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Introduction

Irene Gilsenan Nordin, Dalarna University

This special issue dflordic Journal of English Studies devoted to the
research in Irish Studies being carried out in Stwvia by a group of
scholars based in Denmark, Norway and Sweden, #sawescholars
associated—in one way or another—with Scandinaldanmark is
represented by the University of Aalborg; Norway,dgholars affiliated
to the Universities of Agder, the Artic Universibf Norway, Bergen,
and Stavanger; and Sweden is represented by sshfilam the
universities of Dalarna, Go6teborg, Stockholm, Stiter and Umea.
Included also in this special issue is the workved former students,
who completed their Masters’ degree in Irish litera at DUCIS
(Dalarna University Centre for Irish Studies), Sexed-from Norway
and China respectively. The collection also comstan article by Dara
Waldron, Limerick Institute of Technology, Irelandyho recently
presented his research at the Higher Seminar iarbal Contributions
by the Irish poet, Mary O’Donnell, who participatedthe Nordic Irish
Studies Network (NISN) conference, hosted by DU@ISDecember
2012, are also included.

The research presented in what follows focusesoetfry the novel,
drama, film, folkmusic and politics, with a wide nety of topics
addressed, including Darwinism, the lIrish Literd&gvival, space and
place, landscape, mother-son relationship, postadladentity, cultural
memory, trauma, hunger strikes, phenomenology, podtic and
political discourse. The collection begins with @ntiibution by Heidi
Hansson, entitled “Kinship: People and Nature inilfEnhawless’s
Poetry,” which re-contextualises the poetry of theh writer, Emily
Lawless (1845-1913), against the framework of meseth century
natural history, Darwinism and early ecological agde Hansson
demonstrates the influence of Darwinism in Lawlegsoetry and her
acknowledgement of the interaction between the humuad natural
world. The article explores Lawless’s recurrenttieeof concern for the
environment, and suggests that the dystopian aessewhich Lawless
expresses is often counterbalanced by images afenals a source of
restorative healing and power.

Gilsenan Nordin, Irene. 2014. “IntroductiomNbrdic Journal of English
Studiesl3(2):1-5.
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The poetry of Yeats is the focus of Charles | Anmsg’'s article,
“The ‘intimate enemies’: Edward Dowden, W. B. Yeasd the
Formation of Character.” The article traces theimate dialogue
between Yeats and Dowden regarding the writingsGebrge Eliot,
Shakespeare and Goethe. Armstrong argues that Yeattose to
Dowden on a number of issues, and frames his fysdby a discussion
of Yeats's indebtedness to Victorian culture andail Irene Gilsenan
Nordin’s article, “Space and Place in the PoetryWof B. Yeats and
Patrick Kavanagh,” explores the interrelated thewfespace and place
in the poetry of Yeats and Kavanagh, focusing @nitlea of place as a
creative force in relation to the act of writinghél article examines the
different ways these two poets respond to theisay place of writing,
where place is understood as a site in which itemsi located and
defined, and as an imaginative space that mapdatiiscapes of the
mind.

The idea of the poet as “rythmanalyst” is the topi@amined by
Anne Karhio in “All this debris of day-to-day expence’: The Poet as
Rhythmanalyst in the Works of Louis MacNeice, Dekékhon and Paul
Muldoon.” The article focuses on the poetic jousnak “journalistic
poetry” of these three contemporary poets, and @yspthe French
philosopher Henri Lefebvre’s concept of rhythmasayto discuss the
repetitive and changing nature of poetry in relatio experience. The
article that follows, “Second Time Round’: ReceNbrthern Irish
History in For All We Knowand Ciaran Carson’s Written Arts,” by
Ruben Moi and Annelise Brox Larsen, examines CassuwilectionFor
All We Know(2008) in the context of the representation ofthem Irish
history in the Troubles and asks “what” the podbigrrite about in times
of violence, as well as “why,” and “when.” The alti argues that Ciaran
Carson’s collection is a “historical document,” winigives an alternative
view of life in Belfast and Northern Ireland durititge Troubles.

The section which follows in the journal consistéhwee poems and
a short story, by the cross-genre writer of fictipoetry and short story,
Mary O’Donnell. The first poem, “Forest, Snow, aaift,” is what the
poet calls a “Sweden” poem, written as a resuliafvisit to Dalarna in
December 2012. O’'Donnell explains she began thenpoaexpectedly,
after she saw some atmospheric photo shots sh&akel from the train
on her way back from Falun, shots which had bettingion her desk in
Ireland all year, after her return. The second pd&daking” is a
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touching love poem, followed by the long poem, “Kish Lexicon,”
which, as O’Donnell explains, is an attempt “to toycapture something
about what | think of when 1 think of ‘Ireland’ @splace and culture.”
The poem is thus a personal account, and as O'Diacoinues, “it is
probably a little critical of what we are told ispgposed to be ‘Irish,” and
the Rebuke to Ideological Feminism may seem imigato some, but |
felt it was necessary.” Part of the poem breaks #titaight prose at that
point. The final contribution by O’Donnell, “Wolf bhth,” is a short
meditative piece, written as a result of the bigveialls that fell in
Ireland during the winter of 2011.

The contemporary Irish novel is addressed by twioles in the next
section. The first article by Britta Olinder is iled “The Northern
Athens or a City Of Horrors? Belfast as Presente8dime Irish Women
Writers.” This article investigates how the city Bélfast is depicted in
the work of Mary Beckett, Deirdre Madden, Anne Dednd Christina
Reid, and explores the urban spaces availableetdlifferent characters
in the chosen works, against the background ofgaegated city. The
article focuses on the idea of people living clgdelether and sharing
the same space and culture, while at the same liinmg in a space
marked by class divisions, gender inequality andipal disruption. The
second article in this section is by Tyler Post,otivhing Mothers: A
Psychoanalytic Reading of Parental RelationshipsCoim Téibin's
Mothers and Sonsand examined 6ibin’s negotiation with traditional
representations of the Irish mother, in his novehf 2006. Using the
Freudian concepts of mourning and melancholiaattiele demonstrates
how the maternal and filial relationships exploiadthe novel can be
understood as representations of repression, dasttemourning. Post
concludes that Téibin circumvents the traditionaragigm of Irish
notions of motherhood, and offers the reader arerrative
psychoanalytic representation of the relationstépveen mothers and
sons.

Contemporary Irish drama is the focus of the follgytwo articles.
Michelle Carroll's article, “The Indeterminacy ofddntity in Tom
Murphy's A Whistle in the Dark explores the idea of Irish identity
politics in the context of postcolonialism, in Miigs play. The analysis
is informed by Homi Bhabha's concepts of hybridagd mimicry in
relation to colonialism, and demonstrates the glaugf the main
characters in the play to define their Irish idigrnéind come to terms with
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their sense of alienation, in a hostile, indust@dventry. Charlotta
Palmstierna Einarsson’s article, “The Meaning of velment:

Phenomenological Descriptions of Experience in Bétk‘Heard in the
Dark I,” highlights the carefully described movemtg in Beckett's

work. In her exploration of the short story, “Heandthe Dark |,” she
argues that through the medium of the text, thelegeaxperiences
movement as if performed or choreographed. Thug siggests,
movement is kinesthetically meaningful and linkedo ta

phenomenological understanding of the text bringoggther experience
and knowledge.

The two articles which follow focus on contemporénigh film and
the theme of trauma. The first article by John llyrtdunger Passion
of the Militant,” examines the British-Irish histoal drama filmHunger
(2008), which dramatises events in the Maze Priis@elfast leading up
to the 1981 Irish Republican hunger strike. Thenfils directed by
British director Steve McQueen, and, in his analysynch considers the
artistic practice of McQueen, in light of the thiesr of Deleuze and
Guattari. He demonstrates how the film addressegr#lumatic events of
the hunger strike, using aesthetic techniquesghdieyond the clichés of
media coverage, to offer new ways of thinking aboonflict and how
resistance can be shown on screen. Dara Waldraotitdea “Pushing
Yourself into Existence’ Language, Trauma, FramimgPat Collins’s
Silence (2012),” examines the filnSilence—a mixture of fact and
fiction—by the Irish documentarist Collins, as #mficoncerned with
trauma and responses to trauma. The film expldregdurney of the
protagonist, Eoghan Mac Giolla Bhride, one of titr@’é screenwriters,
a sound recordist who treks his way across Iretarrévisit his home on
remote Tory Island, in the Donegal Gaeltacht, entening various
memories from his past as he travels. The artigfdoees the film’s
resistance to the desire to frame traumatic expegiedefined by an
ethical “silence,” which can be seen as an allegufryreland, in its
acceptance of the limitations of language.

The role of popular music in the construction ofmoounal
belonging and cultural memory in contemporary hdlds addressed by
Bent Sgrensen in his articlel.isten—Christy Moore’s Old and New,
Glocal Ireland.” The article focuses on the musidrizh folk singer,
songwriter and guitarist, Christy Moore, the fornemd singer and one
of the founding members of Planxty, a group founded 972, which
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quickly revolutionised and popularised Irish must@rensen examines
Moore’s albumListen(2009), as an example of “glocal Irish artefact and
cultural text” in its reference to personal, commiugnd national history,
while at the same time it reflects upon and crigpresent cultural
issues and events. The final article in the catbectSissel Rosland’s, “In
Search of the People: The Formation of Legitimaag &lentity in the
Debate on Internment in Northern Ireland,” examidiéferent concepts
of “the people,” constructed by various politicalogps in Northern
Ireland in the debate on political internment withérial, introduced by
the British Government in Northern Ireland in Augu®71. Rosland
argues that rather than reduce the escalationabénge, internment—
and its accompanying political discourse of exdpary concepts
relating to “the people™—instead increased tensams the gulf between
the various political groups in Northern Ireland.



Kinship: People and Nature in Emily Lawless’s Pgpetr
Heidi Hansson, Umea University

Abstract

In both her prose writing and her poetry the Insfiter Emily Lawless (1845-1913)
considers a number of environmental subjects, fnamthing and dredging for shellfish
and mollusks to gardening and the decline of tigh Iwoodland. A recurrent theme in
her poetry is the concern for threatened enviroriptart dystopian images are balanced
by portrayals of landscape as a source of spintisdom and healing. Lawless’s focus is
often on more insignificant examples of the natuvatld such as moths, crustaceans or
bog-cotton rather than more conventional representof natural beauty. Lawless was
a Darwinist, and several of her poems thematisanteeaction between the human and
the natural world, frequently reversing the powelationship between humans and
natural phenomena. A re-contextualisation of heetqyo within the framework of
nineteenth-century natural history, Darwinism aadyeecological thought brings to the
fore her exploration of the connections betweenneatself and national belonging.

Keywords: Emily Lawless, Irish literature, earlyamtieth-century poetry, nature poetry,
ecological thought

At the end of the nineteenth and the beginninghefttventieth century,
the Irish writer Emily Lawless (1845-1913) publish@ number of
poems on Irish subjects, many of them concerneld thé natural world.
The poems express an attitude to nature that ik Botentifically
informed and individually inflected, influenced lyltural as well as
scholarly ideals. In relation to contemporary aetthand political
movements, however, they appear quite old-fashioApgroaching the
natural world as real, she is out of step with fihede siécle aesthetes
who refer to nature almost exclusively in symbaéoms. By regarding
nature as a field of study, she differs from preddmist and Modernist
writers who primarily use aspects of nature as sapi®r for the inner
life of the mind. Insisting on Ireland as a natumabt only a cultural
entity, she implicitly criticises nationalist endears that build on
language, folklore and history but fail to atterw the realities of
landscape, vegetation and animal life. In its comceith nature as
nature, Lawless’s poetry represents a retreat frmdernity that may be
dismissed as reactionary.

Hansson, Heidi. 2014. “Kinship: People and Natur&inily Lawless’s
Poetry.”Nordic Journal of English Studids3(2):6-22.
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From a present-day eco-critical perspective, ondtter hand, the
rejection of symbolism in favour of representatiamighe natural world
as real seems remarkably progressive. In both tesepwriting and her
poetry Lawless considers a number of environmestdljects, from
mothing and dredging for shellfish and mollusksgardening and the
decline of the Irish woodland. Like many other pDstwin poets,
Lawless addresses the place of humans in the geivtre role of other
organisms and species in the system and the thealamplications of
Darwinism. Instead of meditating on picturesque spectacular
landscapes, she pays attention to insignificamtplike the bog-cotton
(Lawless 1902: 75-80), small creatures like “thdbling crew” of
rodents (Lawless 1902: 35) and moths (Lawless 1809t awless 1914:
37). In several poems she considers the interctionsdetween natural
and national history. Her use of Darwinian languagelerscores the
instability of an anthropocentric world order bytieating the idea of
evolution. In emphasising the strong bond betwesople and the land
she introduces an ecosystem’s model for humanitigse in the natural
world that anticipates the environmentalism of acimdater day. In
several of her poems, the central insight is thatitoundary between the
natural and the human world is only illusory.

Enumerating topics researched in ecocriticism, @heslotfelty
includes the question whether the values expraasggarticular text are
“consistent with ecological wisdom” (Glotfelty 1998ix). One of the
most common charges levelled against the thedhaisit might become
“alarmingly prescriptive” (Mahood 2008: 6) and thatmight justify
redrawing the boundaries of the literary canon lyuoe the grounds of
ecological soundness (Carroll 2001: 296). Such sfeaverstate the
problem, and it is equally likely that ecocriticistike other political
paradigms, simply becomes a new approach to alremudynised works.
In its unfashionable attention to nature as a maysieality, Emily
Lawless’s poetry can neither be regarded as anesgion of late
nineteenth-century Zeitgeist nor a ground-breakieg departure, and in
relation to dominant strands in Irish culture ingns an anomaly. A re-
contextualisation of her poetry within the framelwasf nineteenth-
century natural history, Darwinism and early ecataf thought can
however uncover how her poetic connections betwandscape, self
and national belonging problematise dichotomieshsas nature and
culture, and illuminates the history of Irish eaplmal poetry.
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In her introduction to the posthumous collectidbhe Inalienable
Heritage (1914), Edith Sichel describes Lawless’s sourcassyiration
as “the visible pagan Nature of the senses, andsdlaech into nature
which means science, and the search concerningréNatilich means
thought” (Sichel 1914: vi). The poems are formaiheven, especially in
the later collections, and their effect relies ba governing idea rather
than the poetic expression. Lawless was a Darwiaigd on one level
her nature poetry is the literary corollary of hsmientific interests.
Throughout the nineteenth century, the main purpbsature study was
to discover and describe as many botanical andogaall species as
possible in the attempt to understand the natuoalddy ordering it into
categories. Lawless took part in these activitigsdporting sightings of
moths and butterflies to entomological journals aalfecting plants for
the second edition of the flor@ybele Hibernica(Praeger 1903: 290;
Moore and More 1898: 193). She sent a Letter toBti¢or of Nature
with some observations of the jellyfish Medusa (less 1877: 227), and
Charles Darwin briefly corresponded with her regagda theory she
presented about plant fertilisation in the Burrémawless 1899: 605;
Romanes 1896: 58). Even so, there is a tensioerimbrk between the
value of taxonomical studies and what can be lesautnature, and the
value of a spiritual connection with the land arftbtvcan be learritom
nature. InA Garden Diary (1901) she suggests that the boundaries
between the two perspectives are disappearing atothiey no longer
“appear to us so absolutely impregnable as theg avere” (Lawless
1901: 177-78):

Given a mind that can feed on knowledge, withoubbgng surfeited by it; a mind

to which it has become so familiar that it has grdw be as it were organic; a mind
for which facts are no longer heavy, but light,tkat it can play with them, as an
athlete plays with his iron balls, and send theying aloft, like birds through the

air. Given such a mind, so fed by knowledge, scstitiied by nature, and it is not
easy to see limits to the realms of thought anddistovery, to the feats of
reconstruction, still more perhaps to the featseobnciliation, which may not, some
day or other, be open to it. (Lawless 1901: 178)

The differences between scholarly and aestheticoappes to the
natural world are further explored ithe Book of Gilly: Four Months
Out of a Life(1906), where the young boy Gilly is caught betwaés

tutor Mr Griggs who is engrossed in marine zoolagg his friend Phil
Acton who represents spirituality and sensitivitgjecting positivist
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science as limiting. Griggs is an “Avatar of the dam world, an
embodiment of the scientific spirit, newly alightegon one of the waste
places of a darkened and unregenerate Past” (Leavi@@6: 169), and
his main ambition is to collect information abouanne species for his
scholarly articles. Acton, in contrast, is “a bdreauty-lover” (Lawless
1906: 112), and cheating life “of some of its preses with him the first,
the most spontaneous of instincts” (Lawless 19080-81). In a
passionate outburst against conventional natureystécton cries:
“Rotten materialism! Rotten conceit! Rotten anythihat could make a
man suppose all earth, and sea, and sky were aldde summed up,
packed away and settled by a handful of trumpergpnéta!” (Lawless
1906: 254). Acton’s spiritual connection with n&us privileged in the
novel, but in her own writing, Lawless attemptseooncile Griggs-like
positivism with Actonesque sensibility. As a resushe frequently
transcends the boundaries of genre and style. t8idetetail and the
theory of evolution inform her poetry and fictiomhereas her scholarly
contributions are presented in an idiosyncratic mearthat establishes a
personal connection with the objects of study aodceals her actual
expertise (Hansson 2011: 65). Paradoxically, Lasidegprogressive
ecological views owe a great deal to her exclugiom conventional
scholarly networks. Ireland, in her view, is a matwand cultural entity
where established forms of categorisation and matiexplanations do
not apply. In an 1899 article she characterisestiN@lare as “an
interspace between land and water,” a landscapedtes not “strictly
belong either to the one or to the other” (Lawl#889: 604). The idea
recurs on a metaphorical level in her contentiat thish nature must be
approached on its own terms, not according to vedeiscientific
systems, and in her explorations of a Darwinian @hofl human identity
where the boundaries between the human and theahatwrld are
permeable.

Like many of her contemporaries, Lawless locateé trishness in
the West, but unlike the writers of the Irish Redjvshe was not
particularly interested in folklore. As a member e Anglo-Irish
aristocracy and a supporter of Unionist politicke svas skeptical of
cultural nationalism, and instead turned to Irisktune to establish a
framework for a national identity. Her first coltean of poems is the
privately printedAtlantic Rhymes and Rhythn@s898), republished as
With the Wild Geesa few years later (1902). While the original title
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draws attention to the nature poems, the later emphasises the
historical and political poems about Gaelic resiséato the Tudor
occupation and the Irish soldiers who left for ttmntinent after the
Treaty of Limerick 1691. Several of the pieces hesveconnect the
political and the natural, anticipating the ecaocailt expansion of “the
notion of ‘the world’ to include the entire ecosptie(Glotfelty 1996:
xix). With the Wild Geeswas followed byThe Point of View(1909),
privately printed and sold for the benefit of thalay Bay fishermen
and The Inalienable Heritagg1914). In these collections, Irishness
persistently takes the form of a personal relatigngith the land.

By the end of the nineteenth century, the attituofeRomanticism
had been largely supplanted by the ideals of Readisd Naturalism, and
Darwin’s theories made soulful expressions of @ationship between
people and nature complicated. In Ireland naturetrgowas however
often politically charged. Despite being ratheraghfionable, the nature
poem continued to fill an important role in discees of nationalism
where it was frequently framed by issues of civitportance that made
the natural world appear as a reflection of sa@alities. An alternative
model was to produce a nostalgic image of a napast free from social
concerns with the help of poetic contemplations lafidscape. In
Lawless’s poetry, nature is however neither pregkras a mirror of
society nor as civilization’s Other, but as theywéasis for the civic
nation. The indissoluble bond between people aeit #mvironment is
the central idea in several of the poems, as imr&CCoast,” where she
contemplates Ireland’s ability to inspire love ametoism regardless of
its failure to nurture its people:

See us, cold isle of our love!

Coldest, saddest of isles —

Cold as the hopes of our youth,

Cold as your own wan smiles.

Coldly your streams outpour,

Each apart on the height,

[.]

But the coldest, saddest, oh isle!

Are the homeless hearts of your sons. (Lawless :1901D)

The poem is set in 1720 and the speakers are mendbethe Irish
brigades in France. It is almost overloaded withatiee images, and
rather than celebrating the beauty of the West,léssvdraws a parallel
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between the melancholy homesickness of the soldisisthe desolation
of the land. When the poem was written, nostalgad become
understood as an emotional condition, but Lawlegaclaes to the
seventeenth-century explanation of homesicknesspdysical affliction
to which soldiers in foreign service were particlyasusceptible
(Starobinski and Kemp 1966: 84; Boym 2001: 3). Tgathological
definition had its foundation in the belief thatopée were conditioned
by their natural environments to the extent thasalving the symbiotic
bond could have fatal consequences. The concepliuis given an
ecocentric dimension in Lawless’s poem, since éhidty is figured as a
matter of rootedness, power is transferred to dnel.l The result is that
the traditional relationship between humanity aature is reversed.

The link between Ireland as a country of lack as$land Ireland as
a lost homeland is emphasised also in some lamgpplike “A Bog-
Filled Valley” where the poet herself appears taHsespeaker:

Sick little valley, meted out for sadness,

Bent thorn-trees sparsely above your brown floogks, ri
Brimming full your streams are, brimming full, yedlting
Little joyous commerce with the sun and skies.

[..]

Yet, oh little valley, little bog-filled valley,

I, who linger near you, grieving turn to part,

In your bareness finding, in your sadness seeing,
Something very tender, very near my heart.

[..]
Finding in your bareness, seeing in your sadness,
That which, going elsewhere, | shall find no mdtawless 1914: 47)

There is no attempt to transform the bog landsta@eplace of beauty.
As in “Clare Coast,” negative images dominate. Thaley is
personified, but the human qualities it is bestoweslrelated to sickness
and grief. The emotional correspondences betweesphaker's sadness
at leaving and sad appearance of the valley raiafdhe idea that
identity is rooted in the land. The theme is rdesi on both a
metaphorical and a literal level in “To a Tuft of W& Bog-Cotton,
Growing in the Tyrol,” where the cotton-grass plaetomes a symbol
of exile as well as a native Irish plant growingtie Alps:

And is it thou? small playmate of the fens,
Child of damp haunts, and pallid sea-borne fogs,
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Light flutterer over dank and oozy glens,

White-tufted, starry friend of Irish bogs!

What dost thou, tossed upon this mountain here,
Flaunting thy white crest in this alien air? (Lagd8el902: 75)

The poem is dated 1886, and in his Prefac#Vith the Wild Geese
Stopford E. Brooke points out that it was writtan the height of the
Home Rule struggle” (Brooke 1902: xxiii), a time &vh land and
landscape were particularly charged literary themdthough the hope
for the “winged form of Peace” (Lawless 1902: 8fattconcludes the
piece could be connected to the political situa@bithe time, there are
no references to contemporary conflicts, howeved, @ast bloodshed is
only represented in an unspecific, half-mytholobitanner. As in the
previous poems, Lawless is primarily concerned whith possibilities of
actual and symbolic transplantation, and the cehtatween the Alps
and the Irish bogland as suitable environments thar plant draws
attention to the ecological dimension of the questi

Shall brawling torrent, lost to every beam,

White with its spoil of glacier and moraine,

Serve thee as well as some slow-moving stream

Brown with its brimming toll of recent rain. (Lawlke4902: 76)

The images of growth and transplantation are ecédgnanifestation of
Lawless’s interest in gardening. In the mid-1890s settled in Surrey,
where she attempted to establish some Irish tredspdants in her
garden. In the article “An Upland Bog,” she desesibthe bog
environment as an eco-system that relies on a oesa balance
between soil, climate and different zoological dpatanical species
(Lawless 1881: 417-30), and her reflectiond\iarden Diaryreveal an
awareness of the problems of re-creating such tiondi

I have a profound affection for bog plants, whichope some of them respond to,
for they thrive fairly. Others are exceedingly iffit to establish, and rarely look
anything but starved and homesick. Amongst thesetlaa butterworts. Why the

translation should so particularly affect them Méayet to learn, but the fact is
unmistakable. Not all the water of all our tapst alb the peat of all our hillsides

will persuade them to be contented. In vain | haxmed them with the wettest
spots | could find ; in vain erected poor semblancttussocks for their benefit;

have puddled the peat till it seemed impossiblé #my creature unprovided with

eyes could distinguish it from a bit of real bogo,Nlie they will, and die they

hitherto always have. (Lawless 1901: 171-72)
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The idea of an irreproducible eco-system that govéhe poems about
the lost homeland suggests an essentialist cotistiuof Ireland and

Irish identity. Such an interpretation is only pally off-set by poems

like “To a Tuft of Bog-Cotton” where Ireland is abtished in the Tyrol.

Depicting Ireland as a habitat for connected huarah non-human lives
that cannot be recreated elsewhere, Lawless em@ay®cocentric

perspective that suggests that humans cannot sinagoatrol the natural

environment.

The view of Ireland as a fragile eco-system redurthe two dirges
at the centre oMWith the Wild GeeseThe destruction of the lIrish
woodland between 1600 and 1800 was the result gfigbncolonial
“policies of profit and prevention of their use bative armies” (Neeson
1997: 142). Lawless was well aware of how the Ifistests had been
depleted by the need for fuel for iron foundries dme export of timber
for ship-building and other purposes, as well a$ down by the
Elizabethan armies so as not to provide shelterttferrebelling Irish
(Lawless 1882: 543). In the “Dirge of the Munsteorést. 1581"
(Lawless 1902: 35-37) the forest appears as th@lbground for the
woodkernes killed in the revolt against Tudor caigation led by
Gerald, 14 Earl of Desmond. The poem’s title installs the itpmil
context, but on the surface level, there is a netabsence of references
to any social and political reality outside the wt@amd. The rebels are
only one of the many species making up the “retimiig¢he royal forest
(Lawless 1902: 35):

Bring out the hemlock! bring the funeral yew!

The faithful ivy that doth all enfold;

Heap high the rocks, the patient brown earth strew,
And cover them against the numbing cold.

Marshal my retinue of bird and beast,

Wren, titmouse, robin, birds of every hue;

Let none keep back, no, not the very least,

Nor fox, nor deer, nor tiny nibbling crew,

Only bid one of all my forest clan

Keep far from us on this our funeral day.

On the grey wolf | lay my sovereign ban. (Lawle992: 35-36)

The enumeration of the forest species expresseekaw belief that the
loss of the forest “by no means entails the losseipief the trees: it also
entails the death or dispersal of a whole worldeifhgs, which, having
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thriven under their shelter, shares their fate”wless 1882: 543-44).
The forest is an ecosystem where different spepg$orm various
functions. This interdependence of different forafslife is given an
emotional dimension in the poem when Lawless imagimow the plants
and animals participate when the rebels are buried.

The wolf is excluded, however, and is conferrechnman qualities
like the “faithful ivy” or the “patient brown earttfLawless 1902: 35). In
seventeenth-century thought, wolves and forestlddwgelrebels were
linked together as dangers to English colonistd, there were rewards
for hunting them down (Neeson 1997: 140). From r@sh Inationalist
perspective, the wolf was instead connected togboeg colonialism, as
a pack-hunting animal that would gobble up vulnkralvoodland
creatures. As a poetic image, the wolf is overldagdth symbolic
meanings that are absent in Lawless’s poem. Instedconstructs the
wolf as fully animal, driven by animal urges anditg his place in
maintaining the ecological balance of the foresut levoid of
anthropomorphic empathy or greed:

The great grey wolf who scrapes the earth away;
Lest, with hooked claw and furious hunger, he
Lay bare my dead for gloating foes to see. (Lawil&X¥?: 36)

Discussing twenty-first-century Irish nature poettgdy Allen Randolph
maintains that “the recovery of ecocritical pergjppes is the recovery of
history,” and that poems about “losing a hillside& centrally concerned
with “losing a history, and even memory itself” {Rilph 2009: 57).
There is a long tradition of double political-emnmental meanings in
nature poetry, and Lawless’'s poem might, for examip juxtaposed
with Margaret Cavendish’'s “A Dialogueetween arOake,and a Man
cutting him downe(1653) where the oak asks the man with the axg wh
he wants to deprive himself of the protection tiee provides (McColley
2007: 102). Since oaks frequently symbolise royaityJacobite poetry
and iconography, the tree doubles as a represamtati Charles I, as
Diane Kelsey McColley notes (McColley 2007: 102).d similar way,
“Dirge of the Munster Forest” historicises the ladghe Irish forest and
shows how its disappearance leads to the losstafeflopportunities as
well as vital connections to the past. Althoughploem’s fable concerns
the woodland and its creatures, the title conneatare and nation, and
like the oak in Cavendish’s poem, the forest shtredate of a defeated
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ruling order. As sanctuary for the rebels, it Wik destroyed by the
occupation forces, and seasonal rebirth is haktgulexziuded:

Lay bare my dead, who died, and died for me.

For | must shortly die as they have died,

And lo! my doom stands yoked and linked with theirs

The axe is sharpened to cut down my pride:

| pass, | die, and leave no natural heirs.

Soon shall my sylvan coronals be cast;

My hidden sanctuaries, my secret ways,

No Spring shall quicken what this Autumn slays.wless 1902: 36)

The Irish-language poem “Cill Chais” is a simildegy to the lost
woods, but Lawless was probably more influenced fyneral song in
John Webster'3he White Devi(1612) which builds on the same conceit
of all wood creatures except the wolf participatinghe ritual (Hansson
2007: 156). According to Edith Sichel, words andages in Lawless’s
works “generally recall the Elizabethans, and thersg of the
Elizabethans it was whose poetry most affectednaost influenced her”
(Sichel 1914: vii). Similarities in world-view stigthen the connection,
and the dirge of the forest relies on the Shakespeaconcept that
human events are reflected in nature. The samecitma@cterises “Dirge
for all Ireland. 1581” where nature, not the peppteurns the colonised
nation:

Fall gently, pitying rains! Come slowly, Spring!
Ah, slower, slower yet! No notes of glee,

No minstrelsy! Nay, not one bird must sing
His challenge to the season.

[..]

And ye, cold waves, who guard that western slope,

Show no white crowns. This is no time to wear

The livery of Hope. We have no hope.

Blackness and leaden greys befit despair (Lawle82:188-40)

In “Clare Coast” and “A Bog-Filled Valley,” humamwmtions reflect the
barrenness of the landscape but in the elegiesralagonship is the
opposite. From an ecocritical point of view, theadhat nature mirrors
events in the social world may appear worryinglthempocentric. Ernest
Augustus Boyd however interpreted the attituderaarticulation of “the

Celtic imagination, which sees in the external wdHe evidence of the
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common identity of all life, as manifestations b&tGreat Spirit; which
peoples the streams and forests with supernatueskpces serving to
link this world with the regions beyond Time andaSg’ (Boyd 1916:
208-09). To place prominent Irish writers in a oatlist context was of
paramount importance for Boyd and his early twént@entury
contemporaries, but his formulation indicates trat ecological
framework is equally justified. Separation betweature and society is
alien to Lawless’s poetic thought, and if natunéfure and society are
interwoven, it becomes logical that nature shoakpond to the conquest
of the country by appearing in its bleakest aspect.

The natural world thus rarely symbolises life, gtiower renewal in
Lawless’s poetry. Instead, Lawless establishes ranaxion between
Ireland’s violent past and its natural featuresbgstantly foregrounding
the landscape’s aridity and cheerlessness, anth deeat more common
image than life. This is true also of poems withpatitical reference,
like “To that Rare and Deep-Red Burnet-Moth Onlybt Met with in
the Burren,” where the setting is an unforgivingyismnment ruled by
death, violence and desolation:

Sparkle of red on an iron floor,

In the fiercest teeth of this gale’s wild roar,
What has brought thee, oh speck of fire,
Speaking of love and the heart’s desire,
To a land so dead?

Rocks gaunt and grim as the halls of Death,
Sculptured and hewn by the wind’s rough breath,
Fortress-shaped, fantastic things,

Reared for some turbulent race of Kings,

Kings long since dead.

Wind-blown pools where no herbs grow,

Streams lost and sunk in the depths below,
Where scant flowers bloom, where few birds sing,
Thou, thou fliest alone, thou fire-winged thing!
Small speck of red! (Lawless 1914: 37)

But despite the accumulation of negative images, gbem celebrates
life. Although the central idea is the dissimilgriietween the moth and
the dead landscape, the title undermines this asinby specifying the
unigue interconnectedness between insect and haBitaa symbolic
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level, the moth becomes an image of defiance andvsl illustrating
the possibility of love and beauty in the harstedstnvironments. On a
literal level, it is an insect shaped by the cdodig of a natural
environment hospitable to only a very few species.

A similar literalisation characterises the poem “Tee Winged
Psyche, Dying in a Garden,” where Lawless transsehd dichotomy
between human and non-human by suggesting thaeseatis not a
human preserve. The title recalls Keats’s “OdedycRe” (1819) as well
as the Irish writer Mary Tighe's epic poeRsyche, or, the Legend of
Love (1805), but in contrast to her predecessors, Lssuiiwes not attach
to the ancient myth of Eros and Psyche, nor doestslild on the
tradition of the soul materialised as a butterflfhese aspects are
intertextually present, but the metaphor is liteed in Lawless’s poem
and the dying moth is a member of the Psychidaagwbrm family, not
a mythical being. As so often in Romantic poethge theme of Keats’s
ode is mutability, and the central paradox is teaithat the immortal
gods can die when they are no longer worshipped fHemes of
mutability and death surface in Lawless’s poem ali, wut the central
paradox is the idea that the supposedly mindlesth rpossesses the
secret of consciousness and sensation. In this awless reverses
conventional power and knowledge positions so tti@tmoth appears as
the teacher and knowledge-bearer instead of arctofye study. As a
Darwinist, she was schooled in empirical researchthe importance of
observation, but she was also critical of the rédecproperties of the
scientific gaze (Hansson 2007: 57-63). The reves$dahe gaze in the
Psyche poem is one example of this distrust, madgécplarly poignant
because of the common practice of pinning butesfto the bottom of
sample cases for display:

Reft of beauty, there you lie

Not yet dead, but left to die,

[..]

Stirs the thought could | but creep
Inch by inch to where you lie,
Narrow my gaze to an insect’s eye,
Listen and listen before you die

[..]
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So |, even |, might understand

Something of what it is tbe,

Some floating hint steal down to me

Of that riddle of riddles-Sentiency. (Lawless 1909: 44)

One problem addressed in ecocriticism is the teryddn privilege
allegorical and metaphorical readings, interpretiregure in literature
“not for what it physically is but for what it coaptually means or can be
made to mean” (Kern 2000: 9). Since the butteghguich a prominent
poetic symbol, both as an emblem of the soul andirasmage of
transience and transformation, Lawless’s treatneérthe moth stands
out in its literalness. It is an example of an esddc representation of
nature as physical reality rather than culturayedmined sign where the
referent is more real than the metaphor, to in&ron Schama’s
formulation (Schama 1995: 61).

The boundary between humanity and nature is ddisedbiin a
diametrically opposite way in the poem “Wishes,” axn the speaker
yearns to be a part of the natural world to escepesciousness,
responsibility and emotion. Human existence isctefg and non-human
life-forms are privileged, but in contrast to tliea governing the poem
to the Psyche moth, mindlessness is seen as reahlessing:

| would | were you, you scaly fish, swim-swimmingthe sea,
Or a fox upon the hillside there, a hunter bold fied,
Anything but the man | am, crying, dear God, tcethe

I would | were you, you black sea-weed, toss-ta@ssin the sea,
Or you, or you, grey lumps of stone, which feelmisery
| pray you make me as these, dear God, since lmeétgnot be! (Lawless 1914: 66)

Explorations of humanity’s position in the chainli@ are common in
post-Darwinian poetry. Georg Roppen’s defines eiahary poetry as
“a poetic interpretation of existence” (Roppen 19568) often
proceeding from the argument that human existerscena more
exceptional and frequently less enviable than thbfatother species
(Holmes 2009: 132-33). Although Lawless’s treatmamature in terms
of blessed ignorance may seem to detract from thecemtric
valorization that characterises most of her napoetry, it is actually
another way of elevating the natural world. Insteddpersonifying
nature with human traits, she asks to be relievietthed main attributes
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that separate humans from other species. The potmnty asks to be
part of nature but goes so far as to reject theamucondition.

The idea of being one with the natural world fings clearest
expression in “Kinship: An Evolutionary Problem” eie Lawless
considers humankind as the sum of every stage $hecdeginning of
life. The poem moves back through evolution, betrehis no sense that
humanity is the crown of creation, nor is there atigmpt to romanticise
nature. The theme is rather that the monstrousipast integral part of
the present makeup of humankind:

Love thou thy kind! Yea, but that larger kind,

The dumb, fierce, roving, nameless kind that live
Scarce less within our frames? True kinsmen these,
Only too near.

[...]

Threatening and ravenous, fiercely tooth’d and aw
With eyes which stir, and redly glare across

The intolerable darkness. What of these?

Are these our brethren? Yonder crouching form,
Chattering, half prone, the inarticulate man,

The two-legg’d wolf—is he my brother too?

Another kinsman? (Lawless 190%3)

Comparisons between people and animals are nornagdplied to
produce negative effects, and the practice wadcpéatly charged in
nineteenth-century Ireland, with the Irish givermisin features in
English cartoons. Introducing the theory of evaaticomplicates the
issue, however. Although the violent language aqllsive images of
previous evolutionary stages generate a sensesglisti that borders on
misanthropy in the poem, the speaker is includettha central idea is
the common origin of all life. Despite the abundanof negative
imagery, there is no implication of self-loathiramd the poem leads up
to the idea that God does not value human beinge mmghly than any
other part of the creation:

Only of this be sure.

That He who ruleth hath no preference,

No narrow choice, no blind exclusiveness;
We and our kin, to the last drop of blood,

The first dull dawn of hovering consciousness,
Shall share and share. Aye, and not only we,
But all the crowded denizens of Space,
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World after world, till the long muster-roll
Be closed and sealed. (Lawless 1909: 50-51)

The poem foreshadows the ecocentric conception Hbhatans do not
master nature, but are part of it and ends on & rwt equal
complementarity between all life forms: “Now to oseveral tasks”
(Lawless 1909: 51). Despite its potentially raditame, “Kinship” is
however unsuccessful as a poem, with poetic expresalmost
completely subordinated to the intellectual idéad=dith Sichel’s view,
Lawless’s poetry is marked by formal ineptitudeofifi was not Miss
Lawless’s strong point, that is when she soughvij’ which means that
“in the poems of thought the verse is often butstebbard for the finely
tempered blade of the idea” (Sichel 1914: vii).Hags this is the reason
why her poems on evolutionary questions are naudsed in the most
comprehensive treatises of Darwinian poetry in tinentieth century,
Darwin Among the Poetdy Lionel Stevenson (1932) and Georg
Roppen’sEvolution and Poetic Beligfl956). Neither is she mentioned
in the more recent studid3arwin’s Plots by Gillian Beer (2000) or
Darwin’s Bardsby John Holmes (2009), despite the fact that Ihath
poetry and her fiction repeatedly address Darwiniliemes. In
“Kinship” Lawless appears in her most cerebral poetode, and the
poem is unwieldy in form, marred by uneven rhyttarghaic language
and contradictory ideas. Its value lies in the wayunctions as a
theoretical framework for her attempts to erasehihendaries between
human, non-human and landscape.

In Emily Lawless’s poetry, the social and the natuworld are
inescapably connected, and the definition of nafitentity is grounded
in the landscape. Ireland recurrently emerges ascanrsystem where
environmental conditions determine people’s livesl a&haracter and
hierarchical relations between humanity and natueereplaced by the
vision of mutual dependence, frequently illustratedhe way natural
and human events and emotions reflect each otlaaddcapes and non-
human species are primarily representations of réda, not cultural
constructs and natural environments do not acquieaning through
people’s relationships to them. The introduction tbe theory of
evolution provides nature with a history and thessgdoility of change
that undermines the function of nature lyric aseanape to a timeless,
pastoral world. At the end of the nineteenth centsuch valorisation of
the natural at the expense of cultural meanings emadwless
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embarrassingly unsophisticated. Today, her poetnybe re-evaluated as
a remarkably prescient expression of ecologicaremess.

References

Beer, Gillian. 2000Darwin’s Plots. Evolutionary Narrative in Darwin,
George Eliot, and Nineteenth-Century Fictic®® ed. Cambridge:
Cambridge University Press.

Boyd, Ernest Augustus. 1916eland’s Literary RenaissanceDublin:
Maunsel.

Boym, Svetlana. 2001The Future of NostalgiaNew York: Basic
Books.

Brooke, Stopford E. 1902. Prefacdlith the Wild Geeseby Emily
Lawless. London: Isbister & Co. Ltd. vii-xxiv.

Carroll, Joseph. 2001. “The Ecology of Victoriarction.” Philosophy
and Literature25: 295-313.

Glotfelty, Cheryll. 1996. “Introduction: Literaryt&dies in an Age of
Environmental Crisis.” The Ecocriticism ReaderEds. Cheryll
Glotfelty and Harold Fromm. Athens, GA: University Georgia
Press. Xv-xxxvii.

Hansson, Heidi. 200 Emily Lawless 1845-1913: Writing the Interspace
Cork: Cork University Press.

. 2011. “Botany as a Foreign Sciencédurnal of Literature and
Scienced. 1: 59-73.

Holmes, John. 200Darwin’s Bards: British and American Poetry in
the Age of EvolutiarEdinburgh: Edinburgh University Press.

Kern, Robert. 2000. “Ecocriticism: What Is It Gobdr?” ISLE 7. 1: 9-
32.

Lawless, Emily. 1877. “On a Fish-Sheltering Medu$éature16: 227

. 1881. “An Upland Bog.Belgravia45: 417-30.

. 1882. “In the Kingdom of Kerry. The Gentleman’s Magazine

28: 540-53.

. 1899. “North Clare-Leaves from a Diary.Nineteenth Century

46: 603-12.

. 1901. A Garden Diary: September, 189%eptember, 1900

London: Methuen & Co.

. 1902.With the Wild Geeséd.ondon: Isbister & Co. Ltd.




22 Heidi Hansson

. 1906.The Book of Gilly: Four Months Out of a Lifeondon:

Smith, Elder & Co.

. 1909. The Point of View: Some Talks and Disputations

Privately printed. London: Richard Clay & Sons.

. 1914. The Inalienable Heritage and Other Poeniivately
printed. London: R. Clay.

Mahood, Molly. 2008.The Poet as BotanisNew York: Cambridge
University Press.

McColley, Diane Kelsey. 200 Roetry and Ecology in the Age of Milton
and Marvell Aldershot: Ashgate.

Moore, David and Alexander Goodman More. 18@ntributions
towards a Cybele Hibernica. Being Outlines of theo@raphical
Distribution of Plants in Ireland2nd ed. Dublin: Ponsonby.

Neeson, Eoin. 1997. “Woodland in History and CuturNature in
Ireland: A Scientific and Cultural Historyed. John Wilson Foster.
Ass. ed. Helena C. G. Chesney. Montreal: McGill-€nie
University Press.

Praeger, Robert Lloyd. 1903. “The Flora of Clardard.” Irish
Naturalist12: 277-94.

Randolph, Jody Allen. 2009. “New Ireland PoetickeTEcocritical Turn
in Contemporary Irish Women’s PoetrNbrdic Irish Studies3: 57-
70.

[Romanes, Ethel]. 189@.he Life and Letters of George John Romanes
M. A., LL. D., F. R. S. Late Honorary Fellow of Gdle and Caius
College, Cambridge. Written and Edited by his Wileew ed.
London: Longmans, Green & Co.

Roppen, Georg. 195@volution and Poetic Belief: A Study in Some
Victorian and Modern WritergOslo: Oslo University Press.

Schama, Simon. 199@.andscape and Memaryl995. New York:
Vintage Books.

Sichel, Edith. 1914. Prefac€he Inalienable Heritage and Other Poems
by Emily Lawless. Privately printed. London: R. Ela&-viii.

Starobinski, Jean and William S. Kemp. 1966. “THeal of Nostalgia.”
Diogenesl4. 54: 81-103.

Stevenson, Lionel. 196Darwin Among the Poetsl932. New York:
Russell and Russell.




The “intimate enemies”: Edward Dowden, W. B. Yeats
and the Formation of Character

Charles I. Armstrong, University of Agder

Abstract

Stung by Edward Dowden’s reluctance to endorsérigie Literary Revival, W. B. Yeats
distanced himself publicly from the TCD ProfessohisTact of distancing has largely
been accepted by subsequent scholarship as aiefle€ Dowden'’s lack of influence on
Yeats. Despite obvious disagreements on some kéeyspdhis essay will argue that
Yeats is close to Dowden on a number of issuestaayng their intimate dialogue about
the writings of George Eliot, Shakespeare and Gonelie concept of formation of
character—an English translation of the GernBaldung—will prove central to their
related responses to the question of what sortifefi$ best suited to further the
development of literary gifts. These findings aranfed by a discussion of Yeats’s
profound, and often underestimated, indebtedne%sctorian culture and ideas, and the
essay also traces the biographical backgroundetettwo writers’ changing relationship.

Key words: W. B. Yeats, Edward Dowden, Bildung, Undl Being, Irish Literary
Revival, Victorianism, Modernism, Shakespeare, Gedtlipt, Goethe

Victorianism has always tended to provoke strongctiens. The
staunch, if selective, defense of Victorian valeetbraced by Margaret
Thatcher and cultural critics such as Gertrude Hitfenb presents the
exception rather than the rule. More typical is kived of denunciatory
pigeonholing espoused by modernist writers in teeades following
Queen Victoria's death in 1901. A defining instariseprovided by
Lytton Strachey’s quartet of satirical biographipablished together as
Eminent Victorians(1918). Yet Strachey’s willful resistance to, and
circumscription of, Victorian ideals did not appeawt of the blue.
Already in 1912, he was writing to Virginia Woolf bis hatred of the
“set of mouthing bungling hypocrites” that were Mietorians (Woolf
and Strachey 1969: 43). As Samantha Matthews hasnshEdmund
Gosse’sFather and Son(1907) and Samuel Butlershe Way of All
Flesh(1903) provided even earlier indictments of the (see Matthews
2010). One might even posit that the reaction tactdfianism’—
understood as a phenomenon, with attendant val@® than an era—
actually began before the end of nineteenth cenforyinstance in the

Armstrong, Charles I. 2014. “The ‘intimate enemidstiward Dowden,
W. B. Yeats and the Formation of Charact&drdic Journal of English
Studiesl3(2):23-42.
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Decadent flouting of bourgeois conventions andiqué of imperial
verities in the 1890s.

Being an associate of figures such as Oscar WHdeest Dowson
and Arthur Symons, William Butler Yeats was an\a&tparticipant in
the Decadent movement. His own autobiographicabaucof what he
called “The Tragic Generation,” in book four ®fembling of the Veil
(1922), provided a defining interpretation of thisunter-cultural group.
Although occasionally patronizing about their illuss and effeteness,
Yeats shared with his fellow members of the 1890gnkers’ Club a
strong resistance to the conservatism of the lateokian establishment.
His autobiographical writings have been read ihtligf George Moore’s
precedent, inHail and Farewell as well as later Irish-language
autobiography (see Foster 1998 and Lynch 2009). Trhmense
importance of Victorianism for Yeats'’s life-writirgparticularly in the
period from 1914 to 1922, which saw the writing gnublication of not
only the five books oThe Trembling of the VeflLl921-22), but also the
precedingReveries over Childhood and Yolft916)—has however not
been sufficiently stressed. Here, as elsewheris, worthwhile to pay
heed to George Watson’s general remark: “Yeats atab@ understood
without being placed firmly in the Victorian conté{Watson 2006: 56).
This essay will use the context of post-Victoriaokonings with literary
and familial precursors not only to frame Yeatsignocautobiographical
account of his relationship to the Irish critic apoet Edward Dowden
(1843-1913) but also as a lead to question the comprehensseaed,
to a certain extent, accuracy of that account. Bmtlitical allegiances
and a complex familial dynamic will be shown to trdsute to Yeats'’s
own influential interpretation of their relationphiln a letter to Lady
Gregory, Yeats once described Dowden as one dhathier’'s “intimate
enemies” (W. B. Yeats 1954: 352): While critics grestified in
depicting also the relationship between W. B. armlvien as being
characterised by plenty of public antagonism, muictne time they were
nevertheless in implicit dialogue—or “intimate”—ays that have not
been sufficiently acknowledged. As a leading critichis day, Dowden
was an authority on many writers either embracedismissed by Yeats
as influences on his own career: in this essay,peoisons of their

! For a judicious and informative potted biograptyDmwden, see Chapman
1993: 169-70.
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respective interpretations of George Eliot, Shakasp and Goethe will
provide key focal points. Contrasting understanslingf what the
Germans calBildung—the notion of a gradual and to some degree self-
conscious formation of character—will provide avasive theme that
not only is essential to Dowden and Yeats's realimj Eliot,
Shakespeare and Goethe, but also self-reflexieddgunds on how these
two Irish figures understand their own literaryjecories.

Yeats became a neighbour of Dowden in Dublin in418ghen their
respective ages were nineteen and forty-one. Tder ohan had long
been a close friend of the poet’'s father, the paidbhn Butler Yeats,
and had since 1867 held the Chair in English Liteea at Trinity
College Dublin. John Butler Yeats would pass orhi® son a critical
attitude towards the lifestyle and academic capeesued by Dowden at
Trinity, yet early on Dowden gave W. B. encouragimgise for his
poetry, and afterwards the two men remained onatecprivate terms.
The brief portrait of Dowden given in chapter 24 Yéats's Reveries
over Childhood and Y outhvritten shortly after Dowden’s death in 1913,
expresses some gratitude towards the deceased. Yéla¢shwas a young
poet, he admits, “Dowden was wise in his encouraggmnever
overpraising and never unsympathetic, and he wsaidetimes lend me
books. The orderly prosperous house where all wa®od taste, where
poetry was rightly valued, made Dublin tolerable gowhile, and for
perhaps a couple of years he was an image of ra@hdl¢. B. Yeats
1999: 94). The main tone of Yeats's portrait is boer grudging. He
seeks to minimise the significance of Dowden’slIdieg friendship with
his father, casting even their contact in the 1889 futile attempt “to
take up again their old friendship,” while claimirthat later—as
evidenced by Dowden’s correspondence—‘the friemmsbietween
Dowden and my father had long been an antagonisfth” B. Yeats
1999: 94, 95).

Yeats primarily finds fault with Dowden for his @ailectual
allegiances. The latter’'s acclaimed biography at{P&helley—a figure
who proved to be a life-long inspiration for Yeats-rot interpreted as
facilitating a fertile meeting of minds: “Once aftbreakfast Dowden
read us some chapters of the unpublighés of Shelleyand | who had
made thePrometheus Unboundhy sacred book was delighted with all
he read. | was chilled, however, when he explathetl he had lost his
liking for Shelley and would not have written ittfar an old promise to
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the Shelley family” (W. B. Yeats 1999: 95). Even nmalamning, for
Yeats, was Dowden’s devotion to George Eliot’'s d&vEThough my
faith was shaken, it was only when he urged me#d iGeorge Eliot that
| became angry and disillusioned and worked mysetf a quarrel or
half-quarrel” (95). A letter from early 1887 to Be¥ick Gregg—who
previously had attended the Erasmus Smith High &dhoDublin with
Yeats—confirms that Yeats re&ilas Marner Romola Spanish Gypsy
and “a volume of selections” by Eliot around thiné (W. B. Yeats
1954: 31), and was provoked not only by Eliot'sunalist rebellion
against the aesthetics of beauty, but also heonaity and stress on
morality.

Interestingly, no mention is made in that letterDaniel Deronda
which surely would have appealed more to Yeats thap of the
mentioned titles. According to Dowden’s analysislued inStudies in
Literature, 1789-1877(1878), the eponymous hero of Eliot's novel
experiences a crisis, whereby he “has fallen intoeditative numbness,
and is gliding farther and farther from that lifé gractically energetic
sentiment which he would have proclaimed to béhforself the only life
worth living” (Dowden 1878: 292). As Eliot herseqdtits it, Deronda’s
“early-wakened sensibility and reflectiveness hagledoped into a
many-sided sympathy, which threatened to hinderergistent course
of action” (307). Dowden’s letters and quick cticresponse to the
novel show that he responded keenly to Deronda&digament. For the
Irish critic this is however not merely the fateaf individual, but one
representative of an age: “An entire class of persmust find this
searching and exquisite study the analysis of tbein private sorrow
and trial, and will appropriate each sentence waraing, a check, and a
substantial instrument of help” (Dowden 1878: 24Xwden’s essay on
“Victorian Literature,” included inTranscripts and Studie$1888),
reveals that he saw this as the characteristitiénteal problem of the
era. Where Hazlitt identified the French revolutes the source of the
spirit of the Romantic age, Dowden claims that dietnism’s defining
struggle is with arhaladie du siécle(Dowden 1888: 210), where moral
relativity leads to the dissevering of the pradtitam the intellectual
realm. Given this state of affairs, where no adtitiias absolute or self-
evident, it is tempting to adapt a position wher® ‘yield to
circumstance, to accept one’s environment seemstafée; and men
forget that in every complex condition of life weeasurrounded by a
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hundred possible environments” (Dowden 1888: 17Mmbwden is not

without sympathy for those who are stuck in thisdocament, such as
for instance the French poet Sully Prudhomme, wHosdappiness

exists from the lack of a cause, a creed, a chwrdbyalty, a love, to

which he could devote his total being, knowing thiath devotion is the
highest wisdom.” Prudhomme is “a born eclectic, &mel only remedy

he can apply to his malady is more eclecticism”Wiben 1878: 427).

For Dowden, only a decision that can have no filmotetical
footing, but entails embracing a practical committhecan provide a
way out of this existential aporia. The increasisigength of his
commitments to democracy, Unionism and a senseobégsional ethics
in the 1880s and 1890s appear to signify a willstape from a state of
metaphysical paralysis. They may not have beemegnsuccessful, and
Dowden’s early description of himself—in a lettexted July 6, 1876—
as a man who “serve[s] many masters” and wear®at ‘[c . .] of many
colours” bears evidence of an attitude that magifilse deemed to be
eclectic (Dowden 1914b: 120). This provides a keyriderstanding why
he could only grudgingly and awkwardly accept Dhrieronda’s
endorsing of the cause of Israel in Eliot's nowld freely expressed—
as we shall see—his skepticism concerning Yeatssiomalism.
Although there are differences in emphasis, Yeatsitobiographical
account of the 1890s indicates that he, too, whagsuto thismaladie du
siecle Book three ofThe Trembling of the Veihows him being
frustrated in his quest for a Unity of Culture,“amage called up image
in an endless procession, and | could not alwayos# among them
with any confidence; and when | did choose, thegeniast its intensity,
or changed into some other image” (W. B. Yeats 1299).

Yeats felt uneasy about his autobiographical adcofilbowden’s
role in his life. In a complex, intellectuaténage a troisyeats in the
Reveriesnot only seems to be demonstratively rejecting Denwds a
mentor, but also attempting to drive a wedge betwkahn Butler Yeats
and his old friend, even as he insists upon his caseness to his father.
A letter to J. B. Yeats dating from this period wiothat Yeats was
anxious about how his father would respond tohédl: t

| am rather nervous about what you think. | amidfy@u will very much dislike my
chapter on Dowden, it is the only chapter whicla iéttle harsh, not | think, really
so, but as compared to the rest, which is very llmjiaand what is worse | have
used, as | warned you | would, conversations ofryo{l . .] | couldn't leave
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Dowden out, for, in a subconscious way, the book fgstory of the revolt, which
perhaps unconsciously you taught me, against oeXaitorian ideals. Dowden is
the image of those ideals and has to stand fowti@e structure in Dublin, Lord
Chancellors and all the rest. They were ungracieafities and he was a gracious
one and | do not think | have robbed him of tharsgadjective. (W. B. Yeats 1954:
602-3)

Daniel T. O’'Hara has drawn attention to the marinewhich Yeats’'s
autobiographical writings use his friends and ds¢es as dramatis
personae in a tale of the author's own intellectongturation: “His
friends and relatives become [. . .] metaphorsasfsiple selves whose
differences from one another point to and outlihat t‘simplifying
image’ of the creator—Yeats's anti-self—he needsraoognise and
understand” (O’Hara 1981: 47). The autobiographamadount given of
Dowden presents Yeats as being drawn towards, Han tlecisively
rejecting, a less than fully satisfying intelledtusxemplar. Thus it
depicts a kind of personalised version of the psiady Yeats
promulgated inA Vision,where every individual must choose between
false and true masks in order to facilitate thénawtic cultivation of the
self.

Yeats's one-sided and patronising depiction of Demvdn the
Reverieshas not been devoid of influence. Thus Terence Brdar
instance, primarily reads Dowden through the lerwviged by Yeats,
and derides the critic—whose international statugeiably has not been
equalled by any subsequent Irish literary schola—& second-rate
sensitive mind” (Brown 1988: 35). The narrativeshidtory are always
shaped by the victors, and by both espousing Usimorand dismissing
the Irish Revival, Dowden effectively doomed hinfisel a scapegoat
position outside the mainstream of modern Irishural history. If even
Yeats has been (again in the words of Terence Brdseen to exhibit
‘the pathology of literary unionism™ by essentgfig Irish critics, and
therefore “must, it seems, pay the price beforebtreof history” (Brown
1996: 288), then Dowden—who never made a compambéstment in
the institutions, history or traditions of Irelanarust suffer an even
more ignominious fate. Certainly he could see kis onarginal position
already in the 1880s, defensively describing hifasei a letter to
Aubrey de Vere, on 13 September 1882—as “a lowltraéd Irishman”
(Dowden 1914c: 185). Given the current post-natiengenor of much
criticism, it should however be possible to readdriis alignment in
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Irish literary history from a less exclusionary miof view, where
Dowden’s commitment to universalist rather thaniametlist tenets—
dismissed by Brown as “verging on the neurotic’—migven be
granted some value (Brown 1988: 43).

Also by virtue of being defined as a representtivéictorian,
Dowden was being cast by Yeats as a marginal figarthe losing side
of literary and cultural history. Yeats's attack lim predates Strachey’s
Eminent Victoriansby only two years, and enacts in part the same
generational struggle against unfashionable fdnefat Yeats alludes to
the importance of such struggle for the entiretyhisf Reveries over
Childhood in Youthn a letter to his father, on Boxing Day in 1914:
“Some one to whom | read the book said to me theraday: ‘If Gosse
had not taken the title you could callFather and Sofi (W. B. Yeats
1954: 589). Like his friend Gosse before him, Yastsngaged in an act
of rebellion, rewriting his own history in a way athrevises, and
marginalises, the views of his Victorian precursats mixed feelings
for his father also colour and complicate his vieiADowden: unhappy
with the parental role played by his feckless miellectually brilliant
father, Yeats's autobiographical writings show tsgeking other father
figures—even as he tries to reassure his fatherjuatify his choices in
light of the aesthetics handed down by John Bittats.

Where Yeats's memoirs cast their disagreement Bhiet in the late
1880s as signifying a decisive parting of waystiaal scholarship on
Yeats’s biography reveals something more akin serées of skirmishes
over a longer period of time. Perhaps the most mapb and defining of
these is the controversy pitting Yeats and his@ates within the Irish
literary Renaissance against the Trinity professquublic debate. In an
essay first published as “Hopes and Fears for dtikee” in 1889, and
later reprinted as the introduction lew Studies in Literaturél895),
Dowden ungenerously parodied the leading lightshef movement as
“flapping a green banner in the eyes of beholderd apthrusting a
pasteboard ‘sunburst’ high in the air” (Dowden 1:888). Yeats came to
see the polemical use in having such an opponeringnfaint praise
with vehemence in his responses. Although Yeatstgdathat Dowden
was “one of the most placid, industrious and irgelit of contemporary
critics when he writes on an English or a Germéabrjexu,” he lamented
that his prejudiced criticism of Irish writing wdsloing incalculable
harm” (W. B. Yeats 2004: 289).
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This debate fed into Yeats's later, autobiograghipartrait of
Dowden. In a letter to his father—stemming fromlyedr916—Yeats
describes his chapter on the TCD professor as

not hostile, [. . .] merely a little unsympatheticis difficult for me to write of him
otherwise; at the start of my movement in Dublinw@s its most serious opponent,
and fought it in ways that seemed to me unfairwds always charming in private
but what he said in private had no effect on hislisuvord. | make no allusion to
these things but of course they affect my attité.B. Yeats 1954: 606)

Kathryn R. Ludwigson has claimed that the Iriserbiry movement was
characterised by three tendencies that were anatherowden: “the
Celtic, the nationalistic and the esoteric” (128hnger perspectives
should however alert modern readers to that sewértle views Yeats
was battling against at this point were not allt tfea removed from
positions he would later embrace. Philip Marcusis Bhown that, while
Yeats and Dowden had in fact been in disagreentamitahe value of
contemporary lIrish literature since the 1880s, eatthe high point of
the debate there was considerable common grourmlv@®n’s position
and Yeats's own coincided at several points: thednéor correct
judgments unblurred by patriotism, the desirabildy infusing Irish
culture with the ‘best ideas of other lands,” ahe goal of stylistic
improvement in Irish literature” (Marcus 1970: 108javing a high-
profile Anglo-lrish opponent with strong Unionistyrspathies was
obviously very useful in strengthening Yeats'a omdilist credentials,
but he and Dowden were in fact closer to one amdtien appearances
suggested.

