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IRISH EXILES AND THEIR VISION OF THE IRISH NATION: WILDE, SHAW, AND JOYCE2



In this work we analyze how Wilde, Shaw, and Joyce saw and presented Ireland in their works. In the introductory part, the history of Ireland is examined. More precisely, we concentrate on events that happened in Ireland during the 19th and the begging of the 20th century when Ireland was under the English colonial rule. Then, the work takes into consideration England’s treatment of the Irish people and culture during the colonial era. The main part of the work deals with the works of the three exiles. First, Oscar Wilde’s view on Ireland is explored. We will analyze his play The Importance of Being Earnest and we will see how it discusses various topics, including the Irish question, Victorian society, and the concept of the Other. Next, the work examines George Bernard Shaw and his play John Bull’s Other Island. This chapter focuses on the play’s main characters, the Irish stereotypes, and England’s treatment of the Irish people. The last author which is analyzed is James Joyce. Both his critical and fictitious works will be taken into account. The latter encompasses Dubliners and A Portrait of the Artist as a Young Man which reveal how Joyce managed to include his unique vision of Ireland into his works. The concluding chapter deals with some similarities and differences regarding Wilde’s, Shaw’s, and Joyce’s view on Ireland. In that way we will be able to see different perspectives assembled in one place. Keywords: Ireland, Wilde, Shaw, Joyce, exile, England, colonialism.



1. INTRODUCTION If Ireland were to compete for the oldest literary history in Europe it would win a proud bronze medal, the first two being Greek and Latin literatures. The first texts which could be considered as literary were written “long before the end of sixth century” (Cathasaigh 2006: 10). Thenceforth, literature of Ireland began its proliferous journey which continues to the present times. This small island produced many renowned authors, such as Jonathan Swift, Oliver Goldsmith, Thomas Moore, Oscar Wilde, George Bernard Shaw, James Joyce, W. B. Yeats, Samuel Beckett. The list is by no means exhaustive. The works of these and many other Irish authors are 1 [email protected] 2 Master`s thesis written under the supervision of Biljana Vlašković Ilić, PhD, assistant professor, defended in September 2015. at the Faculty of Philology and Arts in Kragujevac. Lipar / Journal for Literature, Language, Art and Culture / Year XVIII / Volume 62
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still widely read today and are, furthermore, rightfully considered memorable masterpieces. But Ireland, or the Republic of Ireland as it is called today, on whose soil these masterpieces appeared and from which they were spread throughout the world, had rather eventful if not turbulent history. The history of Ireland was, for the most part, dominated by its neighboring country, England. The two countries are geographically very close, and being so close “it was inevitable that their destinies should be interwoven in various ways” (Curtis 2005: xiii). Their cultural, political and, in a broad sense, national relationship can be traced as far back as the Middle Ages. The colonization of Ireland by England began in the 16th century, culminating three centuries later with the Act of Union. The rebellion of 1798 served as a herald to this political decision, which would shape the history of Ireland for more than a century. Staged and lead by an organization called United Irishmen which was mainly religious in character, this insurrection against English rulers was swiftly and ferociously suppressed. Thus, Irishmen’s brave commitment to emancipate themselves from the long-lasting English bondage perished in a matter of months. But the memory, most vividly expressed in the throbbing rhymes of poetry, of this uprising endured. The poignancy for the lost countrymen and a plea for their deserving remembrance run through John Kells Ingram’s patriotic poem “The Memory of the Dead” which starts with the famous line “Who fears to speak of Ninety-Eight?” The question the poet asks is one of disapproval. He seems to imply that this rebellion should not be associated with the fear. Instead of that, he invites his countrymen to remember this event, in which many brave Irishmen laid their lives for Ireland’s liberty. The “Emerald Isle”, as Ireland was designated in William Drennan’s verses, thus welcomed the beginning of the 19th century as an officially part of the British Empire. This state of affairs practically shattered Ireland’s own political system, bringing its 600-years-old parliamentary system to a close. But the Irish, being the people who do not easily accept a defeat, began “creating a new cause” (State 2009: 162-163), that is, the repeal of the Union. The fighting for this cause brought into focus men whose charismatic and patriotic spirit would bring a renewed hope and vigor to the Irish. The two figures who particularly stood out as born leaders were Daniel O’Connell and Charles Stewart Parnell. The former was a great public spokesman whose speeches “had a mesmeric effect” for the common Irish people (Kiberd 1995: 20). The latter was fitly described by Edmund Curtis, who said that “no leader of the Irish nation before or since has commanded in life and death a deeper loyalty” (2005: 324). Both of them were of quite different nature, as persons and as leaders, but what they had in common is their dedication for the Irish cause which was and still is one of the unprecedented in the Irish history of the time. But, unfortunately, neither O’Connell nor Parnell lived long enough to see Ireland free and independent. In 1922, after more than seven centuries, Ireland 10
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finally managed to regain its self-government and full sovereignty over its land. After the lengthy negotiations, on January 7, 1922, the Anglo-Irish treaty was passed, and with it, the Irish Free State was finally created. Everything that had seemed completely lost and utterly hopeless during the past centuries, especially with the emergence of the 1800 Union, now looked like a bad dream. With the nightmare over, Ireland could, after all, enter the realm of a brighter and autonomous future. During the colonial era, Britain treated Ireland quite unfairly and ruthlessly. Ireland was the closest colony, so the colonizers found it convenient and easy to subjugate the natives in various ways. It was not only political suppression that was the main goal of the English. They also tended to undermine the cultural and racial norms. What is it like to be Irish began to be the question one should ask the English “for the very notion of a unitary national identity, like that of a united Ireland as an administrative entity, is an English invention” (Kiberd 2005: 1). Therefore, Ireland and the Irish were defined by England and as such their image went out into the world, creating stereotypes which many accepted as valid simply because they believed in the concept which proposed that the stronger were always right. Furthermore, Ireland was seen by the English as “a laboratory in which to conduct experiments, and as a fantasy-land in which to meet fairies and monsters” (Kiberd 1995: 1). Prior to any big decision, the English first tried the new ideas in Ireland. If the ideas had been successful, they could have easily transferred them to their own land. They also considered Ireland to be a mysterious land, full of phantasmagoric creatures, which added a new layer to the stereotypical reading. But Ireland was then a home of many future writers whose fame is still unabated. Many of them saw that staying in Ireland was not good for their literary career because they would not advance further than Ireland permitted them. This happened mostly during the end of the 19th and the beginning of the 20th century. Their imagination seemed to them to be in danger if they stayed in Ireland. Thus, they left their homeland because they considered that “Irish people discover themselves as such only in some foreign country” (Kiberd 2006: 23-24). The circumstances which governed Ireland may have led to such thinking. If Ireland had not been under the repressive regime of England, perhaps the literati would not have left Ireland. But those who left were unlike those who stayed because wherever they went “they took with them something which the stay-athomes seldom bothered to shoulder: an idea of Ireland” (24). Such were the three exiles with which we are going to deal in this paper: Oscar Wilde, George Bernard Shaw, and James Joyce. This paper will explore how their works and how they saw their homeland which they left at an early age. First we will examine the work of Oscar Wilde in search of the Irish moments, but we will also touch upon his life and general artistic sensibility. We will pay special attention to his play The Lipar / Journal for Literature, Language, Art and Culture / Year XVIII / Volume 62
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Importance of Being Earnest. Although a great deal of his opus is not about Ireland, we will try to prove that in this specific play he was genuinely concerned with the pervasive Irish question. This section will explain the various strategies that Wilde used to describe the Ireland of his time, including the politics, Victorian society, and the concept of the Other. George Bernard Shaw, another great Irish dramatist will be discussed in the following chapter. His play John Bull’s Other Island will be our point of interest since it is the play which outspokenly examines Ireland. This section will mainly explore the main characters and with them the general models of stereotypes and colonization, and how they exerted an influence over Ireland and its inhabitants. Finally, the paper will examine James Joyce’s attitude towards Ireland. First, his life will be briefly analyzed which will be helpful in understanding his work. Then, the section will consider his critical works which examined the position of Ireland in the modern world. After that, we will focus on his two prose works, Dubliners and A Portrait of the Artist as a Young Man. We will see how Joyce, using different styles and approaches, incorporated his unique and modernist vision of Ireland into his works.



