
4. Shaun the Post: A Portrait of Christ as Satan

Theirs not to make leply,

Theirs not to reason why,

Theirs but to do and die.1

In 1909 Joyce considered translating Oscar Wilde's "The Sod of

Man Under Socialism" and wrote to Robert Ross requesting

permission to do so. Permission was granted but the translation

never eventuated. 2 Dominique Manganiello argues that Jo ice's
41%44"

interest in Wilde 'was not simply a passing interest. andA "The Soul

of Man Under Socialism" is actually a key text for the

understanding of Joyce's artistic and political philosophy:

Joyce agreed with Wilde in "The Soul of Man Under Socialism" in

rejecting a di sproportianate egoism and replacing it with an

unselfish "Individualism".3

Richard Ellmann claims Joyce's conception of the role of the artist

was also influenced by Wilde's persecution and exile. W 1de 's

ordeal in publicly suffering moral condemnation and humiliation,

Joyce felt, was in some way Christlike. The artist, according to

Joyce, is someone who "pretends to be Lucifer but is really Jesus".4

Joyce, like Wilde, felt that Individualism is an essential element in

the development of an artist's character and therefore did not

reject egoism entirely, only disproportionate egoism. 5 So the artist

appears to be Satanic to the multitude because he is creative,

disobedient and indifferent to their moral standards and

limitations; and, presumably, because he abhors them. But the

artist is actually divine because, in Wilde's words, "He who would

1 Alfred Lord Tennyson, "The Charge of the Light Brigade", Tennyson's

Poetry, ed. Robert W. Hill Jr. (New York: W. W. Norton and Company 1971)
212.
2 Ellmann, James Joyce 274.
3 Dominique Manganiello, Joyce's Politics (London: Routledge and Keegan
Paul, 1980) 139.
4 Ellmann, James Joyce 275.
5 Dominique Manganiello, "The Politics of the Unpolitical in Joyce's
Fictions", James Joyce Quarterly, Vol.29, No.2 (Winter 1992) 246.
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lead a Christlike life is he who is perfectly and absolutely

himself".6

Socialism, Wild:, argues, will be beneficial not because it is a

worthwhile system or philosophy in itself, but because it will lead

to the abolition of private property, eliminate material inequality,

free humankind from mundane, petty concerns, and allow

everyone to develop their own expressive potential and their own

Individualism. For Wilde, Socialism is the means to an end: in itself

Socialism will be liberation from materialism, but it will lead to a

liberation of the aesthetic Individual.

Private property has crushed true Individualism, and set up an

Individualism that is false. It has debarred one part of the

community from being individual by starving them. It has

debarred the other part of the community from being individual

by putting them on the wrong road, and encumbering them.

In a non-socialist world it is only the artist who can escape this

trap and reject the claims on his person made by mundane,

material reality, and he does so in the name of his Christlike

Individualism (for "to the claims of conformity no man may yield

and remain free at all") and creates his own admirable n;ality

from his unencumbered personality. The artist, as the embodiment

of Individualism, is free, but since "The world hates Individualism"

and seeks to destroy it, artists inevitably face persecution:

Byron's personality, for instance, was terribly wasted in its

battle with the stupidity and hypocrisy and Philistinism of the

English...Shelley escaped better. Like Byron, he got out of

England as soon as possible. But he was not so well known. If the

English had realized what a great poet he really was, they would

have fallen on him tooth and nail, and made his life as

unbearable to him as they possibly could.?

Joyce, agreeing with Wilde, includes in the list of abusive names

hurled at Earwicker the epithet "Artist" (71.21) and, as we have

already seen in the portrait of Shem the Penman, the artist is

described in Finnegans Wake as a social pariah. Shaun, sensing his

brother's artistic qualities and jealous due to his own lack of

ability, acts out the role of Wilde's Philistine public and spends

6 Wilde 30.

7 Wilde 25, 30, 28, 26.
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most of his time persecuting Shem. It is Shaun who embodie the

"stupidity and hypocrisy and Philistinism of the English" in

Finnegans Wake. He is a caricature of a narrow-minded a iddle

class thug, with exaggerated, selfish, conformist opinions and

petty morality.