The next important flashpoint in this literary néd@ship occurs
early in the next century. During the spring of 190/eats visited
Stratford-on-Avon. Attending the Spring Festival $iiakespeare plays
staged by Frank Benson’'s company, he prepared foaraned critical
essay on Shakespeare by immersing himself in thgaéle criticism on
the poet and playwright. Dowden’s early monogré&iakspere: His
Mind and Art (first published in 1875) had ensured its author
international fame, and this study was given clagention by Yeats.
The work done during and after this visit wouldosfgly influence the
shape of Yeats's most Shakespearean pDay,Baile’s Strand(1904),
and also bore tangible, and more immediate, fruitthie essay “At
Stratford-on-Avon” (1901). The latter essay is tigkly scathing about
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Dowden’s work on Shakespeare, finding it bourgeaisl narrow-
minded. The Dublin academic is cast as an apoldgrsthe coarsely
pragmatic values of the British Empire, againstolhYeats pits a more
generous and adventurous tradition of Merry Engldhaist critics have
been satisfied with paraphrasing Yeats's views lis tnatter. In an
otherwise thoughtful account of Yeats's use of $i3akare, Neil
Corcoran allows himself only a moment of doubt befaressing on:

Yeats castigates Dowden’s criticism as a kind inictvhcharacters such as
Coriolanus, Hamlet, Timon and Richard Il are reprofadtheir behavior, so that
the plays become exercises in self-correction fadiences and readers. If we
suspect that Yeats is unjust to Dowden, the su@pigill not survive a reading of
his Shaksperewhere Shakespeare is indeed characterized solelyresans towards
the formation of character. (Corcoran 2010: 29-30)

For Corcoran Dowden’s work on Shakespeare boilsndtiwan act of
“strenuous moralizing” (Corcoran 2010, 30nd as such it provides a
purely negative example that only could sting Yeatso doing
otherwise.

The letters Yeats wrote to Lady Gregory from Somatfin 1901
provide a hint, however, of that matters are mampicated than this.
True enough, on 25 April Yeats allows Dowden a @lat prominence
among Shakespeare critics only on dismissive tefiifee more | read
the worse does the Shakespeare criticism becom®awden is about
the climax of it. I[t] came out [of] the middle da movement and | feel
it my legitimate enemy” (W. B. Yeats 1954: 349). iivig to Gregory
from Sligo a few weeks later (on May 21), thouglea¥s is in a more
appreciative mood: “I think | really tell for thédt time the truth about
the school of Shakespeare critics of whom Dowdemiugh the best”
(W. B. Yeats 1954: 350). If the work of Yeats'shat's friend were of
no use at all to the poet, then surely a very diffe assessment would
have been made.

Corcoran’s conflation of the idea of a “formatiohaharacter” with
judgmental nit-picking may provide a key to untanglthis apparent
contradiction. The former is a powerful and encosspay idea, deriving
from the German notion dildung, and as such a key concept for the

2 Corcoran later claims that Yeats’s “concept ogjitgoy [. . .] originates in a
further revulsion from the moralizing of Dowden9}¢
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German Romantics, Goethe and Schiller that alsd the heart of the
modern, Humboldtian idea of the university (seef@m 2010). As a
Trinity Professor, Dowden perceptively grasped tiiatmétier involved
something more fundamental than a mere inculcatfarchnical skills.
If he identified the wider notion of what both faes, a university teacher,
was seeking to communicate as a kind of “moralidims was not to be
mistaken for a mere following of conventional rul&@he same goes for
the creative writer:

Let us remember that a chief function of the psebifree, to arouse, to dilate the
consciousness of his reader. [. . .] It is his patie through his finer sympathies and
through his imagination a moral pioneer, discovgnew duties of the heart or hand
or head. But to quicken a new life in men, he is etirmes compelled to wage war
against a morality that has stiffened into merdinau (Dowden 1888: 248-9)

This explains Dowden’s repeated defenses of autharh as Whitman,
Goethe and Percy Shelley, despite the moral opjrrobthis incurred
upon him from some Victorian contemporaries. Of saBaudelaire,
Dowden commented that “in truth so much of cheagl zand noisy
claptrap have found their centre in the word ‘pesgt, [. . .] that it is
hardly surprising that a writer hating imposturegatling delusions, and
conscious of singular gifts should sever himselinfr the popular
movement” (Dowden 1878: 411).

A notion of “formation of character” that can embea such
skepticism and iconoclasm is not to be mistakertHermoralism of the
mob. It also has close connections with Yeatsissston the necessity of
vigilantly cultivating the self, evident for inste@ in the desire—in
“Meditations in Time of Civil War'—that the examptd “Sato’s gift, a
changeless sword” might “moralise / My days outhair aimlessness”
(W. B. Yeats 1997: 206). To be sure, Yeats in 180d4s have a serious
disagreement with Dowden. Much of it concerns th@kespearean
figure of Richard Il, whom Dowden reads as a lighitdharacter, caught
up in his own fantasy world and unfit to rule. Tdeare interesting
anticipations of his reading of the character ofniek Deronda, but
ultimately Dowden finds the deposed king to bedemmable. For the
Irish critic, there is such a thing as an “artistife”: this is someone who
“seizes upon the stuff of circumstance, and, witteraious will and
strong creative power, shapes some new and nobfe & human
existence” (Dowden 1881: 172). Richard has “a lohartistic relation
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to life,” but since it is utterly passive he canbet deemed a true artist.
For Yeats, on the other hand, the deposition oh&tit Il does not entail
that Shakespeare sees him as being inferior todlydfigures such as
Bolingbroke or Henry V:

To suppose that Shakespeare preferred the men egosed his King is to suppose
that Shakespeare judged men with the eyes of adipahiCouncillor weighing the
merits of a Town Clerk [. . .]. He saw indeed, #isik, in Richard Il the defeat that
awaits all, whether they be Artist or Saint, whidfithemselves where men ask of
them a rough energy and have nothing to give butescontemplative virtue,
whether lyrical phantasy, or sweetness of tempedr@amy dignity, or love of God,
or love of His creatures. (W. B. Yeats 2007:%79)

Where Dowden emphasises that the historical plapg&ctia world where
pragmatism and cunning are necessary, Yeats ensbidealism and a
non-purposive vitality of soul.

For Dowden there is no full severance between tbegesing sets
of values. His Shakespeare was neither bluff bgsiman nor imperial
administrator, but rather someone who tried to deidhe very gap
between contemplative and practical that Yeats @dater (in his
chapter on Dowden in thReverie} see as endemic to the character of
the Trinity Professor. Despite Yeats's claims, Dewdhimself very
clearly expresses that there are limits to Shakesjesympathies with
characters who are merely practical and successftiie ways of the
world:

We discern that in his secret heart he knew thexe asmore excellent way. “The
children of this world,” Shakespeare would sayg“anser in their generation than
they children of light.” Let us borrow from the tdven of this world the secret of
their success. Yet we cannot go over to them; ite sgf danger and in spite of
weakness, we remain the children of light. (Dowi881: 349)

Where Yeats, in this essay, presents himself ssdfststly opposing
Dowden, he is often merely rephrasing his ideagiving them an extra
twist. Thus the former, for instance, points ouwttth-ortinbras was, it is
likely enough, a better King than Hamlet would hde=n,” but argues
against this that Hamlet—like Coriolanus and Ridhd+—was in fact

® William M. Murphy argues that Yeats'’s view on Ractl uncannily echoes that
of his father, expressed in a letter to Dowden dvdecades before (see
Murphy 1978: 98-100 and 229-30).
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“greater in the Divine Hierarchies” (W. B. Yeats0Z0 78). This clearly
echoes Dowden’s claim that “Hamlet, who failederested Shakspere;
Fortinbras, who succeeded, seemed admirable tothitvin his presence
Shakspere’s sympathies and imagination were noplglemoved”
(Dowden 1881: 350). Dowden finds a similar struetwnderlying
several of Shakespeare’s historical plays, thupgsneg the ground for
Yeats's Shakespearean “myth,” which “describes sewhan who was
blind from very wisdom, and an empty man who throish from his
place, and saw all that could be seen from verytieegs” (W. B. Yeats
2007: 81).

Yeats is at this time interested in creating anokibs distinction
where Dowden sees tension, interrelatedness anabihiy to “borrow”
from the other side. In his 1898 essay “The Auturfthe Body,” for
instance, Yeats drives a firm wedge between relatedlisms. In
sonorous sentences the material world is cast wifiether with
everything that smacks of trade, industrialism adernity. “Man has
wooed and won the world,” Yeats intones, “and rakef weary, and
not, | think, for a time, but with a weariness thall not end until the
last autumn, when the stars shall be blown away \Withered leaves”
(W. B. Yeats 2007: 141). Yeats's understanding afh&d Il is in
agreement with this languorous and decadent aputtgEgm, as is also
his later symbolist playhe Shadowy WaterBut the mood will not last.
Yeats soon grows wary of praising contemplativaueis that do not
issue in action. Although critics are not in agreem about the
continuity, or lack of it, between the Yeats of tt&0s and his later,
more acclaimed work,the poet himself is adamant that a significant
change takes place. In the first decade of thettethncentury, a strong
commitment to the theatre is accompanied by a grgwense of that he
has left the style of his early work behind. In ¥sown accounts, this
is cast as a gendered shift from femininity—"semetimand sentimental
sadness, a womanish introspection”—to a more méoriy of writing
(W. B. Yeats 1954: 434). Although no evidence rermab document
their conversations during these years, Kathrynwigson comments
that “Dowden would have approved the change takilage in Yeats

* There is an argument for the essential unity betwearly and late Yeats in
Ellmann 1964. For a more fractured reading of higer, where Yeats’s critical
comments about his early work play a more definialg, see for instance
Brown 2001.
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during the first decade of the twentieth centurghange which Yeats'’s
father, however, forcefully opposed” (138). Ludwagsdraws attention
to a letter of John Butler Yeats to his saimdated, but possibly written
in 1906—where the father explains the son’s changemphasis as
follows: “You are haunted by the Goethe idea, mteted by Dowden,
that a man can be a complete man. It is a chimenaaracan only be a
specialist” (J. B. Yeats 1999: 70).

In the ReveriesyYeats criticised Dowden for abandoning “that study
of Goethe that should have been his life-work” @YYeats 1999: 193).
Despite being president of the English Goethe $pcieom 1888,
Dowden never wrote a major monograph on the Gerpuat, and his
published work on the author Bhustis accompanied by the admission
that—due to linguistic and cultural barrierSone always advances in
any literature except one’s own with uncertaintg difficulty” (Dowden
1895: 152). Dowden’s critical accounts of Goethe’s life andeea are
nevertheless noteworthy, and focus squarely on rttaduration of
Goethe’s character: Dowden seeks to identify whbee turn toward
maturity occurred, and what constituted its esseRoe the Irish critic,
this turn entailed the discarding of the limitlessires and egotism of
the Sturm und Drangnovement for a more well-grounded position. One
aspect of this is “the Goethe idea” referred to ¥sats's father. In
Dowden’s words: “by degrees it became evident tet® that the only
true ideal of freedom is a liberation not of thesgians, not of the
intellect, but of the whole man: that this invoheesonciliation of all the
powers and faculties within us” (Dowden 2008: 6386pr Dowden,
this provides justification for the administrativgork performed by
Goethe at Weimar: only by immersing himself in picad affairs, could
the author ofFaustbecome a whole man and artist.

In “The Stirring of the Bones,” the fifth and finadstallment ofThe
Trembling of the VeilYeats gives measured acknowledgement to the
importance of Goethe’s ideal:

| still think that in a species of man, wherein duat myself, nothing so much
matters as Unity of Being, but if | seek it as Gaesought, who was not of that
species, | but combine in myself, and perhaps @i seems, looking backward, in

® A more extensive explanation is given in Dowdef4® 194.
® Perloff 1971 contains a brief, but rich, accouhthow Yeats'’s interpreted
Goethe via the mediating instances of Dowden antiéVaater.
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others also, incompatibles. Goethe, in whom objiégtiand subjectivity were
intermixed, | hold, as the dark is mixed with tight in the eighteenth Lunar Phase,
could but seek it as Wilhelm Meister seeks it,llatdually, critically, and through a
multitude of deliberately chosen experiences; evant forms of skill gathered as if
for a collector’s cabinet; whereas true Unity ofifBg where all the nature murmurs
in response if but a single note be touched, imdoemotionally, instinctively, by
the rejection of all experience not of the rightalify, and by the limitation of its
quantity. (W. B. Yeats 1999: 268)

This is actually a grudging admission, expresseth@terminology of
types and phases articulatedAirVvision,of a proximity of thought. The
Goethe Yeats here recognises as an ancestor ofvnisdea is clearly
identifiable as being marked by Dowden—or at lea&ats’s
interpretation of Dowden. For the previously disad chapter on the
latter in theReveriesworks with the same distinction between intellect
and emotion, citing Yeats’s father's claim “that vilden believed too
much in the intellect” (W. B. Yeats 1999: 96).

Like Yeats, Dowden granted/ilhelm Meistera crucial place in his
understanding of Goethe, devoting a separate, Hgnghapter ofNew
Studies in Literaturdo this work. Dowden'’s reading does not focus on
Yeats's dichotomy of choice versus instinct, irggtinstead that “we
must be on our guard against reducing a book $offuéality and life to
an idea or an abstraction or a theory” (Dowden 1898). Furthermore,
Goethe’s hero cannot follow a single, rational plahis process of self-
discovery: “the way is long: delusions, snares, deaimgs must be
experienced; by error he must be delivered frororérfl54). Yeats's
critiqgue of the “intermixed” nature of subjectivitgnd objectivity in
Goethe seems to paraphrase the German writer's avitique of the
Beautiful Soul, a sensitive representative of ietign Wilhelm Meister
whom Goethe claimed—in a passage quoted by Dowdenbetthe
embodiment of “the most delicate confusion betwdensubjective and
the objective.z A less tortuous and covert form of appropriatien i
evident in Yeats’s turn away from indefinites ar$taaction in the first
decade of the twentieth century. In the words ofvBen: “A life of
emotion which cannot be converted into action is;oading to the
teaching of Goethe, a life of disease. Williamade led in the end from
vain dreaming to wholesome practical activity” (Dien 1895: 161). It
is here Yeats’'s famously Nietzschean interpretatioh his self-

" Goethe in a letter to Schiller, 18 March 1795,tqddn Dowden 1895t69.
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transformation may be somewhat misleading. Writingl5 May 1903

to John Quinn—who had introduced him to Nietzsche=at¥ expressed
his dissatisfaction with his own collection of egsantitledldeas of

Good and Evil

The book is too lyrical, too full of aspirationdefremote things, too full of desires.
Whatever | do from this out will, | think, be moceeative. | will express myself, so
far as | express myself in criticism at all, bytteart of thought that leads straight to
action, straight to some sort of craft. | have alsvdelt that the soul has two
movements primarily: one to transcend forms, anel dhther to create forms.
Nietzsche, to whom you have been the first to thice me, calls these the
Dionysiac and the Apollonic, respectively, | thinkave to some extent got weary
of that wild God Dionysus, and | am hoping that fear-Darter will come in his
place. (W. B. Yeats 1954: 403)

Thus a decisive shift in Yeats's career—affectiray anly his critical
work, but also his poetry and drama—is presentedhaging a
Nietzschean mould. Yet Nietzsche never grew “wedrthat wild God
Dionysus,” and never reduced the dichotomy of Apudn and
Dionysian to one exclusively concerning the creatind transcendence
of forms. A much closer fit is actually provided Bpwden’s account of
Goethe’s insight of February 1798, just after caetipg the first book of
Wilhelm Meister “Goethe made a characteristic and highly sigaiftc
entry in his diary: ‘Bestimmteres Gefuhl von Einsirtkung und dadurch
der wahren Ausbreitung-a- more definite sense of limitation and
thereby real expansich.This, for Dowden, constituted “the most
important lesson of life learnt by Goethe during thn years of service
at Weimar” (Dowden 1895: 152).

Yeats was himself performing a “service” of a kiharing this stage
of his career, through his indefatigable work dedab founding an Irish
national theatre. In a 1908 issue of the periodBahain expressing
“First Principles” for the theatre, he drew a plaiabetween the theatre’s
future and his own development:

what | myself did, getting into an original relatito Irish life, creating in myself a

new character, a new pose—in the French sensesofitihd—the literary mind of

Ireland must do as a whole, always understandiagttte result must be no bundle
of formulas, not faggots but a fire. We never letrrknow ourselves by thought,
said Goethe, but by action only; and to a writexation is action. (W. B. Yeats
2003: 118)
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Limiting himself to the local, institutional levéh this way caused some
strain, and for a while Yeats the poet receded fpotlic view. Goethe
too founded a theatre, in Weimar, and it would hbeen easy for both
Yeats and Dowden to have seen in the Irish poeatsy kendeavours
during this time a parallel to the German'’s efforts

For Dowden, there was also a latent parallel tooms use of his
gifts on a local level, through the toil of his deaic post at Trinity. Yet
like John Butler Yeats, who always questioned Daviglacceptance of
the professorship, Dowden waa aware something lead lost in the
process: his gift of poetry. Despite the early pm#tion of hisPoems
(1876), the workmanlike demands of his full-timd jeffectively spelt
out the demise of Dowden’s career as a creativeemwrAn early letter,
dated 29 July 1874, distinguishes the “life absdlaf Dowden’s poetry
from the “life provisional” of his critical proseDpwden 1914a: 108).
Time would confirm that the poetry’s focus on “sdhieg rugged and
untamed. A strength behind the will” (Dowden 2046) could not be
maintained with equal intensity amid the daily rge of Dowden’s
academic life. Regret over this process is ta@thdent in Dowden’s
appraisal of the contrast between Matthew Arnoédidy work as a poet
and his later critical fame, in a passage that eghios own analysis of
the character struggles of Shakespeare’s histayspl“A thoughtful
observer might have predicted long since that tet,gthe shy, refined
elder brother in Mr Arnold’s twofold nature—wouldave withdrawn,
saddened and unnerved” (Dowden 1888: 209). On ther dvand, the
demise of this figure entailed that “the stirrirgffective, and happier
younger brother, the critic, came forward and piagebrilliant part in
the world.” Yet for Dowden “these elder brothers dear to us by virtue
of the very qualities that lead them to shade. |. our heart reverts
fondly to the elder brother, the vanished poet9j20

It is from this vantage point, and not just in tight of political
disagreement, that one must frame Dowden’s condernYeats's
professional priorities. In a letter to Rosalindavers, 14 April 1907,
Dowden notes the frequency of Yeats’s visits: henfes and goes and is
always intelligent and interesting” (Dowden 1914851). Further,
Dowden recalls a recent visit, which was fillediwian amusing account
of the wars of the Theatre.” In the eyes of Dowdéaats “is a little
losing his finer self in ‘movements’ and petty leeghip. Still he smiled
over the whole story, and was only half engagetthénstrife. | wish that
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he were wholly out of it, and consulting his geni850-1). This

encounter is replete with irony, in light of thecfathat Yeats's
commitment to the theatre in many ways follows ékample of Goethe
(and Daniel Deronda) as advocated in Dowden’scatifprose. A poem
such as “The Fascination of What's Difficult"—witlits acerbic

impatience with “Theatre business, management of’mshows that
Yeats did not submit to this discipline without gtration (W. B. Yeats
1997: 92). But his commitments would not allow hfor, many years, to
fully pay heed to the “vanished poet” within. THajure could only

resurface through a process of consolidation, wimicihhany ways led
Yeats to embrace the forms of settled respectalifitt he—and even
more his father—had derided in Dowden. Not only nage and

fatherhood, but also a comfortable existence iubliD suburb, would at
later stages be embraced by Yeats.

As early as in 1910, though, Yeats was grantednamoa Civil List
Pension by the British authorities. During the saysar this was
followed, somewhat surprisingly, by Yeats seriousbnsidering taking
over Dowden’s professorship at TCD, when the efdan experienced
health problems. Compared to the controversy ofrtlte1890s, this was
a more complicated and mediated episode, providimgonic epilogue
to the history of relations between the two men:atgeharboured
understandable doubts about whether academic bfe tive right thing
for him, and Dowden entertained equally justifiezhcerns about the
younger man'’s suitability for scholarship and lecty. Yeats was both
flattered and interested, though. The timing wasdgtor him, as this
marked the beginning of a period where he soughmpee settled and
secure existence: his “wandering life,” as he dbedrit in a letter to
Sydney Cockerel on 22 September 1910, was begintongppear
untenable in the long run (W. B. Yeats 1954: 5%¥here he formerly
had derided Dowden for having embraced a bourgaois provincial
life, Yeats from now on was starting to take a eodbok at the long-
term effects of a bohemian existence. In the ehdudh, Dowden
decided against retiring in 1910. His death in 1&Bto a brief revival
of this question, but it was clear that those inv@oat Trinity did not
consider Yeats a serious candidate for the jobnSxter, pressed by
Yeats's father, his sisters pushed through thehpastus publication of
a collection of Dowden'’s late verses entitkdVoman’s Reliquaryith
some justification, Yeats protested that this bealuld do nothing to
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forward the Cuala Press’s reputation or financemsCiously or not, his

criticism of Dowden’'s verse as being merely locad aas showing

evidence of poor craftsmanship echoed the verygdhm latter used to
belittle the writings championed by the Irish lagy Renaissance in the
1890s.

The second half of Yeats’s career would see hinp&dg positions
much more in tune with Dowden’s ideals for poetmyd also embracing
Irish Protestantism in outspoken ways that wereenmmovocative and
extreme than Dowden’s Unionism of the 1880s and®9G=ats became,
in fact, more of a cosmopolitan writer, adoptingtifsofrom classical
philosophy and Renaissance art in a manner thaidwbave been
unthinkable during his early, concerted focus ashlthemes. Yeats also
decisively left behind the idea of having a meréhgtinctual or
emotional basis for his work, in his attempt to dmee a philosophical
poet. Thus the antagonism between the two seeleasttin part a matter
of timing, as the common ground is quite considerabhe question of
what sort of life is best suited to the further thevelopment of literary
gifts may be one that they frequently answeredifferihg ways, but
their answers did in fact vary over time—and theywia which they
framed the question was in fact very similar. Bottime to aspire to a
unified existence, where the aesthetic distancerér or critic was to
be transcended through a life of action. The mare ads Dowden
closely, and on his own terms, the more does fiisitgfwith the famous
son of his close friend come to the fore. Theiatiehship is, as such,
typical for that between many modernists and Vietms: As time passes,
it is becoming evident that differences between &todm and
Victorianism that initially seemed crucial incraeaglly reveal themselves
as having been overemphasised in comparison toniatde proximity.
Edward Dowden is in fact more modern than Yeat®tetwhile Yeats
himself is also far more Victorian than he tendeddmit.
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The Place of Writing in the Poetry of W. B. Yeatsla
Patrick Kavanagh

Irene Gilsenan Nordin, Dalarna University, Sweden

Abstract

This article addresses the theme of place in thetrpoof W. B. Yeats and Patrick
Kavanagh, focusing on the concept of place as aipdlyand psychological entity. The
article explores place as a creative force in thekvof these two poets, in relation to the
act of writing. Seamus Heaney, in his essay “Thes8@f Place,” talks about the “history
of our sensibilities” that looks to the stable edernof the land for continuity: “We are
dwellers, we are namers, we are lovers, we makeehamd search for our histories”
(Heaney 1980: 148-9). Thus, in a physical sens&epis understood as a site in which
identity is located and defined, but in a metaptgissense, place is also an imaginative
space that maps the landscapes of the mind. Ttiideatompares the different ways in
which Yeats and Kavanagh relate to their place ofing, physically and artistically,
where place is understood as a physical lived spaceé as a liberating site for an
exploration of poetic voice, where the poet crehtewn country of the mind.

Key words: place, space, history, poetic voice, dowriting, Yeats, Kavanagh, Heaney

Irrespective of our creed or politics, irrespectofewhat culture or subculture may
have coloured our individual sensibilities, our gimations assent to the stimulus of
the names, our sense of place is enhanced, our séunsirselves as inhabitants not
just of a geographical country but of a countrythed mind is cemented. It is this
feeling, assenting, equable marriage between thligrgphical country and the
country of the mind, whether that country of thenchiakes its tone unconsciously
from a shared oral inherited culture, or from asmously savoured literary culture,
or of both, it is this marriage that constitutes ense of place in its richest possible
manifestation. (Heaney 1980: 132)

In his collection of essaysPreoccupations(1980), Seamus Heaney
echoes Yeats where he states that poetry “is ouh@fquarrel with
ourselves and the quarrel with others is rhetoffitdaney 1980: 34). In
addition to the quarrel with oneself, the poethia act of writing, is also
influenced by the actual physical place of beloggihs Heaney puts it:
“One half of one’s sensibility is in a cast of mitldat comes from
belonging to a place, an ancestry, a history, aul whatever one
wants to call it. But consciousness and quarrelh wie self are the
result of what Lawrence called ‘the voices of myeation™ (Heaney

Gilsenan Nordin, Irene. 2014. “The Place of Writinghe Poetry of W.
B. Yeats and Patrick KavanaghNordic Journal of English Studies
13(2):43-56.
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1980: 35). According to Heaney, this dialecticabqess is at the centre
of the creative process—the bringing together «f ttvo opposing
forces, on the one hand, the geographical andridatoand, on the other
hand, the psychological and transcendent. He dpsdlis idea of place
and the creative process further in his collecfitne Place of Writing
(1989) in the following discussion about the woflad:

[. . .] to work is to move a certain mass througbeaain distance. In the case of
poetry, the distance moved through is that whicpasses the historically and
topographically situated place from the writtencglathe mass moved is one aspect
of the writer’s historical/biographical experienead each becomes a factor of the
other in the achieved work. The work of art, inethvords, involves raising the
historical record to a different power. (Heaney 9:986)

The raising of the poet's historical or biographiexperience to the
different power of art is likened to Archimedeslaim that he “could
move the world if he could find the right place gosition his lever”
(Heaney 1989: 19). It is this sense of positiorimgelation to the place
to which one belongs, and the place from whichwrites, that interests
me in the following exploration of the place of tmg in the work of
Yeats and Kavanagh.

I would like to begin with an extract from a letiey W. B. Yeats,
written to his father, on July 16, 1919. He wriéasfollows:

I am writing in the great ground floor of the castipleasantest room | have yet
seen, a great wide window opening over the riveranound arched door leading to
the thatched hall [. . .]. There is a stone flood @ stone-roofed entrance-hall with
the door to winding stair to left, and then a larfetched hall, beyond which is a
cottage and kitchen. In the thatched hall imagimgeat copper hanging lantern [. .
J. 1 am writing at a great trestle table which @ keeps covered with wild

flowers. (qtd in Hone: 1943: 319)

Yeats, (born in Dublin, in 1865), was writing thelgges from Thoor
Ballylee—a medieval tower on the banks of the Ri@woon, in the
Barony of Kiltartan, in County Galway. He had bouge tower two
years previously, in 1917, for thirty five poundkeffares 1992: 40), on
the recommendation of his great friend, and fellbwgh Literary
Revivalist, Lady Gregory, who lived nearby at CoBlrk, and he had it
restored as a place of retreat for himself, his néf@ George, and their
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young family! The tower, dating from the fourteenth century, was
originally a Norman keep, descending from the gilest of the de
Burgos, the Anglo-Norman family who established ntkelves in
Connaught in the thirteenth Century, and ruled owech of that part of
Ireland. It consisted of four floors, connectedebwinding stairway that
was built into the seven foot thickness of the nvassuter wall.

Thoor Ballylee became for Yeats a powerful symiimmth in his
personal and in his professional life. It was aeat from the turbulent
political events of the day—a “blessed place” whegecould be with his
family and write poetry. If, as the cultural geqgnar Yi-Fu Tuan
argues, “place is security and space is freedomamgeattached to the
one and long for the other” (Tuan 2008: 3), thee can say that for
Yeats, Thoor Ballylee combined both—it was a plateecurity that at
the same time offered the freedom of creative sphrcea letter to a
friend, Olivia Shakespeare, in 1926, Yeats writes:

We are in our Tower and | am writing poetry aswals do here, and, as always
happens, no matter how | begin, it becomes lovérpbefore | am finished [. . .] as

you can see | have no news, for nothing happerbisnblessed place but a stray
beggar or a heron. (Yeats 1954: 714-15)

He writes about the tower in his poem “My Housdtbifr the longer
poem “Meditations in Time of Civil War,” publishéd The Towerin
1928), as follows:

An ancient bridge, and a more ancient tower,
A farmhouse that is sheltered by its wall,

An acre of stony ground,

Where the symbolic rose can break in flower,
Old ragged elms, old thorns innumerable,
The sound of the rain or sound

Of every wind that blows;

The stilted water-hen

Y In a letter to his life-long friend, Maud Gonneritten in May 1918, before
moving into the tower, Yeats writes: “We hope toibéBallylee in a month &
there | dream of making a house that may encoupsgple to avoid ugly
manufactured things—an ideal poor man’s house. [xeevery few things
imported as models we should get all made in Galeraiimerick, 1 am told
that our neighbours are pleased that we are nthgeégrand things but old Irish
furniture™ (Yeats 1992: 393-4).
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Crossing stream again
Scared by the splashing of a dozen cows;

A winding stair, a chamber arched with stone,
A grey stone fireplace with an open hearth,

A candle and written page.

[...] (Yeats 1990: 247)

Yeats began negotiations to buy Ballylee Thoorva ieonths after
the Easter Rising of 1916. It was a time of greditipal upheaval, not
only in Ireland. In Europe, the Battle of the Somina&l broken out, and
the following year, 1917, the Russian Revolutiogdre In Ireland, the
War of Independence started in January 1919, anmt o until July
1921, to be followed by the outbreak of the IriskilCNar, 1922-23. It
is against this background of violence and civiresh that we can
understand the importance of Thoor Ballylee fortgel was not just an
empowering imaginative force in his writing, butsala symbol of
stability—a symbol of a more ordered existence, tay sagainst
confusion, which offered a counterbalance in a tiofiepolitical and
social uncertainty. He wrote of the symbolism oflf8ae in his poem
“Blood and the Moon” (from his collectiofihe Winding Stair and Other
Poems1933) as follows:

Blessed be this place,
More blessed still this tower;

[.]

| declare this tower is my symbol; | declare

This winding, gyring, spiring treadmill of a stégrmy ancestral stair;
That Goldsmith and the Dean, Berkeley and Burke lravelled there.
[...] (Yeats 1990: 287)

For Yeats, the tower was a monument to a heroit; fiag/as a
romantic longing back to an ancient civilisatiohe tdignified life-style
of the aristocracy, and the disappearing Angldilri®rotestant
Ascendancy, whose lifestyle and values he grealfiyied. He also
admired the values of the peasant classes, refirgsdrarmony and
simplicity. In his view, these two groups were rag contrast with the
newly emerging Irish Catholic middle-classes, sastthose he derided
in his poem “September 1913,” from the collectiBesponsibilities
(1914): “What need you, being come to sense, /fBuble in a greasy
till / And add the halfpence to the pence / Andypréao shivering prayer,
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until / You have dried the marrow from the bone’e@ts 1997: 48). The
“you” addressed here being the mercantile middkssgs, whom Yeats
considered greedy, money grubbing and petty, and—wkith their
ostentatious and vulgar ways—represented everythiatghe abhorred.

Situated in the far West of the country, far frolne tmetropolitan,
Anglicised East, Ballylee was an artistic and syhabappropriation of
what Yeats considered to be the real Ireland. dlet was placed in a
historically and mythologically resonant landscapdich appealed to
Yeats's artistic sensibility, and satisfied his idesfor ancestral
continuity. It was his heroic response to ugly matism and symbolised
the promise of the permanence of art. In Ballylee,wroteA Vision
(1925), where he developed his elaborate philosaplsystem of the
gyres, explaining the journey of the soul, and iog himself with a
system that he regarded as a “stylistic arrangerotmixperience,” an
important insight into the workings of the creativeagination (Yeats
1989: 25). In Ballylee, he also wrote his colleatidhe Tower(1928),
containing many of his highly acclaimed poems, sash“Sailing to
Byzantium,” where the speaker longs to escape ftbe physical
constraints of an ageing and decrepit body, intageless world of art.
The poem begins with the well-known lines: “Thanhis country for old
men. The young / In one another’'s arms, birds & ttiees, /—Those
dying generations—at their song,” and the secoadzst continues the
theme of longing to escape: “An aged man is butkrnpthing, / A
tattered coat upon a stick, unless / Soul clapghésds and sing, and
louder sing / For every tatter in its mortal dreé2ats 1990: 239).

The tower was not just a physical place of writiogYeats, but also
a psychological space where he could endeavourrite the kind of
poetry he longed for, which—as he puts it in “ThghErman,” fromrlhe
Wild Swans at Cool€1917)—would be “as cold / and passionate as the
dawn” (Yeats 1997: 59). The tower was not justac@lof residence; as
Heaney states, Yeats's “other addresses were m@@geshelters but
Ballylee was a sacramental site, an outward siganoinner grace. The
grace here was poetry and the lonely tower wapdle€s sign. Within it,
he was within his own mind” (Heaney 1989: 24). Wheéeats was
awarded the Nobel Prize for literature in 1923, fanat the Nobel
Committee called his “always inspired poetry,” whilgives expression
to the spirit of a whole nation,” he referred te tower in his acceptance
speech, given in Stockholm on 15 Dec, 1923 (latdésliphed asThe
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Bounty of Swedeim 1925). In his speech, he quotes some lines frism
poem “The Stare’s Nest by My Window” (Yeats 19980% This poem
is a good example of the place of poetry, both gajly and
existentially. The poem was written at Ballylee idgrthe Civil War,
and, in his notes, Yeats describes the backgronridet poem and how
the fighting between the two rival Civil War groupdge Valera’s Irish
Republican Army, on the one side, and the Natistglion the other—
came right up to the door of the tower. He exptaiBgfore they were
finished the Republicans blew up our ‘ancient beidgne midnight.
They forbade us to leave the house, but were otbergolite, even
saying at last “Good-night, thank you,” as though lad given them the
bridge” (Yeats 1990: 642).

“The Stare’s Nest by My Window” was inspired by wiYaeats calls
an “overmastering desire not to grow unhappy oritgerked, not to lose
all sense of the beauty of nature” (Yeats 1990:).6%#Be poem begins
with the image of honey bees building in the loasgmasonry of the
tower walls, and calls on the bees to build insteaithe empty nest left
behind by the stare at the speaker’s window (theess a local name for
the starling). The second stanza continues:

[-]

We are closed in, and the key is turned

On our uncertainty; somewhere

A man is killed, or a house burned,

Yet no clear fact to be discerned:

Come build in the empty house of the stare.

A barricade of stone or of wood;

Some fourteen days of civil war:

Last night they trundled down the road
That dead young soldier in his blood:
Come build in the empty house of the stare.
[...] (Yeats 1990: 250)

The poem contrasts the contemplative life of thetpio his quiet tower,

with the troubled world outside, where the “deadiryg soldier in his

blood” is “trundled down the road” in the darkne$®cusing on the
healing powers of nature, the speaker concludesiggesting that in the
face of violence and death, with the heart “fedfamtasies” and grown
“brutal from the fare,” that nature can teach Ussaon. The image of the
honey bee coming to build in the empty house ofdtage evokes the
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promise of new life that will—in time—emerge fronestruction and
decay.

In the physical sense, the poem is an example @fnhgrfirmly
situated in the experience of place and time—Igbla the time of the
Civil War. But, also, in the existential sense, foem demonstrates the
place of poetry as something that, for Yeats, coulite intellect and art
in a single vision, what he called “holding realétgd justice in a single
thought” (Yeats 1989: 25). It is an example of ploet’s attempt to fit his
experience of the world into an intellectual franoekvto give it structure
and meaning. It is poetry as an act of defensenagyttie physical world
of lived experience, and the chaos of the war dolknce going on all
around.

From Yeats tower at Ballylee, | want now to crdss ¢ountry to the
parish of Inniskeen (translated from the Gaelic me@ “peaceful
island™) in County Monaghan, to where the poet iBlatkavanagh was
born in 1904. Kavanagh, generally considered ortaeMmost influential
poets since Yeafspegan his professional writing career in 1939, the
year of Yeats's death. Just as Ballylee Thoor vaswriting place of
Yeats, Inniskeen was the writing place for Kavanaght in a very
different sense. Kavanagh was the son of a shoancake farmer, one
of a family of ten, who finished school when he \lagteen years old to
work as an apprentice shoemaker to his father hai on the family’s
small farm. In contrast with Yeats's backward gkane a disempowered
colonial caste that he claimed kinship with, Kawginagnored history
and recent political upheavals, and focused insteathe here and now
of the simple everyday. He gave voice to the rdgedecolonised
Catholic underclass, and as such his work represepbstcolonial turn
in Irish poetry. He tapped into the consciousndsth@ majority of his
countrymen, and, as Heaney expresses it, “raisiagnhibited energies
of a subculture to the power of a cultural resouteleaney 1980: 116).

Kavanagh wrote about the ordinary comings and goofghe rural
community among which he lived, about the expeesraf farm life, the
spraying of the potatoes, the cutting of the hag,milking of the cows,
and so on. And in his poetry he gave the unreméekabuntryside

2 Apart from poets like John Montague and Seamuselgapoets touched by
Kavanagh’s example include Eavan Boland, Paul Dyrdaesmond Egan,
Eamon Grennan, Michael Hartnett, Brendan Kennefig dames Liddy. See
Allison 2003: 57.
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around Inniskeen a remarkable presence in thelltéslary landscape. If
Yeats’s place of writing was the tower, Kavanaghrging place was the
cottage; and his early poem, “My Room” (Kavanagi®4:929), where
simplicity is woven together with Catholic iconoghy, can be read in
sharp contrast with the lofty tower of Yeats's poéMy House.”
Kavanagh's poem begins with a basic physical detsen of the room:
“10 by 12 / And a low roof / If | stand by the sidall / My head feels
the reproof.” Overshadowing this image of confirspéce, with the bed
“in the centre / So many things to me,” are fivdyhpictures: “The
Virgin and Child / St Anthony of Padua / St Patralk own / Leo XIII /
And the Little Flower"—a very ordinary scenario amy rural Irish
Catholic household at that time. However, the aadiclg lines of the
poem transform this ordinary space into somethitgaerdinary:

My room is a musty attic
But its little window

Lets in the stars.
(Kavanagh 1964: 29)

Kavanagh looked for the spiritual in the commone|dinding it in
the most unexpected places, as in his poem “Thg Garden” where he
writes: “In the sow’s rooting where the hen scragth We dipped our
fingers in the pockets of God” (Kavanagh 2000: H#g.gave a face to
the mundane places around Inniskeen by naming thady, in naming
them, he gave them new meaning. He writeShe Green Foolfrom
1938):

There were good names on these hills even thowgjh gbil was sticky and scarce
of lime. Poets had surely put the names on thermmslated from the Gaelic they
were: “The Field of the Shop,” “The Field of the We“The Yellow Meadow,”
“The Field of the Musician.” (Kavanagh 2001: 204)

The act of naming itself was important, as he \srite his poem “The
Hospital™:

Naming these things is the love-act and its pledge;
For we must record love’s mystery without claptrap,
Snatch out of time the passionate transitory. (lkaga 2000: 119)
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Less reverentially—and in a typically depreciatingnner—he writes of
the name of the townland in which he was born: “Taane of my
birthplace was Mucker [. . .] the name was a cdaedpGaelic word
signifying a place where pigs bred in abundance][.Around our house
there stood little hills all tilled and tamed” (Kavagh 2001: 8). In his
poem “Shancoduff,” he writes about these same, lgildng them new
dimension and light:

My black hills have never seen the sun rising,
Eternally they look north towards Armagh.
Lot’s wife would not be salt if she had been
Incurious as my black hills that are happy
When dawn whitens Glassdrummond chapel.

My hills hoard the bright shillings of March

While the sun searches every pocket.

These are my Alps and | have climbed the Matterhorn
With a sheaf of hay for the three perishing calves

In the field under the Big Forth of Rocksavage.
(Kavanagh 2000: 8)

Kavanagh rejected the romantic idealisation of theal that had
inspired Yeats and the writers of the Celtic TwiligHe rejected the
idioms that promoted a unified national myth, arabveritical of Yeats
and the Revivalists, whom he claimed professedb#oso frightfully
Irish and racy of the Celtic soil,” but who wereilguof constructing “a
thorough-going English-bred lie” (Kavanagh 2003:680He writes
unsentimentally of his childhood experience as ftiheal barbaric life of
the Irish country poor. [. . .]. Poverty is a mémandition [. . .]. Poverty
has nothing to do with eating your fill everyday; [] the real poverty
was the lack of enlightenment to get out underrttomn” (Kavanagh
2003: 307). He was fiercely critical of post-indedent Ireland’s
nationalist discourse and the hypocrisy of religiqueties, and ifmhe
Green Fool(1938) he refers to the whin bushes—or the gdraegrows
wild all over the countryside, especially in aredspoor land—as the
“Yellow flame-blossoms of the whin [that] lit bondéis all over the
landscape; [. . .] as persistent and fertile asagih disease” (Kavanagh
2001: 8), suggesting that like the whin bushes, asid disease were
rampant everywhere—not least in the eyes of thadliatChurch.
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Kavanagh'’s long narrative poeffhe Great Hunge(1942), focuses
on the blighted lives and the spiritually impovlgd existence of rural
life, and begins with the often-quoted line, “Claythe word and clay is
the flesh.” The poem traces the frustrated and iemaity unfulfilled life
of its central character, Patrick Maguire, who lifega prisoner on the
land, demands: “Who bent the coin of my destinyhafTit stuck in the
slot?” He continues, remembering happier timedsrybouth:

| remember a night we walked

Through the moon of Donaghmoyne,

Four of us seeking adventure—

It was midsummer forty years ago.

Now | know

The moment that gave the turn to my life.

O Christ! | am locked in a stable with pigs and cdargver.
[. . .] (Kavanagh 2000: 40)

A similar anti-pastoral theme is explored in hidlvkeown poem “Stony
Grey Soil,” which shows the bitterness of a wadifa] stuck on the
farm:

O stony grey soil of Monaghan

The laugh from my love you thieved,;

You took the gay child of my passion

And gave me your clod-conceived.

[..]

You sang on steaming dunghills

A song of cowards’ brood,

You perfumed my clothes with weasel itch,
You fed me on swinish food.

You flung a ditch on my vision
Of beauty, love and truth.
O stony grey soil of Monaghan
You burgled my bank of youth!
[. . .] (Kavanagh 2000: 13)

While Kavanagh's physical place of writing was kkeen, the
psychological place of his birth as a poet was Duybthere he moved,
when he was thirty five years old, in order to make/ing as a writer. In
his Self-Portrait he writes of Dublin city as follows: “I came toublin
in nineteen thirty-nine. It was the worst mistakemny life” (Kavanagh
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2003: 307). Nevertheless, it was in Dublin thaghed confidence as a
writer and was able to look back and get a cleasgeetive on his
original place of writing. He describes this reafisn as follows:

For many a good-looking year | wrought hard at werdut | would say that, as a

poet, | was born in or about nineteen-fifty-fiveetplace of my birth being the banks
of the Grand Canal. Thirty years earlier Shancoduifatery hills could have done

the trick, but | was too thick to take the hint. ©us this, how | had started off with

the right simplicity, indifferent to crude reas@md then ploughed my way through
complexities and anger, hatred and ill-will towatls faults of man, and came back
to where | started. (Kavanagh 2003: 313)

Kavanagh's early work was a poetry of protest, thiredisenchantment
and frustration, but his later work is celebrataryd visionary. In his

poem “Is,” we see him at his best, as he rises aloe resentment and
bitterness to focus on the existential and trarceen

The important thing is not
To imagine one aught
Have something to say

[...]

The only true teaching

Subsists in watching

Things moving or just colour
Without comment from the scholar.
To look on is enough

In the business of love.

[. . .] (Kavanagh 2000: 124)

Kavanagh came to realise the importance of jushge&lo know fully
even one field or one lane is a lifetime’s expereenin the world of
poetic experience it is depth that counts and ndthwA gap in a hedge,
a smooth rock surfacing a narrow lane, a view afoady meadow, the
stream at the junction of four small fields—these as much as a man
can fully experience” (Kavanagh 1977: 8). He plagegat importance
on the Parochial mentality which dealt with the fflamentals” of
experience, something which he saw as the direpo®fe to the
provincial:

The provincial has no mind of his own; he doestnatt what his eyes see until he
has heard what the metropolis—towards which his eye turned—has to say on
the subject [. . .]. The Parochial mentality on dtker hand never is in any doubt
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about the social and artistic validity of his phrigll great civilisations are based on
parochialism [. . .]. Parochialism is universakl@als with the fundamentals [. . .]. In
Ireland we are inclined to be provincial, not pdniat for it requires a great deal of
courage to be parochial [. . .]. To be parochialam needs the right kind of sensitive
courage and the right kind of sensitive humility ].. (Kavanagh 1952: 1)

To conclude, the importance of place resonatelseémiork of both Yeats
and Kavanagh, and is closely related to the pmactt poetry, as
embodied by both of these poets. For Yeats, thieciy® of poetry was
“to hold in a single thought reality and justiceyhere the poetic was a
redress to the political. Heaney, in discussing t¥ess an example,
points out that he shows how “art can outface hystthe imagination
can distain happenings once it has incubated arstenesl the secret
behind happenings” (Heaney 1980: 99). But that m@sto say that the
imagination took preference over “happenings.” Asahkey expresses it:
“Yeats bore the implications of his romanticism oinfiction: he
propagandized, speechified, fund-raised, admimidtend politicked in
the world of telegrams and anger, all on behalthef world of vision”
(Heaney 1980: 100). He “donned the mantle—or pevlme should say
the fur coat—of the aristocrat so that he mightregp a vision of a
communal and personal life that was ample, generbasmonious,
fulfiled and enhancing” (Heaney 1980: 108). Apaftom his
“reactionary politics,” contempt for members of lm&n middle-class,
his “silliness” and pretentiousness, his most eXamgpmoments are
those when “this powerful artistic control is vulakle to the pain or
pathos of life itself” (Heaney 1980: 109). We sh&s,tfor instance, in
“Sailing to Byzantium,” or his transformation ofetlviolence of war into
the healing power of nature, in the “The Stare'stN®yy My Window.”
The place of poetry, for Yeats, is when it offeamsolation and shows
understanding of the common humanity that unitesllugie writes:

If we understand our own minds, and the things @natstriving to utter themselves
through our minds, we move others, not because ave luinderstood or thought
about those others, but because all life has thme saot. Coventry Patmore has said
“The end of art is peace,” and the following of &@tlittle different from the
following of religion in the intense preoccupatibemands. (Yeats 1980: 7)

For Kavanagh, the place of writing was locatedhiea tocal and in
the power of art to show basic humanity in alfésets; and while he did
not reach acclaim until after his death, and negached the heights of
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fame achieved by Yeats, he nevertheless was anrtampanfluence of
the young Irish poets that came after him, espggmets like Heaney
who had their roots in the rural experience. Tamreto the metaphor of
Archimedes: both poets “move the world,” but theeleused in each
case is positioned differently. Kavanagh knew higygical place of
writing—Inniskeen—intimately, and for him this laveas placed more
directly, in the concrete, emotional and intimatdiile for Yeats his
positioning was in the abstract, intellectual andeeptual, and mediated
through symbols. Interestingly, while Yeats coutdnbine the physical
writing place of Thoor Ballylee with the creativeiting space of poetry,
Kavanagh had to escape from Inniskeen in orderino fis creative
writing space. This new space—at a physical digarallowed him the
freedom and creativity to revisit in the landscapdésthe mind the
physical place of poetry that he had left behindrustration and anger
so many years earlier. Above all, Kavanagh dematestirthe need to
return: “Now as | analyse myself | realise thabtighout everything |
write, there is this constantly recurring motif thie need to go back”
(Kavanagh 1967: 205). This motif is addressed snpoiem “Advent,” in
the call to “return to Doom / The knowledge we stbut could not use,”
which concludes:

And the newness that was in every stale thing

When we looked at it as children: the spirit-shagki

Wonder in a black slanting Ulster hill

Or the prophetic astonishment in the tedious talkin

Of an old fool will awake for us and bring

You and me to the yard gate to watch the whins

And the bog-holes, cart-tracks, old stables whémeTbegins. (Kavanagh 2000: 66)
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“All this debris of day-to-day experience”: The Pas
Rhythmanalyst in the Works of Louis MacNeice, Derek
Mahon and Paul Muldoon

Anne Karhio, University of Stavanger

Abstract

This article examines the work of three Irish ppetamely Louis MacNeice, Derek
Mahon and Paul Muldoon, and particularly focuseshair poetic journals or journalistic
poetry. The word “journal” bridges private and gahbdiscourses. Its root is the Latin
diurnalis, pertaining to anything taking place “daily,’hd thus to repetitive action,
record-keeping or reporting carried out by priviadividuals in the form of a diary (latin
diarium), or to journalism contributing to public coramications or discourse. To
examine the poetic journals of these three writéhg, article employs the French
philosopher Henri Lefebvre’'s concept of rhythmasalyto discuss the rhythmic,
repetitive and changing processes of both poety #re social and phenomenal
experience.

Key words: Irish poetry, poetic discourse, plagace, journals

I

“I cannot believe [. . .] that any artist can bedavho is not more than a
bit of a reporting journalist,” W. H. Auden famousktated in his
commentary on Herbert Reid’s work on P. B. Shellauden 1996:
132). For Auden of the political 1930s, a poetiosseility had to be
balanced with the journalistic, with an engagemehithe world of
“news,” to be of genuine sociair literary value. Louis MacNeice
commended Auden for precisely this quality, forngef‘a journalist
poet” though not “journalistic” (quoted in Stallwby 1995: 227).
MacNeice as well as many of his followers was waelNare of the
tightrope walk required for such balance, and tistification for poetic
art in a society which appears to thrive on monéitarian uses of
language, and puts pressure on artists to acterpiaters and recorders
of that which lies outside their work. In what foNs, | will examine the
works of three Irish poets, Louis MacNeice, Derelhdn and Paul
Muldoon, and their work that explores that tends@tween not only the
artistic integrity of the individual poet and therunding society but
also, and—more specifically—between poetic andrjalistic uses of

Karhio, Anne. 2014. “All this debris of day-to-da&xperince’: The Poet
as Rythmanalyst in the Works of Louis MacNeice, dkeMahon and
Paul Muldoon.”Nordic Journal of English Studids3(2):57-79.
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language. The word “journal” is itself one thatdgés private and public
discourses. lIts root is the Latthurnalis, pertaining to anything taking
place “daily,” and thus to repetitive action, ret:deeping or reporting
carried out by private individuals in the form ofliary, latindiarium, or
as journalism contributing to public communicatioms discourse. Its
proximity to the word “journey,” frondiurnata, meaning a day’s time or
a day’s work, further highlights how such recoreimg should be seen
as a process rather than a closed narrative—tiegbas journey is, by
definition, an ongoing and unfinished undertaking.

Terence Brown quotes W. B. Yeats in his introductto Derek
Mahon’s Journalism (Brown 1996), a collection of the latter poet's
occasional prose writings; in a letter to Roberidges, Yeats was
markedly apologetic not only when comparing a réecanicle and
poetry, but even his text’s relationship with a moarefully considered
essay, and asked that it not be judged “as you dvijudge an essay
meant to be permanent. It is merely [. . .] jouismal[. . .] and done more
quickly than | would like” (Brown 1996: 13)While the two poets differ
considerably in their treatment of the everydaypaetry, Yeats’'s views
on a certain ephemeral nature of journalism aredigsimilar to those of
Louis MacNeice, whose introductory note to haitumn Journal
explains how he was “writing what | have calledoardal. In a journal
or a personal letter a man writes what he feelsthat moment”
(MacNeice 1979: 101). Similarly, the jacket blurb Muldoon’s The
Prince of the Quotidianteferred to as his “January Journal,” notes how
the volume emerged after the poet’s resolution tilewa poem each
day” for a month, a process markedly distinct fioisiusual, slower pace
of poetic compositioA.Derek Mahon, again in a similar strain, quotes
Cyril Connolly, for whom “[l]iterature is the artfawriting something
that will be read twice,” whereas “journalism is atlwill be grasped at
once,” and that “a magazine, even such a first mte as [Cyril
Connolly’s] Horizon is of its nature ephemeral,” (quoted in Haughton
1979: 269, 274). In other words, the format of pbernal appears to

! On Yeats's relationship with the everyday, and kismissal of the
“journalistic” in poetic craft, see Charles I. Artrang 2013: 13-26.

% |n the Arts LivesRTE documentaryPaul Muldoor—Atlantic Man the poet
says: “l write very little. | write maybe a dozeoems a year. Every three or
four years there are forty or fifty of them. Anchtis a book” Atlantic Man n.

pag.).
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require the speeding up of the processes of paatid/allows for a more
transitory or oscillating glance of the surroundimgrld than the denser
and more carefully crafted forms of lyric expressio

Consequently, the present essay seeks to exangingalys in which
the three poets have shared certain preoccupati@rsthe significance
of poetry in contemporary society in general andyemspecifically, to
understand how the rhythms and ruptures of theydagrmay connect
with those of poetry—or how poetry may respondhint. In the works
discussed below such connections are seen, inttuaither compromise
or to reaffirm the value of poetic expression. Awttile critics have often
been more reserved in their praise when compahiedanger and more
journalistic works of these poets with their momdensed lyrics (with
the notable exception of MacNeicefsitumn Journgl or at least more
carefully or solicitously crafted verse, they ocgapcritical place in their
production as texts concerned with the processesembing poetry with
the social and the phenomenal. To look at the tNi@¢hern Irish poets’
preoccupation with the everyday also veers awam filoe paradigm of
art and poetry versus politics which for a long didominated any
scholarly discussion of poetry’s engagement wihistorical and social
contexts in Ireland’s North. As Charles |I. Armsigdmas already argued
in his essay on everyday epiphanies in contempokiosthern Irish
poetry, in recent years an engagement with theidjaot or “a sense of
day-to-day normality or business as usual [hagjueatly presented [. .
.] a salutary alternative to the unpredictable engle of the Troubles”
(Armstrong 2011: 125).

The following discussion on the relationship betwdle everyday
and the poetic in the work of MacNeice, Mahon andlddon will also
draw on the work of the French philosopher Henrfebgre, more
particularly, on what was to remain his final pshkd volume,
Rhythmanalysis: Space, Time and Everyday (afginally published in
French as Eléments de rythmanalysel992), Lefebvre’s fourth
contribution to the serie€ritique of Everyday Life(begun as early as
the 1940s). Though he is better known for the lamttmwork The
Production of Space and its outlining of spatial practices and
representations, it is Lefebvre’s work on the camningether of the
temporal and the spatial iRhythmanalysiswhich will inform this
reading of the poetic journals, inasmuch as itipalarly well enables an
understanding of poetry as not distinct from, bautt pf the processes of



60 Anne Karhio

personal and social experience. Rhythm, an intepeat of poetic

discourse as employed in the works of the threetsp@ppears
particularly suited, | would suggest, for an inigstion of the

relationship between aesthetics of a verbal artisnplerpetual dialogue
with the non-poetic, everyday domain.

Lefebvre’'s analysis of rhythms and repetitions @mte with the
work of other twentieth century French philosophafrspace and spatial
practices. His views on social control exercisewuggh what he called
“dressage,” or the imposition of organised rhythared patterns on
human life, echoes Michel Foucault’s views on spatontrol; similarly,
his awareness of practices of freedom and creatithin such systems
of control are not dissimilar to those of Michel @erteau’s “tactics” of
everyday life, working from bottom-up to resist #dpwn or “strategic”
exercise of social authorifyIn short, these left-wing thinkers have
typically viewed the category of the everyday tlglouhe dialectics of
power and authority, versus freedom or resistaina] forms of control
versus the possibility of subversion. For the Lefetof Rhythmanalysis
both power and freedom have their rhythms, and ithe task of the
rhythmanalyst to be attentive to the rhythmic “esisand “silences” of
the body as well as the world outside it, of indial actions as well as
various structures of law and commerce (Lefebvi@209-20). It is the
tension between repetition and difference in thehins of everyday life
that allows for the poetic (in the sense of thegRrpoEsis, making or
creating)—for Lefebvre

no rhythm without repetition in time and space []..But there is no identical
absolute repetition, indefinitely. Whence the iielat between repetition and
difference. When it concerns the everyday, ritesemonies, fétes, rules and laws,

% Derek Schilling has pointed out how the emergesfcthe everyday in post-
World War 1l French philosophy has in recent yebegn keenly adopted by
scholars in the English speaking academic worldsretihe “cultural turn” has
proved a fruitful ground for a category which “allg] for a rehabilitation of
ordinary practice while precluding the wholesaleinstatement of
anthropocentrism” and helps circumvent some of fiimits of language-based
paradigms.” At the same time, he highlights that ¢keryday was by no means
a predominant paradigm in the thought of this pkrias philosophers were
generally more focused on “the legacy of phenonamobn the one hand and
structuralism and Lacanian psychoanalysis on therdt(Schilling 2003: 23-
24).
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there is always something new and unforeseen thabduces itself into the
repetitive: difference. (Lefebvre 2004: 6)

The observing of rhythms also blends the spatidltha temporal, or
makes it possible to observe places through terhpoyzerience “[the
rhythmanalyst] makes himself more sensitive to siien to spaces. He
will come to ‘listen’ to the house, a street, a tdWlLefebvre 2004: 22).
In other words, the experience of places and phenammust be
understood as certain temporal fluxes, and notinirthe material world
escapes the transforming, yet repetitive impachgthmic change: “An
apparently immobileobject the forest, moves in multiple ways: the
combined movements of the soil, the earth, the ®uthe movements of
the molecules and atoms that compose it” (Lefe@@@4: 20). Marjorie
Perloff has similarly commented on the use of riépatin poetry, and
stressed how “repetition in the continuous present .] assures
difference, for no repetition, whether of word @ed, can ever produce
an exact replica of a now lost original” (Perlofi(®: 183). The format
of a poetic journal, in its registering of the rmyts of the everyday
through the rhythms of poetic form, is particulaslyited for exploring
the patterns of the quotidian domain through Itgdanguage. In the
journals of MacNeice, Mahon and Muldoon, the negmin between the
sometimes subtle, sometimes dramatic variationsdest repetition and
difference in the poetic and the non-poetic, arsb ahe verbal and the
non-verbal, is a consciously adopted strategytengiting to understand
the complex and somewhat labyrinthine interrelaiop between life
and poetry.

Il

Autumn Journglas MacNeice informs his reader in the prefatate rio

the sequence, was written “from August 1938 uttd New Year,” a
time during which Britain and Ireland, with the red Europe, were
increasingly coming to terms with the possibilitf another war
(MacNeice 1979: 101). MacNeice’s ambition was, e tautumn of
1938, to produce a longer autobiographical poetarkywhich, Jon

Stallworthy writes, “would admit the impurities tife world, the flux of
experience, in a documentary form that, for allskeming spontaneity,
would be directed into patterns on a page—as imageim—by the

invisible imagination” (Stallworthy 1995: 228). Tleeryday rhythms of
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the poem are thus constantly measured against sés adisrupting

quotidian routine, or threatening the sense of gcthat such routine
might signify. As well as such alterations of rmetiand emergency or
exception, the poem is preoccupied with the roleamfand poetry in

describing these processes, and the possibilitiheaf efficacy in a time

of crisis. At the same time, the poem’s wider histd perspective is
measured against another state of exception, thihae @nding love affair
between MacNeice and Nancy Coldstream; a persoise enirrors the

looming historical upheavals.

The MacNeice ofAutumn Journalexplores the concreteness and
singularity of experience, while repeating the daircycles and rhythms
of everyday life: meals, urban transport, newspapedio, telephones,
routines of factory workers and industrial prodactiboth follow and
create such rhythms, and are constantly interruateldmodified by that
which is extraordinary and distinctive. As Edna glmy puts it, the
journalism of Autumn Journakelies on “everydayness turning strange”
(Longley 1988: 63). MacNeice's familiarity with Gale philosophy, most
notably Plato, Aristotle and Heraclitus, impacts bbservation of these
processes, but does not lead to the adoption abatract, philosophical
perspective above the level of everyday experieang, more than any
preference of the purely aesthetic is allowed tpessede the messy
confusions of life. This is consistent with the p®éong-held beliefs on
the relationship between life and art. As he nated letter to Anthony
Blunt in 1926, “I don't believe in pure anything.nthing pure is an
abstraction. All concretes are adulterated” (quated/alker 2009: 204).
Rhythm and repetition, however, allow the poet ¢éocpive patterns in
the flow of observed phenomena, and thus also helgotiate the
dichotomy between the abstract and the concrete.