2. OSCAR WILDE AND IRELAND To place Wilde within the framework of Irishness and Irish literary sensibility may be regarded as a dubious task which runs the danger of reaching a dead end. Wilde’s career as a writer has been chiefly seen as English-oriented. During the most part of the 20th century, Wilde’s Irish background and its influence on his writings were rather neglected. For instance, Brian O’Nolan, known also by his nom de plume as Flann O’Brien, contended that Wilde “was undoubtedly an English writer and Irish only by accident of birth” (Doody 2004: 246). But, as time passed, many authors and scholars have started to read Wilde’s works with an Irish eye. A special place within this context is held by Declan Kiberd and Davis Coakley, whose works largely contributed in illuminating the notion of Wilde as an Irish writer (Ibid). Wilde’s relationship with Ireland and its influence on him already began during his formative years. His parents were involved in Irish culture and politics, in their distinctive ways. The primary occupation of Sir William Wilde, Oscar’s father, was that of a surgeon. But he was not a man of a single devotion in life. On the contrary, he was quite a versatile man. Apart from an excelling career as a surgeon, he contributed to Irish culture by collecting Irish antiquities, which encompassed both archeological and folk-tale samples. While doing this noble job, he partook in preventing Irish culture from fading into oblivion. The young Wilde helped his father in this noble and time-honored enterprise. Wilde’s mother, Jane, was an Irish nationalist and a poet. Her nationalist inclinations and a talent for 12
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poetry tended to merge in her verses which were written “in support of the Irish nationalist movement” (Ellmann 1986: 2). Such attitudes and inclinations of his parents, which Oscar would later express in his characteristic and exceptional manner, must have left an indelible trace on him. As far as his schooling is concerned he was sent to Portora Royal School, then to Trinity College, Dublin. In autumn of 1894, Wilde crossed the Irish Sea so as to continue his studies at Oxford. During his Oxford years, Wilde got down to work on his image as a true Englishman. It can be argued that Wilde’s primary mission was “to be ahead of rather than behind the English” (7). When a famous Irish poet William Butler Yeats first met Wilde in London, he was surprised of Wilde’s eloquence in the English language, which was “unequalled in elegance even among the Englishmen whom the poet knew” (Kiberd 2005: 25). Wilde’s task of assuming a new identity, basically ex nihilo, was propelled by the need to conceal yet another identity, that of Irishman. Declan Kiberd, said that “Wilde was perhaps the first intellectual from Ireland who proceeded to London with the aim of dismantling its imperial mythology from within its own structures” (1995: 32). In achieving this, Wilde could not walk the London streets as a straightforward Paddy. To subvert the English institutions and their customary way of grasping life, he had to put on the mask of Englishness which, on the other hand, “was really a parody of the very notion” (36). Wilde was not a blatant political agitator or spokesman like O’Connell or Parnell were, so he had to find another way to express his attitudes towards his nationhood and its relationship with the Empire. Thus, the best device for Wilde to accomplish this was literature. The writer of only one novel chose the stage to bring the points which lurked within his Celtic soul to daylight. His exceptional gift for writing comedies enabled him to achieve several goals. Not only did he achieve great success on the London stage, but he also succeeded in presenting Irish features which were concealed behind Wilde’s masterfully designed dialogues. By using the sub-genre of comedy, Wilde was in a position to receive salves of laughter from the spirited English audience, but his words bore Eliotean traits, whose full meaning could only be traced upon careful, if not future, inspection. On another occasion, during one interview, Wilde compared French and English theatres. He asserted that “[a]t the Théâtre Français we go to listen, to an English theatre we go to look” (Encarta, 2008) Bearing this in mind, we can say that the English audience did not pay much attention to what was being said. The performance itself was what turned out to be of far greater importance. Thus, the English who visited the theatre were not able to discern the Irish traces in the Wildean, farcical comedies. And Wilde himself could not overtly propound his own vision of Ireland among so many English observers. Our primary task is to meticulously trace the Irish features in Wilde’s last and the most popular comedy, which Wilde pragmatically named The Importance of Being Earnest. After several delays due to cold weather Lipar / Journal for Literature, Language, Art and Culture / Year XVIII / Volume 62
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and the subsequent illnesses of the actresses, the first production of the play was held at the St James’s Theatre in 1895. The play’s production was led by George Alexander, an actor and manager of the aforementioned theatre. By the time of this production, Wilde had already been “in vogue” (Jackson 1997: 161) with his three other plays. With this play, Wilde’s popularity among the playgoers increased even further. The original draft of the comedy contained four acts, but on George Alexander’s insistence Wilde, reluctantly, revised the play which, from then on, contained three acts. After its first performance, and throughout the years, the play was met with mixed reception. For instance, George Bernard Shaw was not delighted by the play. In the brief review of the play he said that “though I laugh as much as anybody at a farcical comedy, I am out of spirits before the end of the second act, and out of temper before the end of the third, my miserable mechanical laughter intensifying these symptoms at every outburst” (Bloom 2008: 140). But, Wilde and his play did not lack for defenders. Several years after its first production, J. T. Green, a critic for the Sunday Times, wrote that “The Importance of Being Earnest ranks high, not only on account of its gaiety… but because it satirises vividly, pointedly, yet not unkindly, the mannerisms and foibles of a society which is constantly before the public eye” (142). These words of the critics, and many others, suggest that they did not find in this comedy anything that may seem national, either in character or in style. Wilde himself subtitled it “A Trivial Comedy for Serious People”, which may serve as a clear sign to the playgoers, as well as to the readership, that this is a play in which there is no place for agitation, but only for amusement and humour. On the other hand, the assessment by Green quite accurately describes the effect Wilde wished to produce with the play. Incorporating within its structure sharp wit and ridicule, Wilde shuddered and penetrated the foundations of the Victorian ideology and system of beliefs. Between the droll lines, and the plot, which includes pretense, multiple love affairs, the sudden twists of the storyline, clashes between the generations, Wilde managed not only to criticize the much-acclaimed Victorian values, but he also succeeded in relating it to the Irish milieu and historical circumstances. In “The Critic as Artist”, Wilde stated that “[w]ithout the critical faculty, there is no artistic creation at all, worthy of the name” (1905: 120). The Importance of Being Earnest is, indeed, “worthy of the name”, because the art and social criticism are combined to produce a timeless masterpiece. Wilde’s statement, moreover, helps us to elevate The Importance of Being Earnest above ordinary readings, which may neglect the national implications and postcolonial interpretations. Inventing Ireland, Declan Kiberd’s impressive study of Ireland and its literature from a postcolonial perspective, is a book of great erudition and length. His ideas and thoughts were further developed and supplemented in his later works. Discussing Wilde’s literary opus, he said that it revolved around Wilde’s opposition to “the manic Victorian urge to antith14
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esis” (1995:38). The Victorians tended to attribute all the characteristics which they found unsatisfactory, or generally defective, to the Irish, thus creating stereotypes which many accepted as undeniably true. The English were intent on their mission to create a land which would function as a “foil”, and Ireland was suitable for that. In that way, the English were in a position to emphasize their own virtues, while the Irish were degraded by the same English people, who ascribed to them various lower-grade qualities. On the other hand, the image of the Irish, which was created by the occupying power, can be seen as the product of “ignorance and fear of the Other”, but also of the belief that “the Other knew better how to enjoy the world” (Kiberd 2005: 1). To trace the origins of this state of affairs, we have to go back to the times of Shakespeare. In the third act of Shakespeare’s Henry V, we briefly encounter a character named Macmorris, who is a captain in the king’s army. Apart from his title in the army, he is, furthermore, a proud Irishman. As such, he was mocked by the hostile Elizabethan audience (21). His personality became a kind of prototype for the Stage Irishman. During the course of history, the situation of the Stage Irishman fluctuated between the two poles. He was loved, but at the same time mocked, which added a paradoxical dimension to his image. On the other hand, his opposite in the real life had a different destiny. A real Irishman was not loved, but hated, the hate aggravated by the preserved mockery. Furthermore, many Englishmen found that the most suitable mirror-image for the Irishmen was that of a simian creature, which was colorfully presented in the magazines and newspapers3. One more trait was thus ascribed to the Irish: apart from being designated as feminine, proud of their national origins, and rash, which were not flawed traits, they were now portrayed as monkeylike creatures. In that way, the already strained relations between England and Ireland took on a new dimension. Many Irish immigrants decided to accept the characteristics of the established Stage Irishman. Coming from the rustic places in the west parts of Ireland, they found it far less painless “to don the mask of the surrogate Irishman than to reshape a complex urban identity of their own” (24). The mentioning of the mask brings to mind a masquerade of sorts. The Irish appeared as if they had freely accepted their new-fangled identities. But it was just a comfortable way to mock and taunt the English. Wearing a mask enabled them to express their opinions at will, because they now seemed, but only seemed, like the English themselves. The mastery of the business of posing was fully achieved by Oscar Wilde. The Victorians themselves were apparently unaware of the fact that the Other, embodied in this case in the Irish, was capable of resurgence. They, indeed, did feel the fear of the Other, but they may have been blinded by the fear itself to see that the Other had its untamed side, which was 3 On the following link you can find some of the pictures from that period: http://thesocietypages. org/socimages/2008/10/06/negative-stereotypes-of-the-irish/ Lipar / Journal for Literature, Language, Art and Culture / Year XVIII / Volume 62
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able to assert itself in different and unexpected ways. In historical and political terms, resurgence was epitomized by several uprisings of the Irish people. In literary cycles, the term resurgence can be replaced by the term risorgimento, which Kiberd used, and whose beginning he attributed to Oscar Wilde himself (1995: 32). It can be argued that in the case of Wilde, the Irish Other would find its valve in the duality which delineates the world of The Importance of Being Earnest. As a whole, the play can be seen “[a]s a reaction to the cultural fallacies which permeated the English society…”4(Radovanović 2015: 1079). The play’s two main protagonists, Algernon and Jack, apart from their own personality, have yet another, self-created one. Algernon creates the invalid named Bunbury who serves as a kind of excuse for him to go and visit the country. In doing that, he is in a position to evade the responsibilities of the life in the town which burden him. On the other hand, Jack devises a younger brother Ernest so as to be able to come to the town as often as he desires. Thus, the Other is created with a sole purpose to satisfy the needs of its creator. When the Other is no longer needed, it will perish, obliterated by the one who created it in the first place. Jack, as a consequence, says that he will get rid of Ernest the moment his amorous quest with Gwendolen is completed: “I’m not a Bunburyist at all. If Gwendolen accepts me, I am going to kill my brother, indeed I think I’ll kill him in any case” (Wilde 1980: 56). While Jack is willing to bring this prolonged relationship to a close, Algernon is quite reluctant to do the same. And, indeed, to part with Bunbury is not at all an easy enterprise. Bunbury, just like the Irish Other, is not so easily tamed, and it cannot be destroyed at will. It possesses a peculiar characteristic to rise from inferiority and ignorance, and to become the dominant part. Its dominance can develop into unpredictability which, furthermore, is capable of reversing the established roles of the Victorian society. As a result, the new hierarchy is created, which now posits the Irish above the English (Radovanović 2015: 1079). Bunbury is not physically present on the stage, but its haunting presence is very much felt. Bunbury can be seen as a spectral figure of the Stage Irishman who comes from the obscurity to take a kind of revenge upon the Victorians and their revered institutions. These, conversely, are represented by the formidable Lady Bracknell, mother of Gwendolen. From her first appearance, the words she pronounces inspire awe and respect: “Good afternoon, dear Algernon, I hope you are behaving very well” (Wilde 1980: 58). She wants to make an impression that she is a respectable and dignified person, whose judgment and will are to be acknowledged and accepted. When Algernon announces that Bunbury is ill, and that he has to go and take care of him, she retorts with almost heartless sternness: 4 Translation of the author. All subsequent citations from the bibliography in Serbian which have not been translated to English are translations of the author.
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LADY BRACKNELL: Well, I must say, Algernon, that I think it is high time that Mr Bunbury made up his mind whether he was going to live or to die. This shilly-shallying with the question is absurd. Nor do I in any way approve of the modern sympathy with invalids. I consider it morbid. (60-61)



This statement by Lady Bracknell may refer to the so-called Irish question which distressed the English governments throughout the 19th century, up to 1920s. The Irish question practically meant the refusal of the Irish to recognize the Union with the Empire as a beneficial and prosperous undertaking. One way of seeing the Irish question, exceedingly overstated, was formulated by Benjamin Disraeli, the prime minister to be, in 1844: “A dense population, in extreme distress, inhabit an island where there is an Established Church, which is not their Church, and a territorial aristocracy the richest of whom live in foreign capitals. Thus you have a starving population, an absentee aristocracy, and an alien Church; and in addition the weakest executive in the world. That is the Irish Question.”(Mitchell 2014: 28)



