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Preface

In September 26-27, 2019, Ivane Javakhishvili Tbilisi State University together with
James Joyce Association of Georgia hosted a two-day international conference “Joyce
and the World” to celebrate the 80th anniversary from the publication of Finnegans
Wake. The main goal of the conference was to explore, on one hand the diversity of
cultures and languages which went into making Joyce’s world and on the other hand
Joyce’s impact on world literature.

Finn Fordham (Royal Holloway, University of London) and Richard Brown
(University of Leeds) were invited as keynote speakers at the conference.

Needless to say, that a special panel was devoted to Joyce’s translations and studies
in Georgia. The reception of James Joyce’s works in different European Cultures
followed divergent paths, largely depending on the cultural and political climate of
the country. When Modernism and Joyce’s works emerged, Georgia, a country with
more than a fifteen-century literary tradition, was under the Soviet regime with its strict
censorship and ideological purge. Nevertheless, after Stalin’s death Joyce soon became
one of the most translated and studied authors in Georgia.

We cannot claim big names in Joyce studies and cannot boast to have his works
translated as early as in his lifetime. Nevertheless, the fact that most of his works have
been translated into a language spoken only by less than 4 million people, the number
of works dedicated to Joyce studies in Georgian and two international Conferences
held at Thilisi State University already seem remarkable.

It was Nico Kiasashvili, head of the English Department and Centre for Shakespeare
Studies at Tbilisi State University who in the 60-70ies laid foundation to Joyce studies in
Georgia. A man of great industry and vast contacts with Western colleagues, which was
rare at that time, Nico was a real Kulturtrdger, whose impact on introducing European
culture into Georgia as well as raising generations of future translators and scholars can
never be underestimated. He published a number of articles introducing writers then
unknown in the USSR (Joyce, Lawrence, Pinter, Golding, etc.), translated Giacomo
Joyce both into Russian and Georgian from a copy sent to him by Richard Ellmann
soon after the publication of the text. He translated Ulysses (first three episodes were
printed as early as in 1971 in an almanac; first ten episodes were published as a book
with his introduction and commentary in 1983), organized James Joyce Centenary
Conference — the first Joyce Conference in the Soviet Union (1982) and edited a book
of Collected Papers of the Conference (1984).



In2017 a group of Georgian scholars was awarded a research grant by Shota Rustaveli
National Science Foundation to carry out the project: James Joyce translations and
studies in Georgia. The present Conference and the publication of this volume became
possible through the financial support of Shota Rustaveli National Science Foundation
Grant.

Manana Gelashvili
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FINN FORDHAM
ROYAL HOLLOWAY, UNIVERSITY OF LONDON

Joyce’s worlds of words.
‘Whirled without end to end’ (582.20)

This paper responds directly to the title of the Tbilisi conference: ‘James Joyce and
the World’, which, sounding a broad theme, is a voluminous and fine net to capture
any topic, large or small. Rather than flying by its nets, I have chosen - quixotically
perhaps — to examine not just Joyce, but ‘the world’, the mesh that we’re in (which
should perhaps read ‘the mess that we’re in’ if, like me, you’re from the UK). And I
hope from there to begin an exploration of ‘The World According to Joyce’, especially
in Finnegans Wake, which was initially conceived by Joyce as a history of the world,
and which has become an example, even an emblem, of ‘world literature’.

The exploration will be assisted by the word ‘world’, as it is presented in the Oxford
English Dictionary (2™ edition), and as it is spun through Joyce’s works.

Joyce’s works, I suggest, are located within - and a key contribution to - a period when
meanings of ‘the world” were shifting: one sense of the world (OED sense II1.16), the
social ‘worldly’ world, had shrunk; while another sense of ‘world’ (OED sense I1.10),
pointing to a relatively private system, was expanding. In the latter the microcosm
of one’s immediate context is inflated through subjectivity into a macrocosm.The
many worlds of individual consciousnesses compensate perhaps for the loss of ‘the
broader world’, whether held in the safe pair of hands of a transcendent consciousness,
or the less safe pair of a liberal social conscience.This shift may suggest a narrative
of modernity as fragmentation and alienation, alongside the loss of any transcendent
perspective.Joyce’s exploration and reconstruction of private worlds, his expulsion of
transcendence through ironisation, makes him a contributor to this worldview.And yet,
a new shift has emerged since Joyce’s death: with an awareness of the anthropocene,
there is a need for a greater integration of ‘world” and ‘earth’, and with it a return to a
singular real world.Can we find inspiration for doing this in Joyce’s modernist fabular
world?

There are many ways in to Joyce’s world of words.I will enter via the word ‘world’
and its many distortions in Finnegans Wake.These include: ‘the whirled’ (582.20), ‘the
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whirrld’ (147.22), ‘wonderwearlds’ (147.28) (which carries wonder, underworlds, and
underwear), ‘the walled’ (163.27), ‘the worrild’ (258.21), ‘whorled (without aimed)’
(272.04), ‘woyld’ (535.28), ‘worold’ (441.19) ‘the wurld’ (498.24), ‘the Wilde-wide’
(98.20) (for ‘worldwide’), ‘the warld’ (608.34), ‘the Wohld’ (593.03), ‘the wold’ (284.24),
‘the wittold’ (505.32), ‘the wood’ (354.23), ‘the would’ (250.16), ‘the willed’ (272.04),
‘the wort’ (310.05), ‘the wauld’, (336.10), ‘the wormd’ (354.22), ‘the veilde’ (403.15)'.

The numerous variations in this morphing series resemble the many old forms of
the word ‘world’ as it changed over time or differed over space in diverse Old and
Middle English dialects. This can be seen in the OED’s list of forms for the word which
include: ‘woruld, weorold, wurold, worilt, worald, woreld, weoreld, wureld’ etc. These
variations diminish over time, leading eventually to a hegemony of the form ‘world’,
once print has come to dominate (though some variation from the norm is sanctioned).
This movement towards one correct spelling of the word coincides with globalisation,
in which there is a movement towards the idea of one ‘world’ densely networked, to
form a global village.The diversity of Joyce’s forms in general, by contrast, embodies
a spirit that reverses or resists such uniformity, even while Joyce hopes to appeal to
a global audience.And it reflects an experience of the diverse multiplicity of worlds
which now populate the world.Even though the form of the word form ‘world’ has
now settled, the meaning has shifted and continues to shift, as we shall see. Joyce’s
morphed and morphing signifiers may also represent the morphing of the signified. The
variations in Finnegans Wake indicate Joyce’s deep awareness of language change and
also etymology which he gathered as a young man reading Skeat (Stephen Hero 26).
Etymologically, ‘“World’, according to the OED, stems from two Old German words:
‘were’ (man) + ‘old’ (old).So the world was once imagined, with what Vico called
poetic wisdom, as an old man, with the corollary perhaps that an old man was imagined
as the world. The old man of Finnegans Wake, the aged HCE established in chapter
one, can be imagined in this way: he is not our planet or the ‘earthball’, which, as Gaea,
is traditionally gendered as feminine, but is instead the materially inhabited earth, Gaea
masculinised, nature transformed by humans into culture, the ‘worldwright’ (14.19),
a world builder, ‘Finnegan, erse solid man’ (003.19-20), continually falling to earth
and then raising it into structure, the occupant beneath the ground and above it (the
‘humptyhillhead’ 003.20), with a tumulus or a burrow marking the spot of his burial
and resurrection.The river, his wife, plays over and through the world’s surface, the
river of time, language, story and song, bringing stories relating to her husband: ‘all the
news of the great big world’ (194.25).

10
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But this original simple old ‘etym’ of ‘the world as old man’ grows and builds and,
like the world itself, becomes complex.As a set of things and as a set of ideas, ‘the world’
becomes, in the words of the young Stephen Dedalus, ‘a very big thing to think about’
(AP, 16), and it’s easy to get lost in both. We may know confidently that we’re in the
world, and where we stand on the world, but we don’t know what or where that world
is.Our knowledge is always limited. Away from our immediate familiar environment,
the world is a labyrinth, its walls made by nature and by culture, and they’re always
shifting.This is one way that the world seems, to me, to appear to Joyce: as a maze.
And the artist, to represent that world, must make her art maze-like, so it is ‘Allmaziful’
(104.01).Not only is the world a vast maze, but the purpose behind its construction is
unclear, as Joyce indicates in a brilliant rewriting of the close of the Pater Gloria, which
describes our situation as ‘whirled without end to end’ (582.20).The phrase that Joyce is
adapting here is: ‘As it was in the beginning, and now, and ever shall be, world without
end’. The promise in this prayer of a stable world suffused ultimately and eternally by
God, who is its purpose, has now been shattered. The adaptation describes both worlds
turning round its axis and around the sun, and the littler world of Finnegans Wake,
which, like the former, is circular, famously rounding on itself, a single line without
an ending. Both worlds spin and do so without any discernible purpose. Finnegans
Wake was, moreover, completed in something of a rush, or whirl, deriving help from
not having to know what its own end was, being, that is, ‘without end’, other than to
complete itself, that is, in order ‘to end’. Navigating this labyrinth, there is no single
end to guide our footsteps towards, and so it won’t be easy to find our way out. Dedalus
- the pen-name which the young Joyce chose to mask himself and his name, and which
a slightly older Joyce used for his objectifying portrait of the artist — was of course the
maker of the labyrinth, and his presence emphasises the maze as a symbol of the world,
and Joyce’s quest for an extraterrestrial perspective.As in the world, so too in Joyce’s
worlds: we’re often lost.To orientate ourselves we move up and down through space or
through textual space, from the immediate local detail, the situated, the here and now,
to the more distant perspective, the wider horizon, the boundless edge, beyond.This
resembles the young Stephen Dedalus at school:

He turned to the flyleaf of the geography and read what he had written there: him-

self, his name and where he was.

Stephen Dedalus

11
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The Universe

he read the flyleaf from the bottom to the top till he came to his own name. That
was he: and he read down the page again. What was after the universe? Nothing.
But was there anything round the universe to show where it stopped before the
nothing place began? It could not be a wall but there could be a thin thin line there
all round everything. It was very big to think about everything and everywhere.
Only God could do that. He tried to think what a big thought that must be but he
could only think of God.(P, 16)

The anxiety of unlimited space beyond what is beyond the world is curbed by the
thought of God.God, a supergiant and superintellectual, contains the universe and the
thought of it: as Salvator Mundi, he has the whole world in his hands.In the Augustinian
tradition, ‘the verdict of the world is secure’, a reassuring phrase whose Latin form
(‘Securus iudicat orbis terrarum’) echoes seven times within Finnegans Wake, where
it insecurely, and with far less reassurance, adopts several forms, undermining its own
content of ‘security’. Encountering this phrase was, after all, a destabilising moment
for John Henry Newman, triggering his conversion to Catholicism, For William
Blake humans might be tempted to achieve such divine perspective and arrive at the
powerful perspective of a visionary as expressed by Blake: ‘Hold infinity in the palm
of your hand’". Can Joyce think his way round God when thinking beyond the limits
of the Universe, hold God in his hands? Does the attempt to do so ultimately produce
Finnegans Wake, as near as you can get to a boundless text within a boundless universe,
for which it provides a metaphor in the word ‘chaosmos’ (118.21), a kind of cosmos, at
once chaotic and structured (‘chiasmic’), but which is neither micro- nor macro-.

Given the instability of our place in the wider world, for the sake of orientation,
I’'m going to direct my exploration of the ‘world’ through specific definitions of the
word ‘world’, with structure provided by the OED, and deconstruction provided by

12
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Finnegans Wake. Within the shifting history of these definitions, Finnegans Wake can
be seen as a symptom or reflection, but also a cause of the shifts.How are we going to
structure our senses of the word ‘world’? The OED lists 20 different senses arranged
within four ‘branches’; it also provides 39 phrases (eg. ‘P2d. World without end’, or
‘P24, to set the world on fire’), and 9 groups of compounds (like ‘world-famous’,
‘world cinema’, etc.). I’'m going to limit myself to the second and third of the OED’s
four branches of meanings, the headlines for which are: ‘II. The earth (also the universe)
or a part of it; a natural environment or system’, and ‘IIl. The inhabitants of the earth,
or a section of them.’

Using these senses, ‘the world’ is in danger of hardly being definable at all, since it
could refer to everything and everybody (‘... the universe’, the earth’s ‘inhabitants’) or
anything or any group (a ‘part’ or any division of it). This hardly narrows things down.
Both of these branch definitions indicate that the word ‘world’ is one of those perennialy
free-floating signifiers.Its deployment, in widening and shrinking gyres, resembles and
justifies Stephen’s presentation of it to his sceptical audience in Ulysses: ‘the world,
macro and microcosm’ is ‘founded irremovably because founded ... upon the void’
(U 9:842).No wonder philosophers and poets have sought to pin the concept down.
Wittgenstein tried through positivism: ‘the world is everything that is the case’;' while
Shakespeare tried through metaphor: ‘all the world’s a stage’; as did Joyce, in August
1935 when in despair, writing a letter about Lucia, wherein he summarized the world,
with the bitterness of a disappointed realist, as ‘a battered cabman’s face’." We try to
characterise the world through a metaphor as a means to stop its definitions spinning
around or swinging between macrocosm and microcosm.Structuring our definitions
seeks the same goal.l identify three sets of meanings for the word ‘world’ from the
OED: 1) the world as a unitary planetary reality, ii) imaginary parallel worlds, and iii)
subsidiary worlds.

i) ‘This world’: ‘the glowing sensible world’ (P 171)

The first set of meanings comprises the world which is imagined as one, this one:
the one we live in, the real world, what Wordsworth irresistibly called ‘the very world’,
in Book 10 of The Prelude, where he was celebrating the French Revolution and its
attempt at a practical politics to build a new world order. In this French context the
intensive word that he used - ‘very’ - may very well carry its French origin, ‘vrai’,
meaning real or true in French:

13
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[They... the meek and the lofty]

Were called upon to exercise their skill,

Not in Utopia,—subterranean fields,—

Or some secreted island, Heaven knows where!
But in the very world, which is the world

Of all of us,—the place where, in the end,

We find our happiness, or not at all!"i

This world is the ‘real world’, the one in which we live and to which we all belong, and
the one where we should, as realists, be looking for happiness. Even if we might fail to
find happiness there, better to look where it might be found, than in some unreal and
unrealizable utopia.

It is, I suggest, ‘this world’, in so far as ‘this’ is the real world, that is alluded to
on the first page of the first fiction Joyce wrote: ‘The Sisters’. There we are told that
the Rev. James Flynn, dying from paralysis, says often he ‘is not long for this world’
(D 7), a cliché which defines this against the other world (Heaven knows where!). It
is, I suggest further, referred to as the ‘solid world’ on the last page of ‘The Dead’ (D
255), where it is sadly dissolving for Gabriel, as he passes over into sleep, or spiritual
paralysis.And it returns more positively in 4 Portrait where it is ‘the glowing sensible
world’ that Stephen thinks about. (P 171).

It is the world that aestheticism has to convince others it believes exists: thus Théophile
Gautier remarked that he was one for whom the ‘visible world existed’. The statement
implies it is a claim countering some other claim: that there are some for whom the
visible world does not exist, people for whom Descartes’s daring hypothesis has proved
to be correct.Gautier’s defence was quoted by Walter Pater, and then taken up by his
student Oscar Wilde who used it to refer to Dorian Grey’s relation to the world. Then
some time before 1923, Wilde’s spirit, now gone to another world, repeated the phrase
to an Irish spiritual medium, Hester Travers Smith, who transcribed it for her book
Psychic Messages from Oscar Wilde. Joyce read Smith’s book and took many notes,
and is thought (by Danis Rose) to have noted this phrase down, and soon adapted it for
Finnegans Wake into what would become chapter 1.4. In a cross-examination during a
trial, a character is asked whether he is ‘one of those lucky cocks for whom the audible-
visible-gnosible-edible world existed’ (88.06). It is customary, at a criminal trial, for the
world’s existence to be assumed, but in Finnegans Wake no-one can assume anything.
In the context of the trial, it is a leading question, since, if such a world didn’t exist, the
witness would neither be able to hear nor answer. Joyce’s re-wording, an extended edition

14
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of Wilde’s original, mocks the idea and its implied counter-claim: that there are ‘unlucky
cocks’ for whom this world doesn’t exist, as if to be a nihilist is to be somehow unlucky.
And yet, in amongst such recognisable words as audible and visible, a neologism has
been thrown: ‘Gnosible’. If we allow the nonce word ‘nose-able’, meaning smell-able or
sniffable to be heard, this might seem consistent in a list of senses.But in this list there
is another odd one out: ‘edible’, which amongst such a list, ought to be ‘tastable’.To be
able to eat the world is to enjoy particular privileges of consumption, lucky enough to live
off the world’s substance by consuming it. Furthermore, ‘palpable’, corresponding to the
sense of ‘touch’ is not there.This is not a fully ‘sensible’ world, in any sense of the word.
And, in any case, it’s not ‘nose-able’ but ‘gnosible’, which implies ‘knowable’, from
Greek ‘gnosis’. This is of a different order from the senses that are listed: ‘knowing’ is not
the same as sensing, being considered usually as a consequence of sensing. Responding
confidently that a ‘knowable’ world exists is not a cautious response, given that it’s a trial
where things prove to be in general unknowable. For Stephen, and for Joyce as realist, the
real ‘glowing sensible’ world does exist: the senses cannot be denied. But is it gnosible,
i.e. knowable? In the sense that we cannot know for sure, it clearly is not (or g-not).
Existing but knowable only in parts, the totality of the real world is a sublime object for
Joyce.

ii) imaginary parallel worlds: ‘all the other ‘wonderwearlds’ (147.28)

So much for our first sense of the world: the real, the singular, the ‘very’ world
we live in, which we sense but we can never fully know.A secondary set of senses
refer to those worlds that are parallel to this sensible one: ‘the better world” which
the Priest in ‘The Sisters’, according to one of his sisters, has now ‘gone to’ (D 14).
This should, presumably, be Heaven, but the discussion of the sisters casts enough
doubts to make us think it could be Hell, far from a better world, though perhaps only
marginally worse than the world of Dubliners where hope has been abandoned.This
could be a netherworld, an underworld, what Finnegans Wake, at one point, turns into
‘his unterwealth’ (78.10), hitching the German word Welt (world) to ‘Wealth’, and
thus pointing to banking, mining, criminality, and investment in the rich soil, buried
treasure, all together as underworlds alongside which we live and hope to get rich from.
This secondary set also includes the ‘other world’ that Gabriel would preferably “pass
boldly into’, in stead of fading and withering dismally with age.(D 255)

These other worlds are adjacent to this world, are destinations for our soul, but
absent (‘secreted’ in Wordsworth’s brilliantly suspicious phrase).They are projected
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imaginatively as of equal scale and complexity, and yet are also radically different,
inhabited by ever-living Gods or the dead, the saved or the damned, by shades or spirits.
Or by forms of a different order again - Platonic forms or Ideas.For a naive realist, like
me, these are distorted projections of fragments of the real world, and are imaginary,
non-existent, tales to scare ourselves with, or distract ourselves from this world.The
belief in such worlds have been dissolved by science, rationality, materialism: their
imaginative power however lives on untarnished in narratives of many kinds, including
many of Joyce’s. It is a common reading of Finnegans Wake to read it as mapping out
such a nether world, through which dead souls are passing towards reincarnation, a
Book of the Dead. The borders between this and the other world are often blurry, as
they were for Gabriel, surrendering his attachment to this world. And Finnegans Wake
does contain at its heart, in its title, a resurrection story, so something does pass over
into some other world, and also returns from it. But to turn this idea into a key to the
setting of the book as a whole, suggesting that we are simply in a world of dead souls,
is reductive, as we shall see. There is more to say about parallel worlds, especially
with reference to Giordanno Bruno’s heretical beliefs in the idea of multiple worlds, a
position which is thought to have attracted Joyce. I am limiting myself to the physical
and social worlds, and to their macrocosmic and microcosmic manifestations.

iii) Subsidiary worlds: ‘a selfmade world’ (252.26), ‘fictionable world’ (235.35)

Acthird set of senses for the word, and the largest set in terms of the word’s application,
are those which express subsidiary worlds, lesser worlds relative to the one big real
world. These ‘microcosms’ can be external or internal, real or imaginary.They exist
across a very wide scale, from massive to miniature, as the OED’s numerous illustrations
show. Examples of larger worlds (though none as large as the planetary world) include
the Roman world, the Western World, the European world, the Old World, the New
World, the Christian world. Ulysses provides an example when Stephen invokes ‘the
world of men’ (U 9:254), which Shakespeare ‘gained’ once he’d left Stratford for
London, and leaving Anne Hathaway behind him. Medium to small worlds include:
‘the Learned world, the reading world, the fashionable world, the poultry world, the
world of London journalism’. Dubliners provides an example of this size of a world,
when Gabriel in ‘The Dead’ refers to the ‘Dublin musical world’ (D 233).

The OED, under sense 16, invokes ‘Human Society’ as a meaning for ‘the world’ and
provides a precise definition from Bishop Berkeley who described, from ‘far beyond
[its] verge’, ‘that great Whirlpool of Business, Faction, and Pleasure, which is called
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the world’. Many poets have treated this world in scurrilous terms, a kind of exercise in
which poetry has already identified itself as ‘unworldly’, perhaps in revenge for being
treated poorly by the world. Henry Vaughan’s ‘The World’ and John Donne’s ‘ Anatomy
of the World’ provide perfect examples of this. Wordsworth, in a more contemplative
mood than when he sympathised with the French revolutionaries, did much the same
when, in a sonnet, he announced memorably that ‘The world is too much with us, late
and soon /Getting and spending, we lay waste our powers.” Obviously, by that stage in
his career, Wordsworth’s phone wouldn’t stop ringing.This is the world of the worldly:
a world of society, money, pleasure, ephemerality, politics, and corruption: one of the
three enemies of the soul, according to a strong tradition of Christian theology.This
is the world out of which the soul of Baudelaire wishes to be taken by Baudelaire the
poet: ‘N’importe ou hors de ce monde!’.

The temporal world has its defenders, however, and from some unexpected
quarters. In his Parable of the Unrighteous Steward, Jesus provocatively concluded
with the words: ‘For the children of this world are in their generation wiser than the
children of light’.This is cited in Joyce’s short story, ‘Grace’, though its use there
is as complicated as its meaning in its original location, and we do not have world
enough, or time, to address this story now.Joyce remarked once that he was ‘no
poet’. He was, of course, a novelist, but the distinction indicates one way in which,
as a writer, he was worldly.Joyce was a family man, he tried his hand at business
and journalism, did not shy away from taking people to court, nor from courting
patrons and publishers. He made no effort as a mature man to go on any retreats,
traumatised perhaps from his experiences as a young man. Seaside resorts and big
hotels were more his style. Joyce was disappointed by the reaction to Finnegans
Wake which people found remote and otherworldy, unable to see its strata of worldly
naturalism. He persuaded Frank Budgen to correct this misapprehension. And so,
in the late summer of 1939 (though the piece was not published until after Joyce’s
death in 1941), Budgen wrote as follows:

Joyce worked with the material of the marketplace, and ...wrote out of the centre
of his consciousness where his own experience was at one with that of his fel-
low-men. All the more strange that he should be sometimes regarded as a dweller
in an ivory tower. Ivory tower! You don’t get an Earwicker, sailor, publican, city
builder, and city father; an Anna Livia, lover, mother, and house drudge ... out of

any ivory tower.
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Itisinthis attention to a ‘shared experience’ of the material world, the builtsocio-economic
environment, that qualifies those views that set Finnegans Wake in a ‘netherworld’.

This sense of the ‘world’ as ‘Human Society’ (OED branch III) is a subset, or
microcosm, of the real world as a whole, the inhabited globe, as described in my first
sense.Overall, there are multiple forms of such ‘microcosms’ or ‘little worlds’. That the
macrocosm is made up of many microcosms is central to the argument of this paper,
and it is worth considering the relation between the micro and the macro. Shakespeare’s
uses are revealing. He uses the term °‘little world’ twice: once, famously, through John of
Gaunt in Richard II, to big up his country, England: “This little world, this precious stone
set in the silver sea’ (RII II.1. 36). Another time it is used to describe something smaller: a
man, Lear, who, as King, was a microcosm of his own country, but, battling with elements
of the world that are belittling him, he is reduced, striving “in his little world of man
to outscorn /The to-and-fro-conflicting wind and rain” (KL III.1.10-11), deluded in his
grandiloquence, vulnerable. Both are historical plays, one set in quite ancient England,
and the phrase ‘little world’ derives from a world, that is perhaps already passing.

With Lear, as a ‘little world of man’, an individual as a world, we come to the
threshold between the public and private, the social external worlds and the individual,
internal, subjective worlds.This is an important border for Joyce, for whom both
kinds of world clearly existed. But of the two territories, it was the internal world, the
microcosm, having an underestimated complexity, and, being relatively underexplored,
which was of greater interest, preferable to inhabit and to represent Stephen makes a
sharp distinction between inner and outer, and, as an aesthete, a priest of the imagination,
he privileges the former. In A4 Portrait he identifies ‘the inner world of individual
emotions’, from which ‘he draws more pleasure’ than the contrasting real world, or
‘glowing sensible world’ (P 171). For many writers, these private worlds are those that
love may make for lovers, and may be made out of lovers, as John Donne’s lover says
does in ‘The Good Morrow’:

Love... makes one little room an Everywhere.

Let see discoverers to new worlds have gone,

Let maps to others, worlds on worlds have shown,
Let us possess one world, each hath one, and is one.

This lovers’ world is more reliable than the endlessly redrawn and remapped ‘outer
world’, and it is more knowable and singular.As with Stephen’s ‘inner world of
individual emotions’, the micro- is privileged over the macro-, since it is easier to be
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in possession of the former. Leopold Bloom emphasises exactly this idea of possession
in his acrostic love poem to his wife Molly, its five lines anchored in the letters of his
nick-name ‘Poldy’.The last line begins with a Y:

You are mine. The world is mine.(U 17.410)

To possess another is to possess a world.Each of us is a world, and not only that,
each is better than the world — because potentially possessable. Love’s ability to make
one world seem possessable compensates for the megalomaniac’s impossible dream of
possessing the whole world.

Another set of microcosms, or subsidiary worlds are, of course, those created by
artists.Stephen Dedalus acknowledges Shakespeare’s powers of world creation, when
talking about ‘the note of banishment” which he hears ‘in infinite variety everywhere in
the world he [Shakespeare] has created.” (U 9.1012). And Joyce, it might be said, with a
similarly lazy hyperbole, also created a world. With his unprecedented range of language
and extraordinary control over it, and his mastery of languages in the plural, Joyce
incorporated the world of words into his writings to form another world built of words.
The world is wide, so a wide reach of language (of lexis, but also syntactic form) in its
representation, will be necessary to reflect it. The ability of the artist to do all this reflects a
Romantic conception of the artist who seeks to emulate the God of creation. The greatest
ambition of an artist is to reshape their readers’ perceptions of the world, and provide a
new model for it. Man competes with God, and Joyce competes with Shakespeare who
has, as Richard Best says in ‘Scylla’, (quoting Alexandre Dumas), ‘after God created
most.” (U 9:1029). The artist wields the logos - or at least, a logos: the word substitutes
an imaginary for a real world; or it gives order and meaning to a chaotic and pointless
world; or the word produces our world; and the world becomes word. Word and world as
signifiers are near-identical twins, a coincidence of language, who playfully swap places.

A series of these swaps begins in Ulysses with a slip, a typist’s error, in a letter that
Leopold Bloom has received from a secret penpal with whom he’s started a risqué
epistolary relationship. The letter reads at one point:

I called you naughty boy because I do not like that other world.Please tell me what
is the real meaning of that word.(U 5:245-6).

At the moment the typist (who, we assume, is a lady as it’s signed ‘Martha Clifford”)
is trying to get the upper-hand by chastising him, she has slipped up, unintentionally
typing ‘world’ when the word she meant was ‘word’, confirmed in the second sentence.
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Several critics - Herring, Sigler, Creasy, Conley, McCarthy - have made hay with this
slip.While the joke is on her, Bloom notices but passes over her original intention, and
takes the corrupt text literally. Her letter takes on a theological dimension. Bloom later
confirms that he doesn’t ‘like that other world’ either (U 6:1002), which might be hell,
but in any case, isn’t this real one. It is an unlikeable place to which error — sin - in our
post-lapsarian world, can lead us. But error can also open up unimagined worlds of
thought, of existential deliberation. Thus Bloom will later facilitate the word swapping
again, when he wonders ‘what is the real meaning of that world’. But does the world
have meaning in the same way that a word does? The question is brought on by the
exchangability of these words, something which happens again in Finnegans Wake at
several points such as: ‘that is nat language in any sinse of the world’ (82.12), where
the ‘sins of the world’ and the ‘sense of the word’ are fused; or in the phrase ‘one world
burrowing on another’ (275.06), where the idiom for a heated discussion — one word
borrowing from another - has been adapted to conjure up a kind of trench warfare
between different worlds, a forecast of a Philip Pullman plot.

The word/world exchange is conceptually potent in still other ways, as it maps on to
representation (word) and reality (world). We have seen how the implied equivalence
between word and world, by which, where there is no word there is no world, is the
Romantic dream of the maker of a language-world. There is also an implied analogy
between word and world — insofar as both are parts of complex systems and of
structures of meanings, while also having a free-floating quality. The analogic vision
finds harmonious patterns in microcosmic and macrocosmic structures, even seeing
such structures as identical. Such analogical vision is associated with a medieval world
view, but also with a poet already mentioned: William Blake.While he lectures on
Shakespeare, Stephen, speaking to himself, rejects Blake for this vision.

Through spaces smaller than red globules of man’s blood they [Blake’s followers]
creepycrawl after Blake’s buttocks into eternity of which this vegetable world is
but a shadow. (U 9:86-88)

Given how fashionable Blake was at the time, Stephen’s contempt is iconoclastic: he
condemns Blake fans for shrinking into the very microscopic detail they observe (the
grain of sand, or the flea), of becoming invisible for ever up inside Blake’s arse, and
of treating the real world as a shadow, a danger particular to Platonism. The irony is
that all this is invisible from his audience, though not to us. The Blakean focus on the
microscopic and microcosmic is too limiting, it turns our backs on the real world, which
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is at most ‘just a shadow of eternity’. You might come to know a world made of words
(the world of Shakespeare, or Joyce, or Blake), and they are microcosms of a sort.But
they will never be equal to the macrocosm, the ‘world’, and when words are treated as
having more reality than the world, both are diminished.No single word, or group of
words, however complex their structure, has as complex a structure as the world.

We might like to think word and world are analogous as a way of simplifing the
complexity of the world.These lesser worlds — these socially or artistically constructed
microcosms - are closer to us, make up our immediate or adjacent environment,
are less unknown, less unbounded than the real world; are easier to understand and
manage and, as such, are a relief from the always changing unknowable largeness
of the conceptually unencompassable real world that we inhabit.These multiplying
multitudinous microcosms are compensation for the limits of our knowledge. Stephen
returns to the anchor of his own consciousness, one which he can expand and manage,
away from the edge of the furthest imaginable domain. We build a wall against the
dark ocean of uncertainty, close the doors of perception on the chaos outside with
relief. We build our own worlds: and individualists claim each of these worlds may be
radically different from every one else’s, each set of perceptions being centred upon
our distinctive selves with different sets of experiences. Hence our talk of ‘separate
spheres’, of ghettos, and silos, of living in different mutually exclusive worlds, of
operating in the echo chambers of social media. In Finnegans Wake such a world which
contains within it mutually isolated worlds is close to a prison, described as ‘the walled’
(163.27); confirmed at an earlier point when the narrator offers a definition of the world
as ‘a cell for citters to cit in’ (12.02). There are as many such worlds as there are — and
have been - individuals and groups of people, since each now constitutes a ‘world’. A
sign of political unease is how people and politicians are thought to inhabit different
worlds. The existence of multiple worlds takes many forms.

Worlds come and go as each life passes, but traces of them — ruins - remain in
the world, are part of what makes up the macrocosm, an accumulation of the ruins
of worlds that have passed: ‘The world, mind, is, was and will be writing its wrunes
for ever’ (19.35-36). The world (the old man) works at many levels, always has and
always will: it writes its own rules, rights its own wrongs, and writes its own ruins, in
an idiosyncratic private script (‘its own runes’). The world has its own language, is its
own interlocutor, speaks privately to itself.

Likewise, the world is rewritten by each generation, written anew as if it is their
own. As well as Donne’s poem where we hear that ‘worlds on worlds have shown’, this
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appears in folk wisdom, as Joyce was aware, taking notes from O’Rabhilly’s scholarly
work, A Miscellany of Irish Proverbs, (Dublin 1922). On page 88 Joyce read the
phrase: ‘Is bith céich ar vair an bith so’ and noted O’Rahilly’s translation of it, in a
slightly compressed form: ‘world is world of everyone in turn’. For as long as you live
the world is yours, everyone has a go, you take your turn, but then you’re out. When
Joyce came to use the note, he dropped the first half “World is world of” and hitched
the remainder to a new phrase, so its first appearance in the drafts of ‘“Work in Progress’
reads: ‘out of the backroom that was everyone’s in turns’. This was (in turn) altered
on the same draft level to become ‘everywans in turruns’ (557.09). The Irish Proverb
has disappeared, and the world has been revised, shrunk to the size of a backroom.So
it’s now a backroom that everyone uses in turn.lIt is perhaps a place of relief from the
‘front room’ of the pub where the novel is set: a private backworld contrasting a public
front world. But does this ‘backroom’ store within it a memory of ‘the world’ from the
original note? Not without knowing the source. Elsewhere, however, Joyce plays with
the exchangeability of ‘room” and ‘world’, when he describes the ‘E’, one symbol for
HCE, as ‘a cluekey to the worldroom beyond the roomwhorld’ (100.29). You can see in
‘worldroom’ here a literal (and technically poor) translation of the German ‘weltraum’,
meaning outerspace (the space of worlds, if you like). It is proposed that this world-
as-room may be accessed with a single letter acting as both clue-and-key, which will
let you out of the room-as-world, or ‘roomwhorld’, an intricately patterned interior
(whorled from ‘whorl’).Perhaps Finnegans Wake is all of these: a room, a world, and a
key. A microcosm, a macrocosm, and the instrument for passing between them.

And this allows us to pass back to the ‘backroom’ which Joyce produced when he
supplanted ‘the world” with a ‘room’. But this ‘world” which the Irish Proverb originally
offered an observation about, doesn’t actually appear in Joyce’s final text.And this poses
difficult questions: without our genetic reconstruction (offering a clue/key, as it were)
how could the idea of the ‘world’ of the Irish Proverb ever be sketched in? Who sanctions
such shading of context? Did Joyce ever intend us to find the note, and then to seek and
find its source, and then to imagine its presence haunting the new object of the phrase?
id Joyce remember the source when he re-read his text? If he did, was it just a private
joke, part of a private language and a private world? Did he care whether we got it or
not?Should we care what or whether Joyce wanted or remembered or intended? Perhaps
- if it eases our reading, placing limits around the potentially unbounded unreadable text,
or planting signposts that assist our travels within it.But shouldn’t the text be sufficient
for itself?These kinds of questions are common enough in genetic intertextual studies of
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Joyce, troubled by the ‘relevance’ of the notebook material. I do not wish to try resolving
these troubling questions, which are, in any case, unresolvable. But our incapacity is
important to our topic: it reminds us that individual’s intentions are often unknowable.
Difficult questions over intention affirm, in general, an element of mystery that
exists around individuals’ inner worlds. ‘What is all the fuss about the mystery of the
unconscious?’ Joyce asked his friend Budgen,referring to psychoanalysis: “What about
the mystery of the conscious?What do they know about that’. Perhaps such a difference
1s what Joyce is trying to express in the radical difference of form that Finnegans Wake
takes, a way of resisting the acceleration towards a single world culture, and a single
world language.