The observed rhythms of the sequence are replicatéae formal
aspects of the poem, like in its use of the “etdstid of quatrain,” as the
poet himself called it (quoted in Stallworthy 199533), the almost
exhausting repetition of lines beginning with “@ndnd the extensive
use of lists. As Neil Corcoran has observed, “riépatat the formal or
technical level can be thematically functional iradieice,” and also
becomes “one way of defying what his work frequefitids repetitively
wearying in the actual, inevitable repetitions iefrlg” (Corcoran 2009:
216, 221). In much of MacNeice’s poetry, repetit@iows for formal
control and questioning, as well as the employroéiain almost musical
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patterning which helps keep in tension the fordexity and flux in his
verse, or, as the poet himself put it, help “imppspn flux an
architectonic” (quoted in Corcoran 2009: 223). Rinytand repetition in
MacNeice thus have many, sometimes mutually coicticy,
manifestations, signifying entrapment, monotony atalistrophobia as
well as poetry’s potential for a certain kind ofbsarsive vitality.
Corcoran draws attention to “[. . .] the brilliargpetitiveness of the
rhetoric of ‘Autumn Journal’ with its hammering geyndeton—the
word ‘And’ repeated propulsively again and agaid again” and notes
how “in ‘Autumn Journal,” history makes poetry happ In that poem
the time itself is link and rivet as MacNeice’s fjpal, and journalistic,
dailiness of a London both claustrophobic and exating is darkly
shadowed by looming European catastrophe” (221¢ ftythms of
everyday London as simultaneously “claustrophohied “exhilarating”
are expressed both formally and thematically. lthis use of repetition
specifically which makes it possible for MacNeiae reflect on the
tensions between “journalistic dailiness” and wagyi degrees of
difference, and artistic or literary creation. Re@pen, in other words,
signifies both that which is monotonous and thesiilty of breaking
away from its force field, not through aesthetitadbment but through
the constant process of encounter and change hetpastic discourse
and the world with which it connects. Wutumn Journalrepetitive
monotony, “The reflex action or dog or sheep / Begmough for normal
avocations / And life rotating in an office slee@d long as things are
normal” (MacNeice 1979: 121), is modified throughet energies
inherent in the repetitions, “the rhythm which thetercrossing /
Coloured waters permanently give” (135).

Michael Moir suggests that Henri Lefebvre’'s distioo between
“representational spaces” and “representationgate’ (as outlined in
The Production of Spapeas characterised by top-down authoritative
control versus lived, imaginatively conceived ciggt, help understand
MacNeice’s engagement with religious authority, asetigious spaces
(Moir 2012: n. pag.), as well as other forms of edibd, ideological
control. These perspectives seem to be harderstmgliish inAutumn
Journal however, which draws its energy from the inteypd rhythm
and repetition as monotony or exercise of political commercial
structures of power, and of the patterns discelinethe plurality of
“lived” experience in pre-war London. Here, the pisssituated not quite
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in a “lonely centre from which to launch didacticdaother excursions,”
as Edna Longley says of his shorter lyrics, bugntedded within the
field of perception and pattern from which the pograws through “a
series of links that evolve into a great chain”rfgtey 1988: 61, 66). It is
such a centre that Lefebvre’s rhythmanalyst oca&ipiéThe
rhythmanalyst will not be obliged jamp from the inside to the outside
of observedbodies he should come to listen to thems awhole and
unify them by taking his own rhythms as a referefgeintegrating the
outside with the inside and vice versa”; “he mustutaneously catch a
rhythm and perceive it within the whole, in the samvay as non-
analysts, peopleperceiveit. He must arrive at theoncretethrough
experience” (Lefebvre 2004: 20-21, his emphases).

The journal as daily record also allows MacNeicgeoceive details
and rhythms accumulatively through the rhythmshaf talendar days,
weeks and months. A specific date, relying on fhabfic” rhythming of
everyday experience through the calendar in Lefghisrboth dependent
on repeatable structures, signs and symbols ofemdar year, and the
importance of discerning any specific date fromeoth The concepts of
weeks, months and years are based on rhythmicripatgeof time, a
dynamic acknowledged by MacNeice, who approachethritugh a
guestioning of Platonic philosophy:

For me there remain to all intents and purposes
Seven days in the week

And no one Tuesday is another and you destroy it
If you subtract the difference and relate

It merely to the Form of Tuesday. This is Tuesday
The 25" of October, 1938. (MacNeice 1979: 124)

Here,Autumn Journakchoes the 1933 poem “Sunday Morning,” which
similarly questions whether one can “abstract daig and make it to the
week of time,” though the earlier poem’s Sundaglissussed as a “self-
contained” instant of illusory time outside, rathkan as a part of, the
repetitions of the weekdays (MacNeice 1979: 23e €kistence of any
“Form of Tuesday,” as an unchanging form, is chged by
MacNeice's preference of Aristotelian, but even enguoignantly,
Heraclitean thought, which refuses the certaintyfigéd form and
acknowledges that “we cannot make any corner éndifin life’s beauty,

/ That no river is a river which does not flow” (bfdeice 1979: 102). It
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is through rhythm and repetition that we understdimel concept of
Tuesday while telling one Tuesday apart from arothe

The operations of society and commerce, the busiaesusual of
everyday trade and communication, also seek torlbsny specific
crises threatening such processes, perhaps mastamly through mass
media: as Lefebvre notes in his chapter on “The iMeDay,”
“[plroducers of the commodity information know emigally how to
utilize rhythms. They have cut up time; they havekbn it up into
hourly slices (Lefebvre 2004: 48, Lefebvre’s emphasis). Autumn
Journal their role in accessing events outside the imntediild of
experience is also constantly underlined. For Lafebthe mechanised
rhythms of mass media seek to erase that whichxegptional (or
singular or unique) in life, as it seeks to pres#éstcontent as a
commodity (Lefebvre 2004: 50). The singular, asortgd through mass
media, taking place in a location other than itpresentation, is
rendered, if not meaningless, at least lacking he subtlety and
substance, or the complexities of immediate expeeeThe pre-World
War Il crises threatening MacNeice’'s London areaat pf a routine
which will go on regardless of valuable news cotitfn. .] Newsboys
driving a roaring business, / The flapping papeatcmed to see / If
anything has, or has not, happened” (MacNeice 1276). Even those
moments in the media day which should signify akrfeom the routine
become a part of a mechanised experience thattfalbseak free from
the operations of the media market place: “Theysating and buying
the late / Special editions snatched and read #prupBeneath the
electric signs as crude as Fate” (MacNeice 1979).10

In section XXI the poet explicitly questions notlyrhe ultimate
value of everyday life but also of aesthetic aribtie practice:

And when we clear away

All this debris of day-to-day experience,

What comes out to light, what is there of value
Lasting from day-to-day?

I sit in my room in comfort

Looking at enormous flowers—

Equipment purchased with my working hours,
A daily mint of perishable petals.

The figures of the dance repeat

The unending cycle of making and spending money,
Eating our daily bread in order to earn it
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And earning in order to eat.

And is that all the story,

The mainspring and the plot,

Or merely a mechanism without which not

Any story could be written? (MacNeice 1979: 143).

The repetition of the phrase “day-to-day” and itgyming with the
“away,” in the first line of the section, underlgthe anxiety motivating
these lines: when the more trivial concerns withhdane existence are
“cleared away,” what is it that will sustain usdapoetry, from one day
to the next? The repeated words thus assume amadite meaning
depending on context, signifying the ephemeral idist or the
everyday on the one hand, and, on the other, theeps of time which
will ultimately test that which retains its value the midst of the
“debris” of modern life. Furthermore, the contrastween “dance” and
“unending cycle” set the rhythms of art against tmendane and
numbing repetitions of a mechanised, commercialiespc Here
MacNeice interrogates the dynamics between theidjant and the
literary or the aesthetic, and the rhythm and igpetmanifested in the
“figure” of dance, or in the cyclical dynamics ofropluction and
consumption. In shortAutumn Journas constant interweaving of the
rhythmic repetitions of the everyday, of commeroéustry, media and
political systems with MacNeice's belief in the ality of poetic
language, its own oscillation between rhythmic titipg and difference
in responding to these systems results in poetrictwis part of the
society around it, yet not subservient to its mfnectional processes.
“Like the poet,” writes Lefebvre, “the rhythmanalyserforms a verbal
action, which has an aesthetic import. The poeteors himself above
all with words, the verbal. Whereas the rhythmasiaboncerns himself
with temporalities and their relations with whold&efebvre 2004: 24)
in Autumn Journalthe poet becomes the rhythmanalyst.

1]

Unlike the two other poets discussed in this esBayek Mahon does
not explicitly set out to write a journal or diamp poetic form.

Nevertheless, his first two collections afténtarctica (1985), namely
The Hudson Lette¢1996) andThe Yellow BookK1997) mark a shift in
poetic style from “the high formalist thing” towardfinding some of the
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values of free verse” (quoted in Haughton 2007:)228d also a
development of what Haughton characterises asdlagical monologue
in continuous, discursive style, cast in a tonaihstable idiom that is
often cacophonous, inelegant, and prosaic” (Haug2@07: 226). As
Haughton goes on to argue, Tie Hudson LettedMahon, repeatedly
drawing on Yeats, also sets himself apart fromctnonical Irish poet’s
project: “Yeats insisted on the gap between the and the man ‘sitting
down at the breakfast table,” while Mahon seeksdtablish the rapport
between them, the breakfast voice and ‘dream /fedémptive form™
(Haughton 2007: 244). | will here focus on the datbf the two
collections, however, as it was, as Haughton oleserthe one the poet
composed while Mahon was compiling his edited ctlb® of
Journalism (Mahon 1995), and in which he attempted to “combine
poetry and journalism” (Haughton 2007: 269)—withe tidifferent
sections of the volume repeatedly referring backladhon’s journalistic
pieces.

The Yellow Boagkjust asAutumn Journal negotiates between the
personal and the more social or communal senseeoivord “journal,”
and finds its register half way between the autgtaiphical mode of a
diary and a record or public discourse. The voluvas preceded by the
writings Mahon collected in his notebook (titledct8pbook 1996-1997”
in the Emory archives), which, Haughton argueswshthat the work
was designed as “an architectural whole,” desgstapparent structuring
around “quickly written notes” (Haughton 2007: 271he tension
between the public and the personal is recognisediahon in the
reference to Edmund WilsonAxel's Castlejn a section with the same
name; for Wilson, it was “the private imaginatianigolation from the
life of society” which propelled the writing of methists like Yeats,
Eliot and Joyce (quoted in Haughton 2007: 270)hSselation becomes
somewhat more poignant and less creatively attumetle era of new
media technology, however, as these media, designddcilitate the
interaction between individuals, are seen to sew@urpose other than
their own impersonal functioning; in tHm-de-siécletwentieth century
society, “computer talks to computer, machine tewaring machine”
(Mahon 2011: 198). And if Mahon conside/sutumn Journalas
expressing “the most extraordinary visual and l&sgnse of the period”
of the late 1930s (Mahon 1996: 22-23e Yellow Booksimilarly
registers the ethos of late twentieth century Dutlirough an immersion
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in the details of its parks, streets and buildingsalso reflects Mahon's
attempt to address, through poetic language, theregpancy between
practical “uselessness,” as David G. Williams calis of artistic
endeavor, and the culture of “sensationalism” aindtant gratification”
which characterises the contemporary condition, ame-negotiation of
“the artistic tension between emotion and form” ((\ins 1999: 115).
The Yellow Bools a modernist poem on postmodern culture: Mahon’s
densely referential style developed in the 199@sthe mix of “idioms
and voices from a variety of sources—commerciatatec, journalistic
and literary” (Williams 1999: 112) may address anditon and
aesthetics which is characteristic of the late tie¢im century urban
culture. However, underneath there is always a eseofs absence,
nostalgia and loss of faith.

Mahon also shares both MacNeice’s and Muldoon’seonover the
role and value of poetry, seen under pressure tt@mmonotony and
banalities of everyday life and the mechanical emasumerist impulses
of the late twentieth century postmodern societylimes not entirely
dissimilar to MacNeice’s quoted above, Mahon exgessconcern over
the value of poetry and art in the postmodern cosisociety:

What, in our new world, have we left to say?

Oh, poets can eat now, painters can buy paint

but have we nobler poetry, happier painting

than when the gutters bubbled, the drains stank

and hearts bobbed to the clappers in the sanct{sligtton 2011: 202)

While MacNeice’s poem remains, for the most parthie simple present
tense, Mahon’s more nostalgic melancholia constasitps into past
tense in expressing a distaste for the “pasticheadise of the
postmodern” (Mahon 2011: 202). Mahon’s varied alexilble use of
iambic pentameter and rhyme similarly serves a ga@psimilar to
MacNeice’s “elastic quatrains”—they act as a waylérnating rhythm
with occasional rupture, and balancing pattern hih uneven flood of
experiences the poet is seeking to record.

Rhythms of the body, of nature and of modern tekdgyo are
constantly measured against each other in Mah@®984l poetry. Inhe
Hudson Letterthe city’s sounds include “the plaintive, desolasth-
horns on Madison and"5/ and [. . .] Daisy Cunard’s nightingale,” “the
first bird and the first garbage truck” (Haughto@0Z: 276), and the



The Poet as Rythmanalyst in MacNeice, Mahon andiddun 69

poet/speaker is engaged in the routines of theydagr punctuated by
the real and imagined intrusions of media and #tearal world: “I make
coffee and listen for the news at eight; but fir& nightingale” (Mahon
2011: 162). InThe Yellow Boakthe poet situates “night thoughts” in the
moment when “we lie smoking between three and fduefore the first
bird and the first tour bus” (Mahon 2011: 195). inat sounds,
especially those made by a bird with such stronmgbsjic connotations
with artistic inspiration as the nightingale, peigate in the cyclical
rhythms of night and day.

Mahon's isolated artist/philosopher observes thgthrhs of the
world around him from a spatial distance, from tla¢tic room” of
“Night Thoughts,” “Axels Castle” and “Smoke,” Elizath Bowen’s
imagined observing of early morning Dublin in “Atet Shelbourne,” to
the German philosopher’s tenement “up there abbgeptomenade” in
“Schopenhauer’'s Day.” For Henri Lefebvre’s “rhythmadyst,” such a
distance may be necessary to perceive the dynamwements he seeks
to understand:

In order to grasp and analyse rhythms, it is necgs® get outside them, but not
completely: be it through illness or technology.[.]. A balcony does the job
admirably, in relation to the street, and it isth@s putting into perspective (of the
street) that we owe the marvellous invention otbaies [. . .]. In the absence of
which you could content yourself with a window, thre condition that it does not
overlook a somber corner or a gloomy internal g@rd. (Lefebvre 2004: 27-28)

Where MacNeice oAutumn Journakituates the solitary speaker in the
midst of the plethora or phenomena addressed irptigen, Mahon’s
existential outsider has placed himself in the nmarghe trope of a view
from a window, or a room above the street lifehad tirban setting is by
no means a new one for Mahon; in the earlier “RageOrder” (Lives
1972), for example, the poet is positioned outshde world perceived
below, “the fitful glare / Of his high window is dsNothing to our
scattered glass” (Mahon 20147).

The two first sections oThe Yellow Bogk“Night Thoughts” and
“Axel's Castle,” place the decadent poet in hisdgiuby Dublin’s
Fitzwilliam Square, with a view across the straabithe park in the
middle of the Georgian buildings. The poet's quést inspiration
reaches out to the natural life of the park, totiséory of the square, and
locations and literary works in temporal or geotiiepl distance. In
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“Night Thoughts,” the time of day is first specifi@s “between three and
four” in the morning, and the season as April, lstthe poem moves on,
the time shifts to morning and the season to “Ndweni and memory
intrudes by taking the speaker to childhood “Cotridlim or Co. Down.”
The temporal and spatial disorientation is echoethb poem’s constant
change of register between lyrical harmony and gcosliscord, and
between nostalgia and present-day harsh realityn fthe exaggerated
iambic sway of “My attic window under the shiningtes / where maids
slept in the days of Wilde and Yeats,” or “Sentaunsi solitude, ancient
memory, night / and silence, nobody here, but ea®n night-write /
blind in a bedside notebook,” the poet moves, withissing a beat (or
at least an end-rhyme) to “crane light where tloms&truction industry’ /
throws up new office blocks against the sky,” abdver mind the new
world order and the bus tours.”

Temporally and spatially, both “Night Thoughts” arféxel’s
Castle” move between present day, remembered ph#ti{ood), and
the historical narratives of the turn of the twetiti century, between
different times of day (night-time between thred &our, early morning,
day, nightfall/“dusk.” Experiences of media and heclogy are
repeatedly referred to as signifiers of the ailppsent-day society or
the more pleasant visions of the past, in line withed Davis's
characterisation of nostalgia, “The Beautiful Pastl the Unattractive
Present” (Davis 1979: 18). The rhythms of preseyt-dublin, its
commuters, tourist buses appearing at regularvialgr and daytime
business where “computer talks to computer, machmenswering
machine,” are phenomena which keep the poet isthdio from hearing
his own thoughts; he prefers “[n]ight thoughts” (& 2011: 195) and
“night/and silence” (196), as daylight business rsohinder creativity:
“Only at dusk Athene’s owl will fly” (197].Night-time opens room for
silence required for memory and nostalgic reflettiof the present-day
outside world, only the park of Fitzwilliam’'s sqearthe walled
enclosure of nature, allows the poet to find rhyghahich inspire rather
than disturb. But even the rhythms of nature ameddwnder man-made

* Here, the Gallery Press edition ®he Yellow Bookand the later version
published inNew Collected Poemim 2011 differ. In the first version of the
poem, we have the more direct Hegelian referencto iSMinerva's owl,”
representing the owl accompanying Athena, the Gmged#dess of wisdom,
signifying historical wisdom in hindsight for thee@nan idealist.
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noise, as “[T]he first bird” coincides with the &l of tourists and
traffic; the “first of dawn [which] whitens a locepark, lilac and
hawthorn / dripping in wintry peace,” but “crocukgffodil” are followed
by “air brake and diesel/chug” (Mahon 2011: 195)islthe leaving of
tourists and nine-to-five commuters which makesgbet’'s imagination
reach out across the street, where “Beyond theraidimgs and the little
gate / perhaps a fox stirs, and dead leaves cenflah a dried-up
fountain crisp packet and matchboxNow, the park reaches the poet’s
imagination, and he allows it into his room: “deladves up here too,
lamplight night and day.” The alternation betweety énd night, light
and darkness, the present and the past, and tlusiant of visible and
audible reality versus the remembered or imagitseirvdere (in “Axel's
Castle,” he refers to the famous armchair travédes Esseintes) rhythm
the poet’s life and creative efforts. For Lefebuilee view from above
allows for the discerning of “diurnal rhythms” anelveals how regular
rhythms and repetitions characterise the day, glitdime, however,
“arrhythmia reigns” (Lefebvre 2004: 30-31). It isig irregularity and
unpredictability of the night-time, its independenof the rhythmic,
mechanic, functions of society which appears t@ gilahon’s nostalgic
poet the possibility of his melancholy creativityahon’srecueillement
thus requires temporal as well as spatial distéirmee the daily rhythms
of the city.

Mahon’s estranged decadent may leave his poems tpehe
criticism of Caren Kaplan, who, iQuestions of Travelcharacterises
modernist exile as a celebration of “singularitglitade, estrangement,
alienation, and aestheticised excision of locatiofavour of locale—
that is, the ‘artist in exile’ is never ‘at homejJways existentially alone,
and shocked by the strain of displacement into ifsgmt
experimentations and insights” (Kaplan 1996: 28ahiin’s views could
be seen to be characterised by nostalgic indulgenm@manticised
cosmopolitanism, aesthetic detachment and ahiatandividualism. His
fin-de-siecleaesthete may revisit the tropes linking the moderxile
with the postmodern traveller, both equally sepagatthemselves,

®> Mahon'’s poetry has repeatedly been attracted edit of discarded things,
famously in “A Disused Shed in Co. Wexford,” or tkennet “The Mute
Phenomena,” where the poet asks “What do you kn@f the revolutionary
theories advanced / By turnips, or the sex lifecaflery,” and claims that
“[a]lready in a lost hubcap is conceived / The Ideriety” (Mahon 2011: 76).
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Kaplan stresses, from the social and materialtieslof the places they
occupy. Mahon is, however, markedly ironic abowt bwn sense of
nostalgia, like in section XlI, “At the Chelsea A@ub,” where he
concedes that he may be “finally turning into aml dart” (rather
sardonically rhymed with “art” in the following l&) (Mahon 2011: 214).
And importantly, as Haughton notes in his discuss section XIX,
“On the automation of the Irish Lights,” “The paetense of desolation
at the automation is part of his broader respooghd encroachment of
new technology” (Haughton 2007: 306): it is spesifiy the lack of
human agency in the late twentieth century conteRich troubles
Mahon.

v

Muldoon’s The Prince of the Quotidiamne of those interim collections,
which the poet has mostly published with Galleryd3r rather than
Faber and Faber, takes up from the season wherdldita concluded
his long poem, the beginning of a new year; thekgacblurb
acknowledges MacNeice as precedent in calling tlanve “January
Journal,” a record in poetic form of a single wimteonth in 1992. The
31 poems, 12 of which are sonnets, are set in Nensey and the
surrounding east coast U.S., with intermittentusitons of remembered
or imagined Ireland. The collection’s date of paation coincides with
that of The Annals of Chilethe poet’s first Faber collection, fully
registering his relocation in the U.S., and wouldfigure the writing of
suburban America into his 1998 collectiday.

Like MacNeice and Mahon, Muldoon’s journal exprasseslight
trepidation with the interrelationship between ppeind the mundane
contexts out of which it emerges, and which itrafies to weave into a
meaningful literary composition. The medium of &pojournal itself is,
again, an embodiment of such concerns, an intetiatbgeen the world
of the distilled lyric and everyday experience. ,Buhile the poems of
MacNeice and Mahon, despite their division into bened or titled
sections, are formally closer to long poems, amjister the experience
of the surrounding world in structured but flexibflowing, more
narrative verse, Muldoon'®rince adopts the form of a sequence—or
“diary sequence” as Clair Wills calls it—with itermets and short lyrics,
despite a certain amount of narrative glue betwenpoems. At the
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same time, it is the embeddedness in the everydélis points out,
which separates the diary from Muldoon’s other emilbns, as the
journal engages with “quotidian’ encounters, egesuid actions, as well
as exploring everyday rhythms of speech and thdu@ills 1998:
161). These rhythms of “speech and thought” aretiggd through the
rhythmic patterns of poetic form itself, in Mulddsruse of “traditional
verse forms such as sonnets, terza rima, couptetssa on,” and the
apparently nonchalant language of the poems allevesds and
expressions to fall into a technically complex geemingly effortless,
chiming pattern (Wills 1998: 161).

Formally, it thus seeks to negotiate the relatigmdbetween the
intensity of lyric moments of epiphany, and the tests outside the
realm of poetry from which those moments might eribut as
Armstrong stresses, in this volume “transcendesceemdered acutely
problematical” (Armstrong 2011: 117). The practafe‘versifying,” of
composing poetry and finding rhyme, positions theetpin an
intersection between the perceived non-verbal warld the verbally
constructed realm of a poem, and is addressedeimitteteenth poem;
here, the extensive use of quotation marks undelihe act of creating
as an act of selecting and attempting to find ther@priate diction to
“expand” on what is already there:

Not for nothing would | versify

‘The Alchemist and Barrister’, rhyme (pace Longlagt’
with ‘dog’, expand on the forsythia

that graces our back door: ‘humdrum’, ‘inadequate’,

‘inconsequential journalese’, ‘a klieg light
masquerading as the moon’; none will,

| trust, look for pattern in this crazy quilt

where all is random, ‘all so trivial’ (Muldoon 19929)

“Not for nothing,” the speaker tells us, but theuble negative of “Not
for nothing” already raises doubt over whether himg” could become
“something.” Why rhyme “cat” with “dog,” or “exparitthrough poetic

expression, on the phenomena of the natural wdrlduburbia? The
rhymes and rhythms of poetry in Muldoon’s sequemseem less
interlaced with repeated rhythms perceived in gliati existence than
something which might—or indeed might not—rendee thpparent
triviality of that setting worthy of poetry. [fhePrince of the Quotidian



74 Anne Karhio

rhythmic repetition in everyday life is suggestedher than enacted
formally in the poems: the long lists and reverbers of MacNeice and
Mahon make way for single mentions of breakfasitmets, drives and
evenings watching television, which seem to staod father than

embody, through repetition, a life of mundane, reng events. At the

same time, the “crazy quilt” stands for both theenenced quotidian
surroundings addressed in the poem and the texthef poems

themselves. The off-hand remark, “none will, | trdsok for pattern,”

conveys both a simultaneous hesitance over thefisgmce, or not, of

converting such experience into poetic language forch, and a

challenge to Muldoon’s readers who, by the mid-E9®uld have been
accustomed to scanning Muldoon’s collections foraberate

configurations of metre and rhyme. But the imaged ahort threads
contributing to the larger fabric of the poems may be enough to keep
it together; such doubts are expressed throughcemsieng voice in the
30" poem:

I look out the kitchen window. A cigarette burns
In the midst of the pyracanthus:

‘What'’s with you,a mhic?

Apart from the ‘eel-grass and bladderwrack’

There’s not an image here that’'s worth a fuck.
Who gives a shit about the dreck

of your life? Who gives a toss

about your tossing off?’ (Muldoon 1994: 40)

The distinctively Irish idiom, with the vocativea“mhic; specifically
draws attention to the distinction between therisédy inscribed, literary
landscape of Ireland, and the apparent trivialitthe imagery available
in suburban America; the exceptions of “eel-grasstdadderwrack” are
also imports from Ireland, referring to Nuala Nidphhnaill’s collection
Feis mentioned in a previous poem. As Wills highlightse diary
sequence associates triviality with the everyddg In New Jersey,
whereas “news” of deeper significance are of Iastygin. The global
culture of media and commodification which rhythueeyday existence
through entertainment and commerce isTle Prince of the Quotidian
set against the rhythms of poetic discourse—Widiseehquotes Wallace
Stevens’s “The Noble Rider and the Sound of Word#:is the
imagination pressing back against the pressurealfty” (Wills 1998:
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160). Lefebvre echoes such a dynamic in “The Mé&hs,” where he
notes that the fragmenting and rhythmic effectsnass media can be
seen as oppositional to creativity as a form ofexttve freedom: “The
present is a fact and an effectcoinmercgwhile presence situates itself
in the poetic: value, creation, situation in therida@and not only in the
relations of exchange” (Lefebvre 2004: 47). Lefewr‘poetic” is here
more akin to the Greekoiésis making or creating, rather than the
aesthetics of a verbal art form, but his ideasefilusory, commaodified
“present” of the media and “presence” as an opefongreative and
situational response also characterise Muldoon&ip@oncerns imhe
Prince—can poetry meaningfully engage with the here aod in the
midst of global media culture, which, at least stipally, allows access
to any place, any time?

The voice of section 30 is identified as that af tlbiquitous talking
horse or “horse-head” of Muldoon®euvre,in the final poem of the
sequence; this is the voice that, in “Gathering Maems” Quoof
1983), “spoke this verse: / [. . If sing you must, let your song / tell of
treading your own dung, let straw and dung giveparng to your step
(Muldoon 2001: 106).Quoof the collection registering the troubled
liaison between poetry, the body and their polititenctions during
Northern Ireland’'s hunger strikes, stands in stadktrast with the
middle class comforts afhe Prince of the Quotidiamn the final stanzas
of the latter collection:

the horse head folds his horse-hide parachute
till it's no bigger than a glove:

he slaps my cheek; ‘Above all else, you must atone
for everything you've said and done

against your mother: meet excess of love
with excess of love; begin the Feast of Saint Brigiduldoon 1994: 41)

The presence of Brigid Muldoon, which dominaitd®e Annals of Chile
enters the collection on the eve of FebruafySt Brigid’s Day, brought
by the horse-head which now parachutes itself Méw Jersey. The
demand for a personal and cultural sense of regpliys or

“atonement,” with the half-playful slap of a chek#dges the flippant
guotidian and the painfully profound, as well a® theographical-
temporal distance between memory and actualityviliidoon’s poetry,
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the actual and/or phenomenal, rather than crysitadli itself in
transcendental epiphanies, is usually absorbedtir@darger, rhythmed
cyclical patterns of his poetimeuvre or as Fran Brearton notes, into one
“Great Wheel” (Brearton 2004: 45).

While the full centripetal pull of that wheel doest quite reaciThe
Prince of the Quotidianit haunts its engagement with the mundane
guotidian realm; rhythm and rhyme are in this adln the makings of
poetry, rather than part of the at times tedioysetigveness of the
everyday embedded in the journals of MacNeice aatidn. If, as Wills
notes, there is a risk of “over-readingtie Prince which “is for the most
part a light, even slight work” (Wills 1998: 161),is specifically this
tightrope walk, the simple registering of the mumelaon the one hand
and, on the other, its “over-reading,” which alighge concerns of the
collection with those of the two older poets.

Vv

“Everywhere where there is interaction betweenaxgl a time and an
expenditure of energy, there is rhythm,” Lefebvontends (Lefebvre
2004: 15). The poet as rhythmanalyst is immersddiginteraction, but
is also cognisant of its consequences to his owncartainly in the
journalistic works discussed above, as they imm#érsenselves in the
specific loci of pre-war London, fin-de-siécle Dimpland suburban New
Jersey. All three poets explicitly express, in théburnals and
“‘journalistic” writing, a preoccupation with the lationship between
poetry, or poetic expression, and the more quatid@ncerns. MacNeice
seeks for that which could be of lasting valuehie midst of the “debris
of day-to-day experience.” Mahon’s existential atieis relate to the
apparent superficiality of late 20th century soci&$ he asks “[w]hat, in
our new world, have we left to say?” Muldoon’s dtajbtypically
worded through an act of poetic ventriloquism, expressed by the
accusing voice of the horse-head, for whom “[t]hereot an image here
that's worth a fuck.” In all of the texts discussebove, the
interrelationship between self, poetry and the @vatko carries to poetic
form, and to the use of rhythm and repetition ipressing, challenging
and transforming the rhythmic and repetitive eletsasf everyday life
and the surrounding society. The form of the pogtiarnal, it's
connotations with the recording of daily events anglith
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autobiographical expression, as well as its somewlaemeral nature in
relation to the more carefully crafted, condensgdt| is adopted as a
medium especially suited for describing the proessthrough which
poetry emerges.

For Lefebvre, rhythm as an overall term can brirgether
seemingly disparate elements and phenomena ofierperand society,
and rhythmanalysis should take into account boghetkercise of power
and control, as well as acts of resistance; betwkese lie the small
scale encounters of everyday life, of systems aingport, news
broadcasts and meal times. The repeated referdoncpsetry or the
poetic in Lefebvre’s work underline that creatidengent of the Greek
poiesis, an act of imaginative engagement with the worldfebere’s
rhythmanalyst

seems close to the poet, or the man of the theattepoetry, music and theatre
have always brought something [. . .] to the evayydhey have reflected on it. The
creator descended to the streets of the city-§tate] they assumed city life. The
rhythmanalyst could, in the long term, attempt sitrimg analogous: works
[oeuvres] might return to and intervene in the gday. (Lefebvre 2004: 25).

Addressing the processes of life or poetry throtlgthms thus requires
an engagement with the concrete phenomena thatptle¢ or the
rhythmanalyst, or the poet as rhythmanalyst, enesosn MacNeice’'s
stated refusal to “abstract [his beliefs] from thebntext” (prefatory
note), in the poem which is “about nearly everyghwhich from first-

hand experience | consider significant” underlities way in which the
poetic journal is embedded in its social, histdrarad material contexts,
and lies at the intersection of the lived and thstlzetic.
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“Second Time Round”: Recent Northern Irish History
For All We Knowand Ciaran Carson’s Written Arts

Ruben Moi and Annelise Brox Larsen, UiT The Ardficiversity of
Norway

Abstract

This paper analyses how Ciaran CarsoRty All We Know (2008) adds to other
disciplinary approaches to the challenges of requtng the past. The representation of
history is a controversial field, as much of thdical tradition of history debates in Marx,
Derrida, Foucault and Kristeva indicates. Contraesrsver history are also prevalent in
Belfast and Northern Ireland where history seembaee intervened upon the life of
individual people more brutally and insistentlyrihia most other places in the Western
world in the latter decades of the last centurys@aiis one of the many acclaimed poets
who try to come to terms with the almost incompretilele historical predicament of the
Troubles in Northern Ireland. What is the poet tatevabout in times of murder and
mayhem? Why? How? How does poetry relate to theesgptations of the past and the
emergence into unknown futures? Carson has endueddagedies, the turmoil, and their
bearings upon the peace-emerging society in Belfeetighout his whole lifeFor All

We Knowconstitutes a historical document, which in itefpo creativity and formal
strategies, supplements other attempts to accoutlifd in Belfast and Northern Ireland
during the Troubles.

Key words: Ciaran Carson, For All We Know, Irish RgeNorthern Ireland, Belfast,
Marx, Derrida, Foucault, Kristeva

Ciaran Carson’s remarkable volume of podtgr All We Know,from
2008, is an important historical document, “asjtttery present became
history,” as the poem “Peace” (55) states. Thisnpatrikes the nerve,
atmosphere and uncertainties of the pivotal histbturning point in the
Troubles of Northern Ireland, just as much as thkeime’s multivalent
title indicates collective wonder about knowledgath assonances that
range from the bible to popular music. Carson’'sura of poetry
attempts to understand by aesthetic means thdrpasiwhich it stems.
In the multiple writing of the histories of the THges in Northern
Ireland Carson’s volume of poetry constitutes akbabwritten arts and
a document of history.

History, in Ireland, South and North, is not a $iméd project, nor a
stable object. Few philosophers have contributedemm critical
discourses on the concept of history than Karl Mafis radicality,

Moi, Ruben and Annelise Brox Larsen. 2014. “Secdnhe Round’:
Recent Northern Irish History iRor All We Knowand Ciaran Carson’s
Written Arts.” Nordic Journal of English Studids3(2):80-95.
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historical and dialectical materialism, and hisatties of international
solidarity and class struggle reoriented the ppled for thinking history.
His revolutionary theses, as Jacques Derrida amg Eagleton argue,
still have contemporary relevance, regardless &ljfama’s postulation
of the end of history and today’s prevalence of seomatism and
neoliberalismt. Marx’s revolutionary ideas offered a powerful
ideological dynamo to the discussions about the @ad the energetic
debates of social engagement that have continuext she 1960s, a
decade that also witnessed the Paris rebelliontladecrudescence of
civil war in Northern Ireland. Derrida’s scepticisrof Western
metaphysics, origins and rigid categories of radedisciplines, opened
up to myriads subversive histories of the suppressed the
marginalised. Foucault’'s introduction of the maigtdries of cognition,
punishment and sexuality gave priority to the digance of competing
discourses for reconstructions and reconsideratiofsthe past.
Kristeva’'s blending of semiotics with psychoanaigti widens this
pluralised perspective within the radical traditiohliberating accounts
of history from old structures. Kristeva's focus txt and the feminine
has altered the patriarchal myopia. The grand tiaesaof history have
been splintered in the wake of these philosophpoajects. The study of
past dates, personages and events has been expdtidad interest for
immaterial phenomena and cultural contours. Champlis no longer
the only imperative, and traditional historical sms have been
supplemented with arts and popular culture. Femiimiterests have
readdressed patriarchy. The significance of languagd textual
characteristics in the writing of history can nager be ignored. The
previously suppressed, and supposedly marginale mecently have
come to supplement the traditionally dominant a@alti@l. History is no
longer what it used to be; it has become contesteldplural.

Perhaps this contention and pluralisation of hjster nowhere in
Europe more tangible than in Northern Ireland, sitlte explosion in
1968 of the historically strained relations betwéetand and England
that had been temporarily curtailed by the AngleHrTreaty in 1921.
“The lever must be applied in Ireland. That is vthg Irish Question is
so important for the social movement in general &ri proclaimed

! See Jacques Derridaisauntology (Derrida 1994), and Terry Eagleton’s
vindication of Marx (Eagleton 2011). See also Fudmg 1992.
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(quoted in Golman and Kunina 1972: 284)reland assumed an
increasingly pivotal role in the writings of Marxné Hegel. This
revolutionary Marxist tradition manifested itseff the Irish republican
and socialist leader James Connolly’s Irish Citiz&krmy and his
engagement in the Easter Rebellion, 1916. EamoniCaic has
maintained the Marxist position in the Troubles @&on 1993 Irish
history has, however, been contentious for a lomg tbefore Marx’s
radical theories and has predominantly been divadedg the traditional
dichotomy of nationality, religion and politics. €te offer different
voices and views of historical events, both dutimg Irish Revival and
the Troubles.

Throughout the Troubles from 1968-1998, poets doutked
considerably to the writing of histories in andNdrthern Ireland. How
writers in Northern Ireland contributed continugudb writing the
histories of their own place and time as they wi€édl day by day has
been convincingly argued by Michael Parker, Morthern Irish
Literature, 1956-2006: The Imprint of Histo(2007), and John Goodby,
in Irish Poetry since 1950: From Stillness into Histg2000). No writer
could possibly escape the horrendous conditionsisfor her own
situation. The lines of life and death in troubtades fill the poetry of
1995 Nobel Laureate, Seamus Heaney, of Paul Muldddaeve
McGuckian, Ciaran Carson, Michael Longley, PadrRiacc, James
Simmons and Frank OrmsBylo some extent their struggle with history
and poetry, violence and verse, war and arts eclioesaesthetics
challenges of the poets of the Irish revival, imtigalar the concerns of
W. B. Yeats, in the stern face of the Easter Risitigg War of
Independence and the Civil War. As the poetry ofat¥ge Irish and
English histories, as well as the later roundsesfisionism succinctly
reveal, the versions of these events depend upamge of different
positions and criteria.

The Troubles and the Easter Agreement of 1998 datred new
concerns, and retrospection provides alternatiauetion of the past.

2 For easy excess to the question of Ireland in Mamxiting, see “Marx and
Engels on Ireland,” in the Marx and Engels Internet Archive
http://www.marxists.org/archive/marx/works/subjeetand/index.htm
Accessed 20 May 2014.

% See their respective poetry, or anthologies, acOrmsby 1992; Ormsby
1979.
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David McKittrick et al., inLost Lives(2006) offer a unique scholarly and
factual presentation with maps and statistics a203victims of the
Troubles: it is the great book of the dead of threubles. Graham
Dawson’s comprehensiviMaking Peace with the Past: Memories,
Trauma and the Irish Trouble@007) examines how individual and
collective memory of a divided society deal witle #normous death toll
and the widespread violence and conflict. Susan &&Bear in Mind
These Dead2008) offers a gripping insight into the lives foiends,
families and communities, the damaged, the missimgdead and those
who barely survived. These three examples focughenfuture, by
accounting for and trying to come to grips with twnplex history and
human loss of the recent past. Still, poetry offexsanother dimension,
and Ciaran Carson®Bor All We Know(2008), which is the focus of this
essay, is not only important in the retrospectiwakimg sense of these
disastrous three decades in modern European histonhis poetry also
connects with Marx and subsequent radical discsugehistory.

The title of Carson’s historical document emphasisg its sense of
laconic oxymoron exactly the opposite of what §ssahat is how little
we know. This is an appropriate ambivalent staténoanthe quest for
knowledge in and of the past, and on the méléadf fiction and truth
during the Troubles and their aftermath. What ddknew, of ourselves,
of our fellow beings, of the society in which wedj of the afterlife, and
of the past processes that form our sense ofthelshape of society and
the ideologies and metaphysics of our specific temel place? Such
philosophical speculations upon the human condgi@nstrengthened in
the volume’s title, by its allusions to the bibler example 2 Corinthians
5: 1-21, and Romans 8:28, and the concomitantioeligquestions of
divine omniscience and human ignorance. Allusiohghe title also
suggest a secular world of sweet music and romdirg first and
foremost to Karlin, Royer and Griffin’s soft roclkrg, “For All We
Know,” composed for the 1970 filni,overs and Other Strangerand
popularised by Shirley Bassey in the UK and by @@penters in the
US. This song is the second hit with this titleFded Coots and Sam M.
Lewis’'s “For All We Know” from 1934 has figured ithe charts at
different times, with artists such as Hal Kemp,alshJones, Dinah
Washington, Nat King Cole and Rosemary Clooney. Tritpiisitive
affirmation of the title, which combines the saceedl the secular in a
statement of collective wonder, runs like a refthiroughout the verses:



84 Ruben Moi and Annelise Brox Larsen

“for all | knew” (Carson 2008a: 49), “for all | kmd (56), “that | don’t
know the half of it?” (81), “as | knew by the end’10). The title and its
re-modulations, which point to the limitations afrhan reason and the
uncertainty of the human condition, also include tuestioning of
history, the personal as well as a public that thinsughout the poems.
As opposed to discourses on history and factsrtasse and affirmative
notes of McKittrick, Dawson and McKay, Carson’swole captures the
intellectual quandary and emotional trauma of utadety—can we trust
what we think we know, from the numerous preseonati fabrications
and retractions of facts and statements, and our memory?—apart
from not knowing at all.For All We Know becomes a historical
document on the doubt and precariousness of oxdiifer during the
Troubles.

Carson’s book was published in 2008 to great afitecclaim. The
volume was selected as the spring choice of therfP@»ok Society,
and was shortlisted for the T. S. Eliot Prize, @usta Poetry Award and
the Irish TimesPoetry Now Award. The aesthetic aspects of thekboo
were acclaimed by many. Alan Jenkins highlightssGarconcern with
form and describes him as “a poet of exceptionah& dexterity and
élan, a kind of one-man Irish OULIPO” (Jenkins 20(8. Aida
Edemariam comments upon the connection between, faran and
history:

Artistic purity of purpose is a laudable thing tang on to in a war zone; but perhaps
it is also a fantasy, or an aesthetic form of baithf Carson's poems reveal the
impossibility of this kind of transcendence eventlasy strive for it: part of the
impact of his poetry about the Troubles is thasiso troubled, all jagged edges,
terse, harsh; but also, importantly, becausefitlisof all the layers of meaning and
history, often contradictory, that the simplest @#&can carryEdemariam 2009)

Edemariam’s assessment captures well the compldx panadoxical
nature of Carson’s verses, and their confusingcamtradictory form. In
fact, the redoubling, elusive and multi-shiftingrrfo of this narrative
poem sequence complicates the contents to suchraedthat a concise
outline of story and plot might be helpful. A serief seventy poems in
For All We Knowcharts the love relationship of Nina and Gabfigm

their early courtship to Nina’'s death, against teeckground of the
Troubles. This complexity represents on a formaklleéhe chaos and
confusion experienced by people in a society irlisatory crisis, a
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creative dimension of narrativity, which is nornyadlways left out in
chronological, logical and argumentative accouritistory. It can be
argued that such formal presentations of privatd puablic history
characterise poetry much more than other typesstdrical documents.
For All We Knowrenders a great love story. The collective “we” of

the title suggests wide existential and social ifigance. However, the
first person plural pronoun concerns primarily the lovers in Belfast.
Each of the seventy poems could all be read agaepmstalments of
their love story. This love story is one of greabsgibilities and
complexities—features of love that are reflected time poem’s
composition. Carson explains:

For some years, off and on, I'd been trying to evat conventional love poem, but
all my efforts seemed false and contrived, and rogpgions that | was
temperamentally incapable of doing anything in thetre seemed confirmed. [. . .]
| began to think of the project as a journey intmysterious forest of language and
translation. Besides my native city of Belfast, tloems are set in the cities | have
visited: Paris, Berlin, Leipzig, Dresden. And th&dcs in the poems often wonder
who they might be, what they are to each other,evd they remember each other.
| found myself telling a story of the stories thteyl each other, and the translations
they make of each other. (Carson 2008b: 5)

This love poem, as indicated by Carson, is an wwmutional one.
Novelty in form reflects the poet's artistic temaerent, but also
emphasises the sense of unique love—contrary tdotree motif, for
instance, in Yeats's poetry, which is predominantltyarked by
unattainability. Furthermore, the faithful use @luplets in these verses
solders the love of the couple, just as the extrfiolerteen-syllabic lines
indicate their expansive love, and the sonnet tiaria of 14, 28 and 56
lines indicate the variety of their amorous expmas. This aesthetic
account of individual love relations articulates alternative to the
Marxist views on base materialism, mass society guuditical
transformation. Carson’s poetic love narrative aistinguishes itself in
other ways. Against the background of any histonytbe Troubles,
mostly focusing on accounts of atrocities, violentatred and murder,
Carson’sFor All We Knowfocuses on love in the conflict.

This love story is, nevertheless, entangled witlultiesome history:
“Again you are trapped in the smouldering stre¢@irson 200& 40). |
Many of the titles vibrate more with the TroubldsBelfast than echo
the troubles of their relationship: “Treaty” (198)6 “The Assignation”
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(22, 71), “Never Never” (38, 89), “Fall” (35, 85)ollaboration” (41,
91), and “Peace” (55, 105). The atrocities and dtraosphere of the
Troubles surround and impinge upon the love ratatiip, sometimes
leaving the lovers daunted and incapacitated—vititn the great
powers of history, in line with Marx’'s ideas of tdsy. Foucault,
alternatively, addresses the relationship betwemmep and knowledge
in more detail. He applies the concept “power/krelge” to denote the
conjunction of power and knowledge throughout h&tdnies of clinics,
madness and sexuality. On the one hand, an indivalua group—Nina
and Gabriel in Carson’s love poem—are simultangowsfined by
others, and, to some extent, have to accept toobeane that others
have defined, to be objectified. On the other hapolwer may be
connected to those who define their own identitgpgle—Nina and
Gabriel—have the power to define themselves, anowledge may
produce subjects instead of objects. In Northeelahd, during the
Troubles, identity and love could frequently depdachely upon the
power/knowledge of others, as much as that of thdividual.
Throughout the poetic presentation of the loveti@ia between Gabriel
and Nina, helicopters hover incessantly over trenes (Carson 2008a:
23, 25, 29, 65, 73), surveillance and suspicionpaesalent (30, 41, 55,
69, 90, 91), and double agents appear frequenBy %3, 56). The two
lovers become objects, often suspicious ones, & dhes of the
authorities, the police, the paramilitaries and dngded communities,
and sometimes even in their own eyes: “we becameown shadowy
police watching us” (18). Belfast is a battlefightht also affects their
intimate love relations. The couple are besiegedhigyTroubles, their
rendezvous are often disrupted, and their frierftlsnadisappear: “We
were sequestered in The Crown after the explogi®s), and “We were
in the Ulster Milk Bar | think they blew up back the Seventies” (24),
two of the poems record. Explosion precipitatesnugmnance in “Fall”:
“I watched your lips frame a silent NO / as the bowent off at the end
of the block and drowned all // conversation” (35Revolution”
describes episodes of the Troubles: “The spinniilly moing up in an
avalanche of flame, the vacillating gun-turret lo¢ tSaracen tank. The
tick and tack of the Remote Bomb Disposal Unit”)(7Z8nother example
of this is seen in “Second Take,” “Most of the wisses we knew then
are dead if not gone,” or “they were given a neantity” (33). “Peace”
captures problems and frustration after the Easigreement: “the
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disabled guns that still manage to kill” (55). Tlogers seem victims of
history also when they go abroad. Episodes in PBadin, Leipzig and
Dresden often take place with WW2 as a backdrat, g8 WW1 often
was Yeats’s backdrop in his poetry. Undoubtedlythed episodes of the
Troubles intensify the romance, and function as etaphor for the
relationship between the two lovers, but also relieav the events that
make history shape the fate of individuals. Nind &abriel often seem
powerless victims to the forces of history in a kstr sense. In
Foucauldian terms, they are often objectified by thower and
knowledge of others, whether these others are etkfas persons, social
institutions, cognitive structures or political clisirses.

Nina and Gabriel live in times when the powers thatimpinge
upon them. But they are also self-empowering imlligls. They
demonstrate many of Foucault's redefinitions of tektions between
power and knowledge. Power and knowledge may benemted to
subjects who define their own identity and who stesir interact
creatively with the powers that impinge upon thefithough the
Troubles to a large extent define the conditionshef two lovers, they
refuse to become merely the victims of war. Nina &uabriel's love
stays strong among the many divisions and oppo$inges. They
manoeuvre deftly in the information power play aachong double
agents—is one of them, or are both of them dougnis themselves?
They improve their own situation in many ways. Thebs are inspiring
and allow for professional stays abroad. They aefiteir own identities
and relationships and they overcome tragic circantss, cognitive
strictures and the historical challenges of theindime. They assume
knowledge and power and subjectify themselves inckoldian terms.
The sense of history iRor All We Knowis also not less confining than
Marx’s idea of history. Nina and Gabriel facilitateeir daily lives, for
instance, with the first Apple computer (29), bye tHevelopment of
modern means of transportation and tourism, andshwypping for
second-hand clothes (25). The gender balance ipdém also generates
a sense of self-empowerment from historical streguBut it has to be
admitted that traditional roles between man and ammemain intact to
some extent. Their relationship is seen mainly fra&abriel's
perspective, rendering him the subject, and Nieadhject of their love
relations: He is the “I,” while Nina is the “shai the poems. Still, their
stories are not only his stories. Nina is an equatner: she leads an
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independent professional life, her family histosyon par with his, her
separate voice is heard as clearly as his, andtbees provide narrative
equilibrium. Nina subijectifies herself and actsitextual space that has
been theoretically described by, among others, téris Thus the
relationship breaks with the conventional genddarize, which is so
often reinforced in communities in conflict, andeof retained in various
accounts of conflict. Carsonior All We Knowis not only a great love
story, it is also a love story that departs from ngnahistorical
confinements, in a series of poems that offer aerrative historical
document.

The overall organising form of the volume also eefs and
interweaves romance and history. Carson’s bookivilet into two
parts, each containing thirty-five poems—perhafigwaal mark of their
years together. All thirty-five titles of the firgtart are repeated in the
second part of the book. Both sections begin wiSecond Time
Around” and end with “Zugzwang.” Such a structufeseparation and
repetition strikes a number of possible interpietet First of all, the
division of the book into two separate parts suggéee dichotomy and
the union of two individual lovers. In the largerntext of Irish history,
this binary structure also captures the many dinsithat surround the
couple: the bipartite condition of Belfast, theagted relations between
Ireland and England, the powers of the Allies dreAxis of WW2, and
perhaps, in the intertextual fray, the pitting loé themes of history and
love in Carson against the same themes in Yeat@#yp This creative
two-fold structure also relates to the couple’s osubjectification. In
many cases, the poems refer more directly to thgplets family and
history, while others contribute to the creativagtiiution of self, more
by intertextual allusiveness. Furthermore, the tyin@omposition
reiterates the volume’s couplets into a larger &drnminviting bifocal
readings and re-readings of the double poems, epldyting some of the
musical motifs that echo throughout the collectidimis reflects the
book's sense of Kristevean intertextual duplicityhile the double
structure also connects with Marx’s statements lomn repetitions of
history.

The repetition of structure, titles and love stoeferences two of
Karl Marx’s famous statements from the first pasgir of The
Eighteenth Brumaire of Luis NapoledFrhe first statement is that history
repeats itself, “first as tragedy, then as farcélie second is the
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statement that “Men make their own history, buttde not make it as
they please; they do not make it under self-sefecteeumstances, but
under circumstances existing already, given andsimitted from the
past.”® Three poems iffor All We Know in both sections, include the
word “second”: “Second Time Round” (Carson 2008a;: 3), “Second
Hand” (26, 76), and “Second Take” (33, 83). “Secdnde Around,” the
title of the first poem in the first part of theddq is repeated as the first
poem in the second part of the book, and appeagpasadigmatic poem
in the volume. This enacts the legacy of Marx amdjages with
alternative awareness of recording history. It adsiggests a second
aspect to history: literature.

Both “Second Time Around” (15-16) and “Second Timeund”
(63-64) offer touching stories of love. The firgtgm portrays a romantic
evening dinner with reminiscence of earlier blissfaoments. The
second poem retains the same atmosphere—is it gmertiee same
evening, perhaps another similar evening, or awdifit occasion?—but
evokes different memories. The fourteen coupletsphasise the
amorous two-someness of the lovers, and conjoiosacthe divide of
pages, time, cultures and life. The admixture adnEh and English
languages and the snippets of an old French baitaskibly associated
with war memories—a nuit s’approché—strengthen ambience and
communion. Colloquial idioms and easy conversafiace the two
lovers as equal. The hermeneutic possibilities al, in the first
conjugal sonnet: “The crust should crackle when poeek the bread,”
“the bread you bought that morning not yet brokémn3, 16), and of car
driving in the second poem: “I am learning to drarethe wrong side of
the road / in your Renault 5 Alpine,” “when the mimoms into the
windscreen in a split second” (63, 64), includeaage of erotic, sacred,
cultural and morphological interpretations in tivstfpoem, and a sense
of erotics, gender role change and journeying ingticond. The shadow
sonnets conjoin and complement each other in #fete and artistic
harmony. However, as the title and all the remem®e suggest, this is
most likely a second attempt to maintain the refeghip, a rebirth of old

* Karl Marx, “The Eighteenth Brumaire of Louis Bomafe.” The Marxist
Internet  Archive https://www.marxists.org/archive/marx/works/1852H8
brumaire/ch01.htmAccessed 20 May 2014.
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passion. This sense of secondness includes theryhist which the
lovers live as much as their own personal histories

“Second Time Around” incorporates the memorieshef tiwo lovers
in a larger panorama of history. The couple endr ttmmantic dinner
“spreadeagled on the patchwork double quilt / feifey the dips and
gradients of the staggered repeats / four widowsalad stitched into it
fifty years before // the last war, one of them iyamcestor” (15-16).
Love and death, peace and war, ancestry and regroduare woven
together by enjambment and lacunae with sensigixglé touch in these
verses. Their car drive ends as “a man looms imowindscreen in a
split second / rain pouring from his glistening ddaulster and black
helmet” (64). The final four words allude forcefulio Northern Ireland
in its naming of overcoat and description of headgd hus, the two
redoubled sonnets point towards WW?2 and the Traulihee two periods
of conflict and violence that continuously shadoke ttwo lovers,
throughout the poetic narrative. These multipléerations of title, love,
form and history connect with Marx’s statement e tragedy and farce
of history. Carson’s generation of secondness asax®l adage also
correspond with WW2 and the Troubles, two contiiurest of the
tragedies of WWL1 and the Irish War of Independahe¢ can easily be
seen as farcical in a resigned view of the humantlition. The shadow
of WW2 and the explosions and deaths of the Traubleo impinge
upon the lovers in a way Marx would recognise: “Muake their own
history [. . .] but under circumstances existingeatly, given and
transmitted from the past.’Men and women are often objectified by
war, a prevalent theme also in much poetry of theules, where we
see a pitting of the individual as second to granderatives. Yeats's
play Cathleen Ni Houlihanfor instance, can be seen as one of such
primary texts that explores this narrative (se® @sughlan 1991: 88-
111). Many of these aspects of “Second Time Arduadd For All We
Know, run tangential to Marx’s two statements regardimg repetitive
unfolding of history, and the circumscribed positaf the individual in a
larger picture. Nevertheless, second thought ndynslggests insight
and critical renewal, and Carson’s poetry also atiés with renewed
ideas of Marx’s theses.

® See footnote 4 above.



Recent Northern Irish History in Ciaran Carson 91

In Foucauldian terms, the couple in “Second Timeouhd”
constitute themselves as subjects in this two-fblg@em, and the
surrounding verses, and thereby uphold their owneppaccording to
what they know. Nina and Gabriel make their owmietoand form their
own identities and life, under difficult historicatircumstances.
Formation of self and relationships requires dieekmowledge and
personal fortitude in times of war and in relati@®oss divides. The
two lovers speak different languages but share leureu of multi-
discursive awareness in times and places of warcangplex alliances:
France during WW2, and Northern Ireland during Theubles. The two
lovers also liberate themselves from Marx’s subfageof the individual
to the grand forces of historical circumstanceCérson’s presentation of
the story of the lovers the chronology is comphkcdaand intermingled.
Their time perspective is determined by emotionténsity and personal
memory, more than clock tyranny and calendar cenfient. Their love
story starts somewhere in the middle by celebratimgr love; the
beginning and the end of their time together isosdary. The second
line of the first “Second Time Around” reads: “ltag our anniversary,
whether first or last” (15). They create their otime and define their
own significance. The two lovers are also less ioeaf by their own
conditions than Marx indicates. The couple’'s satpewerment
corresponds better with Foucault's allowance of gbssibilities of the
individual in his continuous address to relatiopshibetween power and
knowledge, than with the objectification of indivials in Marx’'s
historical materialism. Carson’s imaginative retalption of the
position of individual lovers in troubled times amiaces also runs
parallel to Foucault’s inclusion of literature aads as historical sources
in his many critical re-readings of history.

“Second Time Around,” the first and the second poeeuister
Marx’s resigned articulation on repetitive histognd respond to
Foucault's deregulations of knowledge and powarcstires. The poems
also record a second dimension of history, an a#stlone to which
Marx’s historical materialism does not pay muchdeeoth to which
Foucault's activation of alternative historical smes opens up. The
double initial poem, as so many of the poems, @sords a lot of recent
history in literature, not least Ciaran Carson’snaveuvre. “Second Time
Around” contains its own history of literature. Theis an obvious
allusion in the title to Yeats's “The Second Comingiith all the
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thematic concerns and stylistic novelty of the 1928jlo-lrish Nobel
Laureate’s canonical poem. This reference alswatets for meditation
the similarities and differences between the poefrireland at war in
1916-1923 and the poetry of the Troubles. Mosth@es all, of Carson’s
poems in the volume record a history of literat@eher pivotal poems
reflect on history in the context of Ireland Noihd South, then and
now, or from a larger geographical perspective. &other examples are
“Collaboration” (41) and “Peace” (55), which takeet1995 Northern
Irish Nobel Laureate Seamus Heaney's poems “Pumshin and
“Whatever You Say,” as their points of departured a‘Michael
Longley's “Ceasefire,” which relates directly to &ey’'s “Peace;”
“Filling the Blank” (104), which recites the tradibal Irish poem, “I am
Ireland,” and “Le Mot Just” (77), which echoes Hatt’'s incessant
guest for the right word. Most of all, “Second Titheound” records by
creative strategies Carson’s own oeuvre. Its §iesttence, Ce n’est pas
comme le pain de Pafigl5) sets the note for this self-referentialibyat
runs throughout the volume. Firstly, the Frenchthi$ line echoes “La
Je-Ne Sais-Quoi,” and the priorities of multilingjtya in Carson’s
collection First Language(1993). Secondly, the French language and
ambience in this volume references the importaridérench language,
literature and culture to Carson’s poetics, whichnifest itself most
distinctly in his translations of Rimbaud, Baudsdaand Mallarmé in
The Alexandrine Pla{1998) but appears consistently in his writing.
Thirdly, the italics of the French line suggest enarete source of
guotation, a concretisation of French in generala @itational trick to
send critics searching for a source that does xist.€Le pain” which
reappears in the poem dsatori and “bread” raises the dough of “Loaf”
in Belfast Confett{(Carson 1989: 13-18). The “patchwork double duilt,
which reappears asthe broderie anglaisébodice” (63), records the
poem with the eponymous title that eridee New EstatéCarson 1988:
70-71), and “Patchwork” that end$e Irish for No(Carson 1987: 59-
63), as well as the metaphor of textility that wesitself in all volumes
of Carson—the great cartographer and chronicleutitiral contours of
Linnenapolis Belfast. ’heure bleué (Carson 2008a: 63) recirculates
the widespread colour and crepuscular setting of ttiat appear in
numerous poems, and possibly points to the maniirakpc aspects of
Carson’s poetry. Both poems, “Second Time Arounelcord histories of
literature and Carson’s own poetry. Their formaltiges also relate to



Recent Northern Irish History in Ciaran Carson 93

history, both one of literature and the one of tigorical conditions
from which this literature stems.

Radical novelty adds energy and change to the daeciy of
Carson’s two poems “Second Time Around,” d&mt All We Know The
poems endeavour, very successfully, to tell anstddy in a new mode,
as Carson'’s explication of the volume’s coming ibéng confirms: “I'd
been trying to write a conventional love poem, &luimy efforts seemed
false and contrived [. . .]. | began to think oé fbroject as a journey into
a mysterious forest of language and translatiorsr$Gn 2008b: 5). Love
in the wars constitutes a genre of its own, and ym@xts can be
categorised as clichés. Carson’'s knowledge of auiore and his
imaginative powers, his second thoughts on thetigeeahallenge, result
in renewal. This symphony of varied sonnets witblgmged lines suits
the thematic concerns of self-empowering lovers eanduress of
historical circumstance, as Carson’s innovative afsthe sonnet renews
the flexible conventional form, and distinguisheself from the
experimental use of the sonnet in the poetry ofodelpoets from
Northern Ireland, such as Seamus Heaney, Paul Maolémd Michael
Longley. This radical novelty, which stems from eaial insight, and
which bears upon our understanding of history atdsa source to the
accounting of events in Belfast during the Troupless a second source.
Carson’s citation of Glenn Gould on the form andctions of fugue as
the volume’s epigraph—Fugue must perform its frequently stealthy
work with continuously shifting melodic fragmertatt remain, in the
‘tune’ sense, perpetually finished{Carson 2008a: 11)—suggests a
second formal method to the composition of the t®econd Time
Around” poems and the whole volume. Gould’'s statareso runs
parallel to a nuanced and complex view of histérgr All We Know
flashes its own status, both in ground-breakingternand form, as a
historical document that records the literature arigtic moods that are
frequently omitted from other types of history.

