the fact that

NiChuill eandin deliberately simply den
the central image, without writing over the emptiness, without

attempting to fill it with words. Instead, she consciously lets silence

speak.

I f the muteness of the “muse” does ni
Chuill eanai n, it does so in the case
provocative, ostentatiously spoken idiom can be said to be the

opposite pole of Ni Chuilleanain’s ref

[The Return of the Muse], the muse figure is directly confronted by
the poet-speaker. As we shall see, however, its potency lies in non
verbal means of communication.

Unlike her contemporary Paula Meehan, who believes that

“I[t]lhere shoul d be a |l aw against mu
affliction on humaniBtNyi shDhnocnreh nfai né b a
OWGuinn Batten, “Bol and, Mc Guc ki ant,heNiNaGh winl,|”e an

The Cambridge Companion to Contemporary Irish Poetgt. Matthew Campbell
(Cambridge: Cambridge University Press, 2003) 186.
11 pPatricia Boyle Haberstroh, Women Creating Wome(Syracuse: Syracuse University
Press, 1996) 103.
2Ni Chuinl,| e'alnhdei R eSaldcteddobmE8.g , ”
BEil een O Hal l or an and Kel I'i Mal oy, “An I nte
Contemporary Literaturd3.1 (2002): 27.
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claimed to be “WWatmusefpoehcte to Juli
concepts of the pre-symbolic and the chora N i Dhomhnai | | sp
about t he mu s e-to-besaccéssedagain hoeyw o ithe
mo t h &Undérstood as the necessary drive of poetry, the muse is
at the same time seen as problematic

when | ' v ey becauseetherd is nobody or nothing in my
i mmedi ate vicinity which ®arries that
I'n “Fill ead% a areativeBcésistishagerted with the
return of “The Prodigal Muse” (in McoC

is the blustering, rather r i squé description of the
to the muse:

Si gl ann td isteach iYousaustdr baokiin

chomh meafaisech, c locothandhdandg | i ,

amhail is néar fhégaias rnifamlbuéd not been
ar feadh na mblianta. on your travels

since the Lord-knows-when.

[ ] [..]

T4 sceitimini | come out in

Athais orm ti mpeal | amall-bverbody-rash,
Faoi mhaide boil g asnyérectinipgles ar a

is faoi chabha an staighre, in for a nuzzling

geofar | 4ithreach by the stomach of the chimney
na coda beaga. stack, or the cubby-hole

under the stairs.

Obviously, undermining the traditional, romanticising notions
of the poet-muse relationship is not the only goal and achievement
of the poem. Through the suggestion of sexual embrace, the poet
transgresses the opposition between the | and the Other, requisite
for inspired imagination. Yet, despite the fleshly desire produced

“loretta Qwarnstr o6m, “Travelling through Limina
Ni  Dh o mhNodli IFish Sttdies3.1 (2004): 70.
BLQwarnstrom 70.
®Qwarnstrom 70.
“Nual a Ni Dhomhnai ll, “Filleadh na Béithe” /
McGuckian, The Water HorséWinston-Salem: Wake Forest University Press,2000)
90-91.
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by the appearance of the muse, the | a
shadowy: “Seakcanmmt chsoi” [You enter
inconclusive sketching of the muse, including its sex, brings to

mi nd John Montague’s axiomatic remark
the muse, as reported by Ni Dhomhnai |l |
because people will think you're & Odteatatibusha n . ”
demonstrating that she does not care
Dhomhnaill crosses the limitations of a tradition and challenges

expectations. Typically, while she pretends to denounce the trope,

she finds away toappr oach the muse. As Frank S
Dhomhnai | | uses “transgression as a
becoming the master/ mistreéss of her s

v

Medbh McGuckian recognises a similar
muse is a person, a ral human being, but the muse energy is very

mobile. The muse is #®LwkhgsNsoDbomhmai l
McGuckian uses the space of the poem to come together with her

muse, but the encounter normally leaves her uncertain about her

own r ol efunny‘ptotess) tigat there is this other person, who

you can’t actually speak to in real |
you create. [...] and it’'>s not somet hi
I'n “The Rizsfirnogm QMctGuc ki an’ s second

Venus and theRain (1982), this lack of control acquires a more
definite shape. The muse, ironically presented as a disturbing
element, is not only spoken to, but does most of the talking — and
will not be stopped. The poem is an account of an inspiration crisis
that arrives in the shape of an uninvited visitor — an anti-muse
pictured as the persona’s alter ego. .
of the poet’s creative process as des
“IT...]1 and then you haveoftswpediiog t hat | i

BQwarnstrom 71.

19 Sewell 186.

20Ki mberly S. Bohman, “Surfacing: ArTheilrisit er vi ew w
Reviewl6 (1994): 104.

22El i n Hol msten, “Doubl e Door s: An Nordidlrslr vi ew wi t

Studies3.1 (2004): 96.
2Medbh Mc Gucki an, ut"Mehue an® thes Ranf@ldcaStle: The Gallery
Press, 1994) 36.
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the conscious, or letting the conscious and the subconscious drift in

and out of each o®her, |ike dreaming.’
My dream sister has gone into my blood

To kill the poet in me before Easter.

[.]

She gentles me by passing weatherly remarks

That hover over my skin with an expectant summer

Irony, soliloquies that rise out of sleep,

And quite enjoy saying, “Rather a poor y
| continue meanwhile working on my arm -long

“Venus Tying the Wings of Love,” hoping

She will recede with all my heroes, dark

Or fair, if my body can hold her bone to term.

Illustrating the uneasy relationship between the author and her
inspiration, the poem ironically deconstructs the whole muse
business. Strategically dismissing the anti-muse as a figment of her
ownimagi nati on, the poet hopes that “ She
heroes”: identified with her other cr
|l onger presents a threat. Participat
identity, the chimerical muse-s ab ot eur can be <contai.
bodycan hold her bone to term.” But al:
she is “my own invention,” whoisdream,’”
dreaming her —whether it is meor it. Like Lewis Carroll’
Queen Alice, M esfeakerk ¢ormate gith theopeote m’ s
object, keeps fading in and out of her subjectivity.

In my mind,

| try and try to separate one Alice

From the other, by their manner of moving,

The familiar closing of the unseen room,

The importunate rhythm of flowers.
“The famili ae oaheseiengrobmt evokes the
worl d behind Alice’s Il ooking gl ass.

with their underlying chess -board structure and the abrupt
transitions bet ween the vivid yet ob

23 Holmsten 94.
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highly allusive idiom accum ulates apparently unconnected images
without reference to any context-giving reality. In addition to these
contrasting spaces, McGuckian often employs baffling architectural
el ements of passage | i ke *“ Pbrdghewi ndow
“Door t hatandwe one dpens,é That we open and no one
c | o gdosanie just a few from the same collection.
The questionable thresholds that ren
revealing boundary lines and her open-jawed pauses® are crucial
points i n Mc Gueprécésa m'their relative abundance,
they may be said to represent the moment of transition between
identities in which the speaking subject originates. Indeed, in the
poem discussed here, it is immediately after the mention of the

“The fami hgaonfctbe unseen room” that
antFrmuse is recognised and that the poe
in the final i mage of “the rising out’

[...] her dream
is the same seed that lifted me out of my clothes
And carried me till it saw its elf as fruit.

\'

As we have seen, the meeting with the muse mostly entails a bk

directional crossing of i mits | ea
consciousness and at the same time down into the innermost
depths of the subconscious. owhe striwv

may be interpreted as a search by the speaking subject for a state of

whol eness existing apart from the <co
delicate transaction between the inside and outside world is often

facilitated by a questionable threshold or interf ace, which is the

poi nt at whi ch one’ s own poetic VOi
attained, but at which it is also perpetually being lost. As if in

keeping with Kristeva’s concept of th
“on trial” -io-pr @ac & dhsudpgakers tof the poems

discussed above seem to be as indefinite and elusive as their

2Mc Guckian, *“ Odevenusandthe Raftd.t es s, ”
%Mc Guckian, “On Not \WBrusandtheRaf2r Lover,h ”
%See Ni Chuill eanédin, SebdiedRbem& ar et of Cortona,”

27 Julia Kristeva, The Revolution in Poetic Languagiew York: Colu mbia University
Press, 1984) 22, 25.
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(mostly silent) inspiring other which coincides with the image of

the muse. In all the above examples, the muse is acknowledged and
respected as ultimately unnamable and unknowable, as something
that can only be missing in every effort to pinpoint creative
inspiration to the last. Consequently, the muse figure can be said to

be allowed to remain tacit (or to speak) but never to be silenced
(with the exceptrban muse.fThisBise precisaly’ s
where most of these poets succeed in countering the stereotypical
trope of the inspiring feminine which they perceive as prevailing in

the masculine tradition.



PERSPECTIVES OF MOTHERHOOD IN KATE
O’RIORDAN’S INVOLVED: A PRIVILEGED
POSITION OR AN IMPOSED SOCIAL ROLE?

Michaela Markova
(Trinity College, Dublin)

Kate O Riordan is often ranked among
(Northern) Irish fiction writers who came of age during the
Troubles and who have often been commended for altering
perceptions of Northern Ireland and the conflict. The view put
forward in their wor ks di ffers from
narratives that tend to uphold reductive perceptions of the region
as being a dark, secluded place doomed to nothing but sectarian
violencel Ar gui ng t he contrary, t he auth
generation” Mi chael Par ker asserts, I
themselves to be well ahead of their political counterparts [in]
extraordinary acts of imagination, gestures of magnani mity, mutual
respect and trust” and have thus pl ay
role within the riven caultures of Nort

The other authors include, for example, Colin Bateman, Glenn Patterson, Robert

McLiam Wilson, and Deirdre Madden. For a detailed dis cussion of fiction written by

these authors, see Eve Patten, “Fiction in Ci
Novelists” i nPeripharal \sBrsi Iingges efdNationhood in Contemporary

British Fiction (Cardiff: University of Wales Press, 1995) 12848 or Elmer Kennedy-

Andrews, Fiction and the Northern Ireland Troubles Since 1969:-J8mnstructing the

North (Dublin: Four Courts Press 2002).

Michael Parker, Northern Irish Literature, 19782006: The Imprint of HistoryBasingstoke:

Palgrave Macmi | | an, 2007) XVi, 98. I n hi's assessme
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However, such a view of contemporary Northern lIrish fiction
has recently been reevaluated with respect to socio-political
development in Northern Ireland after the ceasefires and the 1998
Agreement. Despite the fact that the violent phase of the Troubles
has drawn to a close, the conflict continues to resonate both socially
and culturally. Critics differ as to whether the unr esolved nature of
the conflict or extent of attention devoted to identity and its
formation in the region is responsible for this; however, they claim
that fiction writers currently find themselves unable to adequately
reflect upon the Northern Irish condi tion in their works. Indeed,

Ri chard Kirkland maintains that “t he
chart a possible move beyondWih. .. ] ha:
this statement in mind, this essay wil

novel Involved4 It will first document what roles the female
protagonists in particular play in creating the socio -political
climate; then it will evaluate the strategies the main character
employs to (re)define her identity; and, finally, the present essay will
consider how successful the novel is at envisaging positions a woman
can embrace to create or reaffirm her subjectivity.
Involved depicts the story of middle -class Anglo-Irish Kitty
Fitzgerald from West County Cork, focussing on her relationship
with working -classCa hol i ¢ Danny O’ Nei || from E
a long-term relationship is a new experience for Kitty; yet, since its
very beginning, she is aware that her new role requires her to meet
certain conditions. Kitty behaves according to the general theory of
gender socialisation and looks at the prominent female figures in
her life for inspiration so that she would be able to adjust her
identity accordingly. The women she takes as her role models are
her mother, her boyfriend’s mother an:i
O Riordan takes this opportunity t o
(nationalist) patriarchal ideology has on women from different
generations and social classes and with different religions from
both the Republic and Northern Ireland. Ann Owens Weekes
asserts that the female protagonists of contemporary (Northern)

generation,” Parker is highly optimistic in as
emerged from the Troubles, have brought resolution within reach.

3 Richard Kirkland, Identity Parades Northern Irish Culture and Dissident Subjects
(Liverpool: Liverpool University Press, 2002) 3.

4 Kat e O’ RrnvaveddLandgn: Flamingo, 1995).
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Il rish Troubles novels written by wome
by i mpotence, especially “insthe fac
This essay will now document how the respective protagonists
react to imposed, gendered polarisations and it will examine
whether, and how, they attempt to extricate themselves from the
image Irish paternal iconology ascribes to them.

The first woman Kitty compares herself to is her mother
Eleanor. While she was still single, Kitty openly defined herself in
opposition to the ideal of femininity exemplified, she thought, by
her mother. Despite being an English Protestant, Eleanor married
Kitty’'s Il rish Catholic father as she
status and income would make her happy.” Determined only to
make use of the benefits her social role offered her, Eleanor failed to
acknowledge one of the demands her new role required — to bear
children — to which, nonetheless, she was eventually forced to
submit. Hence, Eleanor considers her daughter an unavoidable
nui sance. Unawar e of t he reasons for
coldness, Kitty is unable to relate to her in other ways than by
deprecating her, which, she asserts, makes her strong in fact, strong
in resistance.

In Of Woman Born: Motherhood as Experience and Institufion
Adrienne Rich claims that if a daughter is to find her own
subjectivity, she needs to gain knowledge of her suppressed bond
with her mother. Although Kitty thinks the contrary, she is not as
independent of her mother as she would like to imagine. After her
father’'s death, Kitty seems to follow
urge to reconnect with her mother. Her desire to explore the relationship
with her mother might correspond to one of the phases of female
psychosexual devel opment ; however, he

Ann Owens Weekes, Irish Women Writers: An Uncharted Tradition(Lexington:

University Press of Kentucky, 1990) 95.

Since the image paternal iconology considers to be an ideal is that all women should

seek to embrace is to be a mother, this essay is grounded in theories of motherhood

advanced by Julia Kristeva, Judith Butler, Luce Irigaray and Adrienne Rich.

The narrative does not probl ematise either El €
O'" Ri ordan focuses exclusively on how El eanor ac
Adrienne Rich, Of Woman Born: Motherhood as Experience and Institut{bondon:

Virago, 1997).
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eventual display of emotions does not completely comply with
what would normally be expected. °©
The fact t hat Kitty’'s mot her openl
should have made it easier for Kitty to commit the symbolic
matricide, which Luce lIrigaray considers to be crucial to the
daughter achieving subjectivity. 10 Nevertheless, Kitty is unable to
do so. Contrary to her own expectations, Kitty does not feel hate for

her mot her *“ lng like theccasyg, warmilove khe felt for
her father, but love all the same. A twisted, tormented kind of love
[ ... ] i mpotent 6 1ifisylikelythat suohpaeeadtidniso us . ”

caused by Kitty’'s discovery of the fai
always seemed to be a strong person outwardly content with her
status, the requirements of her social role in fact make her rather
unhappy, to such an extent that she has tried to find solace in
alcohol.12

Regardl ess of Kitty’s preae,thereiss r esi s
no sign that the discovery of her mot
a sense of personal satisfaction. Contrary to Freudian theory of
psychosexual development, although Kitty does not commit the
symbolic matricide, she still seems able to proceal from the phase
of repression to that of identification. B Recogni ti on of her r
subjectivity seems to be as important a developmental goal as
separation from her. Nonet hel ess, Sir
her mother is otherwise almost non-existent, she has to look
elsewhere for a role model for her own female self. With new hope,
she consequently turns to her boyfri
seems to offer a positive maternal model.

9 For a detailed description of psychosexual development, its stages and behaviour
supposed to be typical of these, see Sigmund Freud,Three Essays on the Theory of
Sexuality, trans. James Strachey (New York: Basic Books, 1962).

See “ 1 nt eJanetiTedd,"ed., Women Writers TalkingNew York, Holmes and
Meier, 1983) 23245.

10" Ri ordan 108.

2The depiction of the mother’s side of the sto
within the daughter’s narrati veginpetayaeosent s a hi
the mother-d aught er relationship in Irish women’s w
tendencies of Il rish women’s writ iTwenethsee, for
century Fiction by Irish Women: Nation and GendAtdershot: Ashgate, 2007).