Shaun, although he is frequently and garrulously preser t in

much of the book:, is most prominent in Part III which, following

Joyce's description, is generally known as "The Four Watches of

Shaun". This section of the book narrates, according to Joyce in a

letter to Harriet Shaw Weaver, "a postman travelling backwards in

the night through the events already narrated". 8 It has recently

been pointed out, based on a study of the notebooks Joyce used

while writing Finnegans Wake, that Joyce "abandoned as

unworkable the notion of the episode traversing in re verse

order...the 'events already narrated' ."9 Shaun does, however,

travel backwards in other ways. Most noticeably, he becomes

progressively younger as the four chapters proceed. He begins the

section as a fully grown postman; in chapter 2 he is "a young

chapplie of sixtine" (430.31); by chapter 3 he has become the

large, grumpy child named Yawn; in chapter 4 he is seen fast

asleep with his brother, both of them now innocent newborn

babies (562-563); and the final chapter ends with the scene of

their conception: the lovemaking of Earwicker and Anna Livia.

This suggests one reason for Shaun's gradual disappearance from

the text as the four chapters progress. As he gets younger and

weaker, other voices gradually intrude into Shaun's central role

in Book III so that, as Glasheen states, "Book III, iv has lever

seemed to me to be about Shaun". 10 This questions the idea that

Shaun is the subject of all of section three in Finnegans Wake, but

Rose suggests a solution to this question:

while it is very clear from the text that the first three of these

episodes deal with Shaun, it is not at all so in the case of the

fourth, in which Shaun hardly features...In the first of the three

episodes Shaun becomes progressively more abstracted from his

central characterisation: beginning as Shaun in III.1, he becomes

8 Letter to Harriet Shaw Weaver, 24 May 1924. (Annotations.)
9 Danis Rose, The Textual Diaries of James Joyce (Dublin: The Li lliput
Press, 1995) 60FN.

10 Glasheen lviiFN.
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Jaun in 111.2 and Yawn in 111.3. 111.4, on Joyce's word, is all

about dawn...The solution to the problem is plain (how could we

have missed it?): The protagonists are Shaun, Jaun. Yawn, and

Dawn: four versions of [Shaun]."

In the final section of the book, as the night fades into day, Shaun

loses his individual identity and becomes, once again, united with

his brother in the figure of their waking father. This section is

thus all about Shaun, but also inevitably and equally about *Wort

every other Wake an figure through their relationships and

interactions with Shaun.

Shem is generally attributed with the narration of Sh Aun's

sections of Finnegans Wake and he appears to be speaking as a

Donkey belonging to the four old men. "I, poor ass, am but their

fourpart tinckler's dunkey" (405.6) states the narrative voice, and

later we are informed "That folklore's straight from thehisass

mouth" (480.6). Unlike Shaun's narration of Shem's chapter,

however, Shem takes a more subtle approach to Shaun's po -trait.

As Begnal points out:

Where Shaun relied on a rhetorical sledgehammer to make his

point, Shem engages his opposite in a conversation with

sympathetic sounding, leading questions, so that Shaun has more

than enough rope to hang himself. 1 2

This makes it more difficult to be certain that it actually is Shem

narrating the relevant sections—much of the Shaun chapters are

dialogue—but it also means that, unlike the polemical portrait of

Shem provided by Shaun, there is less of a tendency foi the

narrator's attitudes towards Shaun to intrude into the narrativ( . As

Shem is less dogmatic than Shaun his voice is more difficult to

make out amongst the competing voices of the text, anc his

mannerisms are less obvious. The Four Watches of Shaul is,

however, one of the less ambiguous sections (relatively) of

Finnegans Wake when it comes to identifying and separating

various narrative voices, particularly Shaun's. Although ther( are

still the inevitable problems that have been discussed et rlier,

there are many occasions where it is made clear (again, relatively

11 Rose 44FN.
12 Michael H. Begnal, Dreamscheme: Narrative and Voice in Finnegans Wake

(Syracuse: Syracuse University Press, 1988) 83.
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speaking) who is talking and to whom. Shaun's attitudes generally

come from his own mouth. Unlike Shem, Shaun happily speaks for

himself and is free with his opinions. Part III of Finnegans Wake

is thus the most obvious attempt to build up a character portrait in

the book. As such it is a good example of the murky arch( typal

associations that Joyce conglomerates around each of the Wa,:ean

figures. At the same time, the portrait of Shaun is also the most

sustained satirical attack in Finnegans Wake.