Carson’s great love story of Nina and Gabriel dbntes to
recording how “the jittery present became historyltie war setting
keeps them in an objectified position, whereas tbmance motif
provides them with an opportunity to construct teelves as subjects,
not entirely victimised by the Troubles. Their agggtion also presents a
parity of esteem and a gender balance their sulinga seem to lack.
For All We Know with Nina and Gabriel at the centre of this new
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narrative, offers a different and imaginative stafythe well-known
dramatic events of life in Belfast during the Trtasothat can be studied
in the reports by historians, politicians, researshand reporters.
Carson’s Foucauldian challenge of old conceptsistioty and power,
and its post-structuralist innovation of text anarativity, revitalises
Marxist theses, and indicates new ways of undedsign history.
Carson’s creative poetry focuses on the love aragination of two
ordinary people who enjoy arts and culture, and whfuse to be
overwhelmed by a limited idea of their own time gatace, in opposition
to the focus on religious Manichaeanism, nationahcerns, class
struggle and individual frailty. The volume alsa@oeds its own literary
history, from Yeats to Carson himself. “Second TiAmund,” in fact,
could be seen as a symbolic title for traditioriatdry reconsidered from
other perspectives. This poem presents the wisdmestivity and
change to be taken from previous texts, a sensiérisfevan radical
poetics. This type of intertextuality not only aile for alternative
articulations, but also signals a transpositiorsighifying systems and
the struggle for discursive positionality—the atigeefor historiography
that often go unstated. Such a self-conscious anelnnarrative of
historical representation, which records by poetiativity the moods,
emotions and mentalities of both sexes in a paatidvoubled place and
time, constitutes a historical source. Carsdrds All We Knowis an
admirable work of art, and it is also a historidatument.
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Forest, Snow, a Train

Mary O’'Donnell

On the journey from Falun, farmstead roofs
pulled down the snow, their shoulders
tucking white sheets

around ledges and barn doors.

The train hissed along the forest edge.
Daily sleet slopped in headlines against the glass,
became a television from the 60s
lined with interference, sky, snow, tree,
sky, snow, tree, and the houses—yellow or red—
whooped a morse code of comfort. Once, the forest
called out to the train, stop, for heaven’s sat@!s
but the crystal weighted spruces were swallowed
by horizontal lines, the day’s deepening hurry.

And it would not stop.

The forest’'s sharp nose was sniffing our warmth,
old bones at the edge of a clearing clicked

with the need for flesh, our blood,

a fire for the coming night.

The train pushed on, and the trees larruped
windy meltings as the carriage sheared south.

On overhead racks, wrapped gifts
of Swedish glass seemed insincere,
artifacts in ice, small candles,
and berried woollen hats and gloves
for those who waited,

at home in the dark.

O’Donnell, Mary. 2014. “Forest, Snow, a Train,” “Wag,” and “An
Irish Lexicon.”Nordic Journal of English Studidd3(2):96-106.
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Waking
Mary O’'Donnell

These mornings

as you make your peace with final days of work,
you bend over my pillow, kiss me.

I, blear-faced, swim in the blue of your eyes,
could be that new bride, the one

you imagined you’'d married, the treasure

you risked your life to bring back

to shore from some foreign place,

to spend time with on days

I thought would never come.

Your dream of me, my vision of you,

peculiarly jumping land and ship.

Now we are here, amazed by buoyancy and roots,
ship and shore there for our taking.

The shore is wilder than you thought,

a dancing garment woven during your absence,
imprinted with words, my monkish work

from the heart’s scriptorium.

But journeys did not part us,

nor working contradictions of our tuning.

That jangle gave some purchase to the task.
Anharmonic, opposites, lured as Sirens lured
the strapped Odysseus, the difference being
that our earth tilted slightly, currents changed,
and we were pulled to one another,

lovers with no laurels, home.

It has taken so long to get here. Wake now.
Wake to new doing, to new pauses in new days.

I cannot sleep for the joy of it.
Nights sparkle, Catherine Wheels spatter light
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as much as a shimmering dawn in the Aegean
once stirred the eyes of the man who travelled,
only to return to Ithaca.

An Irish Lexicon

Mary O’'Donnell
(A,B,C,D,E,F,G,H,I,L,MN,O,P,R,S,0)

Twilight, and the deer are grazing in the PhoeraiskP
Someone dreams of Arkle, Beara, Drumlins, Errigal.
A poet writes of Dubh Linn, Lonndubh, Belfast,

Glens of Imal, Antrim, The Downs,
Devil's Bit, Vinegar Hill, The Hook, Bannow,
Ships, helmets, Ogham, Newgrange,

Dawn chorus, dawn light, grave passages,
Burren limestone, dolmen, capstone, and Dowth.
In school they speak of Flight, Grammar, Imram,

Lir, Marian, Naoise, Oriel, in the DAil it's Partiséip,
Rights, salmon, Taoiseach/Toscairi.
Sea fog and frost are rolling in. Land holds itsdth.

*

The SOMEONE, the TEACHER, the POET,

the POLITICIAN weave a dialogue of badger-bait,
bull-bait, dog-fight, and greyhound,

Ca, Cuchullan, Dun Dealgan, Eamhain Macha,
Théinig long 6 Valparaiso, t& tir na n-0g

Ag cul an ti, tir alainn trina céile,

Mise Eire, Micheal O Suilleabhan,

! The Irish language alphabet has only 18 letters.
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The Long Hall, The Brazen Head, The Oliver

St. John Gogarty, The South Pole Inn, Omagh bomb,
Gugan Barra, Guests of the Nation, La Mon,

Oedipus Complex, Lough Swilly, Anna Livea,

National Museum, Sile na Gig, jigs and reels,
Riverdance, Liberty Hall, the Limerick pogrom ofQ¥9
the bee-loud glade, the beehive hut, Georgian Dubli
Liberty Hall rebuilt and scaling the clouds,

Custom House, Guinness, the fighting boys of Anhelse
Fairview Park, The George, Dawn Run, the Curragh.

Wren Women, Glencree, Synagogue, Germans and Jews,

Wicklow Jail, ghosts, Kilmainham,

Dawn executions in Dublin,
the Disappeared, Jean McConville, 1994, Abercaoteen,
the Black Pig’'s Dyke, De Valera, Crazy Jane,
Old Croghan Man at rest in the his glass box,
clean as a newborn, renewed for viewing by MILLIONS
Arigna, slit nipples, The Clonskeagh Mosque,
laundries, the Imam, Good Shepherd Convent,
CPRSI, Bessborough, the Protestants of Cork in, 1921
Monaghan 1974, Belfast Agreement, Fish on Friday,
Good Friday Agreement, that blackbird over Emy Limpug
gold at Clontibret, ghost estates in Laois, a hedihibuse
in Lucan, golden apples of the sun, whatever-ygu-sa
oil off Cork, Daghda, the Boyne, UB-65,
September 1913, extra points for Honours Maths,
Gaelscoileanna, Bodhrans and spoons, harp-making
in Portlaoise jail, piebalds in Jobstown, free biagg
for immigrants, free curtains, money-for-old-rope-
single-mothers-of-four, Arkle, Beara, a wherewithal
for bags of coal, turf, as a wretched frost dessend

And yet we have a fabled coast, where sea-catileggl
into the WAVES. Inland, hill-sprites on DRUMLINS,
pismires on the bog, all CELT and tribe in Soutlsten,
further north there’s ERRIGAL, but speak not,
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SAY-NOTHING, for words will never count so much as
gesture.

Flight of the Earls, O’'Neill in Rome, Michael Robes,
Kenny in D.C., Irish artists in New York,
bringing-It-All-Over-there, the knowledge,

the Gathering, the sliver of salmon, the suckedthu
Fairtrade, Taltainn, free-range eggs, free-loaders,
curlews, buzzards, Lissadell.

Twilight, and the deer are grazing in the PhoeraiskP
Someone dreams of Arkle, Beara, Drumlins, Errigal.
On the Curragh, whin bushes dream, and horses
are stabled for the night. Frost bites down.

*

Celts

The exotic myth of origin, spread its cloak
from Eire to Scotland, Wales, Brittany, Galicia.
Even today, defies the MONGREL MIX.

I’'m an Irishwoman you're Irish? | love

The way you people spepklhen part Scotwoman,
part Norman-maid, part O’'Donnell on the way home
from KINSALE, some fragment of embattled clan,
lingering in Limerick, not a Donegal gene in my ben

IT DOES NOT MATTER, WHAT WE FORGET,
AND MYTH IS NOT EXOTIC, (in text-speak this is
SHOUTING, but to stretch the letters high,

to break the stifled code of poetries on the Island
of the Mongrel Mixture of frayed saints and devils.
Search for SCHOLARS. All gone to homes

in America’s universities. The saying used to go,
“At least, we're not British” as the gombeen men
set up their 70s supermarket empires in ribboning
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suburbs, ran despite themselves away from rural,
Catholic, the West, in denial until Robinson

hit the Presidency: how we rejoiced at her inautipma
at the chewed-wasp faces of Lenihan and Haughey.

But in denial till then,
| AM ABECAUSE | AM NOTB. | AM IRISH
BECAUSE | AM NOT BRITISH

Mathair mo Chraoi

Front line of the defence, a line with no power
unless in the home, twisting sons into priests,
daughters to carers like themselves. Mine simmered.
EDUCATION! she cried, IT'S CARRIED

LIGHTLY ALL YOUR LIFE, MY DAUGHTERS!

In old age, educated, with three university

degrees, her modesty comes from knowing

we know nothing when facts are put to bed,

and all that’s left is the heart-thorn of experienc
although she does not refuse her HAUTE COUTURE,
smudge-pot colours brightening her eyes at eigixty-s
alive and equivocating to the end, but moved

by The Deer’s Cry, The Fox-Hunt

music from the culture dancing in her soul.

Mise Eireand O’Riada once strung and boomed
through the house of my girlhood, between Ackek Bil
and Renata Tebaldi. Music, she said,

WAS PORTAL TO THE SOUL.

And so she taught her daughters, guiltless.

*

2 Literally, “mother of my heart,” this is a commacliché derived from
traditional songs and poems in Ireland.



102Mary O’Donnell

Mise le Mea$

Everybody knew the telephone girls listened in.
You had to be careful, and women

having affairs around the town learned fast.

The phone was not safe, and the local MI5
custodians of half-baked morality liked to chatter.
But this was Monaghan. Nobody had affairs

in the 1960s, did they? Nobody committed suicide,
did they? Nobody was gay. Some parents

had a copy of TANTRIC SEX, beside

THE CATHOLIC MARRIAGE, secreted in the high
wardrobe, and Mary McCarthy a presence

in that east-facing bedroom, where my parents ceedd
foxes at play in the high field,

beyond wind-tilted knots of holly trees.

But the telephone girls, those telephone girls,

how they tattled in the town! They knew

who owed what to whom, who in HIGH POWER
was doing his secretary, and the garda known

to lightly squeeze a woman'’s breast, great paw
in through the car window as he advised her

on traffic conditions.

Hear them, that Irish sibilancButting you through now. . .
Hello Clones, call for you . . . ah how are ya E|siot a bad day,
yesterday was pure shockin’ . . . right now, catlitimg . . .
Caller? Putting you through now . . .

*

® The official way of signing off a Government lettdt means “Yours,
respectfully” but even today is associated withiffiedence, anonymity and
unaccountability.
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Rebuke to Ideological Feminists

“I was not one of the popular feminists who knevaindn sound-bite was
. . never took the Contraceptive Train ndtthor went to Greenham

Common . . ."(the poet, 2013)

We never moved as one, ladies, girls, women,

to suggest that it was otherwise would be a lie.
Today, some of you are CIVIL as any servant,

as IVORY-TOWERED as any ruminating scholar,
as unsmiling, grim and frightening as women woudd b
who thirty years ago spent time contemplating cesj
took classes in How Not to Smile All the Time.

Too much smiling—agreed—too much compliance
and willingness. You can be anyone you want!
Self-invent, renaissance women all!

We’'ll help you on the way to smash that glass wogili

(If we are to believe the weekly Elle, the womanletfers is a
remarkableZoological species: she brings forth, pell-mellyvels and
children

We are introduced, for example, dacqueline Lenoir (two daughters,
one novel); Marina Grey (one son, one novel); Nidoltreil (two sons,
four novels) etg.

But what does it mearirhis: to write
is a glorious but bold activity; the writer is araftist,”
one recognises that he is entitled to a little botaism...>

Even so. It does not include the ordinary women

getting on with ordinary lives, the ones who wrestl

infant feet into little shoes, who wipe up pukep@/shitty bums,
clean the rooms where some of you work out thecjgdli

* “The Contraceptive Train,” as it was known, wasafuted in Dublin’s
Connolly Station in 1971 by a group of feministsoathen travelled to Belfast
to buy contraceptives that were at that time illagathe Republic. They then
returned that afternoon and brandished their pwedhadaring the Customs
Officials to challenge them.

® From Roland Barthes. 195Mythologies Editions du Seuil, Paris.
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But make no mistake: Let no women believe

that they can take advantage of this pact with@wirg first
submitted to the eternal statute of womanhood.
Women are on the earth to give children to men;

let them write as much as they like, let them dsteor
Their condition, but above all, let them not dedeasin it L8
Some of you never recognised that we were not kxtelss,
despite biology, so victimised, or speechless,

nor saw that we were ON YOUR SIDE.

The suspicion often fell thalhis was how you wanted it:
you, on the band-wagon, questioning the language
(thatremains a GOOD IDEA).

A careful analysis of the teacher-student relatiops
at any level, inside or outside the school, reveals

its fundamentallyarrativecharacter. This relationship
involves a narrating Subject (the teacher) and guatii
listening objects (the students)

The sexuality, thenode d’emploof every bloody thing
not quite your business. Your business was—is—
JUSTICE, FAIRNESS, HUMAN RIGHTS, not
CONDESCENSION AND KNOWING WHAT WAS
BETTER FOR YOUR MINIONS.

The battle goes on—ladies, girls, women. The ppleciemains correct
and this enquiry asks that you get your handsedirin the ordinary
smut, break your own networks and move into thelfas, the country,
wherever the road is twisted and UNTHINK IS IN CH&R, get

working with the people, SEE WHERE JUSTICE IS DOBid learn

from that. Or: remember Orwell, that thing abouérone being equal,
But some are ...? He got it right, all charged ughwitmemory of native

® Roland Barthes. 195Klythologies Editions du Seuil, Paris.
"Paolo Freire, 1972Pedagogy of the Oppressdtenguin Education.
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male backsides skinned by the bamboo rod, rele&sed prison to
impoverished wives who soothed it all with mashaddna.
M—A—S—H—E—D B—A—N—A—N—A.

*

So Unthink the Englishmen were let loose.

But to each generation its Unthinks. Unthink theidig
the State, the Federation, the Republic, the Mdwyarc
the Commune, the Parish, the County, the GAA, Leagu
Union, Assaociation, Gathering, Meeting, in evergtanry
constellation where people meet there’s a Mr. Uikhi
partered by Ms Unthink and all the Littler Unthimks.

All Unthinking how they need LOVE, how LOVE ruleset world,
how LOVE is everything and we surely ALL LOVE oneather,
thee-most-bee-ewt-iful-word in thee workllt the same one

all the same for man-woman, mother-child, childepay

bro and sis, covering the spectrum as if it were avlour.

It ain’'t one colour Ma’ams: it's not black, it's hahite,

it's all and any hut, it hides so deeply it's likkars the planet,
people wondering if there ever was life, and itildywater
ever flowed in that barren territory. That's wh&@VE is.

And then love flows into politics. Into ideals. indgendas.

Enter: Stage Right: The Leader of the Women’s Forum
come to speak to the Constituenglus the Chief Female Poets,
addressing the great iambed on cross-rhyme
and good-tempered rhyme, on Being one’s Own Best Cr

on Seizing Permissions

Stampede Stage Left: the confused massing women,
all apparently worrying about window cleanliness,
toilet-bowls, children and curries.

Until: behind them,
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a quieter entering: the old, the weak,
the sick, the confused, the mad, the neuroticgémented:
such fill the stage, while behind them again sdrlilees
of workers, bee-women, the soft hum of labour, sedebrow,
compliant to the nature of life’s business:
love of the task that transforms.

The only love, perhaps.

*

Twilight, and the deer are grazing in the PhoeraiskP
Someone dreams of Arkle, Beara, Drumlins, Errigal.
A poet writes of Dubh Linn, Lonndubh, Belfast,

Glens of Imal, Antrim, The Downs,
Devil's Bit, Vinegar Hill, The Hook, Bannow,
ships, helmets, Ogham, Newgrange,

Dawn chorus, dawn light, grave passages,
Burren limestone, dolmen, capstone, and Dowth.
Whin bushes on the Curragh toss and dream

as the wind untethers them. Horses are stabled
for the night. A fox runs close to the ditch,
beyond the steady shearing of evening cars, héusllig

Frost trembles on the air, falls firm across thella
cooling an ardour of wintry argument.
The earth rounds in on its prayer to itself.

Published byPoetry Ireland Reviewlssue 110, 2013; also excerpts in
Revista Audem(University of Alméria, Spain, Spring 2014). Also
published in its full version iistudios Irlandesesspring 2014.



Wolf Month

Mary O’'Donnell

One January, the whole country turned to photographose without
power-cuts or burst pipes, chilled white wine ia #now on New Year’s
Day. All the way to the Dublin mountains, a virdiigiay dressed in pure
white, and the silence that accompanied it, wersticsl.

The month was named after Janus, the ancient Rodedty,
guardian of doorways, gates, and beginnings, aoigqtor of the state in
time of war. Janus looks both backwards and foraabdckwards to a
world lying fallow and reflecting on past eventspward to spring and
new growth. It is my favourite month—uwith the chanef storm and
rain, or quiet and pearl-grey skies, the earthklirig and moist, only
robins, sparrows and the eternal crows of nortldd¢g as companions
during the day.

Later in history, the Anglo-Saxons called it Wolfokth because
wolves entered the villages in winter, searchingféod. | name it Peace
Month, because Christmas is over, and for the fuetks of each new
year, the atmosphere on the roads is calm. Theremtising more to
spend on, decorate, or post out.

In this coldest month, hibernating animals stikegd. Plants are
resting. Only the Snowdrop—that most virginal ofartb—pushes
thrilling, modest little heads through the chilliisahe centre of each
plant sparked with tiny threads of yellow. If thenter has been mild,
daffodils and outdoor hyacinths will nudge up istiuspikes—a hint,
like the “fragrance” of the first line of a Haikwem, of what's to come.
Yet they never unsheathe themselves until tempes@re optimal and
the regal yellows and purples of March are underway

My cousin the painter shares my enthusiasm for algnurhere is
nothing left to celebrate, she remarked, nothinfpéd you must be jolly
about when you're not in the mood, nothing thatolags extra work.
There is, simply, a quiet ease that fills her witle hope for new
canvasses, but none of the pressure of enforcetheceriality.

The fuss is over. Families that came together hibhsgersed again and

each nucleus is left to its own devices to refleaghtly, or with

O’Donnell, Mary. 2014. “Wolf Month.”Nordic Journal of English
Studiesl3(2):107-108.
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melancholy, on what may have occurred over thentesgason. Perhaps
not to reflect, but to move in a different currdmit has little to do with
social diktats.

January mirrors the aspect of the human persortalityis inward-
turning, which does not test itself against theemdl. There is the
possibility of oneness but also of detachment frioitmal celebration,
remembering that the wheel of life and fortune affers the solace of
rest—all the better for growth. If | want to celats, there’s always Little
Christmas, or Women’s Christmas, a scaled-downegeuty, inclusive of
women. It also coincides with the Christian Epiphavhich marks the
visit of the Magi to the child Jesus, but on a $aclevel, signals, for
some, a realisation of great truth. It is probatdycoincidence that the
Hindu term Darsana is also connected to “epiphaay,Visions of the
divine.

It is not just a time. It hovers beyond the tempoiide sun has
passed through the winter solstice and earth hgsnbés upwards tilt to
light. The spectrum is pure. Whatever is in shagkars darker; what is
in light, flares with colour. The branches of thich are like the hull of a
boat, strong, curving broadly, the bark mottledhwiichre, grey and
brown; the oak is sturdy, branches still deckedhv@hristmas lights that
flicker softly in the breeze at night. These trassenshrouded in silence.
They have nothing to say, beyoaddure, endure.

Never look back for long. Memory is too tricky aidg to be
completely reliable. The purpose of the past isrtge us forward a little.
Come New Year's Day, | plan and project, lookingwiard. But for
those few weeks, | don’t want to do very much alibetplans. This is
the time of year | live truly in the present, inyda—for where else, to
paraphrase Philip Larkin, is there to live?—livinithin the short cycle
of light, and the alchemy of sloe gins in the ewgniEach day, every
hour, a minute, a second inscribes itself on me——yi#se’s emissary is
calling; but | too inscribe something in returnetisense of myself
passing through, the sense of my labours in time specific place in
this chill, Northern hemisphere, and the clarityatththis sometimes
brings.

(January 2012



The Northern Athens or A City Of Horrors? Belfast a
Presented by Some Irish Women Writers

Britta Olinder, University of Gothenburg, Sweden

Abstract

Few cities have changed so much over the last geatuBelfast. This is mainly due to
industrialisation and de-industrialisation and reast to the three decades of the
Troubles. For women the same period has meantaiméng of the vote, opportunities to
work outside of the home and growing independeltepurpose here is to investigate
the pictures of Belfast in the work of some Irishmen writers and the urban spaces
available to their characters, considering theeggiion of the city. The idea of an urban
culture is cohesion, of people living closely tdgat and sharing the same space and
culture, while Belfast in the twentieth century lh@en marked by class divisions, gender
inequality and political disruption. | will invegiateA Belfast Womaby Mary Beckett, a
novel by Deirdre Madden and plays by Anne Devlid &fristina Reid for the different
neighbourhoods in Belfast they present and thethelee of gender and class barriers.

Key words: city, urban culture, landscape, commyunite Troubles, segregation

The prosperity of Belfast at the end of the eightieeand beginning of
the nineteenth century was the reason for giviegcity the extravagant
designation “The Northern Athens,” also recycledhe mid-twentieth
century to emphasise the promising flourishing obrtNern Irish
literature and pictorial arts, while it was the tintes that in the last third
of the century made people flee the city in feat horror! Against the
bare background facts that Seamus Heaney—like ratrgrs—Ieft for
good to settle in the South of Ireland, while Miehaongley stayed and
still lives in Belfast, and John Hewitt, after lifeen years as Director
of the Herbert Art Gallery in Coventry, returned time heat of the
Troubles, we will see what picture we get of Bdlfbg reading Mary
Beckett's short story about a Belfast woman, Deirdvladden’s
contradictory descriptions of the city through thain characters of her

! Focusing on the arts “The Northern Athens’ andeAf was the title John
Hewitt gave his contribution tBelfast: The Making of a CitfHewitt 1983: 71-
82).

Olinder, Britta. 2014. “The Northern Athens Or AtLiof Horrors?
Belfast as Presented by Some Irish Women Writétsrdic Journal of
English Studied3(2):109-122.
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novel One by One in the Darknegs, through the different characters in
plays by Anne Devlin and Christina Réid.

In these literary works | have been looking for atggions,
impressions, experiences and opinions of Belfast &lso, more
generally, for what the nature of a city is, adidguished from a village
or small town. What is the essence of a city celufhese are issues
discussed in the course of a seminar series oncdmeept of the
metropolis in literature, a context in which | hadosen to deal with
Belfast as a metropolis. It might not be the fiestn that comes to mind
in this case, so what do we mean by “metropolis"® to be defined as a
capital or a city of a certain size, or somethingrenspecific as a centre
towards which other towns or villages are directet®e original
meaning of the word in Greek is “mother city,” @ahdescribed the place
from which colonisers were sent out. This is ardgéin still used in
certain postcolonial discourses and often dendiesvhole of a country,
like France or England, in relation to its eartietonies. As the capital of
the six counties forming Northern Ireland, Belféstundeniably the
centre of a province. At the same time, it is diedctowards other
capitals, towards Dublin, and not least towards dam the real
metropolis, especially in colonial terms, sincddnel was England’s first
colony.

What, then, about urban areas as such, and whathsagrigin of
these? In the classical drama of antiquity we catice that, in a very
general sense, tragedies took place in palaces capeople of great
political importance; comedy was a city play, actedt between
bourgeois people, merchants and artisans, whilpaktoral or burlesque
took place in the countryside, staging shepherdd &uffoons,
respectively. In a historical perspective, at lessfar back as the Latin
writers, the city, basically the metropolis or, pig§ Rome, was seen as
the centre of civilised life and of the arts, whilee countryside was
notorious for ill-mannered people and rude customsaddition, the
formerly walled-in city was a refuge, offering peotion. Gradually the
city was, however, regarded as a hotbed of viceEniglish literature we
can think of Milton, or Blake as in his poem on don? When the ideas

2 See Russel(2010: 1-2),and for the development of Hewitt's perception of
Belfast see Olinder 2012a.

% Blake, however, makes the distinction betweenréadity of industrialisation
with its “dark Satanic Mills” and the utopian city be built “in England’s green
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of Rousseau became generally accepted, countrytdifieled to be
preferred to that of the city. With Romantic poetiys will be further
enforced in descriptions of Nature as innocentlliciand picturesqué.
This is something that applies still more to thetynie of Ireland, in
setting off things Irish in contrast to English ustrialisation and city
life. “True” Irish identity and culture were repexged as rural or
connected to and originating from rural idyll.

So how are we to look upon Belfast? As a strongiustrialised city
in the nineteenth and early twentieth century & hatually often been
compared to Manchester or Liverpool, i.e. more Bhgthan Irish. Few
cities have changed so much in the course of steckntury as Belfast,
mainly due to rapid industrialisation followed by-thdustrialisation
coupled with decades of conflict and violence. Tomen, the same
period brought the vote, possibilities for professil work and growing
independence. But then we have to take into accthattthe place of
women was traditionally within the home, while nasuld move about
freely, especially in towns and cities—a patterat thtill exists in many
countries today. This difference between men anch@voincreased with
growing urban spaces, often divided as public amnchfe between men
and women, but was countered by the developinglfraefor women.

The very idea of urban culture is about the briggingether of
people from different backgrounds. The urban spaadeally seen as
multicultural, in contrast to segregation, whetli@r ethnic, religious,
class or gender reasons. Seeing the traditionaiaing in Northern Irish
society, Belfast is all the more interesting to lexp, and this is why |
have here chosen to investigate women’s views @fcity. A general
idea of how Belfast is presented in literature banfound in ABelfast
Anthology edited by Patricia Craig and published in 199fluding
almost two hundred writers, some of them appedrrggveral different
contexts. Since she has excluded drama, the playeblin and Reid
that | have examined are not represented, but tisesepassage from

and pleasant land,” i.e. the new Jerusalem (Bl&k#8162). Note that Heaven,
the final paradise is a city, the perfect utopitace.

* Cf. Williams, The Country and the Ci1973).

® See e.g.Transformations in Irish Cultureby Luke Gibbons (1996), the
introduction by Irene Gilsenan Nordin and Carmemm@eano Llena to the
collection Urban and Rural Landscapes in Modern Irelat@D12: 1-13),or
Martin McLoone’slrish Film (2000).
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Anne Devlin's short stories iThe Way-Pave(Devlin 1986). Deirdre
Madden is not included. Mary Beckett is represerigda paragraph
from Give Them Stong4.988), but not fromA Belfast Womaif1980).
Craig has, however, quoted most of Kate O'Brienight pages on
Belfast inMy Ireland (1962), split up to illustrate seven differentuss.
It is a very good choice, and even if Kate O'Brisnnot a Belfast
woman, | think she offers an excellent point of @l&gre in this context.
O’Brien begins her presentation of the city witltauple of anecdotes,
followed by an interestingly selective history oéliast, naturally, not to
be compared to Dublin but with stark contrasts:

[. . .] it was the nineteenth century and big bess+the big business of
shipbuilding and linen-spinning—which finally credtthe rich and famous city,
and cursed her with an all-round ugly look—pretausi here, mean there, dirty and
haphazard mostly everywhere. A brazen kind of &g if you like, which is
disconcerting, and represents, as one soon firgithen the voices nor the manners
of the citizens. (O'Brien 1962: 97)

There are, however, other things she appreciatas de city:

For one thing, it is packed with real faces—no tilie. And it is full of light. At
noon in Belfast, even in bad winter, one seems tim llee presence of the full light
of the sky, and all the inexcusable buildings atbamd including the City Hall
stand leisurely back from the wide, white-gleamiayements so that you can mock
them at your ease. And the flower-barrows on theodides are radiant and the
women in charge of them witty and friendly to matThere often is wind blowing,
salty from the Lough—and hats fly off and newspapap, and cornerboys make
soft local jokes. (O’Brien 1962: 98)

The difference between “the inexcusable buildingsd the ugly look of
the city, on the one hand, and the people, theahig the light in it could
not be greater. Here, there is no high-falutin nexiee to classical
Greece, but neither is there any of the fear amdrt¢hat we will find in
the writers discussed below, since Kate O’Briencdbes a period
before the thirty years of the Troubles. She spehksit “a civic quality”
as “just an expression of energy and love of lifgtnething that “has
always enriched and sweetened Belfast writing, ltbst of which has
usually been strongly regional, and because of the¢d with a peculiar
humaneness and good sense, qualities not primasy ievthe best
writing of Dublin or Munster” (O’'Brien 1962: 98). Wt she emphasises
is the fact that a city is not only made up of etseand buildings, but of
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the experiences and attitudes of a large numbénddfidual men and
women, influencing one another’s lives. This is stimmg that also
stands out very clearly when looking at the womeitens | have chosen
to discuss.

Mary Beckett

Although the protagonist of the story in BecketsBelfast Woman” is
a Catholic herself, she lives in a Protestant strbecause of her
husband’s family.As she tells her story, we get a graphic desoripdf
the different cultures of Belfast: In a Catholicearthere is a lively
relationship between the women, going in and owazh other’s houses,
with the men who are out of work, gathering arotimg corners, while
the Protestant streets are quiet and desertede giiecwomen keep to
their own houses and the men are at work.

The woman'’s earliest memory as a little girl isnfra crisis in 1921,
when the family’s house was burnt down and they toaget out in the
middle of the night, taking refuge with her grandnes. Fourteen years
later, a letter arrives containing a threat to kitmem out from there. She
is reminded of these two incidents when, on a liedumorning half a
century after the first occasion, she finds anothenacing letter inside
the door. First, she leaves her home to seek refitheher son’s family,
but on second thoughts decides to go back andpstayAfter a while,
however, something strange happens. Her Protestaghbours begin
moving out. To her surprise, the woman finds thas itheir turn to be
threatened. Not long after, Catholics start mowngith ensuing change
of social relations.

The story closes on an episode when a man comesl fioying to
sell Venetian blinds. She declines because sheswanbe able to see
out, and she points to the sunset, “bits of redyatidw in the sky and a
sort of mist all down the mountain that made it rheaee-through”
(Beckett 1980: 98). The man looks at the view amdarks that Belfast
has “the most beautiful sunsets in the whole woddd it is “because of
all the smoke and dirt and dust and pollution,”iaddhat “if the dirt and
dust and smoke and pollution of Belfast just wite help of the sun can

® Here, the short story in the collection of the eatitle is discussed, Beckett
1980: 84-99.
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make a sky like that, then there’s hope for alusf’ Afterwards, when
the woman is alone again, she cannot help laughisgite of menacing
letters and the general situation. What he had waisl true: “There is
hope for all of us. Well, anyway, if you don’t dieu live through it, day
in, day out” (99).

Belfast is here, then, seen from the inside of ana@s deeply
painful experiences of the division of the city dnCatholic and
Protestant streets. This is a segregation repiiageditferent attitudes to
the space of the street, and a segregation thatdml again erupts in
violence. In the end, with the only real descriptadf the city, we get an
example of Belfast humour in its hopefulness inespf all.

Most of the other stories in the collection areisethe countryside,
with visits to Belfast limited to the market andethus station. In “The
Master and the Bombs,” the only other exceptiomnyocenan is feeling
“useless and unwanted and of dwindling insteadrofvang” (Beckett
1980: 79). There is, however, one occasion when ishetanding
downtown at a pedestrian crossing among the crowiting to cross,
“and when we were let cross | got an excitementobtle pushing two-
way jostle of people and | felt it mattered onlyle alive and to use
every bit of one’s life” (79). The excitement ofifbg one in a crowd of
unknown people is a genuinely urban feeling.

The last story in Beckett's collectioA Belfast Woman“Failing
Years,” is set in a city, but it is about a Belfagtman married in Dublin.
As an ageing widow she longs back to her young dagelfast. Even if
it is set in Dublin, there is one passage of ufeating that need not be
related to any specific city. It is a memory of hesband, as they

[. . .] strolled round arm-in-arm looking at shojndows. It was a mild night and

hundreds of people were doing the same. Nora beeavaee of a light, bubbling

sound rising from the streets and she realisech# people laughing all over town.
So she began having an affection for Dublin asaamegrow fond of someone else’s
child. (Beckett 1980: 108)

This refers, then, indirectly to “her own child,’high is still Belfast, the
city she loves, and again depicts a true urbanreeqme of a fellowship
with strangers.
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Deirdre Madden

Madden’s novelOne by One in the Darkne€997), is mainly set in the
countryside, but also leaves room for different exignces of Belfast,
made by several of the characters. Thus, as a, dhiédmother in the
family feels that Belfast is a noisy, grimy, uglape, but later when she
attends teacher training college there, she fihdsthe city also had the
special attraction of its position and the varietivities represented by
the large number of houses, and the different kafdgork. The city

[. . .] had a beautiful position, tucked in betwegbe mountains and the sea. The
rows and rows of terraced redbrick houses, withntfiks, the yellow gantries of the
shipyards, the spires of the churches, and the flapes of the Black Mountain
together gave the city its atmosphere. [. . .]ébaded that when she was qualified,
she would do her best to find a job in Belfast, eatfhan go back to Ballymena as
was expected of her. (Madden 1997: 116)

Later Cate, one of her three daughters, is moreivatent, looking at

Belfast while driving into the city. She has to centrate on the traffic,
while lorries are thundering past on either sidat Bhe registers the
large posters outside a church, a cemetery in igtarte, and Belfast
Lough beyond that. She likes the docks and thewedantries, but the
Lower Falls makes her uncomfortable, “she always rfervous and

conspicuous and was afraid that something wouldpdémpthere”

(Madden 1997: 85).

Her eldest sister, Helen, lives in Belfast where wlorks as a lawyer
defending terrorists. This leads to an account ¢ @f the many
murders, this time with a taxi driver as the victimaking the streets of
the city a stage for crime. At the same time, sipda friend to plan for
the first visit to Belfast of his London partnerow to avoid his being
put off by “seeing soldiers all over the place; ahe barracks all
fortified and stuff; that’s going to frighten thiéel out of him. And what
if anything happens? | mean, what if a bomb godésarfthe car gets
hijacked or something?” (56). But everything isefally planned and
works out. The partner, Steve, does not care about

[. . .] the checkpoint at the airport, and once ge¢ on to the motorway, we just
barrelled up to the city. My luck was in: you knevhat a marvellous evening it was
yesterday. Belfast Lough was like glass, the sunavathe mountains, it couldn’t
have been better. Steve couldn’t get over how [fehiitwas, and that sort of made



116Britta Olinder

up for the city being so ugly when we got into kte says it reminds him of
Manchester, and fortunately, he likes Manchest#) (

The whole visit is so successful that Steve waatsame and live in
Belfast. So to dissuade him, he is to be showrother side of the coin.
This time when David

[. . .] collected him at the airport, he didn't\riinto Belfast by the motorway, but
went over the Divis mountain, through Turf Lodgadahen down on to the Falls
Road, pointing out the heavily fortified barracksdaal the other things which,
before, he would have been at pains to conceal] [Later] he took himback over
to West Belfast, took him through the narrow webstkets, showed him the
Republican murals on the gable walls around the ddvadis, then took him over to
the Shankill and showed him the Loyalist mural3) (5

From several angels of vision, then, Madden’'s n@ahts to aspects

such as what Edward Soja, tp@stmodern political geographer and
urban plannerterms “synekism,” or “urban agglomeration” (Borch
2010: 118), as well as to the energy of large warkplaces like the

shipyards. At the same time, these descriptionsrerh the beautiful

situation and surroundings of Belfast while thepwlother features as

ugly, frightening and downright revolting. The hieaf the matter is the

guestion whether the city with its conflicts, criraed elements of war

can at all function as a community or not.

Anne Devlin

What does Belfast look like i@urselves Alon€1986)? The title of the
play is he English translation of “Sinn Fein,” tmame of the Irish

Republican movement, but here applied in a femspgit. This is a play

first performed in 1985, at the Liverpool Playhaused the Royal Court
Theatre, London. It is about two sisters and thister-in-law, trying to

find some meaning in their lives among Republicamshe period after
the hunger strikes of Bobby Sands and others. Ttienaof the play is

mainly set in Andersonstown, West Belfast, whee Republican Club
is characterised by power struggles and violermo fvhich the women
seek protection in the sister-in-law’s home. Buthbthe father and the
brother-husband are menacing when they turn up, catside in the

street the hammering of bin lids on the pavemehee&d every now and
then. This is a warning that British soldiers aretloeir way, and on one
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occasion we also see the soldiers force their wagp search the house.
Most scenes are marked by fear, with people listefior threatening
sounds, surreptitiously sneaking away, so as nbeteeen in the wrong
place.

Even if Devlin very clearly declares that the s®ftiis mainly
Andersonstown, West Belfast, she does add “but Bisblin, a hotel
room, and John McDermot’s house in South Belfasar the university
and the Botanic Gardens” (Devlin 1986: 11), an arethe city with a
Protestant majority. One scene there takes placea ichildren’s
playground. The younger sister, Frieda, and hemparare trying to
catch the falling autumn leaves before they rebelgtound, since every
leaf caught means a happy day next year. But alacsafe area like that,
Frieda, with her Republican background, is pursaled harassed; even
the police have complaints that the two of them asusing a
disturbance. Then, a brick is thrown through theindow with a
menacing note for her, stating that this is a Rtate street. The reality
behind the different addresses is to set off therast between them but
especially to demonstrate that the essential dmrtae three women in
focus is still the private room, a traditionallyngkered scené.

When, inThe Long Marci{Devlin 1986a) Devlin turns to a TV play,
a more flexible medium without the constrictions tbe theatre, the
setting moves as a taxi travels between West Be#fad Stranmillis,
showing Republican quarters near the Falls Roatth, thveir murals from
the hunger strike period, also giving glimpses loé Royal Victoria
Hospital, and Divis Flats, proceeding towards Ghéatoria Street and
on to the University area. At other times, the ®o@ion the centre with
the City Hall and the streets around it, with ségugates locked. The
stage directions meant for a TV production can gibse the scenes to
take place much more out of doors, thus evokingrg particular Belfast
atmosphere of the time, with effects like churcHishemixed with
helicopter motors, and joggers passing outside @s@&@ookshop.

The climax of the play comes the week before Otmast 1980 with a
go-slow action of the men emptying the rubbish biuasile the state of
some of the hunger strikers is critically deteriimrg, and threatening
demonstrators, with torches alight, are screamimg ehanting: “Brit

" Cf. Enrica Cerquoni, “Women in Rooms: Landscaplethe Missing in Anne
Devlin’s Ourselves Alorie(2007).
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lovers out out out!” Finally, Father Oliver arrivés tell them that the
hunger strikers have accepted the terms offered.

Two short scenes in the drama, one from a hot8eifast, and the
other from “a colonial drawing room” in London, f@if from the rest of
the play, by providing glimpses from weddings, whishould be
symbols of unity but here indicate disharmony. ey ends with a
picture of the moon over West Belfast which is preed as a place for
conflict, but also with awkward attempts, like FatlOliver’s efforts, at
bridging the controversies.

To conclude this discussion of Devlin’s work, itvi®rth mentioning
her later playAfter Easte1994). This play was looked forward to with
great expectations, when it was first to be perfatnm Northern Ireland
at the Lyric Players Theatre. The performance waseler, met with
disappointment and harsh critici§riThe beginning and end of the play
take place in England, but the larger part is séalfast, represented in
a great variety of scenes: convent, hospital wasijnny family yard and
the inside of a home, which is suddenly besieged iana state of
crossfire; in other words a city to long for andget away from. It is
shown with its violence, threats, menacing sounging a wake, in an
atmosphere of irony and humour, mixed with fear. W&e social
engagement, but also a deeply segregated sodiesg, t a state of war.
The city of Belfast is seen as a refuge, but alstamgerous place to
escape from.

Christina Reid

Christina Reid'’s three plays from the 1980s are/ veuch Belfast plays.
Tea in a China Cup(1987) covers the period from 1939 to 1972,
switching back and forth with changes in lightimgicating changes of
time and place. While Beth has married into anaiédpouse up on the
Lisburn Road, symbolised by a velvet sofa on tagesthere indicating a
wealthier area than Beth’s original home, the msiene is the little
Protestant house of her grandparents, later irddhtiy her mother,
Sarah. An important feature here is the wall witktfthe portrait of the
grandfather, in a First World War uniform, latertlwthe addition of his

8 See Cottreau 2006: 325-35. For a more extensiadysia of the play see
Olinder 2012b73-81.
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son, also in uniform, killed in the Second World Wand finally his
grandson in his army uniform, posted to Germang asotor mechanic:
“three generations for King and Country” (Reid 1983) as the
grandfather proudly exclaims. The first scene métkelear—although it
is first taken as a joke—that the new cemeterytistly divided into
Catholic and Protestant plots, demonstrating hogvegmtion continues
even after deathAn important line of action in the play is the gkl
lives of Beth and her Catholic friend, Theresa, kagsing the
differences in their upbringing and opportunitiems well as the
respective prejudices of their backgrounds. Thésidius in the city are
not only between Catholics and Protestants, or aiathi poor, but also
between Catholic poverty, relying on social assista and Protestant
genteel poverty, refusing such help to keep up agmees and the
family pride, represented by the almost proverttied in a china cup.”
The initial stage direction states that the acitoset in Belfast, but there
is only one direct reference to a street, the abmeationed Lisburn
Road. It is, however, the whole context, the fantiigtory, people’s
reactions, behaviour, and relationships that mhkeptay a presentation
of Belfast.

Another play,The Belle of the Belfast Cit{1989), is much more
explicit, not only in the title which refers to tmew 77 year-old Dolly,
once topping the bill for singing and dancing ie tralls as “The Belle of
the Belfast City.” Here the opposites are those wdnw enjoy life versus
the moralists who cannot but only seem to enjoyijugl the other lot.
The singing and dancing, particularly of the good days, are
contrasted by the demonstrations of the time irctvithe play is set, i.e.
the mid-eighties. The family shop is in East Bdlfés a side street that
the army has closed to traffic, but the city arsdsifreets are mentioned
throughout the play. When young Belle, the colougednddaughter,
born in England, arrives for the first time in Bwdf, we get her fresh
impressions of the city, and we can see the widierdhces in her
perceptions and expressions of them from thos¢hefr @haracters. Belle
is also the one to observe that, apart from thg eentre of the city,
many people know only their own neighbourhood. Thigeals the strict

® Another kind of division is seen when comparingtt® mother Sarah’s
intense pleasure at hearing the Orange bands ginacfor the twelfth of July,

with the horror felt on similar occasions by thetl@@dic characters in Madden’s
novel discussed above.
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division of the city, which, in turn, means thatig partly lack of
knowledge of “the other” that leads to lack of efinga The moralist
racist is confronted by the fact that his cousiellé&s mother, gets her
daughter outside marriage, with a black Baptisagher who had been
thrown out by that same cousin and mother-to-be lbeing “a
sanctimonious American bible-belt prig” (Reid 198B5). The play
offers a full variety of political opinions, fromahd core National Front
members in Nazi uniforms, to the many nuances béial views. The
varied accents are also explicitly mentioned frorshl Northern Irish,
Scots, Northern English, ordinary English, to As@sttic English, as an
important feature of each of the characters. Simzeof them is deaf and
dumb, sign language also plays a role in the @aging to the urban
variety. This mixture is also characteristic of faet, even if a mix of
different dialects or languages must be a feattiraast big cities these
days. The play provides a light-hearted picture Befifast and its
inhabitants, reflecting the good old times, whitdlee same time this is
set off by the general unrest, and especially byctilous insensitivity of
the National Front member of the family.

Conclusion

Urbanists like Edward Soja will say that a citytle combination of
three elements: a place, time as expressed inistery and a social
community aspect (Borch 2010: 115). In other woedsity is the effect
of a great many people interacting, in constaneligpment of the place
where they live, and their sense, individuallypefng one among many.
This is also what we have seen in Mary Becketttsrtshtories, Deirdre
Madden’s novel and Anne Devlin's and Christina Reidlays, where
Belfast is occasionally represented as one bigicaharea, but most of
the time a place for human encounters. This isgen if the feeling of
common interest as an essential aspect of urbaty imilacking—
sometimes also within the same group. The conflaftshe past are
seldom mentioned explicitly in these works, evethdy lie heavily on
people’s minds, but most important is, of courbe, dngoing conflicts.
The picture of Belfast presented to us as readmisaadience is, thus,
ambiguous, multifaceted, at times very attractivet all too often the
opposite. The difference between, on the one harighn life with its
freedom but also, mainly due to the Troubles, #sgkrs and limitations
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and, on the other hand, the beautiful surroundargiscape is clearly
marked. The city’s function as an administrativecoltural centre looms
in the background, but in these literary works, titg is mainly seen
from a number of individual points of view, thosktlee writers and of
their created characters. The many subjective imagmke up a
composite picture of Belfast as a city to long fout also a city people
intensely want to get away from, as from a lifet thas gone wrong.
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Mourning Mothers: A Psychoanalytic Reading of
Parental Relationships in Colm ToibinMothers and
Sons

Tyler Post, Dalarna University, Sweden

Abstract

Modern Irish literary criticism is routinely coneed with representations of gender and
power, and the multitudinous forms that they asswitkin Irish literature. This paper
examines Colm Téibin’#others and Son§006) and its negotiation with traditional
representations of the Irish mother and son, amdihohallenges key assumptions about
their role and function in Irish literature. In dgiso, this paper argues for the primacy of
a psychoanalytic reading, one which employs theritecal framework of mourning and
melancholy, as formulated, first by Sigmund Frend,anore recently, by Julia Kristeva.
The paper proceeds to illustrate that the matemnélfilial relationships, as represented in
Mothers and Songxist as elaborations of repression, desire, angmirg, and thus can
be understood as processes and metaphorical refatses of the unconscious
imaginary. The paper concludes that Toibin circumsvéhe traditional paradigm of Irish
notions regarding domesticity, gender, and powey, fgroffering an alternative
representation of mothers and sons, one which atéily engages with concerns that are
most commonly associated with the territory of tineonscious.

Key Words: Colm Toéibin, Mothers and Sons, Irishrétare, mourning, melancholia,
Freud, Kristeva, psychoanalytic theory

Introduction

Traditional representations of women in Ireland key concerns in
modern Irish literary criticism, with many feministitics decrying the

conventional stereotypes of women in both theirrgspntation and
function. Irish literature, according to Claire Q@amfly, has been
saturated with images of “Mother Ireland, wild krigirl, gentle colleen,
old hag, [and] wise woman” (Connolly 2003: 3), whimarginalises

women as static, one-dimensional caricatures. Thelaévely codified

representations of Irish women have been typicaligned with anti-

British sentiments or Irish political ambitions, Ifieg incite young

Irishmen into action to protect themothetand. Commenting on the
impoverishing effect that these historic traditibnepresentations have
had, John McCourt summarises:

Post, Tyler. 2014. “Mourning Mothers: A PsychoatiahReading of
Parental Relationships in Colm Téibin's Mothers &aoins.” Nordic
Journal of English Studiek3(2):123-144.
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At best the mother’s role [was] to facilitate thevdlopment (more usually, the lack
of development) of the relationship between fatret son, or to offer compensation
to the son for the omissions or the sins of thaeiatWhile embodying whatever

emotional core exists in the home, mothers and soesalways placed in a

subordinate role and are rarely afforded the sp@oessary to understand—much
less fulfill—their individual needs. (McCourt 200851)

Against this backdrop, Colm Taéibin’s collectionsifort fictionMothers
and Songmay be viewed as negotiating with traditional esgntations
of the Irish mother and established conceptuatisatiof the lIrish
domestic sphere. By removing fathers from theiresmgposed positions
within the family,Mothers and Sonsot only accentuates the primacy of
the relationship alluded to by the title, but ateereby galvanises new
potentialities for the role of both mother and séwurthermore, as
Kathleen Costello-Sullivan states: “mothers areswimuch lost as made
present through the aching absence of their reptatéen, or
alternatively, by the aching representation of rtlaasence” (Costello-
Sullivan 2009: 123J. Téibin’s Mothers and Sonshus problematises
traditional representations of the Irish motherelsgentially proposing a
different modality, one in which the mothers’ pnese invokes their
simultaneous absence: a somewhat paradoxical ndiignone which
gains mounting significance when examining the esentation and
function of mothers, and their influence on theinsin Toibin’s fiction.
Granted that Toibin’81others and Sondoes anticipate, and present
scenes that hinge upon the Irish mother or sonesitty individual
freedom, usually from overtly patriarchal sociatustures in lIrish
society, many of the stories refuse to conform wchsreduced and
simplistic expectations (lyer 2006). The concludisgpry “A Long
Winter,” for instance, not only depicts a recakbuitr alcoholic mother
who freezes to death in the winter snow, but aféeds also foreshadows
her corpse as being ostensibly devoured by vult@wemnsequence for
her hasty decision to abandon her family. Of egqualortance however,
the sons represented in the collection refuse tty frtecognise or
acknowledge their mothers, but rather they engagesychological
contestations: attempts to navigate, undermine, saormount the
overbearing motherly presence. Consequertlpthers and Sonsot

! Although made with specific referencehe Heather Blazinghis quotation
may equally be said true bfothers and Sons.
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only mediates between traditional and modern egpiects concerning
Irish representations of mothers and sons, buisiambivalence, it also
reformulates questions regarding the complex fonctand role of
mother and son relationships in Téibin’s oeuvre.

Having briefly positionedothers and Sonm the cultural milieu of
Irish representations of domesticity, it is equalbnstructive to situate
the collection within Tdéibin’s oeuvre as a congit of an organic
whole. Reflecting on the writing and publication Mbthers and Sons,
Toibin states:

You think, anything except that last book, you neéedwash it out of yourself
completely, and one of the really useful thingsehérsuppose, is that | was able to
go back forThe Heather Blazingor The Blackwater Lightshjmand for the book of
stories,Mothers and Sondo a strange sort of subterranean Irish tradition]. It's

a sort of melancholy tradition. (gtd in O'Toole Z0@00)

Following this statement however, Tdibin is inciegly ambiguous in
defining what constitutes the “subterranean Iristadition” of
“melancholy.” His closest attempt is to assert thakists in the work of
various Irish writers and that it incorporates “thasiness of the rural,
just being brought up somewhere so remote, witaraily all around
you” (gtd in O’'Toole 2008: 200). The ambiguity ir6ibin’s definition
may be complemented when juxtaposing it with hitecbon of essays,
Love in a Dark Timespecifically where he states: “The strongest irsage
in Irish fiction, drama and poetry are of brokersedeath, destruction.
The plays are full of shouting, the poetry is follelegy, the novels are
full of funerals” (T6ibin 2002: 26).This not only provides a convincing
backdrop for the “melancholic tradition” and theudiness of the rural [.
. .] with a family all around you,” but also fdothers and Sonas a
collection: these stories are not concerned witmilfas marked by
tenuous terms of contentment, but rather by thetaicdy of
“brokenness,” “death” and “funerals.”

Acknowledging both the cultural and literary coritekMothers and
Sonsthis essay argues that the collection exists beth r@actionary text
against traditional Irish representations of mathand sons, and as a

2 McCourt also highlights this particular passagerft.ove in a Dark Timegand
argues that Mothers and Sonwrites to the agenda Toéibin perceives as being
common to boy gay literature and Irish writing” (Bourt 2008: 149).
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metaphorical elaboration of the unconscious ingsrff mourning that
constitutes strains within the mother-son relatigms\When approaching
Mothers and Sonthrough the lens of psychoanalytic criticism,aveals
how parental relationships function within a mawobgrief, symbolically
transfiguring the mother into an object of lossjckhin turn, threatens
the hitherto tenuous autonomy of the son’s egoingathe possible
threat of trammelled psychological development, tan, out of
necessity, must repudiate the mother and disavovsth@nglehold that
threatens to pull him into melancholia: back irlte tvomb of asymbolia
existence. Therefore, rather than existing simpljdalised surrogates of
Mother Ireland, in Mothers and Songhe mothers are foremost
represented through their disembodied duality as haunting
presence/absence: a function with which the sont mas only cope
with, but eventually overcome, in his own tortuopsychological
development. When privileging the unconscious unaeents that exist
between mother and son, both their representatimh fanction in
Toibin’s fiction may be convincingly interpretedthin the framework
of the psychoanalytic tradition, vis-a-vis mourneagd melancholia.

Approaching Mourning in Mothers and Sons

In Toibin’s fiction parental relationships are oftepresented in terms of
the psychological dissension that exists betweenhenoand child:
fissures, which frequently structure the protagshisternal motivation,
culminating in, and helping force them into, monsenf subtle self-
realisation. Mother and child relationships, asrabgerised above, are
clearly privileged thematically in Tdéibin'dhe South(1992a) The
Heather Blazing1992b),The Story of the Nigl{fL996), The Blackwater
Lightship (1999), and Mothers and Son$2006). In addition, Téibin
makes candid reference to his ongoing engagemehtthis particular
theme, both in the entitling of numerous literargrks?® as well as his
own admission “that the mothers and sons are tlafirahe time”
(Wiesenfarth 2009: 9). It is therefore surprisihgttwithin the literary
criticism available, very little focuses on the @ifar importance of

% Note the thematically related titles of Téibinishtished work: “New Ways of
Killing Your Father” (1993), Mothers and Sons (2008he Empty Family
(2011), New Ways to Kill Your Mother (2012a), antieT Testament of Mary
(2012b).
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parental relationships in Téibin’s work, or wherddes, it projects their
meaning into the socio-political realm of Irish toisography,
nationalism, or gender roles.

In one of the more focused essays on the repreégentand function
of mothers in Téibin’s fiction, Kathleen CostellodB/an examines the
“continual dialogue with the figure of the lost rhet” (109), and
attempts to explain how this dialogue places withitarger pattern in
To6ibin’s fiction. Importantly, inThe Heather BlazingZostello-Sullivan
does identify“Eamon’s painful and repressed childhood” (Costello
Sullivan: 2009: 109), as well as the fact “thatejthmother is not
consistently posited as a lack, but rather as aaina but concealed
presence troubling the visible narrative of Eamorife” (112).
Ultimately however, Costello-Sullivan maintainsttiiae function of the
mother should be viewed primarily as a metaphotHersocio-historical
exclusion of women in Ireland, and concludes bfirggahat:

Téibin specifically engages with the figure of thest mother to challenge
representations of Irish history that exclude hdla foremothers—the women from
past and present generations who have contribatdtbtexperiences and shaping of
the nation. (122)

In a separate reading and interpretation of theessmtation of
mothers in Tadibin’s fiction, John McCourt emphasiskee antagonistic
aspects between the mother and son, and theiridogdiv need to
“[maintain] an independent personal space in whichlive and to
develop” (McCourt 2008: 154). McCourt’s further gegtion, that “[tlhe
son’s achievement of personal affirmation seemaydwio come at the
cost of sacrifice of the mother,” particularly reates with the argument
of this essay, specifically in how it will be showthat the son’s
normative psychological maturation is contingenbmupghe necessary
repudiation of the mother. Indeed, McCourt doesla®pthe various
dimensions of power and contestations of spacedsgtunother and son,
and provides a convincing conclusion when statirad; t

The book’s final lines underline the need to moegdnd the mother figure and to
overcome the huge maternal inheritance a son is lmdo—to render the mother
part of the son’s emotional past, to render herus@’ to him in the present. (165)
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Yet, although McCourt alludes to the psychologidahension, it is
again left at the margins of the argument, remainimexamined or
transposed by any meaningful application or thézakframework.

Anne Fogarty’'s essay, “After Oedipus? Mothers amasSin the
Fiction of Colm Téibin,” is, as the title suggesteie of the few essays
on Ta6ibin that does, at least in part, acknowlgagyehoanalytic theory.
Fogarty firstly identifies the primacy of “troubladterrelations between
mothers and sons” in Toibin’s writing (Fogarty 200867), then
continues to investigate the “space of the mataandlthe voided” (168),
and the ways in which the “[u]nvoiced intimacy witie mother shades
into a desolate insight into absence, loss anditii@homable nature of
individual existence” (170). Fogarty concludes leesay by analysing
Toibin’s “articulated erotics of loss” (171), whildtimately rejecting the
guintessential paradigm of Freudian theory by mtati‘Téibin’s plots
insistently expose the failing of the Oedipus ca®rptven as they cleave
to narratives of family life” (174). Fogarty’s asSen that Toibin's
fiction needs to be interpreted beyond the limithogpe of the Oedipus
complex, particularly resonates when juxtaposech wibibin's own
reflection on the fiction itMothers and Sons

There are times when you feel that Foucault, netiéris the presiding spirit [. . .].

The search for power and space is dramatised bettheetwo and | wanted to ‘de-

Freudianise’ the relationship between mothers am$-s-the son is created by the
mother but now he wants to wrestle power from e she tries to keep it, and so
on. (gtd in McDowell 2006)

Compounding Fogarty’s critical assessment with g own
admission, it does become increasingly appropriateeschew the
Freudian theoretical framework of the Oedipus caxpHowever, this
current essay argues that it is not Foucault kheraFreud who remains
as “the presiding spirit” oMothers and Sonsand specifically with the
later elaboration of Freud’s theory by Julia Kngte Although Toibin
may have consciously attempted to “de-Freudiartise’stories collected
in Mothers and Sonst will be argued that his fiction reveals thhistis
not so muchde-Freudingas it isde-Oedipusing

In its attempt to evade the overarching Freudiamiation of the
Oedipus complex, Tdéibin'Mothers and Son@versely resonates with
an equally sophisticated Freudian theoretical fraork: mourning and
melancholia. The processes of mourning are comsigtgresent in
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Mothers and Sonslbeit in varying degrees of intricacy and poteicy
each story. The sons then are represented notcetlgedesiring their
mother to the exclusion of the father, but ratimegrief, they view their
mother symbolically as an object of loss, whichvesrto impede and
threaten the tenuous but imperative autonomy af #go. Mothers and
Sonsfrequently represents both the mother and son &girex in a
relationship hinged upon repressed friction: fantthat foremost may be
understood as atavistic engagements with the payethytic imaginary
of the unconscious.

Freud’'s essay “On Mourning and Melancholia” begingth
specifying that processes of mourning are indugeth® “loss of a loved
person,” or “some abstraction which has taken theepof one, such as
one’s country, liberty, [or] an ideal” (Freud 20@43). Furthermore, the
psychological states of mourning and melancholia@anione another in
that they are signified by “profoundly painful defien, cessation of
interest in the outside world, loss of the capatutiove, inhibition of all
activity, and a lowering of the self-regarding fegé to a degree that
finds utterance in self-reproaches and self-reyilin244). Most
importantly however, relying heavily on earlier t¢etical work on
narcissism, Freud posits that in the process ofrniog the ego has
narcissistically identified with, and been capitathby, the lost object.

In her own study on depression and melancholiaBiack Sun
(1989), Julia Kristeva simultaneously advances desewnotions of
mourning and melancholy while also reconceptualisoertain key
dynamics. For Kristeva, the ultimate lost objecthie mother/breast that
is first incepted during the pre-symbolic separatad the infant-child
dyad. Aligned with Freud’s theorisation of the nsststic identification
with the lost object, for Kristeva, “matricide [lmoes] our vital
necessity” (Kristeva 1989: 27), with the alternatheing the “putting to
death the self” (28). In addition to her articutatithat the mourning of
the pre-symbolic mother elides in all mourning, dt&va also proposes
that all mourning encompasses the mourning of asedelf. Ineffable,
this lost-self, according to Kristeva, is locatedthe semiotic realm, an
unsymbolised “Thing” to be approached only throtigielody, rhythm,
[and] semantic polyvalency” (14). Téibin's fictiqmarticularly echoes
this notion, specifically in how it frequently “[sds] parallel worlds that
may or may not be of the same essence” (Hagan 33)2by employing
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sentences during key climactic moments that agtifadter possibilities
of semantic multifariousness.