13 For the impossibility of matricide and occlusion of such an issue in psychoanalysis,
see Andr éTheQragice Effect: The Oedipus Complex in Tragédgmbridge:
Cambridge University Press, 1979).
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Ma O’ Nei I | represents an epitome of
propaganda perceives to be the ideal role for a woman: she is
confined to the home.* To be more specific, all her activities are
restricted to the realm of the kitchen, outside of which she becomes
afraid of making any wrong moves, and she thus grows addicte d to
the household routine that offers her a sense of security. Although
Caitriona Moloney suggests that Ma C
Joyce’'s “sow that “eaths obdt hi astpgpwmat e
who inspires the SmRens mor awicimloence, ”
nationalist patriarchy than its avid supporter.

Despite the fact that that Ma O’ Nei |
she does not say anything that would support the view that she
inspires her sons to die for the nationalist struggle (even if her
silence might imply she gives consent). As long as her oldest son
Eamon stays with her (the two of them live together), she is content
enough to think of his involvement in paramilitary activities and
keeps herself busy with baking or ironing. Even when she is
confronted with the consequences of his violent acts — a blood-
stained coat — she does not question either his personal motives or
the organisation’s grounds of justi fi
garment for him:

She indicated his coat on the chair with her head.
‘*There’'s blood on your <coat.

)

“Aye.’ A sigh.

S R dab it with cold water whil e you’
water for bl dod, you know.'’

Mor eover, Ma O’ Nei | | has | et Danny

has [...] control over the older brother. Danny is the new generation
and he can go off alhTdheretbe, cdntrasy too wn t hi |

14 1t has been argued that Northern Irish nationalis ts maintained the same view of the
roles of women in society as that put forward in Article 41 of the 1937 Constitution
of the Republic of Il rel and. SShatteringf Sdence:e x amp | e,
Women, Nationalism and Political Subjectivity in Nbrn Ireland(Princeton: Princeton
University Press, 1997).

5Caitriona Mol oney, “I'nterview” in Caisht ri ona Mo
Women Writers Speak Out: Voices from the F{8gracuse: Syracuse University Press,
2003) 215.

0’ Ri ordan 31.
70" Ri ordan in Mol oRk¥y and Thompson
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Mol oney’' s asserti on  ensWethat@he Btridggle | does
continues through her sons, but rather she admitsthat it does.18
Ma O’ Nei | | s eems @factthimbheresocialcoeespt ed t h

strictly home -based. She has learned to live with its constraints and

has taught her daughter Monica that she should not want much

from | ife. Moni ca originally acceptec
y o ur mad°tNavertheless, she feels hurt when her wish to study

is categorically ruled out. While acknowledging that it must have

been extremely difficult for Ma O’ Nei l
college 20 Monica asserts that she herself was left with little choice

as regards he future. The fact that she had no choice is also the only

reason why she does not leave Northern Ireland despite the lack of

long-term prospects there:

There's nothing here for anyone in this
bl oody stuck her ereindrearyolt Belfadt witht uc k h

a dreary old h usband and this dreary old life [...] And how did | get

like this? Hmm? Because | did what was expected of me [...] Eamon

and Danny were expected to go to college, expected to have careers

while | [...] who have twice the brains of the two of them put

together, was expected to get married. I
You woul dn’t think that it still goes O
sure as everyone keeps telling us, we' r
anyways .2

Such indignati on over having no say
highlights one of the issues related

in patriarchal Northern Irish society. 2 The above statement is

18] t is actually quite atypical t hat Ma O’ Nei |
Eamon’s actions as her husband was killed owi ng
90’ Riordan 120.
20 At times such as the Troubles, Northern Irish working -class Catholic women were
often the sole providers of the family income as their husbands were unemployed,
i mprisoned or had been killed. In the case of
For the financial standing of Northern Irish wo rking -class Catholic women during
the Troubles, see Rosemary SalesWomen Divided: Gender, Religion, and Politics in
Northern Ireland(Routledge: London, 1997).
220’ Ri ordan 120.
2E|l sewher e, Monica’s narrative hi gbflvonemt s ot her
in Northern Ireland apart from educational opportunities , such as dependence on
prescription drugs and alcohol abuse. High prevalence of both these addictions in
women is often seen as a legacy of the Troubles. See, for instance, Leslie Boydedit



104

particularly noteworthy as Monica comes from a family that
cherishes and encourages those values she indirectly criticises. This
episode could have been developed into a wide-ranging discussion
on women’'s soci al rol es; however, t he
on depicting the negative effects of nationalist patriarc hal ideology
rather than engaging the protagonists in the aforementioned
discussion.
Owing to the mother figures that have featured in her life,
Kitty's perspective on motherhood is
she is originally determined not to accept the ready-made roles
imposed on women by patriarchal ideology, when she is faced with
the choice of whether or not to have a child, she decides to become
a mot her. Some might suggest that thi
escapist as it is in accordance wih what patriarchy expects of
women rather than exemplifying an approach that would radically
chall enge it. Such a suggestion echoe
Kristeva's approach to the semiotic.
paragraphs will document, both Kr i st eva’s semiotic a
quest for her subjectivity, culminating in the novel in her
motherhood, have a subversive potential. In her early works,
Kristeva examines the semiotic (the pre-paternal) and its
relationship to the symbolic (the paternal). She asserts that women
are particularly close to the semiotic, which can be disruptive of the
symbolic order.2? This assertion has led many to believe that the
semiotic is to be identified with the feminine and that it can be
independent of the symbolic. Butler objects to such an approach as
it concedes

that the semiotic is invariably subordinate to the symboalic, that it
assumes its specificity within the terms of a hierarchy which is
immune to challenge. If the semiotic promotes the possibility of the
subversion, displacement, or disruption of the paternal law, what
meanings can those terms have if the symbolic always reasserts its
hegemony?#

al., Women Speaking Across the Border: The Impact of the Border and the Conflict on
6 001 0z Uw' i E (ublinuashitétewt Bkt Hkalth in Ireland, 2008).
2See, for exampl e, Jul iPeeticKkTodag.1/2(¥985): 1353t abat Mat el
24Judith Butler, “The BodyHypataB.3 1982):s1050Butleld ul i a Kr i
rejects Kristeva’'s semi otics because it “can
practice” (106).
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Therefore, O" Ri ordan ri sks that her
patriarchal construction of women since some might view her
portrayal of Kitty as emphasising he

nature throu#hHowmaver ni Kytty’'s attempt

defies the traditional patriarchal construction of motherhood as she

has a child out of wedlock and remains a single parent who moves

away from the rest of her and her par't
In her later works, Kristeva elaborates on the qualities of the

semiotic.26 She acknowledges the fact that it is not independent of

the symbolic; however, as she says, this does not mean it annot

undermine or disrupt its structures. Consequently, instead of

But | er-scae rdfusal of the symbolic, Kristeva advocates the

view that one should neither identify with the symbolic order nor

remain excluded from it but oscillate between the semiotic and the

symbolic.?” Kristeva sees women as particularly well equipped to

navigate the passage between these two firstly because of their

position on the margins and secondly because of their potential

experience of motherhood which enhances their recognition of

alterity. 28
Throughout the novel, Kitty deals with various issues

concerning her gender, religion or social status, frequently finding

herself on the boundary between positions. The way she navigates

her passage between these boundaries provokes dferent reactions.

Concerning the representatives of t ho

Eamon perceives Kitty’'s behaviour as

Kennedy-Andrews 262.

See, for example,Intimate Revolt(New York : Columbia University Press, 2002). In

this work, Kristeva defines the semiotic as trans-verbal rather than pre-verbal. Such

a new perspective on the semiotics resembl es
matrixial borderspace, which is sometimes advancedtos ub st i t ut e Kri steva’'s
For further details of this theory, see Bracha Ettinger, The Matrixial Borderspace

(Minneapolis: University of Minneapolis Press, 2006).

As Kelly Oliver argues, such oscillation represents the potential for effective politi cal

practice in Kristeva. Kelly OFli¥et| y“Ouiwvar Kr e
Ethics, Politics, and Difference in Julia Kristeva's Writingondon: Routledge, 1993) 9.

However, such a position is not exclusive to women only. Anyone who h as been

positioned as a stranger or exile and who has thus had to resolve the uncanny

feeling induced by the conflict between the known and the strange has the potential

to negotiate the passage between self and the other. There is no room to discuss this

in greater detail here; however, a section of my PhD thesis, under the working title

Narratives of Differencés devoted to this topic.
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her actions are necessarily meant to be subversive. Kitty poses a threat
to Eamon, as he is convinced thatshe wants to deprive him (and
the establishment he represents) of his power over Danny.
Therefore, as his behaviour implies to Kitty, Eamon is determined
to prevent this from happening:

| can see it on Eamon’s face dg’.s
accusing me or something. The way he puts his arm around

-]

ever )

Danny’'s shoulder before they go out.

(-]
As Eamon closed the door behind them Kitty had the distinct

feeling that his eyes were making two laser impressions on her
back.

(-]

She continued to feel aggrieved, not so much by Danny as by
Eamon and his role in all of this. He had no compunction about
wrenching Danny from her at this time. 2°

The more effort she makes to
so as to understand the place he is from, the moe insecure and
defensive Eamon seems to become. Danny, on the other hand,
reacts differently. Originally, Danny criticises Kitty for her alleged
lack of knowledge of Belfast:

earn

You don’t know the first thing about

just as well the other side of the moon for all you know with your
pretty little pictures of grimy streets full of fanatics and madmen
[.]J]To the |1ikes of you and bl oody

better than some strain of fucking — | don’t k-nnongrelwh at

yes, thét’' s it.

However, Kitty's unremitting
about the place and peopl e’
his attitude. This change resembles the transformation Kitty is
going through herself. Heather Ingman, paraphrasin g Kristeva,
explains that the way to become
learn to embrace the other (strangeness, monstrosity) within

20' Riordan 117, 127, 148.

0" Ri ordan 43. It is guite ironic that
describes Eamon’ s killing of a neighbour’s
warning.

‘Daddy

Nt er es
s attachme

mor e

Danny’

dog

to

wh e

t
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ourselves for, by accepting the other in ourselves, our own radical
strangeness, we wi ¥ IThe meore Kitp/tlearnsh e ot he
about her self and how her values differ from those of other people,

the more tolerant she seems to become of them. Therefore, Kitty

seems to be on the right way to achieving her subjectivity, although

there are still a few problems concerning her identity that she needs

to attend to.

These issues surface when Kitty finds herself under sudden
duress after her father dies. Regardless of her previous efforts to
embrace Danny’'s “otherness, she sudd
towards him. Desperate to cut off the umbilical cord between
Danny and Mother Ireland, Kitty decides to inform on Eamon; yet,
her act is motivated merely by her personal need rather than by her
moral conscience. According to the theory of psychosexual
development, Kitty s hould have been able to shift her concern from
primary -drive gratification; however, her ego submits to her id and
so she acts according to her instincts without considering the
impact her decision might possibly have on other people.

Only later, when she embraces motherhood, is Kitty able to
resolve the remaining psychosexual conflicts (such as sorting out
her feelings towards her mother). Through her son, Kitty gains
experience that without a child, Kristeva argues, she would only
rarely encounter. It appears that the bond with her preschool son
enables Kitty to break the boundaries between her self and the
other:

Her hands flexed within the pockets, eager with anticipation, in
a moment or so they would hold him. The rest of her body tingled
in a state of expectancy too. It was like that, as though there was
a gaping empty socket where a limb should be — a feeling of
incompleteness until he was attached again|...] Before she could let
him off she had to hold his hand for one small portion of the
journey, just to get her feeling of completeness, then he could go3?

However, more information as regards this bond is required to
assess its quality and level of importance for Kitty.

31 Ingman 30.
20" Ri ordan 194, 195.
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The end of the novel seems to suggest that the power of
sectarian politics is gr eat er t han Kitty's desir e
identity. 33 Since Kitty dares to contradict the cause Eamon pursues,
and because Eamon sees Kitty’'s beha
irrational, he has to find out where she went after she had informed
on him. Althoughthe | ocati on of Kitty's hideo
might not necessarily have to mean she is going to be eliminated 34
Instead, a different aspect of the story, a possibility neglected
because of Kitty's expectations of a
considered.

Despite the fact that Kitty does not find an unproblematic and
definitive solution, her position might still be viewed positively if
we apply KxiiusW@NlaU @gubjértinxptdé@Esp to it.
Contrary to the conventional understanding of subjectivit vy,
Kristeva claims that

a living being is not merely a structure but a structure open to its
surroundings and other structures; and that interactions occur in
this opening that are of the order of procreation and rejection, and
that permit a living being to live, to grow, to renew itself. 35

Such a model of subjectivity, Kristeva proposes, enables us to view
the self as heterogeneous and always in process. This means not
only that any given self -understanding is to be questioned but also

that oneVvVstgubpe€tbirmed in relation to
is left open-ended and her identity in question. She still has the

chance to develop a vision of t he “hu
innovation, of recreat iBon, of opening,

Although the novel tends to emulate the pattern of separation
between the private (feminine) and the public (masculine),
O'" Ri ordan is conscious of the gap bet
uses this knowledge to problematise the way this dichotomy is

33 The novel is not celebratory in the sense of how Michael Parker assesses writing of
the “new generati on” shefuwre is tathes undeteyninedtif envi si on:
not bleak.
34 Even though this remains a possibility, predicting such a course of events might be
making assumptions about the IRA on the basis of unconfirmed rumours.
35 Julia Kristeva in Ross Mitchell Guberman, ed., Julia Kristeva:Interviews (New York:
Columbia University Press, 1996) 26.
36 Guberman 26.
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usually perceived (as the relationship between the empowered
male object and the disempowered female subject) and also to
challenge the way both of the worlds have been presented in
“traditional” Troubl exrosstherbardachdesy e s . I n
stories,” for ®0ftemfiglres,as & dplere phieiev a
the protagonists are, thanks to their romantic involvement, allowed
to overlook the contradictions of the public. 37 Involved dispels this
myth of an apolitical domestic realm. It documents that it is
impossible for the protagonists to shut the problems out as the
socio-political issues pervade both the public and the private
realms. The public, on the other hand, which in the Troubles thriller
normally functions as a battlefield where the dominant males
attempt to settle the communal problems, is also used by women as
a space for selfrealisation in Involved
Through her portrayal of how Eamon sees the local prostitute,
Maur een, O" Riordan al so describes how
functions in female sexual objectification. The way Eamon
construes Maureen divests her of her subjectivity; reduces her to
a mere sexual object he comes to detest as soon as he uses it to
satisfy his needs:

Eamon shifted onto his elbow and stared down at her. He could

barely disguise his disgust. [...] She so resembled a hapless sheep

when she rolled her eyes and offered that vacuous smile. As ever,

he was wondering how he could possibly have entered her. Right

now, a jar of pig’'s liver seemed an e
proposition. 38

Such behaviour, as Elmer Kennedy-Andrews asserts, is indicative

of the “masculine desire to fix the w
i de n Dangy.al50 seems to hold what Laura Mulvey describes
as “the determining male gaze [that]
female figure.” However, as the narr
framing of experience does not allow him anything more than
temporary pl easur e i n |l ooking at K

regardl ess of Danny’'s wish to positio

37 Nevertheless, such a resolution is often merely figurative or temporary.
0" Ri ordan 24.
39 Kennedy-Andrews 256.
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subject,t is up to Kitty to allow him the
his feelings, Kitty chooses to suppress her own so her
disempowerment is a voluntary one.

This situation demonstrates that although Kitty is determined to
extricate herself from the image lIrish paternal iconology ascribes to
women, she in fact uses the same practice that patriarchy applies to
subjugate them, which would somehow c
of “i mpotence. However, even though
not sufficient to subvert pat ernal ideology, this essay has attempted
to demonstrate that she is not helpless but possesses the power to
take effective action. Although it is questionable whether Kitty is
going to be brought unlimited satisfaction by her relationship with
her son, sheseems to be drawing power and plenitude from their

emotional bond: “Now that she had Kev
else]..] now it did not seem to matter how much love she poured
into one person. Kevi n“Meadecisontbot t oml e

become amother is a conscious one rather than merely escapist
since Kitty is determined to use motherhood to her own advantage,
for her own purpose — not that expected by the patriarchal order.

90" Ri ordan 197.