Wilde's Individualist artist, ironically personified in the figure

of Shem the Penman, finds its antithesis in Shaun's character.

Shaun's egoism is the disproportionate egoism that leads to

selfishness and violence. Shaun is the anti-artist: he appeals in

the form of Christ, wants desperately to be Christlike and artistic,

but his actions and ideas have only sinister and destructive results.

He rejects Individualism and values conformity, and so he is :lever

absolutely himself as he is always trying to check both his own

behaviour and the behaviour of others. According to Wilde's

paradoxical thinking "Disobedience ...is man's original virtue", 1 3

and it is this sentiment that is put into practice by both Satan, and

the like-minded Stephen Dedalus in Joyce's earlier work. In

Finnegans Wake disobedience is a quality that is associated with

Shem who, as Shaun observes, acts as if he is "some god it the

manger ... [ and] will neither serve nor let serve" (188.18-19). In

contrast, Shaun values obedience and spends much of his time

lecturing and judging his siblings and attempting to impose the

will of society and the church (which Shaun considers always to

be identical with his will) upon his siblings.

But despite Shaun's lack of artistic ablity, his selfishness, and

his distinctly uncharitable opinions, he is nevertheless

consistently assigned to the side of the angels when compared to

his brother. The association of Shaun with angelic imagery and

Shem with Satanic imagery is established early in the book in a

description of the boys as schoolchildren:

The lads is attending school nesans regular...Kevin's just a doat

with his cherub cheek...playing postman's knock...the devil does

be in that knirps of a Jerry sometimes...making encostive inkum

13 Wilde 22.
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out of the last of his lavings and writing a blue streak over his

bourseday shirt. (26.34-27.11) 1 4
Mi2.951!-S

In "The Mime of Mick, Nick and the laigiposs" (HA ) the twins adopt

the same roles but with different names. Shem is the villainous

Glugg, "the bold bad bleak boy of the storybooks" (219.24), while

Shaun is the heroic Chuff, "the fine frank fairheaded fellow of the

fairytales" (220.12):

Chuffy was a nangel then and his soard fleshed light like

likening...But the duvlin sulph was in Glugger, that lost-to-

lurning. (222,22-25) 1 5

In the Four Watches of Shaun these angelic images give wq y to

Shaun's identification with Christ. Joyce, in a letter to Harriet

Shaw Weaver, acknowledges Shaun's link to the figure of Christ.

He describes the first of the Four Watches as being "written iii the

form of a via crucis of 14 stations but in reality it is only a )arrel

rolling down the river Liffey". 1 6 The implications of divinity are

strong:

Jaun, by the way, was by the way of becoming...the most purely

human being that ever was called man, loving all up and down

the whole creation. (431.9-12)

And later, as Yawn, he answers an enquiry:

—Are you in your fatherick, lonely one?

—The same. Three persons. (478.28-29)17—

which not only alludes to the relationship between Earwicker,

Shem and Shaun, the three personalities that constitute the

inclusive figure of Earwicker, but also implies the holy trinity.

The associations with Christ are often comic, as in this divine

vision of Shaun as he appears out of the fog in the spirt of

14 Lessons. Church of the 3 sons of Nessan, Ireland's eye. German: kr irps:
mannikin. Costive: constipated. Latin: encausturn: purple-red ink. Birthday
suit. French: bourse: stock exchange. (Annotations.)
15 An angel. Sword flashed. Lightning. Devil himself. Dublin. Sulphur.
Anglo-Irish: glugger: empty noise; a foolish boaster. Norwegian: lur:
cunning. (Annotations.) The description of Chuff echoes a line from Shelley's
"Defence of Poetry": "Poetry is a sword of lightning, ever unsheathed, which
consumes the scabbard that would contain it". Chuff's sword is, howeve-, not
poetry but an heroically fleshy part of his anatomy.
Percy Bysshe Shelley, Shelley's Poetry and Prose, eds. Donald H. Reiman and
Sharon B. Powers (New York: W. W. Norton and Company, 1977) 491.