This analysis has emphasised the plurality of worlds and the degree of isolation
between individual worlds.But we live simultaneously in many worlds, and many
overlap: we have worlds in common partly because we have words in common.We
don’t only fail to communicate.Anna Livia, at the end of Finnegans Wake, towards the
end of her letter, as she herself nears the end of her life, announces to her audience:
‘Hence we’ve lived in two worlds’ (619).She doesn’t tell us which two worlds she
means, which means we can think of her as resembling Joyce as he approaches the end
of his writing, referring retrospectively to the two worlds that he will have lived and
worked in, from the moment of having completed the work: the real and the imagined
world of the Wake that he’s created and inhabited. This predicts the end of the book and
the end of his life coinciding.

I have presented three different sets of definitions of ‘the world’, and illustrated them
from Joyce (and Company). The first set refers to the real world, proximate but ultimately
unknowable.The second set refers to the imagined adjacent parallel worlds, heaven and
hell, which are currently dispersing as an effect of numerous rationalisations.As to
the third set, the multitidinous subsidiary inhabited worlds, both external and internal,
social and private, real and imaginary. continue to multiply, though the word ‘sphere’ is
beginning to supplant the word ‘world’, as in ‘twittersphere’ and ‘blogosphere’. Joyce
is acutely aware of their multiplicity and complexity, and the degree of mystery of the
private worlds, in particular.

There are really only two sets of senses for ‘the world” which matter, and which we
might call the one and the many: the real one and the constructed many.The parallel
worlds, originally forming the second set, are really just part of the third. Joyce be-
lieved in both sets. He respected the complexity of the internal worlds, but in his distor-
tions of words which extend our concepts, he mocks the laziness of our received ideas
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and the way we regurgitate them, as with the concepts of the ‘world’ which then lose
their freshness.The first, the real, has primacy, it being the source and the resource for
his art.It is, to conjure up one last distortion from Finnegans Wake, what he called the
“fictionable world’ (345.35).This is a refashioning of the phrase ‘fashionable world’, a
term that came into fashion in Georgian England, when there were puritanical satires
of an emerging consumerism.In its new clothes, ‘fictionable’ is ‘something that can be
fashioned into fiction’, which is what the world was for Joyce the novelist.

And these fictions help make up the world just as much as the facts do.We each live
in microcosms, worlds that are more or less fashionable; and we also live in a mac-
rocosm, a world which is ‘fictionable’. For Wittgenstein, in his Tractatus ‘the world
is everything that is the case’. For Joyce, in his fiction, ‘the world is everything that
is the case and also everything that is not the case.”The world is one world made of
many worlds, real and fantastical. We live in both kinds, in one and in many worlds.
Finnegans Wake represents that sublime multiplicity of the many, and the mysterious
complexity of the one world, which is ‘whirled without end to end’.

A new shift of consciousness about the world has emerged since Joyce’s death
through heightened awareness of the anthropocene. A need to see the human and
the natural integrated, together constituting one system on one planet is increasingly
acknowledged. The modernist fabular world of Joyce’s subjective private worlds may
be a strange place to look for signs of such integration. But, of course, they are there,
emerging in the Ulysses episodes of ‘Ithaca’ and ‘Penelope’, and then in Finnegans
Wake, where we see the human and natural worlds intersecting continually. Where our
vision is urgent, Joyce’s is comic, as he shows the constructed world of culture falling
into the flooded shifting earth of nature. The relationship can be redemptive, as when
Joyce adapts lines originally spoken, suitably, by Ulysses in Troilus and Cressida: ‘one
touch of nature set the veiled world agrin’ (136.36-139.01). The feeling of comedy
may differ from contemporary anxieties, but there is nevertheless a shared vision that
our words can and must help with the transition towards a new kinship between world
and earth.
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The Village in the World Picture of the
Later Joyce

The village of Saint-Gérand-le-Puy in the Alliers region of central southern France,
where the Joyces stayed for almost a year from 24 December 1939, is probably the
least well-known of Joyce’s many places of residence and often thought to be one of
the least congenial to him personally and least instructive to visit for the student of
his work. A walk around it can, nevertheless, provide us with a distinctive example
of Joyce reception as cultural heritage, add to our knowledge of the historical and
personal contexts for the completion of Finnegans Wake and his last years and invite
us to reassess the interest of the village locality as a way of understanding the Joycean
world picture or even “weltbilt” (to use the ambitious term from Heidegger’s “The
Age of the World Picture™), in the later work, re-reading some passages to bring into
view the implications of Joyce’s experiments in language for his use of proper names
for places in a way that speaks to the local and the global challenges of the postmodern
contemporary world.

1. Saint-Gérand-le-Puy

Entering the central square of the village may surprise even the Joycean visitor with
the prominence of its recognition of its best known resident (fig.1).Overlooking the
square is the Hotel de la Paix where the Joyces first stayed (fig. 2) and also one of the
grandest buildings in the village which is now an Anna Livia Bibliothéque housing a
Joyce library and the village’s art event space, the “Espace de James Joyce” (fig. 3).
Joyce himself by no means anticipated this at the time since, as he complained, no-one
in the village seemed to know anything about his work.

Commemorative plaques mark what is an enjoyable if, at times, slightly puzzling
Joyce tour of the village which takes in the church and the hairdresser (with loose textual
rather than biographical Joycean significance), the Hotel and house where the Joyces
stayed for part of the time and, on the village outskirts, the lavoir.Such communal
village washing places are a proud traditional feature of villages in the region and no
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doubt it seemed a good idea in 1986, when the village’s Joycean makeover took place,
to make a link with the historic babbling washerwomen of Chapelizod whose voices
narrate the Anna Livia chapter of Finnegans Wake, a textual link which is re-inforced
with a scene of period-dressed figures on display there (fig. 4).

Most academic work on Joyce and geography necessarily focusses on the modern
city. Joyce first defended his Dubliners to Grant Richards on the basis that no writer had
“yet presented Dublin to the world™ and the modernist realism of the stories, developed
further in Ulysses, famously required him to write with a rare meticulous fidelity to
actual urban place. Modernist literary theory from Baudelaire to Benjamin draws deeply
on the embodied experience of urban place. In several essays, and even a number of
psychogeographical Joycean tours in the space beyond the book, I am among a large
number of Joycean critics who have worked with this aspect of his writing.' One aspect
of the increasingly popular Debordian practice of psychogeographical city walking is
that it produces a certain kind of critical estrangement in relation to the urban space but
in this case we can experience a sense of estrangement from our usual understandings
of Joyce in the tiny “Square James Joyce” in a village side street in Saint-Gérand with
its quotation from “A Portrait of the Artist” (fig.5). No less estranging is the quotation
above the village café, presumably from the French translation of Stephen’s thoughts
about merchants (buying cheap and selling dear in “Nestor” then recapitulated in
“Eumaeus” to express sympathy with the plight of the sex worker who buys dear and
sells cheap) but not very recognisable as Joycean in this form (fig. 6).The quotation
(as much of the Saint-Gérand tour) offers an unfamiliar picture of Joyce as a whole
let alone the “revolution dans la littérature mondiale” made by Ulysses and Finnegans
Wake according to the most monumental of the Saint-Gérand plaques, echoing these
words of the French editor of his Work in Progress Eugene Jolas.

So can we say more about this village and what it may tell us about place (and the
world) in Joyce in some way that is neither quite the same as the ways that Dublin,
Trieste, Ziirich, Paris or London might for the bulk of the work, or even the same as any
one of the many places named, half-named or even unnamed in the Deleuzian lines of
flight along the apparently arbitrary signifying chains of Joyce’s language in Finnegans
Wake might do?

The biographical record is interesting and vivid in a number of ways in its own right.
Saint-Gérand, as well as being his last place of residence in France was the place where
Joyce enjoyed his last Bloomsday. Visitors included Paul Léon (the heroic guardian of
Joyce’s abandoned Paris flat where he had to abandon his books and papers) and Samuel
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Beckett and his partner Suzanne who were ultimately en route to the village where they
spent the war with the Résistance in Roussillon in the Luberon. What we know about
the stay comes from Ellmann’s account based on Joyce’s letters and the memoir by
Maria Jolas (of which a new translation was recently introduced by Neil Davison in the
James Joyce Quarterly).” It was an especially difficult time for Joyce. His health was
rapidly declining. He was separated from Lucia who was in a clinic at the mouth of the
Loire, especially problematic in that, after the German occupation in May;, it threatened
to become a war zone with a high risk of allied invasion. His daughter-in-law, Giorgio’s
wife Helen, was also suffering severe mental health problems. Finnegans Wake was
finished but he feared a bad reception for it and (despite the fact that he managed to
compile a list of corrections with Paul Léon) it is not clear that any new project to
extend or follow the Wake was fully underway.

The identity card under which the Joyce’s travelled declared his nationality as
“Britannique” (fig. 7) and he declined, apparently at some risk and inconvenience to
himself and his family, the offer to travel as an Irish citizen.” His identity, already
claimed by many nations, was already too complex to be contained by any one, though
he retained his British nationality to the end. The card states that Joyce’s reason for
travelling was to visit his grandson or “petit fils” Stephen who was 8 years old. Maria
Jolas had moved her small private school from Neuilly Paris to “La Chapelle”, the
country chateau of one of her students which was located here, near Vichy, in the
zone of occupied France where the rigours of the occupation might have been easier
for a radical avant-garde set, who would have been condemned as decadent by the
occupying Nazis or even been thought Jewish (as Beckett, called Samuel, thought he
might). Joyce ultimately found a suitable and affordable clinic for Lucia in Switzerland;
Giorgio cycled back and forward to Vichy to sort out the paperwork and eventually
drove his parents the 3 or 4 miles to Saint Germain des Fosses where the train could
take them to Switzerland where Joyce died in January 1941.

For all these personal and political difficulties, it was, according to Ellmann’s account
in the Selected Letters, village life itself that was most irksome to Joyce, who had been
used to cities all his life and been for nearly twenty years the darling of cosmopolitan
Paris: “he found the village life of St Gérand dull and more dull” (SL 401).However, my
Saint-Gérand visit reinforced in my mind the extent to which we might see a later Joyce
whose work had indeed become less exclusively concerned with the city as such and
indeed increasingly interested in representing the village.Finnegans Wake is arguably
“set”, if in any single location at all, not so much in Dublin, as in Howth, or in Clontarf,
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in Book 1 Chapter 1, and in Chapelizod for the washerwomen of Book 1 Chapter 7, the
pub scene of Book 2 Chapter 3 and especially that of Book 3 Chapter 4.These are parts
of the city of Dublin that had retained (and still retain) a village character and history
and they shape the experience of the Wake more than the institutional urban centres that
feature in the earlier work.

So what, we may ask, is a village? Conventionally defined as small as opposed to
large, agrarian as opposed to industrial, rural as opposed to urban, defined by close
community rather than the “alienations of modernity”, or, for Ellmann, dull as opposed
to interesting and full of distractions, the village (though Joyce might not for any number
of reasons have found these qualities in Saint-Gérand itself at this time) had begun to
be redefined during the last century not so much in terms of its pastoral seclusion and
traditional pre-industrial economy, sense of community and aesthetic charm but as a
singular global locality that might equally be present within a larger city space but
still retain its “village character” or, even when physically removed from the city and
more apparently pastoral in character, be networked to everything else by electronic
infrastructure. Such a village may not in fact be a removal from or alternative to the
modern city so much as an intensification of its particularising and self-commodifying
character. Such a village or urban micro-district life has become a familiar everyday
experience for millions of us in the twenty-first century, who value the singularity of
our immediate localities whilst increasingly expecting everything from elsewhere to
be always already available to us by immediate delivery from Amazon, or by drone
wherever we are.

The village in this sense is that popularised by Marshall McLuhan in his Gutenberg
Galaxy (1962), a work which redefined the village in terms of the new electronic
media, bringing it into a new contact with pre-literate “tribal” supposedly primitive
societies of the third world or of pre-Athenian civilization in McLuhan’s view: “the
electromagnetic discoveries have recreated the simultaneous ‘field’ in all human
affairs so that the human family now exists under the conditions of a “global village”.
v McLuhan’s works are themselves richly filled with quotations from and allusions to
the Joyce of Finnegans Wake and though he does not attach the village idea as such to
Joyce, the global village concept comes from his reading of Finnegans Wake as much
as from any other text which demonstrates, as he puts it, “a complex clairvoyance” in
these terms. So the village may not take us away from Joyce’s modernity so much as
back to the futurity of Finnegans Wake.
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2. Howth Castle and Environs

In the inter-war period especially in England, rural and village life became appreciated
anew.Many small villages had experienced traumatic sacrifices of life in the First War and
village life became the centre of a new popular urban interest in the 1930s as the middle
classes became more mobile and it came to embody a sense of values threatened by the
prospect of a second war.Eliot’s turn in Four Quartets to the English village locations
of Burnt Norton, East Coker and Little Gidding is a prominent case in modernist poetry
and it might be argued that for Joyce something comparable took place. One of the
most influential recent contextualised readings of the encyclopaedism of modernism
and of Joyce, Tense Future by Paul Saint-Amour, though it does not address the village,
addresses the encyclopaedic and hence the changing world picture of this time in highly
relevant terms." This becomes apparent if we consider an example of another village
that occurs in the composition of the Wake: the small town or village of Hitchin in
Hertfordshire that is present in 8 note items in Joyce’s notebook VI.B.29.126-7 that
are themselves drawn from several pages of notes from Reginald Hine’s History of
Hitchin (1921) in the University of Buffalo collection. Commenting on these notes in
his introduction to this volume of notes on cities and city building Geert Lernout writes
“it is not obvious why Joyce would have been interested” “because Hitchin is such a
small village” but he goes on to quote from Hine’s conclusion which enthuses “This
clod of ground, this piece of England, this speck of the universe, does it not contain in
microcosm all we need to know”."! Hine’s expansive book is thus typical of a genre
of local history especially popular throughout England in which the apparently small
and insignificant locality reveals a continuity of layered history through such familiar
phases as the prehistorical archaeological record, the traces of the Roman and Viking
occupations, mediaeval castle and church building in the middle ages, the renaissance,
grand country houses of the eighteenth century and so on.Hitchin itself was relevant
to Joyce as it was the place of residence of Joyce’s Ziirich actor friend Claude Sykes
and indeed Sykes’s name appears among the signatories of this large and expensive
volume which was published by local public subscription. This kind of local village
history discourse has an impact, which goes well beyond the few vocabulary items that
survive from the notes into the final text of the Wake: a discourse radically carnivalized
in the avant-garde sense of the encyclopaedic and the global in Joyce’s picture of the
world in Finnegans Wake. The name Hitchin (and especially its archaic name Hicce)
contains the initial letters of Joyce’s ubiquitous Wake hero HCE, Humphrey Chimpden
Earwicker or Here Comes Everybody.
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We need go no further than the first page of the Wake to test this hypothesis out,
with its creation of a picture of its setting in these lines:

riverrun, past Eve and Adam’s, from swerve of shore to bend
of bay, brings us by a commodius vicus of recirculation back to
Howth Castle and Environs.™

To introduce Dublin as “Howth Castle and Environs”, as Joyce does here, is evidently
very different from calling it Eccles Street or Sackville/O’Connell Street or St Stephen’s
Green or the National Library and Museum and their surroundings (or places you can
get to on foot or by tram or even when drunk on foot to and from a lower middle class
North Dublin residence) as he implicitly does in Ulysses and the earlier work.

The Howth Castle and its environs that open Finnegans Wake is not the same
rhododendron-filled open space that it was at the close of Ulysses where Molly “got
him to propose to me”, “asked him with my eyes to ask again” and Bloom said “yes”.
It is rather the stately residence on Howth Hill at the north end of Dublin Bay which
(as Joyce’s history throughout the Wake reminds us) had remained in the St Lawrence
family since the Norman or (what is for Joyce’s Irish historiography) “Anglo-Norman”
Conquest. It had escaped the ravages of many of the big houses in the Irish Civil War
as told by Elizabeth Bowen, William Trevor, J.G. Farrell and Sebastian Barry, indeed
had been restored in some style by famous English architect Edwin Lutyens in 1911
and was still owned by the St Lawrence family until last year when the site was sold
to a finance company for development as a golf course hotel. No Joyceans let alone
Wakeans seem to have put in an offer.

Joyce sketched a map of Howth and environs (fig. 8) in his November 1926 letter to
Harriet Shaw Weaver along with some hints and glosses to her as reader of the passage
she had commissioned that heads the book though was written well into its process
of composition.* It is a very rough sketch and would have to be inverted to offer a
more helpful north-south orientation to track the course of the River Liffey and the
submerged giant Finnegan/HCE from beside Phoenix Park and Magazine Hill to the
Hill or “head” of Howth (and might then only make close geographical sense if you
imagined the course of the river to flow north between Bull Island and Clontarf rather
than following its central course as it now does between the harbour walls). For all
that it does in certain respects depict the weltbilt of the Wake as this is presented in the
historicalised geography of the scene that opens the book.
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Sir Tristram, violer d’amores, fr’over the short sea, had passen-
core rearrived from North Armorica on this side the scraggy
isthmus of Europe Minor to wielderfight his penisolate war: nor
had topsawyer’s rocks by the stream Oconee exaggerated themselse
to Laurens County’s gorgios while they went doublin their mumper
all the time: nor avoice from afire bellowsed mishe mishe to
tauftauf thuartpeatrick not yet, though venissoon after, had a
kidscad buttended a bland old isaac: not yet, though all’s fair in
vanessy, were sosie sesthers wroth with twone nathandjoe. Rot a
peck of pa’s malt had Jhem or Shen brewed by arclight and rory

end to the regginbrow was to be seen ringsome on the aquaface.

To proceed through Book 1 of Finnegans Wake the new reader is well advised to
keep in mind the basic discursive paradigm of a tour guide or local historian narrator
figure who is describing the geography and history of the Dublin coast radiating from
and around the Anglo-Norman history of Howth Castle, the St Lawrence family and
the legend of Grace O’Malley and, shortly, the contiguous history around the battles
between localised Viking ruler Brian Boru and invading Vikings of the Sagas as well
as the basic ice-age pre-historical geography of the Hill that is Phoenix Park and the
watercourse that cuts a channel alongside it and into the sea that is the River Liffey. The
text invites, sustains, requires and rewards the reader who is curious about such precise
particularities of language and meaning yet (as the Weaver letter instructs) it also
requires a reader who is able to sustain a curiosity about particular times and places that
are deterritorialised not least in the sense that they could not actually be located together,
a reader who can be amused or engaged by the curiosities of coincidental or arbitrary
similarity or analogy that allow such impossible proximities to be contemplated at all:
the Biblical stories of Noah (including Noah Guinness), Isaac, Esau and Jacob, the
love-life of Jonathan Swift, a mythic buried, and here drowning, giant figure with his
eyebrows appearing about the water.

To be sure, not all of the chains of signification available here are arbitrary, surreal
or gratuitous. Though there is no apparent etymological connection between Armorique
(Brittany can be called Armorica) and the Portuguese Amerigo Vespucci who discovered
the American continent, there are plausible reasons why North Armorica and North
America (which many first time Anglophone readers of the Wake will mishear it as
and which the passage goes on to name) might be connected and even sound alike,
which include the diasporic relations between the Northern European seabord and the
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Americas since the C17 and (in this case) the diasporic movement of the celtic peoples
from continental Europe to Ireland and from thence to North America especially in the
C19. Many connections are more or less arbitrary including the presence of a musical
instrument, the viola d’amore, the Peninsular War and the penis, Noah’s Ark and an
“arclight”, let alone the version of Georgia (the US state, though in Tblisi we should
consider an alternative locality), as gorgios which seems to depend on the fact that
much of Dublin’s surviving architectural heritage is Georgian and Joyce’s son was
called Giorgio, the Italian name for George.

3.The abnihlisation of the etym

Such a strange hybrid world picture or representation of place clearly emerges from
Joyce’s distinctive artistic practice of using the place name as a verbal sign, no longer
a proper name limited to its singular referent, but subject to the same possibilities
of semantic ambiguity as any other word, often a quasi-etymological or in some
sense philological practice in which Joycean readers delight and which is memorably
formulated by Joyce in the pub scene in Book 2 Chapter 3 as the “abnihilsation” or (to
emphasize its toponymic aspect) the “expolodotonating” of the “etym™:

The abnihilisation of the etym by the grisning of the grosning

of the grinder of the grunder of the first lord of hurtreford ex-
polodotonates through Parsuralia with an ivanmorinthorrorumble
fragoromboassity amidwhiches general uttermosts confussion are
perceivable moletons skaping with mulicules which coventry
plumpkins fairlygosmotherthemselves in the Landaunelegants

of Pinkadindy. Similar scenatas are projectilised from Hullulullu,
Bawlawayo, empyreal Raum and mordern Atems. They were
precisely the twelves of clocks, noon minutes, none seconds.

At someseat of Oldanelang’s Konguerrig, by dawnybreak in
Aira. (FW353. 22-32)

In this account of the abnihilisation of the verbal atom or “etym”, which for Joyce
is further split between detonating and pollenating, there’s a prominent toponymic
(or let’s call it “geoglyphic”) quality, a play between the splitting of the verbal atom
and the extrapolation of locality across the world which is evident in turning Ernest
Rutherford’s name into Hurtreford (Dublin’s Irish name translates as Hurdleford Town),
and expanded into an expansive fallout as it “expolodotonates through Parsuralia”.
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It touches on Poland, the Urals, Pharsalus in Greece (about which Lucan wrote his
Pharsalia), Coventry bumkins/pumpkins turning into the London elegance of Piccadilly
(landaus are carriages and pinkindindies were C18 nocturnal strollers who slashed
passers by with their sword points), Honolulu, Bulawayo, Imperial Rome, Modern
Athens (which may also be Edinburgh the Athens of the North as well as the ancient
Egypt of Atem), some seat (Somerset?) of Old Danish conquering (such as Clontarf)
or Danelaw kingdom by Donnybrook in Ireland (Eire, or area or perhaps aria).Since
raum in German is space then empyreal Raum is also empirical space as well as the
explosion projectilising backwards and forwards through history from Rutherford’s
1919 to the eighteenth century and ancient Greece and Rome and still being at
the same time of 12.00 o’clock “noon minutes” and no seconds. A key word here,
perhaps, is “admidwhiches” (with its slightly nautical flavor) which nicely captures
the processes of verbal separation and portmanteau which allow Joyce to accumulate
linguistic referents inside others along whatever lines of associative connection come
to hand from anywhere around the world, giving the impression that where these places
come from is from within some non-place in-between, and making each place seem a
microcosm of all other places potentially contained within it, making each named place
itself into a world.

If we were to embark on a tour of the various occurrences of the word “world”
in Finnegans Wake (133 of them spelled conventionally let alone the distortions and
variations that can be explored) we would no doubt be especially impressed by the
various plays made on the near homonymy of word and world: in newspapers whose
titles declare themselves to be the world,the “fictionable world” of the novel and the
“reel world” of cinema, the repeated formulations about what is the best in the world
in Dublin local history discourse, the multiple worlds (including the play on the title of
theTwo Worlds Monthly in which Samuel Roth had pirated Ulysses in America) that
along with the encyclopaedia of specific place name references (first gathered in Louis
Mink’s Finnegans Wake Gazetteer and now available through such digital information
tools as Raphael Slepon’s fweet*) that make up the weltbilt of the Wake.

We may also pause to remark the term “geoglyphy” that appears as a Joycean version of
geography in the phrase “We may pleasantly heal Geoglyphy’s 29 ways to say goodbett”
(FW 595.07).0ne memorable stop on my own privileged academic journey around the
world talking about James Joyce, was in Seoul, South Korea in 2004, for a conference
on “Glocalising Joyce”.There (in solidarity with the challenges sometimes faced by my
Asian hosts in distinguishing between the pronunciation of “1”” and “r”” sounds in English)
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I used the term to work towards an understanding of theoretical place and travelling
in Joyce, inspired by the epoch-making essay “Ulysses Gramophone: Hear say yes in
Joyce” by Jacques Derrida which had theorised his own invitation to travel from Japan
to Frankfurt to speak at a Joyce conference in 1984.% A “glyph” is an elemental carving,
typically on stone, or a sacred writing as in the word “hieroglyph” and thus is a form
of inscription which reaches back to the pre-literature of McLuhan’s “village” space.
More recently, reaching forward to his premonition of the electromagnetic age, it has
come to mean the particular form taken by a letter, for example, in a particular digital
typeface, as opposed to its general recognisable form. It seemed and seems a good term
to highlight Joyce’s distinctive ways of turning the word or variations on the word into a
newly formulated picture of the world and vice versa.

Joyce’s writing and Joyce himself as a writer needed a special kind of audience, one
that reaches out beyond the limits of locality towards the world at large. This thesis
was put by the influential French world literature critic Pascale Casanova (who died
only last year) in her influential 1999 book The World Republic of Letters in which she
said that the writer such as Joyce (she also names Kafka and Beckett) seeks for a place
beyond the limits of a localised monoculture national literature in which to find artistic
“autonomy”’, though she also acknowledges the need for interlingual translation for it
to do so* The canonical authors of world literature such as Dante and Kafka, as David
Damrosch puts it, “function today less as a common patrimony than as rich nodes of
overlap among many different and highly individual groupings” and he too emphasizes
the value of translation.® “World literature” as Franco Moretti has neatly put it “is not
an object, it’s a problem”.* In Joyce this need is evident and expressed especially pow-
erfully in the writing itself, especially in the later work both in its hybrid world picture
and in its polylingualism which is to some extent still utopian or at least avant-garde,
reaching towards a world where everybody understands all the languages that can be
spoken all the time, rather than the real world where we are still dependent on the hard
work of translators translating from one language to another with the underlying as-
sumption that these languages are fundamentally independent and not mutually intelli-
gible by most users. But yet this utopian possibility may come increasingly into view.

I was thinking about the fascinating issues of translation in relation to the poly-
lingual Joyce world in preparation for this paper when (quite rarely for me) I clicked
onto Facebook and noticed a post from Fritz Senn Director of the Ziirich James Joyce
Foundation and legendary figure in the Joyce world about the new Danish translation of
Ulysses. This quickly turned up a list of 65 names of people who had “liked” the post:
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Alison Armstrong, Sam Slote, Eishiro Ito, Luke Thurston, ZIEj-2, Gareth
Downes, Shinjini Chattopadhyay, Susan De Sola Rodstein, Arianna Autieri,
Caetano W. Galindo, Alysia Lim, Annalisa Volpone, Richard Gerber, Paul
Devine, Alexander Morozov, Brian Caraher, Ulker Askerova, Dirce Waltrick
Do Amarante, Muhammad Ajmal, Alexandros Karavas, Alicia JJ, Timea Venter,
Frances Ilmberger, Aguinaldo Severino, Monica Giovinazzi, Boris Wake,
Sabine Doerlemann, Christa Schuenke, Alan Shockley, Omid Ghahreman,
Mina Djuric, Sabine Baumann, Beda Thornton Senn, Tamar Ra, Noel O’ Grady,
Syamantakshobhan Basu, Marija Girevska, Manana Gelashvili, Catherine
Rhatigan, Micaela Schweiger.

It’s a small world, you might be thinking, and one in which the global villages
anticipated by McLuhan may take many different forms beyond the village in its literal
geographicalsense as represented by Saint-Gérand-le-Puy. Indeed this deterritorialised
“village” community may be more familiar to Joyceans than either that particular village
or any other particular physical location could be. The list includes Joyceans forming
something like a world republic of letters located in Senn’s Ziirich, in America, England,
Ireland, Japan, Korea, India, Turkey, Azherbijan and, fortuitously, here in Tblisi,
all interested for one reason or another in Joyce’s Ulysses and many skilled in many
languages and translation, or indeed in Senn himself, though none apparently posting
“likes” from Denmark or apparently being members of the assumed target audience for a
Danish translation of Ulysses, at least one defined as a translation of book wr itten in one
language (English) but supposedly unreadable in another (Danish) until now and required
by the Danish reader as their first or sole means of access to Joyce.

Notwithstanding the populist nationalisms that have recently mushroomed in the
political world, in such communities we are to some extent denizens of a village that
is increasingly deterritorialised (for some euphorically and for some no doubt also
disturbingly) beyond the boundaries of nation and one that is increasingly recognisable
in the weltbilt or world picture offered in those aspects of Joyce work that so appealed
to McLuhan’s vision of the future. Joyce was Irish (in a sense used by Honorary Consul
Jeff Kent at the opening ceremony yesterday) but he was also British (as his 1940
Carte d’Identité shows), Italian, Swiss and French and, like Diogenes of Sinope, he
declared himself through his writing to be “cosmopolitan”: a citizen of the cosmos or
the world. Diogenes was a Cynic Philosopher and, as a recent study by Arthur Rose has
argued, such writers as Beckett, Borges, Coetzee and by extension Joyce may be said
to be “cynical cosmopolitans” inasmuch as they write in the cynic tradition, awkwardly
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placed at odds with particular localities and speaking a difficult truth beyond their
assumptions and concerns.®"!

A walk around the charming village of Saint-Gérand-le-Puy where Joyce spent
much of 1940 can be unsettling for the Joyce student but also provoking and instructive
in important ways.Though Joyce himself for any number of personal, professional or
political reasons may have felt awkward or displaced in the village, in Finnegans Wake,
Joycean world writing or “geoglyphy” had already set out the challenging project of
writing a new “village” condition of modernity in a new vocabulary, packed with
particulars that might make up the impression of global totality in particular locality in
a way that encourages the reader to annotate, compile indexes, make lists and glossaries
and also theorise the encyclopaedic itself as a condition of the “global villages” of a
“tense future” world in an era of total war that anticipates McLuhan’s vision of an
electromagnetic future and has clear resonances for us still, especially as we move
towards contemporary political challenges in climate, migrancy, political community
and identity that have global as well as local dimensions for us all.

NOTES

‘Martin Heidegger’s “The Age of the World Picture” in The Question Concerning Technology
and Other Essays, trans. W. Lovitt (New York: Harper & Row, 1977): 115-136.
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Wandering Rocks European Joyce Studies 12 edited by Andrew Gibson and Steven
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SALOME DAVITULIANI
IVANE JAVAKHISHVILI TBILISI STATE UNIVERSITY

Exiles by James Joyce and Betrayal by
Harold Pinter

James Joyce, a failed poet and unsuccessful playwright, in his only dramatic piece
Exiles intended to create what he called “the naked drama” or the perception of a great
truth, or the opening up of a great question both having a more far-reaching importance
than mere stories about conflicting characters.

It is noteworthy that Harold Pinter, winner of the Nobel Prize in 2005 “who in his
plays uncovers the precipice under everyday prattle and forces entry into oppression’s
closed rooms”, one of the most acclaimed playwrights of the XX century was the
second person to put Exiles on stage in 1970.

Although Pinter himself strenuously denied any direct cause and effect, the
experience of working on Exiles seems to have penetrated his artistic imagination. He
sat down to write Old Times in the winter of 1970 while saturated in Joyce’s play; and
while the two works are obviously very different, both deal with the contest between
two figures for the soul and body of a third, and wit the ultimate unpossessability of the
triumphant heroine. The influence of Exiles can be traced in Betrayal (1978) with both
plays examining the theme of friendship and betrayal.

Joyce in Exiles actively uses the comparative power of pastiche, exposing the flaws
of disparate theatrical forms by placing them in juxtaposition. Joyce appropriates
common theatrical techniques, strips them of any authority, and, ultimately, exposes
the gap between character and communication. “Circe,” the closet drama nestled in
the middle of Joyce’s epic Ulysses achieves the same effect through a carnivalesque
hallucination.

Other resemblance between Joyce and Pinter that was pointed out by Frank
McGuiness, while Pinter was awarded the Honorary Doctorate on the hundredth
anniversary of Ulysses (which also cannot be accidental) is that both writers shared a
“credo of disobedience “non serviam”, since “art never, ever bows to the logic and lies
of authorities”
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LOLMAI RO3NAIXLNV60
03569 ®o3960d30em0l Lobgemdals
»d0obob Labgmdbogm nbagg@Lbodgdo

XJ303L XMOLOL ,,30dI3IBINEN“ RO JVAHMIR
30683A0L ,QITIGN

bgem3bgdol Lbgowsbbgs womada, abggg Mmamm(3 mndgMma@Mmada(y dogmnsb
0o s 360d3bgmmmasbo Mmma od3b asd8mbs@golb gm@mdsb. LEmMgL gsdmb-
5@30L Lbgoobbzs gmmdgdn Jdbowbgb g3mJgdb o dndwnbomgmdgdl. dgm(sg
Loy 3Bl gMom-gmmds yzgmodg (36mdoemds o3&mMIs xqndb xmobds dgdemm
s LBmMgo dobgmmn godmba@gal gobbsznmmgdymgdmmo gmmdoo dg4dbs ab
&94bBgd0, EMIgmos gscMgdq dmEgMbobdal gdmds BaMd3myoagbgmos. dsb
d93ga Lbgowsbbgs sg3@mMa a0 339mbamae asbo(smows 3ol gogemgbsb.

»,dMEgMbabE o 36gMEmmdolb godsgmmnsbgdgmo m30bgdgdawsb y3nMzgmgl
ymgmobs 5babndbogns 03¢gsdem sbmomamdmfgbama 3mmagd@onma sfssbmdoa-
960b Ba30mbaemabs(30s, dobo oG MG NMNMmO ,a5(36mdngMgds” ©s dmugmb-
ab@gdab dogm Bbo@ g Lodmomgdsw asdmyqbgds - bg@b mqdn@m 3mdsbadg,
doamn 3mEgMboddal dgbobgd.odgwsb aedmdwnbaty, dgagadmos gogndGmm,
3 3gm(3g bamgmbolb Baby@mal s3@mMobamgal nbgomn Mmammoy dsmme
30b6@9Mns, dmEgMmbobdol g3mds, Lows dofMomawo og3g6@0 »oMs(3bmMdagHals
15(30mbamnd3bge”  RoJEMOM0go0 339 JOMasE  bosbmdo  mo@gMe@mei-
™m0 3030bsMgmds aym. 53s30Mmnma, smbsbndbsgns, ol god@o, Gmad JeHm-
bmmgonfem momgdob 9Mm3sbgonl 393ama mo@ Mm@ @ dndwabathg-
md96do, 0bgmgddnz 3o, Lowsi goM33gMmbomo, LEYmns dmdmoamos Bobos
3030bsMgmdal Bobobnsmgdmgdo, g6 339mo bagMom ©g@omgdo do0by Mhg-
ds. dgbadmms, bdoGow LBmMgo gb LogHom ©g@smgdo senddgdmealb bmedg
353magbs. od(3s, MmEgbas ggbEgdal gobbamgalisls momddal LagMom bogy-
J@Mb 5 LogMmomm 093580 3obmsb dogwogstm, doma 3gMbmbagdals 5389dabos
5 abBMM0gdol Logmom dobsbosmgdmgdom, 3B0dMmd gb 1339 ©ILE MY,
3 03&™MMgolb dmEnl gofM33gmmo aogmgbs badwgomom 0gMdbmdos.
1339 899093 39Mnmedo, 3dLMEol Msdal o3@mEMo doRbgmmo, JsMmee
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30b6@ 90 dob gFom-geo bo@yzeda, d5333mdsdn ImAbEM, ¥MOLMSL 383306~
dem 53d03L ablbgbgol:

I also managed to save up to buy a copy of Ulysses which I placed on the bookshelf
in the living room. My father told me to take it off the shelf. He said he wouldn’t

LRI

have a book like that in the room where my mother served dinner.