“AND YES... ITIS A MONOLOGUE.”
CONTEMPORARY FEMALE VOICES ON STAGE

Hana Pavelkova
(Charles University, Prague)

In the mid 1990s, the American critic and journalist Ed Siegel

sighed: * Al | the world’ s a stage, but ar e
monol ogues? |t seeh8milarhhta Siegeh ather | at el y .
theatre critics and scholars have noticed the amazing number of
monologues not only in the Anglophone theatre, but also in Europe.
There are more and more theatre festivals devotedprimarily to this
dramatic form 2 and monologues have become aregular part of the
repertoire both in “traditional
Arguably, the monologue phenomenon might be considered one of

the significant trends in contemporary drama. Despite their overall
popularity, the reception of monologue plays is not always
favourable. The number of monologues has recently been so high
that, for example, the American critic Ben Brantley bitterly
commented that *“For a while it | ooked
aplay in New York was a lone actor with a) multiple personalitie s;

or b) a good imitation of a famous dead person; or c¢) a lot to confess

al

Ed Siegel, “ Mialsltyer SWeaesmseyTake MonolBpganes t o an
Globe 25 Feb 1995, http://www.highbeam.com/doc/1G1 -157146582.htm)8 Jan 2012

International festivals of monodrama are held regularly, for example, in Germany

(THESPIS festival), in Slovenia (Festival of Monodrama), and in the Czech Republic

(Divadlo jednoho herce).
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about his [ sidlreland, the critical Analysésfofethe”
recent boom of monological plays focus primarily on masculinity
since the majority of contemporary Irish mon ologues are written by
star male playwrights for male actors (e.g., Conor McPherson,
Der mot Bol ger , Mar k O’ Rowe, Enda Wal
etc)*As Brian Singleton rightly points
the primary form of drama by Irish male authors for the stage in
the 1990s and in the early twenty first century. The focus here has
been on Irish masculinities as constructed by male authors and
male characters in dramas that do not permit women to appear on
stage.”

The imbalance between the number of monologues written for
men and for women is most striking ¢ and therefore this essay will
draw attention to the less numerous contemporary Irish
monologues for women written not only by men, but also by
female playwrights. Firssti dman8arl sy ms
The Pride of Parnell Stregf2007) and the monologues in Abbie
S p al IPempyird(2006) will be analysed as typical examples of
a text-based, minimalist, literary dramatic tradition. Dermot
Bol ger’ s mihe loly Gund(1990)and Geraldi ne Ar on’ s
My Brilliant Divorce (2003), on the other hand, are more
experimental in their treatment of the theatre medium and,
especially in Bolger's <case, manage
realism of the “woddo&tmdhamctersniaeaens ”
of the present essay is not only to add a brief analysis of femininity,
as presented by both male and female playwrights, but also to
examine these monologues for women not merely in the context of

Ben Brantl ey, “The -2We e kT hAeYaorteT|negld May PE6,
Arts and Leisure, 31, quoted in Michael R. Schiavi,* The Tease of Truth in
Own Wi TheatreJournal58.2 (May 2006). 205.

See Eamonn Jordan, “Look Who’'s Talking, Too:
Narrative,” Brian Singleton, “Am | Tal king to
Monol ogue in Contemporary | righow BrideMark r e, ” or
Schreiber “ Wi I t he “Wordly Body’ Pl ease St
|l mpersonation i n Mdbethoih dignolagaes Thdatrea Pedqgrmiance,

Subjectivity, ed. Clare Wallace (Prague: Litteraria Pragensia, 2006).

Singleton 276.

The Irish Playography Database lists 57 monologues for one female ast and 117 for

one male cast. http://www.irishplayography.com/search -advanced.aspx#, 9 Sep. 2012.

Al eks Sierz, “‘Me and My Mates’': NewEheaBd at e of E
Quarterly 20.1 (2004):79-83.
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contemporary Irish drama but in a broader internationa | context
with a focus on the performative aspects of these monologues that
might make the plays attractive also for non -Irish audiences.
One of the reasons for the uneven representation of women in
contemporary Irish monologues is that many plays for sol o
performances by women are unfortunately unavailable in print,
particularly those written by female playwrights. 8 For instance,
Jenni f er Qhdstire £1986)rof Tsvinkletoes(1993) or Elaine
Mur phy’ s | kittleeGem (2040) &aave been published but
many other plays by women have not. For example, Nell
Mc Cafferty’s i nter est iSheep,yShite iandl e d m
Desolation( 1 99 4) , based upon the author’'s
lesbian living in a remote area of county Cork, was performed at
a festival called There Are No Irish Women Playwrightst the Project
Arts Centre in Dublin, but it does not exist as a published script,
similarly to Mia Gallagher Normality ( 200 1) , Bi IRedser Tr ay n«
(2001), EA €loseM@hgve with a Devi2001) aad many
others.® The position of women writers and playwrights has
undoubtedly improved significantly in comparison to previous

decades, yet it is stildl far from bei
the conclusion to her recent study Representation of Geed and
Female Subijectivity in Contemporary Irish Drama “t he smal | num

indicates a recognizable general problem of women playwrights in
Il rel and: the publication gf armdceitrhea ex
relative lack of the availability of theirtext s ‘ prevents them
intervening in the dominant exchange of images and debates
within the culture .’ 10

When we compare the number and impact of monologues for
women written by Irish women playwrights with their American or
European counterparts, the reault is even more conspicuous. Unlike
the rare Irish plays for solo actresses written by women, there are
British and American ones that have been much more internationally
successful. For instance, Joan Didion

8 See Irish Playography, Advanced Search— unpublished scripts.

9 Ot her unpublished scripts incl AReallyBi§Bed exampl e
(1995), Ma Arg Youl lasteping Mo Me Gaybq?1 997 ) , I1AmiAMarPar k' s
(2010), C a nLady G(1987% etd. $ek Irish Playography.

10 M éria Kurdi, Representation of Gender and Female Subjectivity in Contemporary Irish
Drama (Lewiston: The Edwin Mellen Press, 2010) 222.
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monologue The Year of Magical Thinking(2009) with Vanessa
Redgrave at London’s National Theatre
reaction from both critics and audi el
moving poetical collage Nine Parts of Desirg1994), consisting of
nine monologues about the lives of women in Iraq during the war,
was performed by the playwright herself to large critical acclaim on
both sides of the Atl ant iThe Vaginad Ev e
Monologueg1996), which started as an OffOff-Broadway solo piece
for Ensler herself, has since been performed by star actresses such
as Glenn Close, Whoopi Goldberg, Jerry Hall or Kate Winslet.11 The
one-woman documentary monologue My Name is Rachel Corrig2006),
based on the emails of a young American pro-Palestinian activist
who was killed by an Israeli bulldozer while protecting a Palestinian
home, ran successfully at the Royal Court Theatre and caused a political
furore on Off -Broadway. The rejection of the play by the artistic
director of the New York Theatre Workshop, James Nicola, even
provoked a heated discussion about censorship and the role of
theatre in contemporary society.12
Given the above-mentioned problems with access to some of the
contemporary Irish monologues for women, this essay has to limit
its analysis to plays that have been published. It focuses, however,
on monologues that have not only been performed in Ireland, but
have travelled internationally. Pumpgirl by Abbie Spallen had its
world premiere at Edinburgh Fringe Festival in 2006, then moved
tolondon’ s Bush Theatre and New Yor k'
while the Irish production came as late as November 2008 in
Queen’ s Drama Studio i n The Prdact . Seb
Parnell Streefpremiered at Dublin Theatre Festival in 2007 and was
subsequenty transferred to the Tricycle Theatre in London and
|l ater also to Br oa dheé#gly GroDnelopenedtat Bol ger
Gate Theatre in 1990 and was performed, for example, at
Edinburgh Fringe Festival in 1992 and in New York in 2010. The
most successful play , however, i's Mg@®Brilladtdi ne Ar
Divorce which has been translated into many languages and
performed in 31 countries around the world, including the Czech
Republic.

L1Rebecca D'VMort éh,g Abus ef Wonologuesed Wakace?H).
12 See, for example, http://rachelcorriefacts.org/default.aspx or http:/Aww.democracynow.
org/2006/3/22/my_name_is_rachel_corrie_a



13

14

115

If we are to examine the monologue representations of
contemporary Irish women , one of the first questions that comes to
mind is probably whether male and female playwrights present
women in a different light. Although we might expect there to be
many di fferences, the playwrights
against women might be considered a unifying theme, Geraldine
Aron’ s bi t MyeBrilliact ®ivoece lyeing the rare exception.

I n Sebasti dme Pila rof yarrell Streetthe female
protagonist Janet is brutally beaten by her husband Joe, while in
Abbi e S pParphire the £ponymous heroine is repeatedly
attacked by her boyfriend Hammy, who later even participates in
her sadi stic gang rape, anfde Helpy ni ca i
Ground is a victim of a lifelong psychological oppression by her

fanatic husband Myles.3 Al t hough the fate of Ger
protagonist Angela is not as tragic as the other three examples, the

way in which the relationship between Angela and her ex -husband

who has left her for a younger girlfriend is presented is far from

optimistic. Meli ssa Sihra wrote in her introduction to the collection

of essaysWomen in Irish Drama hat “ The | ack of posit
for many of the female protagonists in plays by women, from all

periods of the twentieth century, can be read as a potent response

to the false legacy of the New State, and reveal an unresolved

di saff#&ction."”

I would argue that the representation of women as victims is not
exclusive to Irish women playwrights, but is relevant to Irish drama
in general. Moreover, violence against women is unfortunately an
international and long -lasting problem and thus the representation
of women as victims is very common, yet it does not mean that
plays such as these do not resonate and address an important issue.

For instance, Sebastian Barry wroteThePride of Parnell Streeh 2004
in order t o support Amnesty I nterna
Vi ol ence Against Women,” which is und
As he recalls, the inspiration was an incident during the 1990 World

co

Frank Mc GuBaglayl9&shassnot been included in this essay since it has

been di scussed el sewhere. See Hana Pavel kova
Faith Healer Bagladyand Not I, The Politics of Irish Writing e d s . Katefina Jen
Mi chael a Mar kov a, Radvan Mar kus, Hana Pavel ko

Studies, 2010) 22432.
Melissa Sihra, Women in Irish Dram&New York: Palgrave Macmillan, 2009) 2.
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Cup: “Af t er t he, there was la ada change betovder
elation and when fellas watching games got home to their flat. They
would attack their wives. The women’ s
next Wwhlhat" is particularly noteworthy

however, is that although Janet is a victim of physical violence, she
is not presented as submissive nor masochistic, as she finds the
courage to leave her husband and start a new independent life. It is
the male playwright Sebastian Barry who points to the alarming
fact that most of the female victims obediently re turn to the men
who attack them:

JANET: He done the worst thing next on

me | ove, didn't he? [...] And | didn’t g
do, no, | didn’ t. And back da théeytdo, k now why

everyday of the week.16

Given the seriousness of the issue, it is not surprising that most
of the contemporary monologues written for women, by both male
and female playwrights, are tragic. Unlike in contemporary
monologues for single male performers penned by male Irish
playwrights, which are basically savage black comedies,
“i 1 1 ust r-sotidl masculaity,tits aggression and cruelty as
wel | as i ts communiamostwne humolbrog t ¢ o mi n g
involved when women are concerned and the audience
unanimously sympathise with the female victims. Although
Pumpgirl and The Pride of Parnell Stre@iclude many jokes and both
Spallen and Barry use black humour, the scenes where violence
against women is described are not funny at all. The darkly
blasphemous exaggeration of Quentin Tarantino or Martin
McDonagh that brings comic relief even to the most drastic scenes
is missing.
As mentioned above, the reception of the monologue plays has
not always been favourable and the reaction of American critics
and audi ences t oPumphirba nred SPeal d setni’asn Bar
The Pride of Parnell Stregs worth examining as these two Irish

sGwen Orel, “Sebast i ahePBde bRamyell Bteegt Willags Voieg t h
21 Jan. 2010, http://www.vilagevoice.com/content/printVersion/1327224, 9 Sep. 2011.

16 Sebastian Barry,The Pride of Parnell Stre@tondon: Faber, 2007) 32.

17 Voigst-Virchow and Schreiber 295.
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monologue plays are representative not only of the merits but also

of the problems inherent in the contemporary boom of Irish

monologue playwriting. Both Broadway productions of Pumpgirl

and The Pride of Parnell Stree¢ceived very mixed reviews, praising

the playwrights for their virtuoso use of language (for example,

Caryn Jones argues i nllemigaddingafreshew t hat
f emal e voi ce t o t he boys’ 18 bdUtub of
criticising, among other things, their lack of originality. In his

review of Barry’s play, Ben Brantl ey
“t ho Pgrell Streetd oesn’ t clpieatké s,n it rarely
[ ...] When the characters admit t hat t

honest with vyou, it’s unnecessary, y
wer e l' ying, and you P rGarfgra Bamgs knew

complains about Abbie Spallen in a similar vein: “Pumpgitl is

hardly the most original plaNot t o come
only is Pumpgirl s e t in a traditional rur al S
approach to the title character of Pumpgirl, a petrol station

attendant who wal ks |like hosfthWagmee "
is also mainstream. Like many other playwrights, Spallen uses the
monologue form of drama to represent a previously muted

subaltern narrator. “1 just got fasci
I don’t think anybody enhreptesentedhira t has
apl ay b2Spalel.¢n expl ai ns, S R | I j us
of those people in every town. I > m i
more forgotten, people that2sort of e

Reviewers also criticised the use ofthe monologue form, since as
Hel en Shaw argues, “twin monol ogues

Caryn Jamesnd " Frhomel Solngs i n t MNewWrkVimesf Desper
5 Dec. 2007, http:/itheater.nytimes.com/2007/12/05/theater/reviews/O5pump.html, 4 Apr.
2011

Ben Brantl ey, “Looking Back,Thd New YorksTimgsul ness a
29 Sept 2009.

James 1.

Abbie Spallen, Pumpgirl (London: Faber, 2006) 25.

Abbie Spallen in Justin Bergman,“ Memo t o Yeat s: |l r eTheeNevd Has Cha

York Times 18 Nov. 2007, http://www.nytimes.com/2007/11/18/theater/18berg.

html?_r=1, 3Mar. 2011

Abbie Spallen in Lori Fradkin ,“ * Pumpgi r |’ Pl aywright Abbie Spa
Di fference Bet ween T h e aNew erorkaNtad 4 Bacr2§0,r King,"’
http://nymag.com/daily/entertainment/2007/12/pumpgirl_playwright_abbie_spal.html,

13 Mar 2011.
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enough structure to 2 sanmiyothese tteon eveni
plays are almost identical. Very long alternating monologues are

narrated from a void by characters who do n ot react to each other

and are present on an almost empty stage throughout the play.