This explanation clearly shows what attitude the English regime held in reference to the Irish question. It is almost as unsympathetic as Lady Bracknell’s is. The apparently constant changing of the question by the Irish is equated by her with living or dying. Disraeli, on the other hand, uses the term “a starving population”. This state of affairs became alarmingly true a year later, in 1845, when the Great Famine, which became one part of the Irish question, struck the Irish population. The choice between living and dying became, not a choice, but a real struggle for bare existence. A great number of Irish population starved to death. Some of the radical nationalist Irishmen considered that the intention of England was to make sure that the Irish population was “checked in its growth and coolly, gradually murdered”. (Adelman, Pearce 2005: 58). This belief was reputed by many historians, but, nevertheless, the word whose connotation entails dying, and that is a cold-blooded “murder” is mentioned again in reference to the Irish question. Lady Bracknell can be seen as bearing the same, cold-blooded attitude to the invalid Bunbury. Her stance, when it comes to judging a man’s distress, is that there is no place for pity, and that one’s health is in one’s own hands. In other words, one has to choose when to live and when to die, which is altogether nonsensical and absurd. This viewpoint is in accord with another unreasonable belief, namely that the Irish themselves were the main culprits for the famine, and that they consequently brought death upon themselves. On the other hand, the British neglected their own responsibility toward the famine. Therefore, the British were liberal when it came to choosing when they would exert authority over Ireland and when not. In the same vein, on this particular occasion, Lady Bracknell, addressing Algernon, expects that Bunbury will not spoil the preparations for her party: “I should be much obliged if you would ask
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Mr Bunbury, from me, to be kind enough not to have a relapse on Saturday, for I rely on you to arrange my music for me” (Wilde 1980: 61). It seems, paradoxically, that Lady Bracknell fancies that she can exercise control over someone’s life. Additionally, she contradicts her words spoken a moment before. Her mind is, apparently, too much occupied with the preparations for the party. Wilde uses these, seemingly comic situations, to refer to the exasperating public affairs which troubled Ireland. Jack, or Ernest, as he presents himself in the town, is deeply in love with Gwendolen. But, as every true love, this one is also met with impediments. The main impediment is again Lady Bracknell. When Gwendolen announces that Jack and she are engaged, Lady Bracknell immediately disapproves of the engagement. For someone to have her daughter’s hand, he first has to be properly questioned. Thus, Jack has to pass this test too. When he and Lady Bracknell remain alone in the room, the situation resembles a court trial, with Jack standing and Lady Bracknell sitting. This situation reflects the faith of many Irish-born citizens who had to defend themselves in the Victorian courts. During the Victorian times the journalists, wrote about the trials which were held against Irishmen, much to their readers’ entertainment (Kiberd 2005: 22). Jack, likewise, has to answer the questions, and prove himself innocent and eligible to marry Gwendolen. In the same year when The Importance of Being Earnest was first produced, Wilde was put on trial for his homosexual affair with a man named Lord Alfred Douglas. As a consequence, he was sentenced to two years in prison. But, not even prison could diminish his artistic skills. While in prison, he wrote De Profundis, a work which provided some insights into Wilde’s life and art5. At one point, during this peculiar conversation, Lady Bracknell asks Jack what his political orientation is. He answers: “Well, I am afraid I really have none. I am a Liberal Unionist.” To which Lady Bracknell retorts: “Oh, they count as Tories. They dine with us…” (Wilde 1980: 69-70). The mentioning of the Liberal Unionists is connected with the Irish Home Rule. A key figure who was committed to the introduction of Home Rule was William Gladstone, a British leader of the Liberal Party, and the Prime Minister. When the first Bill failed, Gladstone proposed the second, but it was opposed by many, including the Conservatives and the Liberal antiHome Rulers. The latter afterward changed their name to the Liberal Unionists. Home Rule itself was defeated in the House of Commons. Thus, Gladstone’s effort to solve the Irish problem and to establish the Irish selfgovernment was ended. With this historical background in mind, we can clearly see why Lady Bracknell approves of Jack’s political inclinations. As a staunch Victorian, she is glad to announce that the members and followers of the aforementioned party have a privilege to attend her dinners. Furthermore, it can be argued that her anti-Irish feeling is implicitly 5 In De Profundis Wilde wrote: “[T]he two great turning points in my life were when my father sent me to Oxford, and when society sent me to prison.”(Wilde 1905: 21)
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stated here. Although, there is no mentioning of the Irish or Ireland, the reference to the Liberal Unionists clearly shows the anti-Irish sentiment on behalf of Lady Bracknell, because they were against such notion as an independent Ireland. As far as Jack’s first part of the answer is concerned, it is not clear whether Wilde had in mind a political joke of sorts or not, but it seems to ironically display Jack’s ignorance which, on the other hand, may be interpreted as deliberate. In the second act the notion of Otherness is furthermore explored, with the new views of Ireland introduced and strengthened. We are also transported to the countryside, which becomes a new setting for the play. At the beginning of the act we encounter Cecily, Jack’s ward, and Miss Prism, her governess. We have seen that Wilde uses the genre of comedy to ironically expose and mock the stereotypes the Victorians tended to make. One such stereotyping concerned male and female poles. In The Importance of Being Earnest the women act as if they were men. For example, Cecily studies German grammar and philosophy, while Gwendolen expresses her affections in a way that would better suit Jack (Kiberd 1995: 39). Algernon, fascinated by Cecily of whom he has heard from Jack, comes to the countryside, disguised as the very Ernest whom, on the other hand, Jack decided to do away with. This is a kind of prerequisite and necessary for him because if he intends to marry Gwendolen, living a double life would not be convenient for their future life. Thus, Jack comes to announce that his brother died of a severe chill. His entrance on the stage remains one of the most memorable ones: Enter JACK slowly from the back of the garden. He is dressed in the deepest mourning, with crape hat-band and black gloves (Wilde 1980: 91)



He announces that his brother died, and will be buried in Paris, which comes as a surprise to some. A local rector, Chasuble, is quite appalled: “In Paris! (Shakes his head) I fear that hardly points to any very serious state of mind at the last” (93). This is but one of the examples of the antagonistic attitude of the English toward the French, and France in general. Earlier in the play, Lady Bracknell says to Algernon that she does not allow French songs to be played at her party, while German ones are welcome. During the scene when Lady Bracknell questions Jack, she mentions the French revolution and its influence. “And I presume you know what that unfortunate movement led to?” (72), she says. This brings into question the AngloFranco-Irish relations. The rebellion of the Irish in 1798 against the British Empire and its rule over Ireland was, as Kiberd notes, “inspired by recent developments in France” (1995: 20). By this, Kiberd means the French revolution. Thus, seeing that the liberation was possible by a revolution, the Irish started their own. Not only did they draw inspiration from the events that had happened in France, but the Irish also got help from France during the aforementioned rebellion. Although the rebellion did not fare well, it is important to note that France was not indifferent to the hardships of IreLipar / Journal for Literature, Language, Art and Culture / Year XVIII / Volume 62
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land, and that it wanted to contribute to Ireland’s battle for freedom from the oppressing Britain. So, Lady Bracknell’s disapproval of the French Revolution can be seen as Irish-oriented because the “unfortunate movement” helped other, oppressed nations, to seek their own liberté. In the same vein, the rector’s appalled surprise can be considered as hostile, because he considers Paris, the place of revolution and bohemia, as not worthy for an Englishman to be buried there (Radovanović 2015: 1088). Jack’s surprise, when he is informed by Cecily that his brother is safe and sound and that he is there, is perhaps even greater than the rector’s is when he hears about Paris. His creation now found its embodiment in Algernon, who intends to continue with the charade, simply out of love for Cecily. Jack’s intention to simply kill his fictitious brother has failed. Just like the Irish whom the English regarded as easily conquered and manipulated, Ernest, in the same way as the artificially created Irish Other, can “return to take merry revenge” (Kiberd 1995: 38). Jack and Algernon, to prevent this, are ready to be christened again, under the name of Ernest. This decision by Jack and Algernon is reminiscent of Wilde’s own life. As a child he was baptized twice, the second time in the Catholic Church at Glencree. But during his life he expressed a rather ambivalent attitude toward Roman Catholicism which was, to a certain degree, alleviated at the end of his life because “the playwright made sure to have a Dublin Passionist Father at his bedside just before he died” (37). Thus the religion of his native land was again with him, just when he reached the end of the road. As far as Jack and Algernon are concerned, they are ready to be baptized, but only out of love for Gwendolen and Cecily, respectively. Both Gwendolen and Cecily are referring to the holy proceeding as a “terrible thing” and “fearful ordeal” which may indicate Wilde’s own attitude to the faith he was so reluctant to fully adopt. When both Cecily and Gwendolen realize that they have been deceived by Jack and Algernon, their relationships run a danger of being perpetually terminated. Thus, this playing with the Other does not pay off, because it can now undermine the whole idealistic love making. But the two women possess an infinite grace and are ready to forgive their future husbands. The happy ending seems to be very close, but the figure of Lady Bracknell is there to hinder it. With the coming of Lady Bracknell, Bunbury is ready to die by his creator’s will. When Algernon announces that his invalid friend Bunbury is dead, that he, in fact, “exploded” (Wilde 1980: 128), Lady Bracknell is appalled: “Exploded! Was he the victim of a revolutionary outrage? I was not aware that Mr Bunbury was interested in social legislation. If so, he is well punished for his morbidity” (Ibid). Her reaction seems to reflect the attitude and fears of many Victorians of the period. In the period between 1880 and 1887, the Fenian revolutionaries launched the so-called Dynamite War in England, which had as its goal the securing of Irish demands and rights. During this war, the revolutionaries planted and exploded several bombs, including the 20
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Houses of Parliament in 1885. The violence, which was by then confined to Ireland, was now transferred to the English soil. Thus, Lady Bracknell is pleased to hear that Bunbury died by his own hand; that someone who brought aggression deserves to perish of its consequences. Furthermore, Lady Bracknell’s attitude reflects her satisfaction that the colonized individual finally obeyed the imperial power and that the problem is politically solved (Radovanović 2015: 1090). The reaction of the Victorians would probably be that if he was an Irishman so much the better. But Algernon tries to convince his aunt that the death of Bunbury is not connected with violence of any sort: “My dear Aunt Augusta, I mean he was found out! The doctors found out that Bunbury could not live, that is what I mean—so Bunbury died” (Wilde 1980: 128-129). Nevertheless, the monarchal figure of Lady Bracknell is now content that Bunbury is gone for good. The denouement of the play brings a new unexpectedness. At the end Jack and others find out that Jack is really the brother of Algernon and that his name is actually Ernest. Thus all doubles have merged into one, real person. Therefore, the Other can be seen as assimilated with the culture which has produced it. On the other hand, we can observe the final outcome from Bruno’s point of view that “every power in nature seems to evolve its own opposite – but from that opposition springs reunion” (Kiberd 2005: 5). Bruno’s statement can be related to Homi Bhabha term “mimicry”: “[C]olonial mimicry is the desire for a reformed, recognizable Other, as a subject of a difference that is almost the same, but not quite” (1994: 86). The difference between the two viewpoints lies in the degree of assimilation. While Bruno seems to offer a complete reunion between the two opposing sides, Bhabha’s reunion is not fully achieved. If we take the latter as valid for the Irish Other represented in the play, then it can never be entirely devoid of its nature which has dominated its being throughout the play. Based on the analysis of the play, we come to the conclusion that Wilde’s was genuinely interested in Ireland and its issues. Although his life was dominated by England, he did not hesitate to expose his view on Ireland in the colonial center itself. He did that in the covert form, but from a desire to mock the Victorians who were assured that their ideals were loftier in comparison to the Irish ones. Therefore, the great Irish dandy worked very hard to produce the plays such as The Importance of Being Earnest with which he could state his own opinion about the position of Ireland in the larger colonial universe.
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3. GEORGE BERNARD SHAW AND IRELAND In a letter which Wilde sent to Shaw in 1893 he wrote the following: “My dear Shaw, I must thank you very sincerely for Op. 2 of the great Celtic school. I have read it twice with the keenest interest. I like your superb confidence in the dramatic value of the mere facts of life. I admire the horrible flesh and blood of your creatures, and your preface is a masterpiece - a real masterpiece of trenchant writing and caustic wit and dramatic instinct. I look forward to your Op. 4. As for Op. 5, I am lazy, but am rather itching to be at it…” (Evans 1976: 59)