0918(39, 30690 dmEL o6 ygmagoems gmabobgygemo &9Jb@gdowsb s dmaza-
0690 Lbgowabbgs 33maz0lb Logmdzgmby o@abGMGEs, MM 30b6EgMcsb
®mobol §gdb@gdalb sbotgzmgdn a3b30090s. 30bBgMols gMom-ghmo 333emg3sMo,
Bmbame bermmbo LEs@0sdn, 306890 s Bgm(3g Loyzmbolb Meds®. (“Pinter
andthe Twentieth-century drama”), d00fbggl, Gm3d 30gLadn ,moms@n® (“The Be-
trayal”) dgazodmos LEGOYJGNOMma 3basgbgds 303mzmom xmobob 3ogbobmab
»35d9390mmbo” (“Exiles”).

BmamM(3 (36mdomos, ,a5d9390mmbo® (“Exiles”) gmabol ghomopgmon 3ogbss.
300Rby396, MH™M3 xmabo (36mdoemn bemMgzgaogmo o3@mMab, 3g0boz 0dbgbol aog-
g6l gobn(300s ©d M3gmnsb, Mmd dobo 3gMbmbaggdoy bsbammdmag ndgbals
deaemm 309L0db, ,Mm3e Aggb 333980 30m30dgd” (“When We Dead Awaken™),
0M 93 gdo.

XMobob 30gbada ,a35dg39dmmba" Mohsfmmo ©s dgMEs M3d bl 3706 gMmswm
36bgd056 0@omnnEsb Mdmabdn, Lasi Mgormn@an Bodognmew bLabemdo
09439056, 3ogMod ©dmnbdn, 0d s@gnmal Mabacy ,babeb® MBmogdgb, Lobsd-
©30em9d0 mo3L LymngMo ©g3bamagdsw gtMdbmdgb. gmabo 3ogbadn godmas39L
mobo 39Abmbagol 53353, abobn 3gMomeman ablgbgdgb maznsbo Bambmem
DO0gMnmMdgdL s obggg 9330Mo Asbl, MM BogdEmdMagem 396 sbgMbgdgb
ob63dgmdn Mgomndgdsl. 30gbsdn dggemn dgamdmgdo MmMdgMEN s 3958 Mol dmb-
S gdo 5006 Mohsfmnbs s d9MBOL ©sdMMbgdam. dmgma Lomygden bado,
30 93909m0s 3om ymgzaem 08 sbemabogem baboggstyyemm mmomngmomdgddyg. o3
MEOD0gMNMEJd0036 a5dmBnbstg dgndmads nmdzsl, MHm3 oMy gfom 3gMmbmbagl
oM 543L ol dobobnomgdmadn, o3 oo d3zgmMse asbbodmgMogws.

bymbo @sbzMomgdom g3m035bmL 03 g@emgdl Mo g35mMB3nbgdl dobs
dmbadMgdadn, Hm3 30b@gMn dgmzg Loy 3Mbolb gem-gMmo yzgmsdg 3b0dzbgmm-
3060 33&™MMl gogmabsl gobo(swos. ngo bg@b, GM3 gmobmeb Mofstoo o
396&, BmMdgHEG0Ls s dgo@Mmohgl dgbobggomsw (3bfs Bemol dgdwga d61mbogdo-
o6 0@omon@sb Endm0bdn s sbg3g, 5bodbogl, MM 30b@gmal 3gMbmbaygda,
X0 ©d 9353 (366G Bemal dgdga 30093006 gMmBsbgml. sbgsg, »addgzgdam-
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Bob® 3oMggmo dmJdggdol obabGmmb dgMEs godmn@ywgds Mmbafmel, MmA

Md9MB06 BmoMBo 3Jmbos s 03039 gGSML 3630090000 ,mems@dn® Mm(3s
995 %960l godmmEYwgds, MM 43gmoRgMn dm0sMs MHmMdMEmb.

Bermembin, 0939 aoboboemagl 03 3sbogl, 30qbedn ,a0dg398mmba“ (“Exiles”) boco-
5(3, MoRstmo MmMdgMEB 0L 3m@gxnb3igb dngdatmmgds s 3abow MMdMEL mams@do
83bgmb, 9@y3ol, MHm3 yzgmaxgfo nimes s bggdmos ©sbygdsdwys 3o-

Richard:I know everything. I have known for some time... Since it began between
you and her.

Robert: This afternoon?

Richard: No. Time after time, as it happened”.

Robert: And you never spoke! You had only to speak a word — to save me from

myself.

Sbaemaom@o g30bmeo 33543L 3ngbada ,mamadn, BmEgbs xgHOLMSL LEmad-
o dobyymo HmMdgMEB0 9@y3ob xgMob, MmMA yzgmoxgmo 393600 SMg 0(3MS.

Robert: No, she didn’t. She didn’t tell me about you and her last night. She told

me about you and her four years ago. Pause. So she didn’t have to tell me again

last night. Because | knew. And she knew I knew because she told me herself four

years ago. Silence™

bembo gobobomagh 0d 3oboglb, mzs 30gbadn ,a5dg390mmbo” (“Exiles”),

dgmeg dmddggdal @ababEmmb Mofsmmo dgMmEob s MMdgMmEL gfMmom w©o-
&m390L, ©9d390mn MMOgMmE 0 30 dgMEG ol g30mbgds, yzgmomgho Morbms oy
M5 s d9MBd 3dLybmdl, MmMA yzgmoggfn dmyyyss. sbgmogzg g3ndmwon a3b3wg-
3o oo dn” (“The Betrayal”) Mmsd ®gMo 9dsb ggombgds, dImgyzs oyy oMo
a49d0b domdg MMdgMBL s 9353 3obybmadl, MM ook yzgmexkgma dmyyyszs
mdgMEb.

Jerry: You told him everything?

Emma: I had to.

Jerry: You told him everything . . . about us?

Emma: I had to.”
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obg3g ab3Momadom 5mbndbszl brrmmbo 03 3oboyqdl, baws Mgy 3ogbe-
do 3gMbmbaggdn 9Mm3sbgol gobabomsggb abg Gmams ,gEbmb®. dogsmoms,
30gbs ,a5dg390mbolb“dgbedg dmJdggdsdn dgMm@s Mokl dndstmmagl, MmI
ob @bms s ngo 3L Logdome (3 gMdbmdl 0dob godm, MM bmbosb
9605 (3bmzMHMAL.

Bertha: Don’t touch me! You are a stranger to me. You do not understand anything

in me—not one thing in my heart or soul. A stranger! I am living with a stranger!"

brembo 0dzg aobobomogl sbsmmgon@m dmbszzgml 30gbowsb ,moma@n®
(,-The Betrayal”), bosz Hmdg@E 0 50bndbogl, Hm3LMmmosw @bm swsdnsbsw
0gzo gdsbogabs.

Robert: So let’s say I, whom they laughingly assume to be your husband, had
taken the letter, having declared myself to be your husband but in truth being a
total stranger.”

amA(3 36930 AHMbsmE berymmbo, 53 M 30gbalb dmMob, bodwgamaw 3936
LogMom g@omb g3ms35DmMdL. 0d(3d, 3R0JOMY, o3y >Momgdmo b
5(236036mm 0l 3358gd0c0 @GS do, Maba(s 306@gM0 Mz00mb 33563w0L. dog-
Somd 0l MM ,eomse@b® 3gMbmbaggdoz 0@omosdn 3Mbdmm GmmMAgmmby
ymxzbol 3gMomel 0bbgbgdgb abggg Mmammz MmMdgMmEBo s dgM@)s.

30b6@ gm0 sbgzg 0L, 938MMYAL 0YgbgdL Magol 3ngbeda, 3oLz o¢y(30mgdma
06 m3b0sbmsb dngysgsmm. dsgamomae gMom-gmo dmbs3zgomdn, dobo 3gMbm-
boggdo gobabomsggb 0d 3gMomeb, MHmwabsi 0go@Ll joombymmdobyb.

30b6@ M0l gfom-gfmo 333mg3560, sbGmba MmAg ™t 3ol LGB 0s3dn ,3068 960
> ofmsbons (“Pinter and Ireland”), ogemol, Gm3 (56mdaemo  ammaboogemo
33@™6M0 0900 o ML M385dMdL 306890l 30qbedo ,momo@0” (“The
Betrayal”). ®@mBq 696b, ®m3 30gbob bsBogg 39Mbmbogn Rommmo s0sb mmb-
mbob godma(393mmdsada s 0bobn 3gMomEymow 50bndbszgb, MHmI nEgdyemo
dqg0obbdgds oglb 3063 sbamasbMmms 938MEMSL. gl sbomasdMms s3@men,
30 ma30L dbGg gmEmb g39ambgdl, MoEash sMmabmmgl Rsbl 3ngbodn, od-
(39, bogdome 360d36gmmgzeba o@znfmgs og3L.cOmhg smbodbagl, M3 3dngbsada
090&Lob bLgbgds gdmzomMom sbbzoxgmgdl dmgmgbgdlb. s 8dob obEMMmow
a560boemagl 3obogl, Losz MmMdgMEGO s kMo 0go@LL 0bbgbgdgb.
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Robert: Have you read any good books lately?
Jerry: I’ve been reading Yeats.

Robert: Ah. Yeats. Yes. (Pause).

Jerry: You read Yeats on Torcello once.
Robert: On Torcello?

Jerry: Don’t you remember? Years ago. You went over to Torcello in the dawn,
alone. And read Yeats.

Robert: So I did. I told you that, yes. (Pause). Yes. (Pause). Where are you going
this summer, you and the family?

Jerry: The Lake District.™

dgodmgds amggsl, Gm3 0go@dbob bbgbgds 3ngbodn 3owg3 gMobgem dogzsbnd-
69dL 0Mmebmnabzgb. gb dgbadmms, 3093 9fm dogomomsw asdmgazsmaqgl, Mm-
dgmo(3 3993yaMgdl sbBAL 08sbmeb s 3o3d0Mgdom, MMI aoM33gem 3gMommdo
306@9M3s oo 0Mmebngmo 33&mMgdal aogemgbs gsbn(30008.8603369mmzgba
30d5Rb0s, gsbzaboemmom, ob (36mdomn masmabymn bgb@gbzns, HmImals dnbgo-
30005(3 ,»oMRGMS sbaemo 3Bobd3qdgmdn” (“bodnem bmgo bimd bLmeg”). 3304Mmd,
dm399mmo LybBgbzns 3MabbdmdlL, MmAd bgdabdng@o Rggbo Jdgmgds doMzgmo
489g80L a03gmEgdss s badgysmmbgmmo (303 MEMds(3 3oM339Mmboma 53-
yogdl o3 ImbodMgdsl. 0gngg b dgazadmons Imgatamo 30b@gfal 39Mbm-
boggdLa(3, abnbo 33emeg 03539L 03gmMgdab s 33mo3 BMgdy oNsb, Mmeg0sbm
Bombyemdn 0bgzg, BmamM xmobolb 3gMbmbaggda. Gmammz Mmhg 5mbadbsogl,
090@L3s o3MEs 99356 M(36950L% 3mEBgbznomn Medsdn s 0ygbgds 0wy
»d30b Lbgosbbgs 30gbgddo.

Every event so dreamed is the expression of some knot, some concentration
of feeling separating off some period of time... and the dream is as it were a

smoothing out or an unwinding.*

Im(399mm RMOBIL MmAg BoMBmMaagbl maz0l LBsG 030 s 8939 3056036438L,
030l dgbobgd, M3 o3 dmbadMmgdol xmex domb 3oM3gMo s 3mmBgM 390
3000, 356nbomsgzgb 0go@Lal ,bogmgs” (“A Vision”) 3608030 asdm(3935do. (“A
critical edition of Yeats’ “A Vision”, 1925). oogo ®mBg 30, 8m(393nc dmbodeg-
dody oyMbmdom 800Rbgsl, M3 30b@gfal 30gbs ,momsa@dn”, LEmMgo o3
BMM3om 33543L dmgongton bggbs batMdmmagboemo. aymaynmo a3593L @Ml
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396M0mEgdo s atMdbmdgdol bafMnbbgdo. o939 dogomoamae dm3ysgl dgbedg bsg-
bob g30bmon, GmEabsi kMo 8mbodbagb o Gmammo Mormmos Mo dgyge-
F90mm0 50830560bmz0L dgbggms. gds 3o (3bowa BaMdmsehgblb o3 yzgmeggmb
5 3abyybmab.

“Emma: You see, in the past . . . we were inventive, we were determined, it was...
it seemed impossible to meet . . . impossible . . . and yet we did. We met here, we

took this flat and we met in this flat because we wanted to."™

by 5bndbagl, Mm3 Im3gdmm 3sbogdn gbgosgo gdsb, MmM3gmob Lodyszg-
30(3 #9396 M(36930L5L* Moo dmb goddgomdsl ndgbgb LyFMazamal mbdyg. sbgsyg,
ol o@bgMb, ™3 30gbol gobdsgmmdada 3gMbmbaggdn gMmmmmuman Medwgb-
0dg Bmmb 0885dmdgb. abnbo (300mmmdgb ImaMamb Lo Mmsmo mego s Bombia-
mo, dombogg dmdsgaemdn, Lbzosbbbzs mMMmIgdom. gb 0dsdg F0sbndbydl, GmAI
39Mbmbaygd0, MHmalb bbgssbbzs dmbs339mgddn, bLEmmosw gsbbbzsgLgdmdo-
696 093006m0 M53980bgsb.

dm399nmo  bggmmdoEsb  a3sdmdmnbaty, dgazndmos  ©s30L 330600, Mmd
%3530, MmImal dobgogomsz, xmMobob ©s 30b@ Mol 39Mbmbaggda, momgdal
LENOSE 50bbadNsh gMmBsbgmda LEMM o 08 sDML 53ystgdl, HmI bbgssbbas
93m7J9330 o Lbzssbbgs mn@gMma@mym d0dnbsmgmdgddn, LEMmosw dgbe-
dmgdgmos, MHm3 gMmo s 03039 9358035 s Loygg@nHo babo Bomdmswanbm.
9L yzgmogxkgco 0dalb 3sb0dbgdgmns, MM sEsdnsba dnbn dgamdbgdgdoms s
99m (3098000 sMbmEaglb dg3gmoms. 36@03M0 3gHommamsb ©mgdwg obgg abg
356303000 5 0bgg 0bg 3383035, az0bsc0s s dgz0aMdbmdo Mog dmzemgbgdl
Mmam@ (3 3565309. 0(33mgds dbmemme 353mbaB30L BMMIgdo s Ladysmgdgda.

336(033634()

13mdabodg, 0939, ,&mIsL gmom@o s domsemn 8mEgMmbobAnl Mm@ g Emmo
9bog@ngs”. asdmd(zgdmmds ,boggMbamoa®. mdaeabo. 2015. a3.13.

1,0060bmanm dmgabgmby mmabglb yowzs, Gm8gmo dobsmgd mmobda Bogbgdal
»30mbg dgdmag. 3535hgd3s JombMs, MmM3 mofmmeseb Rsdmdgmm. 3sb oggs, M3
sbgon Bogbo o6 0dbgdmes 03 mmobdn Lowsis ©gos Loomb s6ymdos bmedy.”
(Pinter H. 2009:59)

iikKnowles Ronald. “Pinter and twentieth-century drama”. Cambridge University Press.
(2009) pp. 74-88.
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VL, Omdgm@n: 56, 3oL oM, amdob o @odzs3L Bobdg s Fgbdg. @d396Dg mmbo
Beob Bob dombms. 3oqbs. sbg, Om3 adob abgg gds s LnGgdms. 0do@m3
M3 30(3m©0. s 356 omEs, MM 35 30(3ME0. M350 dombMs mmbo Brol Bob.
LoRm3g“. Pinter, Harold. Betrayal. Grove Press. (2013). p.21.

%0 y3gmoxgmo dmuygzo dob?93s: obg Imbs. gamo: yzgmoxgmo dmygso...
R396L Bqbobgd?gds: dmBnbs.* Pinter, Harold. Betrayal. Grove Press. (2013). p.18

ViBey 89bgd0, 396 @sbm bom, sGoxgma gqbdal Bgdda. sz Bgdo amemal s oGy biy-
mab, niEbm, g @Ebmbmsb ghmawe g3bmacmms. Joyce James. Exiles. Dover publication.
(2002). p.67

VimmdgmB0: 8mmo 3odgem MmI 30053980 babsomme don369396 Byl JAGMBSL,
BgGomal Gm3 8ogomyg omdmgshnbg, ™3 30, 356 dgbo Jdsto, 3ogMed LEMMOS®
«3bm. Pinter, Harold. Betrayal. Grove Press. (2013). p. 33.

Roche, Anthony. “Pinter and Ireland”. Cambridge University Press. (2009) pp. 195-216.

X, Omdgm@n: M8g 3oMman bogbo bagozncmbsgb o8 dmmm MmML?

®9M0: 0908LL 3300bYEMS.

mdgMB0: 93. 0go@bo. sk, s ds.

®M0: mEqbess GmMRgmmdo Jombaymmdwon 0godLb.

mMdgB0: GmERgemmdn?

®O0: 36 asbbmzL? Bemagdol Bob. GmMRgmmdo Babzgwon, doMBm. asdmboobsl s
0908bo Bongzomby.

mMdgMB0: gafg 399b0. M350 gnmbamon, @asb. domds. sk, Lo Bnabse 93 bag-
beyeml, 396 s myabn?

®qe0: 3mg@adol §dqddyg.” Pinter, Harold. Betrayal. Grove Press. (2013). p. 23.
*,939s dmgmgbs sbg bam(36906560, 3306dob 3odmba@ges, Momas MMbasb oym-
gomo dgacdbgdgdol 3mb396@@a(30s... ©d M(3698s, momgmb ob nym ©sdLbaMgmmma
o 656930 gdema. https://epdf.pub/a-critical-edition-of-yeats-a-vision.html

¥,980: bges, Bombyemdo... B396 g0ysgno as8mambamada, B3qb 30ysg00 gobLbab-
036mmgdo, qb ogm... dgbggo®s dgndmgdgmn Rsbws... dgmdmadgmo... ©d 3s0b(3
dq3dgmom. hggb 3g3b3mnm of, Azgb gb dabs sg0mgm s dg3bzom 3 dnbsdo, ndo-
&md Hm3 by aznbomes.” Pinter, Harold. Betrayal. Grove Press. (2013).

30320M3643B0d

James Joyce, Exiles: A Play in Three Acts. http://www.gutenberg.org/ebooks/55945

Pinter, Harold. Betrayal. (Grove Press, 2013).

Knowles Ronald. Pinter and twentieth-century drama. (Cambridge University Press. 2009).
Roche, Anthony. Pinter and Ireland, (Cambridge University Press.,2009)

3mdsbodg, 09dnm. GmIsL gmom@o s domsmon dmEgMbnd3nl mo@gModmEmma
9bog@ogs. asdmd(398mmds ,mboggMbamoa®. mdoemabo. 2015.
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LIZI DZAGNIDZE
IVANE JAVAKHISHVILI TBILISI STATE UNIVERSITY

James Joyce and Otar Chkheidze - Painters and Chroniclers

(according to Dubliners and Etudes of my Village)

A Writer’s job is not easy in any country, as it is great responsibility not only towards
the past, but pressent and future as well. Empirical time and space mostly try to silence,
train and tame them, but newertheless writers undoubtedly create literature that remains
forever in literary, cultural and public consciousness. As such can be considered James
Joyce for Irish people and Otar Chkheidze for Georgians; Both excellent artists and
chroniclers. The latter roles are well illustrated in the works Dubliners and Etudes of
my Village. In them we see not only the specifics of urban and rural life but also the
problems, tribulations of the nation in general, while the books serve as historical and
documentary guides of sort. O. Chkeidze himself lauds Joyce for this reason in his
article Nation of James Joyce

He diligently describes Ireland, Dublin. Like a true naturalist, a documentaryist.
Describes so that if you remember well you will not be lost when you get to

(131

Dublin. Ulysses will also serve as a guide

To begin with the style discussion, in the dialogue of Etudes of my Village Otar
Chkheidze responds to the term “rural prose” which was prevalent in the critique of the
book and says that this is nothing but a working term, suggesting that its opposite is
“urban prose”, which author believes grinds down the writer as it shifts narration focus
on just landscape function . By this logic Dubliners does not fit into the specifics of
just “urban prose”, even though it is roughly to say about a provincial city. However,
when researching fiction, it is sometimes of little importance whether we seek universal
in particular or particular in universal because a person or his distress falls within a
mimetic framework, as O. Chkheidze would say:

Man is a man: he is good, avid, he loves, hates, is wise, is lawless, is modest, of
a high spirit, classic literature does not know a man different than this, nor does

2911

modernist literature know any different.
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Hence, when it comes to artistic expression, it doesn’t matter whether the character is
in the country or in the city, he is expressed in the same way. The main task for the author
is to deeply explore and understand the space in which he depicts his people, characters,
and in our case, both authors place great importance on the perception of their space.

I returned to the country after graduating. Livimg in the country made me think a
lot:I had a better look at the city and the countrylifeitself from there. I looked at the
tragic existence of our country, our people. I hadn’t noticed this pain in the city.
Here, in my eyes, people were like each other. They stayed in one establishment
and shared the same interests™

While we read in Joyce’s 1921 letter to Arthur Power

They [writers] were national first, and it was the intensity of their own nationalism
which made them international in the end [...] For myself, I always write about
Dublin because if I can get to the heart of Dublin I can get to the heart of all the
cities of the world. In the particular is contained the universal.”

James Joyce’s Dubliners presents naturalistic display of the city, despite critics’
dispute that it should not be interpreted in a naturalistic / realistic frame (as it plays a
very important role in forming author’smodernist structure), it is still quite a descriptive
collection of short stories (which in fact is such a bound and compositionally cohesive
integrity that can easily be perceived as a novel).In reality it is a collection of stories
that masterfully paint pictures of the daily, monotonous life of a provincial city, the
fate of little people and their mediocre existence. Early twentieth-century Irish city life,
people in the city - with misery and happiness, pain and joy, a middle-class colorless
daily life and human emotions. Joyce said —

My intention was to write a chapter of the moral history of my country and I chose
Dublin for the scene because that city seemed to me the centre of paralysis’

The writer’s thoughts on his own creation are not often credible, though in this case
Joyce accurately sets out both his and the Dubliners purpose. Falling is one of the main
themes in the book. It is noteworthy that in addition to the idea of paralysis, the word
“fall” runs in the background as a keynote- sometimes in a straightforward, sometimes
symbolic and sometimes metaphorical way. For example, in Grace, as used in a dialogue
between Kernan’s friends - “The light music of whisky falling into glasses made an
agreeable interlude.” Let’s not forget the fact that Kernan falls down the stairs in the
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direct sense of the word, and after this we begin to pay more attention to his moral (or
ideological) fall. The modernist writer makes extensive use of extratextual associations,
symbols, ironic hints of Dublin presence, literary allusions to Dante, the Bible, and so
forth. By synthesizing all this, it achieves the “ambiguity” that Joseph Conrad, who stands
at the forefront of modernism, considered as a feature of great literature."!

Joyce was able to portray Dublin as a side province, the country’s most remote province.
Dublin is a much larger city than can be seen in the work. What is most interesting is that
in describing these common people and simple situations, at least a monumental figure was
drawn from the young man, since Joyce was only 22 when he wrote the Dubliners.

Like Joyce,in his vast artistic world Otar Chkheidze speaks of life and people who
resemble each other with fate and life. Like Joyce, he does it dynamically, without haste,
tasting every word rhythmically. He speaks of the diversity of life, of death, of beauty
and of chastity, of the fall and rise of man. Short stories in Etudes of my Village feature a
barbed-wire Georgian village - as a symbol of the country’s dramatic existence."!

The whole hostory of Georgia’s twentieth century and the first five years of the 21
century is described in Otar Chkheidze’s novels, short stories and essays. He traces
rhythm and breath of the era step by step with unparalleled mastery of artistic speech.
His novels mist and Artistic Revolution [both in Georgian] are clear proof of that.
Therefore, Otar Chkheidze is fairly entitled to the title of chronicler.

Otar Chkheidze’s literary vocabulary in Etudes of my Village is enriched with folk
expressions, proverbs, legends, which in turn should be based on Georgian folklore
and ancient Georgian writings. In the book much attention is paid to the contextual use
of words. Like the analysis of James Joyce’s “Fall”, the author not only expresses a
subject or event with them, but also analyzes and goes deeper into the intellectual and
philosophical aspects of the word itself. As if the word for him is a mystical entity. He
often focuses on the colors that create the tone of a scene. The same is true of James
Joyce; It is impossible to overlook “The Dead” in this regard, where Mervyn Browne
sits at a table with a brown goose, while Gabriel is und ecided about reciting a Browning
poem and the atmosphere is filled with what Joyce calls “brown imperturbable faces”.

From Etudes of my Village we see that unlike Joyce, Otar Chkheidze is a realist, in this
sense, the successor of Ilia Chavchavadze and Mikheil Javakhishvili and continuation
of their paths. However, his realistic method is different. He enriches realism by adding
a tinge of documentary. In fact, he brings real people into this short stories, and by
preserving names and surnames, he creates completely new type of fictional characters
(for example, Geronti Kikodze and Leo Kiacheli in, Gamismtevlebi® [in Georgian]).
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Chkheidze’s works are all-encompassing; They represent the everyday, spiritual,
social, psychological, religious, political aspects of life, which means that the
shortcomings of life are in excess. In the etudes the author presents the panorama of
the fall of the Georgians which again leads to the discussion of Joyce. Both books deal
with the routine lives of the characters, which makes life more intolerable and does not
offer any new, interesting prospects."i

Ambiguity of the genre to some extent, like the Dubliners, applies to the etudes too.
The author himself writes in the afterword of the first book —

If T had spared no effort, this would have been a novel - a novel. Now what this is,
I can’t easily say, the theory of the genres has been so mixed up [...] that this will
be an etude novel - miniature novel.™

One important feature with Joyce is that some of the stories of the Dubliners(‘Evelyn’,
“Two Gallants’) can stand alone and be read separately without missing the literary
atmosphere that the writer creates from the very first page of the book.* This applies
to Otar Chkheidze as well, since the story of ‘Kursha’ stands apart in the Etudes of my
Village.The author uses such a specific appeal, request, and supplication that the story
goes far beyond being mundane and is presented in a generalized way to a reader.
We easily see that “Kursha” is not an ordinary dog who suffers lying under the sun.
Nor is the new puppy in the yard an ordinary puppy. The greatest emphasis is on the
overpowering of the individual, the moral breakdown and the urge - to return to the old
greatness and courage. “Kursha would drop and fall in the middle of the yard,”™ just as
the ideals of the villagers were falling by pressuring and constraining bigger ideals (it
is worth noting that here, too, falling is a major keynote). Kursha’s yapping seems to be
a call to such people. With the mastery of the writer, the reader easily realizes that this
story is about something more than just the loss of a devoted family dog. This intonation,
expressiveness and sense of expectation highlight symbolization of Kursha as a main
character. The misery of Irish boys and girls is also a symbol of the devaluation and
decadence of a much greater ideal than just their personal predicaments.

In addition to the ideological and structural similarities, both writers encountered
obstacles with publishing and criticism. Court trials and scandalous reactions connected
to James Joyce’s Ulysses is well known, the same can be said regarding Dubliners - the
book was written in 1905, published in 1914, when Joyce had it presented 18 times
to 15 different publishing houses (Maunsel & Roberts publishing house even burnt a
copy of Dubliners in 1909). Otar Chkheidze was also highly criticized by publishers
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and Soviet public. To begin with, Otar Chkheidze’s novels were published in the 50°s
of the 20" Century: The Shoal (1958) and Mist (1955) [both in Georgian],appearance
of the latter caused great criticism and was not surprising in the reality of that time, as
the novel satirically expressed the full brilliance of the former Soviet Union and the
fiercest ideological struggle, at the instigation of the authorities. The first secretary
of the Central Committee of the Communist Party of the Soviet Union specifically
mentioned it in his report as “exaggerator of the negative and atypical aspects of our
lives.” Nor was Etudes of My Village an exception, in the author’s words it caused “a
fierce fury” - “I say a fierce fury and I stop and think maybe I am exaggerating, yeah,
but no.”™ The story ‘A Cradle’ [In Georgian] received a multifaceted response, in 1947
one newspaper wrote that Otar Chkheidze was artificially limiting the ideological-
social significance of his work, since he avoided the true reflection of Soviet reality.
The article ends with the following message:

It is revolting that the young writer does not take into account criticism and public

opinion and stubbornly continues to go wrong.*ii

At one time it might have been reprehensible but I think this is what sets Otar
Chkheidze’s modern readers in great sympathy for the author and his work. And the
literary criticism itself of that time also paints a picture of how opposed the author
was to the distorted, framed and falling thinking; This is how one critic depicts above
mentioned etude

[The author] humiliated and devastated his protagonist so much that upon visiting
renewed Soviet village, a great Soviet scientist only wanted to see his old cradle
”; “This doesn’t seem to be a fair picture of life.”, “Couldn’t our young writer find
anything more interesting and important than this? [..].”"

“The writer is a painter first and foremost, but he is also a chronicler of epochs” (O.
Chkheidze) . James Joyce and Otar Chkheidze are rightly entitled to both titles. Their
literary and cultural heritage has political, social, psychological, philosophical, and
above all, artistic significance. Any reader or literary critic will find endless treasure
in the form of this grand legacy. Both writers paint universal characters and universal
places, in both works, we deal with a description of the decline and the routine that
fades the lives of ideologically and morally oppressed people. James Joyce contributed
greatly to the formation of modernist literature, and Otar Chkheidze, along with a small
team of like-minded people, created a new era in Georgian prose history during the
toughest times in Georgia.
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IVANE JAVAKHISHVILI TBILISI STATE UNIVERSITY

‘Oxen of the Sun’: Problem of its Adequate

Translation into Georgian

Hailed as one of the most difficult chapters in Ulysses, the fourteenth episode ‘Oxen
of the Sun’ confuses the reader with the multiplicity of styles between which Joyce’s
narrative shifts throughout the episode. It is acknowledged that in this episode Joyce
attempts to explore the history of the development of the English language and literary
style by parodying it. This evolution is represented by nine sections which correspond
to the period of nine months from conception to birth. The setting of the episode, a
maternity hospital, where the two protagonists Stephen Dedalus and Leopold Bloom
meet, also emphasizes Joyce’s concept of the episode: to express the development of
the language from its birth to his present time.

In a many-times cited letter to Frank Budgen (20 March, 1920) Joyce called
it a nineparted episode without divisions introduced by a Sallustian-Tacitean
prelude (the unfertilized ovum), then by way of earliest English alliterative and
monosyllabic and Anglo-Saxon (‘Before born the babe had bliss. Within the womb
he won worship.” ‘Bloom dull dreamy heard: in held hat stony staring’) then by
way of Mandeville (‘there came forth a scholar of medicine that men clepen etc’)
then Malory’s Morte d’Arthur (‘but that franklin Lenehan was prompt ever to
pour them so that at the least way mirth should not lack’), then the Elizabethan
chronicle style (‘about that present time young Stephen filled all cups’), then a
passage solemn, as of Milton, Taylor, Hooker... so on through Defoe-Swift and
Steele-Addison-Sterne and Landor-Pater-Newman until it ends in a frightful
jumble of Pidgin English, nigger English, Cockney, Irish, Bowery slang and
broken doggerel.’!

However, later on Joyce scholars notedithat Joyce’s letter is not entirely trustworthy
and in this episode his English prose style is not successive, sequential and pedantically
correct and that there are more authors and styles involved in its making. Don Gifford
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identified as many as thirty-three different authors and styles that Joyce had parodied in
the episode. These studies, that go into such minute details to explore Joyce’s various
manuscripts, although give a fascinating and illuminating insight into the understanding
of the complexity of the text, but at the same time seem of little help and at times
even make the difficult task of translation of the text into another language even more
complicated.

Nico Kiasashvili, the Georgian translator of Ulysses decided not to follow Don
Guilford’s scrupulous genetic studies,” but to return to Joyce’s declared intention of
presenting the development of the English literary style in nine periods and re-create
the same in his own cultural milieu. At the same time although Kiasashvili names some
of the Georgian authors that he thinks as representative of a certain literary movement
and epoch, it is quite obvious (as it is with Joyce who also enumerates a number of
authors) that neither Joyce nor the translator see the ‘Oxen of the Sun’ as a series of ad
hominem parodies. As Fritz Senn put it:

There are no real and adequate equivalents to the literary styles whose progression
make up the Oxen of the Sun chapter. And still less can the styles of individual and
highly characteristic writers be parodied. ....

Translation too is the art of the possible and the perpetual squint at the original
cannot do justice to its full achievement. The only fact it brings out are deficiencies."

The Georgian translator of Ulysses also seems to have viewed translation as ‘the
art of the possible’. Although, in the late sixties when Nico Kiasashvili started on
translating Ulysses Socialist Realism was the mainstream in literature and culture
but the strategies chosen by the translator was not to create a literal word-for-word
translation. He did not opt for a free translation either, which would have made it
easier to make Joyce’s text more understandable for his readers by filling in the gaps,
using less ‘anomalous’ syntax and appropriating it to the culture of the target language.
This strategy must have been quite tempting: firstly because it was the strategy which
dominated the Georgian translational scene and secondly because ‘familiarizing’
Joyce’s text would have made it more acceptable both to readers and critics. However,
Nico Kiasashvili attempted to create an aesthetic equivalent of the source text into the
target text. It implied understanding the main purpose of the particular episode together
with the means of achieving this purpose in the source language and recreating it in
Georgian. In other words, Kiasashvili’s aesthetic equivalent seems to be the same what
Jolanta Wawrzycka terms as ‘trans-semantification’ or ‘re-languaging’." In most cases,
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Nico Kiasashvili succeeded in ‘re-languaging’ the text, if we can speak of a success
when evaluating any translation of Ulysses. The episode ‘Oxen of the Sun’, which is
discussed in the present article, seems to be one of those successful parts of the book.

Needless to say that Joyce’s intention ‘to copy all their various styles of signature
so as one day to utter an epical’ (FW) is impossible to imitate in another language,
even when the source and the target languages belong to the same language family or
branch and the literatures created in these languages have more or less similar cultural
and historical backgrounds. The difficulty increases when it comes to rendering ‘Oxen
of the Sun’ into a completely new cultural realm. Nico Kiasashvili, tried to create an
equivalent effect by parodying the evolution of the Georgian language and literary
style beginning from the first hagiographic texts (birth of Georgian Literature) up to
the language of the first half of the 20th century. By using parody on both lexical and
syntactic levels, by creating new composites and using wordplay the translator created
a text which re-creates Joyce’s experimental prose in a different language.

To translate a multi-layered text like Ulysses it is not enough to have a good knowledge
of source and target languages. It also requires knowledge of numerous studies on the
text and as well as a broad knowledge of English (and not only English) literature and
Irish culture and history. As Jolanta Wawrzycka suggests in one of the interviews, a
criterion by which translations could be judged, is how far they can assimilate the
results of the numerous critical studies on Ulysses."! The suggestion implies that a
certain preparation is necessary when dealing with a text like Ulysses and being a good
and experienced translator will not work.