Loneliness being one of the central themes, the monologue format

is a logical choice, yet the playwrights must be very inventive and

creative to keep their audience in suspense. As pointed out in

revi ews, once you repl ace action Wi
production becomes essentiallys a |ite
and the play might very easily become

audi emces.
Spallen and Barry are not the only contemporary Irish
playwrights who have failed to use the monologues in a thrilling
and exciting way — the minimalist set design, i.e. empty stage with
three chairs, and the actors merely delivering their micro -narratives
for the entire performance, appear on Irish stages with striking
repetitiveness: f r Molty S®eeriepp nConoFr i el ' s
Mc P h e r sPorh Aghority and This Lime Tree BowerMark
O’ Ro wkermsusand Crestfallt o EI ai n e LitheuGem oy * s
name just a few examples. Similarly to these playwrights, Spallen
relies exclusively on language and the power of storytelling. Other
theatrical means, such as movement, staging, choreography, etc.
are of no interest to her: ‘o don’t
theatre, perse; 1 hi nk | am more interexsted in
says Spallen, thus, in my view, unintentionally pointing to the
potential weakness not only of her monological play but of other
text-based contemporary writing for the stage. The complexity of
Samuel B Blay,kwhithtuses the same means and structure,
has unfortunately not been recaptured in recent Irish drama.
The mixed reception of The Pride of Parnell Streeind Pumpgirl
by non-Irish audiences might also be due to the fact that both plays

2Hel en Shawide¢ Tk Par rMew York SJime ©wet t8,Sept 2009,
http://newyork.timeout.com/%5Btimeout -url -channel%5D/%5Btimeout-url -section%5D/
48860/thepride -of-parnell -street, 7 Sept 2011

2Tom Sellar, “The I rish Gi f tPrideofParn€leSoeethdt Al ways
Spinning the Time , The Village Voice8 Sept 2009, http://www.villagevoice.com/
content/printVersion/1348557/, 9 Sept 2011

%Paul anne Si mmons, “The P CurtdirdJp, & fSeptP2009n e | | Stroe
http://www.curtainup.com/prideof parnell09.html, 9 Sept 2011

27 Spallen in Fradkin 1.
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are so firmly set in a specific linguistic setting that the audience had
problems actually understanding what the actors were saying and
had to be provided with a glossary of

and Armagh dialect in Spallen’s. Some
about the frequent use of swearwords. In The Pride of Parnell Street
one critic counted “ 1 1wWord adcitsr r ences

der i v a@tandvitdas been noted that in Pumpgirl we often hear

“ avords, f-words, b-words and pretty much every other lette r in

t he al ph ab%Neverthelass] i is arguably the lively and

suggestive verbal evocation of low-life contemporary Dublin and

desolate Armagh countryside that is, in the opinion of many critics,

Barry’'s and Spallen’s greatest achi eve
In his Edinburgh Fringe Award -winning one -woman play

The Holy Ground Dermot Bolger also addresses the issue of

domestic violence and oppression of women, using powerful

imaginative language and black humour, but contrary to the

“literary” monol oguesarby, SBal gen’ ant

carefully elaborated stage directions serves as a foundation for a rich

and thrilling theatre performance. He creates a credible dramatic

situation and justifies the choice of monologue rationally — Monica,

a widow in mourning b lack, is going through her recently deceased

husband’s |l etters and putting them ir

alone in an empty house and talking to herself, as people in such

situations sometimes do. The performance consists not only of

minimalist deliv ery of the text, like the two previous examples, but

the stage presence of the actress, her movement, the props and the

set are carefully orchestrated. The actress playing the widow

changes her voice to impersonate vari

and includes lively conversations in direct speech in the

monologue. The performance by actress Pat Leavy, who starred in

the original production in Gate Theatre, Dublin in 1990, was a tour-

deforce The props in The Holy Groundfunction as triggers for

Mo n i csteeansof-consciousnesslike recapitulation of her life with

her husband Myles, whom she imagines sitting in a comfortable

armchair we see on stage. Her chair, on the contrary, is a hard

2John Si mon, “Dublin Thief Loses Blaomherg Shoot s R
News 9 Sept 2009, http://www.bloomberg.com/apps/news?pid=21070001&sid=abMg.
06U_180,7 Sept 2011

29 L ewis 1.
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wooden kitchen chair — to metaphorically symbolise the difference

between their lives. The chairs also function as her communication

partners: she touches them for support or angrily swings them or

pats them tenderly and thus the actress creates minimalist but

powerful stage imagery that is missing in Spallen or Barry. The use

of monologue in The Holy Groundis also justified for another

reason. Monica is alone not only afte
turns out that she had been alone during their marriage, too.

Having no -one to talk to, she even invented and later desperaely

killed her imaginary chil dr &nd,0ziumi | a
Afraid of Virginia Woolf:

(a0l UzwYOPE!l wRAWwUlylowOma@y woman! Don’t

hear you, up in that spare room talking
She fights to put herselfbk together.

That's what | was, a crazy woman invent
Oh, God forgive me, but who else had | to talk to from dawn to

dusk?30

In her confessional monologue, Monica finally manages to break

the silence by telling us her story, in which she is voicing the

mental abuse she had to suffer, but she speaks bitterly about her

body as well, her denied sexual desire and the ensuing death-in-

life. After discovering that they were not going to have children,

her impotent hushand became a religious fanatic and turned her

into a void, an absent character. In a monologue by a woman who

was forced to silence, “a connection

body and the process of s¥uAsdMrem as a f

Aragay right | y fistandroremostathwough strategy i s

of representation, of giving voice, of turning Monica into a presence

and a speaking subject, that Bolger effects a deconstruction of the

myth of the submissive, suffering, ma t
As opposed to the majority of contemporary Irish drama for

women, represented by the three previous examples, Geraldine

Aron’ s mo My Briliaamtnbivorce is a comedy with a happy

DermotBolge r , “ T he H,bPlays 1&ondon: Mdthuen, 2000) 117.

D’ Monte 216.

Mireia ARaagdiyng “Der mdhe Hdyo Graguedr National Identity,
Gender and Sexuality in Post-Colonial Ireland,” Links and Letters4 (1997: 61,
http://ddd.uab. cat/pub/lal/11337397n4p53.pdf 8 Jan 2012
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ending. Aron’s heroine Angela is ver)
a great sense humour. No-one tortures her, rapes her or kills her,

which, as mentioned above, is sadly a very exceptional

representation of women on lrish theatre stages. Instead of
depicting “unrepresented muted victir
familiar absurdities of day -to-day contempor ar y women' s [
experiences. Her protagonist is a middle-aged, middle-class,

educated woman who has to deal with the problematic relationship

with her husband who has failed to fulfil her expectations. It is not

surprising that My Brilliant Divorce has become a box office hit

among the mainstream audiences in so many countries around the

world. Although the play is about loneliness and despair, it is in

fact a very ermadret gpilmiyng a‘nwle lflemal e sy
particular can easily identify with- Ar on’ s Angel a and en

perf ormance. As Charl es Spencer <c¢comme
heart is required to resist My Brilliant Divorce.”33 The success of

Aron’s monol ogue | ies not only in th
“l'aughi ng t hr ou g bfthe gagwright wh@arpapagesa c h

“

to create a wonder ful mi 3%butalsoen of ¢ o m
its theatricality. Similarly to Bolger, Aron gives detailed stage
directions concerning movement, lighting, music, choreography or
use of props. The playwright deliberately subverts any attempts at
realistic staging—Angel a’s only companion is her
sized dog on wh e &5 AFon usasg \ambus gle€e ven. ”
recorded voices and sounds, including fireworks to mark the
passing of time. The actressalso has to enact other characters,
which gives her the opportunity to show off her acting skills and to
create many funny and mainly embarrassing situations, which the
audience are likely to appreciate with bursts of laughter and
applause.
To conclude, from the straightforward storytelling and static
realism of Spallen and Barry to the ambiguous stream of
consciousness and rich theatre performances of Bolger, Irish
women are represented as victims of male violence, who are given
a voice to speak for themslves and with whom the audience

33 Charles Spencer in Geraldine Aron, My Brilliant Divorce (London: Samuel French,
2003) back cover.

34 Spencer in Aron, back cover.

35 Aron 1.
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unanimously sympathise. This voicing of their experience as a form
of resistance, a deconstruction of the oppressive ideology, breaking
the silence, links these plays with other muted groups in
Anglophone theatre that have also used monologues for this
purpose.’® Ger al di ne Ar ovy’Bslliant Divoea i an
exception to the rule and demonstrates that the female voices on
Irish theatre stages are not all tragic after all. Abbie Spallen defends
her choice of the monologue form assertively with the following
words: “And yes... it is a monologue.
because it was cheap and | had no money and no investment from
any source and a ridiculous thing called a credit card from some
very stupid bankonwhi ch | was going t3dtisfund a
an understandable excuse, but | would argue that money is not the
main problem. Perhaps, if Spallen and Barry and others were as
innovative, ambitious and creative in their use of the theatre
medium as in their use of language, they could write monological
plays that might offer not only to the Irish but also to international
audiences a valuable and attractive insight into the lives of
contemporary Irish women, whose underrepresentation in
contemporary Irish m onologues is regretted by so many
theatregoers and critics alike.

36 Singleton 260.
37 Spallen in Lewis 2.



CROSSING NOMADIC CULTURAL
BOUNDARIES: TO WHAT EXTENT CAN IRISH
TRAVELLER WRITING BE DESCRIBED AS
“RESISTANCE LITERATURE?”

Claire-Louise Noelle Mann
(Trinity College, Dublin)’

In Traveller Ways, Traveller Word<hrissie Ward describes how the
way of life for Irish Travellers in Ireland has changed since her

childhood: “Wel |, we use’ ta travel i
roads was narrower b ultwotihaeppebradhatd was w
as contemporary Ilreland has grown wea

development of its housing, industrial output and road systems, it
has, at the same time, edged out one of its oldest communities.
Large boulders sitting at the entrance to many tradi tional camping
grounds have become commonplace, while other land is
simultaneously fenced off as private space, prohibiting Travellers
from legally establishing new sites. In her youth, Ward recalls her
family being able to set up a roadside camp to gain some respite

from the weariness of travelling acr o:
road, and we were after doin’ a |l ot o
the ponies was a bit tired.” I n mor e
temporary sites last little morethana f ew days, or hours.
most al ways. Maybe you’d beremotacky now

" IRCHSS PostGraduate Scholar 20112012

Chrissie Ward, Travdler Ways, Travellgy¥&\orded."Gearoid O Riain
(Dublin: Pavee Point, 1992) 42.



124

pl aeé &.contemporary Ireland, there is now less room for
Travellers, both in the sense of more
and also in the minds of many settled people.

The key aspect of Traveller culture, for all Travellers, is their
nomadic identity. This is not the same as being constantly on the
move. Indeed, such a life would be both impractical and
exhausting. In fact, many members of the Travelling community

l'ive in houses for years and this doe
aTraveller, either. Mi chael Mc Donagh e
more than travelling from A to B [ ..]
outl ook on I|ife. I 't s hohat yguoview vi ew | i
things in a different Iight [..] The p
aspect of a n owhshomadicrmindset peeneatée's all

el ements of Travell ers’ l'ives, from |

undertaking seasonal manual work, to choices of vehicles and

trailers and popular cultural symbols of horses, horseshoes, wheels

and tents. However, as much as nomadism dictates cultural

differences from settled or sedentary people, it must allow for

interaction between the two modes of living. Peripatetic nomads

such as 1lrish and Scottish Travellers
peopl e’ in order to trade their goods
money to survive.

Travellers were once a far more welcome sight in Irish towns for
their skills in tinsmithing , chimney sweeping and scrap collecting.
On the country farms, Travellers would provide seasonal labour
and camp next to the farms they cropped, travelling along the same
circuits of road that their families had trodden for generations.
Often, Traveller musicians entertained communities and passed on
popular songs and tunes. In more recent times, however, Travellers
appear to be much less tolerated by the settled community. Their
traditional skills are far less in demand, meaning that there is
reduced contact between Travellers and settled people. Council
halting sites are often located in urban wastelands, away from
sedentary residents who protest about falling house values if they
live closer, isolating the Travellers further. Compounding thi s, the
image of Travellers presented in the media is almost universally

Ward 43.
Mi chael Mc Do n a g h TravéllésoCitizets of ireJarided. Erica Sheehan
(Dublin: Parish of the Travelling People, 2000) 33.
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negative and exploitative, focussing on stereotypes by which the
English once labelled the Irish, and have themselves passed on to
the Traveller as being “ngviolentknsn,
super st4 Agnimstu shis ” background of ignorance and
misrepresentation, the Irish government has historically formed
taskforces and |l egislation which
probl em” t o be solved, n o hausng | vy

Vi
by

azy

eV

estates. Charl es -Waded laddnesssto thd umsi |y

Commission on Itinerancy sums up the pervading attitudes in 1963:

unt i | they are absorbed i°®adly, int he
2011, there is little change in policy, as reported by The Irish Times

there can be no final solution of

t h

gen

“The I rish Travell er Movement (1 TM)

authorities to keep to commitments in their Traveller

accommodation plans are forcing families to give up on getti ng
Traveller-specific accommodation and to move into private rented
h o u s i® iIngcontemporary Ireland, Travellers have very limited

choice of accommodation: either to stay permanently in council
halting sites, run the gauntlet of illegal roadside camps and fines of
3,000 euros, or take up housing that separates them from their
family and culture.

Paul Del aney identifies one of
isolated position in society as their reliance on oral history and
cul tural t r ans mi s ectspthe. margihahzationaoh y
Travellers in Irish life has been exacerbated by the prevalence of
non-l i teracy i n TTtThig aspectefr Tracellel dultune e . ”
has precluded them from having any real engagement with
authority on governmental decision s that directly impact upon
their way of life.

Sinead Ni Shuinear, “Why Do Gaujos a&at e
S u d YGyp8y Politics and Traveller Identityed. Thomas Acton (Hatfield: University

of Hertfordshire, 1997) 48.

Ireland, Commission on Itinerancyfhe Report of the Commission on Itinerar{Bublin:
Stationary Office, 1963) 111.

Kitty Hol ledanaer s“ Tmhawni euws iPiTige nsiTienes1 Féb. 2011,
http:/Aww.irishtimes.com/newspaper/ireland/2011/0201/1224288694918.html, 23 July 2011.
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Paul Del aney, “A Discourse on No mgaadingshe: Travel

Other: Interdisciplinary Studies on Race, Gender and Social Justice in Irelashd; . Borbal a
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Recently, many Irish Travellers have begun to redress the
balance by discussing their culture in the form of autobiography,
biography, or as part of group Traveller community projects. One
of the firstexamples of t hi s iThe RdaddonGodvknbwsrr ' s
Where(1972), in which the author describes his childhood, growing
up and travelling around Ireland with his family, giving the reader
insight into how his education and later life was influenced by his
Traveller culture.8 Na n J oTavalér:sAn Autobiography(1985)
focuses on the transition of Nan from a small child living
precariously on the roadsides of Ireland into a strong, outspoken
woman who found herself running in the Irish general election of
1922 Pavee Point Travellers’ Centre i
promotes Travell ers’
Irish Traveller culture, such as Traveller Ways, Traveller Words
(1994), a collection of interviews with Irish Travellers liv ing on
various halting sites throughout Ireland. 0 Pecker Dunne is possibly
the most widely known Irish Traveller in Ireland, due to his
busking in Irish towns, cities and to the crowds waiting to see GAA
games. He describes his upbringing and life as a Traveller musician
in Parley Poet and Chant¢2004)1:

There is also a corresponding number of works by Scottish
Travellers, S u ¢ h TredittlesSBook bfySangyt Stewartr t ' s
(1988) transcribed and edited by Roger Leitch, which details his life
with his family in a tent in Perthshire, Scotland.!? Sheila Stewart
wr ot e t he bi ography of her Queemt her
Amang the Heather: The Life of Belle Stew@®06) detailing her
experiences as a Scottish ballad singer, before going on to write ler
own autobiography, w3 UEY I @011z Uw+ DI 1 w

This form of literature is a fairly new phenomenon, as research
in this area has previously taken such forms as a mass (non
Traveller) questionnaire, participant observation studies and other

Sean Maher,The Road to God Knows WhéBablin: The Talbot Press, 1972).
Nan Joyce, Traveller: An Autobiography,ed. Anna Farmar (Ireland: Gill and
Macmillan, 1985).

11 pecker Dunne, Parley Poet and ChantéRanelagh: A&A Farmar, 2004).
12 Roger Leitch, ed. The Little Book of Sandy StewafEdinburgh: Scottish Academic

Press, 1988).

13 Sheila Stewart, Queen Amang the Heather: The Life of Belle Ste(i#atinburgh: Burlinn,

2006) w3 UE Y| QEAihburgh)Burim,2011).
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records taken by scholars from outside Traveller culture. The
question then arises: can a new body of literature written by
Travellers help empower them and help challenge their
marginalized status in mainstream society? Can Irish Traveller
writing represent resistance?

Barbara Harlow, in Resistance Literature def i nes “Literat
presented by the critic as an arena of struggle’ as l'iterature
resistancel4 This term was first used in 1966 by the Palestinian
writer and critic Ghassan Kanafani in his study of Palestinian
literature produced under Israeli occupation. In his study, Kanafani
makes the distinction between writing composed under occupation
and that created in exile, thus establishing the idea of a powerful
overseeing authority “ whuibchu ghaa se de i[t..le
a given population and has in addition significantly intervened in
the literary and cultural development of the people it has
di spossessed and wh o s e Itlwauddiollowt has o
that literature produced by individuals living under these
conditions (such as Travellers) which speaks against the narratives
of a subjugating authority, can be regarded as resistance literature.

However, when applying the term
which has emerged through conflict over rightf ul land ownership)
to the writing of Travellers, we in fact encounter a complication of
definition caused by the relationship of some Traveller families to
land. In the case of several Irish Traveller groups in the UK who
were encouraged to buy land by the British government and build
their own sites where local provision had fallen short, the idea of an
authority occupying another popul atio
time of writing this article, resident Irish Travellers at Dale Farm in
Essex were in theprocess of being evicted from land that they had
purchased over ten years previously. Despite there being an
established halting site adjacent to the land, Essex council used
planning law to evict Travellers from
st andi nalf carazn lpakes and plough large furrows into the
earth to prevent them moving back onto it. 16

res

Barbara Harlow, Resistance LiteraturgNew York and London: Methuen, 1987) 2.

Harlow 2.