The abbreviation Op. which Wilde used in this particular letter refers to the word opus. Instead of naming the works in question, Wilde used the truncated forms, accompanying them with numbers. Op. 2, for which Wilde thanked Shaw, stands for Widowers’ Houses, while Op. 1, which was not mentioned in the letter, refers to Wilde’s another successful play, Lady Windermere’s Fan. Wilde’s A Woman of no Importance would be number three, whereas numbers four and five were yet expected to see the daylight (Roche 2013: 178). While reading the letter we are in a position to discern two main points. The first one is that Wilde regarded Shaw’s works as praiseworthy, and that his dramatic skill was such that it can produce memorable theatrical masterpieces. We have already seen, when we examined Wilde and his work, that Shaw’s response to Wilde’s play, The Importance of Being Earnest, was not reciprocal. Furthermore, in one of Shaw’s letters, Wilde was seen as an artist of “stupendous laziness” (Bloom 2011: 3). In defense of Wilde, Bloom asserted, including even Beckett into the statement, that “[n]o single comedy by Shaw matches Wilde’s The Importance of Being Earnest or the tragic farces of Beckett” (1). The letter which we quoted above was written in 1893, just two years before The Importance of Being Earnest emerged on the stage. Whether Shaw’s criticism of Wilde’s play rested on the personal tastes or on Shaw’s own distaste for Wilde is hard to claim, but the former seems more plausible. The second, just as important point which arises, is that Wilde considered not only his opus, but also Shaw’s as a part of “the great Celtic school”. This assertion shows that Wilde saw Shaw as a writer whose origin defined and underlined his work, at least some portions of it. The notion of Irishness or Celticism seems to remain within the two great dramatists, even though they physically distanced themselves from it. Although Wilde clearly identified Shaw as a Celtic writer, Shaw’s own attitude regarding his Irish nationality, and Ireland in general, was dubious. He left Ireland when he was twenty years old. Twenty eight years would pass before Shaw came to see his native country again. The person responsible for his revisiting of Ireland was his wife, Charlotte Shaw. As far as commitment to their homeland is concerned, “Charlotte had always 22
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been even more of an Irish nationalist than her husband” (Gahan 2002: 204). But when it comes to Shaw, his decision to leave Ireland and settle in England contributed to the view that he was predominantly a British author, and that he wrote “with an English audience in mind” (Griffith 2003: 191). This kind of stance regarding Shaw may be challenged if we take into account one of Shaw’s own statement: “I never stood up nor took my hat off while the English national anthem was being played until Ireland became a so-called Irish Free State” (Gahan 2002: 203). From this statement, it can be deduced that Shaw did not find it necessary to pay respect to one of a state’s greatest symbols, that is, the national anthem. Furthermore, it is clear that Shaw did not only support his native country per se, but that he also approved of its struggle to become a free and independent state; and he decided to also fight for that in his own, patriotic sense. But if we really want to see what Shaw as an Irishman has to say about his country, we need to examine his dramatic work. Shaw was primarily a dramatist, and his plays remain a long-lasting legacy for posterity. And, indeed, being an extraordinarily gifted writer, literature was the best device for Shaw to express his view regarding various topics. Shaw as a dramatist was quite proliferous. He wrote fifty plays, which is really a remarkable feat. Among the large number of plays, there is one which particularly stands out as bearing the Irish traits: John Bull’s Other Island which was written in 1904. The play’s emergence is not the responsibility of Shaw himself. If it had not been for W. B. Yeats and his request, the play would not have probably been written after all. As Shaw explained at the beginning of Preface for Politicians: “John Bull’s Other Island was written in 1904 at the request of Mr. William Butler Yeats, as a patriotic contribution to the repertory of the Irish Literary Theatre” (Shaw 1916: v). But the same man, who had wanted it performed, was the one who later rejected it, probably because of the play’s length. But this reason seems rather unconvincing, and Shaw, being a shrewd observer, asserted that, apart from the limited resources of the Abbey Theatre, the play “was uncongenial to the whole spirit of the neo-Gaelic movement, which is bent on creating a new Ireland after its own ideal, whereas my play is a very uncompromising presentment of the real old Ireland” (Ibid). Thus the play was first performed on the genuine John Bull’s island, that is, England, and was not performed in Dublin until 1907. Among the audience who went to see the play at the Court Theatre in London were the Prime Minister Arthur Balfour and even King Edward VII who “came to see the play in order to understand what lay behind the quarrelsomeness between two of his subject peoples, and reputedly he laughed so hard at its comedy that he dislodged the arm of his chair” (Gahan 2006: 207). But, the play’s initial effective start seemed to wane as the years passed by. Gareth Griffith noted that John Bull’s Other Island is “the most neglected of all Shaw’s major works” (1993: 192). The reason that may lie behind this state of affairs is the impression by today’s readership, at least some of it, that the play is Lipar / Journal for Literature, Language, Art and Culture / Year XVIII / Volume 62
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obsolete “because it explores the superseded Ireland and its relation to England as a ruling power” (McDowell 1967: 542). The play does deal with Ireland from more than a century ago, but history is not something that should be left only to the historians to fill the pages of textbooks. Ireland is now a sovereign nation, but it should not be forgotten that it belonged to the former British Empire. Both constructs are now in the past, but the past which shaped the history of both England and Ireland. The play John Bull’s Other Island is one exemplum which has encapsulated the strengths and weaknesses, good and evil, fair and less fair aspects of Ireland, and the people who constitute the essence of it; but also the ways in which England influenced the Emerald Isle. In the first act of the play we meet the two main protagonists of the play, Thomas Broadbent, an Englishman, and Laurence (or Larry) Doyle, an Irishman. They are both civil engineers who work for a firm situated in London. The year is 1904, the same year when Shaw wrote the play. At the beginning of the act, we see Broadbent as he is preparing to leave for Ireland, and he will not go alone. He will be accompanied by Doyle, as well as Hodson, his cockney valet. What strikes us at the very onset is Broadbent’s biased feelings regarding Ireland. He asks Hodson to pack a revolver for him, as well as some ammunition. Such a move by Broadbent implies that Ireland is a place of dissidents, revolutionaries and even hostile Catholics, and that it is not safe to cross the Irish Sea and visit John Bull’s other island without an armed protection. As Broadbent later explains: “When I first arrive in Ireland I shall be hated as an Englishman. As a Protestant, I shall be denounced from every altar. My life may be in danger” (Shaw 1916: 9). Furthermore, the stance expressed by Broadbent exhibits yet another part of the pervasive, stereotypical labeling of the Irish. Thus, even “before the setting moves from their London business office, the issue of stereotypes has already become of central importance to the play’s structure” (Kent 2006: 165). Broadbent’s desire to visit Ireland is purely commercial: “[A]nd now that South Africa has been enslaved and destroyed, there is no country left to me to take an interest in but Ireland” (Shaw 1916: 8). It seems, from these words, that Ireland is next on the agenda for destruction and subjugation. Broadbent’s target is the small Irish town of Roscullen where he is going on behalf of the Land Developing Syndicate to “develop an estate there” (Ibid). To accomplish this deed he needs a native insider, someone who will help him make a good start in Roscullen. Broadbent succeeds, but only apparently, by soliciting Tom Haffigan, “a stage Irishman who wishes him top-o-the-mornin’…born not in Ireland but in the streets if Glasgow” (Kiberd 1995: 52). So, the stereotypical stage Irishman becomes the perverted entity, whose traits can be assumed by anyone, including the Scots in this particular case. Haffigan’s mask is soon exposed to be a pretense by
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a genuine Irishman, Larry Doyle. When Doyle unmasks Haffigan, Broadbent is quite surprised: BROADBENT: But he spoke--he behaved just like an Irishman. DOYLE: Like an Irishman!! Is it possible that you don’t know that all this top-o-the- morning and broth-of-a-boy and more-power-to-your-elbow business is as peculiar to England as the Albert Hallconcerts of Irish music are? No Irishman ever talks like that in Ireland, or ever did, or ever will. (Shaw 1916: 15)



Thus, the stereotypes the English held as true and applicable to the Irish are annulled. An Englishman’s insight into the Irish people is proved to be shallow by the Irishman himself. Kiberd says that John Bull’s Other Island is a play in which “stereotypes are exploded, for it is the Englishman Tom Broadbent who is a romantic duffer, while the Irishman Larry Doyle is a cynical realist” (1995: 52). To establish a possible cause for this state of affairs, we have to examine more closely the character of Larry Doyle, and his view on Ireland. Doyle, like his creator, left Ireland and was out of it for 18 years. He fled Ireland with a purpose “to seek and find a successful career in England” (Weintraub 2001: 143). Although he has distanced himself from Ireland, when he hears about Broadbent’s plan he disapproves of it, only to, quite paradoxically, a moment later claim that “I have an instinct against going back to Ireland” (Shaw 1916: 16). He seems to support his homeland, but only from a safe distance. This may be due to the fact that he has some sort of premonition that something unexpected, not necessarily bad, will happen to him. During the conversation with Broadbent, Doyle exhibits an extraordinary knowledge concerning the Irish. The key word which dominates his discourse is imagination. “[A]n Irishman’s heart is nothing but his imagination” (17), says Doyle. Or more elaborately: “Irishman’s imagination never lets him alone, never convinces him, never satisfies him; but it makes him that he can’t face reality nor deal with it nor handle it nor conquer it.” (19). Joseph M. Hassett argued that the Irish imagination and dreaming, which Doyle colorfully explains here, are the product of the Irish irresistible climate, “not of the racial trait” (1982: 18). On the other hand, the Irish imaginative potential may be the source of all the stereotypes that were attributed to the Irish, because the Irish imagination is so strong and pervasive that it tends to conquer the whole being and control its emotions, and its way of behaving. But it cannot be said that Larry Doyle possesses this peculiar Irish characteristic. He is “a Realist in Shavian terms, struggling to achieve the synthesis between the colonizer and the colonized” (Vlašković 2012: 79). So, Doyle, being a realist is perhaps afraid that the Irish imagination will take hold of him and turn him into one of his countrymen, from whom he dissociated himself. Nevertheless, Doyle at the end of the first act decides to go to Roscullen with Broadbent, Lipar / Journal for Literature, Language, Art and Culture / Year XVIII / Volume 62
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but only because Nora, his lover from the youth, is waiting for his return. Thus, the plot moves from the city to the rural area, from the colony to the colonized, from the observers to the observed. Doyle’s elucidation of the Irish imaginative quality is now to be completely experienced in the very land from which it has emerged. The first person we encounter is the defrocked priest Peter Keegan who talks with a grasshopper, his “poor little friend” (Shaw 1916: 32). At one point this rather unusual conversation assumes new tone: THE MAN: Which would you say this counthry was: hell or purgatory? THE GRASSHOPPER: X. THE MAN: Hell! Faith I’m afraid you’re right. I wondher what you and me did when we were alive to get sent here. (Ibid)6