Representations of Mourning the Mother

The opening story iMothers and Sons,The Use of Reason,” revolves
around an unnamed professional thief who recemtle syarious pieces
of renowned artwork, including a treasured Rembrgoainting: A
Portrait of an Old WomanThroughout the story, the protagonist strives
primarily to be rid of the paintings, while also me&uvring between
personal dilemmas relating to his alcoholic motlaerd previously
murdered younger brother. The story begins, sicguifily, with the lone
man surveying the “wide waste ground” of Dublin i@ 2006: 3).
Developing this imagistic scene through repetitioh the word
“empty"—a word repeated no less than nine occasionshe first
paragraph—Taibin hints toward the fulcrum of théemion as a whole.
As Pico lyer notes: “the word ‘emptiness’ tolls lihounting force as it
recurs throughout the story [. . .] [until] we feimething like epiphany
when it comes back with new resonance in the sebaifdof the final
piece” (lyer 2006). The entire collection is markedngulfed by
tonalities of silence and emptiness, which arguablyke emotive states
of mourning and loss.

In “The Use of Reason,” the rendered emptinesshef ghysical
environment mirrors the psychological interiority the protagonist.
Throughout the story it becomes increasingly evidesit the protagonist
is on the verge of being drawn into a melanchotates as revealed
through his admissions of feeling “love for no on@bdibin 2006: 24),
and that “he would be happy if everything were damkd empty [. . .] no
sound at all and no one living to make any soudd).(This repeated
desire for erasure and the emptying of signs, tlmansoning of pre-
symbolic existence, harkens Kristeva's notion af gemiotic and the
pre-objectal “Thing,” the part of the self thatsisnultaneously mourned
in all mourning.

The catalyst of the protagonist’s initial entrydnnhourning appears
to be associated with his murdered younger brotldty, but is
intrinsically tied to the presence of the mothemefv his brother was
alive “the only way he could see Billy was by segeimer” (40), and
although the protagonist “supposed that he didedty feel much about



Parental Relationships in Colm To6ibin’s Mothers &whs 131

Billy anymore” (24), at the story’s conclusion tbpposite is revealed to
be true. After learning that his mother had disgadaBilly during one of

her regular bouts at a pub, he declares, in oneimore memorable
pieces of dialogue in the story: “I will take actiagainst you if | hear
another word” (42). The imprecise meaning of thedvaction” elicits a

moment and need for interpretation. Clearly althodige protagonist
himself is unable to vocalise his own desire aneni a typical problem
vis-a-vis the unconscious and the nature of remesst increasingly

becomes evident that the “action” is in referenoe sbme violent

outcome, if not outright matricide, as supported thbg protagonist's
decisive fantasy of burning the paintings at tlusiclg of the story:

He would find a special place for them, the empf®ace [. . .]. He would stick to
the barren emptiness which lay south of Dublin.vtild bring fire-lighters, rather
than petrol so that he could burn each one slowetting the canvases shrivel up in
the flame, leaving Rembrandt’s sour old woman dast until it was a heap of ash.
It would make a vivid emptiness in the space wlighad once hung. (44)

The Rembrandt paintingy Portrait of an Old Womartherefore evolves
as the chief symbol in the story and is employed different
metaphorical levels. The protagonist, admitting Hhigability to
understand the worth of the painting, observesttiepicture “was done
in some dark colour,” with the woman “[appearing]though she needed
some cheering up” (8). In the protagonist’s uncanss; it is important
to note the way in which “the stolen painting and mother merge”
(McCourt 2008: 154), and by extension reveals @rbate of his own
inability to mourn. His need for erasure, and thening of the maternal
image from out of the symbolic order, equates witime-Marie Smith’s
observation that “in Kristeva’s model of melancholi‘energy is
displaced from the social code’ and meaning isteshifo ‘the semiotic
realm of sounds, colours, rhythms, tone and moiul&dt (gtd in
Blakeman 2006: 207). In addition, it evokes Kristsvnotion whereby
matricide serves as “the first step on the wayedooming autonomous”
(Kristeva 1989: 27), through the processes of ntu@anourning.

The mother thus represented, refuses to abide éytrdditional
framework set for the Irish mother, one which wobklve her provide
unconditional love for her miscreant sons, as ithimg were more
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excusable in an Ireland coming to terms with itsedf a natiod. In
parallel fashion, the protagonist elides the tradd#l representation of
the Irish son; for although offering his mother erstible immunity
against her neighbours’ rebukes, this overtureotsonly noncommittal,
but also infused by a murderous desire to be caelpleid of her, in a
likewise manner as the painting itself.

When viewed as a part of an organic whole, “The blsReason”
informs the stories that follow in both its repnetsgion of displacement
and undertones of matricide. In the second storthefcollection, “A
Song,” the protagonist Noel engages with a procdsst may
convincingly be understood through its resemblamfe mourning.
Activated by an unexpected meeting with his mothera bar, Noel
appears to relive the abandonment that occurrex yesalier, when she
absconded with a lover to pursue a music careEngland. Similarly to
“The Use of Reason,” the intricacies of the mothan-relationship are
shifted into the realm of the semiotic, althougis ttime through the
rhythm and sound of the mother’s song.

The song, a lament of unrequited love that evolu&s “a song of
treachery” (Téibin 2006: 53), serves as an impltestament of the
mother’s regret, while simultaneously repudiatinggeRs successful
mourning work as a child, and by extension, higgnation with the
“father, form, [and] schema” (Kristeva 1989: 32)hi§ is strongly
evinced through Noel's unexplained resolve to “gaol aee [his father]
when he got back to Dublin” (Téibin 2006: 50), aiden significantly
made only after immediately becoming cognisant tté tinexpected
presence of his mother. Following thereafter, Nomtomes transfixed
by his mother's song, with his sense of selfhoockdtened by the
sudden appearance of the mother, indicated in‘fiNatl] found that he
had come closer to her and stood alone betweegrbap and the bar,”
and yet, “he had not intended to shift from wheeestood” (53). This
unconscious drawing back into the fold of the mo#igns with the way
in which the lost object of mourning assimilatestioms of the ego into
itself, and necessitates the “killing off the trasfehe other in the self as
a means to reestablish psychic health” (Cleweld2@0).

* Early twentieth century Irish literature is reglenvith mothers excusing the
unethical and violent nature of the sons’ actiassially by privileging the sons’
expedience for the Irish Free State.
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In Téibinesque fashion, the story ends rather cimtiatically with
Noel hastily leaving the bar and “[waiting] in tdarkness for the others
to come” (Téibin 2006: 55). Yet, it is precisely ®gcaping direct
confrontation with his mother that Noel effectivelgefuses the
possibility of regressing back into the remotene$smourning her
absence. This simultaneously reaffirms his idesdtfon with the
phallic-symbolic “universe of signs and creatiofkriteva 1989: 23),
indicated by the foreshadowing of Noel and hisnitie departing the bar,
only to resume their night by playing music awagnirthe presence of
the mother. Being comprised as it is of generaihtdd at metaphysical
realities, “A Song” features a brief window intoethunconscious
interplay involved in the need to forsake the motireorder to maintain
normative autonomy of the ego.

Most clairvoyant in its representation of the mangnson, the story
“Three Friends” begins with the protagonist, Fergsiting alone at a
funeral parlor attending his mother’s corpse. Ttwysproceeds with
Fergus attending a beach rave, which culminategwio separate
homosexual encounters with his friend Mick. On gcpeanalytic level
the story resonates as it traces the unconsciaongefrvork of mourning.
The story may clearly be read as consisting ofetlstages: the first, an
introduction of the mourned object; the second,tbed to successfully
separate one’s ego from the lost object; and thid, tthe redirection of
libidinal energy from the lost object to a new aljef desire.

As Fergus sits alone with his mother's corpse at dhset of the
story, the scene promptly signals the metaphysiotdraction and
processes of mourning. Fergus first realises tisatother “was beyond
knowing” (Tdéibin 2006: 186), and as a result oktrealisation that “he
was going to cry” (186). Afterward, a mysteriousyamed figure enters
the scene, and although engaging in small talk lhmately remains
aloof from Fergus. After dialoguing about the stt¢he family and past
events pertaining to the funeral parlour, Fergusltbxagain on the fact
that “if someone were to whisper that this man baahe to take away
his mother’s spirit, it would not have seemed gjedr(188). Repeatedly,
the stranger is likened to Death, an anthropomsrphaf which Fergus
may clearly be understood to be interacting witid absorbed by, and
something that “had left its mark” (189), alludimg Fergus’s descent
into mourning.
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The second stage of mourning commences with Faegusning to
Dublin with a “gnawing guilt at [his mother’s] déaf. . .] as though he
were implicated in its cause” (191), coupled withimstinctive desire to
sleep. Fergus’s inability to cope, his self-idgatifion with the lost
maternal object, and the consequential blunting libido energy,
promises to overwhelm him if he fails to progresshie following stages
of mourning. This progression ultimately requirkeattall “memories and
expectations in which the libido is bound to thgeob [be] brought up
and hyper-cathected” (Freud 2001: 245), which i #tory takes form
in an invitation from Fergus’s friend Mick to attéra beach rave.
Although Fergus at first rejects the invitation, iamplicit signalling of
the narcissistic tendency in mourning to keep tds¢ dbject alive, at the
peril of the ego, Fergus does eventually conceddtémd the party.

In order to reach the secluded beach where the waNeoccur,
Fergus and his three friends must traverse unmiagtaand rarely
travelled roads. In a particularly acute analysis“Three Friends,”
Robinson Murphy maintains that this journey symislly serves to
explicate Fergus’s unconscious state, noting that:

The friends’ initial passage into the rave landscdemands a reading faithful to the
book’s stated focus [. . .]. The movement herenis of inverted birth, a return to the
womb-like cave, the entrance to which requires ratsback into the mother. One
notes the violent, unnatural trajectory; Mick, ttiéver, cannot navigate the lane
without stopping and exiting the vehicle to trableit progress. This is a seldom-
trod route, but for Fergus a route that must badtied to pass again into the world
of the living. (Murphy 2009: 488)

Murphy’s interpretation is further reinforced byetparty occurring in a
“sheltered cove” (Téibin 2006: 195), and the mussic'almost
imperceptible variants” (197), in addition to Festgusentiment of being
in a “cocoon of energy” that “could enclose him amkp him safe”
(198), all of which invoke the metaphorical aspexdtthe womb.

This subsequent stage of mourning precipitateengus the need to
reject the allure of further self-identificationtivithe mother. However,
as Freud notes, when the libido is withdrawn fronmost object it
“arouses understandable opposition [. . .] peopleenwillingly abandon
a libidinal position, not even, indeed, when a $tlte is already
beckoning him” (Freud 2001: 244). In “Three Friefideese substitutes
literally beckon Fergus in the form of his threeifids waiting for him in
the ocean, imploring him to come forward:
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This, he thought, as he wrapped his arms aroundobity to keep warm, and

allowed his teeth to chatter, was going to be aeal; but he could not return to the
strand and dress himself now; he would have torbeeband join the others, who
showed no sign of coming back to dry land as thegkbned him not to be a baby.
(Téibin 2006: 200)

Again, in his essay, Murphy outlines a similar sahioccurring in
“Three Friends,” the divide between the engulfingtimer and the
freedom made possible by joining his friends indbean. Yet, his essay
diverges from the psychoanalytic approach, bykatting this freedom to
the socio-political realm with “Fergus’s reclamatioof the non-
normative family” (Murphy 2009: 489). Murphy alsssaciates the
ocean with a re-appropriation of the baptismalsritd the Catholic
Church, which he suggests Toibin employs in oraerrdformulate
possibilities to “coexist in [a] space, renderedéeqr’™ (489).

Although Murphy argues for a progressing acceptarafe
homosexuality in a post-Catholic Ireland, primarilgy associating
baptismal rites with the emergence of a new noreaatbmestic sphere,
a psychoanalytic approach would suggest that ththola rite of
baptism may in itself exist as a metaphorical appation of the
amniotic fluid of the womb, an invocation of tharsetic existence that
occurs before the pre-symbolic stage of individsalon. Like Murphy,
this current essay argues that Fergus’s eventaaide to join his three
friends in the ocean is significant as it “signats ascent to selfhood, a
departure from [his] ‘baby’ status” (Murphy 2009:88). This
consequently also signals Fergus’s emergence heothird stage of
mourning, the stage in which mourning effectivehydsg, as signalled by
Fergus'’s successful homosexual advancement witfribisd Mick, and
its presumed consummation at the conclusion o$tibiegy .

Expounding on aspects that feature in the prewoeslamined
stories, “A Long Winter” concludeblothers and Sonby providing its
morbid closure for the collection as a whole. Set a sparse,
mountainous region in northern Spain, the storgimgularly removed
from Ireland, yet its common theme “throws a rgtextive shadow over
the rest of the stories” (McCourt 2008: 163), areledops into the
apogee of the collection. “A Long Winter” preseiisonce a site of
“intersection between affectivity and the familigFogarty 2008: 167),
resulting in a confluence of maternal loss, mougniand an eventual
restoration of autonomy and reconfiguration intoaaunity.
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The story revolves around a rural household compaden father,
mother, and two sons, the youngest of which is pitgndispatched for
obligatory military duty. Miquel, the eldest soremains on the farm
working with his father, while his mother tendstte domestic duties.
Again, silence and emptiness immediately becomenmamfixtures in
the story, depicted through the youngest son “feavan empty bed
behind” (Téibin 2006: 229), and the “the heavy rgile which had
gathered,” because of the family’s isolation frdme trest of the village
due to “the row about the water” (238). Againsstbiackdrop Miquel
gradually becomes cognisant of a “great sporadiiegsness” aroused
in his mother, one that evolves into her “inability settle” (229). The
framed setting is thus juxtaposed with the motheefusal to be
complacent within it, to abide by the isolatingesite, and ultimately
forced into becoming “like a strange, hungry anim@30), a direct
foreshadowing of the vultures engorging on the ass®f the dog at the
story’s end.

Only after Miquel witnesses his mother drinkingaabar, does he
realise that the reason for her uncharacteristicaieur is due to
alcoholism. Showing subtle awareness by secretihagledging that
she had “nothing except hostile neighbours andng lMinter” (234),
Miquel is ultimately represented by his inactiorspecially after his
father attempts to cure the mother by throwing atesy newly bought
wine. It is this moment that is the catalyst fag farther alienation of the
mother, spurring her decision to renounce her faraihd reject her
position in the home and to embark on a perilousney toward her
brother’s house in the nearby village.

The mother’s hasty departure from the home doomddnehe rest
of story to an ethereal frozen existence, a resiilthe blizzard that
occurs promptly thereafter. Consequently, “A Longni&r” hinges on
the loss and mourning of the maternal, with thet pdgsentially
unravelled by—and upon—the dead and decomposing lmddthe
mother. The death of the mother lends itself org@mto an “absent
space [. . .] in which crucial aspects of male tdgrare negotiated and
reconceived” (Fogarty 2008: 170), while first aliog for the
reconfiguration of the ego and desire. As well, and strikingly similar
vein as found in “Three Friends,” the mother's Heatreates the
possibility of personal fulfillment, obliquely sighed first by the
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blizzard itself, in its turning the dry barren wentfrom brown to its
natural fecundity of white.

The rest of the story follows likewise, chroniclindhe now
unhindered possibilities afforded to Miquel througils mother's death.
The most noticeable potential is for an all-malesence allowed to
replace the now voided maternal space. This isafiggh in Miquel
“[realising] that in all his life he had seldom seether men in this
kitchen [. . .] they were always somehow in thedslves” (T6ibin 2006:
257), which then is juxtaposed by the overcrowdofgmen in the
kitchen afterward, and more specifically with theival of two police
officers, the youngest of whom precipitates thst fatirrings of Miquel's
sexuality:

He took in the young policeman’s face in the shadbght of the kitchen, the full
redness of the lips, the square, hard stubborrofesis jaw and chin and then the
softness of his eyes, the eyelashes like a gifilee young policeman, in turn,
watched only Miquel's eyes, his gaze cold, expmssss, as though he were
sullenly blaming him for something. When Miquel keal down at the policeman’s
crotch, he too glanced down at himself and he lgriefniled, opening his lips,
before resuming his former expression, but morenis¢ now, almost feral, staking
out an object within his grasp. (260)

The kitchen, previously existing as an exclusivelgternal space, is
gradually eroded by a definitive queer space, dapab engendering
homoerotic desire. This process is ultimately comsated by the arrival
of Manolo, the young man hired by the father tdilfuthe mother’s
domestic duties.

Yet, it is precisely through the process of mougnihat Miquel is
enabled to channel his libidinal energy away fro dead mother, as
hinted at in various places throughout the texis Thay first be seen in
Miquel's flashback of playing hide-and-seek witts hinother during
childhood, and its influence on his present psyatichl state:

He did not know how it had started, but, with hethie room, he used to hide under
the table, or under the bed, or behind a chair, slmedthen would pretend that she
could not find him, and they would both let it conte until the moment before he
became scared [. . .]. As Miquel moved around thgsh now, he was acutely alert
to the shadowy places, becoming darker in thedhiflithe places where you could
hide and then appear, as though his mother migistarigusly arrive and position

herself where she could not be instantly found1)26
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The mother, fastened in mourning, is represented hs existing in
tenuous flux. Miquel's subconscious attempt to weccher from her
deadening absence is under threat by his simultsn@mconscious
desire to have her permanently displaced. Thidb$seed again in one
of the more significant scenes in the story, whendiquel needs to
provide an article of his mother’s clothing for tinecking dogs to scent:

Below this was some of her underwear which he tauklzld, and then, checking
that no one was behind him, he lifted to his nés=buried his face in the intimate
smell of her, which was clear despite the days ttaat passed since she had worn
this underwear. It carried a sharp hint of her ithtis cold room and, for a moment,
he imagined the dogs moving blindly through thedkmape, living only with this
smell, seeking its loving source under the snow dine undergrowth. (265)

Miquel's attempt to recover his mother, to recdnsti her presence and
be brought back into contact with the womb, is Emito that
experienced by Fergus in “Three Friends.” Equalignilar is the
prominence of water in both stories and how it gest toward the
restoration of autonomy and normative desire. Myratgues that in “A
Long Winter” the water symbolism chiefly materigés in how the
“overtly sexualized figure enabled by bath nighgnsils for Miquel an
awakening of desire,” which, “slowly usurps grief fhis dead mother”
(Murphy 2009: 493), a characteristic incepted bycegsful mourning.
Essentially, the dilemma that exists in Miquel'scansciousness is
defined by either holding onto the mother at theil pg drifting into
melancholia, or of allowing Manolo to fill her almee with the result of
unseating her permanently. This dilemma is patemigicated by
Miquel's fantasy of becoming his mother’s fathds imaginary meeting
with his mother upon the road, and having her ‘lmwmards him waiting
to be lifted, and he would kiss her and lift her tige girl who had been
lost” (Toibin 2006: 305), and eventually returnihgr to her parents’
house in the nearby village of Pallosa. Signifibanthis formulated
scene concludes with Miquel stumbling upon the implortant
realisation that “Manolo [being] there too, wearingapron, preparing a
hot drink [. . .] did not belong to the scene” (BOGliquel acknowledges
that his mother and Manolo cannot coexist in thmesaphere; the
mother must be repudiated in order for the latidye established.
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The precedent of matricide that precedes developneam
reintegration is induced twofold by the final scewemposed of the
injured vulture:

The vulture saw them, and all its sullen hatredtfam, its savage gaze, its fierce
panic, caught Miquel, as though it were directetiat and him only, as though his
secret spirit had been waiting all of its life &rch recognition. The dying bird was
beyond human in its grief and its injury, screeghstill in pain. Miquel did not
know why he began to edge towards it, but he quiéglnd that Manolo was
holding him from behind, preventing him moving fugt as his father lifted the gun
again. (310)

This scene close®others and Sonsand it is intricate both in its
brutality of the primal nature of metaphysical ¢sge, but also in its
insistence of being vague of what exactly is besagl. With specific
reference to the passage above, Edward Hagan thatesthe careful
reader must pause just to get the pronoun refeseigi®” (Hagan 2012:
31), not only creating a moment for an interprdyivapen landscape, but
also a suggestiveness into the inner-workings afudi's unconscious.
Applying accepted grammatical rules, the reader senond glance
realises it is, indeed, the vulture that retairesritie of the subject of the
sentence. This gains significance when considdnmg “the image of
the dying vulture and the carcass of an old doggmewith that of
Miguel’s mother” (McCourt 2008: 164), and moreoveow it invokes a
metaphorical representation of Miquel’s own egammimelled by the last
duress of mourning.

It becomes increasingly significant then, that st Manolo who
prevents Miquel from venturing toward the vulturedacarcass, and
likewise, that Miquel “leaned backward towards Miancseeking the
warmth of him” (T6ibin 2006: 310). This final scem¥okes the way in
which Miquel has proceeded through the stages ofirniog. In
channelling his libidinal energy away from the mag# object and into
his new homosexual relationship with Manolo, Migagives toward the
end of mourning, resolutely putting an end to tretemal object’s fatal
seduction: “half torn asunder now, and no use tgoae@’ (310).
Interpreted in this way, Toibin’'s own reflectioncalb the way that
Miguel and his mother “are almost sexually lockedbieach other”
(Wiesenfarth 2009: 9), helps reveal that the fuofiint and
consummation of Miquel's homosexual desire depanu the death
and repudiation of the mother’s presence.
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Ultimately then the representation of the motheat her death in “A
Long Winter,” must be interpreted by its employmentthe son’s
unconsciousness, with each informing the othehéir tdistinct function.
This does not exclude an interpretation whereimtbéher's alcoholism,
and her fleeing from the household, may be condtagan attempt to
abscond her traditional role of mother—transfixedshe were in a life of
silent and stagnating isolation. Rather, the ingplan is that this
particular story privileges the representationhaf $on’s mourning, at the
sheer expense of the mother's emancipation. As hwllseen, the last
story to be examined sharply contrasts with thecquing stories, in
providing an antithetical representation which mthadess features both
the mother and the unequivocal nature of the malaiccson.

Composed more like a sketched scenario than a ntiomally
plotted short story, “A Journey” is worth commengtiron in its
illustration of a more definitive melancholic stadé@ “impoverishment of
[the] ego on a grand scale” (Freud 2001: 246), al as its notably
contrasting representation of the mother agairesptiesiding inhibitions
and silences of the melancholic son. The story isth®f a mother
returning home with her son David, after retrievimgh from a mental
health institution, where he was committed ostdpsimn account of
severe depression. According to the mother, Day#lffers] from
silence” (Toibin 2006: 174), and that it was “sohnieg David would not
give up, a special dark gift he had been offerd@7j. In each scene, the
story exudes the melancholic state, beginning witle opening
paragraph, composed of a flashback of David asild displaying his
morbid curiosity about death: “Mammy, how do pemmlie?” (173).
This scene synthesises into the chief imagery latethe story with
David’'s determined, but silent, chain-smoking iae tharkening back seat
of the car.

Yet, for the mother, what waits at home is not i@ but rather a
compounding of the situation, existing in the fasfran invalid husband
and his waning interest in the world, as evincedhsy fact that “even
when she read the newspaper to him, Seamus dideson interested”
(176). David's psychological state is thus mirroiedthe husband’s
physical paralysis, leaving the mother/wife in istisand culminating in
her realisation that “she would have to mustereweince of selfishness
she had” (181). Composed as it is as vignetteief,ghe story is unique
in both its direct engagement with the mourning areancholic son, as
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well as its negotiation with—and reversal of—tramtial Irish
representations of the mother figure. Imperativéhgnmother’s need for
individualisation, as expressed in her concludiegistance against the
entrapment and paralysis of both husband and s@hifiTempowers the
mother from the mourning or melancholic psyche, epgally
disentangling her from her role as an object of:ltise primordial effigy
that men unconsciously mourn for but never obtainerms of the father
and son, the mother’s resistance functions thema &orm of power
which constrains them [. . .] and leaves her intmdh(McCourt 2008:
162), thus ultimately inverting the traditional siii domestic roles.
Although many stories inMothers and Songlo focus on mother
protagonists that defy the patriarchal structumegosed upon them, “A
Journey” is significant with both its treatmenttbe mourning somand
the mother's escape from being solely represensedraunconscious
attribute of his stunted psychological development.

Conclusion

In response to the repercussions of historicaltyesmehed and inflexible
notions concerning the Irish state, nation and gniiéibin asserts that
“ambiguity is what is needed in Ireland now [. .wprds ambiguous
enough to make [the Irish] feel at home” (T6ibir9296). Mothers and
Sonsmay be framed and viewed ultimately as a litegangduction that
helps to expedite and facilitate that aiothers and Sonsegotiates
with traditional representations of the Irish mathad son, but refuses to
reduce the relationship to modern utopias of alsodumancipation. In
contrast, Taibin’s fiction plants itself in the bwlent terrain of the
unconscious, functioning primarily as elaboratiow$ mourning,
repression and desire: the primordial basis thastitoites the mother and
son relationship.

This paper has argued for a psychoanalytic inteapom of the
representation of both mother and son, as theyémrity are evinced in
Toibin’s fiction. Subsuming Freud’s own theoriesloss, specifically in
his understanding of the way in which the subjestals a deep-seated
hatred toward the lost object, Kristeva reconfigutikee framework of
mourning, and reemphasises that all loss punctubteschism of the
pre-Oedipal separation between child and motheatvwghmourned is the
lost object, as understood as existing as the @mram@mory of the
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separation from the pre-symbolic mother. Téibinéidn thus presents
the son as existing in a state of mourning, with fifial relationship
represented in unconscious metaphorical termsttendeath or absence
of the mother required, prior to securing him ittie symbolic order: the
world of symbols, creation, and more often than, neé¢xuality.
Melancholia, rather than existing at centre stageains in the margins
of Téibin’s Mothers and Sons fatal attraction that the mourning son is
encumbered with, by his desire to preserve his erpthut which he
often eventually resists.

Mourning, when realised in the full extent of itsosgible
permutations, is the leitmotif which informs thersts in Mothers and
Sons.As such, it helps define one of the many modesdarettions of
Taoibin’s fiction, by privileging the unsaid and wmscious undercurrents
that force characters into climactic moments oftlsugelf-awareness. In
varying degrees, the sonsMvthers and Sonmust approach the work
of mourning and successfully advance through stadegrief, in an
attempt to prevent the fragmentation of their eqgrd to reclaim a state
of tenuous sovereignty over its vacillating autogoin proportion to the
needs of the sons, the mothers often counteraenswure their own
survival from existing solely as a “death-bearingatennal image”
(Kristeva 1989: 29), as particularly witnessed & Journey” and to a
lesser degree, “A Long Winter.” Téibin’s fiction uf engages with
psychoanalytic processes of mourning, and existsmasaphorical
illustrations of grief, whereby following the stagef mourningMothers
and Sonssteers a path for its protagonists that is pavedartd
possibilities of restoration and renewal.
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The Indeterminacy of Identity in Tom Murphy?s
Whistle in the Dark

Michelle Carroll, Dalarna University, Sweden

Abstract

This article sets out to explore the implicatiorfspostcolonialism for Irish identity
politics, through Tom Murphy’A Whistle in the DarkThrough the characters of this
play, who struggle to define a coherent nationehtily for themselves in the industrial
city of Coventry, Murphy depicts the reality of modéreland by locating the play in the
pathology of the alienated individual who contraslithe hegemony of Catholic
bourgeois nationalist Ireland. By contextualising tminal aspects of Whistle in the
Dark, the primary aim of the article is to focus onstheontradictions and the resulting
indeterminate identity that lies at the borderlimafs Irish culture. This analysis is
informed by Homi Bhabha's concepts of hybridity amdmicry in relation to the
dynamics of colonialism. Through the sense of failthat permeates the play, and the
desire to escape the confinements of constructedtityl categories, which restrict and
trap the characters within ascribed identitids,Whistle in the Darkexplores the
boundaries between essentialising narratives g identity, and a non-dialectical space.
The nature of identity is further complicated by Bha's hybrid voices and
performances that allow for an indeterminate pltyabf identities to exist in these
liminal spaces where they are forced to make thein private myths fuse with the
contemporary public identity they must inhabit.

Key words: indeterminacy, identity, postcolonialishybridity, mimicry, ambivalence,
agency, mythology, performativity, interpellation

I

A Whistle in the Darkwas published by Tom Murphy in 1961 in the
immediate aftermath of T. K. Whitaker's 1958 Pragnae for Economic
Expansiort. This programme was to explode questions of Iriniity,
translating economic reform into cultural reform psesenting serious
cultural and socioeconomic changes to a countryGlwlup to then, had
experienced nationalism as the great binding fattt&t united all
discourses. Consequently, the nationalist ideolofjya single unified
society was exposed by the alienation felt by mianlyish society as it

1 T. K. Whitaker was Secretary to the DepartmenEivlance and is credited
with introducing a national recovery plan in thenfoof his Programme for
Economic Expansion.

Carroll, Michelle. 2014. “The Indeterminacy of Idigy in Tom
Murphy's A Whistle in the Dark Nordic Journal of English Studies
13(2):145-167.
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transformed from being a “beleaguered colony twstgplonial nation
state” (Paul Murphy 2001: 224). This transformatioh nationalist
ideology into something questionable called intingdreland’s fixity,
unity, and homogeneity, replacing it with disruptiodisunity and
discontinuity.

The disruption and alienation caused by such sooi@mic changes
is central to the work of Tom Murphy. Through thetamed Carney
brothers ofA Whistle in the Darkwho, having come from rural Mayo,
struggle to define themselves in the industrigl oit Coventry, Murphy
focuses on the dignity of the human being, whosscels, identity and
dignity have been taken away from them throughrtkeetrapment in
impossible spaces (O'Toole 1994: 57). Through thes@racters, who
have no power and no voice, Murphy's drama raiskssarts of
uncomfortable questions to which there are fewarify, satisfactory
answers. His theatre is one that consists of potdrgences that
frequently interrupt, demanding our attention ipatrayal of the bitter
economic facts of poverty, emigration and politickdology, through the
intimate actions and thoughts of his charactergldbeKiberd describes
Murphy as, “the most subtle chronicler of the emigeoisification of
rural Ireland” (Kiberd 1996: 612), who locates hisama in the
“pathology of the alienated individual” (584). Mimygs work has been
described by Colm Taéibin as “raw, visceral, and gdilate,” containing
images of “pure violence and hatred, and peopleo]wieally don't
belong” (Toibin 2012a: 5).

Murphy is not a political dramatist, yet he managespaint a
dialectic of Ireland’s past and present by contitadly the hegemony of
Catholic bourgeois nationalist history with the negsed discourses of
subordination. He attempts to move Irish theatrgobd essentialist
identity politics that define both nation and nagbsm. He doe this by
engaging with characters trapped in a space justapdetween the
optimism of the 1960s, and the despair felt by magough the
experience of limited opportunities. The timingfoiWhistle in the Dark
the text central to this article, is thus importamtthat it is set in the
aftermath of what Toibin describes as “an era afe puope, or pure
illusion” (TGibin 2012a: 37). Despite being writtemore than fifty years
ago, A Whistle in the Darlhas re-emerged onto Ireland’s stage with a
renewed dramatic force, in the aftermath of anotime of pure hope
and pure (dis)illusion—The Celtic Tiger. The quesf raised by
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Murphy in the historical moment of the 1960s areeoagain as relevant
now as they were then.

Murphy's work marks a precedent in his attempt égotiate the
limits of a tradition in which his characters dot mauly belong. Téibin
refers to Murphy’'s emigration plays as represeveatiof the
uncomfortable truth of dispossession, whereby alevictass of people
were dispossessed as Ireland gained its freedoini(rO87: 29). Thus,
the play can be said to represent a social critafude Irish State. The
characters of Murphy’'s drama embody the alienafielh by those
trapped by the oppression of Ireland’s economiditipal, social and
religious reality. Murphy mixes disillusion with alme and self-hatred,
where the experience of real dispossession becoangslace of
metaphysical loss, and where characters are acatgbre of their
position in society.

The social critique that emerges in the play cornem the felt
contradictions of the postcolonial state that defiMurphy’s drama, and
which is central to postcolonialism in Irish litemee. His work raises the
larger question of what studies of identity meanteirms of postcolonial
discourse. While postcolonialism is a theory graahih the historicity
and teleology of imperialism, colonialism and itkeemath, it has
become productive to move beyond such narrow defid of
nationalism or authenticity to disciplines of treoimation, otherness,
ideology, gender, class and subaltern studies.€elmerpretations give
rise to what may be described as borderland igestitdies, where the
subject is identified through new configurationidéntities, rather than a
single “postcolonial identity? In light of these mutable discourses, the
study of the formation of identity has thereforeoyen elusive. It is
therefore reasonable to explore specifically whatunderstood by
postcolonial identity politics, with particular e¥Ence toA Whistle in the
Dark, and the sense of betrayal felt by its excludedradtars who

2 For a further discussion on this see Lloyd’s “Reljey Ireland in a
Postcolonial Frame” which argues for an extensimaration of the “notion of
multiplicity” as opposed to homogenous postcolotfiglories (Lloyd 2001: 14).
Similarly, McClintock tries to move postcolonialetbry from a simple binary
which “marks history as a series of stages alongepwochal road from ‘the
precolonial’ to ‘the colonial’ to the ‘postcolonialbringing with it the

implication that colonialism is now a matter of thast” (McClintock 1998:
1186).



148Michelle Carroll

represent contested categories in what is now an afgmultiple
belongings

This dilemma of borderline existence and its resilteffect on
identity formation is what Homi Bhabha refers tothe post-colonial
“interstices” (Bhabhd994: 11). These are the liminal spaces that exist
terms of the construction of identity through terofishegotiation, rather
than a negation of oppositional and antagonisgémehts (Bhabh&994:
22). Bhabha argues that this liminal space emdrgesthe hybridity of
postcolonial cultures, but he moves the argumepoite the simplistic
notion of nationalist movements into one of culturanslation. Thus,
the struggles of violence and languageiiWwhistle in the Darlcan be
considered not simply about nationalist struggié,rather a struggle for
identity. What emerges fro Whistle in the Darln the archaeology of
its purgatorial spaces, therefore, is the impoktyibof determining
identity. The primary aim of this study is to focas those aspects of
indeterminate identity that lie at the borderlings Irish culture, as
demonstrated in Murphy’& Whistle in the Darkand attempt to explore
how these can be examined in light of a postcolgudtics of identity,
as subordinated by the Irish State.

This study is underpinned by the theoretical framswprovided by
Homi K. Bhabha, particularly his concepts of hyligicand mimicry, in
relation to the dynamics of colonialism. Bhabheaematits to direct the
reader’s attention away from antagonistic essesitiaentities to what
he terms the “borderlines of the nation-space,” an effort to
acknowledge what happens in-between cultures (BEh2884:147). He
explores this border or threshold through the lahiemphasising that it
is this “third-space” (Bhabh&994:218) which is central to the creation
of new cultural meaning, situated as it is betwessentialist forms or
identities.

Il

In The Location of CultureBhabha creates a series of concepts which
include hybridity and mimicry. These serve to umdi@e simple
polarities of identities of self and other, refagiinstead to the mixed
nature or even “impurity,” “foreignness,” or “mixeess” of cultures in
time (Bhabhal994: 68). Recent colonial writing has sought, through
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theorists like Bhabha, to move “post-Oth&irito what can be described
as the “third-space,” where stereotypes no longpresent fixed forms
of representation based on binary nationalist diss (Bhabhal994:
75). Instead, Bhabha is interested in showing holjestive identities,
as acts of translation, carry over from one placanother.

One of the crucial questions for Bhabha is the tpmeof cultural
difference, not in terms of essentialising or hoewiging a culture or
group simply because of shared traits, traditionstereotyping. He is
concerned instead with cultural difference as aeplaf hybridity, where
constructed identity is “neither one thing nor tither” (Bhabhal994:
25), and which alienates the forms of our recognitiBhabha asserts
that cultural groups, in terms of the politics dfefence, are not centred
on the margins, nor are they the “excluded terrthatcentre” (Bhabha
2000: 312). Rather, cultural location is always,Bhabha’s view, an
articulation of various intersecting and often estihg positions that
must be negotiated and translated in space and (Bd&). This
interstitial location occupied by the diaspora, théonised, the culturally
dislocated, and the subjects that do not fit neailp conventional
homogenous national and racial typologies, is whayeceptions of
hybridity emerge.

What follows then, according to Bhabha, are the iaatént effects
of hybridity and mimicry in terms of the subject ovis “almost the same
but not quite” (Bhabha994: 25), so that an alteration of identity occurs
Bhabha has coined the term “hybridity” to charastethis ambivalent
process within which hybridisation becomes thatcepavhere one
negotiates “the structure of iteration which infgrthe determination of
identity,” between agonistic elements (Bhal@94: 26). In this way,
identity is translated through strategies of appatipn, revision and
iteration, producing possibilities for those whe dess advantaged and

3 For an interesting discussion on otherness, Dirigtiges the question of how it
is possible to conceptualise contemporary idemtithout resorting to the same
old stereotypes that have become so ingrainedfénemeces to formerly othered
peoples. She asserts that colonial otherness aidyitontains and disavows an
alterity that cannot be articulated along the disime principles of the dominant
discourse. To bring about the deconstruction of Hiterity, defined as it is
through dominant discourses, Drichel suggests agagament with the
deconstruction of otherness in order to avoid rgllinto an essentialist trap
(Drichel 2008: 590).
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have traditionally had identity conscripted foriheBhabha argues that
cultural difference is a re-articulation of subjeity that is transformed
by the partial desire of hybridity into a “grotesgmimicry” (Bhabha
1994: 75). This does not “merely ‘rupture’ the distse” (Bhabhd 994:
86), but ruptures forms of recognition. Consequentiybridity and
mimicry translate the whole notion of identity, eaating it from
narcissistic identifications that are no longerlatitically articulated
through an “arrested, fixated form of essence” (Btal1994:75). For
Bhabha, nations and cultures are “narrative coastms that arise from
the hybrid interaction of contending national anttuwral constituencies”
(Bhabhal994: 2), where identity is negotiated.

Through the dual concepts of hybridity and mimid@jabha tries to
move his theory beyond the understanding and usieecftereotype, and
the notion of fixity, in terms of representationh@hal994: 75). For
othernessnot to be reduced to a stereotype, based on esdsgritleas,
another form of representation needs to be assubwchel describes
this as a “partial assumption of a stereotype” ¢bei 2008: 588), where
the other carbe andnot bethe stereotype. This “menace of mimicry”
(Heininge 2009: 34-35) of the coloniser and coledjs mutually
performing an inaccurate version of themselveshtodther, lies in its
misrepresentation, which is then taken for truthec&use of its
enunciation, repetition and misinterpretation, tp&stial representation
allows for a re-articulation of the whole notion id&ntity, and thereby
alienates it from its essence through a splittihghe subject. Bhabha
thus introduces the existence of the “third spa@iabhal994: 49),
where hybrid identity is enunciated and signifiethd where this
misrepresented mimetic stereotype can be recognideal third space
allows for a negotiation of difference between ‘ga@ations without
acceding to their foundational claims,” and whidherefore “both
challenges the boundaries of discourse and sulbtynges its terms”
(Bhabha 1994: 119). Consequently, this “interstitial peitpe”
(Bhabhal994: 3) takes the place of what Bhabha calls, fiblarity of a
prefigurative self-generating nation” (Bhabh@94:148). This disrupts
the “signification of the people as homogenous” dBia 1994: 148),
and thereby escapes any self-referential echo @tpier a postcolonial
analysis that is not weighed down by essentiaéistatives.

Extending his argument, Bhabha holds that hybridigy not
experienced solely as a physical removal from pldng also as a
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temporal space that allows for otherness to be memin light of a
temporality that disrupts the terms of stereotylpazdtural oppositions.
By looking at identity in terms of temporality, iittroduces a liminality
that is encapsulated in a succession of histonwahents: between the
shadows of a self-generated past, which is noretptabsent, and a
tentative present, which is not as yet properlyingef, but which
displaces the historical present. Hybridity thustdes the potential to
guestion identity in terms of a contemporary cuttirat is situated in the
past certainties of a nationalist pedagogy. Indigldidentity is thus
bestowed by tradition as a partial form of identfion, but rearticulated
through contemporary temporality, which is subjegif inscribed.
Bhabha argues that this “agonistic state of hytyidiof being in the
middle of difference, takes us beyond the multimalt politics of mutual
recognition (Bhabhd997: 438). In some respects, this agonistic state
exists because the once-colonised subject simaltesheoccupies a past
space in which there is a time-lag where postcalomielatedness
disturbs signified, subjective identity, and artitas the heterogeneity of
the nation (Bhabh&994: 148). What the hybrid space does, therefsre,
gives rise to a central “introjective movement akiaus identification”
(Bhabhal997:442), where culture and identity are thus a resuthe
events of history, in all their indeterminacy.

1]

A Whistle in the Darlhas been understood by many as an engagement
with Ireland’s colonial past, through its represgion of the experience

of emigration to England, the former colonial powehich displays the
stage lIrish figure in a heightened form of bruyalitnd drunkenness
(Heininge 2009: 2). Contrary to this, however, Qjlo claims thatA
Whistle in the Darkrepresents more than just an emigrant drama in its
portrayal of complex identity politics. O'Toole deibes Irish emigration

as a “demographic, economic and statistical fdmif’also as “a way of
seeing, and of being in, the world” (O'Toole 2038). He further argues
that a culture shaped by centuries of mass emigratind colonialism is
one in which realism is impossible, and where riaea are
mythologised (O'Toole 2012:30). This (im)possilyilidf realism is also
identified by Richard Kearney, who suggests thathwlpgising master
narratives can lead to both perversions and utpgiach that they can



152Michelle Carroll

both incarcerate and emancipate the way subjedimetity is formed

(Kearney 1984: 23). This raises the question oftlagreit is possible to
represent a single, fixed reality of postcolonigdH identity on the stage.
O'Toole suggests that this is not possible, thatfaot, reality is

constructed in such a way that identity becomeswgle that is both
unfixed and uncertain, because of its shifting bdide existence, which
is set against constructed or essentialist idest{{D'Toole 2012: 30).

A Whistle in the Darkevolves around a social critique of these
myths and narratives that shows the growing ardijpdelt by the
Carneys, left behind by the postcolonial “New Ireld instigated by
Whitaker’'s reforms (Arrowsmith 2004: 318). In thdarly play, Murphy
compares the calcification of Irish identity as against the hollowness
of independent Ireland, where the old certaintfedass, race and nation
become contested categories, in what has beconsgearof multiple
belongings. He shows the intense frustration ofGhmeys, as they burn
with the memories of past humiliations. Throughsthéumiliations the
Carneys recognise that the language and identihemdic Ireland is not
theirs. This alienation, which they were taughtsahool through the
“certainties of a national pedagogy” (Bhabh@94: 142), from which
they were singled out for “special” treatment (Muy2001: 46), is made
apparent, and serves to show the hybridity of tigkeintity.

Through this hybridity, they not only sit on the rbder of
Irish/English culture, but are also juxtaposed ssrolass divisions and
the rural idealism of nationalist Ireland, whichntradicts the Carneys'’s
urban actuality. Bhabha makes the case that entggicdm not always
realise “how fully the shadow of the nation falls the condition of exile
(Bhabha 1994: 141). Murphy explores the psychological dfeof
moving from one culture to another, which can cleaegerything and
nothing at the same time, such that the “shadowh®fmation” (Bhabha
1994:141) remains as a psychological unease. TheeZdrothers are
still identified as the same “iron [men]” (Murphy@1: 165) they were
back in Mayo, only now with a wider and more dieersange of
antagonists to fixate upon (Harte 2012: 15). Evenchislel, the
protagonist who tries to assimilate and confornveesions of middle-
class, interpreted as Englishness by his familiaaisnted by the fact that
his desired identity makes him no less a “paddyEnglish eyes, or a
“tinker” in lrish eyes (Harte 2012: 15). Despite shiperceived
“successes,” Michael is still the victim of his leypmasculine clan that
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breeds in him a self-loathing, compounded by thansh and rage he
feels from his impotent desire to be other than Whds. There is a sense
of being trapped in a purgatorial world, among#&t tomplexities that
emerge from the entanglement of discourses thabdktcolonial nation
represents.

By writing in the aftermath of Whitaker's economieforms,
Murphy questions de Valera’'s nostalgic, essentiafision of Ireland,
through the representation of the harsh realitiethe Mayo “peasant
class,” forced to emigrate to industrial Coventnyd migrant act of
survival. The play exposes de Valera’'s essentiafisirian idyllic vision
of Ireland, by demythologising his representatiérihe West of Ireland
as “the last vestige of an essential Gaelic cult(iviurphy 2010: 219),
through the sardonic discourse and general brytalitthe Carneys.
Through these economic migrants, questions of igerdthering, and
agency emerge in the disconnect that occurs betevganticular kind of
postcolonial Ireland, in relation to the particitharof post-imperial
England (Arrowsmith 2004: 317).

The Carneys have ended up in Coventry becausecthwomy of
Mayo in the late 1950s is shown to have offeretelitMichael left
Ireland ten years prior to the 1961 setting of phey, and his brothers
have recently followed suit. His flight from his gtareflects the bid by
post-Whitaker Ireland to move towards capitalisdenmity: a modernity
that is seen to be anathema to the violence dpalitnin, symbolised by
Dada Carney and his sons. Instead of the tradltesrgimentality of the
agrarian peasant, the mark of success towardsl smbrancement and
upward mobility is signified by the acquisition @forofessional position,
such as the characters of Anthony Heneghan theiteathor John
Quinlan, the doctor (Murphy 2001: 28). Michael Gariwants Des, his
youngest brother, to be “something, respectablairfity 2001:18). He
wants to own his own home and be part of a “ciedisfamily. The
political utopianism of de Valera’s Ireland, refied in the play, is
shown in stark contrast with the failure of the mmmic utopianism of de
Valera’s nationalist protectionism (Arrowsmith 20@4.7).

This utopia is demythologised by Murphy, who sutgedrish
sentimentalism to a particularly strong critiquehene the myth of the
rural idyll has become, as Kearney argues, a paorethat has resulted
in a downright oppression (Kearney 1984: 23). Musdtlares “the
economy [is] destroyed since the demand for StidRa day badges
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fell” (Murphy 2001: 28). His vision of the Irish economy represents
everything that is opposite to the values of thé0E9 “opportunism,
meritocracy and cosmopolitanism” (O'Toole 1994: .6Pes suggests
contemporary Ireland offers little hope for theui@ and contrasts
Ireland’s postcolonial poverty, where he managegdb“a lousy few
quid” (Murphy 2001: 29 with the many opportunities he anticipates in
England, where there are no “slave-drivers,” or igtfgou don’t have to
lick no one’s shoes” (Murphy 2001: 30). Through insurgent act of
cultural translation, Harry inverts the traditiongdastoral image of
Ireland, subverting essentialist notions of idgntitn doing so, he
disturbs the dictates of nationalist nostalgia tiglo his use of the ass-
shoe as a knuckle duster, which he sardonicallgrideEs as a “souvenir
from Ireland” (Murphy 2001: 19). The conformity aodnstraint which
such Gaelic notions of identity represent are teded through the
rejection of these icons of nostalgic nationalisthis happens to the
extent that they become a space of transmutatiomerev partial
stereotypes are performed as (mis)represented stigfe figures,
through their brutality, violence and scornful sgeeatterns.

A Whistle in the Darks therefore not only an exploration of the
complex psychological effects of emigration, bugoabf the poverty of
the mind that has been instilled in Irish socidtgcause of a reductive
nationalism which shows how little has changed wlitn Carneys move
to Coventry. The Carney brothers, with the exceptibMichael, are the
same “iron men” in Coventry who now fixate uponaiternative range
of antagonists: “Blacks,” “Muslims” and “bloody Elighmen” (Murphy
2001: 11-12), all of whom come together to form erer growing
derelict population of exclusion and indeterminadgrry shrewdly sees
that social and racial hierarchies are shiftingadst imperial Britain, as a
result of immigration from England’s former colosj@nd acknowledges
that “if they weren’t here, like, our Irish bluedold would turn a shade
darker, wouldn't it?” (Murphy 2001: 11). He recoges their precarious
position, and is aware of the shame of being limskngland. However,
he also defensively asserts his Irishness throigance, and in order to
perform and protect the value of their identity aself-image the
Carneys have to fight the Mulryans, another Irigimcin order to shield
themselves from their true powerlessness. Thist fighnot merely a
result of antagonism, but also a response to timairginal status in
England. The new wave of immigration to Englandnfrber former
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colonies, which includes the Carneys, lacks a sehsmmmunity, and
therefore any sense of communal identity, existayy they do in
ghettoised forms of isolation. Through these newaliern groups,
instead of community, there exists rivalry as tlheytle to secure their
identity.

Michael, especially, merely wants to live a condofe life, and is
content with the basic improvements that come hag.wror the other
Carneys, particularly Dada, the existence of awstmeof people beneath
them provides them with an agency of empowermattatiows them to
feel a progression that was denied to them in M®gaala dismisses the
dubious roots of this assertion of agency. He thinénly of
“respectability when we’ve showed thenghd dreams of a shop with
“Michael G. Carney & Sons,” over the door (Murph§02: 39). They
haveto recognise him through these “triumphant” faikirBada’s desire
to build up an identity, in whatever form, can b@amined in relation to
Bhabha’s concern regarding the reconstruction atqmbonial identity.
Thus, through hybrid acts of translation poisedveen the competing
claims of seemingly homogenous wholes, it is dificco determine
one’s identity.

Typically, one of the ways in which the postcoldmation forms
identity is through the invention of an enemy. Umibé-co suggests that
“having an enemy is important not only to definertty but also to
provide an obstacle against which to measure [psg&tem of values [.
. .] to demonstrate worth” (Eco 2012: 2). Thus, witeere is no enemy,
an enemy has to be invented, or one risks losirgsoidentity. InA
Whistle in the DarkMichael represents the internal enemy, the person
who offers the remaining Carney tribe a sense bésion, and therefore
a stable sense of identity through their distamoenfhim. In an Irish
postcolonial world the English are no longer theepsible enemy; they
are now just “the bloody Englishmen, the lousy istghen” (Murphy
2001: 103). Where the English-man or the protesteas the traditional
enemy in Ireland, the enemy is now translated alothgr racial and
religious lines, for instance, the “niggers,” thadcks,” the “muslims”
(Murphy 2001: 100). The enemy also exists withigitlown ethnicity, in
the form of the “Mulryans” (Murphy 2001:09). However, the enemy is
very often not those who pose a direct threat. &attan representing a
real threat, highlighting the ways in which thesemies are different,
the difference itself becomes a symbol of whatheedtening in its
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ambivalence. Such an analysis is arguably used ighlight the
construction of colonial subjects as priori historical objects, and
therefore historical enemies or “others.”

However, as contact between people becomes mornglestirough
immigration and globalisation, a new form of “enérayises. This is the
person who remains outside, exhibiting his othesnlest also the person
within, who is a stranger, who behaves differeritike Michael, or who
speaks the language badly, as Harry does. Thisleaitypis exacerbated
by the diasporic nature of identity A Whistle in the Darkhrough the
setting of the play in Coventry, an industrial naigr city in England.
Coventry represents a hybrid space indicative afseh wandering
migrants who “will not be contained within thgeim of the national
culture and its unisonant discourse” (Bhabha 2Q0&).3These migrants
represent “the marks of a shifting boundary thinaltes the frontiers of
the modern nation” (Bhabha 2000 315) bringing imoestion the
continuity of community and tradition as reified bgtionalist narratives.

Murphy's characters, inarticulate in themselves ambdodds with
reified narratives, do however manage to articutaée™ death-in-life’ of
the idea of the ‘imagined community’ of the natiqgBhabha 2000 315).
A Whistle in the Darks not simply a portrayal of the stereotype of the
Irish immigrant in England. Through the vagaries Hiberno-Irish
speech patterns, Murphy displays an unflatteringtutbing image of
Ireland that goes beyond the “narcissistic myti&tigbhal994: 40) of
Irish cultural supremacy. Through the festeringraggion and subdued
ferocity, Murphy shows the Carneys’s endeavourgrterge from the
colonialist shadow, where they turn from subjugatedsubjugators,
through a form of mimicry, in an attempt to compaasfor their own
inferiority complexes. The violence in the play exps weaknesses in
national cohesion, by asserting difference and siipa to the ruling
norms. Murphy moves beyond a mere refutation ofctiienial shadow
to show how the past has so damaged his chardotehe extent that
their perversities can be explained in terms othelogical deficiencies
and social injustice (Griffin 1983: 17). Instead thfe “resplendent
national life” (Bhabha 2000: 315), in circulatidwaugh the pedagogical
narratives of the time, Murphy’s characters canseen to represent a
disjunctive discourse that attempts to redefinetucal identities.
Through the grotesque nature of the Carneys, teerpaeals itself in a
transmuted form of identity in the present, revaplia space where
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Catholic bourgeois nationalism is contradicted Wye trepressed
discourses of contemporary economic hierarchies fEfis a history of

poverty and its psychological consequences of ahmggical forgetting

of the truth about migration and dispossessiomutin assertions of
positive nationalist “reality.”

The setting of Coventry also raises questions ef rilationship
between théther, the Irish and what defines Irish identity, cornptied
by the diaspora. Heininge asks the question of “loterness can be
determined when Irishness evidently can't be?” (lihgje 2009: 4). In
addressing Michael as a “British Paddy” (Murphy 20Q05), Harry
considers whether those who no longer live in thientry are still Irish.
Does emigration necessarily mean a forfeiture dfonal identity for
those who want to “fit into a place” (Murphy 20015). Michael is
chasing a mythical utopia in Coventry, deferring ttay when he must
confront his essential homelessness and the imdietzey of his identity.
Paradoxically, moving to Coventry has allowed heamtove beyond an
Irish society deeply divided by class, to one whalidrish people are
seen as the same: “paddies” (Murphy 2001: 15).Itiikness, however,
becomes a badge of shame, such that he suffergdisiinsionment and
rage that no amount of introspection can salve.sdéch for a “way of
being” yields only “puppetry, mimicry and rhetori¢Harte 2012: 15).
Michael’'s anguished admission: “I want to get oluthes kind of life [. .
.J. I don’t want to be what | am (Murphy 2001: &&)centuates his desire
to fit in, even though he reluctantly recogniseatthe has more in
common with his feral brothers: “We're all Paddax the British boys
know it” (Murphy 2001: 15). Michael's anguish isdicative of the
disillusionment with the fading dream of progressl @conomic success
which fuelled Ireland’'s transformation from “belesged colony to
postcolonial nation state” (Murphy 2010: 224). Richael, there is no
utopia in Coventry. The economic hierarchies obo@l oppression are
as present in postcolonial Britain with its shift global capitalism.
Whether it is in England or Ireland, the psychatadjiviolence imposed
by the demands of capitalism are reflected in thgsigal violence that
punctuates the play.

This violence in the play represents a savage rhetapf the
breakdown of subjective identity, from the deepiymate to the broadly
social, in a way that allows for an understandifghe complexities of
determining postcolonial identity through acts @nslation. Savagery
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replaces discourse, and can be seen as a reveabitaxt that highlights
the unspoken interaction between characters, andhwiepresents a
signal point of identification. Through their penfeativity, the characters
resist discursive conceptualization, and therebintam a silence within
the interstices of argument (Lutterbie 1998: 4@8)this way, “silence”
is used to address the question of the subject, aluvs for a
representation of self through absolute abseAc®/histle in the Dark
represents this absence in the failure of the $tatards the Carneys, in
the shadow of economic and social change. They baea alienated
from an unyielding and uncompromising Irish sociatyich incarcerates
them within a “mythic utopia” (Kearney 1984: 23)oisequently, the
translation of identity falls under a fatal straifhe tensions produced
cohere in the tortured figure of Michael Carneyd aesult in a night of
violence that both problematises and reassertdagitles around agency
and identity (Merriman 1999: 312).

The violence depicted in the play emerges from atigha
representation centred around a perverted versfothe traditional
faction fight, once a common feature of fair daysl anarkets in rural
Ireland (O’'Dwyer 1987: 35). For Dada, success m fight against the
Mulryans will restore respect to the Carneys, ieirthiailed attempt at
gaining economic status and move them beyond tipellation they
been repeatedly given: “Tinkers! Carneys! Tinkersikers!” (Murphy
2001: 77). This will atone for the various humilets Dada has had to
suffer in life. He is humiliated by being offered¢aretaker’s job by those
he saw as equals “at the club” (Murphy 2001:. 28) has had to leave
his job in theGarda Siochanand is now supported by his wife who is
“on her knees scrubbing [. . .] floors” (Murphy 20002). In contrast,
Pookey Flanagan, the road-sweeper, has educatemvhigamily from
the “dirt of the roads” (Murphy 200%4), with the result that “one of his
sons became an engineer, and there was a girb#étaime a nun, and
another of them was at the university” (Murphy 20@4). For the
Carneys, their economic failure has resulted ingeation and dubious
“enterprises” (Murphy 200138) that involve prostitution, bribes, petty
theft, drinking and fighting. The small council lreuwhich Dada and his
five sons inhabit also contains their violence dnastration. Even
Michael, who tries to save his youngest brothermfra life of
stereotypicalOtheringand abjection, succumbs to violence, when in the
end he strikes Des after much provocation by Ddds results in a
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decisive alteration of identity that disrupts thernfis of recognition
existing within the Carneys, up to this point.

\%

A Whistle in the Darlexplores forms of recognition. It therefore brings
into question the binary that marks the moment wloetlective identity
defined by an essentialist narrative, once unteaalle and
unrepresentable, is disrupted and now presentechyiorid form.
Narratives that were previously silenced or inaittite are, in Murphy’s
play, articulated in a performative moment thaemts to translate
identity through a moment marked by excessive loytyri Bhabha
claims that hybridisation is a “discursive, enutmig, cultural,
subjective process” (Olson and Worsham 1998: 3¢dying to do with
struggle around authority and its revision. Thigaflected in Murphy,
who in his own analysis of his characters, claimgbrtrays “inarticulate
people” who “don’t belong” (Téibin 2012b: 6). Themse the “ferocious,
angry” (Téibin 2012b: 5) subjects 8f Whistle in the Darkwho endure
the bitterness, stagnation and futility of strugdds Griffin states: “the
Carneys fight the world and each other with a figyoborn of inner
emptiness, frustration, and bitterness” (Griffin83917). The real task
for the Carneys, thus, is to figure out how theyg, sbjects, are
constituted in and by mutable discourses, congtdues they are from
“the well-worn pedagogies and pedigrees of natiamaty” (Bhabha
1994: 167). Michael lacks the capacity to definmgelf, and is therefore
defined by others. Dada and his brothers know héngapable of
withstanding the pressures they exert upon himdesti in Dada’s
declaration that “You can talk a bit, but you caatt. Actions speak
louder than words. The man of words fails the mbaadion” (Murphy
2001: 34). For Dada, words reveal nothing; theldgae of identity can
only come from the deed itself.

However, as Hannah Arendt suggests, disclosureghrdeed alone
cannot form “the unique and distinct identity oé thgent” (Arendt 1998:
180), and she argues that action without a specifiotity attached to it
becomes meaningless. Thus, in what should be amcettive space, is
in fact the attempted emergence of the self in dopeative space,
where disclosure is through deed, and where thialeek not control its
performativity (Bhabha 2000: 98). This reflects Bha's ambivalent
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movement between the discourses of pedagogy angeHermative

(Bhabhal994:149). Bhabha raises the question of wherientbagency:

through moments of recitation and discourse or utjnoperformative

actions? The Carneys in a sense “perform” idendity create the self in
this borderline community of migrants. By failing €nunciate their
identity discursively, they therefore have to rédor violence in their
attempt at forming an identity.

Judith Butler, however, argues for agency throughgliage, by
invoking Althusser’s understanding of interpellati®he argues that one
is not simply fixed by a hame, rather a name, erenthat is demeaning,
gives the possibility for a particular social egiste. Consequently, this
produces an identity that can give rise to an ueetqul and enabling
response, by inaugurating agency in the subjectlgBa997: 2). This
allows the subject to use language to counter ffensive name, and
thereby allows the subaltern voice the opportutotyesist and interrupt
it. Michael Carney is tainted by the appellation amiwardice by his
family, and is determined to resist the labels thidters put on him,
whether it is “tinker,” “paddy,” “jewman” or “jibbe” It is only when
Michael neglects to “be” himself, fights his yousgdrother and Kkills
him that he finds the agency to remove this taimt define his identity
as ascribed by his family. Ironically, it is at ghpoint where he is
physically strongest that his self-identity waversrough the denial of
his self-professed identity that marks him as ‘i¢hand through an act
of abhorrent violence, he ultimately fails to detare the civilised
identity he aspires to construct.