Patrick Bar kham, “Dal e Farm Residents Soldier
The Guardian 3 Nov. 2011, http://www.guardian.co.uk/uk/2011/nov/03/dale -farm-

struggle, 28 Dec 2011
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Dale Farm is no isolated incident. Planning permission for
Traveller site development in the UK is refused around 90% of the
time, even if they own the land.1? Failure to obtain planning
permission then results in eviction by local councils and the land
often being made unfit for future use as a site by installing boulders
or creating deep trenches. But for other Travellers, particularly in
Ireland, their only cl aim to legitimate residence on land may be an
oral record of historical use over many generations. They do not
claim actual land ownership, just the right to seasonal use of it.
Under these considerations, Kanaf ani
“occupgatdfonl and and minority groups I
“di spossessed” become slightly probl e
Travellers never had their own land in the first place, yet are still
being moved from wherever they choose to stay. They are either in

permanent exile or have never been in
wi der consideration of “resistance | i
contested terrain, whet her ceibt ur al

more appropriate when applied to the written output of som e lIrish
Travellers.
Literature written by Travellers can be firmly labelled as a literature
of resistance when tracing how sedent
intervened in the I|iterary and cul tur
Travellers have relied on oral culture above the written word for
many generations, due to traditional choices of manual work which
have little use for literacy above basic skills, and the fact that any
information could be easily passed on via movement around the
country. However, t his does not mean that Travellers hold no
interest in becoming more educated. The underlying problems of
access to education by Traveller children remain unresolved to this
day. Evicting Traveller families often means removing children
from schools in which they have become established.
Compounding this, council provision of services is based on the

principle of supplying them to “indige
population such as Travellers may be denied these services on the
proviso that they are not seen as “indigenous”’ t o

17 The Liberty Guide to Human Rights “ Pl anni ng Per mi sg'i odluadief or Car a
2008, http:/mww.yourrights.org.uk/yourrights/rights  -of-gypsies-and-travellers/planni ng-
permission-for-caravan-sites/index.shtml, 20 July 2011

18 Harlow 22.
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areal® Where children are allowed to remain in schools, they face
a curriculum offering poor engagement with their cultural
background, or they may only be able to access the limited
provision of visiting teachers at their halting site.

Many of the autobiographies written by Travellers, including
those by Nan Joyce and Pecker Dunne have, by necessity, been
created from taped interviews recorded by interested academics
from the settled community and transcribed, edite d and arranged
into chapters. The very process of bringing these narratives of
resistance to a wider audience may arguably have involved
manipulating them in order to fit mainstream expectations about
Travellers or an academic audience.l n “ Can trhre Speédald 1 ,e”
Gayatri Chakravorty Spivak addresses the problematic nature of
narrative production: “in the constit
great care was taken to obliterate the textual ingredients with which
such a subject could cathect, could occupy( i nvest ?) #ts itin
Therefore, the editors of Traveller autobiographies may find
themselves at risk of recreating the same situation, speaking for
their objects of interest and deciding which cultural elements are
the most important to exhibit. In s aying this, many of the narratives
are printed in a form as close to the spoken word as possible,
retaining the individual’s grammati cal
making them challenging to interpret,
narrati ve” Stenmart?) Saach sogne of the most recent
Traveller authors are able to write unaided, such as Sheila Stewart.
Until the complex problems of education that Travellers face are
resolved, their autobiographies (transcribed or not) still provide
a useful source fo r us to gain knowl edge abou
mi ndset .”

Travellers’ reliance on the oral tr e
to a further characteristic of resistance literature as defined by
Har |l ow, i ts “ephemer al output, suc
c a s s e2t Trawadler writing, especially autobiographical works,

©“pPpat Brady, “ St i | TravélissiCitizensof Irélamd1Blop e, ”

20 Gayatri Chakravorty Spivak, “ Can t he Subal t &€ary NelSqnermrdk ? " eds.
Lawrence Grossberg, Marxism and the Interpretation of Culture(Basingstoke:
Macmillan Education, 1988) 280.

21 | eitch, The Little Book of Sandy Stewaiit.

22 Harlow xvii.
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take the form of a collection of recited memories, stories, songs,
folklore, music and tattered photographs resembling an unofficial
scrapbook of personal history. Communities that traditionally rely
on oral transference of culture are at a disadvantage when they
come up against cultures that prioritise literacy, that consider them
to be too primitive in terms of modern abstract thinking. Or, as

Christine Wal s h expl ains: “The ways
perceived the world tend to be dismissed within literate cultures as
‘“nai i v ez Dues toctheir 'eXistence on the boundaries of

mainstream culture, the historical origins of Travellers have no
official record and, indeed, Travellers themselves have a variety of
ideas about this. The pervading notion of Irish Travellers being
descendan b p ofenin sotiety at the time of the last famine
or the Cromwellian evictions has been the most common line of
narrative in official government legislation, which also
conveniently reinforces t hehelped’rcepti o]
by encouragingntdédgmatte” “irret o mai nstr e
society.

In this respect, Traveller writing acts as a force by which
engrained subjugating ideas can be challenged ard rewritten by the
community most affected by them. Leigh Gilmore supports this
idea when she states “writing an auto
act because it asserts the right to s
It i s per hap grimitive b nnichaunofticialaephenteral
cultural output that is usually dismissed within literate cultures
may now help provide the official line on the history of Traveller
origins. Songs performed and attributed to Irish Travellers have

been found i n c o lddtimgc haakrts 'the eadyl u me s
eighteenth century?s and one linguist has suggested that their

|l anguage (known to academics as “she
amongst Travellers as “cant”™ o&r “gamm

Recent genealogical research has revealedite community to be
a “distinct et hni c minority who sepa

23 Christine Walsh, Postcolonial Borderlands: Orality and Irish Traveller Writing
(Newcastle: Cambridge Scholars Publishing, 2008) 2.
2 Leigh Gilmore, UUOEDOI UExi PEUOwW w %i Ob-@éptéseniaton | OUa w O 1
(Ithaca: Cornell University Press 1994) 40.
25 Sharon Gmelch, Tinkers and Traveller6 Dubl i n: The O’ Brien Press, 19
%Donal l P.* TO'aBreed il leLrasn g uCaagnet o r IrisR Erayéllers @uiture”
and Ethnicity, eds. May McCann et al. (Belfast: University of Belfast, 1994) 160.
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community between 1, 0020Thiinfatmaon 000 vy e a
was broadcast on the national television channel RTE 1, making it
available to the majority of the Irish populatio n, both sedentary and
Traveller.28
For the reasons set out above, it is my assertion that literature
written by Irish Travellers must inherently be a literature of resistance.
The very fact that a number of individuals from such a disempowered,
stereotyped and marginalized community have managed to create
personal narratives must be seen as representing a challenge to the
pre-existing conceptions mainstream society holds about them. By
individuals retelling their life stories, their achievements, their
everyday battles of cultural survival, or simply how government
legislation has affected their family relationships, they shape a tool
by which they begin to alter their position at the boundaries of Irish
society. Unfortunately, it is unclear how effective th is tool can be in
real terms of political empowerment and changing legislation that
i mpacts wupon Travellers’ ' i ves. One o
Joyce, hel ped found the Travellers’ F
a candidate in the general election of 198. However, after
attracting a large number of votes, she was later charged with
jewellery theft, and although the charges were ultimately dropped,
she felt t hat her good reputation hac
woman beside her heard | was Mrs. Joyce shemoved her handbag.
I could see her catching ont2heher bag
received stereotype of the thieving itinerant had reasserted itself
once more.
For Al an Si n tligsidentd!], i tietr ati Bsr e* rather
resi stance I|hilds the key to challenginghaathority,
and some aspects of his argument fit the writing of Travellers more
closely. In his examination of Othello, Sinfield suggests that the
potential for literature that subverts established ideological
narratives necesarily emerges from the very nature of modern
society, and not through the efforts of unique individuals.
Subverting established narratives then becomes aninevitable social
phenomenon, not a heroic undertaking by individuals with

27Joe Cahill, “DNA S tDistthgt : Et ITriaoietl f ,er s 2 & May 2
http://pavee.ie/mediamonitor/? p=9384 3 Sept 2011

28 Blood of the Travellers pr od. Scr at ch Ofmej22 and 29May201RTE, RTE

29 Joyce 115.
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matchless insight or bravery. Having a rich oral culture of stories
and ballads would arguably naturally influence Travellers to tell
their own life stories, have them written down and published. A small
number of the autobiographies do include a wish to redress the
opinions of settled people, but most appear to simply want a record
of aspects of their culture they deem to be under threat.
Governments must be seen to be actively improving the function of
society in order to be perceived as effective and thereby hold onto
power.

It is Sinfield’s contention that t hi
subversive el ements. “Conflict and ¢
very strategies through which ideologies strive to contain the
expectations that they need to generate. This is where failure —
inability or refusal —t o i denti fy one’'s interests
may occur , and hence wher¥eHerg i ssi den
Traveller writing can be seen in the light of inevitable narrative
challenge, becoming an automatic reactionto policies that challenge
their nomadic culture, i nsteddIdf a h
the narratvesof domi nant ideol ogy go against
self-identity, they will always find a way in which to express their
own narratives. Instead of a nation striving against exile and
occupation (as with Kanafani and Har|l
a “dissident” group may simply choose
as Travellers, homosexuals, followers of a minority religion or any
other cultural denominator that is n ot supported by those in authority,

by any means possi bl e. Sinfield’'s su
allow for an element of failure in disagreements against dominant
culture thatisnotaddressed i n “resi stance I"iteratu

| take to imply r efusal of an aspect of the dominant, without
prejudging an outcome. This may seem like a weaker claim, but |
believe it is actually stronger insofar as it posits a field necessarily
open to continuing contest, in which at some conjunctures the
dominant wil | lose ground while at others the subordinate will
scarcely cont aptnrhisiig seadilp apsplicable oto .
marginal groups such as Travellers who may, for example, gain the

30Al an Si nf i el daterialisnG WOthellar ad ndM t he Politics of P
Literary Theory: An Anthologyeds. Julie Rivkin and Michael Ryan, 2" ed. (Oxford:
Blackwell, 2004) 752.

31 Sinfield 757.
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support of the Minister for Education whilst simultaneously losing
the fight to place a Traveller child in a local school.32
For the reasons above, Sinfield asserts a stronger claim than
Harlow and also, in my view, a more pragmatic one. Irish
Travellers make up such a small part of the Irish nation that they
cannot hope to overthrow the entire government, even if we
believed that they really wanted to. The growing published body of
Traveller writing, be it autobiographies or community projects by
Traveller groups, academic studies or suggested policies of action
by Traveller organizations, can perhaps work best to maintain the
existence of Traveller culture and th
mi ndset” by wvoicing narratives that c
society. The stark reality of regular evictions of roadside camps and
the inadequate numbers of council-supplied halting sites and group
housing remind us that the practicality of living a nomadic
existence in twenty-first century Ireland is far from easy.
Literatures of resistance or dissonance may voice concerns of
minority o r subaltern cultures, but their ability to enact measurable
change for these communities is limited. Yet, non-Traveller
fascination with the nomadic way of life appears to be increasing as
fast as any new autobiographies by Irish, British or Roma Travellers
can be published. A Guardian writer c¢
around the busy WH Smith i n London’ :
yesterday threw up no fewer than four bestselling memoirs by
Gypsy and Traveller authors inthenon-f i cti on papé&r back ¢
Whether this general public interest in the daily lives of Travellers
can be channelled into lobbying the Irish government and changing
legislation remains to be seen,but it may serve to reflect the way in
which more Travellers have come to realize that they have a right
to be represented in their own words.
a c¢climate in which they aaddsGWi |l |l ing
Scott, of the London Gypsy and Traveller Unit, in the same article.
It is interesting that in the very week the above article was
publ i shed, the eviction of Europe’ s |
Farm was being fought in the UK court system and sedentary
people from the protest community were sharing their knowledge

2Pavee Point, “Pavee Point Deplores School Rul ir
2011/07/1377/30 July 2011
BLaura Barnett , Is‘aBhset sGyhe SyardiEhiGR 22 Sept 2011 2-3.
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and experience with Irish Travellers in the hope of equipping them
with skills to better defend their halting sites and communities
from destruction by the hands of the government.

Walsh offers some further hope for positive representations of

the “nomadic mindset” in herive$,i nks be
the Traveller way of life and what they could achieve for the future
of Il rel and. “Proponents of saner deve

and abroad, including ecologists and environmentalists are
increasingly highlighting the fact that certain values ar e lacking in
the moder¥ Thd hosedation of hgostd r e d s 0
towns” (housing built as holiday hom
remote parts of the country which stand virtually empty years after
their completion) has drawn attention to the fact th at it is simply
not prudent to build houses on every spare piece of land in order to
turn a profit. Nor do people want to live in isolation, far from
schools, work and recreation; even if Travellers are expected to do
soin council halting sites.
In recent times of recession, the nomadic traits of traversing the
country (even world) in search of work, reliance on extended
family for support, and simply being as adaptable as possible
appear eminently sensible, even to sedentary populations. Perhaps
then, the key to creating real change in society that will impact
upon the lives of Travellers lies in combining their experiences with
other groups with marginal interests, working to reshape the
boundaries of what constitutes Irish society. Pecker Dunne was far
ahead of many in this respect when he travelled across America
and Australia in his youth. He found many similarities in the
lifestyles that he came across,from Aborigines to the musician
Woody Guthrie and hi sOkbsidck(ghnoeurnd aaof
migrant workers of the Depression.}s As Walsh says, such
narrative exchange can “challenge our
our awareness of other modes of living, being, and narrating our
| i v¥ Resfstance can be focused on changing established
mainstream attitudes and knowledge, but it can also be about
enriching them. In writing about their lives and making their
experiences available to mainstream society, groups such as
Travellers do not wish to change to way society works, but instead
offer us possibilities of alternative modes of living within national
boundaries as well as across them.

34 Walsh 118.
35 Dunne 26.
36 Walsh 119.



AR DEORAIOCHT SA BHAILE: GUTH AN
AISIMIRCEORA | NGEARRSCEALTA
CHONAMARA

Rhona Ni Chearbhaill
(Colgiste Phadraig, Baile Atha Cliath)?

A person [...] is a personality because he belongs to a community,
because he takes over the institutions of that community into his
own conduct. 2

As any displaced and dispossessed person can testify, there is no
such thing as a genuine, unéomplicated r

Baineann an d 4i mh | e hait agus | e pobal
eispéireas daonniamifrec¢moi rF,Agdarblmi tsi
leochaileach agus beidh tionchar nach beag ag baile an duine sin ar

a shaol feasta. -iMi rbeioscedGaletl tachta

agus faiscthe as riachtanas na himirc
na Gaeltacht a i gcoitinne, i gcui d |
cinedl acha éagsul a i mirce. Bhi si n
Ghaeltacht Chonamara agus Arann, gné
gl acadh | éi agus go deimhin a raibh m
Ba mhaith |Iiom mo bhuiochas a ghabhail Il ei s al

dréacht den aiste seo dom.
George Herbert Mead, Mind, Self and SocietyChicago: University of Chicago Press,
1934) 162.

Edward Said, “The Ty AldkramWeekiyl39(Meithedmh 8% ual s
24-30, weekly.ahram.org.eg/1999/435/0p1.htm9 Eanéair 2011
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uirthi. Cé gur féachadh go tra- disi Gnf
treoch, l éirionn | itriocht chruthaith
cheantair go mba -aisthar filtehsanh ue ids paéni r te a s
imirce. On | éamh agus 6n taighde at a
an réigiduin, is I éir gur mérfhoinse |
saoilseo4Ta aghaidh tugtha | e blianta beac
agus ag tireol aimame fhomi asell targahst ¢
imrce.sBai neann saothar Mh iConlarmhara agis Ch o n g
UEDPOOGmMaRhuWIWas as an | itriocht chrut hs

thabhairt ar ghnéithe de stair shoisi
ar thait hin irmiirgdadi n agus tagraionn

hai si mirce, dai l an imirceora aghaidh
antai stear sin & chur i gcrich. Ar <che
atad tagtha chun cinn agus litriocht
mbraitheann pear sana na scéalta go mér as
fhilleadh déi bh. Déanfar plé sa chomh
a Il éi rionn dil &4i thriu fisiciuail, Cc
bpriomhphearsana thar thri ghl ain éa

curam an égheagutshc a shol athar don ru
i meallaithe né don “submmarqehlig popul af

Frank O' Connor orthu ina staidéar cea
The Lonely Voice Tabharfar cluas | e héisteacht
in “No6rd sMBareqgdPadr ai ¢ Q1L THH)a,i reAn 1 BBRiI
Tuidleee Mairtin O -1CR7dh)ai agusloO®n Fille
Padraic Bregthnmnfeécama( sl phl éite é t éan
i litriocht na Gaeilge ach is mé an t a
abhionn faoi chaibidil. Deoraiocht an
a bhaile duachais a bheidh a&a plé anseo

|l iteartha seo na tuiscinti i seanbhunai

Ta4 an taighde seo mar chuid de thrachtas PhD ¢

Ceantar Gael t acht a Chonamar a agus Arann: I éiria
heitneagrdfaiochta
FéeaPhul Whi t e, “Geography, \WitihgeAcrass Worlds: and Mi gr

Literature and Migration,eag. RussellKing et al. (London: Routledge, 1995).