The question Keegan asks the grasshopper is intriguing. He considers that Ireland can be designated as either hell or purgatory. The binary opposites, hell and heaven, are not used by Keegan. Heaven is altogether excluded from his designation of Ireland and is replaced by purgatory. But we see that purgatory itself is next to be ruled out, leaving hell as the only appropriate description of the place in which Keegan and the grasshopper are placed to live, as if by punishment. Hassett, who based his study on Arnolds’s view of the Celtic race, contends that Keegan’s place is “in the Celtic tradition as defined by Arnold. Indeed he is a very Druid” (1982: 22). In the past, the Celtic druid, that is, priest, preached to the people that earthly life was transient and that it led to a reincarnated, better, longer life. But, those who believe in life after death consider themselves “something of an exile in this world… and, since he believes that the real life lies in another world, he cannot avoid believing that those who treat this life as the real one are a little mad” (21). But, by contrast, it is father Keegan who is considered mad and a kind of renegade by the society. Also, he is a druid by his belief, but he cannot be regarded as such when it comes to preaching because most people of Roscullen do not listen to his preaching. His madness is reminiscent of another “madman”, probably the greatest one of world literature, Hamlet (McDowell 1967: 549). In the second act of Shakespeare’s masterpiece, Polonius, commenting on Hamlet’s madness, pronounces the famous words: “Though this be madness, yet there is method in’t” (Shakespeare 2007: 683). The same formulation can be applied to Keegan, but in contrast to Hamlet where there is someone to recognize that behind Hamlet’s madness lies something more profound, in Shaw’s play there is none, at least none with the same shrewdness as Polonius’s. Keegan’s ”method” is to feign madness in order to tell people the 6 In the stage directions and at the beginning of the second act Keegan is referred to as “the man”.
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truth which, on the other hand, almost nobody takes to be valid and relevant for Ireland in particular, and for the whole world in general. Thus, to tell the people of what reality is actually composed, he has to use jests. “My way of joking is to tell the truth. It’s the funniest joke in the world” are his words directed to Nora (Shaw 1916: 38). If we again employ the Elizabethan reading on this particular case, we come across the figure of the fool or jester. His role in the dramas, generally, is to reveal his master’s insanity through jokes and witticism. But, in most cases, the master is blinded to perceive what the fool is actually implying, like in King Lear for instance. When the master realizes his folly, it is already too late. In the same manner, Keegan tries to say to the people what Ireland actually represented, represents and will represent. He is the one who is able to see Ireland from a different perspective because he was in a position to be out of it. When he talks to Nora about the travels he took abroad, he remarks: “I did not know what my own house was like, because I had never been outside it” (Ibid). This remark by Keegan is reminiscent of Wilde and his view that “it would be, in great part, through contact with the art of other countries that a modern Irish culture might be reshaped” (Kiberd 1995: 2). Keegan’s life can be seen as a representative of this point of view. During his absence from Ireland he was able to gain a new insight, which allowed him to model his understanding of Ireland, basically from scratch. Others, who stayed, were entrapped by Ireland and its persistent problems and were not in a position to see further than their backyard allowed them. These are represented in the play by Cornelius Doyle, Larry’s father, Matthew Haffigan and Barney Doran, the local peasants. Their main present preoccupation is their newly regained land. This has to do with the history of Ireland in the first years of the new century. At the beginning of the 20th century, as the point of interest shifted from the countryside to the city, the question of the Irish land re-emerged. In 1903, Wyndham’s Act was introduced, named after Mr. George Wyndham, the Chief Secretary of Ireland who was the chief man who spoke in favor for such an act. This act enabled the tenants to purchase the land on easy terms. Thus, the strained relations that began in 17th century between the landlords and tenants were no longer on the agenda. The Irish farmers now owned their land, but on the condition of paying the annual interest. Shaw was attentive to knit into his drama these happenings in Ireland of his time. The men of Roscullen do not wish the Government’s interference, now that they finally took hold of their land. To accomplish this they need a representative in the Parliament, and they find a prospective candidate in Larry Doyle. But Larry is unwilling to satisfy the needs of his countrymen. His reasoning is that Haffigan and the company will be as oppressive to the lowly as the colonizers were: “Do you think, because you’re poor and ignorant and half-crazy with toiling and moiling morning noon and night, that you’ll be any less greedy and oppressive to them that have no land at Lipar / Journal for Literature, Language, Art and Culture / Year XVIII / Volume 62
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all” (Shaw 1916: 69). The three men do not want people like Patsy Farrell, who is the representative of the poor, to also purchase the land. But Larry has a prepared answer for such a view: Because it was by using Patsy’s poverty to undersell England in the markets of the world that we drove England to ruin Ireland. And she’ll ruin us again the moment we lift our heads from the dust if we trade in cheap labor; and serve us right too! If I get into parliament, I’ll try to get an Act to prevent any of you from giving Patsy less than a pound a week. (69-70)



Appalled by such an outrage, and realizing that Larry is out of order, they turn to Broadbent. Using his eloquence, Broadbent lulls the citizens into security and convinces them of his fidelity to the Irish cause. Not being able to see behind his cover, the gathered people choose him as their representative in the Parliament. They are not aware that in doing this, the land will be taken away from them once more. In their wish to protect themselves from the Government, they fell into the trap ingeniously set by Broadbent, who is the man only bent on gaining profit. His seat in parliament will mean infiltration into the Irish political scene, from which he will be able to control its capital investments (Vlašković 2014: 197). Therefore, Broadbent talking to Larry is triumphant: “I think I’ve done the trick this time. I just gave them a bit of straight talk; and it went home” (Shaw 1916: 78). Broadbent sets his undertaking in motion immediately. All his subsequent actions are directed towards his eagerness for success. Even his love for Nora is to be used for his political campaign. In the first act, Broadbent, enchanted by Nora, proposes to her, only to be rejected. Now, seeing that Nora us vulnerable, he seizes the chance and succeeds. Nora’s vulnerability stems from Larry’s indifference to her. She has been waiting for him for eighteen years, and when they finally meet, Larry’s coldness comes as a shock to her, and she is thus susceptible to accept another man. But Broadbent’s engagement to Nora can be seen as the means by which he will “enhance his investment schemes” (Ochshorn 2006: 188). After his romantic speech about his devotion to her, Broadbent virtually undermines it by saying to Nora that she will be “a great success as a canvasser” (Shaw 1916: 111). Everything is now submitted to his plans to conquer this small place. At the end of the play on the scene arrives Father Keegan who will once more confront “the conquering Englishman”, as he calls Broadbent. There, on the land which will soon be transformed into the site for a hotel, golf terrain and many more commercial edifices, the two opposing minds meet for the last time. Broadbent explains to Keegan how he will make “a Garden city of Rosscullen” (119). He will achieve that through efficiency, because he thinks that “[t]he world belongs to the efficient” (121). But “the play ends with the other-worldly Keegan passionately dreaming his vision at the round tower” (Hassett 1982: 23). His final vision transcends all worldly passions and inspirations as well as nationalistic evaluations: 28
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“My country is not Ireland nor England, but the whole mighty realm of my Church. For me there are but two countries: heaven and hell; but two conditions of men: salvation and damnation” (Shaw 1916: 124). Larry Doyle, who is there, attributes Keegan’s burst of imagination as “dreaming, dreaming, dreaming, dreaming!” (125). Again, we are transferred to the first act and Larry’s depiction of Irish dreaming from which he wants to dissociate himself. And, indeed, the two Irishmen are different in their dreaming. While Larry’s dream seems to revolve around commercialism and land development, Keegan’s dream is the complete opposite: KEEGAN: In my dreams it is a country where the State is the Church and the Church the people: three in one and one in three. It is a commonwealth in which work is play and play is life: three in one and one in three. It is a temple in which the priest is the worshipper and the worshipper the worshipped: three in one and one in three. It is a godhead in which all life is human and all humanity divine: three in one and one in three. It is, in short, the dream of a madman. (125)