Developing this point further, the characterginVhistle in the Dark
find themselves set-apart, perceived through thes eyf others, and
interpellated as “pig,” “tinker,” and “paddy.” Harris ambivalent
towards his culture but, at the same time, proceéedsonsolidate the
fixity of the stereotypical Irish man through higbent, drunken, tribal
ways, and thereby inaugurate his own agency. Taggellations, which
have to some degree created meaning and “fixed” ithentities through
their performative negations, however allow for emabling response,
giving the Carneys’s agency of a sort. Therefodeniity, “Tinker”
(Murphy 2001: 77), or “Paddy” (Murphy 2001: 15) ates a
supplementary space for the creation of the Carrsysiron-men”
(Murphy 2001: 165). In acting, even if through “m@uwiolence” (Arendt
1998: 179), the Carneys enable the revelation ofgmal identity. This
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moves them from their fixed place of otherness e of subjectivity
and agency that puts others in their places (Dri2f@8: 598). Dada’s
desire to “show them” is an attempt to valorise twhas once demeaned,
in order to create meaning, and with it the agetcylefine identity.
However, by filling the supplementary space whid¢hs thame has
created, their identities are in fact indeterminatethey fill the space of
Othernessln doing so, they forego any essential ontologidahtity that
they might claim through their misrepresentationdgdentity (Drichel
2008: 598). Through the “colonial gaze,” the Camase at once outside
and inside their performed identity. This represethieir hybridity and
the indeterminacy of their identity, by introduciagsplit in Irish identity,
at the point where they try to articulate it.

By appealing to the nation’s authoritative narmtiWurphy draws
attention to the historical presence of Irish idgn{There are frequent
generalisations made against the “bloody Engliskinisturphy 2001:
12) through Mush’s ballads, which have historicatlgen used as a
traditional narrative form to illustrate Irish coial history. There are
many references to Irish stereotypical culturakfadts, such as “a
bonham [pig, which was kept] to run around thehett’ (Murphy 2001:
8), and the growing of shamrocks. In addition, Myrpefers to religious
and superstitious beliefs in the form of fairiesl é&prechauns, the power
of those “Holy Marys pulling strings” (Murphy 20015), and the
“pioneer pin” (Murphy 2001: 12). The hybridity ofiéntity through
traditional artefacts and narratives is exposed disdupted in their
present reality in Coventry, when Harry plays orutleentic” Irish
imagery through his “Souvenir from Ireland” (Murph3001: 19),
illustrating how contemporary narratives have cleahg Harry
surreptitiously interrupts fixity from his inter#l location, which
simultaneously obscures his powerlessness andilatés his presence.
This is achieved through the subjective qualiieted outby Harry as
agent. Despite the inability of the Carneys tocattite their identity
discursively, they have nevertheless become “bigesd (Murphy 2001:
37). They have constructed themselves through “specracesistance”
(Bhabha 1994: 121) to the pedagogical nation’s narrativeharity,
which signifies people “as am priori historical presence” (Bhaba 2000:
297).

Instead of an “enunciatory present marked in tipetigon [. . .] of
the national sign” (Bhabha 2000: 299), the Carnegsastruct their
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identity through the performance of identity. Ireithattempts at “trying
to be fly” (Murphy 2001: 38) through violence, pimg and extortion,
they are the “big names,” the iron men who haveotgd them”
(Murphy 2001: 39) what performed agency can do. Siigect is thus
interpellated in action: there is no subjectiventity before or after, but
only when the subject becomes an agent throughiguiéclosure
(Kapoor 2003: 572). Hybridity intervenes in the ekse of “authority,”
representing the impossibility of a determined tdgrand interrupts the
collusive sense of symmetry. The Carneys retaim gresence as “iron-
men,” Irish-men, and have become “big-names.” Beltare no longer
representative of an essence, and are now instegaati@l presence
transformed into a liminal signifying space thapresents the “tense
locations of cultural difference” (BhabH®94: 148), which leads to an
anxiety within the characters.

The anxiety that follows, particularly evident inidlael and Dada,
reveals the vacillating process of translation tieat at the border posts,
which Bhabha suggests “designate the double ternthere the resolute
intention to join a movement turns into the deemvimg current of
psychic displacement” (Bhabha 1997: 446). Michaalantity is split
ambivalently between various aspects of his lifdhese his past
encroaches on his present: the washed-up pastjifehavaiting to
happen; that part that needs to find its voice reate meaning, and
define his identity. As Betty remarks, Michael'sxaaty is reflected in
Dada, when he vacillates between wanting to be ¢t all” (Murphy
2001: 67), and his subsequent declaration thatatigthe is “proud”
(Murphy 2001: 67). Their identities do not, as segjgd by Bhabha's
theory of hybridity, live either in the middle gmoa of difference or by
the “straight arrow of emancipation” (Bhabha 19847). In this sense,
as Fuss argues, identification is only possible nwiteis placed in
Bhabha's ambivalent third space (Fuss 1995: 49)vd¥er, there is also
the risk of multiple identities which compete wihch other. An identity
that once appeared fixed is now quickly dislodgedking Michael
indeterminate to himself. In the breakdown of themiliar binary
boundary between those “lousy Englishmen” (MurpB92 13) and the
“Paddies” (Murphy 2001: 15) other borderline ideesi are established.
Thus the present opens up to reveal “a rigid cestem and the
hypocrisy of churchmen and politicians” (Téibin 2@16) that went
further to define identity than any nationalistnadire.
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The anxiety that Michael and Dada experience isetirinto a rage
within Harry, who sees the illusions of a cons@&iptlrish identity
collapse and fall away. Where Mush refers to tlmusy Englishmen,”
Harry reiterates the sentiment, but acknowledges rimany “lousy
Irishmen” (Murphy 2001: 13) too. Harry rejects thation of a collective
sentimentalist Irish identity, when he says thessusy Irishmen”
(Murphy 2001: 13) are not all the same, and difidedes between the
“fly shams” (Murphy 2001: 13), and “the holy onéMurphy 2001: 14),
all of whom he is alienated from. Harry moves baysmplistic binaries
of Irish and English. In the articulation betweéede two cultures, both
can be substantially transformed, depending on VYa@dtre they decide
to negotiate and articulate between themselvasisisocial stratification
or class, which the play indicates, then the comiggther of nationality
will not be defined by the previously assigned Higations of Irish or
English. These will be reconstituted in, and neseti through, a third
space which, in a way, disrupts any sense of tleecwitures doing any
kind of double dealing with each other in theimskations. Class will
now be viewed through a certain kind of postcolbmigration and
resettlement, through traditional Irish narrativa@sirishness, but also
through the ideas that the migrant community argd litcation in
Coventry brings with it (Olson and Wolsham 1998038ldentity is
moved beyond its former rigidity to one that resesawith an inevitable
indeterminacy with the translation from one plazanother.

The final scene in the play is indicative of theddéterminacy
portrayed throughout. The drama ends, not with daermination of
identity, but, following Michael's regression toolénce and the killing
of Des, with the evacuation of Dada’s enunciativaver. Thus “the
curtain falls slowly through the speech” (Murphy020 96), and with it
falls Dada’s final attempt at forging an identityn his pitiable
repetitions, there is in fact an utter failure @mnbs of forming identity.
Murphy presents a vision of Dada isolated in a eorof the stage
repeating, what are to him, his final attempts efamngful resonance in
his life. Unable to determine his identity, eithlerough his own efforts,
or through his son’s, the true pathos of his sitimateaches its climatic
expression, where, having just destroyed his fam#gnse of identity
through his provocation of Michael and Des, he gmés an unsettling
and pronounced sense of loss and indeterminacysifirtal utterances
“[. ..] Did my best [. . .] Itried [...].” Theslast words are determined in



164Michelle Carroll

their utterance, but their final disproof has jbsten witnessed in the
actions and inarticulations of the characters agest

Vv

The characters iA Whistle in the Darkave been shown to specifically
represent figures of the dispossessed Irish, hotkeims of material
dispossession and their moral bankruptcy, whiclukeb essentialist
caricatures of the West of Ireland peasant idylleredetermined in
Irishry. Instead, through the gross caricaturehef €arneys, there is a
malevolence inA Whistle in the Darkhat leads to a cathartic relief
where certain forms of feral Irish identity haveebeleft behind.
However, this play directly implicates the Irishatt in its particular
stance toward the poor, the past, and Irishnesd| @f its indeterminacy,
and raises concerns central to the politics oftiderA Whistle in the
Dark is not merely about highlighting dispossession, higo the
repression felt by those who have been dispossestigtdrting their
identity through the construction of an over-defeed mode of
representation. This emphasises the dualistic @abiirthe Carneys’s
existence as both the absence of identity, but lhwlyiet contains a
presence which is definitely there.

Through the sense of failure that permeates thg plad the desire
to escape the confinements of constructed idemi@ggories, which
restrict and trap the characters within ascribedtities,A Whistle in the
Dark explores the boundaries between an essentialisingtive of Irish
identity, and a non-dialectical space. This is acspwhere identity is
constructed and performed against seeming fixitigggunded in
teleological narratives of postcolonialism. Insteafi identity being
forged through a grand narrative that unites thet pad present, there is
a disunity of time and space in which the CarnegsenThe characters
in A Whistle in the Darlare all devoid of purpose and alienated from
themselves. There is no determination that conndetsn. Murphy
questions the origins of indeterminate identitisstaelates to the extent
by which we can trust the nation with the formatioihour identities
through pedagogical narratives. Murphy pays cléngon to Bhabha's
interstitial spaces, which are beset by irrecobé#is These are further
complicated by the hybrid voices and performandest have been
typically silenced, allowing for an indeterminatenality of identities to
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exist. In this liminal landscape a space is creddedexhibition, and a
conscription that allows for organic change in pdut also for

translation and negotiation from one culture to then This

contemplation of liminality, of non-dialectical s of hybridity, allows
the characters to occupy spaces, where they ared@o make their own
private myths fuse with the contemporary publicniity they must

inhabit. In Michael's own words: “a lot of it is up a man himself to fit
into a place. Otherwise he might as well stay ahéio(Murphy 2001:

15).
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“You look behind you as you could not then”: Emlzmtli
Cognition and Linguistic Confusion in Beckett’s “&id
in the Dark I”

Charlotta Palmstierna Einarsson, Stockholm Univgrsi

Abstract

Samuel Beckett's short story “Heard in the Dark dirgs to the significance of the body
for the process of reshaping experience and sehi@gworld afresh. Moreover, the
situation that unfolds in the narrative constitugebreaking with the habitual flow of
things and introduces a path to something beyonguistic meaning. Through the
medium of text, the reader will encounter the moeeta described as if they were
performed. That is to say, reading the meticuloescdptions of physical movements in
the text forces the reader to engage with, and imasigely perform, the very motions
described. In so doing, Beckett prompts his readerbteak with the habitual
appropriation of language as a means to try to nfakase” of the text, turning our
attention instead towards the body. By heighterilrg reader’s attention to the body,
Beckett manages to return us to the particularitpresentation, and in this sense his
texts are wake-up calls to perception.

Key words: Beckett, phenomenology, body, movemenesaning, experience, memory,
imagination, habit

Halfway across the pasture of your beeline to tae. §he unerring feet fast. You
look behind you as you could not then and see thweit. A great swerve.
Withershins. Almost as if all at once the heart twmavy. In the end too heavy.
(Beckett 1990: 15-16)

It is quite true what philosophy says; that life ghbe understood backwards. But
then one forgets the other principle: that it msstived forwards. Which principle,
the more one thinks it through, ends exactly with thought that temporal life can
never properly be understood precisely because atao instant find complete rest
in which to adopt a position: backwards. (Kierkegak996: 161)

Einarsson, Charlotta Palmstierna. 2014. “You Idmhind you as you
could not then’: Embodied Cognition and Linguist@onfusion in
Beckett's ‘Heard in the Dark I."Nordic Journal of English Studies
13(2):168-183.
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I
Published posthumously in 1990, Samuel Beckett'sdfld in the Dark
I”* belongs to a sequence of writings recalling chitsthmemories, often
revolving around the physical experience of thaagibns remembered.
The story depicts a character stopping midway eanwalk through a
snowy field, to look back at the trail of footpsnhe has made in the
snow: “A great swerve. Withershins. Almost as if @l once the heart
too heavy” (Beckett 1999a: 16). In the narrativeW’ the experience is
described by the focalising consciousness of angkperson narrator,
who, on his back, in a dark room, is giving dethiteports of the event
remembered, the setting out from the porch, “havyinged the door
gently to behind you” (10), the feet disappeariagd the skirts of your
greatcoat come to rest on the surface of the sr(@dy. The walking,
according to the narrator, is “so familiar to [tHekt that if necessary
they could keep at it and sightless with error wival of not more than a
few feet north or south” (12). The habitual walksthe field are also
characterised by a sense of blindness, for theactearwalks “if not with
closed eyes though this as often as not at ledht thwem fixed on the
ground before [his] feet” (12). However, on thiast time,” the character
is unable to continue his walk as the “foot faltsbidden in midstep or
next for lift cleaves to the ground bringing thedpdo a stand” (14-15).
The meticulous descriptions of experience are atdéntre of the
story. By contrast, the vague allusions to the atarts life or social
situation—for instance, loneliness as indicatedlifather's shade” that
is no longer there—seem unable to explicate thrifgignce of these
descriptions of movement. Instead, it is the acdtrzfgining the walking,
stopping sand finally looking back on the “greaeswe” that presents a
shape on the ground leads the narrator to formalatenderstanding of
that shape as expressive of the particularity @seh movements—
“almost as if all at once the heart too heavy.h@ ¢nd too heavy” (16).
The moment of stopping is highlighted as the momémn the impulse
to move leaves the body. Depicted as a memory ie th
character/narrator’'s life, the short story congtgua projection of a
moment of stasis or loss (death?), even if thetfulist of this event has
been delayed until the “now” that appears in thd,tand even if the

L All references in this article to “Heard in therRd’ are fromAs the Story Was
Told (Beckett 1999a: 10-16).
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insights that the moment brings seemingly emergé®ithe text, as we
read it.

The character's movements gradually appear as dgawobn a
canvas, illustrating points and lines that projgcbugh the expanse of
white snow, finally presenting a shape, along \li# invitation to read
this shape as expressive of the character’s staend. The trail “now,”
appears as an image of despair with the feet fiogea straight line that
suddenly falls off its curve. However, this traibsvnot visible to the
character “then,” but appears only in the procesgga@ng back in
memory to re-experience the moment. In additioe, $kcond person
narrative prompts the reader to share in the espeei of remembering
this event, for example, through evoking a sengh@body’s weight as
the narrator describes “[y]Jou,” leaning against dioer with bowed head
before setting out, feet disappearing in the snod ‘@he skirt of the
greatcoat come to rest on the snow” (10). The inmdgeetting out in the
snowy field therefore invites the reader to peredive trail of feet as a
path to sensing the experience of walking, stop@ng coming to a
standstill: heavy-hearted and lost for words, &dbnvoluted report of
visual and kinetic impressions that accompany itteege draw the reader
into the narrative, through implicating her in thigrocess of
remembering. That is to say, reading the descriptientails going
through the motions and perceiving the meticulouslgscribed
movements as meaningful: they lead us back to wghaperhaps, an
authentic moment of resistance in the charactiée's |

In Samuel Beckett'®euvre the body—its gestures and movements,
as well as the situations and predicaments tharmete and/or limit
it—is frequently foregrounded to present a starkt@st to language,
revealing a fundamental incommensurability betwéés characters’
physical situation, and their linguistic comprehensof that situation.
More often than not, the confusion that so manBectkett's characters
experience, grows precisely out of the body’s tasie to comply with
seemingly intelligible and rational goals, such waalking, sitting,
cycling, writing or speaking. In such instancess thody emerges as
obstructive, intrusive or recalcitrant to the péricey consciousness,
whether character, narrator or reader. By analtggard in the Dark I,”
presents a situation where the body unexpectediyfanno apparent
reason refuses to perform its habitual task: sugiddwe “the foot falls
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unbidden midstep [. . .] bringing the body to andta(14): “The unerring
feet fast,” unable to move on (15).

The situation constitutes a breaking with the haiflow of things
and introduces a path to something beyond linguietaning. The body
participates in undermining language in Beckett'®rky and is
consistently made to break with its habitual mode appearing.
Normally, the body, as the means by which humamdseaccess the
world, recedes from perception in perception. Wendo see the eye
seeing, or hear the ear hearing, but eyes andnéadraw in the act of
seeing and hearing to allow that which is seeneardhto appear (Leder
1990: 11). Yet, in Beckett's work, the body is fgreunded to the point
where it seems to eclipse the content of the pargpiact. This can be
seen also in “Heard in the Dark |I,” where “you” dot see the trail of
feet in the snow or hear the sound of your own diepts, because
“Unhearing and unseeing you go your way. The sarag. \Way after
day” (Beckett 1999a: 13). Nor can “you” talk to yself into continuing
walking, for as “the foot falls unbidden in midstepnext for lift cleaves
to the ground bringing the body to a stand,” “yoeinain a figure of
“speechless misgiving [. . .] a speechlessnesseshé¢ne gist, Can they
go on? Or better, Shall they go on?” (Beckett 1999

The body in “Heard in the Dark I” seemingly standghe way of
the character’s efforts to control it. But whatisstake in this situation?
Is the “gist” of the argument here about “self-aotitor agency? Is it
“your” duty to move on, or to stop? The two contcaoly impulses—
wanting to stop but having to move on, and wantmgcontinue but
being unable to do so—frequently emerge in Beckettork as an
essential image of the human condition. Man’s ilitéds, the propensity
for failure, and the misappropriation of effort aagpiration appear in
this way as moments of crisis, whereby the body smarily emerges
from the shadows of consciousness where it usuaiglls. Moreover,
by superimposing the experiences of reader, nareatd character, the
confused, lonely figure in the field emerges adeadhpra of identities,
some “real” some “ideal.” Thus, in “Heard in therRd,” as well as in
most of Beckett's creative work, body and mind appas equal and
opposite forces; physical “reality” (here walkingdastopping) clashes
with linguistic “ideality” (thinking about walkingand stopping and
constructing it as meaningful in some way), in sackay as to highlight
the character’s inability to control the situati@ifie), or make sense of
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the experience. Clearly, constructing the walkis@aitual that has to be
upheld, although it seemingly has long since l@ssignificance, points
to the deadening effect of habit. But the failuce uphold the ritual
(“your” body coming to a standstill), also suggetiat “you” are not in
control, neither of body nor of mind. In shortelifs a “mess,” and, as
Beckett once famously quipped in an interview wWitm Driver (1961):
“[t]o find a form that accommodates the mess, ih#tte task of the artist
now” (gtd in Graver and Federman 1979: 219).

I

“The way being always the sam@eckett 1999a: 13)

The history of philosophy is rife with debates & thature of reality,
centring on the opposition between the “real” amel“ideal.” Already in
the early part of 500BC, the Greek Philosopher Rardes wroteOn
Nature a challenging poenthat has been considered one of the first
attempts to “refract the internal opposition betwegatter and ideas into
an internal contradiction within the human mind’afikkes 2003: 20).
The poem presents two distinct “ways of inquirytoirnthe nature of
reality, as perceived by man, namely: “the way eginmn,” which
pertains to the world of sense experience (“matteaiid “the way of
truth,” which relates to the faculty of reason €&”) (Hawkes 2003:
21). Sense experience, according to Parmenidesillusory and
inevitably leads to confusion, whereas the ratidogical processes of
thought have the capacity to convey “what is” ouétreality.”

Over time, many artists have also grappled withstjars about the
nature of reality and perception. For example, Kesatoncept of
“negative capability” could be seen to problemat@ecisely such
categories as indicated above, in its insistenat rttan should strive to
remain “in uncertainties, mysteries, doubts, withaany irritable
reaching after fact and reason” (Keats 1899: 2¥ibyeover, the concern
of both impressionism and cubism with perceptionbfgmatises the

2 parmenides also gave ethical precedence to thdtyfanf reason, and since
Parmenides, the distinction between “truth” or $&hood” can be seen to derive
precisely from this identification of sense expece with “unreliability,” and
reasoning with “incontestability” (Hawkes 2003: 2@). According to David
Hawkes, ideology, defined as “false consciousndssives from this distinction
between matter and mind conceptualised as the'‘aedl the “ideal.”
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relationship between reality and truth, as doeo&aherg’s justification
of atonality (“emancipation of dissonance”) (Tenn&$88: 2), and
Kandinsky's discovery of abstract art (Henry 2006). It would appear
that these artists seek to explore the dichotomgnatter and mind, in
order to be able to present the relations and tstres that made up the
artwork more “truthfully.” But they also seem taognise the challenge
inherent to understanding the constructed nature “tnfth” and
“meaning,” without necessarily denying, either thewn particular
“truth” or “meaning,” its explanatory power.

Beckett's preoccupation with the body and with petion also
testifies to his concern with the philosophical aadsthetic issues
addressed, for example, by Kandinsky and Schoenlbéisginterest in
the Presocratics’s effort to try to understandribture of reality should
perhaps be read in the light of such concernspadth John Fletcher
claims that “there is nothing to suggest that [Ex#tg] interest [in the
Presocratics] has ever gone beyond the anecdothl saperficial”
(Fletcher 1965: 43). Yet, as Matthew Feldman caorinigly argues,
Beckett’s interest in the Presocratic philosophgwes far beyond the
merely anecdotal, as proposed, for example, by Btdtoher. Instead, as
Feldman points out: “Beckett [is] asking the sameggions of art that
the Presocratics were asking of the world” (Feld2@@6: 7)*

Already in his 1934 review “Recent Irish Poetry gdkett begins to
identify the “problem of presentation and repreatoh” as a “rupture

3 As more contemporary studies in to the natureobadied cognition have
revealed, physical movement is the foundation tdliectual meaning—we are
immersed in movement from the moment of concepilbthe moment we stop
breathing. Human meaning making depends on a akoeintuitive connection
with the world (Johnson 2007: 9). It is through thved experience of a three-
dimensional self-moving body that abstract notiaisspace and time etc.
develop—“meaning traffics in patterns, images, tjiesl feelings and [only]
eventually [in] concepts and propositions” (John&@®7: 9). Because of the
way in which concepts are founded in the there-dsimnal living body,
reading movements therefore evoke a kinesthetfworese in the reader without
us necessarily having to be aware of it becausereqre and knowledge are
not two separate realms of “thinking” but are irctfdinked in a complex
continuum: moving, thus, is a way of knowing.

* Both Beckett's biographer James Knowlson, and iatt Feldman have
documented Samuel Beckett's interest in the Prasiogshilosophers (Uhlmann
2011: 78).
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between subject and object” (Beckett 2001: °70his manifest concern
continues to underpin Beckett's preoccupation witle nature of
consciousness, often explored in his work througlioeus on the
dichotomies body/mind, experience/knowledge and jestiobject.

However, rather than constructing sense-experiasceerely illusory,
and the rational logical processes of the mindhasroute to “truth,”

Beckett sets out to illustrate the profound cormdfnsinherent to human
experience more generally.

The foregrounding of physical experience in Beckettork could
therefore be seen as part of his strategy to uridertanguage and
prepare the ground for a different kind of peraamtilt is in this sense
that we can understand Beckett to be asking, adnfeel suggests, “the
same questions of art as the Presocratics weragaskiout the world”
(Feldman 2006: 7).The meticulous descriptions of the body and its
gestures are a means to undermine linguistic mgaamd gear the
reader’s attention towards other qualities in therkw In so doing,
Beckett not only gives “shape to the confusion” ki characters
(Beckett 1999bxi), but he also prompts his readers to break wiéh th
habitual appropriation of language as a meansyttotmake “sense” of
his work. By turning the reader’'s attention towattle body instead,
Beckett invites the reader to suspend linguistigjuent, in favour of a
more dynamic and embodied involvement with the. text

1]

“For you there is no other any morgBeckett 1999a: 13)

The significance of the body in Beckett's work g gone unnoticed.
However, the extent to which Beckett@euvre invests “value in

®In 1934, under the pseudonym Andrew Belis, Becketite an article entitled

“Recent Irish Poetry,” published Disjecta,1983.

® Exploring the connection between memory and hakis also an important
part of Beckett's effort to “disrepute languagen”’d widely quoted letter to his
German friend Axel Kaun, Beckett makes what isrofeken as a programmatic
declaration, suggesting an artistic method yet éoekplored: “As we cannot
eliminate language all at once, we should at lé&sete nothing undone that
might contribute to its falling into disrepute. Bore one hole in it after another
in it, until what lurks behind it—be it something nothing—begins to seep
through; | cannot imagine a higher goal for a writalay” (Beckett 2001172).
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embodied experience” has remained relatively uresidid (Maude
2009: 2). While the first wave of Beckett criticideatures scholars who
discuss the body, mostly in terms of its represgnt contrast to the
mind, thereby reflecting Beckett's interest in @aran dualism,
subsequent scholarship has sought to broaden thiesghical
discussion in his work, by addressing the body wrarety of ways, for
example, by looking at its participation in the gwotion of social,
cultural and philosophical meanings. Post-strutt@adings of the body
in Beckett’s work have also approached the bodiggificance for the
production of subjectivity and identity, throughsalf-reflective use of
language, as well as discussed the body’s reldtiprie language itself.
Yet, in nearly all these highly relevant approachesthe body in
Beckett'soeuvre emphasis has nevertheless remained, as Ulrikal®lau
points out, on discourse rather than “the bodyfft¢aude 2009: 3).
Clearly, Beckett scholarship has not sufficiendgagnised the extent to
which his focus on the body is a consistent phemarogical concern
with consciousness, the ways in which the bodyaig pf thinking, nor
the extent to which Beckett problematises habitapropriations of
embodied experience and meaning.

Beckett's awareness of the problem of presentatiand
representation made him receptive to some of thdraletenets of
phenomenology that involve “consciousness, senganception and
embodied experience,” all of which receive ampterdion in his work,
as well as in his own critical writings, where trstructure of
consciousness is frequently addressed (Maude aluin&e 2009: 1).
Beckett's descriptions of experience are phenonogicdl, because of
the way in which they problematise the meaningarfventional actions
(like walking,) by foregrounding the charactersdiwvidual experiences
of these actions (walking does not take “you” angve)) as a way to
displace cultural and/or social expectations (wajkshould take you
somewhere). Moreover, Beckett's consistent focusinmmobility and
stasis reveals a paradox entailed in habitual fngsd of mobility as
positive, since, more often than not, the charatterost important
insights seem to emerge precisely out of the stsilsimmobility they
experience. Through destabilising the relation letw subject and
object—in “Heard in the Dark I” presented as a moment i€ by
means of which a character unable to move begipgerceive the world
differently—and through placing strong emphasis on physical
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movements, Beckett is able to produce a situatidnlimgyuistic

ambiguity. Thus, not only the connection betweerpegience and
knowledge is problematised, but also the relatignbletween language
and meaning.

\%
“Unhearing and unseeing you go your way. Day afiey. The same
way.” (Beckett 1999a: 13)
The somatic shape presented in “Heard in the Dasleéms to lose its
sense of orientation through habitually performitng same routine
everyday: “Unhearing and unseeing you go your Ry after day. The
same way. As if there were no other anymore. Forthere is no other
any more” (Beckett 1999a: 13). Although walkingiimmovement that we
frequently associate with direction, transportatiand action, the
character in “Heard in the Dark” seems completaestashced from any
such project. Recalling Nietzsche's statement ttat truly great
thoughts are conceived by walking,” it is perhapgssing that no great
thoughts appear to evolve out of the walking irs thontext. Instead,
walking here is an activity that is completely diglvof thinking, and in
this sense, inauthentic. The man does not seeavmdngoal but “plods”
on “from nought to anew” (14). Without attention facus, he merely
follows the beeline he usually takes, as if it vgasneone else’s path;
thereby revealing the danger involved in habituallysuing the same
routine every day. By analogy, as Dante realisétiendark forest, being
on the path of someone else’s way is to have Ipostsolife (Keleman
1999: 39). In this sense, following the path of some else is
inauthentic—even if that someone else is “you.” Tihement the man
stops could therefore be seen to constitute amnost of authenticity,
which, if only momentary, is still significantly me meaningful than the
mindlessness entailed in going through life withpaying attention to it
in its particular inflections, variations and nuasc

Moreover, the snowy field in spring “strewn withdr@lacentae,”
presents an anti-pastoral setting for the walk, gnedcontrast between
the “expanse of light” of the “snowlit scene,” atiee narrator, who is
now “lying in the dark with closed eyes” (11), sesvio enhance visual
imagery in a way that is reminiscent of Milton’safttness visible.” In
the dark room, behind closed eyelids, the momemhemsbered
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seemingly promises no hope, but only “[rlegions soirow, doleful
shades,” of a life spent in “utter darkness” (Mita003: 1, 64-73).Yet,
these contrasts between darkness and light alsalréve ambiguity of
the situation, as well as the confusion that thibiguity gives rise to. As
Beckett explained in an interview with Tom Driver 1961: “If there
were only darkness, all would be clear. It is bseathere is not only
darkness but also light that our situation becomegplicable” (quoted
in Graver 1979: 219). The organisation of elemantshe story that
allude to light and darkness, blindness and thelelgag effect of habit,
therefore, metaphorically convey the illusory natuof sensory
experience. The ambiguities evoked by the tensigmvden light and
darkness in the text also parallel the tension éetwthe authentic and
the inauthentic in the character’s actions.

However, as Beckett was well aware, there is nitippswhether in
time or space, from which we may objectively pereeor understand
anything in the world. There is no “perception whis not full of
memories,” but the residue of former impressiond &iform our
perspective to the point where we see only whaeweect to see, hear
only what we expect hear and finally, understanly erhat we already
know (Bergson 1988: 24).The significance of memory to occlude
“pure” perception, a frequent theme in Beckett'skgoand one that he
addressed already in his essayRooust here resurfaces to demonstrate
how preconceived ideas about meaning or signifiedimger on. These
continue to inform our understanding of the wotla the point where:
“Unhearing and unseeing [we] go your way. Day aftay. The same
way” (Beckett 1999a: 13). For Beckett, Proust'sralters are victims
of, or subject to, the laws of memory and habit] aitimately suffer
from these conditions: “There is no great diffeensays Proust,
between the memory of a dream and the memory dityeégtd in
Beckett 2001: 33). On the strength of these insigtihe performance of
memory in Beckett's work (whatever the genre).].refuses the past as
either spatially or temporally static: as eithersewm or linear narrative:
the past is rather produced in the present” (Mc&uR002: 6).

The notion that fixed meanings dull the sensesois Beckett
intrinsically linked to the question of habit, st is precisely our

" In Samuel Beckett and the Philosophical Imagethony Uhlmann suggests
that Beckett was well aware of Bergson’s theorfgsenception.
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customary beliefs and traditions that keep us ffoity grasping the
world afreshIn Prousthe writes. “Habit is the ballast that chains thg do
to its vomit. Breathing is habit. Life is habit” éBkett 2001: 19). Still,
the spell of habit can be broken by sudden ruptufgich “opens a
window on the real” (Beckett 2001: 28). The ruptesn come in the
shape of an “involuntary memory,” as in Proust'snéais Madeleine
cake episode, or it can come in the shape of a mbafierisis. Thus, the
spell of habit that guides perception momentaslyioken to reveal the
world as a “non-logical statement of phenomenagigethey have been
distorted into intelligibility in order to be fordeinto the chain of cause
and effect” (Beckett 200186). In “Heard in the Dark I,” the moment of
crisis occurs with the “unerring feet fast,” cregtian unprecedented
rupture in the habitual routine of walking.

Vv
“You look behind you as you could not thgBeckett 1999a: 15)
The stopping and looking back is the single evenélised in the story,
“Heard in the Dark I,” and the meaning of this mameseems to hinge
on the way in which the shape in the snow takesyonbolic meaning.
Up until the moment he stops, the character has béévious to the
world around him. However, in the temporal “now” tbfe story, the
narrator imagines the character stopping to loodkban the trail that
materialises before his mind's eye, a “great swerwhose contour is
drawn by the feet in the white snow (Beckett 199P8). In the dark
room, with eyes closed, the moment remembered gesmo hope to a
life now spent in “utter darkness.” The image af tharacter standing in
the middle of the field can therefore be seen d@mage of despair.
While the moment of crisis entailed in the memaosyabysmal,
indeed it is described as an instance of “speeskmésgiving” (15), it is
also an image of poetic force, through which thst gaddenly becomes
visible. In the dark “with closed eyes,” the naoratevisits a specific
moment but perceives it, as it were, differentlyhé dark cope of sky.
The dazzling land. You at a standstill in the midst]. You look behind
you as you could not then and see their trail. dagswerve” (15). The
poignant climax in the story “now” appears as gshan the ground, and
the moment of perceiving this shape as meaningfo$titutes a moment
of insight for the character, illustrating the @ietical nature of having an
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experience, and the act of thinking about that egpee. Although it
could also be argued that this moment, while emijzhan nature, only
leads to silence—just as for Beckett writing itsddads to silence”
(Beckett gtd in Juliet 2009: 16).

The situation that unfolds in the story epitomis&saren
Kierkegaard’'s observation that life must be underdt backwards
(Kierkegaard 1996: 161). However, it also illustsaKierkegaard's own
refutation of this premise, namely that adoptingasition from which
life can be “properly understood” backwards iseffect, impossible. In
remembering, the narrator actually changes the mgroerather invents
something entirely different. The shape in the snavich previously
was not visible to the character—because of the wawhich his
movements and posture restricted the view of theldwdo the
“momentary ground beneath the feet” (Beckett 1992):—is actually
not remembered at all, but imaginatively recreated.

The process of reshaping experience, through thatice act of
imagination, therefore also reveals the way in Wwhégperience fails to
provide a foundation for knowledge. Only with hirgld does the
character understand the significance of the momiestopping. Only in
the “tranquil recollection” of this moment of cidsiloes it begin to make
any kind of sense to the character/narrator, ohgyes, reader. In the
temporal past of the story, the limitations imposedthe character by
the body seemingly occlude the possibility to ske ftreal” shape
produced by the trail of feet in the snow: “For yadvance if not with
closed eyes [. . .] at least with them fixed on thementary ground
before your feet. That is all of nature you havenseSince you finally
bowed your head” (12-13). Only in remembering thalkwdoes the
narrator actually arrive to “see” the trail in tlsmow. Temporalities
therefore overlap in the narrator's reminiscencehef past: the act of
remembering, like the narrative itself, projectsafard in time. Yet the
moment remembered does not completely abandoenitgdral status of
past. Although the act of remembering projects &ds, the situation
remembered is understood “backwards.” The act @hembering,
therefore, like the act of reading, is presente@drasideal” position in
which the temporal dimensions of life can coincitle.this way, the
proliferation of narrative perspectives in the wgtatlustrates the
similarities between reconstructing a memory atioh¢ga story.
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While the narrator and the character’s visual perBpes seemingly
coalesce, the second person narrative also preseptsliferation of
“consciousnesses” in the story. Indeed, as theifgration of voices
reveals, the person telling the story may not leatidal with the person
listening, and the second person narrative algmdrs the narrator's
memory to overlap with the reader’'s creative actirohgining the
situation that unfold8. On the one hand, there is the narrator,
remembering himself in the field. But there is dlgou,” the reader, or
possibly another consciousness, or even the narrspeaking to
someone else, although it could also suggeststiieaharrator and the
character are in fact the same. The narrator arma,ythe reader,
nevertheless seem to occupy similar, or near idantifocalising
perspectives, and, as a result, “you” too end wjpseming the event to
the point where fiction and reality, as well astpasesent and future,
seem to blend.

VI

“Almost as if all at once the heart too heaBeckett 1999a: 16)

How then should we understand the image of a ctaragalking
through a field and stopping mid-ways, unable toticme, while at the
same time a narrative voice continues to relatesttwy of this situation,
seemingly unable to stop talking? How should we eusiind the
relentless voice that cannot be silenced, but keeplling its story in
the “[s]ame flat tone at all times. For its affiie@s. For its negations.
For its interrogations. For its imperations. Sataetbne” (Becketti980:
20). The story, as it originally appears@ompany,s part of a longer
narrative, which seemingly rejects a chronologardering, and, as such,
should perhaps be seen to present an image thds neebe read in
conjunction with other images of childhood that equpin the context of
this longer narrative. John Pilling, in his revi@f the book suggests

8 Beckett's “life lifelong interest in sound and hieg” is implicit in his second-
person narratives, of which “Heard in the Dark4”but one example (Maude
2009: 183). Other examples include: “Heard in therkDIl”; Embers(1957);
Krapp’'s Last Tape(1958); Eh Joe (1966); Footfalls (1975) andGhost Trio
(1975), all of which highlight the significance ebund through abstract and
detached voices relating the characters stories.
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that the “scenes from the paStihich make ugCompanypresent a web
of implicit correlations that are operating in tiet: “The upturned face
of the little boy, directed first at the distantysknd then at the unloving
face of his mother prefigures the upturned fachi®father at the Forty-
Foot Hole, the ‘loved trusted face’ that the boyasking down to for
succour” (Pilling 2014: 1).

Given that the story is a textual representation cbfldhood
memories, perhaps the character in the story camndally understood
without the other stories that contribute to thegdéa canvas. But then
again, does it really matter who the characterarator is? The story
that unfolds in the narrative of the character \wagkacross the field
suggests an image of both general and particulgyopts he is “you,”
“you” are him, “I” am “you,” “you” are “me.” The fial moment arrived
at, when the character stops to see the great swh@\feet have made in
the snow: “Withershins. Almost as if all at once theart too heavy. In
the end too heavy,” is an image that we all maygeze, as human
beings. We may all have experienced such particalaments of
“immobility” in our lives, and these instances, a® read, may be
brought to bear on the story, as our memories dhftewards the
narrator's memory and momentarily coalesce. Reading story
therefore entails a decentring of our individuakity the second person
narrative forces us to participate in the experertbat unfolds.
Importantly, through a narrative that invites tleader to share in the
experience of another, Beckett's story possiblydbaihe promise of
empathy.

However, by heightening the reader’s attentiorht® lbody, Beckett
also returns us to the particularity of presentatlo this sense, Beckett's
texts, whether his prose or dramas, are wake-uls talperception,
because they enable us to see the world afregsheloase of “Heard in
the Dark I,” not only is reading the movements désd (walking,
stopping, looking back,) kinaesthetically meanimgbut the description
also brings about a phenomenological shift of wtet as the second
person narrative triggers the fictive charactersmury to overlap with
the reader’s creative act of imagining the evenstopping in the field.
Importantly, the shift of attitude that the stompompts is revelatory of
how: (A) seeing does not happen with the eyes. (fdreator lies in the

9 “As Beckett calls them in his manuscript notebo(Rilling 2014: 1).
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dark with closed eyes and now sees the scene, eaulek not then); (B)

Walking does not necessarily take you anywhere: h&dming and

unseeing you go your way. Day after day. The sarag.'W(Indeed,

Beckett's characters famously never get anywheserdpeat the same
habitual actions over and over again.); and finély, perception does
not necessarily entail understanding.

The story therefore points to the significance lid body for the
process of reshaping experience and seeing thel widferently. The
shape in the snow, rather than illustrating theattar’s life, constitutes
a pertinent image of the mobilisation of memoryt ibwalso shows how
perception can change to allow for “new” insiglitsspite the deadening
effect of habit. Albeit, the moment we realise tredmething has
changed is of course not the moment change toaeptdt is only the
moment when we beconavare of change. In fact, change has already
happened, and the moment, as such, is already gsnkierkegaard’'s
reflection on temporal life illustrates. Still, tls¢ory offers its readers an
opportunity to engage in the creative act of imagjnself-movement,
and in so doing, it testifies to the body’s capatattransform us.
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Hunger. Passion of the Militant
John Lynch, Sédertérn University

Abstract

This is a study of the 2008 filidungermade by the British director Steve McQueen, a
film that dramatises events in the Maze Prisorh&period leading up to the 1981 Irish
Republican hunger strike and death of Bobby Sandsorisiders the filmic and artistic
practice of McQueen in conjunction with certain cepts from the work of Deleuze and
Guattari to develop a productive thinking about hitne film addresses this traumatic
event. Hunger employs a series of aesthetic techniques that ptighe limits of the
viewer's senses and suggest new ways of thinkiogtaihe subject. McQueen’s concern
to go beyond the clichés of the media coveragenefltish conflict provides a unique
insight into the production of a militant subjediyvgenerated by the opposition to the
prison regime of the Maze in Belfast. Ultimatelypwever, it is argued that McQueen
collapses into a form of religious iconicity thatnforces the Irish Republican mythology
of suffering and redemptiotdunger,as a work of cinematic creation, offers a powerful
sense of how resistance can be made manifest earsget, simultaneously, can become
captured by the transcendental unity of identitpking operating through the image of
the romanticised face.

Key words:Hunger, Steve McQueen, Bobby Sands, hunger strikes, Del&u@uattari,
militant becoming, Kafka

Martyrs do not underrate the body, they allow ibtoelevated on the cross. In this
they are at one with their antagonists. (Franz &afkhe Third Notebook”)

Description of a Struggle

Reference to Kafka opens this discussion of Stew®dden’s film
Hunger (McQueen 2008) and runs throughout. Bobby Sands, th
nominal prisoner at the heart of this film, knewatthhis self-
sacrifice/sacrifice-of-self would become an indisgpsble sign of the
struggle for the Irish Republican cause and locdtisdaction as one
taken to inspire a new generation of activists. ,Yetut of the
intimidation, beatings, and brutality of the Spécdzategory Status
prisoner campaign emerged recognition by Stategaedrilla army that
neither could be defeated through force, evenashiteshold of sacrifice
was, indeed, elevated on the cross. To descrisaribment is, as in its
original Latin root, to write it down. But McQueés averse to writing

Lynch, John. 2014.HMunger. Passion of the Militant.Nordic Journal of
English Studied3(2):184-201.
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text and explication in such a process, rathempushes the description
from words to speech, impressions, pictures, evehipg the definition

as far as the tracing of a form or outline, as witbircle produced by a
compass. He clearly defines the centre of hiseiitlthis event within

the film and with it a very visible boundary of thedy, the unstable
limit of his description.

Hunger mobilises these different symbolic systems to edéht
degrees and one of the film's strengths is thabever adopts any
singular way of representing the experience ofrtb@vash protest and
the hunger strike of Sands. What McQueen presenssieen are bodies
immersed in a struggle for endurance against ddiomaas each is
systematically drawn into the world of the otheraidecelerating cycle
of action and reaction. Each opposing position lmaiseen to invade the
space of the other: guards/prisoners; insurgeate/ghe militant/church.
In its own way, the film articulates quite effealy the oscillation
between escape and capture that defines the Ieguliican struggle
itself. The resistance of the prisoners is drivgnabnomadic desire to
escape the limits of the State and its segregatieal structuration, yet,
because they are defined by Republican politicy ttecome invested
once more in a transcendental unity that leads lckmolar identity.

McQueen has repeatedly argued that the film do¢sleal with a
political subject in any ordinary sense: “Peoplg, s&h, it's a political
film,” but for me, it's essentially about what wellhinflict and what we
can endure”(O’'Hagan 2008). He offers that one might draw wider
lessons on treatment of prisoners of contemporanyflicts, but not
really on the specifics of Northern Ireland, for Maria Fusco sharply
writes: “there is one thing missing: politics wighcapital ‘P (Fusco
2008: 37).His motivation, it seems, is singularly a creatimee: an
aesthetic fascination with exploring the pressusasthose corporeal
bodies that have chosen to engage in this wardioiral, as seen through
his humanising lens. This leads to limitations loa subject (the broader
terrain of the political/military conflict) yet dee it is argued,
simultaneously lead to useful insights into anottied of subject (a type
of militant subjectivity). If there is a politicsehe it is less in any
explication or context and more in a way describgdVilliam Connolly
as a “neuro-politics,where the focus is on those potential circuits that
exist between perceptual experience, habits of Kitign ethical
disposition and filmic technique, that spur “nevoughts into being”
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(Connolly 2000: xiii).Hunger, | would argue, creates a kind of cinematic
body that allows us to critically reflect on thens of the emergence of
a militant becoming, the awkward reality of its egence, and yet,
finally, capture by its own historical temporalitjeeven if it hints at
connecting with a wider militant collective.

“Words are shit”

In an interview from 2002, McQueen states that: fW¢oare shit,
because they put you somewhere else. I'm tryingatoh the things that
are in-between(Brooks 2002). As a filmmaker who derives from raefi
art background rather than one shaped by the coomhé@nperatives of
film school, McQueen brings an approach to the extbpf the hunger
strikes that is more formally experimental. Approed by Channel 4 to
direct a film, he is one of a number of contempprantists who have
crossed over into the mainstream film circuit inenet years. In the year
after the release dfiunger he represented Britain at the 2009 Venice
Biennale, where he projected across two screersridute film titled
Giardini (Demos 2009). Certainly, he is driven by the dwveat
imperative of “show, don't tell'and there is no doubt that as a film
experience in sound and visiblungerprofoundly impresses the senses.
Other critics have taken issue with the problenwbét is left out in this
narrative of resistance and oppression as well hatvis included
(Helliwell 2009, Mac Giolla Léith 2008, McKenzie @8, McNamee,
2009).

For British filmmakers there is always a questidnvbere to start
and finish narratives concerned with any of thenfudiepisodes of the
conflict in Northern Ireland (Herron and Lynch 20065-78). It is a
pertinent question to ask whethdungerinevitably endorses the format
of the media reporting of the conflict over manyagge with its
abstractions and barren repetition of empty maealitSuch was the
charge levelled at Alan ClarkeBlephant a film with which Hunger
shares certain formal affinities, and indeed botaators are reported to
have described the intentions in making their films creating a
“diagram of killing” (Kelly 1998: 199). However, McQueen brings an
aesthetic of art installation and gallery projectio the subject that is
initiated by the question of how to reduce elemeitsignification in the
work so that what is left resonates or vibrates wit affective quality.
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Previous films on the blanket protest and hungekest, such as
Some Mother's SoandH3 have adopted a more conventional form that
is, arguably, more easily accommodated within @gsharratives on the
conflict. A key problem, here, is always of howsjpeak about colonial
experience when the very terms themselves aredglreambedded in a
structure of meaning established by the dominagime. McQueen
employs more challenging strategies of creativarfibking that seek to
evade this problem that is not one of simply préegna different
narrative which leaves the terms of the languagelfitintact. This
strategy relates well to an observation from Gillsdeuze and Felix
Guattari on the struggle for a challenging artistind philosophic
practice: “We do not lack communication. On thetcany, we have too
much of it. We lack creation” (Deleuze and Guatta€i94: 108).
McQueen certainly tends towards creation rathen ttb@mmunication
more convincingly than many other filmmakers. Iistivay he produces
what T. J. Demos refers to as: “[. . .] an expeanemnf perceptual
creativity that denies the certainty of identitydathe clarity of signs on
which hegemonic order rests” (Demos 2009). By angidnany of the
televisual clichés of films on the Irish conflice s able to shift the
perception away from the “presentifying functioof television and
towards a film that has the potential to generat® amotions that move
beyond the prefabricated emotive models of the danti media
(Deleuze 2006: 291). In this formulation it is reotmatter of merely
telling a different story but of generating a nguatax to “[. . .] carve out
a kind of foreign language within language [. . (Peleuze 1997: 72).
This is not to overstate the extent to which McQugaoduces
something radically different, which | think he do@ many ways, but,
rather, evidence of a genuine will to innovate lis subject within the
cinematic form.

In these terms, it can be said that McQueen operatethe ground
between what we can define as meaning and sensge wheaning is
what is shared in a communication, but sense hds teith the grounds
of intelligibility as such. What can be seen istraiggle, one articulated
by Heidegger who called this relation a “self-rdirep self-
concealment,” where it simultaneously becomes ptesgdp speak and
impossible to say it all (Bartky 1969). As McQudemself states:
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In art, you are trying to create form. In cinemanf already exists. It's a variation
on the form and what you are trying to do is subtrex form. In art, you're trying to
make the form and make sense. (McQueen 2008)

In Hunger, then, there is a restaging that is resistant éoain
conventions, working at times towards their limisit, ultimately,
collapsing back into others. What we see is a gteugver the desire to
escape cliché, yet the inability, ultimately, of Qlzeen to sustain this,
for as Deleuze says in relation to any artisticiica: “There are psychic
clichés, just as there are physical clichés)—raadge perceptions,
memories, phantasmgDeleuze 2007: 61).

McQueen’s effort to shift to a different yet famili cinematic
language can be seen in an early section of the &k we follow the
character Davey Gillen as he enters the prisoniarabliged to strip
because of his refusal to wear a prison uniforran@ng naked in front
of the guards his dissent is logged into the prisadlger in a shot that is
reminiscent of one from Dreyer’'s The Passion ohJolArc from 1928
(Dreyer 1928). Gillen’s reduction to this bare stas matched by
McQueen’s film technique that is driven by a swgt®f reducing the
action, dialogue, and mise-en-scene close to themum needed to
sustain a narrative. The first nine minutes shoimgges of bloodied
hands, prison-guard banter, and auditory insertadib broadcasts that
provide something of a context. We enter the prisothis way through
a climate, both physical and emotional. McQueerrtriess the initiation
of the film project as deriving from a single rdeotion-image from
childhood, of the repetition each night on the @vwgmews of a picture
of Sands’s face and the number of days on hungée sbelow it.
Fragments of information are suggestive of childhaoemory recall
working through the consciousness of an adult. Tdek of any
substantial historical explication is instead mégdi by the duration of
many of the camera shots as he sustains long tkes a single
viewpoint to maintain a concentration on detail tthacreases in
significance as the seconds pass by, somethingatednot his artistic
practice (Demos 2005: 71). This is no mean feat asddeleuze argues
in relation to the painter Francis Bacon, it is stake to think that an
artist starts with just a white surface and theproduces an external
object on it. As he says:
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The painter has many things in his head, or arcuing or in his studio. Now
everything he has in his head or around him isadlyen the canvas, more or less
virtually, more or less actually, before he bediiswork. They are all present in the
canvas as so many images, actual or virtual, sotligapainter does not have to
cover a blank surface, but rather would have to tgnitpout, clear it, clean it.
(Deleuze 2007: 61)

McQueen seeks to resist language in a way thatesctie refusal of the
prisoners themselves, as they demand to be cadedas political actors
rather than criminals. This manifests itself in #mearing of excrement
on the walls of cells as a form of writing or inption, something
McQueen aestheticises by creating an image of ralspi one widely
reproduced scene.

This echoes an artwork by a previous British artiRichard
Hamilton, from 1983 The Citizen based on footage of the men “on the
blanket” snatched from a brief moment of TV coverage. Fombtan, it
was suggestive of the figurative/abstraction motlartstic expression
in the actual image of the men in their cells. Wgtof the impressions
that inspired him to produce the work, he statesdw it as a form of
calligraphy, where this substance is made to: ‘frag® with echoes of
the megalithic spirals of New Grange or the Gaetinvolutions in the
book of Kells” (Hamilton 1983: 8). In the film the emphasis moaesy
from the legibility of the script towards a morepeassive mode beyond,
as McQueen, once again, voices his frustration walds: “| often think
that in movies people talk a lot of shit. They file space with words [. .
.J. It is all about process and all about ‘doimgther than speaking [. . .]”
(Caddell 2009). This attitude is made manifesti®/dn-screen character
of Sands who commits to a course of action thatssée transcend the
limitations of words/shit within the prison strugg|

In the film the narrative is driven by the leadtopthe escalation in
strategy from that of disruption to one of assad8n and suicide. In a
previous work, in the filmCaribs’ Leap McQueen had already
addressed the theme of suicide in a colonial sttmaHere, McQueen
interweaves scenes of everyday, primarily beacha® the island of
Grenada, with scenes of figures falling through gke in an allusion to
the suicide of seventeenth-century Caribs fightirigsing battle against
French colonial forces. As T.J. Demos writes, 8imy: “provides yet
another allegory of the resistance to capturehefsacrifice of the body
in the escape from the forces of colonizati@D&mos 2005: 81).
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The Hunger Artist

Apart from the changing groups of spectators theeee also constant observers
chosen by the public—strangely enough they werallysbutchers—who, always

three at a time, were given the task of obsendirgghiunger artist day and night, so
that he didn't get something to eat in some secegmer. It was, however, merely a
formality, introduced to reassure the masses, Hos¢ who understood knew well
enough that during the period of fasting the huragéist would never, under any
circumstances, have eaten the slightest thingewen if compelled by force. The

honour of his art forbade it. (Franz Kafka, “A HemgArtist”)

Kafka, in his story of the hunger artist, draw®ation to the fact that a
fundamental aspect of the hunger strike is aesthatid a primary
motivation. McQueen indicates that early on in preduction he had
considered making the film without any dialogueakiand that his ideal
choice for screenwriter would have been Samuel 8tcKlearly, by the
time he has got to the shoot this has been lefindetbut there is
something to the idea of McQueen working through ¢heative image
of such an artist. In their book on Kafka, Delearel Guattari write of
the style of Beckett as operating, like him, withwalled poverty” that
pushes deterritorialisation “to such an extremeé ftimhing remains but
intensities” (Deleuze and Guattari 1986: 19). Further on, thmsak of
the disjunction in Kafka between eating and speagkamd indeed, eating
and writing with the potential of the latter to coate with food. This
power of transformation is what seems to underpa dppeal for the
artist of the hunger striker: as they say “To speakl above all to write,
is to fast”(Deleuze and Guattari 1986: 20).

Again, what is useful from this is how this empkasi the struggle
between that which has been deterritorialised agaihe drive for
meaning and the relative fixing through a reterifisation of this
language, in an extensive or representative functiroHunger, there is a
line of flight represented here, but one that ldadfe sadness of suicide
as trapped in the spectacle of starving flesh. Atk#&s story describes,
self-starvation is a performance and as such afmemlcsl is essential,
necessary, and at the same time the essence ofsstatork. For Maud
Ellman, the hunger strike is actually comparableanoact of terrorism
because the force of both relies upon words as rascthe display of
violence itself. To stop it being an act withouhse the hunger striker
must “append a text of words to the mystery ofrtdeintegrating flesh”
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(Ellman 1993: 19). Similarly, the journalist DaviBleresford in his
account of the prison campaign writes:

Hunger-striking, when taken to the death, has aimebquality about it; in
conjunction with terrorism it offers a consummatiohmurder and self-sacrifice
which in a sense can legitimize the violence whpecedes and follows it.
(Beresford 1987: 38-39)

Both sides of the prison conflict are very awaretls nature of this
struggle—this is not a disagreement over empty wardthe particulars
of styles of clothing but a struggle for powerdefinethe framework in
which power itself is to be exercised. Foucaultt@giinDiscipline and
Punishthat all prison revolt is at the level of the ba@pucault 1977).
Resistance, in this context, is a contest overpbeer to determine
symbolisation, evident in the ritual of prisonenaal and the imposition
of a prison number. McQueen effectively focuseghan Goffmanesque
struggle for this power (Goffman 1961: 18-30). Awreasing level of
violence and brutality on the screen sees the tstieicof domination
attempt to impress its force upon soft-flesh whischcourse, works to
harden minds.

The Maze we see on screen is not visualised asrtecyarly
panoptic space, more of a dungeon-like series atesgpwithin-spaces.
Indeed, Allen Feldman argues that the refusal tarwige prison uniform
was itself a refusal to enter into what Foucaultscthe “compulsory
visibility” of the penal regime and an interruption to the igptcircuit
of domination” (Feldman 1991: 156). Although, as sex in the film,
the rectal mirror examination is a violent extensif the powers of
observation, a “colon-ization” according to Feldm@reldman 1991:
174). In terms of the production process, McQueeadamant that the
architecture and light source for the cell act &iedmine, to a large
extent, the nature of the film image itself.

Hunger is effective in its power to extend the on-scrémage to
affect the body of the audience member. The phrasst used in relation
to the film is visceral, that is, a feeling in thedy rather than conscious
reasoning. Disgust, revulsion, wincing, these dtebadily reactions
more than cerebral processes. Of course, thistianmiform process,
one columnist in thé&uardian responded that he would have liked to
have seen the Republican prisoners actually taftmmere on-screen.
What McQueen does so effectively is to set up dectfe encounter:
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this is not a relationship of identification or evgity. Instead, McQueen
talks of filming snowflakes landing on an outstretd hand as an entry
point for the audience. Violence is the force td@tes this film as it did
in the H-Blocks themselves. Hands serve to functimtonymically as
the instrument of violence in this scenario, whetthe tattooed fingers
of the loyalist nurse, or the bloodied and spliékies of the guard.

There is something of Robert Bresson’s world ofwditing objects
in an optical space, but not the wallets Bickpocket, rather, the
surreptitious pencil fromA Man Escapedas we see tightly written
“comms” passed back and forth from prisoners to visitonsl even a
radio hidden within the cavities of the body.

The Face of the Militant

Within Hunger, cinematic signification shifts from the calligtap of the
opening section, to the iconographic of the fiftdt Here, the face is
tied to a struggle over the codifying function ahtjuage and the regime
of signification. If, to quote Deleuze and Guattihom “Year Zero:
Faciality” in A Thousand Plateays'significance is never without its
white wall upon which to inscribe its signs” whappens when that wall
is covered in your own shit? What happens when“iiack hole of
subjectification” leads to suicide through selfrstdion? (Deleuze and
Guattari 1988: 167). Madness is a definite dangee H{Deleuze and
Guattari 1988: 188).

Here, the face, which had been disrupted by thescbithe no-wash
protest leading to a loss of singularity, is briytahorn of this line of
escape away from the penal coding of the prisoimegAn echo of an
attempt to dismantle the face and stir strange rogags can be detected
(this a Bunker-face) even if the effort to elude thrganisation of the
face is finally abandoned (Deleuze and Guattari 819871).
Overwhelming and cacophonous violence is used ey rdpressive
regime to try and subdue this disruptive manoeuanel out of which
emerges a face that will mobilise an absolute séenad the body: the
face of Christ. There is indeed a Holy Shroud héwe,Deleuze and
Guattrai say:

The face constructs the wall that the signifierdsem order to bounce off of it; it
constitutes the wall of the signifier, the framesareen. The face digs the hole that
subjectification needs in order to break throughg¢anstitutes the black hole of
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subjectivity as consciousness or passion, the eantiee third eye. (Deleuze and
Guattari 1988: 168)

The black and the light are already there and weask whether this
scene is not one of pitiless darkness: “A horrorystthe face is a horror
story” (Deleuze and Guattari 1988: 168). McQueent&/&0 not explain,
but he is relentlessly pulled towards a romantttisedscape. The white
walls of the cells are smeared brown, the lighgalow, like piss, and
the piss is dark and malevolent. This is a violenérruption to the
circulation of meaning within this institution, oé the most important
nodal points in the repressive state apparatushef Northern Irish
statelet. By the end of the film, the black hols bacome the white hole,
but it is still a system orientated towards therdegero of faciality.

Now, it seems, the mythological is to determine iba&th of
signification. The slowness of this imprisonmentl Wi intensified on
the body. It is as if the mouth is sewn shut, tipening closed, the
chrysalis nourishing on the internal juices of Huey until it runs dry.
The correlate landscape is an enclosed one frorohwhis only possible
to escape in recollection, and a repeating ofatsélational Republican
narrative: sacrifice, martyrdom, redemption.

The face is a landscape now, a sacred land. DelendeGuattari
write:

The close-up in film treats the face primarily aamdscape: that is the definition of
film, black hole and white wall, screen and camébeleuze and Guattari 1988:
172)

The maternal face is in this landscape. The rettibles are landscapes
populated by a dreamed-of face, a child’s face.Atevwall pushes the
subject towards abstraction but is always returpgdhe ever-present
machine that finds a corner from which to extenke Tat is always at
the edge of the frame. It travels along the lineveen the outside and
the inside. The maggot, on the other hand, trebetiween the inside and
the outside. Larval blindness versus muroidean gmawSelves are
larval subjects” (Deleuze 1994: 100). McQueen kegith yellow and
brown form, not as outlines, but as the matrixtfa colours yet-to-come
(Deleuze and Guattari 1988: 173).

The architecture of the prison functions, hereg éece. The corridor
is the primary locus of conflict where the impassecontested and
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resisted. It spills out of the cells and invades $pace transforming it
from sanitised passageway to malevolent a-subgecflew. In a
remarkable scene, McQueen shows the prisoners inguttiannels and
barriers to direct in a coordinated way the buckdtbodily waste that
wash underneath the doors, pouring out into theidmt There is a
defiling intensity to this action that sees thenariflow together into
pools that sit under the fluorescent strip lightifige response from the
guards to this invasion of the corridor space isious and brutal
violence that escalates to their invasion into taities and anal
passages of the prisoners. Later, McQueen maintaisisot of almost
unbearable duration as the figure of a rubber-libgieard pushes the
liquid down and out of the corridor, only pausimgstweep it under the
door of an arbitrary cell.