F r a n konr@r, The Lonely Voice: A Study of the Short St¢Bleveland: The World

Publishing Company, 1963) 17.

Padraic O2E60hUE®@BRQUE Tomas de Bhaldraithe (B
Sairséal agus Dill, 1956) . Foi IAs Claidhdamhan scéal
Soluissa bhliain 1902.

Mai rtin OAnBeadnBeghaci Bai | e At ha Cliath: Oifig an |
Padraic Briea®Own@dhplwu@halle2Bdd b@UEUSB®IM). Cl 6dhanr
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gceantar agus | ena bpiohial atddic Bas s amhie

agus machail each [ suile a bpobal a

gearrsceéalta ach is riléir gur toradh
n

shrianta na bpobal céanna freisin.

Déanann-amtnr ati peol ai George Gmel ch S @

aisimrcemar “the movement of emigrants ba
to reseéeiréohn na gearrscéalta ata fze
mbraitheann an t-ai si mi rceoir coi mhthios I ei
bhfilleann sé air agus fagtar ¢é idir
asdit sa bhaile. |l s é staid seo an ai s
di ol spéise dom i bhfiosrd na | itric
mai dir |l eis an ngaol mot hal ach a bhr
gcuid aisimirceoiri féin chéarht anaad h.
Madan Sarup ar chuarsai féinidalachta ¢
dhdochais ar dhéantids an fheiminéin si
bhail e féin: “Where is home? Is it wh
home the place from where you have been displaced, or where you

are now? |s home whenrdéowmbar i héahachl B
sa bhaile a s-hmmhtabonnaguosté as bail
| ar sa tsamhail seo:

Such an idealized view of ‘home’ al so o

placeshavebeem changed by the migrants’ act of

departure of migrants leaves places drained of their life -blood. It

creates communities of old people and landscapes of empty farms

and semi-derelict villages.1?

N i thuigtear don imhraemidoabhaial ¢ i &
Ischuig an mbail e seo, mar sin féin,
filleadh, filleadh a bhfuil bri shiom
tabhacht a shamhlaionn an tireolai Ru
baile ar leith, mian an aisi mi r ceora Ghaeltachta mar
litriocht i: “the return only has meal
and upbringing. Only there can they rediscover themselves, enjoy
WGeorge Gmel ch, *“ Reual Raviewwi Anthrapolog® (1980): 136.
LMadan Sarup, “HoR&E¥hOOI Oe btuiHaMealdlisplacémeitl EUDY | UwO|

eag.George Robertson ¢ al. (London: Routledge, 1994)94.
12 Ru s s el |Migkatioms,gGlobdlization and Pl a c/ePlate in the World?: Places, Cultures
and Globalizationeag. JessMassey et al. (Oxford: Oxford University Press, 1995) 28.
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the warmth of family and kin, achieve some admiration and social

prestigef or what they have done #4Mid where
thugtar aitheantas ar bith do shaol
phearsana sna gearrscéalta ata a bpl é

a | éiritear drochmheas ar na nésanna
ashamhlai onn an pobal |l eis an gcoigriocl
agus Ai sling N i Dhonnchadha i dt aolt
Gaeltachta:
Mas rud é an imirce a chlaochlaionn an
gconai ag an bpobal s a bhail e ar nadu
Léritear drochamhras faoin imirceoir ar
an duine a bhionn ag maiomh as a ghai sce
né don duine a chaill Ya shl dinte *“i dtir

Beireann an tagairt thuas go hachomair ar dhearcadh an phobail i

leith taithi na hi marireée magwusoiir il efié&ihn
nochtar e i l'itriocht Ghael tacht Cho
fhianaise na |itriochta sin, eilionn
cheantair ar i mirce ar chiuiamadnna eac
éilitear c homh mai t h go bhfillfidh S
Feictear tagairti go minic sna scéalt
thar saile d’'fhonn spré a shaothru | e
bhail e agus don fheardi®@gaar oi mreceagu:
dai l s a ragairne a phriomchomharthai
rat huail a sprioc. Ni ait fhailteach i
bhfill eann ina ghaiscioch; is fearr I
den imirceoir arméasn igcmh rblbocdagddh i
bhfillfeadh duine abhaile ina cheap n
héilimh an phobai-il miargcuesoi fraggtoar miami ct i
shaol sa tir thall agus sa bhaile iar
ai simirceoirdi sacgéuasl taa @dUdiéi seacha mai
t hall dl s I-&garnadhr car nan nmbail e. Ri 3
marthana is cosuil is cuis |l eis an gc
nanai simirceoiri. l's spéisiuil an méic
imirceoiri , agus iad sa tir aiochta:

King 29.

Aisling Ni Dhonnchadha, Mai rUwE ONTc OBd iUm,O0ET Anu# B
+DUUg OET UEw EVUWwe2F.6 EQwsOEunig( OMIUEDhonnchadha, Ma i

(1 ndr e ab h &honnachta, 2008) a7



139

Any minority group when faced with hostile acts does several
things. One of its first reactions is that it draws in on itself, it
tightens its cultural bonds to present a united front against its
oppressor. The group gains strength by emphasizing its collective
identity. 15

l's féidir an rud céanna a ra maidir |
[

Rud drnach i gcruthd na féiniulachta
mar phobal a bhfuil cultar ar Il eith
phobail tri ghrupa eile a shamhld ndé6 a ¢
a dhéanamh | eo. I dt ai tdsimircenet anh ai s i mi
“duine eile” né an strainséir sin. Ba

an strainséir

A stranger is someone whorefuse s t o remain confined to
away” |l and or go away from our own. S/ he
remaining culturally remote. Strangers often seem to be suspended

in the empty space between a tradition which they have already left

and the mode of life which stubbornly denies them the right of

entry. The stranger blurs a boundary line. The stranger is an

anomaly, standing between the inside and the outside, order and

chaos, friend and enemy 16

Ma f hei dhmionn an -asimircaoir cheirétuiscinhé an t
agus noésanna traidisiunta an phobail

siud a d’'fhan sa bhaile maraisedrl i ag n
agus |l ena ndul chun cinn a thomhas, “
of our Pourney."”

Bi onn teagmhaik agltmircebdbleinbair a
i mirce ach is féidir a mhaiomh go dt a
déi bh filleadh ar an mbail e. Déanann
Berry sainmhinid ar an athchultdrd me
amach iniomparanduinet ar éi s dé a bheith i dt e
eile, “the meeting of cul t8Maes dama t h

15 Sarup 95.

16 Sarup 10%:102.

17 Robertson et al 3.

BDavid L. Sam, John WTH €ambrndge Hantbodk ofdctuitarationo n , ”

Psychologyeag. David L. Sam, John W. Berry (Cambridge: Cambridge University
Press, 2006) 1.
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da chultdr iomlan éagsuil 6na chéil e
agus cultudar na tire thall, beidh iarm
artheagmhai | an dé& chultdar &iinm.d o@én | eha
hai simirceoiri a togadh i bpobal cul
cl eachtadh anois acu ar shaol na tire
saol sa bhaile athuair? 1|s ndiani ¢ go
ghrapa, na haisimirceoiri agus an pokt
rud ar a dtugann Sam agus Berry “reci|
Berry |l e fios go gcuirtear tus Il eis a
a dhéananmi racneotir t eagrmhdiDisfilméiaslfadht s
ceithre thoradh a bheith | eBery an bpr
comhshamhl (U (assimilation), comht hatt
(separation) agus i meal UL é@{marogninnal i
pearsana nha ngearr scéan darmaiste sed gof ao i ch
bhfuil féinidlacht de chuid an bhail e
nésanna a bhaineann go dl udath | eis an
dt oi | acu chomh maith. Deal ai onn na t
mhuintir an bhanadeniad pghal démeall 0
éilitear go ndéanfaidh siad athchul't
“Reocialization” a thugann Berry air !
seanscileanna n6 scileanna nua a sheal
chultudrtha adgedhacaaonapmabail a s héasamh
ar an aisimirceoir na riachtanais se
i meal |l na sochai el i né cuirfear iach
athuair. Il s éard ata curtha romham sa
ghearlr szrdal eith a | éirionn an tsli a ¢
ngl eic | e dushl &in athchulturaithe |
scribhneoiri seo, arbh de bhunadh Cho
saoi l seo 6 aimsir na hathbheochana g
am a rai bh borradh mo r faoi chdarsai
Gael tachta seo. T4 tuiscinti éagsul a
sna scéalta seo a phléann taithi ai si
Tugann si ad, mar sin féin, Inthar gas s
easnamhach an aisimirceora | ena phoba
deoraiochta is dual don imirceoir na

mhuintir feasta.

19 Luaite in Sam et al. 19.
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“Noéra Mharcais Bhig”

B u n a i Bhd Anti-Emigration Societyi 1903 agus <cuiread]|

feachtas frithimirce a b hf ui | a rian |l e sonrua ar

Ba bheag ar an dream seo agus ar ghr
rai bh an tuath agus, nios measa f o6s,

i mirce. Baineadh | eas as an aisimirc:
gcoiogh iloe cur ina |l ui ar mhuintir na t
a foilsiodh gearrscéal Phadraic Ui Ch
in An Claidheamh Soluisl en chéad wuair in Eanair

cuireadh anfo-t hei dealg é“afli car bhai nealags. | ei s ai
Taai dhmeanna frithimirce | eis an ngeal
sin féin, l éiriag I om ar choi mhlint i n
gcat hair Londan agus ina bhaile duach
f éachaint ar <c¢chomht hé aacttaig a @nidgineal t a an
an baile a fhéagéail sa chéad ait agus |
Deir Edward Sai d mai dir | e staid n a
Reflections on Exile and Other Essays “* Exi | e i's produced

beings for ot her Ddowaniamc htei gt iai t he
seal bhaithe ag an dui ne agus ag a

gearrscéalta ata faoi chaibidil

l ontas ata ar mhuintir Ros Dhé& Loch
bhfuil an i nion i s 6i ge | e Mar cas B
t heast aiaghhadma gho saot hrdédh si spré 6i
fagail ai ci agus toisc nach raibh aon
Il e Néra sa bhaile. T4 seasamh Mharcali
mbeirt mhac a d’i migh wuaidh agus a c¢hi
nditrhe acu. Bhi an pobal ag déanamh

staicin &4if éi-¢ef &g nangotbSaani|lne holnann na.i”n m
N6éra agus ainm an scéil go dei mhin, gt
agus gur choir di, da bhri achanm, fanac
sochai agus dlisteanut a dhéanrahmh ar st
de réir rialacha an phobail chéanna,

ngeall ar aon 2pN\hie afciao sanghoaimi.nnt e céar
ach déantar an | éamhiaiag gai i hiec pgo s

20 Edward Said, Reflections on Exile and Other Essé@ambridge, MA: Harvard University
Press, 2000) 174.

20 Conaire 85.

20 Conaire 88.
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tugann si aghaidh ar chathair choi mht
“si féin agus gach duine ar bhain | é
phobai I2 C¢i Igedi"mi onn | e N6ora i meacht

aghaidh thoil a hdaotnmhaarn, an ih aétihrairo nan fl hé:
dearmad a dhéanamh ar a cuid dual gas d
a fhilleann si i dtreo dheireadh an s
Maraon | e go | eor de charachtair Ui
chathair, téann No6ra ar omepai ach ar ha
an striapachas d’'fhonn airgead a shac
gach |itir a sheolann si chuig a mui
i mirceoir rat huail nios tdbhachtai na
Padraigin Riggs | éamh eiglaenndGsiinn ar ai
[.Jis amhlaidh a bhi an dara persona ria
N6ra i meacht toisc gur | éir di- go raibh
laidir, agus thuig si nachManbreadh sl 0
mheas si i meacht go ddi? &it eile ina mbe
Di britear i ad siud nach gcl oi onn | e
d'"fhéadfadh an domhan oil ednach agus

Pé cuUuis go socraionn Néra dul ar i mir
a muintire, agus dil aiatthar iiu nfdiasni cdiiuifle
Tuigtear |l eis an bhfocal dil aithriaga
duine tréadth agus gur gné thédbhachtach
né an ait sin. N i haon iontas mar sin
i stigh ar an misdai lueai @dh: éalfai gke ar f
sraidbhail e uaigneach a4d a bhi thiar i
farrai gesagaisr d®2anann si na | itreacha
chui ci a bhfuil nuacht an bhaile ion

Tear mann si ombaanl a¢ o mhaat a i dsé al ach den
D' fhéadf ai an argoint a dhéanamh [ (

tarraingt ar aiteamh Riggs, nach raib
riamh. Nuair a thugann si cul 1l eis an
aici thall agus nuairafhileann si ar an mbail e, déan
ar an gcath idir nésanna an phobail

20 Conaire 88.
“pPaadigin Riggs, “ NOghmal(989)Bhonaire,"”’
50 Conaire 90.
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nésanna 0Ud ata mar thoradh ar shaol t
thall:

An bhean 0d a bhi ar fan an tsaoil uair
eil ef nddgr an baile riamh agus nach raibh
ann go socair suai mhneach. Ba dhian an c
olc ar wuvaire, shileadh si, agus ansin d’
an phobail.2¢

Il s éard atada sa c¢chomhrcaacmhsreaoc diadi rl eanRi

idéalach a shamhl aionn Marcas, ar tha
daonna soghonta a bhfuil an drochbhr
deart hai ré&mlcaraa crhia, ar 2amhé traiorbéradeidre.
Mharcas Beag go bhf uédgusaumaanmathmais t agt ha
ui rthi ach gaisce o0os comhair an phoba
Dearbhaionn filleadh gaipkohliall @é iguim
faoi bhr éagriocht an t s aithbilharinirs é. Lig
uirthi ar d dach, agasddipeanrhuirthi a laigeda cheilt.

Di brionn a hathair o6n mbaile aris i a
aige |l e ndsanna na c-aistearabhaile eeachtMUi ne an
tdbhachtach do No6ra, ni féidirsiéi fil

ilondai n mar nach ann d6é agus narbh ann
“An Taoille Tuile”

Foil siodh an gearrscéal “An Taoille T
cheann de mhoérscéalta Il uatha Mhairti
cruthaitheach ar shaoltaittmafluakh mhui nt
agus feictear an duine ag dul i ngleic le saol achrannach, ach mar

adeir an scolaire Gaeilgge, Gear 6i d L
cruachan a dhéanamh in aghaidh na han
agus tiocPk&Sieodohbshés. an dduaraithdagisn at hch
n i mo r don duine ar mian | eis pairt a
saol atd bunaithe ar shaothrud tal dan a
ashara. Ta an cladach sa scéal seo ma

coimhlinte idrant-ai si mi rceoi rd acdcasn ana théhaa l e,

%60 Conaire 95.