When Kiasashvili started his work on Ulysses he was already an established scholar of
English Literature and particularly of Shakespeare (he had edited Shakespeare’s Works,
written extensively on Shakespeare, started publication and edited several collected
essays of Georgian scholars on Shakespeare, organized an International Conference
in Thilisi, founded the center for Shakespeare Studies at Tbilisi State University, etc.).
He started his work on Joyce as a scholar by publishing a number of articles on Joyce,
giving public lectures to introduce Georgian society with the author. His works laid
foundation to Joyce studies in Georgia. Needless to say that this experience contributed
greatly to the success of the translation.

However, the success of the translation depends also on the literary standard of the receptive
language, its resources and ability to express a variety of styles, how it can handle the wordplay,
alliterations, cultural overtones, allusions, linguistic games and many more.In this respect
Nico Kiasashvili was lucky as the Georgian language and literature has a very long history
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with the first literary texts dating back to the 5th century. However, the historical timeline of
Georgian Literature differs greatly from the trends apparent in most West European literatures.
So that when rendering a particular style in English, say alliterative prose or Addison-Steel’s
Jjournalistic style, it is impossible to use the Georgian language and style of the same century
as that of the source language. The translator has to find an equivalent of the phenomenon
according to the style and not to the dating which surely would have worked when translating
into French or German where Enlightenment, Romanticism, etc. existed more or less in one
and the same period and shared a lot in common.

‘Oxen of the Sun’ opens with Roman incantatory prayer to fertility goddess: “Deshil
Holles Eamus. Deshil Holles Eamus. Deshil Holles Eamus™, which translates as “Let
us go south to Holles Street,” followed by a prayer to the sungod/Dr. Horne (one of
the two doctors at the Maternity Hospital), and ending with a midwife’s celebratory
announcement ‘Boyaboy!’ (U 14. 1-6)ii

This paragraph in Georgian is rendered by the language of Christian hymns dating
back to the 6th century. Although the target language cannot evade narrowing down
the semantic field, the range of possible associations and linguistic connectivity (e.g.
doctor Horn’s name includes a reference to oxen and masculinity which gets lost in the
translation), but the overall incantatory effect of the paragraph which is sprinkled with
irony is re-created by using alliteration, elevated style in syntax as well as vocabulary.

35Mdma303emabg,  bbogdmbomm,  Bomgmbobmgsbm, 3mMb3m@b, dogmn
M3mbbMoggbo dmdamgdabs s badmda. gommdmaszngmaby, Lbogdmboemm,
bomgmbobmzgabm, 3mmb3m&b, domo ¢dmbbMmagggbo dmdamgdobs s badm-
d0. aoMmdmagogmnbg, Lbogdmboemm, bomgmbobmgsbm, 3m@mb3mMb, dogmn
3mbbEMoggbo dmdoMgdobs ©s badmda. 3m3ms, dogns, doga! 3m3ems, do-
goos, doga!l 3m3ms, dagons, dogo! (‘g@oba 379)x

Anglo-Saxon alliterative prose of Aelfric (‘Before born babe bliss had. Within womb
won he worship.”) (U 14.60)whichcontains mostly monosyllabic words, is impossible
to render into Georgian, which has mostly two or three syllabic words. However, by
using a highly alliterative phrase stylized on ancient Georgian texts, the translator
achieves the goal to create an alliterative text with some incantation.

330mm0 ®gMgo o6 dmdoems s Lsdmdngg d9dMbrogds Jgds.” (memabyg 380)
Shvili jeret ar shobila da sashoshive sheshundeba shueba

As it is apparent from the transliteration of the Georgian text Kiasashvili managed
to put the same meaning in a Georgian sentence which is based on alliterating the same
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consonant which is in the original text - B (3 times) and sh — which is repeated 7 times).

Medieval Latinate prose is translated by the language of hagiographic texts belonging
to the 5th -8th centuries and that of the New Testament and the psalms also translated
in the same period. So, the translator’s choice seems justified and motivated by the fact
that translating Bible had a major impact on the Georgian language and culture, just as
translations from Latin influenced English:

Some man that wayfaring was stood by housedoor at night’s oncoming. Of Israel’s
folk was that man that on earth wandering far had fared. Stark ruth of man his
errand that him lone led till that house. (U 14.71-73).

3930 3090087 Bmo@yemn dmbmmoym s ©dasfoym 306msb d0dbabmal
753L.0bMdgmoGgmms BMob nym 3530 0gn MHMIgm gbgGooms Jmgysbobs
Bgs s Imgmbos dmEgmem smogb. s 335 3o3ds MmIgmoazs aoMbs dbm-
M 500530564160 01565-m3Md0bs g53m 05Ms oMM, Joombos Lobebs dob.
('3@0[)3 380).

When it comes to translation the text imitating the journalistic style of first English
essayists Joseph Addison and Richard Steele Kiasashvili had a difficult task to solve:
he had to decide whether to use the style of the same period, or neglect the existing
discrepancy in time frame and look for the similar phenomenon in Georgian Literature,
which means moving a century later as the period of rapid development of journalism
and importance of periodicals in Georgia fall on the second half of the 19th century.
This was a highly politicized time just as the post Glorious Revolution period was
in Britain. After becoming part of Russian Empire in 1801, Georgia not only lost its
independence, but saw an unprecedented decline of the language, which was no longer
the official language of the country as Russian became the language of instruction at
school and the language of legal and official documents. So, that periodicals and theatre
were the places where the national language and spirit was kept alive. Although, as a
result of Russification the language of the period was heavily infected with Russian
barbarisms (Lobadsmmmb 0b3sembo@gembo...,bLEmmbsRsmbo o) particularly in the
legal and juridical field. Thus, the following paragraph was ‘re-languaged’ as follows:

Our worthy acquaintance, Mr Malachi Mulligan, now appeared in the doorway
as the students were finishing their apologue accompanied with a friend whom he
had just rencountered, a young gentleman, his name Alec Bannon, who had late
come to town, it being his intention to buy a colour or a cornetcy in the fencibles
and list for the wars. (U 14. 651-5).
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h3960 oMbgmmo Bobmdo, ds@mbo dogmados Bomngsbo oMol beoy-
by godmhbes, Mmss LEMEIBE N Me30L s3mmmgasls s3me3Mgdwbgb,
3983mdsMmab gfmsm, Mm3gmbsy ab-ob ool dgdbgos. sbamasdMms 3530,
Labgemo Babo gfMng 39b6bmbo, a3006 Loesedmb Rsdmgos Jomasddn, Mondy
LadbgEMm Anbo H™I gyos, 04690 3G83mMEMdn3obs 8b 3MMbgB oL maddsmdn
s Loy dMdmemadag ogmm 8mbabamgmds. (memaby 397).

There are certain passages which must have been relatively easier to put in Georgian.
One of them is the passage when the style shifts to nostalgic/romantic as it tells of
Bloom’s memories of various stages of his own growth and development: Bloom as
an 18-year-old high school student, as a door-to-door salesman for his father’s jewelry
business, then as a 20-something having his first sexual experience with a prostitute.
The secret lies in the target language which provided the translator with a tradition of a
highly developed Romantic/idyllic style.

bobeosb bzmmabzgb 8nobBMaggzab... s +.3.(qmabg 409)

We already mentioned above that the success of the translation depends not only
on the translator’s linguistic intuition, but also on the literary standard of the target
language. If it does not have a long, uninterrupted literary history it will be virtually
impossible to re-create ‘Oxen of the Sun’. Due to it some passages must have been
less difficult to put in the target language than others. From my student years when the
translation was in progress, I remember Nico Kiasashvili saying that it was much easier
for him to re-create a parody of a romantic or realistic style than translate The Coda, i.e.
the closing 150 lines of the episode where the prose disintegrates into muddled snatches
of slang and dialect. Joyce himself described this passage as a ‘frightful jumble of
Pidgin English, nigger English, Cockney, Irish, Bowery slang and broken doggerel’.

The difficulty for the translator is two-fold: the first is common for anyone either
researching or translating this part of the ‘Oxen’. This is to make out sense in this
fragmented jumble, which anticipates the linguistic experimentation of the Wake. The
other difficulty which the Georgian translator must have experienced lies not only in the
text itself, but also in the history of Georgian Literature. Its rich heritage provided Nico
Kiasashvili with brilliant examples started with the first hagiographic texts through
enlightenment, Romanticism, Realism and onto the aestheticism of the beginning of
the 20th century. However, in the 70ies, when Nico Kiasashvili was working on the
translation, a literary work using slang and colloquialism did not exist in Soviet Georgia.
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Socialist realism would not allow in a literary work the vocabulary which was cruder
than formally educated speech. Thus, the translator had to be a pioneer in this respect as
well. Through the translation he had to allow into the literary text the language which
existed but was denied access into literature. It was a tough enterprise for two reasons:
first because this was something overtly resisted in the receiving culture and canons
by language purists (a tendency which has always been very strong in Georgia as the
language is identified with national identity, something which has always been under
threat through the country’s long history) and secondly because there was no text to
rely on. However, the examples below show that Nico Kiasashvili managed to keep
close to the text and at the same time not to par down the excesses of language and the
explosive humour of Joyce’s text. One of the most rhetorically high-wrought sentences
full of comically pretentious Latinisms and nonce verbiage runs as follows:

You move a motion? Steve boy, you’re going it some. More bluggy drunkables?
Will immensely splendiferous stander permit one stooder of most extreme poverty
and one largesize grandacious thirst to terminate one expensive inaugurated
libation? (U 14.1529)

Although Georgian cannot imitate Latinisms, the translator finds an ingenious way
to re-create the aesthetic message of the paragraph by retaining alliteration and mixing a
pretentions high style with slang which produces the ironic effect of the original. When
dealing with a text like Ulysses even some minor and simple things, which at a glance
seem dead easy to translate, pose difficulties and contribute greatly to the quality of the
translation. The phrase ‘Steve boy’ from the above cited paragraph is a good example
of such a case. In the original it is presumably used to express an approval of Steve’s
suggestion of having another drink. In Georgian it is rendered not by ‘dngm’, which
would have been a word-for-word translation as the word means ‘a boy’ and at the
same time in Georgian, exactly as it is in English, the word is used in exclamation to
express strong feelings, especially of excitement or admiration. However, the translator
uses the word ‘xogoto bat’ a slang which has been in use for more than a century
to express an approving way of speaking about somebody. The whole paragraph in
Georgian runs as follows:

Boboomgds 398maadsLb? gogsmo bod LB, eMRs M3y abamg3zn? MWom-
Mgboe greRgdgmybe @ogbgmmabsr bmd of 3o0dg@gors g3oeamgb 3e-
Logn@do s baMmBodod amabm@do dgmagzabomgal gfom dgofse moMg-
e Lobgodm bobal gobsg@amadgmb? (mmabyg 424).
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It is noteworthy that when using slang Kiasashvili would search for those that had
been used for a long time. I remember him saying that many of the colloquialisms used
in the translation were those which he had heard from his grandmother and her peers.
(e.g. s3obyyms, gogoMo bsm, xoms, dogysgob, @omaobmeo, dsb@n, ddmEz9d0,
3060b 5656m, 0ndasma).

Let us examine another passage which abounds in English deviant spelling, the
Georgian translator uses phonetic deformation which is generally characteristic for the
speech of non-native speakers of Georgian who find it impossible to pronounce some
Georgian consonants.

Kind Kristyann will yu help, yung man hoose frend tuk bungalo kee to find plais
whear to lay crown off his hed 2 night. (U 14. 1539-40)

3900mm  36M0bEG0sbm ©aghdatyg sbamasdMos 3531 MMImol 3gamdstas
Lobemol goboggdn (300M@ 35 s BRoMegds Gogo bLowdg dgodsmmb2 asdg.
(memabyg 424).

The paragraph below is a fine example of Joyce’s linguistic carnival where exaggerated
high style with religious reminiscences is entwined with modern colloquialisms and
slang. Joyce’s juggling with words, his linguistic exuberance is at its best and creates a
passage, which seems impossible to render in another language:

Elijah is coming washed in the Blood of the Lamb. Come on, you winefizzling
ginsizzling booseguzzling existences! Come on, you dog-gone, bullnecked,
beetlebrowed, hogjowled, peanutbrained, weaseleyed four flushers, false alarms
and excess baggage! (U 14.1580-1584).

The first sentence seems fairly easy to translate, as a parody of a pompous style
filled with religious reminiscences is not difficult to recreate in Georgian. However,
it certainly must have been very hard to maintain a mock-heroic tone combined with
colloquial words in the sentence, which follows and what is more, translate the words
most of which were created by Joyce. The Georgian translator seems to become a co-
creator of Joyce’s experimentation with words:

905 dmEob 3Esgolb bobbedo gobdsbormo. dmeom, ymzggmbm 30bmabEM3s3-
bm, %0636yn@gombm, doMondymymbsgbm J3bnmgdsbm! dmwom, ogd3zgb,
03dmobdzamgdm, bam 30bMH069dm, bmgmdndmosbgdm, mmMoobansbgdm,
35&0&30690m, 9335035m05690M MOMM0mgdm, gbsFsMBOmgdm ©d abam-
Bgbm Bogogm. (memoby 425).
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Once Fritz Senn remarked that translations almost inevitably foreshorten the
potential of Joyce’s original text, as translations, ‘are less Protean, less gushing, less
self-righting, less looming, less weaving, less misleading — also more misleading -,
less synecdochal, less dislocutory, less everything and — perhaps most bitterly — less
transluding’.* On the whole the statement is an exact evaluation of any (even a good)
translation of Ulysses. However, some paragraphs in Georgian Ulysses seem to be on
par with the original in managing to be ‘Protean’ and daring in pushing the language
to its limits.

‘Familiarizing’ a translation, adjusting it to the culture of the target language on the
whole cannot be termed as a right strategy. However, its occasional usage can be justi-
fied when it is used with subtlety and taste. E.g. there is nothing easier than to translate
the title of ‘The Colleen Bawn’, a melodramatic Irish play and opera mentioned in the
‘Oxen’. However, the title even if its origin and nature is explained in the commentary
will not work in the text whereas the phrase from a highly popular melodramatic Geor-
gian song (‘sb. &eMxeg, Gumezss’), which Kiasashvili used instead speaks for itself.

Other difficulties are tongue-twisters, foreign words, portmanteau words. In most
cases the translator’s linguistic intuition finds a solution which works for the Geor-
gian readers.A tongue-twister (‘The Leith police dismisseth us’) according to Joyce a
sobriety test which the police sergeant asks drunkards to repeat and in answer gets a
distorted phrase - ‘The least tholice’ is rendered by a Georgian tongue-twister which is
represented first in the correct form and then distorted. ((9Gobs 3oibs demabznbgem-
bo. 3mobdmal 3gmbs).

Foreign words (from German, French, Spanish, etc.) which abound the whole book
and particularly The Coda e.g. ‘Ubermensh’, ‘Cramba’, ‘Les petites femmes) are not
translated in the text, but are given in the footnotes, which leaves Joyce’s text multilin-
gual as it should be. As to portmanteau words (like Christicles - Christ +testicles; Under-
constumble —understand + stumble) — although they are impossible to be translated into
a foreign language, but Kiasashvili manages to ‘re-language’ them with very efficient
phrases (Christicles - 0gbmb y39693b 3330(303; Underconstumble - 556Dy dmeaba@?).

Another interesting point that must be noted concerns the lines 1356-78: (‘The
stranger still regarded...”) where Joyce parodies Walter Pater. Throughout the whole ep-
isode Kiasashvili’s strategy is to imitate and parody not so much any particular author,
but the spirit of the time, however, in this case he pinpoints a concrete person saying in
the commentary to the episode that it was the style of Erekle Tatishvili, which was used
to render Walter Pater’s passage in Georgian.
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Erekle Tatishvili (1984-1946) was the founder of the Faculty of West European
Languages and Literature at Tbilisi State University and the first chair of Modern
Languages. Educated in Germany, France and Britain he was a polyglot, erudite,
philosopher, essayist and translator, famous for his translation of Also Sprach
Zarathustra, which cost him an arrest under Stalin’s purge. He used to hold regular
meetings at his house with a group of students with literary interests. It was during
these conversations that the future translator of Ulysses, who was a student at that time,
first heard about the book. However, acknowledging Erekle Tatishvili’s contribution to
Georgian literature could not have been only paying homage to his great tutor.

The question whether the language of the translation is of equal importance with the
language of the original writing is controversial and pros and cons can easily be found.
The history of Georgian Literature definitely knows at least two translations which
played an important role in the development of the language and culture. One was the
translation of the Bible (10" century) and the other was the translations of William
Shakespeare by Ivane Machabeli (19" century).

By inserting the language of the translations in this episode of Ulysses and what
is more by paying readers’ attention to it in the comments Nico Kiasashvili clearly
stated his position about the importance of the translated text in the development of the
language, style and culture.

This opinion is apparent in an interview with Emily Tall (published in JJQ, 1990)
siwhere to the interviewer’s question what his translation brought to the Georgian
prose, Nico Kiasashvili replied that he did not want to devote a large part of his life to a
job which will only be a translation and added that he did not claim that his translation
could influence all Georgian Literature, but he had already noticed this influence in the
works of young writers in the style, wording, usage of interior monologue.

Indeed, by translating Ulysses, as well as by writing about Joyce and modernism,
by giving public lectures and readings, Nico Kiasashvili introduced the writer whose
aesthetics was contrary to the accepted and trait norms and standards of literary language
and style. Kiasashvili’s translation expanded the boundaries of the Georgian language
by following Joyce in creating new words, allowing into the text colloquialisms,
slang, by exploring various styles, introducing interior monologue and stream-of-
consciousness technique. Georgian Ulysses opened up new horizons for perceptive
minds and undoubtedly had a strong influence on Georgian culture. A number of papers
which appeared recently give analysis of Joyce’s impact of various Georgian writers
and even artists. Two of such papers are represented in this volume.
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NOTES

iTames Joyce, Letters in three Volumes, vol. 1, ed. Stuart Gilbert (The Viking Press, New
York, 1966), pp. 139-40.

iiSee Davison, Sarah, Joyce’s incorporation of literary sources in ‘Oxen of the Sun’. http://
www.geneticjoycestudies.org/GJS9/GJS9 SarahDavisonOxen.htm

iSee Don Gifford, Notes for Joyce: An Annotation of James Joyce’s Ulysses (New York,
1974).

¥See preface to episode XIV. In: Joyce, James, Ulysses translated and commented by Nico
Kiasashvili. Translation completed and publication prepared by Maya Kiasashvili. Tbilisi:
Publishing House Bakur Sulakauri., 2012, 830. (In Georgian).

VFritz Senn, Ulysses in Translation. Approaches to Ulysses: Ten Essays. edited by Thomas
F. Staley, Bernard Benstock.(The University of Pittsburgh press, 1970).

YiWawrzycka, Jolanta, Introduction: Translatorial Joyce (Guest-Editor) James Joyce
Quarterly, Vol. 47, Number 4, Summer 2010.

ViMihalycsa E., Wawrzycka J. “I Am a Far-Fetcher by Constitution.”Conversation with Fritz
Senn. Scientia Traductionis. 2012, n. 12: 205-248.p.242. https://periodicos.ufsc.br/index.
php/scientia/article/view/1980-4237.2012n12p205/24035 (Accessed on: 12 November
2019.

viiCitations from English Ulysses throughout this paper from: James Joyce, Ulysses. Ed
by Hans Walter Gabler with Wolfhard Steppe and Claus Melchior. Afterword by Michael
Groden, The Bodley Head, London.

 Georgian translation is cited from: (¢go3% gmobo, gemabg®, 0bgmaobyowsb margdbs
bogm gnobadzgnmds. ds 3 Lygemszom@al gaodmd3gdemmads, 2012) Joyce, James, Ulysses
translated and commented by Nico Kiasashvili. Translation completed and publication
prepared by Maya Kiasashvili. Tbilisi: Publishing House Bakur Sulakauri., 2012. (In
Georgian).

*See Mihalycsa Erika and Wawrzycka, Jolanta, “Far-fetcher by Constitution:” Conversation
with Fritz Senn. https://www.academia.edu/16214487/Conversation_with_Fritz_Senn
Translation Joyce Homer(accessed on November 10, 2019). ‘Transluding’ - Joyce’s
neologism from FW alluding to a translation as a language play.

*xiSee Cohn, Alan M.,*“Joyce’s Notes on the End of ‘Oxen of the Sun,” James Joyce Quarterly
4, no. 3. (Translation Issue, spring 1967), 194-201

*iTall, Emily, Interview with Nico Kiasashvili, Georgian Translator of “Ulysses”. James
Joyce Quarterly Vol. 27, No. 3 (Spring, 1990), 479-487
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TAMAR GELASHVILI
IVANE JAVAKHISHVILI TBILISI STATE UNIVERSITY

Transforming Shem into Shermadin
(Some Difficulties of Translating Chapter VII of Finnegans Wake)

In a lecture held at Cornell University, on March 4, 1983 dealing with Walter
Benjamin’s The Task of the Translator Paul de Man argued, that

The translation belongs not to the life of the original, the original is already dead,
but the translation belongs to the afterlife of the original, thus assuming and
confirming the death of the original [....] translation also reveals the death of the
original.!

The idea of ‘the death of the original’ at a glance seems quite plausible, because
sometimes translations are unable to convey the style or the depths of the original work,
but at the same time a good translation becomes ‘an afterlife’ of the original, enriching
the culture of the translating country. Georgian literary critic and translator Vakhtang
Chelidze, in his article ‘About Translation’ resonates with the above said and declares
that ‘translated work becomes somewhat the ‘property’ of the target language, because
it becomes an inseparable part of its literature’. Thus, the translator’s task is ‘to find the
intention toward the language into which the work is to be translated, on the basis of
which an echo of the original can be awakened in it

The notion that Finnegans Wake is ‘untranslatable’ has become some kind of a cliché
in Joyce scholarship. Umberto Eco even claimed that Finnegans Wake is ‘pointless to
translate’ because, by virtue (or vice) of its multilingualism, it is already translated.
Nevertheless, Finnegans Wake has been translated into numerous languages and the
Georgian Translation of Book I is currently a Work in Progress.

The present paper entitled ‘Transforming Shem into Shermadin’i! deals with some of
the difficulties that a Georgian translator faces while translating and annotating Joyce’s
magnum opus. It is also an attempt of making the text more accessible for the Georgian
public and hence ‘the ends justifying the means’.
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As Fritz Senn suggested ‘Translations should be admired, not trusted’, meaning that
each and every literary text is more or less an interpretation of the translator, particularly
one has to deal with a text by Joyce. He stresses the same idea in Transmutation in
Disgress, suggesting that ‘Translation is inevitably based on preliminary interpretation:
one must determine beforehand what a passage ‘means’ even if ‘meaning’ can never
be defined. The question then becomes — which of the multiple interpretations to be
preferred?". Hence, each new translation is somewhat a new approach to words the text.
Therefore, the task of the translator is not only to convert words from one language to
another, but at the same time convey the meaning behind each word, which becomes
rather tricky when dealing with Finnegans Wake and especially while translating it into
the Georgian language.

The idea on the importance of interpretation can be traced in Finn Fordham’s book
Lots of Fun at Finnegans Wake where Fordham argues that ‘Finnegans Wake for Fritz
Senn is what we do with it. But it is also what it does with us. We produce a wake by
the way we steer, but we also steer by the Wake that we produce’.”

The debate about translation, its importance and possibilities will be discussed way
ahead in the XXI century; but Umberto Eco in Experiences in Translation suggested that

Every sensible and rigorous theory of language shows that a perfect translation
is an impossible dream. In spite of this, people translate. It is like the paradox of
Achilles and the turtle. Theoretically speaking, Achilles should never reach the
turtle. But in reality, he does. No rigorous philosophical approach to that paradox
can underestimate the fact that, not just Achilles, but any one of us, could beat a
turtle at the Olympic Games"

Thus, the aim of the Georgian translation is not only to be a new chapter in the
History of Translating Joyce, but to enhance Georgian language, culture and literature
as well.

The foremost problem with Finnegans Wake is that it as if unites disunited languages
again and ‘it talks several languages at once’ Joyce attempts to ‘babelize’ words by
giving them simultaneous existences in different languages, taking them back to the
tower of Babel, right before ‘sense emerged in disunited languages i (European
Joyce Studies, 1990)*. As Walter Benjamin puts it, ‘all translation is only a somewhat
provisional way of coming to terms with the foreignness of languages’*.

Although Joyce ‘with increasing lack of interest in [....] semantics’ (FW 173:32) used
over 60 languages, while creating his ‘édition de téne¢bres’ Georgian was not on his list.
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This makes its translation even more complicated than in other languages. Let’s take a
look at one ‘normal’ sentence on page 485, which would instantly point out the difficul-
ties: ‘Are we speachin d’anglas landadge or are you sprakin sea Djoytsch?’ (FW 485:12-
13). Even with a basic knowledge of French and German the reader can understand what
Joyce is implying, and thus while translating it either in French or German it is possible to
render the wordplay. However, this wordplay gets lost no matter how creative and inven-
tive a Georgian translator might be. In Georgian ‘speachin/sprakin’ is saubari/laparaki
(bowmdomo, emodome gn), ‘d’anglas’ inglisuri (0bgrobwmon), ‘landadge’ (land, language)
mitsa/ena (dobo, 9bs), ‘Djoytsch’ germanuli (g3963s6cmn). What is more ‘sea’ on the
one hand is ‘Sea’ and on the other refers to the German word ‘Sie’.

The thing is that Georgian Language belongs to the Kartvelian languages, which does
not belong to the Indo-European family. The Kartvelian language family consists of
four closely related languages (Georgian, Svan, Megrelian (chiefly spoken in Northwest
Georgia) and Laz (chiefly spoken along the Black Sea coast of Turkey, from Melyat,
Rize, to the Georgian frontier), which form a dialect continuum. Thus, it is no wonder
that Georgian grammar is remarkably different from those of European languages and
has many distinct features, such as split ergativity and a polypersonal verb agreement
system, which makes translating Finnegans Wake a nightmaze of’Catchecatche and
couchamed!” (FW 502:28)

From the translator’s point of view presumable one of the greatest technical obstacles
are various types of word-play: play on one word in different senses; on different words
similar in shape; the multi-lingual puns; the slight change in proverbs and other fixed
phrases; prosodic features involving meter, rime, alliteration, assonance, and the like.
Some of these difficulties are exemplified in my article.

Let’s begin from the very start of Chapter 7, which at a glance seems a relatively
simple and understandable sentence, compared to many others in Joyce’s ‘Book of the
Dark’:

Shem is as short for Shemus as Jem is joky for Jacob.

Even though four out of twelve words are names, translating them into Georgian can
still be problem: firstly, the alliteration which is in the original. The first part ‘Shem is
as short for Shemus’ can be rendered unaltered because ‘short’ in Georgian is ‘shemok-
lebit’ (393m3emgdom), fitting perfectly with ‘Shem’ and ‘Shemus’ and creating a sense
of alliteration

Shemi shemoklebit igive shemusia’ (8530 dgdmzemgdoo ngngg dgdnbos).
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Nevertheless, the Georgian translation fails to bring in the notion of ‘shame’,
which is apparent in the original text. The second part of the sentence becomes quite
tricky because ‘joky’ is ‘xumrobit’ (bxdGmdom) in Georgian and ‘Jacob’s” Georgian
equivalent is ‘lakobi’ (ns3mdn). Thus, the question arises whether to leave ‘Jacob’ as it
is or its Georgian version, and even if one leaves ‘Jacob’ untouched what should one to
with ‘joky’ whose Georgian equivalent destroys the sense of alliteration of the original
text. Thus, after several attempts (and sleepless nights) another word struck my mind
for ‘joky’, although it is not exactly the same, but still gives the reader the essence of
‘joke’ but a bit in a ‘clownish’ way. This word is jambazi (joker/clown). Therefore, the
sentence in the last version of my translation sounds as following:

dg30 3g3m3mgdom ngngg 393mbos, Mmams xqdns gsddsbYMa Kg03Mdo.
shemi shemoklebit igive shemusia, rogorc jemia jambazurad jeikobi

As one can notice from the sentence above, the Georgian script makes no distinction
between upper and lower case. However, some Georgian fonts include capitals, which
are just larger versions of the letters, and certain modern writers have experimented with
using the obsolete Asomtavruli letters as capitals. Thus, while rendering the following
passage from Finnegans Wake, the decision of changing the Font came instantly to
mind:

Feel his lambs! Ex! Feel how sheap! Exex! His liver too is great value, a spatiality!
Exexex! COMMUNICATED.]’ (FW 172:8-10)

odmgb  3Mogbo hgdbn! g3gn! odbyLgb (sbmgsmbo hgdba! g3g3g0! Babo
m30dmo  oEdE  Gabmdb,  Mmamen  asbbabogMgmmoas!  9393939390!
L0RATAGTD10

Although the current Georgian alphabet is Mkhedruli, anumber of people are familiar
with Asomtavruli letters. Another reason why the change in Font can be justified is that
the passage is an allusion to John 21:15-17: ‘Feed my lambs... Feed my sheep’ and as
the Georgian language would not have allowed to transfer all the ‘possible’ meanings
that Joyce had meant, because ‘wordplay’ in Georgian would not have worked properly
in this case, because ‘sheep’ 1s tskhvari ((3b3560) and cheap — iapi (0sg30), so I decided
to use the “Feed my lambs... Feed my sheep’ as it appears in the Georgian translation
of the Bible. Another difficulty poses the prefix ‘ex’ mentioned several times, which
is doubled and tripled after its first appearance. The ‘ex’ is preparing the reader for
the last word of the passage ‘communicated’ giving it a negative connotation , but in
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Georgian ‘excommunicate’ is gankvetilia (35633900¢m0s) and writing ‘gan’, ‘gangan’,
‘gangangan’ would have made absolutely no sense, that is why I used ‘chei’ (93g0”)
an exclamation used by shepherds, which goes nicely with the allusion of ‘feeding the
lambs and sheep’. And using the Asomtavruli letters at the end of the passage continues
the general sense of antiquity that prevails in the translation.

Presumably, the question that arises here is how one should treat Justius on page
187 and Mercius on page 193, which are also given in capital letters, and moreover are
interesting in several regards:

JUSTIUS (to himother)
L3>GNEN36La (dBsbs mgabby)

MERCIUS (of hisself): Domine vopiscus! (FW 193:31)
308939801L0 (L3MBGS6yMn): Domine vopiscus!

In both cases, Joyce capitalizes the names, puts ‘to himother’ ‘of hisself” in brackets
and shows off his extensive knowledge of Latin (as in many other cases) and Roman
History.

Using Asomtavruli would not serve its purpose in this case that is why my decision
was based on the Georgian words for ‘justice’ and ‘mercy’. As neither Justius nor Mer-
cius are distinct personalities in Roman history (as far as the annotations suggest), I creat-
ed a new Latinized name, which would convey the sense of ‘justice’ and ‘mercy’, calling
Justius — Samartlianus (bLs3somosbyl) and Mercius as Mitevebius (308 939000b).

In the case of personal pronouns he/she/it in Georgian has simply one equivalent — is
(ob), without specifying the gender and the same happens in the case of possessive pro-
nouns, where his/her/its equals to misi (3obo). In Justius’ case, where he is addressing
his brother, without any wordplay (him other, his brother) I put Dzmassa Tvissa (ddsb-
Lo 030bLY), an addressing to a brother that we come across in the Georgian translation
of the Gospel of Matthew and which is a bit archaic. As for Mercius ‘of hisself” is
defined as ‘spontaneously, without the instigation or aid of another’, so I inserted spon-
tanurad (bL3mb@obyMo) in the brackets disregarding the ‘him’ and ‘his’, which the
Georgian language is unable to produce. As for the exclamation by Mercius, which is
in Latin and includes a whole range of interpretations , my decision was to leave as it is
without translating, because translation on the one hand would lose the idea that Joyce
is aiming to convey and on the other hand leaving the sentence in Latin makes perfect
sense with Mitevebius, who himself is of Latin origin.
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If one leaves the Latin exclamation unaltered, what should the approach be to
‘Insomnia, somnia somniorum ™" followed by the interesting ‘Awmawm’ mentioned
just before Mercius begins his speech. This small three word sentence (if one may call
it so) is packed with various meanings, which even the most inexperienced readers of
Finnegans Wake area able to notice. Of course, what a naive reader will see here is
mere sleeplessness and yawning at the ending, missing the mockery of liturgy as well
as the holly syllable of the Upanishads ‘AUM’ (or OM as it may also be written).

In one of his interviews Fritz Senn noted ‘one of my disadvantages is that I never
took a Joyce course. One of my advantages is that [ never took a Joyce course. You can
observe things better [from the outside]”*" and while dealing with Finnegans Wake one
of the questions I am frequently asked is whether the ‘knowledge’ of the text really helps
me as a translator or on the contrary creates more difficulties, which is quite a tricky
one because it both aids you and at the same time creates the problems, which would
not have been there if one had not read all those scholarly books, articles, researches.

Clive Hart in Structure and Motif in Finnegans Wake makes an excellent remark:
about this passage‘Justius concludes his denunciation of Shem with the yawning
religious formula: ‘Insomnia, somnia somniorum. Awmawm’. No doubt without
realising what he is doing, Shaun is intoning the holy syllable. Not only is AUM clearly
present in ¢ Awmawm’, but the words ‘ Insomnia, somnia somniorum’ would seem to
represent respectively the Waking State, Sleep (with Dreams), and Deep Sleep. Further,
‘Awmawm’ may also include the word maunam, meaning ‘ silence’—here the fourth
element surrounding and containing AUM—so that the whole phrase is equivalent to
AUM plus its concomitant Silence two or three times over. This typical condensation
forms the silent pause marking the end of the major cycle of chapter 1.7.”* The task of
the translator even hardens after it, because one has to try their best in order to convey
the idea and meanings meant in the original.

Hence, leaving ‘Awmawm’ seemed most appropriate in this case, as for ‘/nsomnia,
somnia somniorum’ the decision was to make a parody of ‘per omnia saecula saeculo-
rum, amen’ using insomnia and the traditional ending ,,66 s domo@al o 9 3m6000
@3mbobodrog“ (ats da maradis da ukuniti ukunisamde). As for insomnia, although it
is a disease, and in Georgian ‘insomnia’ is frequently used, still my decision was to
replace it with ‘udziloba’ (¢ydoemmds) or sleeplessness, because it fits better with the
general tone of antiquity of the sentence.
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He points the deathbone and the quick are still. Insomnia, somnia somniorum.
Awmawm. (FW 193: 29-30)

dm3s330000989em dzomb 30dzgMb s (3mzbombo adgdmmasb. wdognm-
ds, 36 o doMomol s M Mbomo 1 3mbabedoy. >Mdanb.

The number of biblical references may seem quite helpful, but at the same time
Joyce packs each word with so many different allusions that it becomes hard for the
translator, especially when one is obliged to choose between this or that interpretation
because the mother tongue does not allow more. One of the crucial themes which Joyce
plays with in this chapter is ‘Shem’ and ‘Shame’, which fits perfectly in Indo-European
languages, but in Georgian the name ‘Shem’ is shemi (d98n) and ‘Shame’ is sircxvili
(bomy36300m0).

Therefore, the only alternative seemed to create a new word using both the name and
shame notion and so ,,shemmarcxveneli” (dg3ds6(363969m0) the shameful one came
to mind. By doubling the consonant ‘m’ both the name Shem and shame are evident.

[.....]— when he is a— yours till the rending of the rocks, — Sham. (FW 170:23-

[-ii]= O35 b 0gbgds - Lobsd ndgMgds dabs s @obwgdosh Jmeagbo -
dq3356(3b3969m0.