16 Letter to Harriet Shaw Weaver, 24 May 1924. (Annotations.)
17 Anglo-Irish: "are you in your": "are you a". God in 3 persons. Tripartite
Life of St Patrick. (Annotations.)
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forgiveness. Shaun is not addressed with the respect due to a vision

of the saviour:

And there, from out of the scuity, misty Londan...comes the

sorter...with that smeoil like a grace of backoning over his

egglips of the sunsoonshine. Here's heering you in a

guessmasque, latterman! And such an improofment! As royt as

the mail and as fat as a fuddle...0, what an ovenly odour! Butter

butter! Bring us this days our maily bag! (602.27-603.8) 1 8

This, then, is the comic twist to Shaun's portrayal of Christ: his

claims to authority and morality are undermined by his actions

and the mocking powers of the text's multiplying meanings. Here,

for example, Shaun's Christly smile and beckoning gesture of

grace are made absurd by the fact that he still has the grease from

his breakfast of bacon and eggs smeared across his face. Instead of

spreading light his enormous bulk blocks out the sun and noon

and causes an eclipse. He is not fit but fat„ he is wearing a gasinask.

Despite his best efforts at divinity, he appears as a travesty.

The associations with divinity are made to sit uneasily with

Shaun's other traits, and, predictably in light of Jo ,Ice's

paradoxical conception of the artist anticipated by Wilde's
emtv..."

philosophy—that the artist hers to be Lucifer--the paradox of

the artist appears in reverse in the figure of Shaun. The pertrait

of Shaun is a description of an imposter: the Antichrist posir g as

the son of God. As Glasheen notes:

In FW III,i,ii, Shaun-Jaun walks the way of the cross backwards,

and apes Christ, save that Shaun preaches not life but abstinence

from life. 1 9

Shaun is quite prepared to accept Christian associations, and

actually encourages them, and the satirical aspect of his

characterisation comes partly from the fact that he seems

genuinely to believe he is the chosen one bearing the cross.

Shaun is also repeatedly associated with papal authority, implying

18 Irish: scuit: excitement, fuss. Greek: skotia: darkness. Macpherson
glosses `scuite' as 'wandering nation'. City. London. Macpherson: Cattiloda

11.10: 'misty Loda: the house of the spirits of men!'. Smile. Grease of bacon
and eggs. Beckoning. Eclipse. Moonshine. Gasmask. Letter man. Improvement.
Phrase: right as the mail. Phrase: fit as a fiddle. Heavenly. Lord's Prayer:
`Give us this day our daily bread'. (Annotations.) Oil. Lips. Sunshine. Hear

hear! Guess. Mask / masque. Bread: the body of Christ.

19 Glasheen 13.
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the Roman Catholic church is, like Shaun, deluded and

illegitimately claiming the moral authority of Christ in the scrvice

of - own political power. Instead of generosity, divine

resignation, noble Individualism, and the acceptance of the

burden of the sins, of the world, Shaun feels only self-pity and the

need to complain:

Hobos hornknees and the corveeture of my spine. Poumeerme! My

heaviest crux and a dairy lot it is. (409.16-18)2

He quotes Christ on the cross—"forgive them; for they know, not

what they do" (Luke 23:34)—but inverts the sentiment to say

"Forgive me...not 'what I wants to do a strike of work" (409.3:-34).

And, he claims, however reluctant he might be to be the saviour of

humanity, there is nothing he can do about it: he has been born

into his role as leader:

there does be a power coming over me that is put upon me from

on high out of the book of breedings and so as it is becoming

hairydittary. (409.36-410.2)21

This inherited position—in this case the position he refers 10 is

both as the son of God and as a papal official—does not, by his own

reckoning, actually require Shaun to be active. In fact, he cl

he is forbidden to do anything, apparently being "too soft for work

proper" (410.33):

it was forstold for me by brevet for my vacation in life while

possessing stout legs to be disbarred after holy orders from

unnecessary servile work of reckless walking of all sorts.