His imagination and capacity for dreaming are uniquely Irish, but they remain beyond the ordinary comprehension. Broadbent and Doyle, “the Englishman, so clever in your foolishness, and this Irishman, so foolish in his cleverness” (124) as Keegan describes them, are stuck in their worlds of efficiency from which they will never be able to escape, and whose vision of Ireland remains a kind of commercial Utopia which is, paradoxically achievable for them. On the other hand, Keegan’s Utopia is not possible on the Irish soil; it, however, rises above it and finds its dwelling in the eternal kingdom of Heaven. The play ends with the glimpse into the future which is not very bright. The colonization will keep its profitable path from which only the colonizers will be able to benefit. Shaw seems to regard Ireland as the country which cannot be easily liberated, even when the freedom is within reach. He depicts the Irish as being divided into two opposite poles: one, which is too realistic, and the other which is too imaginative and dreaming. The realists are easily deceived by the colonizers, while the visionaries are not. But being considered as the madmen, the voice of the visionaries is rarely heard. Shaw does not seem to offer the reversal which would be welcome. With such a situation, Ireland continues to be the backward place where the land and the people do not constitute a unique whole. 4. JAMES JOYCE AND IRELAND George Bernard Shaw briefly visited Ireland in 1905, after being in exile for twenty nine years. Three years earlier, James Joyce left Ireland, and began his life of self-imposed exile. Unlike Shaw and Wilde, Joyce did not choose England, but continental Europe for his life as an exile. Joyce Lipar / Journal for Literature, Language, Art and Culture / Year XVIII / Volume 62
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first went to Paris, the contemporary center of avant-garde in literature. He moved to Paris because, allegedly, he wanted to enroll in a medical school, but the real motive was “to escape what he regarded as the intellectual and artistic claustrophobia that inhibited creative efforts in Ireland” (Fargnoli, Gillespie 2006: 6). But his exile was soon interrupted because he had to return to Dublin because his life in Paris was characterized by poverty. Nevertheless, he soon returned to Paris, but again he had to go back to Ireland because his mother was dying. After his mother’s death, he stayed in Ireland for a while, writing, but also reflecting on new ideas. In 1904 Joyce met Nora Barnacle. The meeting marked the start of a lifelong romance. In October of the same year, the enthusiastic couple eloped from Ireland permanently. A new dwelling they found in Trieste, a small but pleasant town on the Italian Adriatic coast. The last time Joyce visited his homeland was in 1912. Although Joyce left Ireland because he felt it to be a hindrance for a young writer, Ireland never left him. He desperately tried to free himself from its influence, and in doing that, to achieve “artistic independence” (Deane 2004: 28). He fully achieved the artistic independence by his virtuosic and experimental representation of the plot and characters, especially in Ulysses and Finnegan’s Wake. But gaining independence from Ireland was not an easy task, at least in terms of imagination. It seems that his impaired sight was continually directed on his homeland, and it became a predominant concern of his works. All of his works are set in Ireland. His knowledge of Dublin was, according to Joyce himself, such that “if Dublin were destroyed, the city could be reconstructed from his books” (Ellmann 1986: 56). This statement clearly shows that Joyce possessed the exquisite knowledge of his native town, although he left it at the age of twenty two. On the other hand, the reception of his works in Ireland itself was not favorable. Many were not even familiar with Joyce and his opus. Others, who did read his writings, attacked him. (Orr 2008: 3). Such unfavorable treatment of Joyce and his work may be the consequence of his own depiction of Ireland and the repressive atmosphere it created. He considered Ireland to be “small, backward, parochial, narrow, mean” (Gibson 2006: 15). His established vision was unlikely to change, simply because he did not want to change it, even when the conditions between him and Ireland were possible to amend. Just like the Irish question which the Irish tended to change and restore Joyce also “felt the need for maintaining his intimacy with his country by continually renewing the quarrel with her which was now prompting him to leave for the first time” (Ellmann 1982: 109). All of this testifies that reading of Joyce as an Irish writer is highly puzzling. During the 1890s, Ireland’s literary scene saw the emergence of two movements: the Irish Literary Revival and the Gaelic Revival. The former was led by the writers such as W. B. Yeats, Lady Gregory and John Synge. The members of this movement strived to connect the Ireland of the present with the Ireland of the past. In that way, they wanted to generate a 30
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nationalistic literature which would “revive” itself through the contact with the ancient Irish tradition. Their main intention was to turn “nationalist political energies into cultural channels” (Deane 2004: 35), from which would consequently emerge a new, revitalized society. But Joyce was of a different opinion. He believed that resuscitated, old traditions could not be used “either to help aspiring artists or to pacify the masses” (Nolan 2002: 23). For that reason, and for believing that art and politics should not be mingled, he rejected the cultural nationalism of the Irish Literary Revival (Ibid). While still in Ireland, Joyce wrote an article titled “The Day of Rabblement” in which he strongly criticized the movement, and with it, the Irish Literary Theatre on whose stage were performed the plays which evoked the movement’s main credo. Joyce wrote this pamphlet in 1901, but could not get it published, so Joyce took his money and paid for the publication. The article begins with Joyce’s belief that an artist needs to be alone in order to properly express himself: “No man, said the Nolan, can be a lover of the true or the good unless he abhors the multitude; and the artist, though he may employ the crowd, is very careful to isolate himself” (Joyce 2000: 50). But the Irish Literary Theatre, which he condemns as succumbing to nationalism and provincialism, cannot prosper because it surrendered “to the trolls” (52) and it “must now be considered the property of the rabblement of the most belated race in Europe” (50). Joyce also had to say a few words on Yeats’s behalf. He praised Yeats’s collection of poetry Wind among the Reeds and his story The Adoration of the Magi, but he also criticized “Mr Yeats’s treacherous instinct of adaptability” which “must be blamed for his recent association with a platform from which even self-respect should have urged him to refrain” (51). In his article “Yeats, Joyce and the Matter of Ireland”, Thomas Flanagan contends that Joyce’s attack is centered on this “instinct of adaptability” which Yeats embodied but also that “at the buried heart of that center is his half-uncomprehending detestation of Yeats’s involvement with peasant and primitive Ireland” (1975: 59). From this pamphlet, we can discern that Joyce was the supporter of the notion that true art needed to be isolated from the past, that it had to find its own voice, whose independence now depended, on the one hand, on the artist’s, in this case the Irish, break up with the past, and with his isolation from the multitude, on the other. Neither requirement, it seems, did the revivalists meet. But their worship of the Irish past, which Joyce challenged, brings to mind the concept of the literary tradition formulated by another exile, this time the American one, T. S. Eliot. In his famous essay “Tradition and the Individual Talent” Eliot says the following: “No poet, no artist of any art, has his complete meaning alone. His significance, his appreciation is the appreciation of his relation to the dead poets and artists. You cannot value him alone; you must set him, for contrast and comparison, among the dead. I mean this is a principle of aesthetic, not merely historical, criticism” (2011: 85). Thus, in Eliot’s view, the artist canLipar / Journal for Literature, Language, Art and Culture / Year XVIII / Volume 62
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not isolate himself from the history, because those who wrote before him inevitably defined his art and the art of all contemporary writers, and they will also influence the posterity that will write after them. The Irish revivalists, including Yeats, seemed to propose exactly that. Not only did they acknowledge and accept the impact of the old Irish culture per se, but, as Belanger said, they also “in their writings harked back to an ancient, pagan, Celtic pre-colonial past in which Ireland had not yet been marked by the class and sectarian divisions that characterized it in the late nineteenth century” (Joyce 1992: xxii). But Joyce was of a different opinion. For him “the return to the natural was to be achieved, not by a romanticizing of rural and peasant life, or of the idea of the Celt and his lost language, but by an unflinching realism which, like that of Ibsen, stripped the mask from the pharisaic middle-class society of urban Europe and exposed its spiritual hypocrisy and impoverishment” (Deane 2004: 35). So, Joyce wanted to create an Ireland which would face the reality as it was, and not as it should have been. Joyce’s view on Ireland, its history, culture and its connections with the rest of the world are further expounded in a lecture Joyce gave in Italian in Trieste in 1907, whose title in English is “Ireland, Island of Saints and Sages”. In this lecture, Joyce was mainly concerned with the relationship between Ireland and England, which places Joyce within the group of colonial commentators. According to Joyce, the English put into practice the idea of divide et impera in Ireland. In other words, England “inflamed the factions and took possession of the wealth” (2000: 119). In that way, England could rule Ireland without running the risk that different groups would unite and overthrow the colonizers. The English colonizers then destroyed the economy of Ireland, suppressed its religion, and they now could “laugh at the Irish for being Catholic, poor and ignorant” (Ibid). But in spite of this harsh treatment, the Irish somehow managed to recuperate, first and foremost in terms of religion. They fought against the British tyranny and managed to gain freedom for the Catholics who were harshly treated under the Penal Laws. But “what has Ireland gained” asked Joyce “by its fidelity to the papal crown and its infidelity to the British one?” He immediately answered that “[i]t has gained a lot, but not for itself” (122). To justify his view, he enumerated several Irish authors who wrote in English and basically forgot their homeland. Thus, the writers whom Ireland bred made their contribution in the language of the oppressor, and wrote their works with the English audience in mind. But then again, Joyce was optimistic in this respect by defending his fellow Irish writers, and by repudiating the “idea that the Irish actually are the incapable and unbalanced cretins we read about in the leading articles in the Standard and the Morning Post.” (123). To contradict this attitude, he mentioned the writers Oscar Wilde and George Bernard Shaw. Joyce was unsympathetic to the cultural and intellectual atmosphere of Ireland in the lecture. He maintained that Ireland, by its constant trou32
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bles, negotiations and foreign domination did not permit “the individual to develop” (123). Therefore, he essentially advised the Irishman to flee the tormented country. In that way, it seems that Joyce instructed his countrymen to follow his example and to embrace exile in order to be able to construct their own identity and independent thought. But at the end of the lecture, Joyce, as if he addressed those who wanted to stay, proclaimed that “[i]t is high time Ireland finished once and for all with failures” and that resurgence was a kind of prerequisite which would prevent Ireland from falling into oblivion (125-126). In his critical works, Joyce was able to find his voice concerning Ireland and its citizens. Also, his fictitious works, for which he is best remembered today, are not in deficiency of Irish sensibility and awareness. Not only did Joyce experiment with styles and narrative techniques in his novels, but he also succeeded in shaping his work with the Irish contours. To see in which manner he did that, we will take a closer look at his two early works, Dubliners and A Portrait of the Artist as a Young Man. Joyce was in a way obsessed with Dublin, so much, that the plot of virtually all his works is placed on its streets. He wished to unveil Dublin and portray its character and mood. In 1905 he wrote to Grant Richards: “I do not think that any writer has yet presented Dublin to the world. It has been a capital of Europe for thousands of years, it is supposed to be the second city of the British Empire and it is nearly three times as big as Venice. Moreover, on account of many circumstances which I cannot detail here, the expression “Dubliner” seems to me to have some meaning and I doubt whether the same can be said for such words as “Londoner” and “Parisian” both of which have been used by writers as titles.” (Ellmann 1982: 208)