‘Rocks’ is a word packed with meanings, like Shame at the end of the sentence. on
Slang it means testicles (i.e. castration, eunuch); It is also an allusion to Matthew 27:51:
‘and the earth did quake, and the rocks rent’ as well as Matthew 16:18: ‘And I also say
to you that you are Peter, and on this rock I will build My church’ and of course ren-
dering of the rocks reminds the reader of Ragnarekr - the last battle of the Norse gods
leading to their destruction. In Georgian ‘Rock’ is Klde (3mmwgq) and no matter how
hard one tries no connection either with testicles or Ragnargkr is possible to convey.
Thus, even though, in the commentaries I am sharing all the possible allusions that this
word might contain, I am explaining that choosing the Georgian translation of Matthew
27:51 ‘sanam mitsa idzvreba da daskdebian kldeni’ (bobs3 d0bs 0dzgds s b 3-
0056 3megbo) seemed the best option, otherwise I would lose even that.

As for Sham, Adaline Glasheen in Third census of Finnegans Wake explains it as
follows ‘sham - a spurious imitation + shaman (i.e. Jim is shaman) + Sham, Shame -
combines Shem and Ham. Suffering the first hangover, Noah dispossessed his black son,
Ham, made him servant to his brothers, Shem and Japheth, who represented the Jews and
the Gentiles. ‘Sham’ represents a later time when Jews and blacks were alike dispossessed
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and ‘Shamrock’ adds on the dispossessed Irish. Shaun, the Aryan supremacist, puts down
his brother Shem by calling him ‘Sham,’ i.e., black and ham, a meat forbidden Jews.
Wyndham Lewis is model for the Aryan supremacist’. * Again Joyce is packing one
‘simple’ word with loads of allusions, but as I was not possible to play with the name
‘Ham’ and the food ‘Ham’ (because in Georgian Noah’s son is called gami (4530) and
ham is lori (como0) my choice was to play on the name Shem and Shame resulting into
shemmarcxveneli (353356 (363969emn), which fits greatly with the following sentence of
the novel ‘Shem was a sham and a low sham and his lowness [.....]’

One of the hardest parts in Chapter VII was translating and annotating the passage
on London Street Games at the beginning of page 176. The reason why it created so
much difficulty was that although Street Games was a rather popular pastime in Tbilisi
in the 70s and 80s of the past century, with the entrance of modern technology and
social media they seem to have disappeared from the yards. Thus, the question I was
pondering was whether to find the Georgian equivalent of the London Street Games or
to leave the Games as they were and explain in the commentaries which Game meant
what as how Joyce transformed them in this passage.

Substituting London Street Games in this case did not seem appropriate, plus it would
also mean that I would lose the multiple meaning that Joyce had meant, therefore my
decision was against ‘Georgianizing’ the passage, although in the commentary section
which is over three pages long, I outlined the Georgian equivalent of the London
Games, so it may be of some help to the Georgian readers.

....games like Thom Thom the Thonderman, Put the Wind up the Peeler, Hat in
the Ring, Prisson your Pritchards and Play WithersTeam, Mikel on the Luckypig,
Nickel in the Slot, Sheila Harnett and her Cow, Adam and Ell [....... ] Hops of Fun
at Miliken’s Make, I seen the Toothbrush with Pat Farrel, Here’s the Fat to graze
the Priest’s Boots, When his Steam was like a Raimbrandt round Mac Garvey.(FW
176:1-18)*™"

In conclusion, as Fritz Senn put it in one of the interviews as Finnegans Wake is
impossible to translate, it is the untranslatability that ‘has to be attempted. A sort of
Beckett syndrome: Try to fail better!

Thus, the Georgian translation of Finnegans Wake is another attempt to fail better in
a different language.
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NOTES

Paul De Mann “On Walter Benjamin’s The Task of the Translator” Yale French Studies,
No. 69, 1985

Benjamin, Walter. “The Task of the Translator.” Illuminations. New York: Schocken Books,
1968.

iiShermadin, now a Georgian name, comes from Arabic and means “conscience”

~¥Senn, Fritz. Transmutation in Disgress, James Joyce Quarterly, Summer 2010.

‘Fordham, Finn. Lots of Fun at Finnegans Wake. Oxford University Press, Oxford. UK.
2007

YiEco, Umberto. Experiences in Translation. Translated by Alastair Mcewen, University of
Toronto Press, Toronto. Canada. 2001

viDerrida, Jacques. “Two Words for Joyce.” Post-Structuralist Joyce: Essays from the
French. Eds. Derek Attridge and Daniel Ferrer. Cambridge: Cambridge UP, 1984.

il aurent Milesi’s also connects this with the man’s fall: “like the Bible, Finnegans Wake
leitmotivistically repeats a few basic narrative patterns and just as the Bible parallels
man’s arrogant construction of the Babel Tower, from which sense emerged in disunited
languages, with the sexual sin consumed by eating from the tree of knowledge, thus drawing
language and sex together, the Wake’s quest for the protohero’s sexual fall in the Phoenix
Park is equated with the felix culpa of language, the medium which enables it to be forever
conducted”.

XMilesi, Laurent. “Metaphors of the Quest in Finnegans Wake.” Finnegans Wake: Fifty
Years. Ed. Geert Lernout. European Joyce Studies. Vol. 2. Amsterdam and Atlanta, GA:
Rodopi, 1990.

*Benjamin, Walter. “The Task of the Translator.” Illuminations. New York: Schocken Books,
1968.

XThe King James Version of the Holy Bible

rigxcommunicate - (Eccl.) To cut off from communion; to exclude, by an authoritative
sentence, from participation in the sacraments and services of the church, or from religious
rites in general

siDomine (1) - O Lord + vopiscus (1) - survivor of a pair of twins (born alive after premature
death of other) + Vopiscus, Flavius - One of the six authors of Augustan History (AD. 117
- 284) + Dominus vobiscum (1) - the Lord [be] with you.

“Vinsomnia - inability to sleep, sleeplessness + insomnia, somnia somniorum (1) -
sleepnessness, dreams of dreams + (notebook 1930): ‘insomnia, somnia somniorum’ + per
omnia saecula saeculorum, amen (1) - for ever and ever, amen (liturgy).

“Interview with Fritz Senn by Lara May O’Muirithe, New Dublin Press, June 15, 2014
Available online at: http://newdublin-press-old.squarespace.com/updates/fritz-senn

“iHart Clive, Structure and motif in Finnegans Wake, Evanston, Illinois: Northwestern
University Press, 1962

“iGlasheen, Adaline, Third census of Finnegans Wake Berkeley, California: University of
California Press, 1977

“iiThe translation of this whole passage in Georgian is as follows: abgon 5353980 Gm-
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amM0(350 BMbBMb  §o8893 Jmbomzszs, dgodnbg LEM3Gobomto  dmmozngemo,
dooeyg a53mb3g3s, dodgms omdsmamgsdy, boggmolb dmbg@e Lenm@al bamsdsdme,
360Dsbs dgoms s 3obo dOMbY, s@sdn @ gmo 5@ oMs dodmsdgmo, ma35Dnsbn
dgm@o, 3sgo oMol 39gmdg, MmMgdo s bLsdgdo, s3gFngmemo BobGmn, dgms
353m3005 dmbsognwsb, go@gbmma dmmmadn, babgdn gobsmebybadgmo ©sbgFaema
bgGoemon, sbzobzoms §3dmamos, bgodstn 39bGnzm gomnbemons, GmbEsmombal
39360, LbmGsm 30600 BadmBgbombn? Lmenm3dmbo Rymdsm 3ocmbammadl, 38dmals
by omzob ggs, gfo dMgzboglh 30(36md, Logsdymemado, Mms dogbgoMbmden,
M3 3mmng@do gomszalb babmos, 30@96mmb dGdmms, 1gMgdo, 3390 3bgdo dahi-
430, 38896dgM039M, LobIsMm FMMbOEMBS, s MM, Bamgmads, @gmogm abjoa,
3qbdgy doamdn dmeam 3530, 350 33dMb s MMIM30 yohomb, mzgamgdal Gbmds
s b3gbolb BAMds, bgmdmEBabgdsdo bmmme gHmmbgm (3bmzMadsdn s 53bsnt
(3M©35L Moms Rsdsqbnbgdl, Dad §3domgmmon, 0bponma Rsemsdo, so gl oMol b
09 Mmam® dmzg0dzgm aMmdgmo s 3a3bbgdstyg ool dmbsgsemn, dbostrmman b@m-
dodo doemn3gbol bagsxdg, 89 d0bsbaglh 3dommal gogMobo 308 RMgm™eb gMma,
03s (36030 3mgomal Agddol gobadmba, 35306 Mmzs dobo Bs3smmo 3s3zamgozal
356M393m M7038M3b6@ 03000 3gmbs dgdmmGydaemo.

*xSenn, Fritz. Irish Literary Supplement, Volume 34, Number 2, 1 March 2015.
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LILIANA GOGICHAISHVILI
IVANE JAVAKHISHVILI TBILISI STATE UNIVERSITY

Some Elements of John Donne’s Metaphysical Lyrics in

James Joyce’s Poem 4 Prayer

Recent literary criticism regards James Joyce’s collection of poems, Pomes Penyeach,
in terms of a biographical sketch underlining the various influences and relationships in
his life of its creator between 1913 and 1927. Adriaan van der Weel and Ruud Hisgen
even suggested that it is “an odyssey of Joyce’s emotional life”, or an assortment of
Joyce’s private emotions.

However, a closer look at the poems, clearly shows that Joyce’s biography only
serves as a basis for the collection, when in reality Joyce is using late-Victorian forms
and images to redefine the modernist age and underline the decadence nature of his
period.

In this regard, echoing the general sense of decadence, A Prayer (the last poem in
the collection), which is in line with the long tradition of inverted prayers (Baudelaire’s
litany in the Fleurs du mal to Francis Thompson’s The Hound of Heaven), mostly
alludes to John Donne’s Holy Sonnet XIV. What both poems have in common at a
glance is the poems’ imperative tone and sexual implications, which at the same time is
entwined with religious musings deeply rooted in both authors’ backgrounds. But unlike
Donne’s persona who implores God to ravish him and thus courts his own physical
disintegration, Joyce’s speaker concludes his atheistic prayer for amorous death with
the ultimate request to be spared.

The present paper serves as a close reading in order to throw light at the particular
themes, motives, symbols, differences and similarities in both poems.
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020569 3M3NRN33NN
03569 gog5b0dz0mmals babgmmdol

»doabolb babgmdBogm mbagg@bodgo

XM6 LMBENL 3I&IVNBN3IMN LNHN3NL ITIII6SEISN
X3N3b XMOLOL LIJLAN ,, MBI

XVIIbogy 3mbols 398 ox30bogn@m 3mgbasbs s dobash bado Lawmimbom @sdmeg-
e ImEgMbobGye 0@ gMsdMmedy LaydMobsl dsm dmEnl sMbgdyema stsgH-
o0 bagMom bsdo 033900988, Mgy 93mdals s3@mEMms MdMsgmgbmds Lo gnmafo
d98m 739900 s@adnsbnmn 5Mbgdmdol dofMgmmn 3Mmdmgdgdol asoagmal (3o0-
mmdl; 306MHm36950b 0daemn, 53m36mdo s rsmabEnm dmbgdal dgbbogmom
30056 (05353989mbo MmE0 Josgamo gdmdJol 13b0dzbgmmzgsbgbo BomdmBswagbemg-
b0 ®mb @mMbo s xgndd gmMabo.obobo 8sd0sb0l Bamdmbabgzol yzgmsedy nwwd-
om 96990dn 0mbg3q9b s LosdzaMomdy godmadgo abgomn godfagdo, Gmdgmos
3MLdmMdal g33mdgmszbgdal 35(3mMdM0mdsals MmEnmgsbsg gdobns. Mgy s3@mENb
dm (393990 oMo 3mmo babsmdmgdal dmagatn dbs@atrmmo dgomen 3sMamdbos,
3ol doMgmmo 130Ms8)gbmds LMYmnse PMmogMmasdmdmosbagn (3650900bs
o LyMom-bs@gdal gMmdsbgmmsb ngemmMmamdgmbydal xbstdn godmabs@gds.
™9qdbgddo 3g-14 ,630bws LmbyBE" s ,mm(335“ JoMas RsbLEOMAME (3 MbAL,
0bg ®Mobob s@sdasbymn sMbgdmdals 3Mmdmgdgdom ©onb@gMgbgds.

dmgMbobdol dmagem I6gMmom smnsmgdymo xg03d gmabol dgdmddgwg-
d5dn gofs 3Mmbabs, gb3wgd00 3mgGn® bobstdmgdgdbss. “Pomes Penyeach®
53@&™MM0b g godmdg39ybgdmem 3mgbonl 3Mgdmmgdl dmmab dgmmg s 1)3965b 3-
Bgmos. ol JOmbmemmanyMao omoggdgmoa (3999@0 mgdbabasb dgoaqds, Gim-
395356 MM gMmb 036 sbmagb 394360l meoma s sgnmo, Lsnwabs(s
0633939, ™3 mgdbgdo mz0 Beolb 356353mmmdsdo g3mm3nl bbgemabbgs Joemsd-
Lo 099 39996530 0bgFMadmes. gmabds magal ©)3565b 3690 madbadolb 3Egdmmb
omdmcoo “Pomes Penyeach” mbmws, Losi “Pomes” g@omol dbGog dmosdeg-
ds Mmamy “poems”, beenm dgmeglh dbMng dmagzegmbgdl 0dsgg gmgMamdal
BMbamm Lodyszslb “pommes”, o3 30dmadl obadbagl. 3G9dmmal om@dg-
&0 mgdboEsb mocmmgnmo s3@™MMds ammbayme momm domabasw dgogsbs,
boemm 39399989 gdbo “baker’sdozen” 36nbs0300 d30mbzgmb LohydFew d-
0365, ,LoRM oMb , A Prayer”- ,,com(335“ mbms 08 3300 @ssg30Ma306s Mmams
3M9d0mo, oby domosbsw dabo 3mg@mEn Immazebgmds.
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mgqbo ,m335“1924 Bemol 3s0bdn, LagMsbagmdn @snbgMs. gb 3stommdgLg-
doo bagby mgdbo dgbademmes Medwgbndgbsntsm go30sdMmm. gfmal dbmag, ob
dgndmgds dgyzemgdamo 353s3530L bagnmatma Jomad@mbobawdn botdmmddyem
30dofmgom o6 Imbmmgdse smgngzem, dgmmgl dbog 3o dgodmgds, dm3ds3gwag0
553060l Logzomol Memdadg dgmbdam Fmbmenmasw dogoRboma; dgbademmes
9L ™0 3mbadMmgds, byyemss, LagMomm babom BaMdmgaanbmo s Asgmgsmmam,
M3 03@™MM0 Joemal baboo dgbomdmem Lo zgmomb gbsmdMads. bgdabdogmdg-
dmbgg3edn, d30mbggmol ynMomgdsl, dofMggm Moadn, mgdLob 3d6Mdsbgdeme-
0 Gmbo, YMongmmbobobssmdmgam LyMom-bs@gdo, Gotrmmo bgdbysenmdo
939 94LG0 ©d sgMgboyemn gsbbymds n3ymmdl:

Again!

Come, give, yield all your strength to me!

From far a low word breathes on the breaking brain

Its cruel calm, submission’s misery,

Gentling her awe as to a soul predestined.

Cease, silent love! My doom!

353!

dmeon, dmdg(30, ©s30mdg dmgmo dgbo doems!

dmtosb Amdo bogyzs Lybodesgb dLbaMmggse ambgdady,
dabo LabEngo Loddznwyg, ImGRomgdal Gobxggs
5393000980 A3 dodl, Bmamms 39obbgMsgsbbsdmgmmm byyemb.
39hgmmon Bgdm Loygsmmem! Bgdm ©sdmdggmm!

m9dbob 3oMzgmogg Gogdn doMomjbmmo babnsmabas-sg@mmn gmmals db-
603 00300396 bIMAL Jobor gob B339 domasl, dgmegl dbfog 30 dg-
hggdobggb dmbmmgdl dsb. dodsmmzal mdngd@obawdn sbgomn dmbomgsba,
MEdBOMZob0 s doMemIbnmo ©edmoEgdmads, gMmEMMYme Lnygem-
@)oo, dodoms s Lobsbymoam bagby Gmbo dmagzeambgdl gmobal g3mdsdwg
Lodo LayyzMbom My ebgHne Lbgs Mmoo gnm bsBsMBMadL, Hmdmals s3@mEn
®mabobgob asbbbgzsggdom 330mbggmobomgol doMomspsw mogals 3mg@men Jo-
bomgdgdoom gobms obadabbmggmdgma. dg@&oxnbogznma bimmal dmagstn Bom-
dm3doagbemal xmb ©mbal 89-14 630605 Lmbg@ " ,0fMmeboogma s38mab
(3306 dbgogbom 3300b39mdn MESDOMZIL oM 30gdmmgdsl sedMagl.
mgqLob Bmagato adnn,mz0085656mgdabs ©s 130085663760l Jobbom,mdgH-
@0bgob dmmmadeg aobsanmgdobs s godgnMmgdsl nmbmal:
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Batter my heart, three-person’d God, for you
As yet but knock, breathe, shine, and seek to mend;
That I may rise and stand, o’erthrow me, and bend
Your force to break, blow, burn, and make me new
35633069 ammo Rgdo, Lodbabmzsbm mIgMom,
XM 3ol 3o0bgdogeznbgdwn, bymb dadgMmazon, absb dnbsmgdwo,
333mmngmgdsl msdmdwo;
03 08900000 MMBo30a98M©0.3535650349M, 3qbo doms 3o
Fgdb aoba@gbom, asdmbagbobgdbmom, @ababzgmam gsdmaygby, Mscos
39b30berey.
35906 Mm(30%M0Lmsb d0dsGngol Jmazstn mdogdgo Jomos, ©mbab 3gMbm-
bogn 89306050 3535353960 domol 3Jmbg 3gMob dodommagl. mgdbolb dgdwmamd
993900 303mbs@mmn  (3ombobs LydbmamaGo J3989dbEOLs s 3MmEsgm-
babBob ©o®Y393909m Jomodmsb gongnggdals dombgrsgsw, (I, like an usurp’d
town to another due, Labor to admit you, but oh, to no end ) 8506¢3 Gogmos 080l
38303390, ®M3Mbalb dm393mmo mgdbobdmsgsmo 3gMbmbago vadggmo Jo-
™03, 396@gOMmo Ls3mbo 83@MML 33 d8mbggzedo os oJ3b e@m3zqdaema.
Lggbos goblLbgoggds EEM mgombohobmess BatMdmmagbomo gmabol mgdL-
dn, Losz Loggwomo, 3330Mo, Jomal Laboo a393mnbgds, 3MmMEBoambab@n
30, QdmME, 853535(300. 530l LB MG madbolb 3oMggem Bog3dn Lo ggammsb
dndommgdom a5dmygbgdymo 3gmgbomgdomabs(szombobgmn 396 s mgjLbals
dgmeg Gog3ab dmem g3ndmeons:

My slow life! Bend deeper on me, threatening head,

Proud by my downfall, remembering, pitying

Him who is, him who was!

hgdm by Lomsbemgs! hgdLzgb dmamogg mogo dgbn, dqdstnmbsgly
Fgdo o(3930m 33094L aobbmzEal, g496Mamgdbmmgl

ab 306(3 o0, ol gob(3 aym.

83 dgdmbzgzeda(s, 3MmE@ogmbobBol bozzwomabs@dnsdm owgdmmgds, dabo
LbMoRdE (339mgdawo s dmyyemmeEbgemn Ly@mgamgdo 330mbggmb 33mmsg g30-
ol Lgdbgsma® J3989JLG DY BoMcNNgdL. 3o gfmash dsb Lo zgwaemal
»(3030 39bgds 8d0bgdL”, 8gmeyg Bs3L ol dobomsb Y@M MMdo 3933060l 396
d0obb&ogzal. (Bend deeper on me) dm399mmo Gog30b dmem g3ndmedo gogmg-
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f9dmmo Bobswamgds 3o mgdbob dmmm  @og3al Bnbsbbamadg@yzgmadsbagom
ggmb s JobOHmdgmob bozzommsb ©sdsm3bgdabmgal Boswsegl 53bswgdb.
3MmBoambabn ggmat gbnbssmdogagdogmm@onma dnbssMbom aoxgfMadamo
boggomab And, omdsm b3sL s Ladmmmme bydrgde:

Again!

Together, folded by the night, they lay on earth. I hear
From far her low word breathe on my breaking brain.
Come! [ yield. Bend deeper upon me! I am here.
Subduer, do not leave me! Only joy, only anguish,

Take me, save me, soothe me, O spare me!

3aeog!

96m30, sdom sbsmggdmba, nbobo 635656 ©yLsdnbsdy.

dmEnEsb dgbdab dabo Ando LoGygalb Lybodzs BLbgMgze ambgdsdy.

dmeon! abgdgdo. gucmm mMdse dgdmeon hgdda! 8y of 3o6.

5303YoM0, oM ad@mam! dbmmmm Lobsmymon, dbmeme asdmyomddgmo
&obxgo.

b530y306g, 3930306y, BoDaty dgddomn@gdslb, dgdnbysemy!

®mobol mgdbols dm39dymo dmbsjggmo gobbsgommgdom joMgsw gbdnsbgds
©mbab 39-14 ,,680b0s Lmbg@L*“.Bmamt(s gb IgGoxrodozmbo 3mg@gdabscmagal s
d9398 339 ImMEaMbobEgdobmznboym ©sdsbabosmgdgmo, ©mbol dm(39d4xemn
LeMBYEOL dmsgata dbsG3Mmn baMba(z doMomdbns. dg@&oxnbozymn dobgoem-
ambngfgdom ao%gMgdgmo magdbolb m@mebMmmMzgabn s MHMNgHNLIbNbssMIwg-
am bobosmn 3oMasm 3emabmgds 3ol 3obab3bgm g30dmmdn, Las 93@™M0
039M0b 939M9ds, MM ©s03yemb, dobdg ndsmaml s sdgzemsm asbbdnbeo-
mb ©d dmEmEGo dommabash gosmagabyggemmb. ™

Take me to you, imprison me, for I,
Except you enthrall me, never shall be free,
Nor ever chaste, except you ravish me.

Jdqgbmasb Bod0yzsby, ©o335803My,
oaob dgb o) o6 sdadymmd, 39MabrMmb asgmazabnymmgdo,
3903 3965bMML 3653063060930, gb o o6 aodogy3s@onmgd.
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od  309mgMgdaem  0gems  MongMmasdmdmnzbeg  bobosal MHm3  msgo
035696m», 339M©b 396 33m3m0m mgdLbob sdzems 13d9b, saGgboyem Gmbl,
(...0’erthrow me, and bend your force to break, blow, burn...Take me to you, imprison
me, enthrall me, ravish me...) o3 a3080JMgd0693L, Gm3 mgdbob LsgHom
a566gymds  Bobosmdmgagmdsadns 3ol LomayMbs s  LomayMom  godmbagmem
ImmmEobmsb, 30650006 o9 bomImmagbomn domsmdmogn dgdobormgdo oo
039Mmnbomdn Bo(3mmdnm 39000M9s, 5Msdgm, YBO™, ©e9)335YymMmEamgdgeno
5530560l LadoMab3omMm  Lggbobsewdo  boygbgdymm  dmobmgzbado  ¢gmgMb.
SbammangMo  dgodmgds  0mggal  gmobalb  mgdbob  dgdmbzgzedn,  Lowss
dmds3gmag0 530060l Logzomabswdo mddgma Lo@yzgdo dmoge bosgsgl
3b69d00dmamo 35:30L LoGMgasmm dmbmenmals.

833356050, ®%godd gmabol magdbol ,mmm330° ©d %mb mMbab 39-14 6306000
LeMBYBEL® Jgamgdoma Sbomabal baggmdzgmdg godmnzggoms sdMMdMagn o
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The Joyce I Knew: Oliver St. John Gogarty’s Presentation of

Joyce to American Audiences

The relationship between James Joyce and Oliver St. John Gogarty is commonly
regarded as a complete triumph for Joyce, but it must have been perplexing and vexatious
to Gogarty himself. In his mid-forties, Gogarty—then a man of distinction and success
in Dublin—suddenly found himself sharing his life with an unwelcome doppelganger,
Buck Mulligan, who resembled Gogarty too closely to banish. It was an unflattering
portrait. Mulligan is a witty and amusing but ultimately frivolous and unreliable young
medical student. It would have been a baffling experience in normal circumstances,
but to find one’s carefree and bawdy youth preserved in the most significant novel of
the century must have been immensely frustrating for Gogarty. It was also effectively
unanswerable.

Yet Gogarty did try to reply.

This paper does not pretend to resolve all the ambiguities of Gogarty’s relationship
with Joyce, but it perceives value in examining Gogarty’s version of his interactions
with Joyce, and of Joyce’s fictionalization of them. It seeks specifically to investigate
Gogarty’s presentation of Joyce to audiences in the United States, in two articles, one
entitled ‘The Joyce I Knew’ (which appeared in The Saturday Review of Literature, New
York, issue for 25 January 1941) and ‘James Augustine Joyce’ (which appeared in the
‘Book News’ of the Dallas Times Herald issue for 3 April 1949, and was subsequently
republished as a booklet in an edition of 1050 copies by the Texas Western College
Press, El Paso). This essay postulates that these articles are of interest for the Joyce
community for several reasons: 1) that they partially elucidate Gogarty’s thinking about
Joyce later in life, 2) that they help to explain how Gogarty made tactical and rhetorical
errors in his testimonies about Joyce, to the detriment of his reputation, and 3) that they
have not been widely utilized by Joyce scholars.

It is worth beginning, however, with the general critical consensus of Joyce’s relation
with Gogarty, because Gogarty has been uncommonly luckless in his critical standing
amongst scholars of Irish literature. Helene Cixous, for example, characteristically
misses the mark when she observes of Gogarty that ‘Dr. O. St. John Gogarty realizes
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that he has miscalculated—he has not bought Joyce’s silence by his generosity in
buying him drinks, he has acquired nothing but the role of the most unsympathetic,
most unattractive and least likeable citizen of Dublin with the name and attributes of
Buck Mulligan...” Although one may dislike Gogarty, it is difficult to maintain that he,
or Mulligan, is ‘the most unsympathetic, most unattractive, and least likeable citizen of
Dublin,” given that Dublin has the same murderers, rapists, pimps, and criminals to be
found in any city of comparable size. (One might recall the Phoenix Park murders...).
Note also that his transgression here was buying Joyce drinks, which is something
known to happen sociably in Dublin; one wonders what condemnation of Gogarty a
genuine assault might have provoked.

Richard Ellmann is predictably on more moderate ground when he observes of Joyce
and Gogarty that ‘Gogarty and Joyce never dueled on top of the Sugarloaf Mountain, but
they took part in a lifelong battle in which Gogarty was severely worsted.’As a scholarly
judgment, this is certainly a defensible assertion. Gogarty’s primary fame now is in the
field of Joyce studies, and his main interest to scholars is his relationship to Joyce and
to Joyce’s work. Yet it should also be noted to Gogarty’s credit that his life was hardly
one of being locked in relentless battle with his former friend. Gogarty had real enemies
armed with more than pencils; he was famously kidnapped by gunmen and had to escape
by leaping into the Liffey and swimming to safety, which episode was a prelude to his
country home in Galway being burnt. Thus, to note several of the major achievements of
his life is not special pleading on Gogarty’s behalf—it serves to complicate this narrative
of a man who allegedly spent a lifetime grappling with Joyce. Gogarty was educated at
Trinity College Dublin and Oxford, and thus had a formidable education; he became
a distinguished otolaryngologist (Ear-Nose-and-Throat doctor); he was a Senator of
Ireland; he was a champion bicyclist and an amateur pilot; he was financially successful,
owning homes in Ely Place in Dublin and a large home in Renvyle, Connemara (and
also owned one of the first privately-owned Rolls Royce automobile in Ireland); he was
a classical poet with a reputation for capable if antiquarian poetry; and he maintained
personal friendships with people of the distinction of William Butler Yeats, AE (George
Russell), George Moore, Augustus John, Arthur Griffith, and Michael Collins. Whatever
we may conclude about Gogarty’s relations with Joyce, his life was generally a credit to
himself and a benefit to his community. One would be unlikely to foretell so distinguished,
varied, and publicly useful a career for Buck Mulligan.

Yet Gogarty, by the late 1930s, was disillusioned by DeValera’s Ireland, and had
lived off and on in England for several years in a manner of self-imposed exile. He
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turned his hand more seriously to writing, producing his most accomplished work in
1937, As I was Going Down Sackville Street. And in 1939 he embarked on a lecture
tour of the United States. This was to be determinative for Gogarty’s remaining two
decades of life, as he did not return permanently to Ireland or Britain after the outbreak
of the war in Europe (Gogarty obtained his visa on 14 September 1939)". He spent the
rest of his life (with occasional visits to Ireland after the war ended) as a resident of
New York City.

Gogarty thus found himself in a new country and needing income. Although he now
had more time for his writing than he had enjoyed previously, he was also canny enough
to recognize that the United States’ enthusiasm for Irish literature and Irish culture
made his memories and anecdotes saleable. He therefore pursued the lucrative lecture
circuit in North America, essentially making the easy money of telling anecdotes and
memories of his own life.

Here, however, we may begin to glimpse some of the frustrations of touring a
continent and retelling one’s youthful adventures to paying audiences. Let us here
examine just one report of a Gogarty speech: in this case, a report from 21 November
1945, appearing in The Nebraskan, a newspaper serving the University of Nebraska.
On the front page, under an unsigned article entitled ‘Irish Poet Speaks at UN
Convocation,” The Nebraskan reports that ‘Oliver St. John Gogarty, famed Irish poet
and wit, speaking on “Poets I Have Known,” will be presented as the speaker for the
third all-university convocation Monday [...] Since he led the opposition to DeValera,
Irish Prime Minister and the Sinn Feiners, he was obliged to live in exile for a time in
England. Gogarty has intimately known William Butler Yeats, George Russell, Lord
Dunsany and George Moore. He is known as the inspiration for the character “Buck
Mulligan” in James Joyce’s novel “Ulysses.””

The article in The Nebraskan is not notable for anything particularly memorable that
occurred at Gogarty’s lecture. Indeed, it is the unexceptional quality of it that enables
us to glimpse Gogarty’s potential frustration during this period. He is identified as
‘famed Irish poet and wit,” whilst his friends Yeats, Russell, Dunsany, and Moore are
all named without identification: the presumable message being that their contributions
are recognizably well-known, whilst Gogarty needs to be introduced as a ‘poet and wit’
to his audience. This leads into his lecture topic, which is announced as ‘Poets [ Have
Known.” He was to recycle anecdotes about Yeats and Moore for the rest of his life, and
some of these are indeed engaging essays. Yet it must have been dispiriting for a man
of Gogarty’s social proximity to the most illustrious Irishmen of his era to be reduced
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to the peripatetic retelling of stories about other people. His topic implies that it is the
people he has known who are interesting, not he himself. Finally, he is unambiguously
identified as being the inspiration for Buck Mulligan, which demonstrates that even in
1945 Gogarty could not escape the fact that his interest for audiences was indissociable
from Joyce’s depiction of him. It must have been disheartening.

Let us therefore turn to the first of Gogarty’s articles to be surveyed in this paper,
“The Joyce I Knew,” from The Saturday Review of Literature of 25 January 1941. The
date is suggestive; Gogarty must surely have written it at speed upon learning of Joyce’s
death. For this reason—Gogarty’s potential compositional haste—it is not absolutely
certain how considered his comments are as a reflection of his mature reaction to Joyce
and Joyce’s creative writing. Yet Gogarty committed to them on paper, and seems never
to have retracted them. How, therefore, does he present the Joyce he knew, less than a
fortnight after Joyce’s death?

There are passages of praise, which are indeed consistent with memories or
recollections recorded by others. He lauds Joyce’s singing voice, for example, something
he must have known Joyce prided himself on: ‘I never heard a voice to compare with
his.”iHe also testifies to Joyce’s uncommon erudition even as a young man: ‘No man
had more erudition at so early an age...his reading must have been as prodigious as his
memory was.’Indeed, even when paying Joyce the back-handed compliment of being
so work-driven as to be uncompanionable, he still testifies to Joyce’s incredible self-
belief and tenacity in writing: ‘The obstinate courage which enabled him for twenty
years to keep on writing, all in longhand, a work of over a thousand pages without hope
of a publisher, is an outstanding proof of that unswerving belief in himself and his selt-
expression, which made him anything but a genial companion.’"i

These passages of praise are notable because they are effectively independently
verifiable. We have other testimonies to these characteristics of Joyce. Joyce’s pleasure
in his voice was remembered decades later by Samuel Beckett, who recalled that even
in the 1930s Joyce sang with what Beckett recalled as ‘his marvelous remains of a
tenor voice.”™ Gogarty’s praise of Joyce’s erudition and reading is consistent with what
Stanislaus Joyce records of James as a young man: ‘My brother was not only the most
brilliant pupil in the college, and, at that time at least, of exemplary diligence, but also
an omnivorous reader...” And James Joyce’s lifelong work ethic is multiply attested.

Beyond those recollections of Joyce, Gogarty perhaps unexpectedly offers some
praise of even Joyce’s most relentlessly experimental work, Finnegans Wake.
Although temperamentally disinclined towards literary Modernism, Gogarty was at
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least able to understand and to recognize Joyce’s conception: ‘In Anna Livia Plurabelle
his experiment is at its best. Here there is intelligible evidence of that for which he
was striving and that was to make words in a surrealistic way show roots as well as
blossoms. His stupendous erudition is evident in every word.”™ Even consequential
experimentalists have reacted less sympathetically to Finnegans Wake: Ezra Pound
famously noted that ‘nothing short of divine vision or a new cure for the clapp can
possibly be worth all the circumambient peripherization,”™ and Vladimir Nabokov
dismissed the novel as ‘nothing but a formless and dull mass of phony folklore, a cold
pudding of a book, a persistent snore in the next room, most aggravating to the insomniac
I am.” Yet despite Gogarty’s published appreciation for the accomplishment of Anna
Livia Plurabelle, two points remain to be made. First, despite this appreciation of a
brief passage in Finnegans Wake, there is little evidence that Gogarty had enthusiasm
for any other passages in the novel. His commendation confines itself to one of the
most approachable passages of Finnegans Wake. More importantly, however, we note
also here Gogarty’s elision of the boundary between the Joyce he knew, and the Joyce
of Finnegans Wake. We shall see, in both this essay and his later piece for the Dallas
Times Herald, that Gogarty awkwardly mixes his recollections with literary criticism
and general opinion, a tendency that significantly undermines his authority as someone
who knew Joyce. If Gogarty was worth attending to about Joyce, it was because
he had known him; his authority as a reader of Joyce is undercut by his inability or
unwillingness to distinguish between the young Joyce of Dublin and the mature Joyce
who wrote Ulysses and Finnegans Wake.

This tendency to offer opinion as informed personal knowledge is worrisomely
evident in several of Gogarty’s more extreme dismissals of Joyce’s work. Consider the
following passage: ‘the national spirit was recreating itself through the art of Yeats.
With savage indignation against all that was bad form and was holy, Joyce, a disheveled
harbinger of the Bolshevik revolution flung himself away from beauty and harmony
to howl outcast for the rest of his life through the dark recesses of the soul.” This is
ludicrous; whatever Joyce’s strengths or weaknesses, it is positively Miltonic to claim
that he howled outcast through the dark recesses of his soul. But even the invective
is clumsy. To associate Joyce with Bolshevism is a bafflingly lazy identification,
apparently based on the idea that Joyce—Ilike the Bolsheviks—represented a disorderly
break with the harmonious, the beautiful, and the established. Yet this is an excessively
provocative and unusable connection. To accuse Joyce of being in any way associable
with Bolshevism is to discredit one’s own perceptions by willfully substituting antipathy
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for recollection. The Joyce Gogarty knew was, if nothing else, no Bolshevik, and it
diminishes Gogarty’s eyewitness testimony not to have resisted this defamatory and
aberrant identification.