(411.1-3)

Shaun's position is not one that makes him work for the benefit of
pet 4 ,2.5 e

others but is purely a matter of pietiskyr. Though he claimed

earlier to be a "hobo", he avoids walking. "Servile work" cal be

left for others to perform, and Shaun's vocation, thanks to his

assumed natural social and moral superiority, is actually a

"vacation".

20 Latin: corvus: raven. Curvature. French: corvee: drudgery. Breton:

polymer: heavy. Daily. (Annotations.) Hobo: wandering homeless man. Poor
me! Even when complaining of physical discomfort Shaun is thinking of his
appetite: thus it is a "dairy lot".

21 Book of Breathings: a funeral ritual in the Egyptian Book of the Dead.
(Stud book.) John McCormack's papal countship was herei lary.

(Annotations.)
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So as Christ, or even as a Christian, Shaun is something of a

failure. As Benstock points out, Shaun, by the conclusion ot his

portrait, has committed every one of the seven deadly sins. 22 The

description of Shaun as Christ is thus rather obviously ironic and

confirms (through negation) Joyce's (and Wilde's) idea of the

Christlike artist. The implication is that the persecuted Shem i the

true artist—Jesus posing as Lucifer--while Shaun dis flays

Luciferian qualities but pretends to be Christ. Shaun sees the role

of Christ as that of a dogmatic leader—something along the lines of

the Pope with whom he is also frequently associated—whose

natural, unquestionable superiority and omniscience allows him to

make the rules that everyone must live by. As a result he betrays

himself with his attempts to live up to his assumed role. He tries to

be someone he is not and in doing so commits the mistake of the

anti-artist: he is unaware of his own desires and the moral

hypocrisy he displays by repressing them. Shem, as we have seen,

creates: his body is generative and its productions are the

substance of his art. His transcendent individualism and creativity

is actually a form of materialism. Shaun's body, on the other hand,

consumes. His claims to transcendence are similarly scuttled by

the material reality of his actions and surroundings. It is Shaun's

retentiveness that betrays his artistic and divine claims. While the

Wildean-Joycean-Christlike artist has, via his egotism, attained an

enlightened sense of selflessness (apparently), the anti-artist is

simply selfish and greedy.

Shaun's gluttony is perhaps his most noticeable feature. His

insatiable gastronomic rapacity is apparent even when he is

speaking on subjects well removed from food—such as the other

members of his family—in the images of every imagi Table

foodstuff that colour his speech. He is, predictably, fat. When

Shaun appears in III.1 the narrator—probably Shem—tells us that

he is "immense" having "recruited his strength by meals of

spadefuls of mounded food" (405.21-30) and the "avalunch" (406.9)

of food he has consumed is listed.23

22 Bernard Benstock, Joyce-again' s Wake: An Analysis of Finnegans Wake
(Seattle: University of Washington Press, 1965) 148.

23 This balances the list of foods that Shaun tells us Shem will not ezt that
appears in the "Shem the Penman" chapter (I.7) 170-171.
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I don't mean to make the ingestion for the moment that he was

guilbey of gulpable gluttony [comments Shem the Ass]...Though

his net intrants wight weighed nought but a flyblow to his gross

ganz afterduepoise. (406.32-407.6)24

Even innocent phrases are distorted by Shaun's desires: "Lard

have mustard on them" (409.15), he exclaims, and later: "guid,,, me

by gastronomy" (449.11). As Shaun states later in a rare moment of

insight: "Oop, I never open momouth but I pack mefood I it"

(437.18-19).