27 Riggs 37.

BGear 6i d "DiekhivEOuw OOEPUOwW2EOUI EVw+PBREUBT Awhhabu
Cliath: An Cl déchomhar, 1987) x.
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an tsochai agus an coi mhthioch, agus
strainséir. l's i Mairéad an strainséir
ba chiuis Il ena himirce. D'i migh si ch
cleamhnas ach cbhtabdaparsiunéideeafi Ur ac
bac ar Mhairéad teacht abhaile go cean
ag a comharsana go bpodosfadh si thall

fhagail di . Il na ainneoin sin, éirionn
g aioscchi i, afach, agus téa dioma ar a m
spré a shaothraigh si i Meiriceéa. Cai
chruatan oi bre Chonamar a tar éi s di
scl dabhaiocht de chineédl eil e ille sdiei ch
ach mi sa bhaile nuair a chuirtear a

Deir Aisling Ni Dhonnchadha gur tast al
ait a gcaithfidh si “a chruthu da fea

chéil e mhiotal ach shaatihriai oscihn,atgauri nf
brath wuirthi mar bhall pobail fidnt act
achomhlionann dual gai s choérag chomhe
D'"imigh Mairéad sula raibh si oi l te
chl adai gh agus ni {thuisint@iobair nadadrraigeac h | e a:
rud nach raibh na Loidedin, an chl an
f heamai nne, i bhfad ag cur ar a suile
‘*Rabharta moéor é,” a deir Mairéad go si m
Meiricea chomh luath as tas @t hdéige ni
anois aici ar chui d de -anmneacldaris ai bail e
ndl dth agus in inneach a cui mhne.
‘*Rabharta moér,” arsa an Loideanach agus
tar éis diamhasla dalba a lua os a c¢homf
Bride! iNtiHi tthhe taear na rabhartai fo6s, a st
| ea%t . ”

Mur ar chas |1 éi iad go dti sin ba ghear
Cé gur fonn spraoi is tuisce a bhuai
dtuigeannsi nach spraoi atldae. gGleascsanth esihc
cinnidgint go fonnmhar, afach, cé go ml

2Ai sling Ni DhiebuuosbBakElEAUEOT EUO W2 UEPESEUVUWEUW" T I
&1 1 EUUUE® E Qeo0ER HION é whAtNiKgy Cliath: An Cl 6chomhar,
%0 Cadhain 37.
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“Nach iomai mo |l eithéid eile istigh sa bp
fiche bliain i Mei ricea, agus ata chomh
seo inniu iiss gdadn nabneibdai | & a fhagail ri aml
Tuigeann Mairéad nach bhfuil s i mar L
mé ach go bhfuil si mar bhall den ghr
futhu sa cheantar |l e fada an | a. Gl ac
agus tuganshlfamianmdhdhl adai gh ach is |
nach bhfuil s i in ann ag an obair ag:!
uairibh thar aon ni eil e. Ni |l si feis
agus i n ait br 6ga tairni i s “toy t
Meirictamaédhuirthi. Déanann si i ont as
at & ar an mbei rt bhan eil e a scior
gcui mhnionn si “nar f h3aR'alddar asiu nktaaiils
ri amh éadai an ai simirceor a, mar a

taighde arridihreeasghnédtha na himirce i
na hEireann:

Anyone familiar with these archives will be struck by the unquenchable
interest in the clothes of the returned emigrants, especially those of
the women. The effect these clothes had on the homecommunities
was profound. 33

Déanann an pobal taithi imirce an ais
eile an cheantair ach is mér idir an
a d’' fhan s a bhail e. Go dei mhi n, s amt
héadai S eo0 agursin @bairsgn echladalgta mar irud
dearfach, obair ar éirigh | éi éallu uai
“1s srai ml i an éadail e, ” a deir Nor a
Meiricea, a Thiarna, i s fada go bhf ag
phai sinéireacht %an samhradh seo."”

310 Cadhain 38.

20 Cadhain 44.

3Grace Neville, “Rites de Passage: RiNewal s of S

Perspectives on the Irish Diaspoemag. Charles Fanning (Carbondale and Edwardsville:
Southern lllinois University Press, 2000) 127.

0O Cadhain 41.
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Cé géki rneoi dla léal N6 6 éadéail an chl adai gt
Mairéad feasta. Ma ta si ina coi mhthi
ar fhildl si lena phésadh chomh coi mht
an | ae oibre. Cuirtear crioch dhorcha

ar fhoighne Phadraig agus bagraionn
“gl 6r borb eé&Mamhtlsi d&h.or” don scol aire

Ni c Eoi n, i gcas an scéi l seo, “is
idirdheal aithe, agus s minic a bhre
ai simirceoir mar dhuine ata dealaith
gcuid eile3»®den phobal ."”

“An Filleadh”

D'fhag na milte Eire aris sa tréimhse

mBreatain a bhi a bhfor miibneoingy tri al |
ndeachai gha stoicrheaii ngcl eachtadh ar an
bhain | agmhi sneach agus dubéircieasnl ei
an starai Padraig O Treabhair narbh a
agus i mirce na mblianta a chuaigh roi
1950i di da@aarcédiésm a chruthua don st
nuabhunaithe, a rai bh di mi nsean sice
di mi nsean eacnamaitdCohl agodbi hdn IFéil |l e
Padraic Breathnach i 1974 ach is féid

hi mi rce 0 n aaghaidhoQnitheadn Breathnach solas ar
fhadhbanna athchultdraithe an fhir 0i

fhilleadh dé. l's fid na tuiscinti ar
scéal a chur i gcomht héacs an taighde
maidir | e dushl ain dil dithrithe an aisin
a bheith |l asmuigh de shrianta a phot
phriomhphearsa an scéil, Séamas a ath
bhfear Gael tachta ar deor ai ocaht i Sa:
di mi nsean siceolaioch a bhi ag roinnt
Séamas go moOor as alt ar an | athair m

30 Cadhain 50.

BMairin NB®sBmiEn % EUEOOwW! Ul EEow Ow#36abU0i UBKw"
Gaeilgg Bai |l e At ha Cliath: Cois Life, 2005) 155.
”Padraig O Treabhar, “An I mircé&li EDheamcaaldhal éas
agus Nic Eoin, UwE Owl 30P1 Ug OET
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t host i measc a chomhoibrithe arae n
thuigfeadh muintir a bhaile féin:

I mbui | a mhhudinrtfiir eaiftéthenantcas eil e air.

dilis. Leo siadsan bheadh sé c¢chomh bai
dui ne, ag greann, ag biadan, ag nuaiocht
ar a thodéin tuirseach nods-aldal, bairn |lehrsgit
go raibh s¢ ag obair anois in éineacht l e d
gcathair choi mhthioch i mbun scileanna a
i dtuill eamai na ndaoine seo narbh f heec
di oBh.

Maol 0 ar an gcoi mhthios cathrach is

chinnte ina bhaile doachais agus don mh
dhuchais air. Ainneoin go ngoill eann

dt as an scéil, tacaionn na héagodrach
chinneadh filleadh abhail e. T& an t
machnai mh dé, af ach, agus <ceistionn ¢
turas:

Bhuai l tocht brdéin é. Bhi d5diarne ko | e cu
Il e scl éip, |l e rancéas, |l e gnéas, |l e peacs:
|l eis an bpeaca, anoi shgo prasr Tuipehséd s i ag é:
di abhal a raibh sé ag imtacht as Londain
Munl ai onn a thréi mhse i Sasana mar c¢h
dtei peann air socra i Sasana, fillear
Tui geann s é anoi s nachagusesobilse nhondai n
cathrach ag sleamhnd thairis. Tur as

turas abhaile feasta. An Eire a bhi a

ach 4ait aoihehidinm eaghs amh ni mar sin a
nuair a bhaineann &éaiamanhaiér aonhhate
badi sti mar nach | e baisteach a bhi su
cineédal ai msire réméansai a bhi ti oms
d’ Ei r4dTrdn .b’ac cumarsaide cruthaithe ag
at hui smi theoiriomagudsd igsuru dmdr cdaii nt a d
|l ei s da mbeadh sé tar éi s teacht ab

38 Breathnach 14.
39 Breathnach 1819.
40 Breathnach 21.
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aonach. Feictear é i dtreo dheireadHh
chomhairl e an mbeidh air i meacht ari s:

An dtiocfadh |l eis fanacht adhaskeimaéi d

chl eacht ad®Mnchhmbieake! air filleadh aris
Fadhbanna is fadhbanna. | ndeireadh t hi e
marbh?4!

I's minic go ndéanann na haisimirceoi
iniuchadh ach gabhann &gasnaseic®t imo mn c

fiuntas a bheatha. Ai simirce i seo a
agus cé gur éirigh Ileis filleadh go f
nach mbeidh suai mhneas ar f ail dé sar
dha thir feasta. | BaicheaareadhiéShiéasmai s
sonraitear gur éalu 6 wuaigneas agus ©0
uaidh seachas filleadh ar bHail e a |
ngl 6rtha na madrai agus nach féidir <c
le do mhuintir ann.

Ta initatlmdheag déanta ar dheacracht
agus comhshamhlaithe an imirceora Ghaeltachta thar lear ach

tugann |l itriocht aisimirce Chonamar a
sceéal an aisimirceora mar dheor ai i neé
sna gear rbshcié aflami achai bi dil san aiste
mot hdchédin an duine a théann i ngl ei
agus cultartha sa ‘tir afocht a, agus
Coi mht high i ad na priomhphearsana a
imeacht go hioml an o6éna mbailte ina dtaithi i
fileadh ar bhailean-6i ge ach oiread. Feictear na

na sochai agus ar thoir sli isteach s
éal 0 6n tuiscint go mbaineasncnoistiead6 | e
l uachanna agus o} nésanna a bpobail

déanann an pobal baile a dtuiscinti s
nanai simirceoiri seo a cheilt ar 6égéna
an pobal go ndéanfai dh tnhas hhéaiissiianilr clee
muintir agus athfhoghlaim ar scileanna oibre a bpobail ach nuair a

theipeann orthu dul i ngleic | eis na
staid easnamhach idir dha shaol agus

41 Breathnach 26.
42 Breathnach 25.
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feast a. Tédgann nahat éaadcas amanra dhheerarana
ai ste seo ceisteanna tabhachtacha mai
ar an duine féin agus ar a phobal . )
straitéisi séisialta a mbisnircearann an
araon leas astu agusiadimbn na <coi mhlinte seo. Ma
tuiscint nios gléine a fhail ar an d
bhét har na deoraiocht a, agus ar na c
t-ai si mirceoir mar choi mthioch i na b h

aghaidh anail rseachabdbhohabhairi ochta a
na Gaeltachta i gcoitinne.



GEAROID IARLA AGUS DAFYDD AP GWILYM:
NUALAITHE SA TRAIDISIUN

Hynek Janousek
(Prifysgol Aberystwyth)

Ta an tt seo ag pl é | e beirt fhear a d
adtortha sa déigh gur l easadh 1l e hei
chéawnmai rt fhili meanaoi seacha a chuai

chasta a dtiortha f-lérg ann-aargduési ra mk’ fohr & gh L
Gear 6i d mac MMWIi8NIi s n( IE3I 38 nn amus Dafy
(fl. 1315/13261 350/ 1370) s a Bhreatain Bheag.

Dhafydd ap Gwilym i gcompar i d | e sa
cheandaat¢hinjor dearnadh i arracht smao
an gcosulacht a bhi idir an hRdecht a b
theorainneacha na dtraidisidan. Toi sc
d’"fhiliocht an ghra cuairte anios [ I
déanai, breathnéf ar go gairid ar cho
ghra na Gaeilge agus filiochtwtaDhafydd
dd chéas a | éirionn neart athl éi mneac|
agus a chumas téamai iasachta a shu
nuachruth faoi leith a chur orthu.

An 140 haoi s, tréi mhse bhroidearnuil
i i gcul tar oamchus ain kpho ltahitri. N i mi st
gairid ar na <cosul achtai idir culrai
mbei mid ag |l org na gcosulachtai ata i

Féach RachelAsp&is of the/Poetty pf Dafydd ap Gwily@aerdydd: Gwasg
Prifysgol Cymru, 1986) 60 ; Gwynn ap Gwil ym,
| ar Tadiesi28 (1974): 451.



2

4

151

Cuireadh Eire agus an Bhreatain Bheag
agus pai rrtleesaintnhae afd@cha di obh i bhfain
moér. Ar a shon sin, c¢cé gur baineadh ¢
|l eis an gCoHodomanAobl auair a theip ar
Eirinn agus ar chumhacht na bhfl atha

Bheag, an teanga agusan cul t Ur ddchai s, mhair

beoite | e spreagthai nua trid idirg
huchelwyr, na seal bhoiri taldagn uaisle diach
ar chéannacht pholaiti il agus chul tau
eoldonsaol,rinneadh na Nor mannaigh cosuai l |
a chéil e, chomh <cosuail, go dei mhi n, C
aon difriocht idir an da chine faoi (
Chi I | Chainnigh sa bhliain 1336. Agus
admhé& gur theip ar 2an gconcas in Eiri.
N i mar gheal l aruadlumhaacihti una, n af ac

gur coinniodh céannacht chul tdartha n
bhraitheadh an chumhac ht sin ar c¢huméummadht éi gi n
an fhocail ffhii ll @ ait ma $8BMéi ramhi seach ag
bhi an gabha noé an buitl éir,agabr ai mi s
s6isialta feeanhedéhnaigeéithe a fuair
6 na draoithe #3Rwalnmho d,heiasc hddé cnhaa .Nor man
finai hEireann nios cosUl auafleeabeasai Gd, ac
bpridmual gas sa tréi mhse chl asaiceach
an saothar a bhiodh ar chidram na mbar

den |l ucht‘Gbi mbochgas go fadaammol adh a
na filiochta Breatnaise 6 thuaos béaire.
scruadua, a deir Gwyn Thomas agus é ag
Mawr (fl. 1155-1195) , dui nef hdiel i phmeidonnahoi s e ach
Breatnaise® S e a , an t aoi s-eaaugdim aachraoladhd d U

measc a phobail agus a chuid tainseara

i s a mhoérchr odfsian céh éa |bhiir addeh dhual gas
nach raibh siadsaninanuai sl e freisin? Thuigeadar
d é a n a mhuiredsa agns ba mhinic gurbharcomhc héi m a | abhr ai |

Cat hal O Hainl e,+dENd UEgnus § OarOQulDOOLBIWODP0Ug OET U
eag. Padraig O Fiannachta (M4 Nuad: An Sagart,
JE. Caerwyn Williams, Traddodiad Llenyddol IwerddofCaerdydd: Gwasg Prifysgol

Cymru, 1958) 36.

Williams 124-25.

Gwyn Thomas, Y Traddodiad BardddDinbyc h: Gwasg Prifysgol Cymru, 1976) 111.
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|l ena bpatrdin mar a rinne Cynddelw ag
dhuine d’"ardfhili a sheanteafmg&@ (“pen
Muireadhach Al banach O Dalaigh (fl . ti
a chéais tar éi s udd st inthbkAh asrtd rrad itshcuia
Ar ndoéi gh, -mhteiasd hagancach ar ghairm a

bhiodh wuamhan a aoire ar an saol mor ;
teanga an fhil e, d’"fhéadfadh sé bas a
Agus nach raibh dacineannafuai r& bas!

B’ i omai bliain ab éigean d’fhili at
freast al ar oilidint ghairmiail | e ma
na teanga | iteartha agus ar bhéal oi d
teanga | iteartha nar at hrgd¢éd&adt andir @ n
éineacht |l e meadar acht chasthanudhéan di
caethna Breatnai se. N i mér duinn a thahb
rai bh bundi friocht idir -dnf rdidocthh e aan ¢
bhaineann | ena ngindint. OTeaanmhadrl,aba a
bhi i dteanga na bhfili Eireannacha 1
1340 h a@oaicsh it,eanga thacair ar fad a
nGogynfeirdd f i | i Breatnacha a chleachtadh
dara | eath den 120 haoishagus. aBhahgt
feidhm as comhr éi rhengegdds ast 6 eafigaalf hinh
Aneirin agus Taliesin, agus is amhl ai

saothru s&@&Nbuf bdlédis! cui mhneamh air ag
l eis an athrda a rinmags lRhtfajimre) arap Gwi |

fhiliocht na Breatnai se.
l's é bun agus barr an sceéil seo gu
bhfiliocht an da thir sa tréi mhse s e

6 Thomas 11}12.

7 Williams 146.

8 Chum Dafydd ap Gwilym englynoncast a ar fad (seanmheadarchtai
bhfuil sé ag aoradh tréithe pearsanta agus vVvéa
Rhys Meigen, a fuai r bas tar éis do6 4a gcloisteail. Cu
gcomparéandl é seumhacht na haoire fileata in Eir
chéanna a luaitear |l e Caerwyn Williams. | 141
Leifteanaint na hEireann, aortha ag Niall o’
seachtaine ina dhiaidh sin mar g h e al | ar ghangaid na haoire. F
agus Williams 147.