Therefore, as a beginning of his journey, with Dublin as a fellow traveller, he wrote Dubliners, the name he had obviously intended to give to his first published work. Although Joyce wrote the stories of which Dubliners are composed between 1904 and 1907, they were not published until 1914 because the publisher found some of the stories indecent and thus refused to publish them at first. The final version of the collection consists of fifteen stories which were arranged under different thematic sections, that is, childhood, adolescence, maturity, and public life. The final story, “The Dead”, is an exception which “recapitulates and synthesizes themes and motifs from these original four categories but functions more as an epilogue” (Bulson 2006: 35). Joyce wrote Dubliners with a clear purpose which he formed in his mind: “My intention was to write a chapter in the moral history of my country and I chose Dublin for the scene because that city seemed to me the center of paralysis” (Parrinder 1984: 41). And, indeed, from the very beginning, the stories are permeated with different kinds of paralysis. In the opening story, which Joyce entitled “The Sister”, an old priest is physically paralyzed; he is in the state from which he cannot recuperate. Joyce’s Lipar / Journal for Literature, Language, Art and Culture / Year XVIII / Volume 62
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first sentence of the story, and of the whole collection, is indicative of such a situation: ‘There was no hope for him this time: it was the third stroke” (Joyce 1993: 1). Bulson links the phrase “no hope” with Dante’s Inferno and the inscription at the entrance of Hell: “Abandon every hope, ye who enter here” (2006: 36). If we take that Joyce’s first story sets the tone for all the others, then it can be argued that the whole Ireland is stuck in place, literally and metaphorically, and that it cannot move from the present state. It seems to be a hopeless country which traps everyone who enters it, or who wishes to leave it. Therefore, Eveline, in the eponymous story, cannot leave Ireland and move with her boyfriend to Buenos Aires. Her life in Dublin is miserable and hard. But when she is about to leave, she finds it impossible: “No! No! No! It was impossible. Her hands clutched the iron in frenzy. Amid the seas she sent a cry of anguish!” (26). The pull of the Irish soil is irresistible, and what remains is suffering and sorrow. She is apparently ready to bear the burden of her own life in Ireland. In the same vein, the protagonist of “A Little Cloud”, Little Chandler, is ready to leave Dublin and go to England in pursuit of a poetic career. “There was no doubt about it: if you wanted to succeed you had to go away. You could do nothing in Dublin” (51). Again, here, we encounter Joyce’s assessment of Ireland’s ineffectuality in terms of success and progress. Little Chandler is not able to gain the same fame as his friend Gallaher has done in London because he cannot leave Ireland. Although Gallaher, who did leave Ireland, seems to be satisfied, “he returns to Dublin as jaded as ever” (Bulson 2006: 33). Therefore, the melancholy, which Ireland apparently instills in a young man, cannot be easily alleviated. It remains within one’s soul no matter where he goes and what he does. Joyce was also interested in the practices of colonization in Dubliners. If we approach the stories from this point of view, then they depict “political, and cultural stasis of a colonized nation together with her struggles, often implicit and only dimly emergent, to contest and subvert imposed authority” (Simmons 2008: 13). We can observe different aspects of colonial practice in several stories. For instance, in “Araby”, at the end of the story, a young boy comes to a bazaar to buy a present for Mangan’s sister. A young lady from whom he wants to buy a present is English, which indicates that “the goods themselves are yet another way for England to profit from the chronically dissatisfied citizens of colonial Ireland” (Leonard 2004: 91). The commercialism of the Empire is relentless and pervasive on multiple levels. The boy came to the bazaar because of his love for Mangan’s sister, but realizing that he has no money, he exits with the feeling of “anguish and anger”. Thus, the colonizers not only came to earn from the oppressed, they impoverished them to the point of despair. The boy’s intentions are thwarted, and he is left spiritually poor, which may be even worse than the economic poverty. Another story which deals with the theme of English influence on Ireland, and which also touches upon new perspectives is “Ivy Day in the 34
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Committee Room”. This is also the most overt political story in the collection. It revolves around several campaign workers who try to solicit votes for Richard Tierney, a candidate for the local office. In the story, we encounter the conversations which are centered on Ireland and its relationship with England. The story occurs before the visit of King Edward VII to Ireland. The three men, whom we encounter early in the story, are talking about that. “What do we want kowtowing to a foreign king?”7 (Joyce 1993: 87) asks Hynes, one of the men. As if answering to his question, Henchy, another campaign worker, says that “[w]hat we want in this country…is capital. The King’s coming here will mean an influx of money into this country. The citizens of Dublin will benefit by it”8 (94). The opinions are certainly mixed regarding English monarch’s place in the Irish affairs. The Irish are divided, just as the English wanted them to be. Furthermore, these disagreements, on the microcosmic level of this story, can be seen as a parable of the larger-scale discord between the different factions in Ireland during that time. On the other hand, their disregard for the coming of the king may stem from previous experiences. In the lecture which we examined above, Joyce recalls the day when Queen Victoria visited Ireland. He states that her visit “was certainly politically motivated” (Joyce 2000: 117). Bearing this in mind, it is not surprising that they are skeptical about the King’s real intentions. But then on the stage arrives Parnell, Joyce’s lasting obsession. From the title itself, we could discern that the story will feature Parnell. On Ivy Day, on October 6, the Irish people commemorate the death of Parnell. Parnell had a very successful career as the leader of the Irish party in Westminster, but his career came to halt in 1890 when he was accused in court of being the lover of a married woman. Many Catholics abandoned him after that, and his party voted him out. But many others were still the supporters of this great man who only had Ireland’s welfare in mind. So, again, we confront division in the Irish society. In the story, the situation is not much different. Lyons, another character, links Edward VII and Parnell, stating that both of them are and were unfit to lead Ireland. This connection is rather an unfortunate one because Lyons seems to juxtapose the colonizers with the colonized, the repressors of with the fighters for the freedom, the real with the “uncrowned” king. But Parnell does not lack for defenders, and the defense finds its outcome in Hynes’s recitation of the poem he wrote, and which he named “The Death of Parnell”. In this way, Joyce commemorates the death of Parnell, the leader who fought for Ireland’s independence and freedom. We have chosen here several stories to show how Joyce’s early work explores Ireland and the Irish. Dubliners can be seen as Joyce’s attempt to 7 For example, Irish nationalists were against Edward’s sovereignty over Ireland. Also, Dublin Corporation disagreed on giving him the formal welcome. 8 Edmund Curtis in his A History of Ireland noted that “Edward VII was popularly believed to be ‘a friend of Ireland’” (2005: 338). Lipar / Journal for Literature, Language, Art and Culture / Year XVIII / Volume 62
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find his voice and writing style. Although some stories seem to be incomplete and “to explain so little” (Leonard 2004: 87), they are a touchstone for the writer whose subsequent works are still examined by critics and scholars from all over the world. From the realistic and naturalistic Dubliners, we now move to the more experimental and complex A Portrait of the Artist as a Young Man9. Joyce’s masterpiece began its successful life as a much longer novel which was named Stephen Hero. In 1907, he began rewriting Stephen Hero into what would finally be A Portrait. But in 1911, vexed by the difficulties with getting Dubliners published, he threw the manuscript into the fire. Fortunately, there was his sister Eileen who rescued it from the blaze. The following morning, Joyce went and bought her the presents saying, “There are pages here I could never have re-written” (Ellmann 1982: 314). As with Dubliners, Joyce had a problem with publishing A Portrait. In the beginning, the work was published in installments, in a new London review, the Egoist, which was arranged by Ezra Pound. Although Pound was not delighted with Dubliners, he found A Portrait to be of “indubitable value” (392). That surely was the reason why Pound gratefully accepted to serialize the book in the magazine “of which he was effectively literary editor” (Gibson 2006: 96). After its serialization, the novel was published in its complete version in 1916, by the American publisher B. W. Huebsch. A Portrait is essentially “a move away from the more descriptive style of Dubliners and toward a psychological impressionism…” (Bulson 2006: 49). It is an example of the two types of novels: Bildungsroman and Künstlerroman. The former examines the protagonist’s education, while the latter deals with the protagonist’s development of artistic sensibility. Moreover, the novel can be seen as autobiographical, but there were critics who were opposed to this view. For instance, Fargnoli and Gillespie said that “it would be a serious mistake” to attach such an interpretation to Joyce’s work. (2006: 5). Nevertheless, our task will not be to prove that this is a right or wrong assessment. Rather than that, we will explore the manner in which Joyce describes Ireland and how it influences the development of the main protagonist, Stephen Dedalus. In A Portrait, we follow his life from his early years until he is about the age of twenty. Throughout the novel, Stephen’s mind fluctuates between two opposing sides. He can either choose a virtuous religious life or a freedom-oriented artistic one. Therefore, it comes as no surprise that Joyce named his hero Stephen Dedalus. Stephen is the name of the first Christian martyr, while Dedalus is a slightly changed name of the mythical artificer Daedalus. He was the designer of the labyrinth for King Minos of Crete. The labyrinth served as a prison for the Minotaur. But Daedalus and his son Icarus were themselves imprisoned in the labyrinth by King Minos. By using his ingenious skill as an artist, Daedalus made the wax wings which helped them escape. But Icarus flew too near the sun. The heat of 9 In the further text A Portrait of the Artist as a Young Man will be referred to as A Portrait.
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the sun melted the wax which held the wings together and he plunged into the sea. Therefore, Stephen’s name is one more indicator of his divided personality which he arduously tries to reconcile. His final choice is greatly determined by the influence Ireland exerts over him. As a still very young child, Stephen is passively enmeshed into a political dispute which dominates the famous Christmas-dinner scene. After having rough time in Clongowes Wood College, the boarding school Joyce himself attended, young Stephen is finally at home for the holiday. Instead of being the occasion for merriment and forgiveness, the Christmas dinner turns into a bitter clash between Simon Dedalus, Stephen’s father, and Mr. Casey on the one side, and Dante Riordan on the other. It is in fact the argument between the Irish nationalists and Catholics over the fate that befell Charles Stewart Parnell. With the fall of Parnell, the financial resources of Dedalus family decreased, just as it happened to Joyce’s father. Aggravated by the present conditions of Ireland, Simon Dedalus and Mr. Casey put the blame on Catholics for Parnell’s downfall and death, even though they are Catholics themselves. ” When he was down they turned on him to betray him and rend him like rats in a sewer” (Joyce 1992: 24), says Simon. With this statement he puts Parnell in front of the Church because for him, and for Mr. Casey, being a Parnellite means “an unbroken connection with a rebellious Irish spirit in defiance of every opposing influence” (Spinks 2009: 84). The key word is betrayal. At the end of his essay “The Shade of Parnell”, Joyce asserted the following: “They did not throw him to the English wolves: they tore him apart themselves” (Joyce 2000: 196). These words bear a remarkable similarity to Simon’s argument cited above. In the case of Parnell, it were the Irish, at least those who were against him after the divorce case, who betrayed him, and with him, they betrayed his struggle for Home Rule which was Parnell’s main political goal. This implies that Ireland is able to destroy itself without the outer influence. Dante, however, is ready to defend the Catholic Church. She calls Parnell a traitor and affirms the “priests were always the true friends of Ireland” (Joyce 1992: 27). The whole scene escalates with Mr Casey screaming “No God for Ireland!...Away with God! (28). Stephen, who is sitting by the table, is shocked to hear this conversation, and he remains “wondering which if any of the Irish institutions invoked by both sides during the bitter confrontation—family, church, and nationalist movement—can be trusted” (Fargnoli, Gillespie 2006: 138). Due to the financial difficulties of his family, Stephen leaves Clongowes, and the entire family moves to the suburb of Dublin. Stephen’s parents somehow manage to enroll him at Belvedere College, which is a Jesuit school. Thus, Stephen is able to continue his Christian education. But, as Joyce wrote, “Dublin was a new and complex sensation” (Joyce 1992: 49). For Stephen, the city of Dublin has an alluring effect, and he begins to stroll over the town, exploring its intricacies. At the same time, Lipar / Journal for Literature, Language, Art and Culture / Year XVIII / Volume 62
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he begins to sense the germs of alienation developing in his mind. He hears the voices which advise him to pursue, among other things, the path for the national revival. Those voices “had bidden him be true to his country and help to raise up her language and tradition” (63). But Stephen “gave them ear only for a time but he was happy only when he was far from them, beyond their call, alone or in the company of phantasmal comrades” (Ibid). Joyce here refers to the principles of the Gaelic League, whose aim was to breathe life into Irish language and culture, and to teach those to the children, who mainly learned the English language. It also aimed at popularizing Irish sports and music. Stephen, however, distances himself from such aspirations. The national revival is not his point of interest because “it asks him to belong to the group” (Bulson 2006: 55). Like Joyce, Stephen also propounds that the artist needs solitude. This is his first step towards the artistic call, which urges him to become independent from any national characterization and association, which, conversely, threaten to suppress the artistic gift. Drunken by the city and his emerging sexual desires, Stephen begins to visit morally loose women whom he cannot resist. He sinks deeper and deeper into sin, estranging himself from the Christian doctrines which have been instilled into his soul from the beginning of his education. But the third chapter brings reversal. After hearing the rector’s preaching about the horrors of Hell, which wait everyone who embraces the sinful life, Stephen becomes conscious of how the eternal damnation is also waiting for him if he continues with his way of life. He repents, and is resolute to accept the virtuous life religion offers. He even ponders on the possibility of joining the Jesuit order, when the director of Belvedere offers him that position. But not for long. Walking along the beach, Stephen sees a young girl “who seemed like one whom magic had changed into the likeness of a strange and beautiful seabird” (Joyce 1992: 131). He is fascinated by her beauty which propels him to abandon his prospective life as a Catholic priest, and to embrace the beauties of the artistic life. In the final, fifth chapter of A Portrait, Stephen is able to completely articulate his voice. Liberated, he can now dedicate himself to intellectual and artistic development. His religious ardor wanes, but he also becomes even more distrustful than he has been about the principles of the movements for the national revival. His way of thinking is in discord with the beliefs of his friend Davin, who is an Irish nationalist. To show the difference between the two of them, Joyce designates Davin as a worshipper of “the sorrowful legend of Ireland” and whose mind has been “shaped…by the broken lights of Irish myth” (139). Stephen cannot make himself adopt the philosophy of nationalism and the art it produces, which seems to be Davin’s main credo, because “it subordinates the imagination to a general and impersonal idea” (Spinks 2009: 90). As far as language revival is concerned, he later tells Davin that the Irish “threw off their language and took another... They allowed a handful 38