The individual prison cells are an extension o§ thiocess. If tools
can become weapons, shackles become winches,gothibnwarders into
the realm of the prisonergco-system and regime of cathected bodies.
The cell is only to be entered in prophylactic suike the rubber gloved
hands that force their way into anuses and thentimsoas violent
incursion. The prisonersefusal is a refusal to fold the body to an alien
interiority of disciplinary representation. This opluces the
exteriorisation that is an inversion of the violenaf the guards into a
counter-defilement, operating on and through thaybo

Sands’s face is now en-ciphered as part of a regirganising as
“political power operating through the face of fkader” (Deleuze and
Guattari 1988: 175). The face of the militant isehpresented as akin to
the face of the saviour:

Jesus Christ superstar: he invented the facializatfahe entire body and spread it
everywhere (the Passion of Joan of Arc, in close-(Ipeleuze and Guattari 1988:
176)

The (Anti)Christ-face of the militant is produced apposition, not just
to the guard, but also to the priest. Soon, howédwah these oppositions
collapse into the Christ-face. McQueen, of couis@ot a militant, and
cannot keep them apart. Like opposite poles of gnetathey pull with
increasing force until they collapse into each otigpeech becomes
impossible but the face “is a veritable megaphdb&leuze and Guattari
1988: 179).
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The disciplinary regime seeks to crush any othaeritic and there
is outright war on the right to determine the digniof the almighty.
This politics demands a face. The close-up, then,amticipation,
foreshadowing death. This face is not dismantlee,témptation proves
too strong and he is caught, pulled back into #ue finstead of escaping
along the “asignifying, asubjective, and facelessiken line of a love
connecting with the other instead of conqueringmh@eleuze and
Guattari 1988: 187).

The Militant and the Priest

I am standing on the threshold of another tremblvogd.
Bobby Sands (Beresford 1987: 84)

This last section considers the issue of belief-ebal the film (beliefin
film). Halfway throughHunger, McQueen changes the dramatic tone
seen in the shocking execution of the guard and thearing the screen
for Sands. This strategy of constantly de-centréiregnarrative subject
is adopted from the beginning of the film. We shiéim the gloom of the
blanket protest and the relentless violence metddon the prisoners
into, firstly, an intermediate, stabilised realm tbe priest versus the
militant, secondly, into the light of the passidreflecting once more
McQueen’s background in gallery installations, tlnarcation of this
tri-partite structure challenges conventional rireaby opening up this
space of inter-mediate dialogue.

In a seventeen-minute fixed-camera shot therdtlis thovement on
screen between the two characters. But | thinkishisss in the direction
of a “rediscovery of the fixed shot” (Deleuze 19828), and more
towards what Bresson would call “theatricality” @son 1986: 15).
What we see in this staged argument is a confiontabetween a
Republican militant, who has made the choice torodrto death, and a
priest in the tradition of a certain kind of libdom theology, who
challenges the morality of this act of suicide. Mie@n is adamant that
he organises the shot like this to make cleartttigtis not a conversation
that we as an audience are positioned as inclugexhithe contrary—we
are made to feel excluded, or at least distanaed fit.

This scene is preceded by the execution of thedgumafront of his
lost-to-dementia mother. Death, therefore, brackbis section and
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symbolically clears the screen for the elevatiothef Sands character. If
Sands ordered the execution then this is part wérg specific line of
action: no more “negotiation” but to act. This i3 be contrary to
negotiation, which itself is a form of recognitioayen a legitimacy,
certainly an economy of rights (Cheng 2004: 118)s;Thowever, is not
simply a demand for recognition but simultaneowslgis-recognition, a
refusal of the symbolic order of British rule. Tlésa move towards the
abyssal Real, only to be recaptured by the Republimaginary. The
scene resonates with a Kierkegaardian sense chatkarthe Knight of
Faith, who does not hesitate, versus the Knighinfifiite resignation,
whose walk, he says, “Is light and bold.” Kierkeghaoncluded-ear
and Tremblingwith: “Faith is a marvel, and yet no human beisg i
excluded from it; for that which unites all huméfe Is passion, and faith
is a passion” (Hong 2000: 101). However, as DeleumkGuattari state,
the passional regime is a line of flight of potaliyi dangerous value,
where subjectivity is deterritorialised and intdiesi (Deleuze and
Guattari 1988: 129).

Bobby Sands’s quote from his secret diary, kept ttoe first
seventeen days of the hunger strike, indicatesaitwafpolitics suggested
by such thought will be defined by the traditiontieé Christian martyr,
as indeed the quote from Kafka at the very begipaitudes to. But the
other side of this passion is the inherent violeiiceontains, for as
Levinas argues:

Kierkegaardian violence begins when existence isefb to abandon the ethical
stage in order to embark on the religious stage ditmain of belief. But belief no
longer sought external justification. Even intelyalt combined communication
and isolation, and hence violence and passion.irfasv1998: 31)

McQueen'’s organisation of the film works as a psscgiving form to a
kind of deterritiorialisation of the prisoners dwey enter the prison
system and embark upon the defiance of the blgmkéest, and then the
reterritorialisation of the prisoners around thlwufe of Bobby Sands as a
militant, but singularised, subject. The questi@nehis whether the shift
to the figure of Sands articulates a switch fromatviight be defined as
the combat strategy of the dirty protest and om toar footing of the
hunger strikes. There is something here of the @éusgiker as one who
pulls the myriad lines of resistance, defiance, dafilement into the
realm of the body of the subject, which now becontes scene of
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conflict. Like Dreyer'sPassion the judges seek to contain the terms of
the dissent to orientate the logic to that of thgime. But, there is a
resistance here, even if one prone to capture addiaation, and the
guestion remains as to whether it tips over intdiaigion. Deleuze
draws a distinction between combat and war thaérsnent, he writes:

Combat is not war. War is only combat-against, &teitlestruction, a judgement of
God that turns destruction into something “jusilie judgement of God is on the
side of war, and not combat. (Deleuze 1997: 133)

In one image from the film, redolent for some ofFeancis Bacon
painting, the bloodied and beaten figure of Saras dn expression of
ecstatic bliss. However, this moment signals at shithe aesthetic of
McQueen away from the disintegration of the bodyd aits
indiscernibility, to use a term Deleuze applieB#on’s paintings and
his “Anglo-Irish pity” (Deleuze 2003:17). This sensf identification by
the artist for the suffering of the body is onepd¥y for the “meat,” the
common zone between man and beast. As he states:

This is not an arrangement of man and beast, neseanblance; it is a deep identity,
a zone of indiscernibility more profound than amntimental identification: the
man who suffers is a beast, the beast that suffeesman. This is the reality of
becoming. What revolutionary person—in art, pdditiceligion, or elsewhere—has
not felt that extreme moment when he or she wakimptbut a beast, and became
responsible not for the calves that died, beforethe calves that died? (Deleuze
2003:18)

The presentation of the contrived conversation betwthe militant and
priest can be read as kind of self-argument, leshdlalia” and more
like an internal party debate. For one type of temii subjectivity,
informed specifically by Maoism, there is an esednbeed for a
“criticism/self-criticism” mode of interrogation,of the breaking and
remaking of the self as a militant subject (Thob@®08: 103). On
screen, Sands is given the opportunity to challetige charge of
narcissism to his action, where violence can alwhgs found as
necessary to the destruction of the Other.

The transformation of the hunger striker is theiffmation of the
subject through the movement to an absolute liffiite body of the
militant is the medium of the struggle and the filimly focuses on the
skeletal frame and suppurating sores, tenderlysdedy the hands of
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the gentle nurse. The endurance of the actor im pieiriod of self-
enforced starvation is a spectacularised moment #&odience
consumption, but also arguably shifts the audidngestment towards
him and away from the historical figure, for as E&torton emphasises:
“The figure in the centre of the frame is now Mi¢Haassbender, the
actor” (Horton 2012: 127).

By the end, the face of Fassbender/Sands on sbasa religious
guality suggestive, to a certain extent, of Dreyeivan, a face that out-
spiritualizes the Church. But martyrdom will alwafsld in place a
politics defined by the religious transcendentdle tmilitant is too
religious and the religious too militant. Therenist the joy of being
communist here (Hardt and Negri 2000: 411-13). $eone, suicide can
be an affirmative act, a refusal to accept an irepished level of
intensity, the intolerable (Braidotti 2005: 149)wkever, the question is:
does this operate here? If this were its limit tha® one commentator
suggests, it shifts from a biopolitics to its opp®ms-a thanatopolitics
(Gooch 2011: 9). But there is the glimpse of soinetlkollective beyond
this embodied aesthetic, as the promise made bgsSanthe film to
radicalise “a new generation” is made manifest agead in the closing
frames that he was elected MP for Fermanagh anthSiouone, thus
extending to something of the vast crowd of a 100,6rowd that lined
his funeral route. As the skeletal body of Fassbe&dnds is removed
from the celluloid space, it connects to a moveneerside, a shift from
the singular to the promise of a collective.
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“Pushing Yourself into Existence”: Language, Trauma
Framing in Pat Collins’Silence(2012)

Dara Waldron, Limerick Institute of Technology, kirck, Ireland

Abstract

The article considers Pat Collins’'s feature leng#bud Silence (2012) as a film
concerned with responses to trauma. Opening witbfiaition of epistemology and film-
imaging as framing, the article then focuses tlweseerns around language or language-
use. A parallel is then drawn between the thenmatisif “silence” around the journey of
the protagonist (Eoghan) 8ilenceand “silence” as thematised in the final propositbf
Ludwig Wittgenstein'sTractatus(1922). This parallel is used to explore an obiaa
perceived as coming to prominence in the courdgoghan’s journey, to resist the desire
to frame the experience of trauma; resistance eéfiny an ethics of “silence.” The
article’s middle section develops this discussibretbics to explore the “window” as a
visual motif in Silence(considered pertinent to reading the ethical)uig that this
motif gives the perceived obligation to remain rsiléin the case of Eoghan’s journey
home in the film), to resist framing, a cruciallgsthetic context. The final section
addresses these issues in the wider sense ofrthadian allegory on Ireland; concerned
with accepting the limitations of language regagdthe traumatic or the experience of
trauma.

Key words: framing, Ireland, language, trauma, kieolge

The small meadow shimmered in the starlight, and gr®mises grew more
extravagant as she drifted into the lucid thin afiwaking dreaming, her flirting
more obvious—then she’d awake, alert to some stéipei woods, some brief bloom
of light in the sky, back and forth for a while ween Brock fantasies and the silent
darkened silver images all around her, beforeisgtdown for a sleep [. . .]. Prairie
awoke to a warm and persistent tongue all overfaee. It was Desmond, none
other, the spirit and image of his grandmother Chioeghened by the miles, face
full of blue-jay feathers, smiling out of his ey@ggging his tail, thinking he must
be home. (Thomas Pynchdrinelangd

Don’t you hear the horrible screaming all aroundtihis screaming that men usually
call silence? (Horen Sie nicht das entsetliche &ehrringsum, das man gewodhnlich
die Stille heil3t?"). (Georg Biichndren?

Two Irish feature films released in 2012 can besmered responses to
the trauma of the Irish economic collapse, albéitrassing trauma in an
indirect capacity. Lenny Abrahamson®hat Richard Did(2012), an

Waldron, Dara. 2014. “Pushing Yourself into Existe’: Language,
Trauma, Framing in Pat Collins'Silence (2012)” Nordic Journal of
English Studied3(2):202-221.
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urban drama, is inspired by the social realism @fjin filmmakers, the
Dardenne Brothers, and based loosely on the Analgbkclub crime,
which took place in Dublin in 2000. The crime inegtion concerned the
accidental murder of a Dublin schoolboy by his pe@ollowing a
nightclub brawl. Pat Collins’Silence on the other hand, set largely
among the wild expanses of the Irish West Coasicems an exiled
worker—in the vein of diasporic texts such as Tonmurphy's
Conversations on a Homecomir(@985)—returning home; a return
complicated by a lack of information as to why higioally fled! An
estranged emigrant, Eoghan, living in Berlin, isked with returning
home for temporary work. His return, however, taitadifferent route to
earlier exile narratives, in that, in the procedsreturning he is
reacquainted with a country he appears to havéallgj lost interest in.
The reason for Eoghan’s exile in Berlin is nevereaded as such.

While both films are concerned with trauma, or geplith it, lack
of any clear indication as to who is responsildepiesented—in both
films—through a young male’s difficulty in speakiadpout the crisis he
bears witness to. In both films, one based in damwsetting, another in a
rural, the crisis experienced by the lead protagidiends itself to being
read as an allegory on the Irish experience, mestcically the
traumatic impact of the recession. In the cas&Vbht Richard Did a
well-adjusted popular teenager, Richard, is faciéd an insurmountable
trauma, the response to which becomes the maimgtdye film. The
smooth functioning of bourgeois society is intetagh) a shockwave
emanating from a criminal act of traumatic propmd. In the case of
Silence an exile travels back to Ireland, while remainwmgarily quiet
about why he left. An abiding sense of loss perewde discussions
when travelling. In what follows, | read Eoghan’suiney, like
Richard’s, ethicallyand allegorically. Taking allegory to mean a kind of
parable or fable,Silence can be contextualised around the recent
recession in Ireland, assessed around the ranwinsabf the economic
collapse. That Eoghan returns, in the course ofidusney, to a place
associated with trauma and remains silent abosthas ethical as well

! Orla Yadin’s and Sylvie Bringas’s eleven-minuteinaated documentary
Silence(1998) shares not only a title but the thematioceons of Collins’s
feature-length film. Yadin's and Bringas’s film deawith the self-imposed
silence of a Holocaust survivor; the film is an lexation of the child’s response
to trauma
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as allegorical merit. There is, | argue, an obilaat a demand for
Eoghan, to resist framing trauma (in language) thiperceived
allegorically, can be considered an ethical andhardt way of
confronting the Irish “trauma” of recent years.

Over the course of a journey to significant sitasdmarks and long
shots of the landscape, the composition of whiakehe landscapes of
Casper David Friederich and lIrish painter Paul Meposition Eoghan
in a diminished yet—at the same time—overwroughtestThe sheer
immensity of the land is an intimation of the (inmse) trauma
associated with it. Wide-angle shots of landmarbstrast interiors of
cars and houses, distinguished by an imposing windame. A
signature shot of Eoghan moving across the lan@sitapis car is of a
figure “immoblised” (I return to this later) agatnthe backdrop of a
window in close-up, the framed interior emphasidad the lines
bordering the window. Windows (cast as the framehiwithe frame) are
prominent “frames,” giving a visual form to the raive concern with
picturing, and certain validity to the contentidmat framing—framing
the past as knowledge—is a central prerogative ofhBn’s. The
narrative, in one sense at least, concerns Eogkalang) a picture, from
which his past can be framed as a coherent nagrafach encounter
along his work route seems to impel him towardast prauma.

This article approachesilence through a register of framing
considered double. Framing, in the first instameeonsidered a method
for harnessing the past in discourse. Epistemictily past is filtered as
an object of knowledge, the framed object a reductipast experience.
To frame is to harness knowledge from cognitivalletEnframing,” as
outlined by Martin Heidegger ithe Question Concerning Technology
(1954), helps conceptualise the reductive power fraining. As
Heidegger states, “nature reports itself in somg wa other that is
identifiable through calculation and that it rensworderable as a system
of information” (Heidegger 1993: 328). For Heidegghe very idea of

2 David McWilliams has consistently addressed thertra of recession Ireland.
Ireland is said to have experienced an “anxietgssion” based on the shock of
deep economic turmoil. “In an anxiety recessiongWilliams notes, “people
want to pay down their debts because they have tseematised by too much
debt” (McWilliams 2012). Trauma has a material ¢&rét ghost housing estates
dominant on the lIrish landscape, crucially underlthe distinction between
“house,” a symbol of trauma, and “home,” a symtfddelonging.
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ordering “nature” (considered as experience) i¢ juse method, one
particular way of procuring—as a port of call—knedte. To enframe
is to build systems of knowledge using such methot¥hile, for

Heidegger, enframing is scientific, it operatesaddockage to “original
revealing and hence to experiencing the call of @enprimal truth”

(Heidegger 1993: 329). For Heidegger, the enframngulse has the
unsavoury effect of smothering, or concealing,htrint this primordial

form.

With the primordial the considered concern, theran argument to
be made, a central aim of this article, that (emjing, as expressed in
the form and content dBilence works against an obligation—expressed
through the journey undertaken by protagonist Engba at least, one
alluded to, to resist doing just that (framing asguage}. In other
words, the enframing impulse confronts an opposing, revealed as a
primordial feature of Eoghan’s journey. To (en)feans one way of
thinking through framing, perhaps scientificallyyother way of which
can found in the discourse of film theory. For ®eigisenstein, to frame
involves “cutting out a piece of reality by mearidhe lens” (Eisenstein
1929: 148). In the piecing together of shots, filimames” an exterior
real. Multiple shots frame the real, fuelling thergeption that film is
more advanced in accessing reality than earliefoants. Although this
is not a contended point in what follows, it is gegted that framing—
framing in language or framing (reality) as imagehkew both involve
knowledge claims, is problematised around traunthitsnrepresentation
in Silence This problematisation concerns an act of knowdedg
formation called “framing.” A claim like “the probim is home” is an
example. Or indeed, “the film is about Ireland.”€Blk are not necessarily
false claims. However, the act of framing is putedrby them. To frame
can be perceived as an epistemological (which dedwisual) act.

% Heidegger develops the discussion of enframingiraiahe issue of what he
calls destining. “When destining reigns in the mofi@nframing,” he notes, “it
is the supreme danger. The danger attests itsel tm two ways. As soon as
what is unconcealed no longer concerns man evebjast, but exclusively as
standing-reserve, and man in the midst of objestless is nothing but the
orderer of standing-reserve, then he comes to timk lof a precipitous fall”
(Heidegger 1993: 332). One could read the jourrfegilenceas a journey, not
destined but reactive, working against the largessea of standing-reserve
(houses) that have come to define Celtic Tigeatrél
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From a film theoretical perspective, a distinctioan be made
between framing, considered as a process of kngwlédrmation and
showing. To show, simply to show, involves no sdiasiy knowledge
claim. However, in so far as it concerns “realitg@rtain strands of
“reality” which are not necessarily framed as knedge, can,
nonetheless, be shown in film: to frame a consmlen@ethod for
expunging knowledge relating to what is shown (galherelating to the
film in its narrative form). Taking the distinctidmetween framing and
showing as intact (or for the purpose of argumeémeast), a further line
of investigation in the following article will beoacerned with the
window as motif (the frame). The window, as “shown” the final
sequence, has a reflexive use, in that it problesesmthe epistemology of
framing.

The epistemology of framing concerns ordering aystesnising in
language. To frame is to know something definiab®ut an object. But
to know is a conduit of language. The limits of therld are, for certain
philosophers of language, the limits of languaget, Yhat experience can
resist “expression” in language gives credence he possibility,
certainly within a phenomenological context, that all experience can
be “known.” Traumatic experience is often spoken imfthis way.
“Trauma,” Cathy Caruth notes, “is not locatabldghe simple violent or
original event in an individual's past, but ratherthe way that it's very
unassimilated nature—the way it was precisely mawn in the first
instance—returns to haunt the survivor later onar(@h 1996: 4). In
their seminal essay ‘“Introjection—Incorporation: Wieing or
Melancholia,” the pathological retort to fantasgnsidered as a defense
mechanism against trauma, is explored by AbrahaimTamok. Trauma,
they argue, is of “such nature to prohibit commatian” (Abraham and
Torok 1980: 7). The event is resistant to expressits shock value
escapes diction.

Taking the relationship between language, the frantetrauma as a
point of departure, the ethicasponsdo trauma as suggested $yence
can be considered, rather ironically, as silenden&e, which Eoghan is
trying to record in the film, is a silence instrumedised as (en)framing.
This is then opposed to a primordial silence carsid epistemologically
as a way of responding to trauma that is ethicaé pertinent emphasis
given by Ludwig Wittgenstein to “silence” in thgactatus(1922) finds
certain resonance here. Wittgenstein ends hiswéhkt the proposition,
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“whereof which we cannot speak, therefore we musbhain silent”

(Wittgenstein 2002). While certainly a teasing wiy end a major
philosophical work, a body of criticism has takée proposition to be a
tautology, a nonsensical end to an at times noitEngext. Others,
alternatively, have noted a dismissal of philosdploapacity to solve
anything of note. Yet, while some are skepticaltlué true worth of
Wittgenstein's claims in ethical terms, there drese who find in the
proposition something of a definitively ethical mat. Staying silent on
what must not be spoken of, is, for these critesdistinctly ethical

stance.

The obligation to remain silent is assumed—by thed®lars—to
mean something cannot be said; and this must eptert as such. The
Tractatus on this reading, takes the form of a ladder,whraway when
the limitations of language are accepted. The ladkle metaphor for
language; throwing it away is a metaphor for an kamang to the
limitations of language. For Lynette Reid, who Wagtten extensively
on Wittgenstein’s conclusive endnote, the upshahefladder theory lies
in the assertion to “stop engaging in this actiafyarguing” (Reid 1998:
106). This demand to stop arguing, for Reid, ineslva subsidiary
demand to accept insufficiencies of language. Theaglack in language
in relation to certain experiential forms, a lackigh must be accepted.

Returning toSilence cast as a film which concerns language, or at
least the relationship between silence, languagd tauma, the
concerted efforts made by Eoghan to record therte@” of Ireland’s
landmarks, which makes up a considerable portiorthef narrative
action, can be thought to shield, that is, mask,ghrpose of the silence
maintained around the (perceived) trauma in retgriiome. Eoghan'’s
efforts at recording silence—the journey of thenfih long deliberation
on silence—can be found to veil the significancenisf speaking in his
native tongue when he returns to Tory Island (&hispeaking island
off Donegal, part of the Doneg@8aeltacht By travelling to where his
native language is spoken—in the film's conclusicaand facing the
trauma of having left, considerable weight is giwenthe relationship
between silence, language and trauma. Indeedotinegy culminates on
Tory, at a moment when the relationship betweeguage and silence,
discussed at various anchor points along the weaghes critical mass.
Crucially, Eoghan, as a native speaker, returehtere his native tongue
is spoken. Yet his journey home, which requiresakp® his native
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language at intermittent intervals, can also bendowo involve an
acceptance of languageer sein its limitations (as silence). This is
analogous to Wittgenstein’s text, when this acaeg#as considered as
an ethical variant.

The film opens with a sequence of images, absinattat they have
no context within the film prior to this, of a hausituated in the Irish
landscape. Collins then cuts to Eoghan discussimgeturn to Ireland
(for work) with his partner on the streets of BerliThe discussion,
drowned out by city-noise, shifts to an apartmenevening time. No
back-story is given concerning the problems of horfirere is an
implicit tension generated around the abstractiohsa house and a
broken window shown in close-up prior to these ssenThese
abstractions emerge again at the film's end, noweaked as images of
the place Eoghan finally returns to, having bediteg into the action at
random moments throughout. A close-up of a frametige swaying on
a wall follows that of a curtain blowing throughbeoken windowpane.
Lacking context in the main body of film, these didisjunctive
temporalities,” as Adam Lowenstein puts it, whidx¢eed ‘pastness’
and infect the present” (Lowenstein 2012: 143).eLikauma, they “cut
into” the present, only to reveal their contentEaghan’s family “home”
at the end (a point when form and content align).

It is never clear whether these images are markerghat haunts
Eoghan because of an associated trauma, or thessipm of a trauma
interrupting the film’'s syntax. In the former senss mental images,
they recall the repetitious-mental images expegdnby victims of
trauma, images which, lacking cognitive statusy jarth language.
Simply put, their content resists framing. “The mye James Dawes
notes, “overwhelms the act of experiencing [. belcause the event
thereby permanently escapes understanding.” He, dddsauma is in
this sense not simply cognition resistant but ngnaove, then there are
serious costs to putting trauma into words” (Davafsl3: 29-30).
“Trauma,” Grant H. Kester claims, “is defined [.].by the continual
reenactment, repetition, or reiteration of the mmatic event in the
consciousness of the subject” (Kester 2011: 183ges returnad
nauseumdue to a subject’'s difficulty processing image teoh in
language. These trauma images also interrupt lthesfsyntax. It is only
when their indexical content materialises and iewsh as the home
associated with trauma that the film ends. Moreovke final shot,
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Eoghan moving from the window to the centre of them having
returned “home,” is undertaken in silence the darste basis of which
is an (perceived) ethitot to frame (to frame to find a definitive meaning
for experience in language).

The journey, before reaching this endpoint, unfalddh an almost
gravitational pull to where Eoghan’s native langrag spoken on his
return to Ireland. This pull is marked by incidenthich draw him,
almost as if by some unconscious force, towardseh@me of the most
significant of these incidents takes place on thestCoast. The incident
in question begins with an undisclosed “other,wilie novelist Michael
Harding playing himself, although he is never nefdrto as Harding,
walking towards the camera in long shot; while Emglsets up his
recording equipment. The stranger inquires whathBogs doing, only
to be told “recording areas that are away from metensound.” “Sure
you're here,” the stranger replies. Without dwelling ba tronic comedy
of this reply, the next scene takes place in a weking it clear that
Eoghan has been invited home. The conversationekingn the
possibility of experiencing pure silence. The shbta skyline is then
followed by a cut to a dining room of an old housbgre the discussion
continues over dinner. Eoghan is asked if he teersiand brothers. He
is visibly uncomfortable when stating he is an osghild, inferring
posssible reasons for his exile. Recognising this,host changes the
subject.

The host (as “other”) deliberates on a “silence”ickhcannot be
understood as lack, as the tension around the sdisguof Eoghan and
his family and the trauma it invariably evokes neubsides. Eoghan
then agrees to sing, after which he talks aboutvidlee of song to
rooting people in place. This moment underlinesthtextent that it is
almost an epiphany—the importance of “home.” “Whgou push
yourself into existence, it's like the first noté asong. It comes out of
silence. And your last breath will be followed blesce,” the host notes,
adding the words, “but in that time you can onlywigre you're rooted,
where you belong. And to where you go home.” Frdms point the
significance of “place” in the sense of belongirgy greater; as the
“being"™—associated with the Ilure of “home”—harmarss with
“becoming.” The scene anchoring the film is momestothe change
from resisting the lure of home to accepting it rtakes on a revelatory
tone.
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Eoghan’s failure to reveal something about therreto Ireland is
nonetheless poignant. An existential quality isegivo belonging, in that
“you can only be where you belong,” yet it is neweade clear whether
Eoghan at this point shares this view. He has “beaendifferent
locations on a map, an exercise in solitude. Theownter withthis
other, who forms a bond with Eoghan, seems in ensesrevelatory, in
part due to the sudden “constellation of sociahtiehs, meeting and
weaving together a particular locus” (Massey 19%#4). It involves the
“particular locus” of home. In another sense, #ras to remind Eoghan
of the trauma he is destined to confront. The disicun concludes with
the camera turning to the homely kitchen spaceetiek boils; morning
arrives. Eoghan’s silence on the ruminations canngrhome are now
more telling, more affective than a robust responéth the kitchen and
boiling tea signifiers of a “home” he maintainswarcomfortable relation
with. A shot of a window (and | will return to thsignificance of
recurring window images) ends the sequence, framaiggrden with a
child’s swing made from an old tyre. Here are tsaoé family life but
information about Eoghan’s past remains steepesdédnce.

Matthew Ostrow finds in the concluding propositiasf the
Tractactusemphasis on doing a statement he regards as femdalhy
ethical. For Ostrow, “Wittgenstein's statement nits real fulfillment
not in what we say but in what we do” (Ostrow 2002). In the
sequence following the encounter with the undeseghhost, Eoghan is
alone in the landscape, with the emphasis nowistpiftom the subtlety
of his conversation to the base physicality of wiatis doing. Because
the reasons for visiting the places he visits agkihg, the journey to
these places takes on a spiritual as much as p@thyg@meanour (eust
not to be spoken of). This physical “doing” accomdish a silence of
Wittgensteinian proportions. Eoghan hypotheticakbgumes the “my” in
Ostrow’s analysis:

The activity of philosophizing (serves) as an imdiign that my will is at odds with
reality, that | am failing to accept fully the ceerof my experience. It will be taken
as a sign that something has gone awry in my wdiviofy. And that is to say that
to “go on” with the task of th@ractatusis ultimately just to acknowledge the
“must” in the text's final remark—"whereof one caninspeak, thereof onmust
remain silent” TPL 71)—as the mark not of logical necessity, but tfical
obligation. (Ostrow 2002: 133)
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In deciding to visit the county where his nativadae is spoken, a sense
of ethical obligation is brought to bear on Eoglsastibsequent decision
to return to the derelict house perceivably his épbearing withess to
the source of trauma, or at least the home asedovath it. He arrives in
the Gaeltacht (where his house is), and in theesemps which herald his
decision to return to Tory, speaks fluently inHtig hese are sequences
crucial to the film’'s narrative trajectory in therse that the journey back
consists of generating an awareness of silencerasaas of accepting
language in its limitations (a silence in language). Eoghansmu
rediscover the language that links him with “homeiile at the same
time accepting that this language is limited incagtting for the impact
of trauma. His encounters on the way are significanserving as
premonitions of this. In the final sequence, Eoghsaavels from
Inishbofin—an island like Tory—to Donegal, as tr@nera settles on a
young man conversing with Eoghan in Irish. Thatdrdogue concerns
the burden of leaving home, adds significance tatwhaterialises after.
The boy could just as easily be a younger versfoBogihan, planning
his future, speaking of a need to escape the “hdiogihan is about to
rediscover. The fact that Eoghan converses in isigtlso significant. He
has entered Tory, the Gaeltacht island he hasisited in fifteen years:

A shot of Eoghan boarding the Tory island ferrjolbowed by a set
of stunning superimpositions: an image, archivairigin, of a fisherman
winding in a net, superimposed on a monumental weaghing upon the
shore. A voice-over recalls the songs sung by fiska from one boat to
the next, as they travel across the waves. Thendeisoan image of a
lighthouse superimposed on a map, used to sighiy drotagonist's
impending arrival on Tory. These images hint at igogs decision to
travel to the island, before a cut to him convegsinth an older islander
(having walked inland from the pier) indicates lagrival. In the
sequence which follows, Eoghan sets out to redacdkie island’'s
beauty. The camera then cuts to him walking alongifdedge, the
corncrake’s call the only discernible sound, drawgnout the man-made
noise in the surrounding vicinity. A medium shaincealing the danger
of Eoghan’s position, cuts to long: He is now a dotthe landscape,
making the scale of rock on which he stands immemssomparison.
The roar of the sea is heard as he begins hisatethemedium shot of
Eoghan returning to the village, signifying the eofl an excursion,
follows a diminished profile—his silhouette—stanglion a sea stack.
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In these sequences the idea of “silence,” conckptdaby Eoghan
earlier in the film as sound free of man-made ®sitbn, materialises as a
kind of obtuse supplement to language. This inedeas sound, devoid
of cultural significance, but also silence indigatiof what Eoghamust
not speak about ethically. That is, when to speato iframe, to reduce
the experiences associated with the past to anctobje knowledge.
Silence resonates in the first sense in shotselahdscape. These are
complemented, in the second sense, by a cut froghdtop walking
towards the village at half-light, to a reversetsbioa derelict “house,”
situated in a sparsely populated rural area in fight. Blurred
“frames”—windows, doorways—come into focus as thaoks and
crannies of the house are perused on entering. dBotfren opens a
cupboard, inspects peeling paint, before gazingtlmaugh the broken
glass of the sitting room window. He then recallsttering voices. This
“collective” mutter, resistant to the framing ohguage, does not make
“sense.” As if in lieu of this, Eoghan moves upsawhere a broken
window and picture frame externalise the brokentenuf the voices.

Eoghan then appears at a window (which we will uksclater),
surrounded by a gradually darkening room. A ruidyaaced in its
decay, is set in the field over which the windowHKs. Sandy Denny’s
“It'll Take a Long Time” plays as the screen bedindlacken, as a non-
diegetic accompaniment to the final scene. Theifstigmce of Denny’s
epic should not be lost. For the line about fisheriwho will never
know, if there’s a reason, each of them must ggoitothe cruel flow”
finds an echo in the cruel flow Eoghan confront$haime.” Perhaps the
lyrics express the ethical recognition for Eoghlaat tcertain memories
remain excluded from discourse, and the need tepadbis. To speak
about a trauma is to look for sense, to give aoreabhe cruel flow is the
fifteen years of absence, voices that will not mglend the journey a
bearing witness to the material—and not so matetti@ces of this
absence.

Michael Kremer’s critique of th@&ractatuscan help shed light on the
specifically ethical concerns around this endinthefilm:

My interpretation of the ethical point of tHEractatusturns on the “irresolute”
character of the ineffability reading. The centdsa of the ineffability reading, that
there are truths which are “shown” but cannot b, smvolves an unstable
combination of two notions: the notion of a trusomething with the structure of a
proposition, and the notion of an insight whiclbéyond expressing in propositions.
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Ineffability readers sometimes recognize the incehee of this idea, but
nonetheless do not hesitate to saddleTiaetatuswith it—after all, they say, the
book was later recognized by Wittgenstein as defecResolute readers, on the
other hand, see this idea as a temptation whic thetatuspresents to its readers,
only to show them in the end its incoherence. Résakaders, therefore, must look
elsewhere for the difficulties that Wittgensteinertually came to see in his early
work. (Kremer 2007: 146)

Kremer’s interpretative stance, as resolute, istie@tmain concern here,
nor is the viability of his reading. However, hissartion that the shown
does not “assume the structure of a propositiomémthe proposition is
considered to frame “reality” (addressed by Kremear its
“incoherence”), is helpful when considering the nmiag of this end. The
film ends with the once trauma image being reveakdn image of the
home Eoghan has now returned to, while Eoghanawshapproaching
the window, first seen in this trauma image. Heegaput from the
window before he moves away, and the window movesareen. The
window can be seen as “a fragment from a constaidhying and
evolving reality” (Elsasesser and Hagener 2010: TI®us, retreating
from the window—the same window of which is a cahmotif in the
(trauma) image—imbibes, symbolically, Eoghan’s neetlto, or that he
must not, frame the “reality” to which he now beasthess (the shown).
What he experiences as “real” need not “assumesthecture of a
proposition,” hence, he remains silent. The windoame moves out of
the cinematic frame, as the ethical and allegonieach a meaningful
epiphany.

The Realist Fallacy

That place called home is never an unmediated . (Doreen Massey)

André Bazin's writings, most specifically the essdyhe Ontology of
the Photographic Image,” and “The Myth of Total €&ima,” both written
during the early years of Italian neo-realism, hheen instrumental in
shaping the relationship between cinema and tHestr@aovement after
the War. Bazin identifies a defining teleology,rfrdhe first excursions
in perspective, to the advent of French paintegblism (on to cinema).
In his essay, he underlines the fact that the dargntors of cinema
“saw the cinema as a total and complete represemtat reality [. . .Jan



214Dara Waldron

integral realism a recreation of the world in its own image” (Bazi
2005: 20-21). For Bazin, photography is an “impassirecorder of
reality. Just as Stanley Cavell claims, “when atpb@ph is cropped, the
rest of the world is cutout’ (Cavell 1979: 24), Bazin finds an
unparalleled access to reality in the photograptedium.

Bazin finds realism—the teleological origin of whibe identifies—
in painterly perspective. For Stephen Heath, fallgaBazin, the “fixed
centrality” of the film spectator, derives its pomnal fixity from the
spectator of two-dimensional (pictorial) space.“Marrative Space,”
Heath maintains “fundamental (to the film exper@nis the idea of a
spectator at a window, aaperta finestrathat gives a view on the
world—framed, centred, harmonious (tietoria)” (Heath 1976: 78).
“For Heath,” Friedberg puts it, “the frame of thentera reproduces the
frame of Alberti's metaphoric window, offering aew that is framed
and centered” (Freidberg 2006: 78). Friedberg notes

The cinematic moving image is produced by a sesie$rames” travelling at a
precise speed through an aperture of projected. lighe film frame reminds us of
Alberti’'s axioms for perspectival representationt B/hile photographic perspective
conforms to the conventions of depth of field amdnfing, and hence Bazin's
teleological viewpoint, “the cinematic movementatfjects within the frame to its
edges, and off-frame, suggests its radical corttiadi.” (Freidberg 2006: 83)

The cinematic/photographic frame may have its nsgn the Albertian
window. Yet the positing of such origins is belied least in Friedberg's
view, by contradiction. Not only is equating thendow with the
materiality of the screen a problematic venturetasois the conviction,
when assumed, that photography is a less “medidtedi than others.
In other words, it is not a given that the framiof reality which
supposedly originates in perspectival painting lheac a nadir of
perfection in the photographic image. It might berenappropriate to say
that the photographic image has an ability to shdthout necessarily
framing reality, the distinction being fundamentapistemological.
Debates in realist discourse tend to hinge on denstions of
photography as an end-point of the realist projElsese debates also rest
on the fact that reality—of which we speak—canddered without the
same recourse to mediation, film as a fulfillmerit tbe Albertian
“window on the world” coda. Taking the cinema screée equate with
the window, as assumed within realist circles, Wiadows used in
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Silence can appear as problematic reflexive motifs, drésimg the
window view as a metaphor for peering into the.r&lat Silencehas
been received as a documentary would seem to dupperfilm’s
“window on the world” codd;and indeed its realism. In this sense, the
film frames reality. Yet, considering the film agither conventional
documentary nor full fiction, the aesthetic usetle# window assumes
greater levels of import. It is interesting to nttat Eoghan is played by
a non-professional actor (and co-author of theesgikay for the film),
Eoghan Mac Giolla Bhride, who has lived in exil®enfr Donegal.
Eoghan, in an uncanny contradiction, plays Eogfiae.emphasis on the
window, nonetheless, serves to reflexively drarmeatige film's implicit
claim to be a window on the world, with the worlditg Ireland, while
generating further concerns around the issue ofh&wograming this
world.

By turning away from the window “frame” in this ihsequence the
reflexive concerns with the visuality of framingeamll the more
apparent: what are “we” looking at? What can befis@ What can be
known? Eoghan peers outwards through the windownaak of his
impulse to frame, before moving away, suggestim@tdeast implying,
his decision not to frame, or that he must resétoiding, like the film
itself, a frame for trauma (a microcosm of Irelanttauma). For Eoghan
travels back to Ireland, whether, consciously dr, mothe hope that an
understanding of how the country has impacted am ¢an be framed.
However, the move away from the window now impleshas come to
terms with the limitations of framing as languagden to frame is a
repository for language. The window is used toeflon framing,
ending the film by suggesting the “reality” Eoghaeers at through this
window—as if the picture he has of the past isamgér something to be
beheld—and the desire to structure his reality poposition, has given
way to an acceptance of language and its limitatiolhe end,
associating the window frame with framing, alignsgkan’s view with

* It is not surprising that quite a large proportifreritics received the film as a
documentary, the implicit aim of which was to imtggate the realism of the
documentary form. Mac Giolla Bhride is a co-writetaking the film partially
autobiographical. When the distinction between posfessional actors and
documentary subjects is rendered mute, the filmuiaeg a certain realism,
while equally problematising the realist form.
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the spectator's;a gaze no longer directed at the window. The windo
as a symbol of “reality,” and the framing of langea now moves off
screen, forming a symbolic correlation with the édfian metaphoric
window:

Alberti’'s metaphoric “window” was a framing devider the geometrics of his
perspective formula. While it implied a fixed pawit for the viewer of single point
perspective, it did not assume or imply that thebjsct to be painted” should be the
exact view of what one would see out an architettwindow onto the natural
world, as in a “window on the world.” As a repretdional system, linear
perspective was a technique for reproducing what seen on the virtual plane of
representation. But if the logic of perspective proetl a representation of pictorial
space with the effect of window-gazing, it alsogeld new restrictions on a viewer
who was, as one writer will describe, “immobilizeg the logic of the system.”
(Friedberg 2006: 35)

The capacity for the windowgua Friedberg, to immobilise the viewer,
makes it a suitably fertile metaphor for the enddfigilence For, rather
than assume an experience of immobility, the etdéetindow-gazing—
a practice in which Eoghan partakes in this scand,at key moments in
his journey—allows the experience of arriving hotm¢ake the form of
acceptance at this moment. Eoghan is attuned, perimapelling the
viewer to become similarly attuned (to Ireland atsl problems), to
accept that something about “reality” does not létslf to being
framed. Something about what Eoghan gazes at throlg window
escapes the aperture of the frame. It is no serghat the images,
defined as trauma images, find a context at thigtjure, neutralising
their earlier impact as “trauma.” It is as if, witpghanand the film

® It is interesting to note the metaphoric use & thin in Iranian cinema,
particularly as Collins has an expressed interegté Iranian New Wave, and in
particular the films of Abbas Kiarostami. He made c@mmissioned
documentaryAbbas Kiarostami: The Art of LivingCollins 2004). Mehrnaz
Saeed-Vafa makes the point “a perfect example daphm®r of Kiarostami's
cinema, also common in Persian poetry and the wafrkother Iranian
filmmakers, is the use of ruins as an image of elgion, an image that can be
historical as well as personal—that evokes a ctleanemoir of destruction
imperialistically and internally as well as a sededespair and loss” (Saeed-
Vafa 2003: 59). That Eoghan turns away from thedwim, through which he
peered upon the ruin, supports the argument tleatdfiective memory which
materialises as a ruin cannot be framed, anaingstay silent.
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making, the same point—the trauma depicted thrahgbe images, of
Eoghan’s home—can be accepted, without at the §ameassuming the
“structure of a proposition,” framed. The home aéid with trauma, does
not lend itself to framing.

That trauma must not be spoken of, rationalisedefggessed in
Wittgenstein’s final proposition), is felt in théng@sing of the window off
screen as Eoghan sits in silence. The visual erigplyagen to the
window, as frame, is reduced. The subtle use ohdohowever, as an
accompaniment, has a nonetheless crucial roleisnsquence. Eoghan
enters the home, with memory externalised as scumokitter of voices
gradually replaced by song. Although he does netlspor talk about
what he feels, the audience is privy to the soneenories that pervade
his consciousness. The Real, as coined by Jacq@mlto account for
the use of language in the aftermath of traumagrsffan interesting
means for assessing how visual form echoes theeoasmienediated in
sound. Slovenian philosopher Slavoj Zizek explotles concept, as
follows:

Here the distinction between reality and the Reallmabrought into use: reality, as
we have just seen, serves as the external boundaigh enables us to totalize
language, to make out of it a closed and coherngsies, whereas the Real is its
inherent limit, the unfathomable fold which preweittfrom achieving identity with
itself. Therein consists the fundamental paradoxthe relation between the
Symbolic and the Real: the bar which separates tisestrictly internal to the
Symboli¢ since it prevents the Symbolic from becominglit¢Zizek 2002: 112)

The “closed” and the “coherent” equate, metaphtyicavith the

enclosing Zizek associates with the frame. It iemworthy the film ends
with Eoghan moving through the space of the “honas”a hum of
mutter is recalled. It is a “strange” mutter infttltadoes not cohere as
speech. It is also strange in that Eoghan recalefore recalling the
tradition of sean nds. Mutter subsides in a traditof song O’Cannain
says is a “complex way of singing in Gaelic, coafirmainly to some
areas in the West and South of the country [ondg finds a very florid

line in Connacht, contrasted with a less decormesin the South, and
by comparison, a stark simplicity in the Northeongs” (O’Cannain

1978: 49). He notes “no aspect of Irish music camderstood without
a deep appreciation of sean nds singing. It iskéyewhich opens every
lock” (O’Cannain 1978: 71). It is significant thitais tradition is recalled
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as Eoghan moves around the derelict “home.” Thaenof the strange
“unfathomable fold” is replaced by an unaccompasied voice.

The lyrics of the song go some way to framing thality of an
island, in this case Tory. This is in contrast tmatter, conceptualised as
the Real, resistant to the symbolic as discourgst ds his project in
returning to lIreland involves recording silence—ogptualised by
Eoghan as framing the natural world—there is soingthbeyond” the
frame, emphasised by this muttering, which bearghenexperience. In
this way, Silence is about navigating an island, where the frame,
considered as the historical real, exists in aotsrnexus with the trauma
of the Real. Trauma, returned to by way of an uscmus pull, reveals
itself in the muttering of the Real, recalled bygEan as he enters the
home. As Zizek puts it “history itself is nothingtta succession of failed
attempts to grasp, conceive, specify this stramgrét (the Real)” (Zizek
2002: 101).

A silhouette is all that is visible as the film sndhe spectator tasked
with imagining Eoghan’'s emotional reaction. Eoghaway well be
overwrought. But that he maintains silence agatimstpartially viewed
window is important. For henustretreat from framing and stay silent,
just like the spectator who finds resonance irpbisition on screen.

Quiet Radicalism/A House is Not a Home

It is language that tells us about the essence tifirey, as long as we respect
language’s own essence. Martin Heidegger

Images of a house haunt the film until this scemleen, crucial to the
allegorising process, they reveal themselves agiemaf home. The
pacifying alignment of trauma with home evokes milsirly pacifying
alignment in Eoghan and, crucially, a potentiallgniar one in the
spectator. Because Eoghan’s journey mirrors thenguundertaken by
these images in finding a context, house becomesehin a kind of
cathartic riposte to the Irish obsession with hiegsh recent years.
Catharsis is achieved ending the film this way. i&twdisplayed in
the form, or more specifically in the interruptiv@auma” images, is
eased when Eoghan is shown dwelling in the homethese images
represent. The silence maintained by Eoghan, ttietifiat he does not
talk about going home, and resists speaking alouta capacity which
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would seek to frame it, synchronises with the maway from the frame
of the window. The gaze, an attempt to impose oideejected: the ruin
is no longer in need of a frame. The trauma of Itgh landscape,
symbolised by the ruin, resists being bound byfttéueing of language.
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Listen—Christy Moore’s Old and Newlocal Ireland
Bent Sgrensen, Aalborg University, Denmark

Abstract

This article examines the role of popular musictlire construction of communal
belonging and cultural memory in contemporary hdlafocusing on a single case,
namely that of the former lead singer of Planxtyri€i Moore—ever a politically active
songwriter and performer, who was named as “Irélamggeatest living musician” in
RTE'’s People of the Year Awards in 200oore’s solo albumListen (2009), by its
very title invites his audience to listen to a suation of his influences, his past and his
diagnosis of the present. The album refers to histpersonal, communal and
national—in three different areas: Musical histdtlgat of Ireland at large—"Rory’s
Gone”), as well as Christy Moore’s personal rolét if{Barrowland”); Irish immigration
and diaspora history (“Duffy’s Cut”); and world pidal history at large (“The
Disappeared/Los Desaparacidos”), and yet it alsphasises the present cultural state
and critiques it. The article examines this albwsnaaglocal Irish artefact and cultural
text.

Key words: music, song lyrics, cultural memory,lgibisation, glocal, cultural texts

Christy Moore’s penultimate solo albufristen(2009) isglocal—global
as well as local—in its scope. The songs are deltefrom a number of
different songwriters and describe events arouedatorld, in places as
diverse as Arctic Sweden, Great Britain, the USA BhSalvador—with
notable local Irish interludes, such as “The Balt#dRuby Walsh,”
which takes us to the Galway races, and in thegsesends up the Irish
upper classes. The album also includes “Gortatdgettich continues
the tradition of limning the Irish countryside witlery specific use of
place names to create a nostalgic geography amoribgraphy. Even
songs that are not specific in their referencdsisbness, however, take
on lIrish resonances from the very framing theyexgosed to, through
the song selection, as well as the performancectspé the recording,
including the choice of Irish instruments (incluglibodhran) and, not
least, Moore’s Irish accent. | propose that thibridity of new and old,

! Awarded for “decades of exceptional contribution trish music,”
http://www.rehab.ie/press/article.aspx?id=304.

Sgrensen, Bent. 2014Listen—Christy Moore’s Old and Newslocal
Ireland.” Nordic Journal of English Studids3(2):222-235.
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foreign and national, might just be the most appabe strategy for an
updating of Irish identity through song.

Cultural geographers and theorists of postmodernismd
globalisation have suggested that the last decadethe twentieth
century were characterised by the twin phenomena cwoitural
acceleration and time-space compression. David éyapvoposes in his
book, The Condition of Postmodernjtyhat “the general effect is for
capitalist modernisation to be very much about dpgeand acceleration
in the pace of economic processes and, hence] st&EigHarvey 1991:
230). Thus, he suggests that “innovations dedictdethe removal of
spatial barriers [. . .] have been of immense ficanice in the history of
capitalism, turning that history into a very gequrmal affair—the
railroad and the telegraph, the automobile, radio &lephone, the jet
aircraft and television, and the recent telecomations revolution are
cases in point” (Harvey 1991: 232).

This acceleration and compression, which—whenifelbur social
relations—may be perceived as a general speedirgj-alh interactions,
greatly helped by information technology and sh@rihas also been
theorised by Paul Virilio in his work on the emergifield he calls
dromology, or the philosophy of speed. He stat8$ie” reduction of
distances has become a strategic reality bearicgcnlable economic
and political consequences, since it correspontisetmegation of space”
(Virilio 1986: 133). An immediate effect of the aberation and higher
speed and ease of exchange is a perceived lessehitige distance
between sites of production and sites of consumpiiben we think in
terms of goods, and of a similar compression otspahen it comes to
our consumption of cultural products, such as musiiginating from
places far removed from our own listening positidhis is an effect
shadowed by the similar compression happening enpitoduction of
music across large distances between musiciang/ateds/composers—
physical distance being made irrelevant by the eafike sharing via the
Internet, or simply the global access to Interaéio and music libraries.
This means that a global listening position is edlgossible, but as
listening always takes place in one’s immediate thiedefore local site,
listening as well as production can be conceptedlas a glocal process.
Therefore, my purchasing of Moore’s album in CDniidn Dublin is less
important than the fact that its consisting of pbhke digital files has
allowed me to listen to it and write about it incddes as relatively
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diverse and far-flung as Falun, Turku, Roskilde &khgen—all non-
Irish, of course.

Globalisation has a number of repercussions for wmantity
formation, even leading theorists such as ZygmusuirBan to suggest
that we no longer create firm identity structuresholisms, but rather
that we instead resort to scattered, local ideatifon points. He writes:
“Perhaps instead of talking about identities, iitedr or acquired, it
would be more in keeping with the realities of tilebalising world to
speak ofidentification a never-ending, always incomplete, unfinished
and open-ended activity in which we all, by nedgssi by choice, are
engaged” (Bauman 2001: 129). The advantage of audbw is, among
other things, that identity is regarded as a pr®cather than as an end
product. This opens up for a dynamic analysis ehiity work where the
individual as well as the social framework can kersas possessing
agency in identity, or identification formation. fermore, it
emphasises the connection between existing in ®hatnan elsewhere
has dubbed “liquid modernity,” and having liquid erdification
structures that can constantly be revised to fihuhe subject position
most relevant for the individual, whether as cwatuproducer or
consumer—another distinction that is under erasutbe digital age of
self-production and publication.

In addition to acceleration and time-space comjoassthe
phenomenon most often proposed, as a necessarpnditon for
globalisation, is deterritorialisation. A leadinghslar of globalisation
and cultural identity is John Tomlinson, who in article “Globalization
and Cultural Identity” remarks: “The very dynamidiah established
national identity as the most powerful culturalipichl binding force of
modernity may now be unravelling some of the skdhet tie us in
securely to our national “home.” The kernel of ruh the claim that
national identity is threatened by globalisatioeslin the fact that the
proliferation of identity positions may be produgichallenges to the
dominance of national identity” (Tomlinson 2003:427For Tomlinson,
deterritorialisation is first felt on the nationddvel, as our identity
construction no longer relies on belonging to aoma entity, but rather
to alternative spatialities, whether regional arcty local. It is exactly
this insistence on locality that can be regarded pssitive side-effect of
globalisation with regards to identity formationn@®can indeed propose
with Tomlinson that there is no deterritorialitiomithout subsequent
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reterritorialisation within what he calls “projectof cultural
‘reterritorialization’—the claiming and reclaimingf localities—which
don't inevitably involve claims to state power” &7 While Tomlinson
in this connection discusses movements lookingetbaim a traditional
“homeland” (usually ethnically as well as terridly defined), his
argument is also valid for the glocal identity fadations of Irishness, as
for instance seen in the case of Christy MooreTdmlison's words:
“What is interesting about such projects is thggima, they exemplify a
particularly modern cultural sensibility: the vemption of a juridical
contestation of rights linked to identity seemsensthndable only within
the sort of global-modern institutional form of iigy which we have
identified” (275). While Tomlinson eschews the udethe term glocal
for these “global-modern institutional form[s] afentity,” it seems apt to
apply it to processes of identity work, for instanthose involved in
music production, even in territories not direcdynbroiled in “hot”
contestations of rights (especially as in Irelahd tcooling” of such
iSsues never seems permanent anyway).

Irish music has been a major export commodity stheelate 1960s
and the emergence of global names such as Van 3darr{1970s
onward) and U2 (1980s onward) has sped the pradeng. In the last
two decades the process of globalisation has fedd do Irish music
itself and enriched its flavours with elements dfies national music
traditions or of world music, as the recordingsSiriead O’Connor and
other neo-traditionalists testify. In other artglé have examined aspects
of the global status which the music of Morrisord ab’Connor has
achieved, focusing on how the Irishness of theirsimuhas been
mediated, for instance by its use in films and mw&ileos. Likewise, |
have described the relationship between the maintanof tradition and
innovation of this Irishness as a global/glocaleinhange. Christy
Moore’s albumListen is a further example of this development, and
gives me a welcome opportunity to revisit theseig@ssthrough the lens
of globalisation.

Moore, by his own statement, listened to nothingtiaditional Irish
folk in the early part of his career as a singeat parformer (or as he puts
it, more memorably in an interview with Niall Stake2011: “l was a
pure finger-in-the-ear-head-up-me-arse folky ut®iv2”). The seventies
and eighties, however, saw him begin to take arast in contemporary
songwriters from a wider, international folk sceaad eventually the
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rock music-related field. By the 2000s Moore haacheed a state in his
four decade long career where he could recordypnetich anything he
saw fit. He earned this right by constantly inndavgithis musical and
lyrical expression, moving in his first two decadw&srecording, both
solo and with Planxty, from traditional ballads rfrothe long Irish
musical history, via contemporary songs by travellsuch as John
“Jacko” Reilly, to political songs taking a stamd favour of the IRA,
especially Bobby Sands and the H Block prisonershé 1980s, with his
new band “Moving Hearts,” Moore began experimentiwgh an
instrumentation drawing more heavily on rock triadis, following
which he again went solo and started accumulatingaded new
repertoire of his own songs, as well as songs hgrarish and British
songwriters.

The 2009 alburListen came after a fairly long studio recording
hiatus for Moore, four years after his previousosff The album is
credited to “Christy Moore with Declan Sinnott” the accompanying
booklet, but on the cover it is simply listed a€laristy Moore album.
Sinnott is however an essential part of the albpenforming most of the
distinctive guitar and mandola work on the recagdiand singing lead
vocals on one song, “I Will,” and harmony on moéttlee others. The
inside sleeve photograph by John Coffey, appragsiashows Moore
and Sinnott performing as a duo act in 2008 in Duloore’s career
had been scaled back since the 1990s on doctat&ayrafter years of
drinking and hard touring had taken a severe tollhis health. It is
entirely possible that the new album was intendethking a moment to
sum up a career, and to reminisce on the statevoild Moore might be
about to leave. One song, “China Waltz,” whichpgedfically about old
age and dying: “The hard release / That stealpd¢leeful dream / Might
take this breath away.” This is referred to by Moas a song he was not
ready for, until this album was recorded althoughhlhd “tried to record
it” in the 1980s. As he puts it: “It has never lefe and came back loud
and clear last year” (Moore 2009). And certainlyng® about road
casualties, such as the Pink Floyd modern clagiine On You Crazy
Diamond,” written in 1975 about Syd Barrett (di€@D8), and Moore’s
own “Rory’s Gone,” obviously dedicated to the legaaf Irish blues
legend Rory Gallagher (died 1995), would seem dcate as much.

An “English” song, such as “Shine On You Crazy Dismd,” is
made locally “Irish” and personal, through a ciraomiption performed
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by the liner, or sleve notes on the album. Moolels this number “an
old Séan-Nos song” (Moore 2009), and explicitly pames it to songs
such as “The Yellow Bittern,” putting it into theatlition of old Irish

balladry. One sees the obvious thematical simiaribetween the two
ballads in striking lines from “The Yellow Bittefnsuch as these: “His
bones are thrown on a naked stone / Where he é&l@te like a hermit
monk,” which could easily be read as descriptive of #dusive life

Syd Barrett was reduced to, as LSD use brought hasitdormant
psychoses, and left him unable to perform or evemrmunicate

coherently with others. Barrett’'s condition is castwords in “Shine
On,” in lines such as these: “There’s a look inryeye / Like black holes
in the sky"—and: “Nobody knows where you are / Hogar or how far”
(Waters and Gilmour 1975). It is obvious that Modatentifies with a

fallen fellow-traveller such as Barrett, and he toares his note: “It
evokes memories of old friends past whose stanseoubrightly, whose
flames were quenched too soon"—words that also ¢cisoline from

“The Yellow Bittern”: “I was sober a while, but I'tirink and be wise®

signifying how many of the “old friends past” knowiy chose the road
of excess as a shortcut to wisdom, and consequsetiled for a short
earthly life in exchange.

The Waters/Gilmore song is, however, not the omlg o reference
England’s geography and culture. Liverpudlian sorigaw lan Prowse’s
“Does This Train Stop on Merseyside” would seem iin@st obvious
example of this, judging by its title alone, butfact this track turns out
to be the most global of all on the album. Theclyreffortlessly bridge
British colonial history and its darkest, bloodiestpects, such as the
slave trade and transported Irish labour (“the tlob Africa on every
wharf’; “the Famine boats are anchored in the haid)contemporary
ills emanating from the old British enemy: Yorkg&policemen stand by
impassively as Liverpool football fans are cruskredhe Hillsborough
stadium disaster in 1989, and above everything E2sty hovers
aimlessly, “flying everybody everywhere.” This somg not only an
instance of time-space compression, it is, in fadiput the very
phenomenon of time-space compression and globatisas postmodern

2 http://www.celticlyricscorner.net/ryan/yellow.htm.
? http://www.celticlyricscorner.net/ryan/yellow.htm.
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colonisation. The pun of the name of Merseysidggsithroughout the
refrain—when will there ever be mercy found on Mgsde?

Other aspects of the lyrics introduce the listdndBritish eccentrics
of the past, such as William McKenzie, whose s, are informed,
“lies above the ground / in that pyramid near Mangl"—lines which
both refer to McKenzie’'s bizarre final resting paio the graveyard of
St. Andrew’s Church, off Maryland Street in LivegboThis is a bona-
fide 15-foot pyramid in which McKenzie was interregitting upright
holding a winning poker hand, in case the Devilldi@ome by looking
for a game, and to the fact that McKenzie’'s sopbredly never found
rest in the grave but walks down Maryland Streegkég redemption
for the many other souls who perished working inkiiczie’s railroad
and canal construction sites and steelworks. Irtrasfy Alan Williams,
the first manager of The Beatles, is mentioned s#lldiving source of
tall tales of Liverpool’s glorious past, and thenteo of the Merseybeat.
Another example on the album paying tribute to #tide and era is
found in the song “I Will,” which was a hit for Mesybeat act Billy Fury
in 1964. The Fab Four are further limned as havapped into a “lay-
line [that] runs down Mathew Street,” the site ¢feTCavern Club where
The Beatles first honed their performance skillo@se 2010).

Prowse’s lyrics thus mirror Moore’s split feelingsncerning Britain
and its colonial and cultural history. The musid atorytelling that came
out of Liverpool is subtly weighed against, and mteubalanced by, the
city’s role in the violent history of capitalist ghoitation, and state
sanctioned violence against the working class amangon folk of many
races and nationalities. It is worth noting thatinmemarkable exchange
of respect after Moore’s exposure of this song ttarge audience,
Prowse decided to write his 2010 Master’s thesisiglm Studies on the
topic of “Locating the role of Christy Moore in $h folk and traditional
music.”

Most of the songs on the album are, however, writhy Irish
songwriters Moore has known for decades, and inyncases he refers
in his liner notes to having wanted to record thveark for years. It is
thus clear that Moore is working on updating anddemaising the
tradition and canon of Irish song via his selectioh songs and

*  http://www.pledgemusic.com/blog/851-ian-prowsefatherhood-irish-folk-

and-being-an-other.



Listen—Christy Moore’s Old and Ne®locallreland 229

songwriters included ohisten An artist such as Dublin-born songwriter
Wally Page has no less than three cuts on the decore written in
collaboration with Moore, and these two artistsfawwt have a long
history of collaborating on material for Moore’scoeds® “Duffy’s Cut”

is a prime example of a number that looks botthéodid and to the new
Irish reality, being a story song of suffering ainglistice of the Irish
diaspora, which has a timeless quality in its treatt of a dark episode
in the history of pressed emigration and labout, |east because the
story of the dead at Duffy’s Cut is as yet an uvsglmystery. The lyrics
capture the hope and aspirations of Irish laboustis seek their fortune
crossing the Atlantic to work on the Philadelphiad &Columbia (later
Pennsylvania) Railroad in 1832, only to graphicaéscribe the illness
and death of “57 Irish Nawvies,” who first “sufferdike the weeping
Christ,” only to end up in an unmarked grave, obslg meant to cover
up the real circumstances of their demise. Thitewie is depicted in the
text as an Irish on Irish crime, as Duffy, the caator luring the workers
to America, is quoted speaking Gaelic: “Dia is MubDhuit agus Failte
romhat / Duffy is my name, | cut through stone fkvior me. I'm one of
your own.” This adds sting to the betrayal of therkers in the name of
protection of the railroad’s profits, and Moore’'sta to the song in the
lyrics booklet plays up the as yet unclarified asp®f the events: “Was
it cholera or was it murder?” he asks, referringiidings in recent years
indicating that some of the workers may have beardered to prevent
the spgead of the cholera epidemic to other comtimsnin the Malvern
Valley.