9 Williams 126.

10 Thomas 118, 122.
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iasachta maklCé dagohmasceabhn corrdhan p
a fheictearle@oi nt e cumhachtacha | e Gofraid
( 1.387) agus Cynddelw i ndiaidh a mac a cailleadh, moladh agus

aoradh ab ea na modhanna ba choitiant
na Gaeilge agus na Breatnaise chomh m
170 haoriasmhpathaant-or d so6i si alta agus pat
nuai sle a chothaiodh na ftaltihoy 0Arara s

fhiliocht an da thir sa 1441 haoi s t
l'itriochtai na Fraincise agus an Bh¢éa
liriceachai ad, Il e habhar fhiliocht an ghra
an traidisiun goiliardach, UdqaWdERe t
iasachta nach mbiodh | e f&il ach tha
fileata na Gaeilge agus na Breatnaise chomh maitht2 | s f i or gur
cheapt ai filiocht ghr a sa dGorhdfféedd r roim
|l ei s an bhfile de dhuine wuasal, Hy we
rhieingerddina nGogynfeirddl d ant a do mhna wuaisle) i
Breatnaise®* a g u s an déan “M’ anamr admi rs'calre r

Muir eadhach Albanach sa Ghaeilge!# Ar a shon sin, is annamh an
dan ata ar mart hain 6n tréi mhse mh e &

haois, ina bhfuil gra (ndé mothuchan éi
|l iriceach pearsanta. GI o6r | iritheeach pe
saothar Ghearo6id | arla agus Dhafydd aj
Cad is ciall |l eis an bhfrasa “gl o6r |
é an bealach is | 0 achrann Il ena fhei
habhar na filiochta féin. Cuireann G
bhunchosdal acht i gcursai cul tuar agus
rugadh an bheirt fhili9i. Fuair sé amac
bhfad amach eatarthu, af chha draa cahc hr agil bahi
amhain ag Dafydd I ena éileamh de r éi
UNi rai bhamoriildl taas coinileach a thuiscint cén s
an fhile maidir | e coinneaia da&d tmkimhspgéachhi
faobhrach sa toé6ir ar an namhaid si Al49.3a0 hairit!l
Bhreatain Bheag, bhi siad ag iarraidh smacht
Féach J o hHaneD@ymiulordon: Penguin Books, 1992) 24.
2sean O Tuama, “ T h e ShvenCerntunies ef IriBhoLearnmgy 10000Q
eag. Br i an k:®erCenPrass, {9T19 97, 99.
BMarged Haycock, “Y¥YOEBrOEgmerf UERI(Abdiysiiytht Ol OAEEDEI

Prifysgol Aberystwyth, 200 9).
4“0 H&ai n39e 38
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Chyfraith Hywel Dda!s Os a chionn sin, deir S €
|l eachtaithe | e tri theanga ar a | a
0 mh mai t h |l e teangacha <ceoi l agus
bhachtach | e hap Gwilym gur cheap C
a i ameahlt ai d &4 i nchanuhcéethfaog deacta aguss

r chomhcheangal faoi l eith a bhi an
huid eil e den Eoraip. Il s féidir gl
aithfear cur l eis nach as na meadar
feidhbm ach as an traidisiuogin ddachais ar
mbéal oi deas agu8Acahn nsic éaad aliemarhdi.nt an
iasachta chéanna a bhi an dis. Léeiteal

>

O 0 *+o0 0
(=S N

Mairg adeir olc ris na mnai bh!

bheitkaddharch ninn;dai l chru

a bhfuaradar do ghuth riamh

dom aithne ni hiad do thuil!l
Binn a mbriathra, gasta a ngl o6r,
aicme rerab moér mo bhaidh;

a gcaineadh is mairg néar | oc;
mairg adeir olc ris na mnéai bh.
N i dhéanaid fionghal na feall,
na ni ar a mbeidh grainc n&a gréain;
Nih&raighid cill n& cl og;

mairg adeir olc ris na mnéibh.
Ni thainig riamh acht 6 mhnaoi
easpag na ri (dearbhtha an dé&ail)

na priomhfhédaidh ar nach biadh | ocht;
mairg adeir olc ris na mnéaibh.

Agéd gcroidhe bhios a ngeall;
ionmhain | ed6 d+wine seang sl an,
fada go ngeabhdaois a chol;

mairg adeir olc ris na mnéai bh.

15 Ap Gwilym 49.

16 T 4DuanaireGhear 6i d breactha | e tagairti do scéalt
Cat hal O Hainle dan gra amhain ata fite fuaite
scéalaiochta |l ena ghra geea&ad. ,i n* OGweaamradiirde Mahce al

| ar ISadia Hibernica3 (1963):495 1 . Féach fr ei-38i Madirde Hai nl e 3
Dafydd ap Gwilym, féach an -d5l.olsganh Bronenéclc ht i n Br
faoi deara go luann Dafydd “Derdrfi”™ ((NDeamhdr e, |
|l eannan Oisin), agus ¥FCGuakdl BmormCec hCHBI9ai nn) .
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Duine arsaidh leathan liath

ni hé a mian dul 'na dhail;

annsa | e6 an buinneédan 6g bocht;

mairg adeir ol ris na mnéai bh!

Luann Gwynn ap Gwilym cuid de-dhan 1|
“YBardd a’'r Bf aw€Cokhiwpt, na Ceirde” i
Shedin de Burca agus €é & chur i gcomp
cé gur beag nach ionann focail né s ma

don cheathroa rann de dhan Ghear 6i d,
teachtaireachtdidnm idb& hdhdi mhftod nse an

Bean an bl &t h i s <Merchsydd decafblodeuyn
ar neamh thuas ac tynynefondDuw eihun.

O bhean a rugadh ¢Owraigyganed pobdyn
den chine daonna, OTholl bobloedd ond tridyn.
dd bhri sin ni hi cAcamhynny nid rhyfedd

ar mhné na ®ar c¢ ha iCarumerchedagwragedd. ¥

T4 4airithe ag Cathal O Hainle go mb
traidisiun na ngoiliardach a dhéanadh
short: an radbh sumdaiam ag dul do, b a

bhinne a ndéanaidis ceap magaidh de.”
na mban ar an magad®ssinchbéanBeasdnd.

ceann de na point.i i ndan Dhafydd é s
sruthiasac ht a a ri theann trid:

Is trua nach eol don ainnir Gwae fi na Wwyr 'y
mhol ta, a shidlanr Gl odfrys, a’'i |Ily
caint an bhréathar Ymddiddan y brawd llygliw

ina taobh liomsa inniu. Amdanai y dydd heddiw.
Chuaigh mise chui¢ Mi a euthum at y Brawd
gonradmhoéi nn dé mo | gyffesu fy mhechawd.

d inis mé dé, gan lddo 'dd addef ai s
gur so6rt baird a I Mae eilun prydydd oeddwn,

abhi 1 e fada i ngr é A'm bod erioed yn caru

7“Tomas O Rat#hda dOREw &@WHkiclai gh, Baile Atha Cliath
Chorcai, 1926) 4.

18 Lyaitearant-ai stri dchan den dan “Y BalydddapGwirh:r Br awd L
Dafyddap Gwilym ai st. Sean de Burca (Baile -Blitha Cliat!
“luaitear “TesturYGBhydddiagr B4&wd LI wyd,"” 4/ 5
http:www.dafyddapgwilym.net ,20 Mean FO6émhair 2011

200 Hainle 39
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Il e cail imadeaalh,dud Rhiain wynebwen aelddu,

is gan agam 6 mo r Acnabu ym o'’ m || awr

|l eas nad bua da bhe Les am unbennes na budd,

ach mé de shior i Ond ei charu’'n hi

agus anrdé orm déa r A churio'n fawr o

s nar liom i cé ¢ A dwyn ei chlod drwy Gymru

a cail tri chrioct A bod hebddi er hynny,

is gur mhian | iom A damuno ei chlywed

sa leaba, taobh le balla. I m gwely rhof a'

I s samhl aoi di i ad s a mhamauo codrfois t hr ai d
samhl aoi di mar sheirbhis an ghr a ag
créaifeacht an ghr a, a mbaineann Dafyd
ndanta eile.

An chosul acht is tabhachtai atéa idir
Ghl ac Gearo6id |l eis nan fddm méeacbkdach sag
chuir s é struchtdar a n2l Tchhaarrrtdaiiln g E osrép
t éamai ocahnthrndan nai ndi aga a chuir Richar
Chnoc Osrai, ar buil e | e cl éirigh |

dtraidisiun fi2CaamaGear Gadddnatgae hiuirdéi m

mhoér de théamai af Bhudnaire maArguiss i kéifn | o«
phearsant a ar fad i nach mér . Sa d
“dhear bh cnatadisighl @Ghaelacha, gan a bheith i bhfeirg leis

toisc go bhfuil sé ag Debhaiset gbutbhd u
na Gai |l | eile a aoradh mar gheall ar
minionn sé déibh gur fearr | eis a bhe
i mbrai ghdeanas “ag r®B€gihéShaxaraimal
bhfuil sé ag pl é nbeiiosnn i Ge aarndniadmha gn adcsh

scribhneoireachta at a direach agus

bhéal oi deas agus scéal aiocht na tire.
Dhafydd ap Gwil ym. Cé go Gogydeirdinn sé t
agus ¢é ag baint alsldi diea satsa,c omarf holta mp
cywyddpr i omthean &ad chul-imeahdtaa ac ht shol b

“b[h]Junaithe ar aonad seachtsioll ach?”
| ei t kynghaheddann at a déanta as comhar da
i nmhéanm&ah .nfthean fi | enant as és efoe ibdahimm eas ¢
acmhainn ata ina theanga dhuchai s. F
20 Haei3n

2Fé¢ach Robin Fowl’erQ Radintthrioldeu cxtvi.on
2ZFéach téacs an dalion, igoMahcaiNiidtchaei Infa 1Ir7ai nn 4
“2de Burca 3.
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shol 4t hGogynfarddt aaobh | e taobh | e focail

dei |, mar a déarf a, focail 6n mBéarl a
nuachialla meafaracha astu® Ni fréiadir d go dtarl ai oni
céanna i bhfiliocht Ghearoid, ach is
cosuai l l eis sin ar sial ag Gear é6id ag
hEireann ina chuid danta gréa (sa dan
ainm staicinémagmhghlea” dhlscinstehampl a) .
chomh maith gur bhain sé tastail as
meadarachtai nios simpli den déan dire
iontu. 27

N i |l easc | e Dafydd na |l e Geard6i d té
fileata an phobail. Sad 4n “ Cosaint na Ceirde,” bhe
as antraethodl Il s foirm icyayddddearlmadhiam i,
atd gan ornai de acynghanedthigaiismmai Ulisld i dae adh
measc céi meanna nios isle na bhfili B
asanbhfoirm toisc go raibh si ag oirida
ai ge. Bhain Geard6id Usé&aid as an gcarda
simpli den déan direach toisc gur chui
faoina eispéaras speisialta mar fhil e
nar Ghael na Gall é. Friotal fileata
mi ot aseol ai ocht phearsant a. Seo iad 1
Dafydd agus Gearo6i d. Seo iad na tréit
| éitheora macalla na ndagus éi hg béainl
né ag éisteacht | e dan airithe amhain
Ta pointe amhain eile | e lua anseo.
sé ach | e Dafydd amhadin agus | e cosul
agus l'itriocht nios déanai na heEi ea
bhainDaf ydd (s &detliodlaei s@a gur oir si don
gceist aige sa&rdanisearfbuasl e, Cuire
chliarai air féin:

Bromwich 8-9.

O Hainle 38.

Deir Cat hal O Hainle: “Bhain Geardéi dnd@éisaid as
dheireanach sna rainn eile ar bhealach a chuir:
é sin aige: féach DuanGh XXI I, -agasthéanh fre
gcosul acht |l eis sin. Bhain ca®uHai eBhain 29. tr ai d
Gear6id Uséaid as an ae freislighe agus o6gl ach
rannafi oc htDhuarlaiieg@u $s n@a dan a |l uadh thuas. Féach
sin de, cheangal Gear 6id an caral |l e meadarach

m dire.
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O neamh a thagan 'O'r nef y cad pob digrifwch

ach tagann brdén Ac o uffern bob tristwch.
Cuireann filioch Cerdd a bair yn llawenach
ar shean nié solgan. Henacieuanc, clafaciach.
Ni céra teagasc Cyn rheitied i mi brydu

na cumadoireacht Ag i tithau bregethu,
is mas éigean du A chyn iawned ym glera

ni moér domsa an Ag i tithau gardota.

Nach rainn is 6i Pand englynion ac odlau

na hiomnai is na Yw'r hymner a'r segwensiau,

Duanta do Dhia naofa iad A chywyddau i Dduw lwyd

na sailm a chan Yw llaswyr Dafy dd Broffwyd?

An clerwr, an cliarach, duine a bhi | asmui
ghairmiail in Eirinn agus sa Bhreatai:
shaot har féin, trid an srutarhouri sl it ea
courtois ag us a scath g o i Ifablidu isteachhin agus F:
ardtraidisi 0n a®¥dFdihdtleearghean rosm witi h . goi
dadnta gré&d |l e Gearodi d, ach ta tuillead
chuirfeadh I itriocht nios déanai na hi
I dtosach an daiind |lee @&marfémrd dan ffehicli en
siual sa choilll ina bhfuil a cuairt ("
Il wyn”). T&a&a dan nd6é danta eile | e Dafy
| éamh an fhocail “I'1Twyn.” |Is coirt id
ghra a chi abi dafiodo ®dmaétydd, ait ata g
ata ar an ngra daonna sa chuirt agu
bhfriothaltar ai freanmManoghr dahydda
gurb aireacht ail chrai f eMarcsimdeaan f ad ¢é
mot hdchéan adusaigrait siad contrartha
creideamh i nDia, dar |l eisean. An gr a
na filiochta, <ciallaionn sé sin go bhf
do thimpeall féin Ie hiomlan do nirt,
domhan <c¢cruthanta go cruinn, e nbhfuil

I s deacair ar fad a chinneadh an traidisian

dtraidisiun iasachta (liteartha agus fisliteart
bhfiliocht an da thir. I's cinnte goaguseor gurb
eacnamula a garhosabaghhahnig ar bhlas agus dha
fhile. Pl éann Huw Meirion Edwards | eis an abha

Meirion Edwards, Dafydd ap Gwilym: Influences and Analogué®xford: Oxford
University Pr es s, 1996)-108go hairithe 67
Féach an cywydd “Offeren y LI wyi9 [ Aifreann Coi
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chaoi a gcuirtear friotal ar an méi d
ar bith | e Dafydd ina bhfuillatd,é ag cu
at héann ar theachtaireacht dghrdYdo ch

Wyl apAn Faoil ean], maaywyddh ¥ mpDlea ,| dy 8 a
[teach faoi dhui l i ar] ina bhfuil Da
Beal taine mar theach | ena aghaidh f éi.
Cuirtear an ceann deireanathasegria gc
“Coill te GI a&aarahampla magusi feitfear’ go bhfuil

an-c hosul acht eatarthu mai dir |l ei s a
samhl aoi di . Ni fol asui mdugb mhegHbtdesé
adhéanamh ar an abhar Sseo agus compal
gcacianoi briodina @GWgses ul a d’ fhiliocht ghr
meéadnaoi si in amhrain tual8bOhagusia Gaei l

saothar Dhafydd ap Gwilym. 32
I saothair Ghearo6id agus Dhafydd mar
pearsanta agus t éantaaimadn eghrad m@aagus

mui d) fite fuaite ina chéil e. T4 an
meadaracht ai agus scéal aiocht a dtior
meascadh |l e traidisiutuin iasachta. Ta&
agus nach bhfuil blas nua-aimseartha ar an t aanh éuidl sin?
mhai th athbhri de. Ta a | an grinn agu
dhadn a | uadh. Mar shampl a, faightear
(“gwr eiddig”) sa dan thuas | e Gearoi
dhanta Dhafydd agus baintear (kt®aigdb gh
bhfuil a | an éisceachtai i saothar Dh:
cinnte go bhfuil an greann agus an fio
eile in ealain na beirte: An bhfuil (
mban no6 an kabofruwidlh bsihéd v hn s é ag déanamtf
rud sa dan a luadh thuas? Cé go bhfui
di ospéireacht l eis an mbr athair bocht
an chliaraigh, ta danta eile ann ina
doi lis fia, di B $§ hdagdsr bgéadpaadhithch:
athbhri speisialta seo dinimic an tra
ach liteartha amhain. Mar a | éirionn

bhi ag Eirinn agus ag an mBr eat ai n

BFéach téacs an amhr &Qun& Ua useun 0 UaeatmeGE udAQ #hEOb O
Cliath: Cl 61 ann Ui Mhat®ana, 1960) 275

10 Tuama 1.

32 Bromwich 97-100.
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shol adbt ha. Cuma ane hbhmeéabdach ar an di s,
| &n sei fti ol achta agus iad ag freagai
do na hathruithe a bhi ar si Gl i mb e at













