Липар / Часопис за књижевност, језик, уметност и културу / Година XVIII / Број 62



IRISH EXILES AND THEIR VISION OF THE IRISH NATION: WILDE, SHAW, AND JOYCE



of foreigners to subject them. Do you fancy I am going to pay in my own life and person debts they made? What for?” (Joyce 1992: 156) But this statement alone does not show a full picture concerning Stephen’s attitude to the English colonial practice of imposing their language on the colonized nations. Earlier in the novel, Stephen is talking to the dean of Belvedere, who is an English convert into Catholicism. During the conversation, the dean says that he never heard the word “tundish” and he believes that it is the Irish word. Bulson interprets this misunderstanding as Stephen’s “symbolic victory for the colonized Irishman over the colonizing English speaker” (2006: 55). Stephen, however, feels that the Irish and the English language will never be the same to him: The language in which we are speaking is his before it is mine. How different are the words home, Christ, ale, master, on his lips and on mine! I cannot speak or write these words without unrest of spirit. His language, so familiar and so foreign, will always be for me an acquired speech. I have not made or accepted its words. My voice holds them at bay. My soul frets in the shadow of his language (Joyce 1992: 146).



Although Stephen is reluctant to support the national struggles for resuscitation of the Irish language, he considers the English language as utterly remote from his conception of the native tongue. It also implies that, on the higher level, the English and the Irish will always be at misunderstanding, not only about particular words, but also about more sophisticated notions of nation, race and religion. In the concluding pages of the novel, Stephen’s rebellion is pronounced in several conversations which he leads with his friends. The crucial one is with Davin, who urges Stephen to “be one of [them]” (156) and join the Irish nationalist movement. But Stephen, who wants to elevate himself from any political or national commitment, retorts:



“No honourable and sincere man…has given up to you his life and his youth



and his affections from the days of Tone to those of Parnell, but you sold him to the enemy or failed him in need or reviled him and left him for another. And you invite me to be one of you. I’d see you damned first” (156-157)



Once more, we are in a position to observe “Joyce’s obsession with betrayal” as Deane called it (2004: 29). These words echo those of Simon Dedalus from the first chapter and from Joyce’s article. For Stephen, Ireland’s betrayal of its great leader and patriot is one more reason which gradually solidifies his stand that he has to flee from Ireland, whom he famously designates as “the old sow that eats her farrow” (Joyce 1992: 157). By employing a Daedalian imagery, he says that “[w]hen the soul of a man is born in this country there are nets flung at it to hold it back from flight. You talk to me of nationality, language, religion. I shall try to fly by those nets” (Ibid). Stephen, however, does not want to be entangled in the web Lipar / Journal for Literature, Language, Art and Culture / Year XVIII / Volume 62
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which Ireland knits around every man and he, before the novel takes the form of Stephen’s diary, proclaims his non serviam attitude: I will not serve that in which I no longer believe, whether it call itself my home, my fatherland, or my church: and I will try to express myself in some mode of life or art as freely as I can and as wholly as I can, using for my defence the only arms I allow myself to use— silence, exile, and cunning (191)



Like Daedalus he will fly from the labyrinthine-like character of Ireland which does not allow him to artistically and freely express himself. Like his creator, Stephen chooses the life of self-imposed exile, but at the very end he vows that he will “forge in the smithy of my soul the uncreated conscience of my race” (196). He will not forget his land from which he has to depart. Instead he will take the rough and unrefined Irish essence and construct it in the way that may bring “Ireland to Europe, the world, and the universe beyond” (Bulson 2006: 63). Joyce’s attitude towards Ireland was, for the most part, negative. By examining his works, we could see how he expressed his unsympathetic view. In his works he represented Ireland as both oppressing and oppressed. He regarded Ireland as repressive in terms of the artistic freedom and independence. For him, Ireland was a place stuck in the past. The artist and the leaders of the national movements strived to drag the heroic, Irish past into the present. Joyce saw that as an ineffectual endeavor from which the Irish intelligentsia could not flourish. Therefore, Joyce did not want to be the part of any movement, and that stance he transferred to his characters. But Ireland, as Joyce saw it, was also the oppressed land. The colonial practice exercised by England greatly affected the Irish, and Joyce was concerned with that part of Ireland’s history too. Even though Joyce left Ireland in search for the artistic freedom, he remained sensitive to its colonial situation. It can be argued that Joyce wanted the Ireland of the future where the life was possible and thought was free. In such a land the artists like Joyce would be able to create their masterpieces. 5. CONCLUSION One subject, three exiles, three viewpoints. Each one of them presented in their works how they saw Ireland, the land which produced them and which haunted them throughout their lives. Although they left Ireland when they were young, they found it irresistible to honor their homeland in their artistic creations. Having in mind their literary careers, we could expect in which genre and field they would convey their massages. Wilde and Shaw were the masters of dramatic art, so they found it expedient to express themselves by writing dramas. Joyce, however, was the virtuoso in writing novels, and he chose them as the main tool of representation. 40
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Of all three of them, Oscar Wilde seems to be the least explicit in his writings about Ireland. He was a great dandy and social entertainer, and as such, he wrote works which were in accordance with this self-created image. But behind his pose, which he created in order to subvert the established Victorian norms, lay a hidden Celtic sensibility. Wilde, however, did not choose to express his stance openly, especially because his works were mostly performed on the English stage. Instead, he chose to implicitly state his attitudes, as was the case with The Importance of Being Earnest. In that way, he could mock the Victorians, but also criticize their treatment of the Irish without any risk. From the Irish point of view, it can be argued that he succeeded, because many overlooked that the play contains distinctive Irish overtones. Unlike Wilde, Shaw and Joyce were freer to express how they felt about their fatherland. Shaw even wrote a preface to John Bull’s Other Island in which he expounded his reasons for writing the play, but he also gave some insightful references about Ireland and its contemporary situation. The play itself is a retreat into an old Irish venue, as we have seen. In it, many situations unfold, which honestly deal with the Irish and their qualities. He did not try to conceal his viewpoints like Wilde did, partly because he was a different person, and partly because he possessed a different writing style. Joyce’s own personality and writing style were the complete opposite from his two fellow exiles. His novels remain unmatched in their experimentation and they are impenetrable for many present-day readers. Like Shaw, he quite openly expressed his stance regarding Ireland, especially in A Portrait. Joyce did not hesitate to condemn the country from which he fled in order to be able to nurture his artistic skills. Although the works which we examined differ in their straightforwardness, all of them are interested in the recent, or relatively recent, political events that had happened in Ireland. Thus, in The Importance of Being Earnest, Lady Bracknell’s remarks can be seen as referring to the Irish question, which was prone to the constant change. Also, her indifference to the invalid Bunbury reveals the attitude of England during the Great Famine which unexpectedly struck Ireland in 1845. Wilde was also careful enough to imbed into his work the issue of Irish Home Rule and the English antagonism to it. Furthermore, he showed us how the rebellious side of the Irish can intimidate the English by introducing the context of Dynamite War. Likewise, in Shaw’s play we have seen how Wyndham’s Act affected the newly formed Irish quasi-aristocracy. Joyce was also interested in political affairs, namely, in Parnell and his unfortunate fall from grace which was, in his view, the consequence of the betrayal of the Irish. All of this confirms that the three exiles were not indifferent to the political situation that had been happening in Ireland, and they included them into their works, each one in their own manner and with different understanding of the causes and consequences which they brought about. Lipar / Journal for Literature, Language, Art and Culture / Year XVIII / Volume 62
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The constant theme which runs through these works is that of colonialism, which is closely linked with the aforementioned political events. Before they embraced the life of exile, Wilde, Shaw, and Joyce lived in the colonized Ireland and thus, they felt an urge to focus their attention to such matters. Each of them explored colonialism from different aspects. Wilde’s works were based on the Victorian need to create the opposites. The Irish were appropriate for that and the English attributed to them various defective characteristics. This was done by the colonizers with the purpose of emphasizing their own good qualities. In other words, the Irish served as a foil for the English. He ingeniously managed to criticize and ridicule this feature of colonialism in The Importance of Being Earnest. In it, Wilde also showed the attitude of the English, embodied in Lady Bracknell, towards the oppressed Irish people, but also how the characteristic Irish Other can become unruly and reverse roles, virtually in an instant. Shaw’s John Bull Other Island also bears the traits of colonialism. In the play it is the Englishman Tom Broadbent who is the colonizing agent and who, with his cunning, manages to conquer the town of Roscullen. Shaw demonstrated how commercialism, which is a part of colonialism, overthrows the imaginative quality of individuals, epitomized in Father Keegan. Those Irish who are only interested in worldly matters are ready to welcome the colonizer who, on the other hand, is only a glib impostor. This, furthermore, shows how ineffective and powerless the Irish were in the presence of the colonial system. In Joyce’s A Portrait we were able to see how young Stephen reacts when he talks with the dean. He treats colonialism in reference to language. His comments are focused on how the colonizers imposed their language on the Irish. In that way, the Irish language was essentially eliminated and was only spoken in the western parts. Therefore, one of the essential devices which defines the nation was destroyed. But the movements, which emerged, were striving to change the situation, which the novel also encompasses. With this final exploration of some of the similarities and differences, we have come to the end of our journey. By studying these three great writers, we have embarked on the journey during which we learned how they envisaged Ireland. To do that, they wrote magnificent pieces of literature in which they memorialized their native country. Although they left it for various reasons, they never forgot it. Being in exile did not prevent them to look back and remember what it felt to be an Irishman. And being an Irishman for Wilde, Shaw, and Joyce meant something, something that induced them to write and leave to posterity their own, yet unique, visions of Ireland. Bibliography Adelman, Pearce 2005: P. Adelman, R. Pearce, Great Britain and the Irish Question 1798-1921, London: Hodder Education.
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