“Duffy’s Cut” is therefore a parallel to the one tbfe other Wally
Page selections, “The Disappeared/Los Desaparatidbéch extends
the space described in the songs to another p#areaforld. This time, it
is not as an Irish diasporic space, but as paahahternational solidarity
sphere, highlighting as it does the disappearedituhls in El Salvador
during the civil war (1979-1992), and the dictabhipsin that country.
Reading “Duffy’'s Cut” and “The Disappeared/Los Demaacidos”
together, as the album itself urges us to do, ey fibllow each other in
the running order of the disc, thus shows a colimectcross time and

> http://www.peermusic.com/peermusic/index.cfm/amnisiter/artist-details/?

artist_id=353.
® http://news.bbc.co.uk/2/hi/uk_news/northern_irelf§858216.stm.
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space. This connection is formed by exploitation tie name of

capitalism, murder and subsequent cover-up atasiis¢ on the part of
the authorities that stand to lose, if the truthtdid in these matters. The
songs are of course also a pair in that they sesvgart of art’s function

as a potential whistle-blower against such consg@saof silence, and
ultimately as raiser of the listeners’ consciousnes such injustices.
“The Disappeared/Los Desaparacidos” sketches qudtential utopian

paradise in El Salvador: “This could be Paradise tf the spell / of the
Yankee dollar bills from Hell.” In his note to tls®ng, Moore explicitly

calls for remembrance of those whaére ‘disappeared,” rather than
those who merelflavedisappeared (Moore 2009; my emphases).

The third Wally Page contribution (which actualyya Page/Moore
collaboration) is a more personal and musical memaxing nostalgic
about the Glasgow club Barrowland the song is naafienl, which must
have functioned as a home away from home duringrdsdouring and
drinking days. Barrowland, the club, is describedaa ideal space for
Moore and his peers to master and to use as aclefiun which to
spread the gospel of their songs and stories. dhg ‘Barrowland” (“A
ballroom of remembrance”) constructs a clear fgebha shared Celtic
space reaching across from Ireland to Scotland amdke two songs on
the album referencing Merseyside—down into NorthEngland. The
lyrics are more than a little nostalgic, as the prsona remembers
nights of performing in the club ending with a ttip “dreamland,” in
which he was uncertain (or too drunk to care) wéetfjoing to bed
would be tantamount to him going “to Hell or to tien.” The song,
however, also describes the history of Glasgow sode of its rarely
sung heroes and heroines, notably “Mags Mclvor” (ddaet Mclver),
who was the founding mother of the street markth€* Barras”),
formerly located where Barrowland now standskewise, legendary
performers such as Billy McGregor and the Gaybindhp were the
house band at Barrowland throughout the 1930s a@di0sl are
remembered for their showmanship as much as theice in musical
styles, although jitterbug (one of their specialtieis specifically
mentioned as one of the music forms played undentthirling disco
lights, referred to in the lyrics as “the carrouskhealing.” Ladies of the
night appear: “the lassies of The Broomielaw / beirt Cuban heels,”

" http://www.glasgow-barrowland.com/market/histotgnh
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along with footballers such as Jimmy “Jinky” Jolum&, the Celtic
winger of 1960s famé, and their heroics add to the power of
“remembrance” housed within the club’s four walls.

The Page selections thus neatly create three ctiwceircles of
interest for Moore (by proxy through his friend@ng-writing)—first of
a personal Celtic space (with a dominant nostatme), then a diasporic
Irish space (the tone is political, historical)ddinally a global space of
solidarity between oppressed, underprivileged pEopDbviously again,
the tone is political and militant, sharpened bg #vents being more
contemporary. Time-space compression renders tke gongs not just
parallel, but a seamless sequence of nostalgitnsei and anger.

Yet the album is in equal measure new in its mlisacal lyrical
direction. Moore’'s own solo song-writing contributs are both
humorous and contemporary personal anecdotes. @intRthe High
Stool” he says in the record notes: “I knew a fellbke this once”
(Moore 2009), and we immediately understand helisng about his
own good self throughout the lyrics of this songwérweening drunken
pride and its inevitable fall. The “I” of the lysds, to put it mildly, not a
very sympathetic person who maintains a public “Mnow-it-all”
persona, always “expanding and expounding” on séeereally knows
very little about—whereas in the deep dark nighttloé soul, he is
sentimental, torn by self-doubt, but too proud $& &or help. Through
what amounts to a miracle, he is picked up by ghthip,” minutes
before “I went under for the very last time.” Thature of the lightship is
never specified in the lyrics, but we note thegielis overtones of his
“being caught in its beam” and being led to safdtlye song actually
exists in two different versions, and one which Isasnewhat more
elaborate lyrics is found on Moore’s own webSite this expanded
version, the message of salvation is the sametheutopics which the
“I” persona was expounding upon are spelled outenfiolly. Jack “The
Gorgeous Gael” Doyle, a famous Irish-born boxer aator, is
referenced as a real historical persona, as by haw become an
established practice in the songs on the albume,Hez is part of the
unlikely range of topics Moore’s alter ego was axgert” on, which
also includes Aga Khan's wives, and “the priceioéin Sierra Leone.”

8 http://www.theguardian.com/news/2006/mar/14/gusrdbituaries.football.
® http://www.christymoore.com/lyrics/riding-the-higtool/.
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Fellow drunkards are also mentioned by (nick)namthis set of lyrics,
and certainly not spared the rod of ridicule, alidffo the “I” still reserves
his most scathing critique for himself.

By contrast, “The Ballad of Ruby Walsh” is an exudb#
observation of the mores of theuveau richef Tiger Economy Ireland:
“You can see the Liposuction, the Botox and the rAegtation,
Brazilian haircuts and Colonic irrigation,” at wholhoore thumbs his
nose, as the narrating persona, against the odtlsvah the help of
jockey Ruby Walsh, cleans up at the Galway racdéme dontrolling
metaphor of the song is an extended comparisonelestyilgrimages to
known holy places and places of miraculous healfBgthlehem,
Lourdes and Croagh Patrick, to cite but a few) ne side, and thiaux
“pilgrimage” involving genuine “agony and ecstasg”the Galway races
on the other. Both types of pilgrimages are for diespicable rich and
unscrupulous, such as those “Soldiers of destimyd feedin’ frenzy /
Them boys would eat the Lamb of God / and come barcthe gravy™—
but also for the ones who “have seen better ddgekin’ to take our
chances”—yet anothenemento morbeing issued to himself. Thus, the
races have the potential to become a site of greapeality than the
“Smurfits and O’Reillys” would really care for, artie Galway races
become a glocal event of significance to both lsigt low.

Counterbalancing the portraits of modern Irelarel taro songs that
reference the ballad past, and in one case a maytfigure. The Irish
heartland is praised in a sincere hymn to the gj@eal of Gortatagort,
“where the Angels bleed over Bantry Bay,” and ‘fhgsithe House my
Mother was born.” This song carves out an extrerwagl patch of Irish
ground, using hyperspecific references with remaekaapitalisation of
local sites, such as “The South Rey Grass and thithfRRey Grass.” But
as all geographically specific Irish songs, thevaie Ireland of the
individual songwriter stands as a metonymic reprigon of the whole
of the island, which again is a metonym for honrigio, birthplace and
birthright. The song underscores this Irishnesalt®rnating English and
Gaelic place names: “Through The Longmeadow Thec@md&ua / The
Fortfield The Pairc na Claise.” Moore annotates tlihn Spillane song:
“John wrote this song about his mother's home pléé¢keen | sing it, it
transports me back to Barronstown, between thedflihllen and The
Yellow Bog” (Moore 2009). There is, in other wordsGortatagort for
and inside every Irish person. The song expligithrforms a specific



Listen—Christy Moore’s Old and Ne®locallreland 233

type of time-space compression by stating in it&€$ythat the singer sees
Gortatagort simultaneously “in this time now andainother,” making
manifest its nostalgic gaze back to childhood dayd conflating the two
times as one, both being equally real to his mind;ultural memory.
This is as local as Moore’s selection gets, yetlyhes are so universal
in their longing for a Mother's house that one csimare in their
emotional contents, no matter from where on théalmne originates.

In “John O’ Dreams,” this Irish version of the Sarmah is described
as the great equaliser, as “Both man and mast&einight are one / all
things are equal when the day is done / the pimckthe ploughman, the
slave and the freeman / all find their comfort @hd O’ Dreams.” Once
more a dream of an Edenic state of equality recqurMoore’s song
selection, but this paradise cannot be attainethénwaking world, in
life, as the sleep John O’'Dreams creates is a tnetdior death. The
song’'s heavy nostalgia for rest, and ultimatelytides underlined by
Moore’s laconic note that he first heard Bill Cazkdperform this song in
1969, 40 years earlier. Though the note here doespell it out as it did
in the case of “China Waltz,” we are left in no Bbthat it is not until
now that Moore was ready to record it. The meladhrried by a solo
cello in the arrangement on this record, is strpmgiminiscent of one
found in Tchaikovsky's Sixth Symphony, known as tRathetique
which enhances the association with death, asyigphony was the last
work the composer finished, conducting it a weefoteehis death (the
second performance of it was given a memorial fier composer three
weeks later). The lyrics about the impending nigthobme comes the
rover, his journey’s over”) take on a clear persosignificance for
Moore here, at career and possibly life’'s evenfidkeep is a river, flow
on forever, and for your boatman choose old JoHbr€ims”). This is
by far the most moving song on the album, and agdaim effect is
achieved by the song’s universal appeal to restpmaae in death. We
are at once at the heart of the Irish qualitiehefalbum and at the heart
of Moore’s personal hopes and fears.

“John O’'Dreams” is the penultimate selection on rtheording, and
obviously sets up the refrain of the album clos®&ory’'s gone to
Heaven to play the blues.” One already senses Mooeadiness to
follow suit in “John O’Dreams,” but it is not untiRory Is Gone” that
we begin to glimpse what sort of hereafter Moorghhienvision will
open for him as well, after he is “gone.” Paradahi; this cut is the
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only live concert selection on the album, therefffgring a tongue-in-
cheek meta-pun on the song’s list of bluesmen vewe lidied too young
and much too premature” (a pleonasm if ever theas wne). The
Moorean vision of heaven turns out to be a vanatio the “Great Choir
in the Sky,” and it is not far-fetched at all toyséat Christy Moore
easily can picture himself joining this heavenlynjband, as Gallagher
did in 1995. This, the final image of Utopia offdren the album, is not
surprisingly also somewhat political in nature, iaffers, “all the
colours mixed together,” in a manner not often fbun earthly life.
Rory’s contribution may well have been the Iriske@r in this cocktail:
“Blacks Whites Blues and Greens and Reds"—and Msae@ntribution
to come when he joins Rory and the other bluesméteaven may well
be the Red, considering his socialist politicalwpeints.

It is useful in conclusion to contemplate the ant the albuntisten
inscribes, from the opening invocation in the Hawkedell song
“Listen,” which celebrates the community one canpaet of both as
performer of and listener to music: “listen to tieartbeat of harmony in
unison.” This is a feeling echoed in the GlasgowbcBarrowland,
described as “the church of ceili,” to the finakdeption in the album’s
only live track (aptly enough recorded in the veayne “church of ceili,”
Barrowland) of the great rainbow-coloured blues chdn Heaven,
counting everyone from “Mississippi Fred and Muddfaters” to the
local boy, the singer himself.

The album thus has a wistful optimism built intp gtiggesting, in
effect, that despite the fact that individuals passthe tradition remains.
The stories still go on being told. New generatiails come to worship
at the “church of ceili,” and take the strange camion of “Fidel
Castros,” a “mighty cocktail” invented by anothatlén hero, Hamish
Imlach—dead since 1996—consisting of Bacardi Rumsdian Vodka
and American Coke (Moore 2009).

The album is unambiguously glocal in its abilitydbsorb musical
influences from South America, the USA, Scandinavid Great Britain,
and turn the often undesired, marginal inhabitarftshose places into
honorary Irish Séan-Nos—on the strength of theiries, both guardians
of the tradition and engines of innovation at tame time.



Listen—Christy Moore’s Old and Ne®locallreland 235

References

Bauman, Zygmunt. 2001. “Identity in the Globalizigorld.” Social
Anthropology9.02: 121-29.

Harvey, David. 1991The Condition of Postmodernitiioboken, New
Jersey: Wiley-Blackwell.

Moore, Christy. 2009Listen Los Angeles: Columbia/Sony Music (CD
w. liner notes booklet).

Prowse, lan. 2010. “Does This Train Stop on Mers®® Nerve 16.
http://www.catalystmedia.org.uk/issues/nervel6/andsim_train.ph
p.

Stokes, Niall. 2011. “The Kildare Boy: The Chrisifoore Story.”
Hotpress.com http://www.hotpress.com/music/interviews/THE-
KILDARE-BOY-The-Christy-Moore-Story/7463015.html

Sgrensen, Bent. 2013. “True Gods of Sound and St&arick
Kavanagh's Anti-Reverdie anah Brugesas Ekphrasis in Reverse.”
The Crossings of Art: Aesthetics and Culture iralnel. Eds. Charles
Armstrong, Ruben Moi and Brynhildur Boyce. BerntdPd_ang. 65-
79

2014 (forthcoming). “Sean-nés, Sean-nua—Seamnés”
Wisdom and AuthorityEds. Carmen Zamorano Llena and Billy
Gray. Bern: Peter Lang.

Tomlinson, John. 2003. “Globalization and Cultuddentity.” The
Global Transformations ReaddEd. David Held. Cambridge: Polity
Press. 269-77.

Virilio, Paul. 1986.Speed and Politics: An Essay on Dromolobgs
Angeles: Semiotext(e).

Waters, Roger and David Gilmour. 1975. “Shine OnuYGrazy
Diamond.”Wish You Were Heréos Angeles: Columbia/CBS.




In Search of the People: The Formation of Legitiynac
and Identity in the Debate on Internment in Nonther
Ireland

Sissel Rosland, Bergen University College, Norway

Abstract

The identification of and with “the people” has iantant effects in political discourse. It

works to legitimise political goals; it construdtsclusion and identity, and it produces
exclusion of those who do not fit the charactessstittached to “the people.” The current
article examines how different concepts of ‘the glebwere constructed by various

political groups in Northern Ireland in the debate internment in the early 1970s.

Internment was introduced in August 1971 in ordecurb the escalating conflict, but

came to increase rather than reduce the level oflico The article discusses how

exclusionary concepts of “the people” worked toevidhe gulf between the groups, and
identifies four main sets of “peoples” constructedhe debate: “the loyal people,” “the

responsible people,” “the moral people” and “theeni people.”

Key words: Northern Ireland, internment, legitimadgtentity, “the people,” political
discourse, exclusion, inclusion, conflict

Introduction

“The people” is one of the trickiest and most dangs of all political phrases. It is
also indispensable. That being so, no occurrendé aight ever to be taken for
granted or allowed to pass without examinationafsgs 2003: 148)

The empirical focal point of this analysis is thebdte on internment in
Northern Ireland from its introduction in August7Quntil it was ended
in December 1975. It is striking how frequently tbencept of “the
people” appeared in the debate. But who were “taple”? To be able
to trace the different meanings attributed to tHisignation, it is

! This question is inspired by the title of Peteir®w and Mark McGovern's
collection on unionism, Protestantism and loyalisnNorthern Ireland. They
also relate “the people” to the establishment gttilmacy stating that “[. . .] ‘the
people’ possess a series of concepts which coestitudiscourse of political
legitimacy” (Shirlow and McGovern 1997: 5).

Rosland, Sissel. 2014. “In Search of the Peoplee Formation of
Legitimacy and Identity in the Debate on Internment Northern
Ireland.” Nordic Journal of English Studids3(2):236-262.
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necessary to evaluate not only the label “the mgopt such, but its
application in the context of the various statera@mthe debate.

The construction of “the people” will in the follimg be studied as
discursive practises that constitute the objectswbfch they speak
(Foucault 1989: 49). | will pay attention to howetboncept functions in
the formation of identity and political legitimacgnd how “the people”
are produced through processes of “othering” (3il885). It is,
important to stress that these processes are corapteambiguous. The
post-colonial theorist, Homi Bhabha, points outt tee concept of “the
people” has two simultaneous functions: one, awhiésl “object” of a
nationalist pedagogy, giving the discourse an aitthbased on the pre-
given or constituted historical origin or eventgdahe other, as “subject”
of a process of signification that demonstrate finmciple of “the
people” as the continual process by which the natibfe is signified as
a repeating and reproductive process (Bhabha Z®I{): He argues that
the tension between the pedagogical and the peafovenaspect turns
the reference to the people into a problem of kedgé that haunts the
symbolic formation of social authority (Bhabha 20207).

The political theorist Sofia Nasstrom has stresbedimportance of
critically exploring how “the people” are constredt in order to
understand the process of legitimacy formation: Speak ‘in the name
of the people’ is to speak the language of powecah be used for a
variety of purposes” (Nasstrom 2007: 624). Giveis thackground
Nasstrom is critical of many political theoreticicawho have assumed a
“Maginot line” between the legitimacy of the peo@ead democracy,
thus dismissing disagreements on the constitutibrthe people as
external to democracy (Nasstrom 2007: 656). Nasstiaims that this
renders the question of “who legitimately make hp people” into
something unquestionable within political theonystj“a fact of history.”
Against this, she argues that it is important igard the constitution of
the people, not as a finalised historical event,amu“ongoing claim that
we make” (Nasstrom 2007: 645).

Political Context

The political landscape before and during the deleet internment in
Northern Ireland was rapidly changing in the eadyt of the 1970s. On
the unionist side, the Ulster Unionist Party (UléRperienced a growing
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internal division as well as increasing oppositfoom other unionist
parties, in particular by Rev. lan Paisley and bemocratic Unionist
Party (DUP), founded in September 1971. DUP soonatpe an
important force in Northern Irish politics and argistent threat to the
traditional dominance of the UUP. The UUP was alkallenged by a
new right-wing pressure group, Ulster Vanguard, anderal loyalist
paramilitary groups, such as Ulster Volunteer Fqtd¥F), and Ulster
Defence Association (UDA). On the other side of ploétical spectrum,
the UUP also lost supporters to a new moderatdilaacl party founded
in April 1970. This party, called the Alliance Rargained support from
a section of liberal Unionists who had left the UldRd from some
former members of the Labour party. The party hofpedraw support
from both Protestants and Catholics.

On the nationalist side, the Social Democratic aatbour Party
(SDLP), founded in August 1970, rapidly became mhast important
political force rapidly surpassing the old Natiasabparty. It presented
itself as a radical, left-of-centre party and wascked by former
supporters of the Nationalist party, as well asdivé rights movement.
The other strand within nationalist politics, thepublican movement,
was in 1970 split on the issue of recognition a Belfast and Dublin
Parliaments. The party Sinn Fein then became twiiepaOfficial Sinn
Fein (for recognition), and Provisional Sinn Feamdinst recognitior).
The Official party had a pronounced Marxist appmawhereas the
Provisional party, linked to the Provisional IRAgedominately focused
on the demand for British withdrawal from Northéreland.

An increasing militarisation and polarisation raargllel to ever
more focus on security measures, and the Uniopigtrgment decided
to introduce internment in Northern Ireland on 9gAst 1971. The
decision to use internment was defended as a reggestep in the fight
against the increasing IRA violence, but internmemme under
immediate attack. Nationalist and republican grougps well as the
Northern Ireland Civil Rights Association (NICRAprotested, and an
anti-internment campaign was launched. People weged not to pay
rent and rates, and nationalist representative®idvdtv from local

2 The political activities of the Official Sinn Feiwere in the first half of the
1970s conducted under the label Republican Clubs.
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councils. At the same time, the number of riots tiredlevel of violence
rose to new dimensiors.

Following the suspension of the Northern Irelandregoment in
February 1972, internment was continued by theidBrigovernment,
which operated internment (or detention as it wasamed) until 5
December 1975. Between August 1971 and Decembeb, 19B81
people were interned: 107 loyalists, and 1,874 bkpans. The number
of internees reached its peak in late March 191&nn924 people were
held (rish Times6 December 1975).

In the following, | have chosen to group my findinigto four sets of
“legitimising collectives™: “A loyal people,” “a ponsible people,” “a
moral people” and “a risen people.” However, thenegral pattern was
muddled by complexities which will be discussedimyithe analysis. |
will stress that these groups are my constructi@ssablished on the
basis of overall patterns and tendencies.

A Loyal People
The term “loyal people” appears in the statemehtseweral groups, the
Democratic Unionist Party, Vanguard, and the Istgtiaramilitaries in
particular. These groups disagreed on the issuatefmment with the
DUP being against it from the start, whereas Vargjonzainly supported
it, at least in the first phase. The loyalist palianies became
particularly involved in the debate on internmeftéathe internment of
the first loyalists in February 1973. This led tomediate riots and
loyalists called a one-day general strike with blaeking of the Loyalist
Association of Workers (LAW), the UDA and severdher loyalist
paramilitary groups. What DUP, Vanguard and thelisy groups had in
common is that they identified a collective chaesised by “loyalty” as
a key virtue—a collective which these groups comicated with and
from which they built authority as representatieésthe people.”

The virtue of“loyalty” was highlighted by the frequent use otth
term “loyalist” and “loyal.” Vanguard contended thiawas speaking for
“the vast section of loyalist opinion,” when it aegl against the release

% The trend was to continue: In the two years pdnternment, 66 people were
killed; in the first 17 months of internment, thember had risen almost tenfold
to 610 (Dixon 2001: 118).
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of nationalist interneesNegws Letter10 August 1972). And when
declaring a hunger strike against the internmersioofie of its members,
the UDA explained that it hoped the hunger strikbrave undertaking
would “open the eyes of the loyalistsitigh News14 August 1973).
DUP representatives also regularly appealed toallsts” and “loyal
Protestants” to act in certain matters. For ingalloyalists” were called
to oppose internmentlrish News 21 February 1973),and “loyal
Protestants” were requested to reject violeftratéstant Telegrapi7
February 1973).

The meaning ascribed to the terms “loyalist” araydl” can also be
traced through negative descriptions of “the othtbigse being disloyal.
It was, for example, claimed by Vanguard that therthern Ireland
secretary, William Whitelaw, had gone out of hisywa satisfy the
minority, which had not the welfare of Ulster aahe'as they have gone
on record as saying that their aim is the unifaratof Ireland” News
Letter 10 August 1972). Loyalism was the negation of wagkowards a
unification of Ireland; true loyalism was about eleding Ulster against
such attacks.

“The loyal people” were often portrayed as a parsst people.
Disloyal republican paramilitaries were assistedilev those loyally
abiding the law were humiliated, the Londonderryargth of Ulster
Vanguard claimedNews Letterd8 July 1972). The persecution of “the
loyal people” was not only carried out by the nadilists, but also by the
Northern Ireland secretary and representatives o tJnionist
establishment. The persecution from the represeesaof the state was
regarded as particularly unreasonable, because Idyalists’ only
“crime” was “the protection of Ulster.” This repmgation of
persecution fostered an image of the “loyal pebgdighting a heroic
battle against all odds. lan Paisley vigorouslyctaioned that he was
absolutely confident that “no matter how the enanditUIster rally and
conspire and no matter how many false friends we heho praise us
today and betray us tomorrow; the loyalist peoglélister are going to
win this battle” News Lettel9 February 1972).

Such declarations show that one of the main cheniatits of “the
loyal people” was its bond to Ulster. The term ‘ldlS was regularly

* Ken Gibson, chairman of the Ormeau Democratic bisioParty Association.
Gibson was at the time of the appeal detainedarMthze Prison.
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employed in DUP statements, and it was to the 8dlpeople” that lan
Paisley first and foremost felt responsibility. degued that the Ulster
people were being made second-class citizens aad DWP’s duty
would be to see that the Ulster people had the acgham become full
citizens (News Letter27 March 1972). Moreover, Paisley spoke of
“Ulster's agony” News Letterl0 August 1972), and alleged that the
Unionist Party had failed in its duty to the peopfeUlster (rish News
27 November 1971).

The bond to Ulster was also underscored by botlgWard and the
UDA. When arguing against the release of republiéaternees,
Vanguard claimed that it would not stand by andvalthe final betrayal
to take place, but was prepared to “lead the Ulsteple to fight against
such a conspiracy’News LetterlO August 1972). In another example,
the UDA made use of the same term when objectingtésnment being
used against loyalists. It was claimed that the egowent used
internment “not only to destroy the structure oé tfRA but also to
silence those who would speak and act in the defefidJister” (rish
Newsl14 August 1973).

The frequent use of the notion of “Ulster” situatéae people” in a
particular geographical territory as well as iniatdrical and cultural
setting. The application of the name “Ulster” wa$ apurse no
coincidence; it had a particular resonance that,iristance, the term
“Northern Ireland” had not. Ulster was the histalimame of the
northernmost province of Ireland and emphasisediitiva and
continuity in contrast to the modern invention didrthern Ireland.” The
concept of Ulster thus denoted a unique identity laistory, as different
from the rest of the islarfdHence, as well as pointing to a geographical
and historical location, the use of the term “Wistalso authorised a
specific reading of the history of partition an@ process of establishing
Northern Ireland—a reading that identified partitiand the founding of
Northern Ireland as the inevitable product of aquei “Ulsterness.” In
other words, the use of the term “Ulster” limitedet legitimising

® In particular the Ulster identity has been chagdsed by the strong perception
of being under siege from a hostile minority insile state and from what was
seen as an aggressive neighbour in the south. fibaist identity has therefore

been linked principally to the narrative of territdity and the image of the

garrison. See: Arthur 2001: 64; Deane 2003: 21;eks0h and Goodman 1998:
11.
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collective—"the people”—to those sharing an alléyato the Northern
Irish state and its history. Thus, on the one hahd, term “Ulster”

activated mechanisms of exclusion to bar natiotsafiem “the people,”

and consequently from having a legitimising potntOn the other
hand, it also activated objects of identificatiadhus linking together
those included as worthy members of the “loyal pe6d@Even though

the Ulster Unionist Party was frequently criticised DUP, Vanguard
and UDA, the Ulster Unionists and their supporteese still regarded as
persons to appeal to and to communicate with. Wene considered to
be a part of “the loyal people,” and hence, inespf the criticism

directed at them, embodied legitimising potential.

In addition to the term “Ulster,” there were otherechanisms
working in the same manner. One of these was theated emphasising
of “Protestantism” as a hallmark of “the loyal p&mp To those
suggesting talks with the IRA, the Reverend WilliaicCrea of the
DUP declared: “Any man who calls himself a Protastand would
attempt to sit at a table with the IRA murderessné Loyalist or true to
the Protestant cause. We must be strofginflay New41 June 1972).
True Protestantism was the same as loyalism, aedksg to the IRA
was a hegation of both. As shown in the quotatit®rotestants”
corresponds to “we,” and such use of plain workle fiwe,” “us” and
“our” intensified the image of “the loyal peoples a united group. This
line of reasoning can also be illustrated by a gtimd from James
Rodgers, a member of the Vanguard executive, whenwthe first
loyalists were interned in February 1973, obsertred: “This will be
looked on as a watershed. It shows that the lalpeisg turned against
us. More and more Protestants are going to be giogeand in the face
of this threat new moves for unity will almost @nly come” The
Times6 February 1973).

Rodgers spoke of the laws being turned against ansl'then in the
following sentence identified “Protestants” as tiext to be picked up by
the security forces. In doing so he identified “@s’ “Protestants.” This
type of discourse not only created an image ofieedriProtestant people,
but pointed to the existence of “they”—"the othenihich in a Northern
Ireland context would read as “Catholics.”

What about those who were not “one of us” who wirey? In
general, “Catholics” and “nationalists” were rarglferred to in the
statements of DUP, Vanguard or UDA. Neither thehGlit people nor
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the nationalist parties were regarded as peop¥astnecessary to appeal
to. The image of “the other” was thus first andefopst an image of

disloyalty: Catholics/nationalists were the enenaitblster because they
conspired to create a united Ireland. They werectimplete negation of

“the loyal people.” In the words of James McCletlasf the DUP:

The Protestant people of Northern Ireland have igtergly demonstrated their

loyalty to the British throne. They have helped amtouraged and supported Her
Majesty’s forces in the execution of their dutiesthie province. [. . .]. The Roman

Catholics have consistently done the opposite. Thaye secretly and openly

encouraged and fomented rebellion against our sa@rerand even in the last few
days a large group of their clerics have launchelibtribe of abuse at the troops.
(Irish Times22 November 1972)

The enemy was in some cases named more specifieallyvhen lan
Paisley hit out against the civil rights movemeétitwill be a day when

the boom of the Civil Rights movement will be smedtiorever” News

Letter 19 February 1972). Yet, in most cases the enensylalzelled in

more general terms, such as Paisley’s descriptiamationalists as the
Irish prime minister’s “cohorts in UlsterNews LetterlO August 1971).
The Republic of Ireland was described by DUP regmigtives as “a
neighbouring hostile republic’Bglfast Telegrapil7 December 1971),
and “a hostile country, sheltering murderer8elfast Telegraph26

February 1973). A Co. Down branch of the DUP weat far as

suggesting that since the IRA and its sympathiseese destroying
Ulster, the government should “deport all Irisheigners, both in Britain
and in Ulster, who were not British citizens or dbyto the British

Crown” (News Lette29 August 1972).

The accounts of the DUP leaders contain few sigremyg nuances
and gradations in the image of Catholics/natiotslli8oth the SDLP
and republican groups were portrayed as part amdepaf the one
enemy. The SDLP leaders were, for instance, brattiedpokespeople
of the IRA (News Lette26 November 1973). It did not matter that the
SDLP condemned the actions of the IRA, McCrea atgumecause

® | have found some exceptions. For example, ongavRaisley stresses that
also Catholics live in fear of the IRArish Times24 February 1972), and
another where William Craig underlines that alsmm@&atholics were against
the IRA (The Timed2 February 1973).
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“although they strenuously deny any connection whth IRA, their goal
and negotiating terms are the samesk Times22 June 1972).

As shown above, there was an inclination to present
Catholics/nationalists as one monolithic group. sTlgroup had no
legitimising potential; it was not appealed to, amaattempt was made
to represent if. The largest unionist party, the UUP, however, o
fully partake in the legitimising collective of thoyal people.” Instead
its statements appealed to the “responsible pedptéégitimacy.

The “Responsible People”
On introducing internment, Prime Minister Brian Haer assured his
listeners that:

This is not action taken against any responsiblé law-abiding section of the
community [. . .]. Its benefits should be felt deast in those areas where violent
men have exercised a certain sway by threat arichidf#tion over decent and
responsible men and womeBe{fast Telegrapl9 August 1971)

Here Faulkner divided the population of Northerrldnd into a
responsible majority and a violent minority. Thecid®n to introduce
internment was necessary for the protection of édégpeople” Daily
Mail 16 September 1971). Faulkner wished to safeguacdllactive
whose defining qualities were “responsibility,” ‘wency” and
“innocence.” These features sum up the collectivat tmost Ulster
Unionist representatives appealed to, and drewoatiifrom. But what
did it mean to be “responsible”?

“The responsible people” were presented as a “nolem”
people—not in the sense that they were pacifisis,ib the sense that
they rejected non-state violence. It was regulpdinted out by the UUP
that most of the people of Northern Ireland werposed to violence.
James Molyneaux asserted that “The vast majorityJister citizens
want to live at peace” (Letter ifhe Timesl6 August 1971), and Brian
Faulkner agreed: “[. . .] the people causing viosrand | would say that
they are but a tiny fraction of the population—aret in the least

" Alan Finlayson has carried out a somewhat anal®gmalysis of loyalist
discourse on “the people” after 1994, and his figdi to a certain degree
indicate continuity in the loyalist construction‘tiie people” (Finlayson 1997).
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interested in reform”Ifish Times27 November 1971). When Faulkner
explained the reasons for introducing internmeatemphasised that the
measure had not been directed against Roman Gatlei a religious
group, but against the organisations that sponse@med practiced
violence (Guardian 16 September 1971): “We are quite simply at war
with the terrorists [. . .]. We are now acting &move the shadow of fear
which hangs over too many of youBdlIfast Telegrapt® August 1971).
The first sentence separated the population offiéantireland into good
(“we”—the majority) and evil (the terrorist minoyjt The identification
of an extensive collective of “ordinary people,” avivere not terrorists,
served to provide weight and democratic authoritythte decision of
introducing internment. The “decent” majority waghly praised when
Faulkner in 1973 summed up the previous troubled:ye

The one bright aspect of the Ulster scene since2 M&s to be found in the

indomitable strength of human character displayethé steadiness of the ordinary
people of the Province, who carried on their lieesl work in the face of every

danger and discouragememtiefvs LetteP3 February 1972)

But who werenot being included in the “vast majority”? First of,ahey
were obviously the IRA. One might also add memlzdrthe People’s
Democracy and the civil rights association, sineeesal of them were
interned—and correctly so, according to the UUPeYehs Faulkner and
many representatives condemned loyalist violencé)ero party
representatives also argued that the loyalist growere merely
defending their country (see for example, Austirdiyr UUP, Irish
Times 25 July 1974). Consequently, some UUP statemerdsided
loyalist paramilitaries in “the responsible peoplayhereas others
assigned them to “the violent minority.”

The UUP often tried to go beyond the Catholic-Pstatet dualism.
On the whole, Unionist representatives, and Faulkine particular,
emphasised the importance of “non-sectarianism” aageature of
responsibility. “Non-sectarianism” was closely lgtkto issues such as
neutrality and religious bias. In a debate with $Dleader, Gerry Fitt,
Faulkner declared that there was no justificatiam &ny kind of
sectarianism in the courts, and he asserted tlea¢ thever had been a
single Act passed that went against people on thangs of religion
(Irish Times15 April 1972). Faulkner strongly denied claimsittithe
internment of Catholics only showed religious b@s behalf of the
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Northern Ireland government. On the contrary, iswlose who argued
against internment who were guilty of such bias:

Nor has internment any religious basis or bias.s€hwho proclaim that it has
should reflect that it is surely sectarian to sharh against Mr. X being interned
because he is my co-religionist.” Which is more ampnt—Mr. X's church
affiliations, if he has any, or his involvement amson, murder and destruction?
(News Lettel3 September 1971)

Faulkner insisted that sectarian separation of leeas Catholic and
Protestant was inadmissible because the conflistorthern Ireland was
not about religion: The essential conflict was lestww democracy on the
one hand, and the terrorism on the otlesi{ Times27 November 1971;
see alsdrish Times 13 September 1971). Faulkner pointed out that the
whole Ulster community—Catholic and Protestant—wsa#ering from
“the campaign of violence’lfish Times13 September 1971). Moreover,
most Catholics were not against the state, he drgleere was, Faulkner
claimed “a desire among the vast majority of th¢hGlic population to
play their part not only in eradicating the canoérterrorism from the
community, but in co-operating with the work of asling economic
and social progresstrish Newsl1l September 1971). Faulkner reminded
the reader that for 50 years the Catholic poputahad remained in
Northern Ireland and multiplied, and that their M2l played a part in
Parliament Ifish Times 15 April 1972). Thus, when the Catholic
population did not speak out against the IRA, thas only a result of
fear and intimidation, Faulkner argued (see for ngde Belfast
Telegraph9 August 1971, anttish Times27 November 1971; see also
Irish Times15 April 1972).

The “responsible people” of the UUP thus differeaind the “loyal
people” of Vanguard, DUP and the loyalist paramilés. Whereas these
groups stressed the significance of religiousiaffin, Faulkner and the
UUP toned down the religious difference and thediti@nal
Catholic/nationalist-Protestant/unionist dualisrhisThad two significant
effects connected to the question of legitimacysthj, the statements
produced an image of the majority of Catholics dscént people,” as
persons worth representing and appealing to. Ségottte Northern
Ireland government was portrayed as an inclusiw-sectarian and
representative government, keen to listen to—andefmesent—the
wishes of the vast majority of the country’s peopience, in this way
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“the responsible people” appeared as a quite ivdugegitimising
collective, excluding only a tiny violent minority.

Some UUP statements, however, told a differentystdihese
statements primarily concerned general condemramtiai both
nationalist political organisations, and Catholiesgeneral, for not co-
operating with the institutions of the state. Otbeiteria for the inclusion
in the “responsible people” were thereby introdyce@doducing a
somewhat more exclusive legitimising collectiver Egample, Faulkner
hit out at the nationalist boycott of the StormBiatliament, and the rent
and rates strike introduced after internment (‘Stent of the
Government of Northern Ireland” 21 September 197He Catholic
community, or at least a large part of it, was dethas a sectarian
community discharging its obligationséws Letted 3 September 1971).

It is significant that while the term “Catholics” as employed
frequently, the term “Protestant” rarely figuredthre UUP statements.
When it did appear, it was predominantly in relatto the violence of
the IRA, under which “the whole Ulster community—tlalic and
Protestant—was sufferinglrsh Times13 September 1971. See also
Belfast Telegrapt® August 1971; and James Molyneailike Timesl6
August 1971).

The “absence” of the term “Protestant” has twotlpaontradictory,
implications. On the one hand, it could imply a eotjon of
“Protestantism,” as a suitable symbol of “the resiole people.” This of
course fits into the image of “a responsible pebglanscending
religious divisions. Yet, if this was the case, onight ask why the term
“Catholics” appeared so regularly? By employings tteirm, the religious
division was inevitably evoked, even though theeothalf of the
traditional dualism was not mentioned. A furthersgible implication
was that Protestantism invoked a universalistigyenavhereas the image
of Catholicism was “particular” or “restricted.” @der studies regularly
point out how women have been viewed as a partiselh “second” sex,
while men have been granted the position of reptesg universal
qualities connected to being human (see for instalecBeauvoir 1994).
It is possible to trace a similar line of reasoninghe UUP statements
presented above. It was unnecessary to declareexisence of
“Protestantism” because it was taken for grantedyas the norm to
which everything else was compared, evaluated atetmined.
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These implications are reinforced by the regulee of the term
“Ulster” to epitomise Northern Ireland in UUP staents, as we saw
earlier in the statements of the DUP and Vangudathes Molyneaux
wrote in a letter td’he Time®f “terrorism in Ulster,” “the vast majority
of Ulster” and “Ulster citizens™he Timed 6 August 1971). In a similar
manner, Faulkner spoke of “the problems of Ulstertd “the Ulster
community” (rish Timesl3 September 1972).

Like the UUP, the Alliance Party also combined deyunclusive
and pluralist ethos, with a dual image of Cathobss simultaneously
responsible and irresponsible. Oliver Napier fostamce warned that
“there is one issue, and only one issue, upon whictually every
Catholic without exception, moderate and extremastj-partition and
pro-partition, is united, and that is an almostgh®pathic revulsion and
fear of internment” Belfast Telegrapti2 August 1971). He continued,
attempting to explain to Protestants the behaviourthe Catholic
community:

Many decent Protestants may find Catholic reactmninternment childish and
irrational. Maybe it is. It is the result of hisyoand environment [. . .]. Remember
that [. . .] internment has never been used agBrtestants and therefore they can
consider it without emotionBglfast Telegrapi2 August 1971)

It is obvious that the Alliance spokesman triedehter put the behaviour
of the Catholic community in perspective and teoralise an apparently
“irrational” conduct. His attempt at explanationghi thus be viewed as
a sign of inclusion. However, the statement alsadpced exclusion,
when referring to the Catholic community such asimtst
psychopathic,” “childish” and “irrational.” Cathak were thus being
identified as “not rational Protestants.” This “idéf was “excused” by
historical developments, but this did not change fect that Catholics
were evaluated and defined by their deficiency.

In short, both the UUP and the Alliance party pnésd an
ambiguous legitimising collective: on some occasi@atholics were
included in “the responsible people,” on other comas they were
excluded. It is neither possible nor desirable étednine which of the
two images of “the responsible people” constitutes “essence” of the
legitimising collective in the UUP statements. T images existed
side by side in the debate. A similar ambiguity veésplayed in the
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statements of moderate nationalism in the SDLHich we shall now
turn.

A Moral People

Shortly after the introduction of internment, JoHome of the SDLP
stressed that throwing stones or petrol bombs, singuguns in a
confrontation with the British Army was pointlesih his speeches,
Hume consistently imagined a people characterigedighting spirit,
moral courage, suffering and non-violence (see doample Sunday
Press22 August 1971; anllish Times27 September 1971). Through the
identification of and association with “a moral pén” Hume’s
messages of non-violence and responsible resistaiced significance,
confidence and authority.

The notion of “moral” serves as an overall indicatd several
virtues characterising the “legitimising people,$ @ortrayed in the
statements of the SDLP. These statements appealeahdl obtained
authority from a collective characterised by thimesic features: non-
violent protest, pluralism and suffering. The staats defined two
different sets of in-groups and out-groups, whasmposition depended
on the issues being raised: The statements congenain-violence and
pluralism mostly created a dualism between “the wagority” of people
who condemned violence, and a tiny minority who kerygd violence.
The statements concerning suffering and oppreshimmever, put forth
other criteria of inclusion and exclusion.

The SDLP identified a people fighting against itjges a people
whose minds were firmly set on creating a new spckeaddy O’Hanlon
warned the Unionist government that “[. . .] ouatte are hardened, and
we will bring this corrupt system to an end in thear future” [rish
Times24 August 1971). Such statements supported ancirobig people
who were confident, politically aware and ready &tion. The people
had to act responsibly and constructively, EddieGkéaly argued: “We
must hold ourselves ready to act with responsjbdind courage in the
debate on the political future of this provinceinigeat all times prepared
to act for the good of the whole communityfigh News1 December
1973). Hence, the SDLP statements presented anlegitg collective of
supposed high morality and a constructive politicatlook. But who
were “the moral people™? Let us take a closer labkhe collectives
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emerging in the statements of non-violence andwdexther these were
judged to be allies or enemies.

It followed from the message of anti-violence ttregt perpetrators of
violence were fiercely condemned, and this covdretth paramilitaries
and the security forces. This implied that in sorases the distinction
was drawn between those who supported the sedardgs versus those
who did not, whereas on other occasions the maedi division went
between those who supported the paramilitariesugetise non-violent
majority. In the first case, most unionists wereleded, in the second
case, the supporters of paramilitary violence vesauded.

It is significant that “the extremists” most frequly condemned by
the SDLP were the IRA. The persistent and strombaleattacks on the
IRA strengthened the impression of a fight betweemon-violent
majority and a violent minority, in other words ight that transcended
the traditional dualism of Protestant/unionist aBdtholic/nationalist.
The situation in Northern Ireland was defined aommon struggle of
the majority of innocent people, Protestant anch@lat, against violent
extremists. Thus Gerard Fitt claimed: “We are jasthorrified as the
Protestant majority by the murderous attacks inctvimmnocent civilians
from both religions have been injured and killedrh¢ Times30
September 197%).

The transcending of the traditional Protestant/@laidualism was
confirmed by the SDLP’s focus on pluralism. Thetyarprimary goal
was the creation of a truly pluralist society, haahd southlfish Newsl
December 1973). It sought to develop a societyorttérn Ireland with
“a genuine sharing of responsibilityTlie Times30 September 1971).
Fitt underlined that they did not “seek to humdiatcoerce or
discriminate against the Protestant majority beeams have had quite
enough of that ourselves'Tlge Times30 September 1971). The
importance of a cross-community approach was engdthdy Eddie
McGrady in an appeal for an IRA ceasefire:

In this area there are no victors. Only a brokesppewill remain, embittered, dour
and hate-filled [. . .]. A love of one’s countryasterrible thing—a terrible thing for

8 See also Paddy Devlin, quotedBelfast Telegrapi24 November 1973; Eddie
McGrady quoted ifdrish Newsl December 1973; John Hume quotedrish
News1 December 1973, and Paddy Duffy quotedrish Independen® April
1974.



Legitimacy, Identity and Internment in Northernléed 251

good and for evil. At this time a love of one’s oty demands peace not war. | ask,
not for me, not for the SDLP, or Unionist, not fmy factions, but for this nation
once proud, once honourettish Newsl December 1973)

The SDLP devoted many of its statements to allayfregfears of “the
Protestant community.” This was regarded as a s#gaekpeace were to
be achieved in Northern Ireland. Hume argued tmathistory of Anglo-
Irish relations showed that the problem could dmdysolved when the
fears of the Protestant community were overcomeasked Catholics to
recognise that they were asking a lot of “the Fytatet people of the
North,” and requested them to applaud “the gensrasi those who
agreed to a consensuslrigh Times 3 December 1973). To calm
Protestant fears, it was necessary to change tlmeatncodes” in the
Republic of Ireland. The SDLP deplored what thegarded as an
enshrinement of exclusively Catholic moral codethalaws of the Irish
Republic, and underscored the need to build a “ineland” (rish News
1 December 1973).

Although these references to Protestant fears atelidhat the
SDLP’s notion of “the legitimising people” includeghionists, other
statements point in a different direction. | refegre to the party’s
remarks on the verbal attacks on the unionist mevemn the
internment debate. Statements concerning the “igtioegime” dealt
primarily with oppression and suffering of Catheliand generated a
different legitimising collective from that presedt above. They
involved other criteria for the inclusion as “oné ws” that served to
generate a predominantly non-unionist, Catholigitegsing collective.

Statements issued during the rent and rates sliukéate this point.
The strike was enthusiastically supported by thé.SDand in a joint
statement with the Nationalist Party, the Republicabour Party and
NICRA, they called on the general public to papate in the protest by
immediately withholding all rents and rates: “Wepegt this from all
opponents of internment and all opponents of theotist regime”
(News LetterlO August 1971. See alsash News10 August 1971). To
be part of the in-group—"one of us"—one had to bking to take part
in an unlawful protest, as well as being opposedternment and the
Unionist regime. This obviously created a far merelusive in-group
than that of the “vast majority of non-violent pésppresented earlier.
By stressing the support of the rents and ratésests a crucial sign of
true allegiance, a clear message was sent outejéotrthe strike, was
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not only to reject the campaign against internmént, also to reject
“membership” in the collective as suth.

The image of the Catholic community as a sufferipgople
oppressed by “the Unionist regime” was a recuraamd very striking
symbol in the statements of moderate nationalisnertwined with the
ideal of non-violence, “suffering” was portrayed ase of the main
sources of morality (see for example John Hurresh Times 27
September 1971). John Hume and the SDLP pointédetonoral force
of suffering, thus establishing a legitimising eclive that included
primarily Catholics and excluded Protestants. Sitiee suffering was
viewed as orchestrated by “the unionist regimeg’ titaditional dualism
of nationalists and unionists was thus redefined safferers and
oppressorg’

The two different kinds of legitimising collectivggesented in the
statements of the SDLP existed side by side dutireg debate on
internment. But the collective of suffering tendéal appear more
frequently in the debate’s early phases, while ¢béective of non-
violence gained force with passing time. This trpadalleled changes in
the role of the SDLP in Northern Irish politics. the early phase of
internment the party boycotted the elected ingtitiet and declined to co-
operate with the Unionist government, but from [88§2 and onwards,
SDLP’s involvement in the power-sharing Executiverss to have
paved the way for a more inclusive approach.

A Risen People

For further changes there must surely be, if wetarbave a society where the
ordinary man’s lot in life is to be improved. Flagsd slogans are no cure for an
empty stomach, and the ordinary man, having bdraebtunt of the suffering over
the past few years against the might of the Brifisimy, must assert his will on the
wily politicians who, even now, are snarling at leadther in their attempt to claim
political capital from a false victory. [. . .]. Bgle have not forgotten how their

° A similar effect was produced by the employmenthef term “Irish” in some
of the SDLP statements. Gerard Fitt, for instamt&med in a TV debate with
Brian Faulkner: “The people of NI were Irish andtie final analysis the only
integration which would bring an end to the trosbieould be integration with
the rest of the islandFitt quoted inirish Timesl15 April 1972).

1% For more on the construction of victimhood, sesl&ud 2009.
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peaceful legitimate demands were met with the fathige of State-controlled
violence from the batons of an ill-disciplined, sg@n and special police force.
(Statement of the Long Kesh Camp Counrlciéh News25 April 1972)

This was how the internees in the internment cammglKesh portrayed
the prospects of “the ordinary man” in Northernldrel. The ordinary
people—who had “borne the brunt of suffering"—wenmcouraged to
rise against the establishment to improve theidivAn initial success
was expected: “A united campaign of the risen peagiainst repression
and sectarianism will defeat Britain’s plans foistbountry and destroy
totally the basis of Unionism” (Joint statementibternees in Crumlin
Prisonlrish News23 August 1971. See also statement from internmees i
Long Kesh/Jrish News5 January 1972).

Here, we see a fourth legitimising collective, “thisen people,”
which dominated in the statements of the interneesl several
republican and civil rights group$. These groups constructed a
rebellious collective of “ordinary,” or “working ats,” people. Most
statements represented the campaign against ireatnas a fight
between the people on one side, and the political economical
establishment on the other. Nevertheless, thenséaits also precipitated
other sets of in-groups and out-groups, their stirecdepending on the
issues being raised.

Many statements of the internees and the republizanps were
linked to a broader narrative of class conflictnele “the risen people”
were first and foremost a working-class people. Timernees
condemned the terror, imprisonments and destruafoworking-class
homes (Statement from internees in Long Késbh News29 January
1972), and considered internment “an attack bygtheerning party on a
section of the working class of the same commurity, the Falls,
Ballymurphy, Ardoyne, Duncairn and increasingly, tme Shankill
Road” Belfast Telegraph27 January 1972). The Republican Clubs
alleged that the Special Powers were used by thistBgovernment to
“put down any and all sections of the working-clagsatever their
reasons for oppositionTr{sh News31 January 1974). It was insisted that
only through “unity of the working class and unitedtion against
repression will the people achieve justickish News31 January 1974).

™ NICRA, People’s Democracy, Republican Clubs (QédfiRepublicans) and
Provisional Sinn Fein.
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But although a socialist republic was the evenggal, the Republican
Clubs were also eager to rally behind short-teralgo

The present demands of the people are—and have $irea the Civil Rights
Association first attacked the Stormont totalitarsystem—for peace, justice and
democracy for all. While we are convinced that ¢hasns are only truly obtainable
when a socialist republic is established, we asogement of the people support
whatever short-term gains the people may obtaimgaulating them on their
solidarity, dedication and refusal to be intimidatby the repressive Stormont
regime supported by the British Government. (Statgmgom Long Kesh
coordinating committee of Republican Clultbssh News4 April 1972. See also
Irish Times28 July 1972)

Although this quotation presents an overall mess#gaclusion, “the
people” were related to several specific definifgaracteristics: the
support of the civil rights movement, socialism asmposition to the
Stormont regime and the British government.

Nevertheless, the statements emanating from theindamnment
coalition generally defended inclusion and nona&gmhism. The
Republican Clubs strongly emphasised that theyHbémy policies that
would benefit the working class, no matter whairtbeeed (rish News
11 September 1971). The Provisional IRA argued thatvoice of the
working class, demonstrated through loyalist groapd the republican
movement, had to be heard and listenedlrish( News2 July 1974).
NICRA and the People’s Democracy underlined the oiignce of
campaigning for the release all internees: “We will not support
sectarian demands for the release of Protestar@atinolic internees
alone” (rish News7 July 1973).

Through emphasising universalism and stressingldes character
of the internment issue, many statements of thieiretrnment coalition
challenged the traditional unionist/Protestanteralist/Catholic
dualism. The enemy of the “ordinary man” was présgnas the
reactionary forces of unionismirih News 29 January 1972), the
sectarian state (séesh News12 January 1972; 4 April 1972; 2 January
1973), the British Army (sekish Newsl11l September 1971; 28 March
1972; 2 July 1974, andish Times28 July 1972), and the economic elite
(Sunday Pres® September 1971). The enemy was perceived as the
Unionist political and elite, not Protestants ashsitsome statements also
pointed to the leaders of the SDLP as part of ¢hite, a criticism that
was triggered by the SDLP taking seats in the peshiaring Executive
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after the Sunningdale Agreement, signed in DeceriB&B. When the
SDLP reversed its earlier policy and recommendednahto the rent and
rates strike, the party was accused of collusiaih wie Unionist elite:
“Now that they are in the new Assembly they argdawer. They are
now the jailers. They are now interning the peoflbee people must
realise this and act by maintaining the rent amebratrike” (rish News4
January 1974% From this moment on the SDLP was clearly not
regarded as a part of the “risen people”: the peom@re urged to ignore
SDLP talk of moderation and instead rise agairesegtablishment.

How, then, were “the risen people” to engage inel&n?
Descriptions of the revolt of “the risen people” rei@artly formed as
appeals to “the people” to engage in protests (4sk the people”);
partly as an appreciation of the work “the peopiatl already done (“we
thank the people,” and partly as an assertionaft¥’ about the attitudes
of the people (“the demands of the people are”)tcAwhat constituted
the proper means of revolt, the groups offered sdmeé different
perspectives. Whereas the civil rights movement tred Republican
Clubs both preferred political action, the Provsb republicans
considered violence a necessary and legitimateceeievertheless, in
spite of these differences, the statements coneuh® idealised way of
rebellion against internment: Participation in strprotests and the rent
and rates strike. In the words of the chairmarhefNaidstone branch of
NICRA: “We believe the greatest weapons of the peopthe campaign
are thlg civil resistance and disobedienckislf News 15 September
1971).

The fight against internment was viewed as a comrioaggle
involving political groups, the internees and theople. When some
internees were released early in 1972, BernadettdirDinvoked this
combination of strength, by paying tribute to theumge and
determination of “the men behind the wire, peoplowtood solid with
them and the resistance campaigkdéws LetteB April 1972). It seemed
to be the function of the various organisationsh&dp the people to
organise their struggleéSgnday Pres® September, 1971). But, it was
made clear that it was “the people” who were thg ke success: the

2 The internees had also earlier alleged that thePS@titude to internment had
softened. See statement of Long Kesh interdael, News9 May 1973.

13 See also Provisional Sinn Fein statement: “Cividobedience must be
renewed [. . .]" (Quoted ifrish News8 November 1972).
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people’s support was regarded as generous andiablal (rish News9
November 1972) and it was only action by the peegiech could win
justice (rish Times28 July 1972). It was underlined that the fightswa
the people’s own fight, not somebody else’s: “Yaueat to yourselves
and your children,” the internees claimed, at thmes time affirming
their own commitment to the cause and thus settireg standard of
dedication: “We are prepared to do our time” (Stast of internees in
Long Keshirish News9 May 1973).

Hence, “the risen people” ought to work with théemees and the
political organisations supporting the interneas.this coalition, the
people, the internees and the organisations héeratit functions: The
role of the internees was one of setting standairdemmitment, the role
of the people was to rebel, and the role of théipal organisations was
to help the people organising their campaign.

Since the campaign was presented as a joint sewgytre everyone
had a significant role, it also produced an idgnfidr those supporting
the campaign. Both those inside the internment saamgl those outside
belonged to the same people. For example, thengmsrcalled on: “[. . .]
our people, badly pressed though they be, to stgndgainst this new
despicable form of tyranny and corrupt governmefitish News 8
November 1972). The use of the pronoun “our” isifigant. The term
“our people” points to an already existing bondwesn the internees
and “the people,” a bond that would be confirmed aanewed by
supporting the campaign against internment.

But how did this emphasis on “the risen people”aasebellious
people activate mechanisms of exclusion and immh#siTo be included
in “the risen people,” one had to be against tlmestas well as the
unionist (and to a certain degree the nationakstjablishment. In
addition, one had to be ready to participate gg#l actions and support
the activities of the civil rights movement or dianiorganisations. Hence
the “requirements” clearly worked to exclude ungtsj for the
quintessence of unionism was the support of the.stasimilar tendency
to exclude unionists was evident in the statementsuffering. The issue
of victimhood predominantly constructed the colldtt of “the risen
people” more along the lines of the traditional ldun.

Several statements of the republican groups addityomade use of
the term “Irish” to characterise “the risen pedplln a New Year's
message the internees in Long Kesh stated: “We kiiaw we are
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echoing the most fervent wish of all the Irish deowhen we hope that
this year will bring peace to our community andota country” (rish
News 5 January 1972). The Provisional IRA claimed insiailar
statement: “The demand from all sides was for ahterninternment. If
this was what the Irish people wanted then thishat they are entitled
to” (Irish News2 July 1974). The Republican Clubs also employed th
term “Irish” in their statements, arguing that: éthrish people must
control their own lives politically, economicallyna culturally,” in a
society “whose laws will not permit discriminatioon the basis of
religion, in which Catholic, Protestant and Disseill rejoice equally
in the common name of Irishmaritiéh Times10 December 1971).

The discourse of the anti-internment coalition threveals a
significant ambiguity in the coalition’s approachinclusiveness. On the
one hand, the statements idealised non-sectariaaiginuniversalism,
portraying a legitimising collective that could inde Protestants. Yet,
on the other hand, the statements applied the tersh,” apparently
ignoring the fact that there hardly were any Ptargs in the public
debate that explicitly identified themselves asistir” And when
commenting upon the unionist rejection of an Irigkentity, some
republican statements almost insisted on Protestaing Irish. Thomas
MacGiolla of the Republican Clubs said he uttedjected the notion
that the Protestants of Northern Ireland were raot pf the Irish nation
(Sunday Pres$ September 1971), and Maire Drumm, vice-presidént
Provisional Sinn Fein, confirmed the ethnic bondie" have always said
we would talk to our Loyalist brethren. They arishras we are”l(ish
Newsb5 April 1974).

The republican position thus resembles that of theionist
government, whose “responsible people” claimedaweehthe support of
most Catholics, even though little support reallgme forward.
Statements like these displayed an apparent inelnsgs, but were built
on an ignorance of difference: an ignorance thatlenthe preferred
identity—“Irish” or “Ulster—look more inclusive.

Legitimacy, Identity and Conceptual Gerrymandering

A society needs a system of legitimation and, ieksg for it, always looks to a
point of origin from which it can derive itself aiitd practices [. . .]. But the search
for origin, like that for identity is self-contraatory. Once the origin is understood to



258Sissel Rosland

be an invention, it can never again be thoughtsod@mething “natural.” A culture
brings itself into being by an act of cultural iméen that itself depends on an
anterior legitimating nature. (Seamus Deane 19%): 1

The current article has aimed at exploring howsystem of democratic
legitimation and its relation to identity rests the tension between the
identification of a “natural” origin, on the one nd and on the
continuous acts of invention, on the other. Thelgtoias examined how
the concept of “the people” was used by varioudtipal groups in the
debate on internment in Northern Ireland. | fourmm@ttthe loyalist
statements most frequently appealed to and idealsdoyal people,” a
people characterised by being Protestant, faitoftthe state and loyal to
Ulster. The Unionist party was more ambiguous: \Whsrthe party
appealed to and claimed to represent the vast ityajufr people, “the
responsible people” were regularly restricted tosth supporting the
existing state of Northern Ireland. Moderate nailmm demonstrated a
similar ambiguity: SDLPs “moral people,” proposediriclude “the vast
majority of non-violent people,” but the people atised in the
statements were frequently limited to Catholicstimsed by the
Unionist regime. The republican groups also preskntthe risen
people,” through a dual and ambiguous set of cheniatics, appealing
both to the working class “no matter what creedd to a common Irish
identity.

The historical identities being emphasised in thebade on
internment were mainly an Ulster identity and ashiridentity. Neither
the Irish nor the Ulster identity was perceivedcasstructed by those
who declared their commitment to them; the idesgitivere simply seen
as reflecting existing realities. In this senses¢higlentities are predicated
on “forgetting” the history of how they are madené®ha 1990: 311,

The notion of “the people” thus has a key role kaypgn political
discourse because it transforms political proposats “collective
requests” and in theory constitutes the concluding unifying judge:
the ultimate authority to which all proposals meshcede. Judging from
the extensive use of the concept, “the people” wdsed recognised as
the fundamental source of legitimacy by the paytiais in the debate on
internment. But through continual acts of “conceptgerrymandering”
the various political parties employed differentasften exclusionary

14 See also Renan 1990: 11, and Calhoun 1995:; 233-35.
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concepts of “the people,” thus producing a fragrémiopular mandate
and fundamentally widening the gulf between theugso

The decision to introduce internment was meant tob cthe
escalating conflict in Northern Ireland, but, a®wh above, the result
was the exact opposite. When internment endedenll@75, cease-fires
had come and gone. Peace proposals had emergefdikaadseverely
and more than 1,300 people had died.
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