Gogarty makes a comparable rhetorical error in the following passage: ‘There is
room in this world of ours for every form of literature. But those whose gaze is clear
and undimmed and steadfastly fixed on the Vision Beautiful as Yeats’s was, must see
what a waste of ingenuity and what nonsense this vast concordance represents. To me
it is like a shattered cathedral through the ruins of which, buried deep and muted under
the debris, the organ still sounds with all its stops pulled out at once.”" Here we may
note how outdated Gogarty’s literary criticism is; it is so obstinately unfashionable
(‘gaze is clear and undimmed and steadfastly fixed on the Vision Beautiful’) that one
suspects Gogarty intentionally attempted to evoke an older, more traditional approach
to literature, without conceding that such an approach would have little pertinence to
Joyce or his work. Additionally, we note also that Gogarty’s description of Ulysses
as being ‘a waste of ingenuity and what nonsense’ seems deliberately contrarian, and
carries Gogarty away from that area in which he could claim personal knowledge,
which is Joyce himself as a young man. It is a surprisingly graceless attack on a man
who had only just died, and is too old-fashioned to be persuasive as literary criticism.

Another observation should be advanced here of ‘The Joyce I Knew’ which is that
Gogarty begins to establish a personal defense. He notes that in Ulysses ‘a figure with
smoke blue eyes and glistening teeth emerges carrying shaving materials preparatory
to going out to swim. The person so described is said to be myself as it well may be, so
alien is that gay, water-loving character who moved not sullen in the sweet air to all the
thwarted, mad, miserable phantoms of the rest of that terrible exposition of indignation
and revolt.”*This is apparently consistent with the impression Gogarty made on
his fellows—even Stanislaus Joyce, who detested Gogarty, conceded that he cut a
cheerful figure in a dismal Dublin:‘He was full of bustling energy, wit, and profanity,
and had a seemingly inexhaustible supply of bawdy rhymes [...] He was, moreover,
in loquacious revolt against the drabness and smugness of Dublin life.”® Here is a
more intriguing line of approach, in that Gogarty affirms that Buck Mulligan may be
intended to represent him, but that Buck Mulligan at least shows some signs of having
a happy spirit and enjoying life. This is an understandably biased reading of Mulligan’s
role in the novel, yet it is not entirely eccentric; Mulligan does seem insouciant, witty,
and happy. Another unexpected commentator makes a similar observation of Mulligan,
as Wyndham Lewis calls Mulligan ‘the jolly, attractive Wild Irishman’ who stands
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in contrast to Stephen Dedalus, whom Lewis terms ‘the really wooden figure,” and
who is “’the poet” to an uncomfortable, a dismal, a ridiculous, even a pulverizing
degree.’™iiThis all indicates that Gogarty had available to him a less vitriolic response
to being depicted as ‘Buck Mulligan,” and might not have harmed his reputation so
gravely had he merely continued to assert that Mulligan had the merit of being vital,
and refrained attacking Joyce personally. As we have seen, and will continue to see, his
most significant errors were conflating literary criticism with personal recollection, and
an apparent desire to denigrate Joyce and his admirers.

One final note occurs to the reader of ‘The Joyce I Knew’ which is that Gogarty,
troublingly for a memoirist, makes what appear to be significant errors of fact. When
discussing the rental of the Martello Tower in which Ulysses begins, Gogarty writes:
‘[Joyce] kept eight pounds to pay one year’s rent of one of those fortresses with which
the British Government dotted the east coast of Ireland after the threat of a French
invasion during the Napoleonic wars.”*i No scholar appears to concur with Gogarty’s
crediting Joyce with paying that rent; Gogarty seems to have paid it himself. Ellmann
believes that this was an attempt at civility, writing that ‘Gogarty said courteously
later that it was Joyce who like Stephen Dedalus rented the tower from the Secretary
of State for War, but the records show it was Gogarty who did so and paid the annual
£8 rent.”**Similarly, Gogarty gets the chronology of this stay wrong, noting that ‘For
two years we lived off and on in this impregnable place,”™ and that ‘For months all
went well.”Again, no scholar agrees with Gogarty on the claim of years, nor even
months; Ellmann specifically dates Joyce’s residence in the Tower as beginning on
9 September 1904*iand ending on 14 September of that year.*i Such errors are
excusable, and perhaps even permissible in amusing anecdotes presented for a casual
audience, but they become deeply problematic when one launches an attack on a major
writer’s reputation, and claims as one’s authority that one had personally been present
at important events. If one is provably wrong about even details where no one contests
one’s personal presence, it makes one’s recollections and opinions eminently disputable.

It is now here appropriate to move our attention to Gogarty’s other essay, ‘James
Augustine Joyce,” and we must first examine the somewhat uncertain textual history
of this essay. The essay apparently first appeared in the Dallas Times Herald on 3
April 1949, and was later (evidently that same year) published as a separate booklet
by the Texas Western College Press, El Paso.®" The essay, however, seems to have
been expanded by Gogarty for later publication as ‘They Think They Know Joyce’ in
The Saturday Review of Literature of 18 March 1950. There is a significant amount of

89



LagPMdmELm 3MbagMab30s %g0dd gmabo s Ladyscim

verbatim replication in the later publication, but several additional passages of interest
appear, and therefore this paper will examine first ‘James Augustine Joyce’ by itself,
then proceed to note those additions worth observing in ‘They Think They Know Joyce.’
In ‘James Augustine Joyce’ Gogarty expands his criticism of Joyce as a disruptive
figure promoting disorder. As he writes ‘About this time the obscene bulk of Gertrude
Stein appeared on the scene. She began making nonsense of the language and presenting
the potpourri to a public which could be reached by people of her sort who controlled
the avenues of publicity. “A Portrait of Mabel Dodge at the Villa Curona” appeared
about 1907. It stated among other messages that “Blankets are warmer in the Summer:
the explicit visit: there has been William.” Disruption of the standards of literature took
place almost contemporaneously with the revolutionary brew in Russia.”*Here again
Gogarty somehow conflates Modernist experimentation with revolutionary upheaval
and disorder in Russia, and is not more successful in this accusation than he had been in
‘The Joyce I Knew.’ Indeed, this assertion may be even less compelling, in part because
it is aligned with the suggestion that Gertrude Stein was influential on—or at least
paved the way for—Joyce. There is no evidence that Joyce was influenced by Stein, or
felt that he owed his accomplishment to her precedent. Again, Gogarty’s opinionated
dismissal of Joyce and Stein as two representatives of Bolshevism or disorder renders
his literary criticism dubitable, and his claim to personal knowledge unconvincing.
Gogarty pursues another troubling line of argument in the following passage. In
this quotation he again asserts the primacy of personal information over a sympathetic
reading of Joyce: ‘When I read those who, although they have never been in Dublin,
set themselves up as “guides” to Joyce or as masters of “the master,” I feel sorrow for
their illiteracy and then anger at their presumption. I know how Joyce, who used a
grim attitude long sustained when he was acting rather than “making” a joke, would
laugh at these “fans” of his—and dupes.’It is incontestable that possessing knowledge
of Dublin is an advantage to reading Joyce. Yet notice here how easily—and
unconvincingly—Gogarty moves from those who lack a precise knowledge of Dublin
to attacking the body of Joyce’s admirers. In Gogarty’s view, to be a Joyce enthusiast
is to be illiterate, presumptuous, and a dupe. Those who knew him well—although
decades earlier—apparently see through Joyce’s artistic trickery. He thus privileges
his personal knowledge of Joyce as a young man over the potentially more sensitive
readings of Joyce scholars who never met him. This is a disturbingly personal approach
to literary criticism, but it is exacerbated when one’s own literary perceptions seem
willfully uninformed (Stein’s implied role in Joyce’s development) or perplexingly
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insupportable (accusing both of them of being manifestations of trends comparable to
Bolshevism). One wonders who he thought his audience was at this point.

As noted above, what appears to have been an expanded version of this text was
published in The Saturday Review of Literature for 18 March 1950. It is extended,
but not better. That the article is titled ‘They Think They Know Joyce’ represents an
intriguing shift from his earlier essay in the same journal, as it shifts from the primacy
of his personal knowledge of Joyce (‘The Joyce I Knew’) to an attack on Joyce’s
followers (‘They Think They Know Joyce’). It is unclear who provided these titles, so
unless a typescript or manuscript emerges it is wise not to place too much judgmental
value on these titles alone. But the titles do accurately reflect the primary trajectory of
the essays: the first asserts that Gogarty knew Joyce, and the latter asserts that Joyce’s
fans are presumptuous and mistaken.

In ‘They Think They Know Joyce,” we encounter an elaborated interpretation of Joyce
as a joking perpetrator of a hoax who suddenly found himself celebrated—a reading of
Joyce that insults both Joyce and Joyce’s admirers. Gogarty writes ‘I wonder what all
the worshippers of Joyce would say if they realized that they had become the victims
of a gigantic hoax, of one of the most enormous leg-pulls in history.”*iGogarty then
expatiates on what he thought motivated Joyce: ‘On the backside of beauty he would
inscribe his name. If the writing proved to be indelible, all the better.”i To dismiss
Joyce’s intense compositional effort as mere schoolboy vandalism is both insulting to
the man, and revealing of how little Gogarty truly understood the undertaking Joyce
had set himself in Ulysses and Finnegans Wake. Yet he continues, noting that upon
the success of Ulysses ‘Joyce found that his leg-pull had acquired an international
audience. Suddenly he discovered that to write his name on the backside of beauty
was the most significant action of his life. He dared not retract; money and fame were
at stake. He dared not let anyone into a joke that had gone too far and been taken too
seriously.”* At this point Gogarty is simply insulting not just Joyce’s admirers, but
Joyce himself. To reduce Ulysses to a prank, and to assert that Joyce then devoted the
rest of his life to maintaining a hoax because he sought money and fame, is patent
calumny. In a sense, Gogarty created a situation almost exactly opposite to what he
intended: Gogarty’s earlier assertions that his former friendship with Joyce made him
particularly competent to comment on Ulysses and Finnegans Wake have now become
such cranky and under-evidenced readings of Joyce that their only interest lies in that
personal acquaintance. It is hard to imagine such an essay being published without it
coming from the pen of ‘Buck Mulligan.’
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In a sense, Gogarty in his later years is a deeply compelling individual. He was
far from his home and society, making a substantially reduced living through writing
and public lecturing. His biographer refers to him at this time as being ‘lonely, hard-
up and at a loose end in Manhattan.”>* All the while, however, his dead friend’s
reputation continued to rise. It must have been a bitter and painful denouement to
his life and ambitions. Joyce had eclipsed him, primarily on the strength of a book
in which Joyce had depicted him, and Gogarty now found himself chiefly of interest
because of that connection. It helps to explain—if not to justify—why he insisted upon
personal knowledge of Dublin and Joyce as being necessary to understanding Joyce’s
work. Gogarty had that knowledge, and to assert it as necessary made him an authority.
Yet Gogarty’s intemperate dismissal of Joyce’s works, his factual imprecision, and
his needless abuse of Joyce’s fans, were opinions he would more wisely have left
unprinted, and unexpressed. Had he moderated himself in this manner, his reputation
would almost certainly have been higher today than it is. Had Gogarty merely restricted
his comments on Joyce to the observation—which, as we have seen, he advanced in
‘The Joyce I Knew’—that Buck Mulligan is a light, witty, and exuberant fellow, similar
to what Gogarty had been in youth, he might have earned the more positive position
in Irish literary history that his writings merit. He was not the titan that Joyce became,
but his more modest achievement has been utterly lost to literary critics because of his
grumpy and discreditable prolongation of a feud with a dead man.
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City as a Mythical Space in James Joyce’s
Ulysses

Modernist literature perceived as urban, with its alienated modern man as a product
of big cities has become a cliché in Literary Studies. City in High Modernism has
become a kind of experimental Space, with its distinguished aesthetic function and a
symbolic meaning behind.

Dublin depicted in James Joyce’s Ulysses is rather an interesting material in this
respect. Joyce’s approach towards Dublin on the one hand is rather realistic (sometimes
even naturalistic) minuteness, and on the other hand charges the city with a symbolic
dimension. The same is evident while dealing with time: even though, objective time is
observed with pedantic exactness with the reader knowing exactly when and where the
action takes place, but at the same time chronological time serves only as a background
and Joyce’s aim is to give an image of a space where all times meet.

City for Joyce becomes imago mundi - an area confined with boundaries and closed
for outer world. Dublin, where Leopold Bloom, Stephen Dedalus and many others
wonder, is exactly such a space. At the same time Bloom’s contemporary Dublin,
ancient Ithaca, Calypso’s cave, mythical country of the Lotus Eaters, Hades, land of the
Sirens and Cyclops, Scylla and Charybdis all exist at one and the same time. It means
that the city becomes a space where all times co-exist in one eternal present moment.

Thus, the paper shows that Joyce aims at creating a chronotope that is free from
limitations of time and space and represents the most general mythical model of the
world, although being deeply rooted in the real city.
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MAYA KIASASHVILI
TRANSLATOR/INDEPENDENT SCHOLAR

A Lifelong Journey: the Georgian

Translation of Ulysses

It took Odysseus twenty years to reach home. Nico Kiasashvili spent even longer
completing the translation of Ulysses into Georgian: it was an arduous journey that
forced him to pass between Scylla of the Soviet ideology and Charybdis of the hostile
reception of the novel by some critics who flatly refused to accept such an ‘alien’
narrative.

It is difficult enough to write about Ulysses, but twice harder when it is connected
to the translator, my father, Nico Kiasashvili, who shared his woes and little victories
while translating with me, which determined my bold decision to become the co-
translator and editor of the novel after he passed away.

Ever since Joyce was mentioned by his university lecturer, N. Kiasashvili’s interest
only intensified over the years and every time he had the opportunity to participate in
conferences abroad, mainly devoted to Shakespeare, he tried to enrich his personal
library with the latest publications on Joyce. Needless to say, anything even remotely
connected to Western literature was scarce in the Soviet Union, particularly the
materials about such an ‘unorthodox’ writer as James Joyce. He also succeeded in
maintaining contacts with many scholars, among them: Richard Ellmann, Fritz Senn
(Zurich James Joyce Foundation), Kristian Smidt (Oslo University), Giorgio Melchiori
(Universita Degli Studi di Roma), Thomas F. Staley (The University of Tulsa), Emily
Tall (State University of New York at Buffalo), Richard Brown (Leeds University) and
many others.

Before embarking on the seemingly impossible task of translating Ulysses and
introducing it to Georgian readers, the translator tried to somehow prepare them for the
non-traditional novel. It is not my aim to analyze the political conditions of the time
when, directly or indirectly, it was banned to translate any kind of literature ‘alien’ to
the Soviet principles. The same applied to films and art in general, because any form
of art that opposed the ruling dogmatic standards was considered unacceptable. At
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the same time there were those Georgian intellectuals who refused to conform to the
official attitude, pursuing their own style in all forms of art. Under the circumstances,
it doesn’t look surprising that Nico Kiasashvili’s aim was to familiarize the society
with the modern west European literature. However, strictly speaking, by then the
modernist writers such as J. Joyce, V. Wolf, W. Faulkner and others had already been
acknowledged as classical writers, but remained quite unknown in Soviet Georgia.

Prior to publishing the episodes of Ulysses, the translator devoted several articles to
the stream-of-consciousness technique and Joyce’s literary style in general.! However,
the publication of Giacomo Joyce truly proved to be a breakthrough, paving the road to
the novel. The translator planned for his both translations into Georgian and Russian to
appear simultaneously, so they were published in two literary magazines in 1969, both
with his introductions.!

One of the first reviews referring to the issues inspired by the Georgian Giacomo
Joyce belongs to Irakli Kenchoshvili, who quotes the translator’s supposition that the
main character is devoid of heroism and is completely de-romanticized. He sees the
work as a sample of grotesque realism, linking it to the ancient Roman ornament,
because Joyce intertwines the opposing and brings it all together, similar to those old
mosaics.'" The Russian translation was reviewed by Yekaterina Genieva, who wrote
that it was highly professional, done with the profound understanding of the language
and intricate allusions hidden in this short piece of prose.” Quite recently an article
by Elena Fomenko was devoted to the comparison of the translations into the Russian
and Ukrainian languages. She analyses numerous instances with the original — lexical,
rhythmic, structural and stylistic elements — and concludes that Nico Kiasashvili’s
translation is much closer to Joyce’s style, which is the reason there has been no other
attempt to translate Giacomo Joyce into Russian since 1969." In this respect it might be
appropriate to mention that for many years Nico Kiasashvili’s Russian translation has
appeared in various publications devoted to Joyce without any changes.

The intellectual prose of Giacomo, abounding in literary, historical, mythological
and biblical allusions, was the focus of Nelly Sakvarelidze’s review." Herself an
expert translator, Sakvarelidze stressed that one of the biggest challenges facing any
translator is decoding the metaphoric and symbolic forms of the original and finding
their equivalents in the target language. She sees the difficulty in the unusually
condensed expressive means, the compositional elements, constantly changing rhythm
and an amazing courage in word choice. She believes that the translator has to show
the same bravery, but above all, if an author is allowed such freedom, a translator is
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often blamed for anything anomalous for or uncharacteristic of the target language.
This might mostly happen when readers are unable to appreciate the original and
compare it to the translation. She concludes that the translator opted for the hard way
of preserving Joyce’s style and experimenting with Georgian, which resulted in an
ultimately excellent translation.

The first attempt to introduce Ulysses to Georgian readers was made in July 1967
when the translation of several opening pages of the novel with comments were
published in a literary newspaper Literaruruli Sakartvelo. Along with purely academic
articles devoted to Joyce’s prose, Ulysses in particular, that appeared over the years,
Nico Kiasashvili also arranged regular public readings of separate episodes at the
Department of West European Studies of Tbilisi State University. The first ten episodes
with his introduction and notes appeared in various literary magazines between 1971
and 1983, published as a book the same year. The translator had a hard time convincing
the publishing house Merani that certain ‘strange’ words and grammar of the translation
had to be retained: it all seemed completely non-Georgian.

It is no secret that Ulysses poses a serious challenge to any reader, requiring vast
background knowledge in order to understand the allusions linked to mythology,
philosophy, social and political issues, religion, music, literature and Irish folklore
among other areas. This usually results in copious comments and notes accompanying
the novel, but any responsible translator has to ensure all the references and allusions
are checked properly. Nico Kiasashvili certainly belonged to the category: at his desk
he kept a long list of experts in various spheres and consulted them before finalizing
the Georgian version. The same applies to getting advice when comparing the novel’s
French, German or Spanish translations, when he would consult his colleagues fluent in
these languages. In the final, complete edition of the novel, I thanked all those experts
for their invaluable assistance.

Although a number of highly interested readers were already familiar with Ulysses
thanks to public readings, professional critics demonstrated amazing indifference when the
episodes began to be published. Partly, this can be explained by their attitude towards what
was ‘worthy’ to be published, thus popularized. On the other hand, many were irritated by
the narrative style and linguistic experiments of the novel, but refused to admit it.

One of the authors who had the courage to voice his discontent was Nodar Tsuleiskiri
whose review was published in Mnatobi magazine (8, 1977). His main concern was
the amount of comments that followed every episode: while he dwelled on a number
or explanations supplied by the translator and their necessity, he also complained that
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some notes needed to be more precise. The author said nothing about the translation
as such, neither did Revaz Japaridze in his brief overview (7siskari, 2, 1978) of the
previous year’s publications. The author believed that there should be no comments at
all because they confused readers further instead of clarifying the content.

Other critical publications were more in-depth and highly positive, among them
Jansug Gvinjilia’s review (Literarturuli Sakartvelo, 5 June 1981) in which he mentions
the translator’s success in rendering such a complex novel into Georgian and Manana
Khergiani’s article (7 Dge, 9-15 July 1993), in which she notes that the translation has
enriched Georgian literature due to its exceptional quality.

Numerous articles dedicated to Nico Kiasashvili’s academic and pedagogical
achievements appeared after his death, but until now Nelly Sakvarelidze’s review of his
translation of Ulysses remains the most professional and profound (Ulysses in Georgian,
Literaturuli Sakartvelo, 27 April 1984). Although the author noted that it was not her
aim to review the translation, in fact she answered all the comments and criticism —
voiced, implied or not voiced — in connection with the novel. She mentions that it is
absolutely erroneous to analyze the translation with the norms of the standard Georgian
in mind because ultimately Joyce in experimenting, which is the translator’s duty to
follow if one wishes to produce an adequate translation. After providing examples
she considers successful instances, the author concludes that rather than mechanically
repeating Joyce’s linguistic experiment, the translator actually becomes involved in
this endeavour, demonstrating that he is a courageous innovator himself.

In the meantime, Nico Kiasashvili continued to publish articles devoted to Joyce
with the aim of further familiarizing the author to Georgian readers."! The majority
was in Russian, the fact explained by a simple practical reasoning: he tried to secure
the position the Georgian studies of Joyce held in the Soviet Union. Also, more western
critics could get acquainted with those publications compared to a handful of those
who could read the Georgian ones. True, there is some information about the studies
of James Joyce and the translation of Giacomo and Ulysses in foreign periodicals,
but they are scarce and for obvious reasons none of them dwell on the quality of the
translation itself. i

One of the major events related to promoting James Joyce was the centenary
conference organized in 1982 by N. Kiasashvili at Tbilisi State University: the two-
day academic session was quite modest by today’s standards, but without exaggeration
it can be said that it was a milestone, because it was the first of its kind in the Soviet
Union. The conference materials were published in 1984 (James Joyce — 100, Tbilisi

105



LagPMdmELm 3MbagMab30s %g0dd gmabo s Ladyscim

State University Publishing) with summaries in Russian and English. It is only fair to
mention that in 2012 a truly international conference was organized by Prof. Manana
Gelashvili, which reflects a completely different political atmosphere compared to the
first one. The conference materials were published in the book James Joyce — 130, with
articles in Georgian and English.

The fact that Ulysses is considered difficult to read and understand doesn’t sound
particularly informative. At the same time, each episode poses a different set of problems
to a reader as well as to a translator, especially if it is translated into a language that
has no lexical, structural, historical or cultural proximity to English. If even educated
English speakers face a number of difficulties trying to find their way through the tangle
of allusions, intertextual references and innumerable other pitfalls, the translator into
the Georgian language had to struggle ten times harder in order to reach the goal. In one
of his articles™ the translator expressed his opinion that the theory of ‘untranslatable’
Ulysses was supported by those who cannot accept modernism in literature and art
in general; that their stance was not the result of their puritan attitudes but rather
determined by Joyce’s style of narrative, those innovative means he chose to adopt. He
believed that the responsibility of any translator of Joyce into their languages is to seek
adequate resources in the depths of their respective languages with the aim of rendering
the stream-of-consciousness technique and other peculiarities of Joyce’s prose.

The aim of the present article is to look at the linguistic and stylistic issues that the
translator had to deal with, rather than analyzing the novel, its structure, meaning and
symbolism. To start with, I would like to dwell on its certain characteristic features that
the translator had to maintain in the Georgian version.

The most obvious, and possibly the most straightforward, idiosyncratic moment is an
extremely scarce use of traditional punctuation, especially speech markers, not to mention
Molly Bloom’s monologue that is completely devoid of any punctuation. The seemingly
formal organization of such prose is practically unimaginable in Georgian, which uses
more punctuation marks, especially commas. With very few exceptions, the translator
followed Joyce’s choice in this respect, ignoring the norms of the Georgian language.

Apart from other things, Joyce experiments with words, coining new, joining two
or three words, turning composite nouns or even phrases into verbs, e.g.: dewsilky,
seawardpointed ears, gumheavy serpentplants, milkoozing fruits, smiledyawnednodded,
etc. In these cases, the translator was lucky because he could use the ability of Georgian
to create composites, but in the translation these look as unusual as in the original, thus
the desired effect is achieved.
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The same applies to Joyce’s syntax, such as: ‘Eglintoneyes, quick with pleasure,
looked up shybrightly. Gladly glancing, a merry puritan, through twisted eglantine.’
Having maintained the first composite, the translator treated the second phrase more
freely, making a pun of the proper name. Often body parts seem to have a life of their
own, e.g.: ‘His hand turned the page over’, ‘His lips lipped and mouthed fleshless lips
of air’, or ‘His eyes sought answer from the river’ — in all these cases, the Georgian
translation maintains the same structure.

Needless to say, there are many instances when the translator was obliged to divert
from the original because: either there was no equivalent in Georgian to reach the
same effect as is has on English speakers, or the specific meaning or implication was
more important. E.g., the tongue twister that follows Piper’s appearance in Episode 8 is
substituted with a Georgian one, though it meant changing the character’s name; or the
horse’s name Throwaway that features in the novel, causing misunderstanding in the
narrative — the Georgian version is based on Bloom’s phrase ‘I was just going to throw
it away’ but uses another name, roughly translated as ‘a promotional leaflet’.

Occasionally, the translator deliberately gives a word-for-word translation of the
original phrase, thus keeping its colourful imagery or rendering the specific meaning
within the immediate context. For instance, ‘May your shadow never grow less’ is an
excellent example of Irish generosity and hospitality, which is also characteristic of
the Georgians, but using a typical Georgian toast would only create a comical effect,
thus the decision to keep the original wording. Another example can be ‘Could hear
a pin drop’ — a Georgian would naturally say ‘could hear a fly’, but keeping in mind
that Bloom remembers a church service, keeping ‘a pin’ was a good choice, especially
considering that pins were widely used on hats and ties at the time.

One of the serious difficulties the translator faced was connected to the nobility and
clergy titles, because Georgian has no equivalents: our history, social structure and
religious matters differ greatly from those of European countries. Ultimately it means
that the translator had to often invent new words or borrow them directly from English,
e.g., yeomen. Yet another difficulty is linked to finding compatible phrases in Georgian
when it concerns Shakespeare: most works were translated long ago, becoming classical
texts and easily recognized by educated readers. However, when it is connected to
textual references in Ulysses, mechanical quotation of traditional Georgian translations
can lose the intended meaning of the original. For that reason, the translator applied
certain discretion in deciding whether to provide a new version or use the traditional
translation of Shakespeare’s phrases.
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Although each episode presents its own unique difficulty to a translator and a reader,
I would like to focus on some aspects the Georgian translator had to deal with. The
following is a brief list of peculiarities that had to be adequately rendered into Georgian.

The lexical building material as well as their rhythmic arrangement of Episode 7
create the illusion of draught and wind blowing, and it abounds in some rhetorical
figures of speech, such as enthymeme, pleonasm, epanorthosis, metathesis and others.
In Episode 11 the opening 60 phrases had to reflect the rhythmic and acoustic structure
of the entire episode, as well as containing many references to songs, arias and other
musical allusions.

Generally speaking, the passages that have close stylistic or lexical equivalents
in Georgian literature proved relatively easy to translate. In this respect, the literary
discussion from Episode 9 and the passages of the past glory and national pride
parodied in Episode 12 translated more naturally than those depicting everyday life,
pub and street scenes, races and box related events, or imitating parliamentary debates
and Bloom’s calculations. In the first case, when Joyce demonstrates an amazing
knowledge of all theories (whether confirmed or dubious) connected to Shakespeare
through Stephen, the translator had to supply not only matching traditional translations
of phrases, but work through numerous references linked to theology, philosophy and
world literature in general. It is only natural that this episode was the closest to Nico
Kiasashvili’s mind and soul, because half of his life, at least before Joyce, was devoted
to Shakespearean studies.

Although the parodied grandeur of Irish history, its achievements in industries,
culture and sports were relatively easy to render in Georgian, Episode 12 presented
serious difficulties when it came to finding equivalents to the Victorian clichés related
to parliamentary debates, references to esoteric theories and spiritualism, passages
imitating trials and describing clerical gathering. When dealing with the passage of the
social event, the translator aptly created names of the same ‘floral’ character.

When questioned about the complexity of translating Ulysses into different
languages, various translators single out various aspects, but everyone agrees that the
novel is among the hardest pieces of prose, probably coming second to Finnegan's
Wake. Personally, I believe that Episode 14 proved to be the most challenging for the
Georgian translator because it reflects the entire history of development of the English
language. Through imitating 32 different writers or distinct literary periods, Joyce
achieved the desired effect: comparing language development to that of an embryo.
It is hardly conceivable to identify matching styles in Georgian literature due to the
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fact that Georgian evolved completely differently, more slowly than English, and was
influenced and enriched by other linguistic sources compared to English. And although
the first Georgian novel dates back to the 5th century, followed by an unbroken history
of producing a variety of prose and poetry pieces, the translator resolved to choose
nine distinct styles in order to preserve the overarching intention of the original: they
symbolically coincide with nine months needed for an embryo to develop.

Now I would like to dwell on the period of preparing the complete edition of Ulysses
and its difference from its previously published episodes.

Ever since the first ten episodes were published in 1983, the translator continued
working on the remaining part as well as editing the published ones. The fact is that
by then Ulysses.: A Critical and Synoptic Edition (prepared by Hand Walter Gabler,
Garland Publishing, New York and London, 1984) was available to him, so having
such a reliable source together with certain comments and advice received over the
years from his colleagues, among them Nelly Sakvarelidze, Medea Zaalishvili and
Tamuna Japaridze, inspired him to introduce some changes to the previously published
episodes. Sadly, my father’s declining health didn’t allow him to put as much effort and
time into his work as he was able to in the 1970s. Also, it is highly unfortunate that he
wasn’t familiar with the computer and although I tried to help him with preparing some
passages by typing them up on my computer, he still preferred his three typewriters
(Georgian, English and Russian) he got so used to over the years.

In the 1990s he involved me more and more into his working process: he would read
the freshly translated passages to me, share his ‘little victories’, as he called them, when
finding a particularly apt equivalent to the original phrase, that’s the only reason I found
the courage to carry on editing not only the already published episodes but to complete
the remaining part. It was only after his death that I discovered that some episodes
were translated in full but not edited, while others were incomplete with some passages
missing. If not for Tamaz Chiladze, writer and editor of magazine Mnatobi, I probably
wouldn’t have completed my father’s lifelong work: Tamaz Chiladze offered to publish
the remaining eight episodes in installments, which appeared in 1998-1999 in Mnatobi.

The final, complete version of the novel was published in 2012 by Bakur Sulakauri
Publishing with the following main features that differ it from the 1983 edition as well
as from the magazine installments:

Proper names, street and place names underwent certain changes, bringing them
closer to the original pronunciation, for instance, maintaining street, row, walk, terrace,
corner, lane and others forming place names without change in Georgian. Some sentence

109



LagPMdmELm 3MbagMab30s %g0dd gmabo s Ladyscim

structures were changed in accordance with the translator’s handwritten corrections
of the already published episodes mainly because he thought they matched Georgian
better than the earlier version.

Joyce’s choice of punctuation might present certain difficulty for English-speaking
readers, but for Georgians it would make the novel virtually unreadable. It is a well-
known fact how particular Joyce was in this respect, insisting on preserving his non-
traditional manner, especially when it came to the stream-of-consciousness passages.
A certain compromise has been adopted for those passages that seemed too hard for
many reasons, not only the absence of punctuation, but abundance of other, textual
inferences. In this respect, the leading principle was to make the sense and symbolism
or imagery understandable, even at the expense of violating the punctuation system of
the original. Episode 18, consisting of eight lengthy run-on sentences is now presented
with one divergence: numerous song and opera quotations that occur in Molly Bloom’s
soliloquy are italicized, enhancing their differentiation from her thoughts.

Arguably, the most challenging aspect for any interpreter (and certainly a reader)
is to untangle a massive number of references, allusions and puns of the novel.
Considering historical, cultural and linguistic differences between the original and the
target language, Georgian readers have to put more effort into deciphering the hidden
layers of Ulysses, thus the decision to provide two kinds of comments. The first is in
the form of footnotes, giving translations of French, Latin, Italian, German or Spanish
words and phrases, of which there are numerous instances. The comments provided at
the end of the edition (pp. 708-864) are designed to make it easier for readers to grasp
the meaning in full and to clarify textual implications. I am convinced that without
them, much of the unfamiliar references would be lost forever for the reader. This is
particularly important bearing in mind that comments often refer readers to earlier
passages because Ulysses has numerous inter-textual allusions or references to Joyce’s
earlier works, as well as facts from his personal life. Also, whenever possible, the names
of writers, philosophers and other figures are given not only in Georgian transcript but
in their original form as well, which enables anyone interested to find out more about
them using the limitless Internet sources available today.

From the very first days when parts of Ulysses appeared in Georgian periodicals,
the necessity and essence of comments have been questioned. However, some young
people have told me that they sometimes read the comments irrespective of the novel,
viewing them as a particularly interesting source of information. True, it wasn’t the
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translator’s aim to analyze or evaluate some historic events mentioned or referred
to in the novel, but the comments give sufficient material to compare the dramatic
relationship between Ireland and Britain at the period and draw certain parallels with
that of Russia and Georgia.

I firmly believe the number of comments should not cause frustration or other
hard feelings because if one chooses to ignore them, it is their decision: notes are
given at the end, without numbering, which means the text proper can be read without
being distracted by reference marking. The fact that some translations into European
languages are published with short accompanying notes or without them does not serve
as an example in our case, because they have more affiliation with English, to historic
facts and events related to Britain and Ireland, their social structure and folklore. In
the 1970s, some critics blamed the translator for inventing the comments, while it was
mentioned from the start that he based most of the notes on Gifford, Don; Seidman,
Robert J., Notes for Joyce, An Annotation of James Joyce’s Ulysses, New York, 1974,
which went through several editions with very little changes, thus the majority of the
translator’s comments were verified against this valuable book and were not the result
of his rich imagination.

In cases when allusions relate to well-known figures or facts, the comments only
mention them briefly. The same applies to the Bible allowing readers to compare
the textual reference to the source, but sometimes the allusion is complex, involving
several sources, for instance: ‘... in all of us, ostler and butcher, and would be bawd
and cuckold too but that in the economy of heaven, foretold by Hamlet, there are no
more marriages, glorified man, an androgynous angel, being a wife unto himself” (p.
459) — combines allusions to Hamlet and Matthew’s Gospel; or: ‘Born all in the dark
wormy earth, cold specks of fire, evil, lights shining in the darkness. Where fallen
archangels flung the stars of their brows. Muddy swinesnouts, hands, root and root,
gripe and wrest them’ (p. 519) — echoes Milton’s Paradise Lost, as well as John’s
Gospel and Revelation.

The necessity to include certain notions, figures and events in the comments was
inevitable, because apart from losing the contextual meaning, the reader wouldn’t
be able to relate the narrative with the implication, for instance: Mananaan MacLir,
Kathleen ni Houlihan, Baumont and Fletcher, Gilbert and Sullivan, Danu, De Wet,
Robert Emmet, Daniel O’Connell, Charles Stewart Parnell and many others need
additional explanation, because they are virtually unknown outside well-educated
English-speaking public.
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The same can be said about the comments referring to numerous instances linked
to the Catholic Church, Jewish traditions and rituals, Jesuits and Free Masons, etc.,
when in order to understand the contextual meaning and symbolism, one needs to know
about them so as to appreciate the author’s implication: in most cases the true nature of
these rites and rituals are either misunderstood by the characters or parodied by Joyce.

Finally, I would like to mention how helpful and patient Bakur Sulakauri Publishing
was while we prepared the complete edition of Ulysses: the director Tina Mamulashvili,
who spent years trying to negotiate with the James Joyce Estate, and Tea Kitoshvili, the
editor, who proved easier to convince that the non-traditional and ‘strange’ elements
were as unusual for English as they were for the Georgian language.

In his article Homage to a Spoilt God (Independent on Sunday, 26 July 1998), Roy
Foster writes that James Joyce’s two books (Ulysses and Portrait of the Artist as a
Young Man) were voted into the top three novels of the century by the editorial board
of Random House’s Modern Library (including Antonia Byatt, Gore Vidal, Arthur
Schlesinger Jnr and William Styron). ‘Somewhere, behind his impenetrably thick
glasses, the old artificer must be smiling’, and later ‘He never doubted his art, and he
was right’. However debatable such lists might be, it is a fact that Joyce’s three novels
are invariably among the top ten best prose pieces in America and Britain. It only
proves that the interest towards Joyce has not diminished and every new generation
discovers new layers in these novels, often getting completely immersed in his style.
Molly Bloom’s bedtime monologue ends with a positive ‘Yes’, giving hope that studies
regarding Joyce and his legacy will continue into the future.

NOTES
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GIORGI KUPARADZE
IVANE JAVAKHISHVILI TBILISI STATE UNIVERSITY

Language and Style of James Joyce

Scholarly literary opinion is that James Joyce revolutionized the novel in the twentieth
century by abandoning conventional narrative for stream of consciousness and unprecedented
play of language. When the Irish Literary Renaissance was ending James Joyce was just
beginning. During this time Joyce brought new techniques of writing that no one had ever used
before. His new method was writing in a modernism style. He utilized symbols and imagery
to make his works complex. Joyce opened many eyes to this new style of writing. Through
the use of modernism Joyce wrote about very controversial topics such as the Catholic Church
and sexual issues. Joyce was seen as a rebel for his new writing style and, many of his books
were often banned and were always under protest from his critics. Today, his works have
become some of the most read novels in the world. The strong topics found in his books can
be explained with Joyce earlier life as he began to spend money on prostitutes. This is why
many of his novel refer in varies occasions to the sexual desires of men.

Although Joyce is frequently praised for his mastery of the stream-of-consciousness
narrative technique, his distinctive use of imagery has contributed much to the artistic
development of the twentieth-century novel. A close reading of his works will produce
many more images and language peculiarities within these patterns. Joyce’s use of
them is essential as he constructs his intricate thematic structure.

To justify his style, he mentions and speaks of ‘scrupulous meanness’. The term ‘mean-
ness’ connotes stinginess or the lack of generosity. Joyce uses it to describe the economy
of language applying to his stories. However, the interpretation demands a more compli-
cated understanding of the term. ‘Scrupulousness’ is a crucial element both in Joyce’s use
of language, and in the structure and form of the stories. ‘Scrupulous meanness’ refers to
a most complex and heavily allusive style that determines the reading of his works.

From the minimum of words Joyce succeeds to extract the maximum effect so that
the very economy of his style gives his novels such concentration and resonance that it
“passes through realism into symbolism. Joyce introduces his writing technique in the
style of ‘scrupulous meanness’ right away.

The three words ‘Paralysis’, ‘simony’ and ‘gnomon’ are key words that describe
Joyce’s ‘scrupulous meanness’ while leading the reader through the story. ‘Simony’

114



International Conference JAMES JOYCE AND THE WORLD

and ‘gnomon’ are words of biblical origin which help to emphasize the image that
Joyce attempts to draw of the Irish Catholic Church through placing Father Flynn in
the center of his story.

There is some evidence also that Joyce believed near the end of his life that he had gone
wrong in this way. In any case, his experiments in narrative mode have had little influence
among writers who followed him. A few passages here and there that adapt his techniques
and the occasional work that takes a wholly stream-of-consciousness approach — though
even then usually in a less difficult fashion, presenting characters’ interior monologues in
colloquial language. It could be argued moreover that these efforts might have developed
as they did without Joyce’s massive tomes pointing the way.!

Dubliners is a collection of fifteen short stories by Joyce, first published in 1914.
They form a naturalistic depiction of Irish middle class life in and around Dublin in the
early years of the 20th century.

The stories were written when Irish nationalism was at its peak and a search for a national
identity and purpose was raging; at a crossroads of history and culture, Ireland was jolted
by converging ideas and influences. The stories center on Joyce’s idea of an epiphany: a
moment when a character experiences a life-changing self-understanding or illumination.
Many of the characters in Dubliners later appear in minor roles in Joyce’s novel Ulysses.
The initial stories in the collection are narrated by child protagonists. Subsequent stories
deal with the lives and concerns of progressively older people. This aligns with Joyce’s
tripartite division of the collection into childhood, adolescence and maturity.

A Portrait of the Artist as a Young Man is a nearly complete rewrite of the abandoned
novel. Joyce attempted to burn the original manuscript in a fit of rage during an
argument with Nora, though to his subsequent relief it was rescued by his sister. A
Kiinstlerroman (Artist’s novel), Portrait is a heavily autobiographical coming-of-age
novel depicting the childhood and adolescence of the protagonist Stephen Dedalus and
his gradual growth into artistic self-consciousness. Some hints of the techniques Joyce
frequently employed in later works, such as stream-of-consciousness technique interior
monologue, and references to a character’s psychic reality rather than to his external
surroundings are evident throughout this novel.

The wet/dry imagery, for example, is symbolic of Stephen’s natural response to the
world versus a learned response. As a small child, Stephen learns that any expression
of a natural inclination (such as wetting the bed) is labeled “wrong”; the wet sheets
will be replaced by a dry, reinforcing “oilsheet” — and a swift, unpleasant correction
for inappropriate behavior. Thus, wet things relate to natural responses and dry things
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relate to learned behavior.

Other examples of this wet/dry imagery include the wetness of the cesspool (the
square ditch) that Stephen is shoved into and the illness which follows; likewise, the
“flood” of adolescent sexual feelings which engulf Stephen in “wavelet[s],” causing
him guilt and shame. Seemingly, “wet” is bad; “dry” is good.

With the appearance of Ulysses, 1922 was a key year in the history of English-language
literary modernism. In Ulysses, Joyce employs stream-of-consciousness technique,
parody, jokes, and virtually every known literary technique to present his characters.

The action of the novel, which takes place in a single day, 16 June 1904, sets the
characters and incidents of the Odyssey by Homer in modern Dublin and represents
Odysseus (Ulysses), Penelope and Telemachus in the characters of Leopold Bloom,
his wife Molly Bloom and Stephen Dedalus, parodically contrasted with their lofty
models. The book explores various areas of Dublin life, dwelling on its squalor and
monotony. Nevertheless, the book is also an affectionately detailed study of the city,
and Joyce claimed that if Dublin were to be destroyed in some catastrophe it could be
rebuilt, brick by brick, using his work as a model.

The book consists of 18 chapters, each covering roughly one hour of the day,
beginning around about 8 a.m. and ending sometime after 2 a.m. the following morning.
Each of the 18 chapters of the novel employs its own literary style. Each chapter also
refers to a specific episode in Homer’s Odyssey and has a specific colour, art or science
and bodily organ associated with it. This combination of kaleidoscopic writing with an
extreme formal, schematic structure represents one of the book’s major contributions
to the development of 20™ century modernist literature.

The use of myth as a framework for his book and the near-obsessive focus on external
detail creates an interesting mixture in the book in which much of the significant action
is happening inside the minds of the characters. Later on Joyce admitted to Samuel
Beckett that, “I may have over systematized Ulysses,” and played down the mythic
correspondences by eliminating the chapter titles that had been taken from Homer.
Joyce was reluctant to publish the chapter titles because he wanted his work to stand
separately from the Greek form. It was only when Stuart Gilbert published his critical
work on Ulysses in 1930 that the schema was supplied by Joyce to Gilbert. But as
Terrence Killeen points out this schema was developed after the novel had been written
and was not something that Joyce consulted or followed while writing the novel.i

Joyce’s method of stream of consciousness, literary allusions and free dream
associations was pushed to the limit in Finnegans Wake, which abandoned all
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conventions of plot and character construction and is written in a peculiar and obscure
English, based mainly on complex multi-level puns. The approach which is similar to
Ulysses, but far more extensive has led many readers and critics to apply Joyce’s oft-
quoted description in the Wake of Ulysses as his “uselessly unreadable Blue Book of
Eccles” to the Wake itself. However, readers have been able to reach a consensus about
the central cast of characters and general plot.

Much of the wordplay in the book stems from the use of multilingual puns which
draw on a wide range of languages. The role played by Beckett and other assistants
included collating words from these languages on cards for Joyce to use and, as Joyce’s
eyesight worsened, of writing the text from the author’s dictation.

In conclusion, James Joyce opened many peoples’ eyes to modernism through his
writing. With this new style, many people understood the modernism movement. Readers
could now see the beauty and art in literature. Although Joyce’s books were somewhat
controversial, people were able to see past the controversial issues and get a feel for
Modernism. Joyce is one of many writers who opened the door for Modernism to become
mainstream and his works will be used for years to come. Although during his times his
novels were unwelcome and criticized, James Joyce created the groundwork for writer
who came after him. James Joyce has become one of the most read and influential writers
and serving as a founder of a literary movement has a great deal to do with it.

Contrary to what you might expect, most of Joyce’s literary works have been
interpreted in films.

NOTES
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JOYCE AND HIS PARIS WORLD
The 14 residences of James Joyce in Paris

INTRODUCTION

Let’s take a whirlwind walk through James Joyce’s Paris in the 1920s and 1930s,
where he lived and worked while completing Ulysses and Finnegans Wake. This
presentation includes PowerPoint slides of photographs, taken between February and
August 2019. It only includes residences in Paris, not in Passy.

James Joyce (1882-1941) had already begun writing poems before attending the
University College Dublin (UCD) in 1898. After graduating in 1902, he travelled to
Paris to study medicine. He returned to Dublin in 1903, claiming ill health in the cold
climate, although biographer Richard Ellmann suggests that the course, taught only in
French, may have been too difficult for him. Between 1904 and 1920, Joyce lived in
Zurich, Trieste, and Rome, frequenting London where his works were published. By
1919, Joyce was a published author, with four works in print: the poetry collection
Chamber Music (1907), the short stories of The Dubliners (1914), his first novel A
Portrait of the Artist as a Young Man (1916), and his first play Exiles (1918). By 1920 he
was six years into his work Ulysses, with his inspiration stemming from The Dubliners.

In June 1920 in Trieste, Joyce wrote to his friend, American poet Ezra Pound, that
he was short of funds and needed a quiet place to finish Ulysses. ‘Pound, always eager
to help, recommended France as the cheapest place he knew of, offering to find him
accommodation there plus 1,000 lire towards the fare.”

James Joyce arrived in Paris by train on July 8, 1920, with Nora Barnacle and their two
children Giorgio and Lucia. Joyce was thirty-eight years old; Nora was thirty-six; Giorgio
had his fifteenth birthday the previous month; and Lucia would be thirteen on July 26.

Joyce’s intended short stay, of a few months, led to twenty years in Paris and France,
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from July 1920 to December 1940. However, in those twenty years, he never bought a
home of his own. He lived in rental apartments and hotels. Depending on his funds, the
residences, from cheap to luxurious, varied in size, style, and location.

Only one residence has a plaque of remembrance, and only because it was the home
of French poet Valery Larbaud. His visible legacy can be seen today in the naming of a
garden—the Jardin James Joyce—and the English-language bookshop Shakespeare and
Company, an ever-enduring tourist destination, named after the original bookstore of
Sylvia Beach—the person who published Ulysses (1922) and Finnegans Wake (1939).
Of the fourteen residences in Paris, six were rental apartments and eight were hotels.
Joyce favored the sixth, seventh, and eighth municipalities, called arrondissements,
where he lived in twelve residences: The remaining two residences were located in the
14th and 16th arrondissements.

RESIDENCE 1: 9 RUE DE L’UNIVERSITE—A PRIVATE HOTEL

University Street is a fitting place to start life in Paris. The small corner hotel at 9 rue
de L’Université on the Left Bank of Paris, near the river Seine and in the heart of Saint-
Germain-des-Prés in the 7th arrondissement, was the first residence of the Joyce family
in Paris. It was a private hotel and the original name is unknown, but Richard Eder
wrote that it was called Hotel Lenox in 1982.i Today, in 2019, it is the Le Saint Hotel.

From July 8-14, the Joyce family resided in the hotel while Pound continued to
search for a more permanent abode. For a family of four, the rooms were not cheap and
not expensive, but small. Joyce described their room as damp and matchbox-sized, to
which his thirteen-year-old daughter Lucia added that it was ‘stuck together with spit.”*

The hotel has the typical Haussmann five-floor facade of cream limestone, without
ornate adornments and balconies, and without the Mansard roof, commonly called the
French roof, which has two slopes, similar to a barn house, but with windows.

Ezra Pound sought assistance from his friend Ludmilla Bloch-Savitsky, a Russian-
born French translator, and on July 15 the Joyce family moved into her apartment in
Passy, west of Paris, rent-free. ‘The flat was small and bare, there was no electricity
and just one double bed.” He would likely have taken the new metro line into Paris. By
October, the family moved back to the hotel at rue de L’Université.

Rue de I’Université is an historical street—Ilong, flat, and narrow—running parallel
to the Seine. The street began near the hotel and curved gently as it followed the Seine
in a westerly direction for 2,785 meters (1.7 miles) ending near the Eiffel Tower. Joyce
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could take an easy stroll for thirty-five minutes to stand beside the iconic tower, but
he could not easily see it from the three-tiered hotel. Joyce returned regularly to this
hotel—in between changes of residences—and after periods abroad.

RESIDENCE 2: S BOULEVARD RASPAIL

Fortunately, Joyce signed an apartment lease in December, so by the end of 1920,
Joyce decided to remain in Paris. ‘Finally, on 1 December Joyce took a six-month
lease on a luxury apartment at 5 Boulevard Raspail at Notre-Dame-des-Champs
in Montparnasse, costing £300 a year.”! In the 6th arrondissement, on a wide, airy
boulevard, the apartment had a telephone and a piano. It was luxurious indeed. There
must have been an audible sigh of relief when the family moved in. Everything was
more expansive, bringing communication, music, nature, light, and air to Joyce’s life.

In his correspondence to English author John Rodker, Joyce wrote that he was
‘amazed at his transformation’ since coming to Paris, from ‘homeless and barefoot’ to
‘living in luxury’ where he resumed work after problems with his eyes.”"!

He was still trying to finish Ulysses, but the luxury of his apartment enabled him to
work productively. With only two chapters remaining, he felt a surge of energy. Harriet
Shaw Weaver, his wealthy patron in London, sent him funds from sales of A Portrait of
the Artist as a Young Man, so he was feeling flush and fluid. However, towards the end
of May 1921, the lease of Joyce’s expensive flat was about to expire.

RESIDENCE 3: 71 RUE CARDINAL LEMOINE

French author and publisher Valery Larbaud resided at 71 rue Cardinal Lemoine in
the 5th arrondissement of Paris near the Pantheon, where he lived from 1919 to 1937.
Hearing that Joyce was looking for an apartment, Larbaud offered his place in the
Latin Quarter, rent-free. Larbaud was going to England on vacation, so the timing was
perfect.

‘On 3 June, the Joyce family moved to the French writer’s newly decorated, tastefully
furnished flat ... close to the Seine just opposite Notre-Dame. Joyce liked his new
surroundings, ‘a charming little quarter situated in a kind of park’ he wrote, ‘with..."
absolute silence, great trees, birds ... like being a hundred kilometers from Paris.” It
was also close to Sylvia’s Beach’s Shakespeare and Company bookstore.

There are two plaques on the building exterior: one commemorating Valery Larbaud,
and the other commemorating James Joyce. Joyce’s plaque states: James JOYCE (1882-
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1941) British writer of Irish descent, welcomed by Valery Larbaud, completed his novel
“Ulysses,” a major work of 20th century literature, here. This plaque confirms that, at
last, while residing in Larbaud’s comfortable apartment for from June to September
1921, Joyce finished the novel he commenced in 1914.

Larbaud returned to his apartment in early October. Joyce returned to the hotel at
9 rue de L’Université, but this time, he booked two rooms—a separate room for his
children. At this time, Sylvia Beach was preparing to publish and promote Ulysses,
which was released on February 2, 1922, on Joyce’s fortieth birthday.

He left Paris on August 17, 1922, to go to London, returning to Paris by September
18. The hotel at rue de L’Université, where the Joyce family had been for a year, was
under minor renovations. The constant noise, and his intense eye pains, forced Joyce to
seriously look for an apartment.

RESIDENCE 4: 26 AVENUE CHARLES FLOQUET

From November 1, 1922, the Joyce family moved from the hotel atrue de L’Université
into an apartment on the Avenue Charles Floquet, close to the Eiffel Tower in the 7th
arrondissement.

Irish artist, Arthur Power, who later wrote Conversations with James Joyce (1978),
first met Joyce in April 1921 at Sylvia Beach’s party to announce her decision to publish
Ulysses. Power liked Joyce’s “fine and airy’ Avenue Charles Floquet apartment, which
he said was ‘the most attractive of his many habitations’ for it ‘looked out onto the Eiffel
Tower, and since it was near the military academy, through the trees one occasionally
caught a glimpse of uniformed officers riding past in the Parc du Champ de Mars.”*

The seven-month lease enabled the Joyce family to have a more settled life. Lucia
was enrolled at a Paris school and Giorgio has a bank job. Joyce had not written
anything new since the completion of Ulysses, but on March 10, he wrote to Weaver
that he had written two pages. From these two pages, two sentences are in his next
novel, Finnegans Wake.*

In April, he had two dental operations which ‘left him toothless’ and an eye operation.
During this time, Joyce is likely to have commenced wearing his iconic eye patch, for
Bowker states that in May he managed his first theatre trip in a year, wearing what he
called ‘that sempiternal black patch.”™

In June 1923, when the apartment lease expired, Joyce put their furniture in storage
and on June 18 took a vacation with his family to Bognor, a British seaside. Joyce was
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so relaxed in Bognor that he commenced writing another book—marked A, which was
the beginning of Finnegans Wake. In early August, he was back in Paris.

RESIDENCE 5: 6 RUE BLAISE DESGOFFE—HOTEL VICTORIA PALACE

In August 1923, Joyce booked into the Hotel Victoria Palace at 6 rue Blaise
Desgoffe in the 6th arrondissement and began apartment hunting. He was receiving
a considerable amount of funds from Harriet Weaver, enabling him to reside in the
hotel for a year.

It was the weather that forced Joyce out of the Hotel Victoria Palace. In May 1924,
the heat made hotel residents ‘throw open their windows, laughing and talking in loud
voices ... Joyce stopped writing and put all his manuscripts into storage at Beach’s
bookshop’—the Shakespeare and Company.® Joyce and Nora went to London for a
long summer vacation. The Joyce family returned to Avenue Charles Floquet from
September 1924 taking a six-month lease, and retrieving their furniture from storage.
On February 25, 1925, Joyce extended the lease.

RESIDENCE 6: 3 RUE DE BOURGOGNE—HOTEL BOURGOGNE &
MONTANA

Before James Joyce and his family could move into their new apartment at 2 Square
Robiac in the 7th arrondissement, it needed renovations, so for two weeks, the family
moved into a nearby hotel—the Hotel Bourgogne & Montana.

RESIDENCE 7: 2 SQUARE DE ROBIAC

In June 1925, the Joyce family moved into a ‘spacious flat at 2 Square Robiac, just
off the rue de Grenelle, cost 20,000 francs per annum, and would be their home for the
next six months.’ i Harriet Weaver, on vacation in Paris, visited the new apartment and
the ongoing renovations. She was ‘shocked by the chaos, but finally Joyce had found a
home he could properly inhabit.” The Square Robiac apartment with ‘three living rooms,
one decorated with yellow hangings, and a drawing room with blue hangings’ was a place
where Joyce ‘could now rehang the family portraits and unpack his papers.” *"

The initial six-month lease was extended and extended for six years, from 1925 to
1931. It was the Joyce family’s longest residential home since Zurich, Switzerland, where
he lived during the first World War for five years, from 1915 to 1920. In April 1927, when
his landlord renewed the rental contract, it required a down-payment and, even worse, the
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rent was doubled from October. Nevertheless, Joyce remained there and on November
2, he invited about twenty-five people for a recitation of passages from Anna Livia in
Finnegans Wake, including Valery Larbaud and Ernest Hemingway.*"

Cyril Connelly, the twenty-five-year-old literary editor of a British cultural magazine,
visited Joyce in Paris at the end of 1928, and thought Joyce’s apartment was ‘rather
smart ... and nicely furnished.”" The American artist Myron Nutting and his wife
Helen visited at Christmas, and Helen described the apartment as ‘a room of soft lights,
a piano ...” with Irish friends singing Irish songs.*! These friends included Aldous
Huxley, D.H. Lawrence, and Samuel Beckett.

His eye doctor, Louis Borsch, died in February 1929, and Joyce travelled to Alfred
Vogt in Switzerland for future treatments. On October 29, 1929, the American Wall
Street Stock Exchange crashed, which put an end to the many Americans living cheaply
in France. The Nutting family was one of the first to leave Paris. On February 2, 1931,
Joyce wrote to Harriet that he had ‘the worst birthday in history’ because he had no
money. After six years in the Square Robiac apartment, Joyce put his books in storage,
and gave the piano to Giorgio in preparation to leave Paris for London.

RESIDENCE 8: 52 RUE FRANCOIS 1-ER - HOTEL POWERS

Before leaving Paris, the Joyce family stayed at the Hotel Grand Powers, near the
Champs-Elysées, in the 8th arrondissement for two weeks in April 1931.

RESIDENCE 9: 41 AVENUE PIERRE 1-ER DE SERBIE - LA RESIDENCE

In London, he became a resident of the United Kingdom, and he married Nora
on July 4. By the end of September, Joyce decided to return to Paris. He found
accommodation at 41 Avenue Pierre ler de Serbie, just off the Champs-Elysées, in the
8th arrondissement, where the family stayed for one month.*"ii In 2019, the building is
the Hotel de Sers, but in 1931 it was a called ‘La Résidence.’

After a month in ‘La Résidence’ Joyce moved into a furnished flat at the end of
October on a four-month lease in Passy. Mary Colum, an Irish author and friend of
Sylvia Beach, said it was not the cheeriest home they had—it was a gloomy flat in
a gloomy district.** To add to the gloom, Joyce was not permitted to have a piano in
the flat. When the Passy lease expired, Joyce planned to return to London with Nora
and Lucia. On April 17, at the railway station in Paris, Lucia had a forty-five-minute
screaming fit, ending that plan. Luggage in hand, they went to a hotel instead.
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RESIDENCE 10: 30 RUE DE BASSANO—HOTEL BELMONT

After Lucia’s violent screaming episode at the railway station Joyce took a taxi to the
Hotel Belmont in the 16th arrondissement near the Champs-Elysées. By May 15, James,
Nora, and Lucia moved back to the apartment in Passy. When the lease expired in July,
James and Nora took a vacation in Switzerland. On October 20, they were back in Paris.

RESIDENCE 11: 5§ RUE CHATEAUBRIAND—HOTEL LORD BYRON

On October 20, 1932, the Joyce family moved into the Hotel Lord Byron in the 8th
arrondissement, again near the Champs-Elysées, but closer to the Arc de Triomphe.
They left Hotel Lord Byron on November 17. At the time of viewing the hotel in 2019,
it was under renovation.

RESIDENCE 12: 42 RUE GALILEE

After staying at the Hotel Lord Byron, the Joyce family returned briefly to the hotel
at 9 rue de L’Université in the 7th arrondissement on November 17, 1932. At the end
of November, Joyce paid a one-month deposit on a flat in the rue de Galilée in the 16th
arrondissement, describing it to Harriet Weaver as a ‘comfortable home sweet home’
that even Lucia would like. British diplomat and author friend Harold Nicolson said
the apartment was ‘a little furnished flat and stuffy and prim as a hotel bedroom. The
sitting-room was like a small salon at a provincial hotel.”** Although it was small, Joyce
extended the lease.

From March 24 to April 17, James and Nora went to Zurich with friends. After seven
months at flat 42 rue de Galilée, Joyce signed another lease for another apartment.

RESIDENCE 13: 7 RUE EDMOND VALENTIN

On Friday July 13, 1934, James and Nora ‘signed the lease of an elegant apartment
just off the Avenue Bosquet at 7 rue Edmond-Valentin at an annual rent of 11,500
francs. In the 7th arrondissement, ‘it was a well-heated fourth-floor flat, with five
rooms, and a lift, in a quiet street with little traffic.”* It was his last rental apartment in
Paris, residing here for five years until 1939.

Nino Frank, Italian-French film critic and writer, thought the apartment was similar
to the one at Square Robiac, ‘substantial and anonymous’ with ‘a vast drawing room,
where Mrs. Joyce’s portrait occupied the place of honour.” Swiss writer Jacques
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Mercanton described its ‘sober and elegant furniture, a big reproduction of a Vermeer,
photographs, fine editions of Ulysses in the glazed bookcase.” ™!

James and Nora left for Switzerland in February 1938 to visit Dr. Vogt. When they
returned to Paris at the end of March, there was news that German troops had marched
into Austria. In early December, he collapsed due to overwork—he was almost finished
Finnegans Wake, working on final edits. He declared it finished on January 1, 1939.

The apartment lease, due to expire again in July, inspired Joyce to sell and give away
his books and furniture after five years. The Joyce family moved into an apartment in
Passy on April 15, a month after the German occupation of Czechoslovakia. Sylvia
Beach published Finnegans Wake on May 4.

RESIDENCE 14: 45 BOULEVARD RASPAIL—HOTEL LUTETIA

The last residence of James Joyce in Paris was the Hotel Lutétia at 45 Boulevard
Raspail in the 6th arrondissement, where it exists today, albeit with room rates of about
US$940 per night. James, Nora, Giorgio, and his seven-year-old son Stephen James,
moved into the hotel in mid-October 1939. Lucia and Giorgio’s wife Helen were in
sanitariums near Paris.

It was war that ended the magical years for many expatriates in Paris. Due to the
outbreak of the Second World War in September 1939, Joyce left Paris on December
23, and went first to Saint-Gérand-le-Puy, near Vichy in central France, where Maria
Jolas had a country home, and then to Vichy the exile town of Valery Larbaud, and back
to Saint-Gérand-le-Puy. Germany occupied Paris on June 14, 1940. The Joyces left
France on December 14, 1940, arriving in Zurich on December 17. Paris was liberated
on August 25, 1944, years after Joyce’s death in Switzerland on January 14, 1941.

CONCLUSION

James Joyce was constantly affected by eye operations—cataracts, iritis, and
glaucoma—having nine operations by May 1930, and about twenty operations
throughout his life. He was in pain. His eyes, his head, and his teeth caused him pain.
His pain made him depressed. The lack of money made him depressed. He argued with
Harriet Weaver and Sylvia Beach over money, continuously asking them for financial
support. Thus, he led a roller-coaster life, with the lows of pain and the highs of being
paid. Money brought the joy of seaside holidays and spacious apartments, where he
could entertain guests with singing and piano-playing.
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The constant movement often inspired his writing, but it affected his moods and
his productivity. He was adaptable to his environment, but he was also sensitive to his
surroundings. This sensitivity resulted in bouts of gloom and bursts of energy: endless
days of flowing creativity and months of tedious editing. He needed light to write and
darkness to protect his eyes. It had to be right to write.

His greatest works evolved over many years: seven years to write Ulysses and
sixteen years to write Finnegans Wake. Happiness and contentment in his surroundings
were important to him — his first luxurious apartment at 5 Boulevard Raspail, and the
elegant environment of Valery Larbaud’s home at 73 rue Cardinal Lemoine enabled
him to finish Ulysses. The seaside vacations that he loved so much, with his family,
where he was peaceful (and paid) were long and joyful. The English coast of Bognor
inspired Finnegans Wake, but it was the settled life in Paris of six years at 2 Square
Robiac and five years at 7 rue Edmond Valentin that enabled him to finish it.

It was in Paris, surrounded by creative, supportive, influential, and financially
generous friends from around the world, where he found his niche. Paris in the 1920s
was described as the crazy years, the luminous years, and the magical decade. In the
1930s, it lost none of its allure for literary luminaries. It was the place of escape,
inspiration, freedom, and fame: to be seen or just to be.

NOTES

iGordon Bowker, James Joyce: A Biography, 2011, p273.

iTrish Paris, lists 19 residences, which includes three in Passy, and two additional hotels—
the Hotel Elysée and The Lancaster, but I have found no confirmed evidence of these. http://
www.irishmeninparis.org/writers-and-journalists/james-joyce

iiRichard Eder, “In the Footsteps of James Joyce: The pilgrim’s road leads from Dublin to
Paris, by way of Trieste,”

~¥Gordon Bowker, James Joyce: A Biography, 2011, p282.

YGordon Bowker, p275. This Passy residence is not included in this article. The neighbor-
ing town of Passy, incorporating the Bois de Boulogne (Boulogne Woods) and the Arc de
Triomphe (Arch of Triumph), was annexed to Paris in 1859, but considered to be ‘outer
Paris’ in the 1920s. It is now the 16th arrondissement on the Right Bank and the largest
arrondissement in Paris.

YiGordon Bowker, James Joyce: A Biography, 2011, p283.

viGordon Bowker, p284.
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viiGordon Bowker, p292. Bowker indicated that the address was 74 rue Cardinal Lemoine,
but it is actually 73 rue Cardinal Lemoine.

xGordon Bowker, , p315.

*Gordon Bowker, p318-320.

XiGordon Bowker, p320. Sempiternal means eternal.

*iGordon Bowker, p342.

*iGordon Bowker, p343. The sum of 20,000 francs was equivalent to £267.
*Gordon Bowker, p343-344.

“Gordon Bowker, p366.

“iGordon Bowker, p377.

“iGordon Bowker, p380.

“iiGordon Bowker, p424.

*xGordon Bowker, p425. This Passy residence is not included in this article.
*Gordon Bowker, p445.

iGordon Bowker, 2011, p445.

wiGordon Bowker, 2011, p473-474.
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ELISO PANTSKHAVA
AKAKI TSERETELI STATE UNIVERSITY

Adolescence Cycle of Dubliners:

Comparing Two Georgian Translations

In a preface of his book Experiences in Translation Umberto Eco declares the
following: “Every sensible and rigorous theory of language shows that a perfect
translation is an impossible dream.” “Impossibility” of an ideal translation becomes
even more apparent when one has to deal with James Joyce. Having read and compared
numerous translations of Joyce’s works in Georgian I have to agree with Jolanta
Wawrzycka “that knowledge of the English language alone, no matter how perfect, is
not necessarily a passport to translating Joyce, just as knowledge of Greek is not a license
to translate Homer or of Italian to translate Dante and so on...Joyce is exceptionally
difficult to translate because his texts require translators also to be scholars of Joyce,
not only fully immersed in the basic facets of Joycean scholarship but also with full
access to the Joyce materials such as archives and criticism, published in English.”

Despite the above-mentioned difficulties, nearly all major works by James Joyce are
translated in Georgian and the fact that Nico Kiasashvili, the best translator of James Joyce
was also an eminent James Joyce scholar only proves the truth of Jolanta Wawrzycka’s
words. I had to mention Nico Kiasashvili, the father of all Georgian Joyce scholars simply
to show that the translators of next generation, while dealing with Joyce not only had to
struggle with an extremely difficult text, but also competed with a very high translation
standard, set by Nico, who dedicated nearly half of his life- 25 years to Ulysses.

In case of Dubliners we have two — Soviet and Post-Soviet —translations of the
book in Georgian language: It was first translated in 1970 by Lia Imerlishvili and Mzia
Shatberashvili. (Shatberashvili translated only the last story of the collection.) The
collection was published by “Sabchota Sakartvelo” and accompanied with the foreword
by Nico Kiasashvili. As for the post-Soviet period, in 2014 “Palitra L published a new
translation of the collection, by David Akriani. The overall effect from comparing both
translations is that the older version is a far more successful attempt of conveying Joyce’s
language, stylistic innovations or imagery in good, fluent Georgian, whereas the new one,
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trying to stick to “word for word” translation method, frequently makes the text sound
rather unnatural in target language, going far beyond the scope of typical dichotomies a
translator has to face, like free vs. literal translation or domestication vs. foreignization.

The difference between two translations is noticeable as soon as one looks at the
titles of the stories in the contents section: some titles are identical in both versions:
“Sisters” —,,0900%, “An Encounter”- ,,dgb39006s*, “Boarding House”-,,356bomba",
“Little Cloud”-,,3s&oMs mndgmo®, “Mother”-,,0gws®, but we trace the difference
in the name of the last story of “Childhood cycle”- “Araby” , Imerlishvili translates it
as “stodgmo’ and Akriani prefers the word “s@sd0s*“-Akriani’s version contains a fal-
lacy: “stsb0s is either the distorted version of Russian ,,ApaBus” or the adoption of
the pronunciation of English “Arabia” (a modern version of Araby). As for “Counter-
parts” — in Imerlishvili’s translation the title sounds as “sbemgdo*“and Akriani’s version
is ,,mMgmeao®. The first one refers to the copy or duplication of a legal document and is
in perfect accordance with Farrington’s monotonous job, as for Akriani’s ,,m®gnmg-
b0~ the meaning of the word coincides with another definition of “counterpart”- “a
person or thing that corresponds to or has the same function as another person or thing
in a different place or situation”, but is not quite relevant to the story. As for the story
“Grace”- Imerlishvili translates it as ,,c030000b 6gommds“(“God’s Mercy”) and Akriani
translates it as-,,bysemmds“(“Mercy”). None of the titles seem relevant, according to
Temur Kobakhidze, who claims in his article “Parody Associations in James Joyce’s
story “Grace” that the title must be translated as ,,dscmn®, correspondent to catholic
(gratia), which is different from ,,6ysenmds* (misericordia) and in case of James Joyce
the catholic symbols and terms always bear a special importance, hence, need to be
handled with care. The problem of translating the titles of the collection is an interest-
ing issue, especially if we compare the aforementioned two Georgian translations with
the Russian translation, but this can be the focal point of a more profound and volumi-
nous research, so let’s get back to 4 stories of “adolescence cycle”.

The first story of the cycle is “Eveline.” And as nearly in every story of “Dubliners,”
the translators differ in rendering proper names:

Miss Gavan(Joyce)/3ob gogsbo (Akriani) dob g93960 (Imerlishvili);
Ernest(Joyce)/gfbgb@o (Akriani)/ g@mbb@o (Imerlishvili);
Eveline(Joyce)/ ggomob(Akriani)/ggoemabo (Imerlishvili).
the Devines, the Waters, the Dunns, little Keogh the cripple.i (D 42)

©9306L980, MG ALY, ©sBLAdN, 3s@oMs abgamnwn gmambs 3gm..“" (Akriani 36)
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03506980, 9mBgMbgdo, ©566gdn, 35§65 bgndstma 3m«.." (Imerlishvili 40)

Translating the sentence “The children of the avenue used to play together in that
field—the Devines, the Waters, the Dunns, little Keogh the cripple, she and her broth-
ers and sisters” (D 42) Akriani makes a strange decision to tie the personal pronoun
“she” to “little Keogh the cripple,” who is actually a male character (After a sentence
or two we read: “usually little Keogh used to keep nix and call out when he saw her
father coming.” (D 42). — ,,,960b 03 30bmMdgy a39M©0a39M0 0d53mMdobgb
36mb3gd@ob do3d3900: ©9306Lgdo, YmEgMbgdo, ©sbLYdN, 3o@sMs 0bzsmmnn
amambs 39m, dabo ddgdo s gdo.* (Akriani 36) He fails to see that “she” refers to
Eveline, not Keogh, so afterwards Eveline’s father turns into Keogh’s father in Geor-
gian text: “Her father used often to hunt them in out of the field with his blackthorn
stick;* (D 42) /,39mb 3533 bdoMow g6g390mes 853d390L dobogmnwsb 3360bhbabs
xmboo® (Akriani 36)/ Imerlishvili never makes such a mistake, although we have to
mention that she renders “ blackthorn stick” as “a black stick with a bumpy surface”
— ,,»3535d0b0 bdoMsem gMg3gomms brmmdg 3539390l dobgMnsb msgabn dsza,
3M9M980360 gmboe.* (Imerlishvili 40), but at least, here we understand that the au-
thor talks about Eveline’s father.

There are a number of stylistic discrepancies and awkward constructions in Akri-
ani’s translation that you will never find in Imerlishvili’s version. Let’s just bring some
examples to illustrate this:

When they were growing up he had never gone for her like he used to go for Harry
and Ernest, because she was a girl; but latterly he had begun to threaten her and
say what he would do to her only for her dead mother’s sake. (D 44)

30ds 3M3bmEgl 93ymmdmes g30mabl abg, Mmammz 3oMob 56 9MbabEL,
o@aob ol gmambs oym. dog@Msed dmaznsbgdom od¢dMagds ©oMbym: o,
b 3nbsd omba(3 333003600 933960l 333mm.“ (Akriani 38)

The translation shows that Eveline’s father is ready to beat his daughter BECAUSE
of his dead wife. Hence, in Akriani’s translation mother’s figure provokes the violence,
instead of hindering it.

3035b 5MdbmEgL (39905 abg, Mmame (3 gMbLbEGLS s 3oMal b393s brmendg.
0do@md MHm3 amam aym. dgMg 3o bdoMow qdndHgdmms. gndbgdmws, dom-
&™ 0do@md o gobmagd bgmb, ™I ©gsdgbal bbmgbsl 3393 3s&03Lm.
(Imerlishvili 42)
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Imerlishvili’s translation shows that ONLY the memory of his dead wife keeps the
man from violence against his daughter). Another example:

Sometimes he could be very nice. Not long before, when she had been laid up for
a day, he had read her out a ghost story and made toast for her at the fire. (D 46).
»DMaRgM 3535 domnsb Labnsdmgbm LagyMmngHom aym. oM oby oo
bbob B0b, 3oL By, Mo g30mbds mab Lsbmgsag dma@sbs, 35353
dmhgg69d980L 0bBME0S ©53dm s daba bamgaMmdgemmz dgbgs dnbsmmab™
(Akriani 39-40)

Back translation of Akriani’s text will result as follows: “ Eveline brought home
the daily products ” and “father drank in honour of his daughter.” Toast can be
translated in two different ways in Georgian: as a) “a piece of bread” and b) “drinking
in honour of another person” and Akriani chooses the wrong version whereas Imerlish-
vili sticks to the proper meanings of the original text.

»DMARIM 390mO(3 3o ogm. ghmbgm, 5M309) oo Bbob Bobso, Mm(zs
930em0bo 33500 35bs > Jogmo Mg mmManboEsb 36 53wasMs, s3> ImRzqb-
909%0b 53353L 30mbogms ©s (39(36emdy 3@ Ybybogs® (Imerlishvili 44)

Finally the following sentence “Ernest had been her favourite but she liked Har-
ry too*(D 46), which is translated by Imerlishvili as follows: ,d0bo bLoooygsebm dds
96bLEO 0gm, dogMmad oMoy yyzomes® (Imerlishvili 44), is altogether omitted in
Akriani’s translation which cannot be regarded it as a mere technical error. As we all
know, Ernest, Eveline’s brother is dead and this sentence reveals that once again, death
has a priority over life in the paralyzed world of “Dubliners.”

The second story of the Cycle is “After the Race” and the translators render proper
names differently again:

Charles Segouin (Joyce)/dstm bg3mobo (Akriani)/dstren bgamgbo (Imerlishvi-
li);

Routh (Joyce) / ®oggbo (Akriani)/@aq@o (Imerlishvili);

Farley (Joyce)/ oo (Akriani)/ gmeeno (Imerlishvili).

While translating the names of the streets Imerlishvili uses hyphen and Akriani
writes them as compounds:
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Naas Road; Dame Street; Grafton Street (Joyce)
690bEMMDY; ©g0dbEGHaEL; amexn@mbbEmodnbzqb (Akriani)
bosb-Mmmmo; ©903-bGMGdY; gMOREGMb-bEGM0EG0bs396 (Imerlishvili)

Comparison of two translations of the sentence “Now and again the clumps of peo-
ple raised the cheer of the gratefully oppressed” (D 49) once again illustrates the fact
that Imerlishvili’s interpretation of the original text work better than Akriani’ method
of “word for word” translation. Imerlishvili renders the near-oxymoron “gratefully
oppressed,” as ,,89R330 3y 3gmomo oMmsbongmgda’, — so, as we see the figure of
speech is lost in translation but the meaning of the Georgian substitute very closely
corresponds with Joyce’s idea of meek and harmless people, who do not seem to protest
against their oppression, moreover, they even seem eager to embrace it, whereas Akri-
ani’s version ,,0MmEaMm 5@sd0sbms xaBgdL, bobnsdmzbme smnmanbzamams,
dgdsobomgdo smdmbogdmesm bmedg“ (Akriani 42) maintains the near-oxymoron
combination in the target language, but the structure of the sentence seems rather un-
natural and faulty in Georgian.

11113

While translating the following sentence Akriani changes the object of focal interest:

His father, remonstrative, but covertly proud of the excess, had paid his bills and
brought him home. (D 50-51).

35353--0mmo@  5MoxM0l ©sdMIMTs, od(3d BoMYmoE dmadaygd Lnd-
0EMNo--%030b gomgdo gsmsnbaws s dob ssdMnbs“ (Akriani 43).

According to his translation, Jim’s father is secretly proud of his own wealth, not
of his son’s extravagant, excessive expenses—hence, the accent shifts from young Jim
to Mr. Doyle, which seems wrong. Imerlishvili maintains Joyce’s intention and Jim
remains the main “hero” in this case:

353530L3s 39360 0dndEbs, GMILS 303, OmEd Fob 3oemadL abEmdmgd-
5, 358653 gemdn 330b(3 533ymdes dzaemab bgmasdmaemmdam™ (Imerlishvili
50). (back translation: deep down in his heart he was proud of his son’s extrava-
gance).

While translating the description of a card game, Akriani uses Russian barbarism,
which, unfortunately, is not an exceptional case in his translation of “Dubliners”:

They drank the health of the Queen of Hearts and of the Queen of Diamonds (D
56).
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dqbglb gyemob ©33ab s sg39Mol edab Lapmgamdgmmagda (Akriani 48).
gl sgm@obs s ammob goemgdabl bopmgamdgmm (Imerlishvili 56).

The third story of the youth cycle—"“Two Gallants” conveys sharp irony in its title,
which is rendered differently by Georgian translators: Akriani translates it as “Two
Cavaliers” and Imerlishvili prefers “Two Knights.” To my mind, the latter makes Geor-
gian reader to feel Joyce’s irony in a more ample scope, as it sounds far more familiar
than the foreign “3o35mgfo “. Keeping in mind chivalrous images of the knights from
Georgian epic The Knight in Panther s Skin, Georgian reader sees that these two young
men are absolutely devoid of all essential features of knighthood.

This story is a rare case, when the translators render names of the characters similar-
ly, though they still remain different in their treatment of the street naming. And it also
is the story, where Imerlishvili omits an important detail. As we know, the story begins
with a sentence: “The grey warm evening of August had descended upon the city..,”
(D 58) and the paragraph ends with the phrase: “sent up into the warm grey evening
air an unchanging, unceasing murmur.” (D 58) The word “grey” is lost in both cases in
Imerlishvili’s translation:,,Joensgdo 0g306@mbL mdaema Lawsdmb doboa Rsdmbgs.*
(Imerlishvili 58) and ,,dbdJds bomd obyg AsdmmJBmms Juhgdl, cnmgml bog-
byemob godmbocmbmgato bammadnsm..“(Imerlishvili 58)

Akriani maintains the above-mentioned word in both cases:

Jomagdob me3dg 93306@mL baMabyggmn, mdoemo Loesdm sdggdyymaym™
and ,,0d0m0, baMmabyggma Lomsdmb 3s9Mdo ¢33mgm, asbybyzg@am Ram-
Ryl gbogbows.. (Akriani 49)

It is well-known that colours acquire special symbolic meaning in Joyce’s text and
grey is one of the essential hues on Dubliners palette, emphasizing the drab, lifeless
existence of the paralyzed city, hence the word should have been kept in translation.
The effect of contrast is lost, when Akriani fails to maintain the conjunction “but” while
translating the sentence:

His breeches, his white rubber shoes and his jauntily slung waterproof expressed
youth. But his figure fell into rotundity at the waist, his hair was scant and grey
and his face, when the waves of expression had passed over it, had a ravaged look.
(D 59).

d60ggdn, Mgbabol mgoo ggbbs(38gmgdo s aEg3Me@ dmamgdyemo
m3dod 3500 3o@mmbal Logadmzgdg dg@Yzgmads. Rogn®s bgmmsb
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LodMazemagdn asEsbnmes, Bmbo ggMob mds dgbombgmgdbmes, Labgdyg 30,

M g Lbzswsbbgs gs3m3g@yggmadal Gommgdo zmams, aod3s@mEob-
90mmo 0gMo ggdmes. (Akriani 50)

The transition is lost and the translation does not reveal that although Lennehen
seems quite young, he is not in the prime of his youth.

dobo  dofgoemn,  Mgbabobdofosbn  mgmo  ggbbsizdgmadn ©s batdy
90365 dmamgdemo Lobgndsma 3ol sbamasdMomdsadg 398 y3zgmads,
333633 §obo 339 d9dMazomadmes, ™3 gobmbgmgdmms s gobgomams-
390m@s, Labgdg 30, Mmgs dbnsMemo Gommgdo oM gdmms, LamEarm-
35 s 393xmmgds gbs@gdmes.. (Imerlishvili 59)

In her article Jolanta Wawrzycka’s provides one phrase from the story to illustrate
the way how the translators of James Joyce sometimes substitute his “not very com-
fortable,” “rude” words with euphemisms: “She’s a fine decent tart,” he said, with
appreciation; ‘that’s what she is” (D 56) —these are Corley’s words about the servant
girl. The definition of the word “tart,” according to Merriam —Webster, is “a promiscu-
ous woman: a woman who has many sexual partners,” both Georgian translators chose
absolutely neutral and harmless euphemism for its translation: “A nice girl”:

dd39bngMn  39m0mbobmobogfMn  gmams,--;mdzs  ogsbgdoom,--LbmmMgwss..
(Akriani 55)/

dd3960gM0 gmams, ddom,--ssl33b6s dmmmb,---@Mss domammns, doGms-
oo.. (Imerlishvili 65)

We cannot claim, though that rude and obscene words or slang are always substitut-
ed with euphemisms and literary English in Georgian translations of the story. Whereas
in “Sisters” the heteroglossia of the characters is completely lost in both translations
and instead of illiterate speech of Eliza or old Cotter we see proper literary English
(thus, the prominent means of characterization is missing in both Georgian versions of
the story), here the peculiar speech of two Gallants is maintained in most cases. Though
some discrepancies with idioms are apparent:

I was afraid, man, she’d get in the family way. But she’s up to the dodge. (D 60).

d9d0bms, oM smmbymoglb dgmdo, dogMsed oMz gagmo sMogo aym (Imerl-
ishvili 60)
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Back translation of the text will be as follows: ’I was afraid she should get pregnant
but she was no fool/ novice in matters like these.”

»998990bws, 3o(3m, Mmxebolb bgzMngom ogzgmes. 9ddegmdl, s” “(Akriani 52).
Back translation: “I got scared, man; she acted like a family member. She’s a sly

one, you know”.

It is obvious from the back translations that Akriani’s translation is a misunderstand-
ing of the original text.

A rather comic impression is created by Akriani’s “word for word” translation of
a phrase: “Are you trying to get inside me?” (D 65). Imerlishvili renders this part
as: ,,6o0mdgzolb dodncgd?* (Imerlishvili 65) / back translation: “Are you going to
take her away from me?” —maybe not the exact analogue of the original, but far better
than Akrianis mechanically correct: ,,/gddo dgdmbgemol msedmd?* (Akriani 55) /back
translation: Are you trying to penetrate into me?

In the last story of the cycle, “The Boarding House” we hardly see any dialogues, so
not much can be said about the preservation of heteroglossia in translations, but both
Georgian translators successfully manage to render the passage where Joyce illustrates
Polly’s illiteracy through the characterization of her speech:

She was a little vulgar; some times she said “I seen” and “If I had’ve known.”(D
81).

3mmo (3mGomn dsdom ogm. bobosbob 83dmdws: ,dg bobyma dogglb” ob
»0) 39 d(3mEbmes.“ (Akriani 67)

3mmo 3mBd bg3Mgz 0ym. mo3sMozo oM ¢35MamEs, dmaxgM 0@Yyms
bmem3dg--,80b5660s, ,M993L ©36md.“ (Imerlishvili 81)

In Akriani’s translation of this story some sentences considerably diverge from the
meaning of the original text creating a completely new meaning, whereas Imerlishvili
closely follows the original. Here are some examples from the texts:

1. When he met his friends he had always a good one to tell them and he was
always sure to be on to a good thing-that is to say, a likely horse or a likely artiste.”
(D 75).

213930050036 dgbzgMabsol dnwsed dmgdmggdmes Mmdgemadg dgmas b-
0dbmds s ymzgmmgzalb 3MmEIN6gdymn aygm, Mm3 3ogzdM M3dgb 533mdws: 56 Ls-
036300m (3b960b HME3n 33dmEoMES, 36 LyMsbswm Ibgrmab. (Akriani 63) / back
translation: “he acted like a proper horse or a proper horseman”
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1036565398006 dgbzgcnbel ymggmmgal 3bse 3gmbos dmbbMgdmmo sbga-
M0, 3MOPIML o 3mMEIdmEs; 0 badg Madg sbamma s Lanb@gMgbm, doa-
3mo;d, m3dsdo (36960 36 M335D0 Fbabomdn Jomn 35dmMAbEgdMES, 3nMz9emo ab
35033803 bmendq.* (Imerishvili 75) / back translation: “he was always the first one to
learn about a beautiful horse or a beautiful actress.”

2. “The music-hall artistes would oblige; and Sheridan played waltzes and polkas
and vamped accompaniments.” (D 75)

»,301D033mmol dLbobomdgdn nmbmgEbgb o dgMmawsbory W 3Megms 3ombgdl,
3m398bs s 033Mmz0baMgdmem 53m3356039689dL" (Akriani 63) / back transla-
tion: asked for

»,301D03-3mmol  Jbobomdgdo  35803L ©ebLEgdbgb bmdg msznsbon  Im-
36dobgdom. dgfnwsbo gombgdbs @s 3me 398l ©3Mo30s, Labgmmebgmme mb-
Bogs 53m33560396@)L.“ (Imerlishvili 56)/back translation: descended to; agreed to

3 “She counted all her cards again before sending Mary up to Mr. Doran’s room”(D
79) “She did not think he would face publicity.“ (D79)

»300093 9nbgm 333NZdmMd M330b0 Jomdmegdn, Lobsd Mol gogdogbows
3oLt @MEMObal mosebdan® (Akriani 66)/ back translation: She counted her papers/
documents once again.

,»,30L0b 39603 300093 gPNbgE SLBMB-EsLEMBS yzgmangMn, 30006Mg JgHol o3-
aD03600s dobB M EMMSBAL mosbda® (Imerlishvili 79)/ back translation: she mea-
sured everything carefully.

While translating a sentence “Besides, young men like to feel that there is a young
woman not very far away” (D 76), Akriani employs a neologism, created by the emi-
nent Georgian poet, Galaktion Tabidze ,,,,gom0mgdm@s” ,as(s 53abs, doggdl
99edmadmesm 0dob dgamdbgds, Hm3 ImEnsbemmb amambs 0dymegdmes. .
(Akriani 64) I miserably failed in providing the back translation of this highly poetic
coinage (something like “made their hearts blossom like a cherry-tree,” perhaps), but
this word does make a rather neutral “like to feel” sound extremely pathetic, pomp-
ous and out-of its element in Georgian version. Imerlishvili’s neutral substitute “uy-
3o6o/ back translation: “like, love” seems more proper in this case. ,,,a5(M©5 530bo,
y3s630madLa(3 ©Y39Mm, MMz 300000 SbemML sbomasdMms Jomb bgwszgb.
(Imerlishvili 76)

After comparing two Georgian translations and discussing the ways both translators
employed neologisms, euphemisms, omissions in translation, rendered proper names
and so on, we can claim that the previous translation is far more accurate and careful
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in its treatment of James Joyce’s text than the new one. Quite a paradox, if we compare
the possibilities of having access to such authors as Joyce (including both works and
criticism) in Soviet and present-day worlds. Summing up, the fact itself that Georgian
readers already have two versions of “Dubliners” in their native language is quite an
achievement, although I would always recommend the older translation to non-English
readers of Joyce.

NOTES

iUmberto Eco, Experiences in Translation; University of Toronto Press Incorporat-
ed, 2001, p.IX

iiJolanta W. Wawrzycka “Text at the Crossroads: Multilingual Transformation of
James Joyce’s “Dubliners” in “ReJoycing: New Readings of “Dubliners” ; Rosa M.
Bollettieri Bosinelli, Harold F. Mosher, University Press of Kentucky, 1998 p.70
iifames Joyce, Dubliners. New York, B.W.Huebsch,1917. All citations from Dublin-
ers in this paper are from this edition.

vJames Joyce, Dubliners. Translated into Georgian by Dato Akriani. (Palitra L.,
Thilisi , 2014) (Hereafter cited as Akriani+ page number).

YJames Joyce, Dubliners. Translated into Georgian by Lia Imerlishvili. (Sabchota
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Joycean allusions in Salman Rushdie’s

The Satanic Verses

James Joyce, one of the most influential writers of the XX century, who as Salman
Rushdie remarked “built a universe out of a grain of sand”, continues to inspire writers
with his “silence, exile, and cunning”. Salman Rushdie, forced to leave his homeland
for creating “blasphemy against Islam”, features a great deal of Joycean allusions in
The Satanic Verses.

In one of his interviews Rushdie said that “Ulysses is a grand homage to the country
that has never understood him” and Rushdie himself is experimenting in The Satanic
Verses. Apart from exile, what the two writers share is constant preoccupation with
the language — Joyce’s endeavor to create new English is somewhat similar to those
changes that English has undergone though the stream of immigrants who are the
main characters in Rushdie’s novel. One more aspect that Rushdie finds particularly
impressive is Joyce’s inclination to parody clichés.

In The Satanic Verses Rushdie aims at creating a postmodern mock-comic the
beginning of which alludes to the fall of mankind (main characters Gibreel Farishta and
Saladin Chamcha both actors of Indian Muslim background magically survived from
an explosion of a hijacked plane by means of a miraculous transformation) and strongly
resembles the beginning of Finnegans Wake. Rushdie calls his book ‘a castigation of
Western materialism’ in a comic form which puts him in line with Joyce’s Rabelaisian
irony.
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Interior Monologue in James Joyce’s Ulysses and Otar
Chiladze’s Novel The Creel

Interior Monologue first used extensively by the French writer Edouard Dujardin at
the end of the XIX century, became a characteristic device of the Modernist Novel of
the XX century along with the stream-of-consciousness technique.

Otar Chiladze, (1933-2009) a great Georgian novelist, poet and playwright, not
only had a lifelong interest in Joyce’s Ulysses, but was also an active supporter of its
publication in Georgian. Moreover, his novels with its extensive usage of various types
of interior monologue (direct, indirect) are particularly interesting.

Unlike Joyce’s first person direct stream-of-consciousness technique, Otar Chiladze
often uses a third-person narrative to render the thoughts of his characters, thus
making it difficult determine the boundaries between the author’s voice and that of
the protagonist. In Chiladze’s novel interior monologue encompasses several forms,
including dramatized inner conflicts, self-analysis, and imagined dialogues.

The present paper analyses The Creel by Otar Chiladze’s written in 2003, considered
as one of his most important novels. It is a Novel-Saga reflecting the tragic history of
Georgia from the end of the 19th century to the Soviet period. Chiladze’s attempt to
show the moral degradation of the nation aims at awakening the ‘nation’s conscience’
in the way as James Joyce had done in his great works by creating the “moral history”
of Ireland.

One more resemblance that it bears with Joyce’s Ulysses is that the last chapter is told
by the female character Liziko, written though the usage of direct interior monologue,
and her recollections of her hard life and finally accepting life as it is brings Molly
Bloom’s ‘Yes’ to mind.
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IRAKLI TSKHVEDIANI
AKAKI TSERETELI STATE UNIVERSITY

James Joyce Studies in Georgia

From its banning in the 1930s to its sensational publication in Russia in 1989, Ulysses
has always served as a bellwether of cultural freedom in the Soviet Union. However,
Georgia was years ahead of the capital city of Moscow in publishing long forbidden
classics. As Emily Tall notes, Nico Kiasashvili, head of the English Department of
Thilisi State University, began publishing his translation in the literary journal ‘Khomli’
in 1971, long before anyone dared to do it in Moscow.

An internationally renowned Shakespeare scholar, founding member of the
International Shakespeare Association and director of the program in the twentieth-
century Western literature at Tbilisi State University, Kiasashvili was the first ‘madman’,
as he used to refer to himself, who translated Ulysses in the vast Soviet Empire. Before
him there was only one translation of “The Dead” as early as the 1930s, but it was done
from Russian. Kiasashvili started by translating Giacomo Joyce — its first 1968 edition,
with an introduction and notes by Richard Ellmann, was almost immediately followed
by Nico Kiasashvili’s Georgian and Russian translations. As he himself admits in an
interview with Emily Tall from the University of New York at Buffalo, for him this
translation was very important as a prelude to his magnum opus, Georgian translation of
Ulysses. As a matter of fact, he devoted almost half of his life to translating Ulysses. In
1983 the first ten episodes of the novel, with comprehensive introduction and extensive
commentaries, appeared as a book. From then until his death in 1996 Nico Kiasashvili
managed to finish the translation — the remaining eight episodes were serialized in the
literary journals ‘Saunje’ and ‘Mnatobi’ in 1988 and 1998-1999, respectively; but it took
about sixteen years after his death to publish the full Georgian translation — the full text
of Ulysses in the Georgian language, edited and corrected by the translator’s daughter
Maia Kiasashvili, was first published in 2012. The translation has been unanimously
assessed as congenial by Georgian literary critics.

Nico Kiasashvili also made a major contribution to the development of James Joyce
studies in Georgia. In 1982 he organized a centennial conference dedicated to the
100th anniversary of Joyce’s birth at Tbilisi State University. In 1984 the conference
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papers were published as a volume. The volume turned out to be pivotal in shaping
the reception of Joyce and establishing his reputation in Georgia. It included eleven
essays by prominent Georgian literary scholars such as Nico Kiasashvili, Nodar
Kakabadze, Rezo Karalashvili, Maia Natadze, Neli Sakvarelidze, Temur Kobakhidze
and others. In 1992 Nico Kiasashvili published a book of essays on Western literature
titled Between Scylla and Charybdis, or What Did You Say, Mr. Joyce? that included
some comprehensive essays on James Joyce and his work.

When most Soviet critics viewed Ulysses as an anti-humanistic book, reflecting the
crisis of bourgeois society, and Joyce himself was regarded as a writer ruined by his own
“inner contradictions”, Nico Kiasashvili, defying all pseudo-aesthetic and ideological
clichés of Soviet literary criticism and ignoring the vulgar-sociological approach of
Soviet literary scholarship, considered that Ulysses was one of the greatest books ever
written. He thought that it was a document of crisis but that did not detract from its
literary merit. On the contrary, in his opinion, if the crisis was shown in such a great
novel, that was the author’s strength.

Soon after Nico Kiasashvili’s death, the first PhD dissertation on Joyce was
defended in Georgia — namely, in 1998 Eliso Panstkava from Kutaisi Akaki Tsereteli
State University, under the guidance of Professor Manana Gelashvili, defended her
doctoral thesis concerned with the evolution of Stephen Dedalus in James Joyce’s
fiction from Stephen the Hero to A Portrait of the Artist as a Young Man to Ulysses. In
2014, the dissertation was published as a monograph titled Stephen Dedalus — A Young
Joycean Protagonist. Eliso Pantskhava has also published over ten academic essays
on Dubliners, A Portrait and Ulysses, concentrating on the analysis of protagonists.
In her essays Eliso Pantskhava deals with: the central theme of Dubliners, paralysis,
in the context of social and political life of Ireland at the turn of the 20th century;
Shakespearean allusions and parallels associated with Stephen Dedalus; innovative
character-building techniques in Ulysses; Leopold Bloom as an androgynous character;
the history of publication of Ulysses as well as young, adult and female protagonists of
Dubliners etc.

Eliso Pantskhava has organized a James Joyce Reading Club at Akaki Tsereteli State
University in Kutaisi, Georgia. She regularly holds the Club meetings for students and
faculty members.

Following Eliso Panstkhava’s dissertation, in 2002 another doctoral thesis supervised
by Manana Gelashvili was defended by Irakli Tskhvediani, also a graduate of Kutaisi
Akaki Tsereteli State University. In 2006 the dissertation was published as a book titled
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The Poetics of Myth in James Joyce s Ulysses.

The book explores James Joyce’s “mythical method” as manifested in his mock-
heroic epic Ulysses within the framework of modernistic renaissance of myth. It is
divided into three chapters: 1. Mythos and the Poetics of Modernist Novel. 2. Homeric
Parallels in Ulysses. 3. Mythos and Literary-Religious Sources of Ulysses.

The introductory chapter deals with the methodological problems, mythological
theories and “remyhtologizing” in philosophy and culture studies at the end of the 19th
and the beginning of the 20th century. In employing the term “myth” Irakli Tskhvediani
is following the lead of Northrop Frye who defines myth in literary criticism as “mythos,
a structural organizing principle of literary form”. In his sense of mythoi, myths operate
as basic plot forms which control all narrative discourse.

The second chapter focuses on the function of Homeric parallels in Ulysses. Mythos,
united with in-depth micro-psychology and symbolic leitmotifs, is viewed as an
instrument of material organization, a convenient language for description of eternal
models (archetypes) of personal and social behavior, certain existential laws of social
and natural cosmos; Homeric model of Odysseus myth is considered to be an instrument
of the structural analysis of the narrative, rid of social-historic and space-time aspects,
focusing upon revealing in-depth the metaphorically eternal generalized contents.

The third chapter focuses on the study of Shakespearean and Biblical allusions in
the novel. Allusions to Shakespeare and The Bible are extensively used in Ulysses in
order to keep the underlying mythic motive of Farther-Son relationship on the surface.
Shakespeare’s Hamlet and Christian myth, being closely related to the Homeric parallel,
function as additional paradigmatic associative plots.

In the final analysis, mythos in Ulysses is viewed as basis for the whole construction,
as a fundamental device bringing together all the elements and transforming them
into an ordered system. Using the mythical motif of “Father-Son relationship” in
Ulysses as a “bone structure” of the novel, enables Joyce to transform textual chaos of
heterogeneous raw material into an ordered aesthetic whole: all allusions and parallels
are, directly or indirectly, in an immediate or more remote way, subordinated to the
basic mythical pattern, which is meant in the last analysis to act as a guiding principle
towards which everything converges — establishing order in the characters’ random
associations and universalizing values.

Irakli Tskhvediani has also published over forty academic essays on modernist
mythopoeia, James Joyce’s ‘mythical method’, structure and style/s of Ulysses, and
urban imagery in modernist literature.
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In 2007, James Joyce Association of Georgia (JJAG) was founded by a group of
Joyce scholars and enthusiasts including Irakli Tskhvediani, Eliso Pantskhava, Manana
Gelashvili, Temur Kobakhidze, Gia Beradze and others. JJAG is carrying out various
activities regularly in Georgia, including Conferences in Humanities, Bloomsday
Celebrations, book presentations, etc.

In 2009, Irakli Tskhvediani chaired a panel at the North American James Joyce
conference “Eire on the Erie” held at the University of New York at Buffalo where he
presented a paper titled “Spatial Form in James Joyce’s Ulysses: “Nausicaa” Episode”.
In 2015 he presented a revised version of this paper titled “Dissolving Temporal
Sequence: Spatial From in James Joyce’s Ulysses (“Nausicaa” Episode)” at the
international symposium “Time and Space in T. S. Eliot and His Contemporaries” in
Florence; later it was published in a peer-review open access Journal of Literature and
Art Studies. The paper is an attempt to apply Joseph Frank’s conception of spatial form
to the “Nausicaa” episode in Ulysses. The author argues that in “Nausicaa” episode
Joyce dissolves temporal sequence by cutting back and forth between the various levels
of action to achieve the unified impact, the sense of simultaneous activity occurring in
different places. For the duration of the episode the time-flow of the narrative is halted:
various levels of action are juxtaposed independently of the progress of the narrative.
Joyce, in this fragmentation of narrative structure, proceeded on the assumption that
a unified spatial apprehension of not only separate episodes but his entire work would
ultimately be possible.

In2012,Manana Gelashvili & Irakli Tskhvediani co-organized a two-day international
conference “James Joyce’s International Impact on Literature” to celebrate the 130th
anniversary of Joyce’s birth and 90th anniversary from the publication of Ulysses. The
same year conference papers, co-edited by Manana Gelashvili & Irakli Tskhvediani,
were put together as a volume.

In 2014-2015, Irakli Tskhvediani, as a post-doctoral research fellow at the University
of Graz (Austria), worked on his research project concerned with urban aesthetics
and city imagery in James Joyce and John Dos Passos. His forthcoming book will
be titled “James Joyce and John Dos Passos: Fictionalizing the City in the Modernist
Novel”. The monograph explores the ways in which fictional images of Dublin and
New York are represented in the experimental narratives of James Joyce and John Dos
Passos (Ulysses and Manhattan Transfer, respectively) as paradigmatic examples of a
transatlantic system of competing yet mutually informing urban aesthetic philosophies
and critical ideologies. The Joyce-Passos connection is viewed as central to an emerging
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transatlantic modernist discourse that focuses on the city as the primary site of modern
experience. The author argues that in modernist discourse the city was understood in
local as well as universal terms and viewed as a historical-cultural palimpsest in which
one language is written, or indeed scribbled, on top of another. It was not merely one
city but an embodiment of all cities of all times, in a word, an eternal, mythical city,
historical and transhistorical at the same time.

In 2014, Manana Gelashvili, one of the leading scholars of modernist studies in
Georgia and an advisor of two PhD dissertations on James Joyce, delivered a lecture on
James Joyce studies in Georgia at Zurich James Joyce foundation. Professor Gelashvili
regularly participates in annual James Joyce conferences organized by the Italian James
Joyce Foundation in Rome. Her insightful essays on James Joyce focus on time and
space/chronotope in Joyce’s fiction as well as the problems of translating Joyce into
Georgian and his influence on Georgian arts and literature.

In 2016, at Thilisi State University, another PhD dissertation on James Joyce was
defended by Tamari Gelashviliunder the guidance of the late Professor Natalya Orlovskaya,
replaced by Professor David Maziashvili after her death, and Irakli Tskhvediani. The
dissertation was titled “The Function of Allusions in James Joyce’s Finnegans Wake”.
That was the first extensive scholarly work on Finnegans Wake in Georgia. Discussing
multiple literary and mythical allusions, Tamar Gelashvili concludes that through the
usage of Mythology as well as presenting this or that God/Goddess/Hero in the dramatis
personae of the novel, Joyce attempted to destroy the objective time and thus make his
characters timeless and spaceless, belonging to eternity.

It 1s noteworthy that Tamar Gelashvili’s Georgian translation of Giacomo Joyce,
with her own illustrations and notes, and with a forword by Manana Gelashvili, was
published in 2017; she is currently working on the translation of some episodes from
Finnegans Wake.

In 2013-2014, Tamar Gelashvili received Shota Rustaveli National Science
Foundation grant for her PhD research on James Joyce’s Finnegans Wake; in 2015,
she was awarded Trieste James Joyce Foundation two-week research grant to conduct
researchin Trieste, Italy; she attended Zurich James Joyce Workshop organized by Zurich
James Joyce Foundation twice — in 2016 and 2017. Tamari is a very active and talented
young scholar who regularly participates in James Joyce conferences organized by the
Italian James Joyce Foundation as well as other international symposia in Georgia and
abroad. Her conference papers focus on James Joyce’s last and most enigmatic novel
Finnegans Wake. Tamar Gelashvili’s academic essays deal with Joycean allusions to
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such diverse authors as William Shakespeare, Lewis Carroll, T. S. Eliot, W. B. Yeats,
Norse and Irish mythology etc. In her works Tamar Gelashvili clearly demonstrates that
one of the challenges of interpreting Finnegans Wake, which even nowadays remains
one of the greatest puzzles in English literature, is its multilayered intertextuality and
complex imagery, puns and allusions making the text suggestive and open to diverse
interpretations.

In 2017, at Tbilisi State University, Ilia Patchkoria, under the guidance of Professor
Temur Kobakhidze, defended doctoral dissertation titled Associative Perception of
Hamlet in Modernism and Postmodernism (James Joyce and Tom Stoppard). The
dissertation was later published as a book.

In 2017, a team of Georgian James Joyce scholars (Manana Gelashvili, Eliso
Pantskhava, Irakli Tskhvediani, Tamar Gelashvili, Maya Kiasahvili) received a grant for
the research project “James Joyce Studies and Translations in Georgia” from the Shota
Rustaveli National Science Foundation. Within the framework of this research project
they organized two panels chaired by the project leader, Professor Manana Gelashvili
at international James Joyce conferences: James Joyce Studies and Translations in
Georgia (“The Art of James Joyce”: 26th International James Joyce Symposium,
Antwerp, Belgium, June 11-16, 2018) and Translating Joyce: The Georgian Case
(“Joyce’s Feast of Languages”: The XII James Joyce Italian Foundation Conference,
Rome, Italy, January 31-February 1, 2019).

In 2019, Ivane Javakhishvili Tbilisi State University together with James Joyce
Association of Georgia hosted a two-day international conference to celebrate the
80th anniversary from the publication of Finnegans Wake (International Conference
“Joyce and the World”, Tbilisi, Georgia, September 26-27, 2019). The main goal of
the conference was to explore, on the one hand, the diversity of cultures and languages
which went into making Joyce’s world and on the other hand Joyce’s impact on
world literature. The making of Joyce’s works, Joyce and modernism, Joyce and
Postmodernism, Joyce’s impact on other countries’ literatures, Joyce’s translations
and studies in the world — these and other topics were discussed within the frames of
the event. Richard Brown (University of Leeds) and Finn Fordham (Royal Holloway
University of London) were invited as keynote speakers at the conference. The
conference volume is under submission and will be published soon.

Currently, within the framework of the above-mentioned research project, Georgian
Joyceans are working to publish a book on James Joyce Studies and Translations in
Georgia. That’s their joint Work in Progress.
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NOTES
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Fig.4 Lavoir
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Fig.6 Cafe Quotation
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