Sloth, too, is an obvious trait of Shaun's personality. In the first

of the four watches, after a dramatic buildup by the narrator,

Shaun opens his mouth to speak only to reveal he has not bothered

to prepare for his performance. He begins by partially (and

inaccurately) conjugating the Latin verb a m o , and running

through a lethargic musical scale, yawning; his speech sounc s as

if it is merely a "general address rehearsal", even though "thc rag

[is] up" (407.29-35). He then begins "complaining with vocal

discontent" (407.34), proceeds to pick his teeth with his fingers

(408.2-3), and colllapses under his own enormous weight, "utterly

spent" (408.4), the exertion of his lacklustre performance )e ing

too much for him. Yawning is a consistent motif: Shaun y awns

frequently. In the first watch (111.1) he enters and exits the

conversation with a yawn; as the witness at the "Trial of Festy

King" he is "cautioned against yawning" (86.36) before he gives

his evidence; and in 111.3 he actually becomes Yawn, the gr impy

sleeping baby who is investigated, as Mutt and Jute investi gated

the prostrate body of Finnegan in the first chapter of the )ook,

and then cross-examined by the four old men.

Shaun's lust, and more significantly his hypocrisy in regard to

sexual matters, is also apparent and is satirised in his relationship

with the twenty-nine schoolgirls who are the multiplied version

of his sister Issy. At the beginning of 111.2 the schoolgirls, in a

repetition of the concluding moments of "The Trial of Festy King"

and part of "The Mime of Mick, Nick and the Naggies", surround

Shaun—named for this episode Jaun in mocking reference to

24 Suggestion / ingestion. Guilty. Gilbey: Dublin wine merchants. Gulp /
culpable. Nett. Entrant / entrance. Flyweight: boxer weighing 8 ;tone.

German: grosser und ganzen: by and large. Avoirdupois / after due poise.
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Byron's archetypal ladykiller Don Juan--and they begin teasingly

to flatter him:

they were girls all rushing sowarmly for the post...rushing and

making a tremendous girlsfuss over him pellmale...mussing his

frizzy hair and the golliwog curls of him...and smilingly

smelling...the nice perfumios that came cunvy peeling off him

(nice!) which was angelic simply, savouring of wild thyme and

parsley jumbled with breadcrumbs (0 nice!) and feeling his full

fat pouch for him so tacitly and jingaling his jellybags for,

though he looked a young chapplie of sixtine, they could frole by

his manhood that he was just the killingest ladykiller all by

kindness. (43019-33) 2 5

Jaun, although flattered, cannot express his desires openly, but

such is the nature of the dream-like language that they are

exposed anyway. His aroused desires provoke a stern moral lecture

but his lust forces its way to the surface. The extended sermon—

something of a speciality for Shaun—that he gives in response in

this case turns out to be on the dos and don'ts of love:

Love through the usual channels, cisternbrothelly, when

properly disinfected and taken neat in the generable way upon

retiring to roost in the company of a husband-in-law or other

respectable relative of an apposite sex, not love that leads by the

nose as I foresmellt but canalised love, you understand, does a

felon good. (436.14-19) 2 6

Although Shaun is trying to express to his sister a conservative

moral law for sexual conduct, the incestuous desire that he feels

for her is unavoidably implicated. Love should be, he feels,

"properly disinfected" and "neat" and take place only at night

after the married couple have retired to bed, but the imagery that

accompanies this claim contradicts this view. Shaun is also saying

that he longs to commit incest ("sister to brother") with Issy, in an

expression that also contains the words cistern and brothel—words

that suggest the sordid, dirty implications that are associated with

25 Swarm. Pell-mell'[. Candied peel. Angelica. Song in John McCorrr ack's
repertoire: Tanis Angelicus'. (Stuffing.) Slang: jellybags: scrotum. Byron's
Don Juan was 16. Sistine Chapel. French: froler: brush against. P hase:
killed by kindness. (Annotations.)
26 Sister / brotherly. St Jerome: Letter CXXVII: 'Seek in brothels those
cisterns of vice'. Rest. Foretold. Fellow. (Annotations.) Venerable. Opposite
sex. Canonised.
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sex in Shaun's thinking. He reveals a sense of guilt as well: 5 haun

knows that if he were to act on his thoughts he would be a "felon".

This desire is, however, exactly what Shaun wants to be repressed

by his moralising and is revealed only by his failure to control his

own language. As occurs so frequently in Finnegans Wake, it is the

unwanted associations (from Shaun's perspective, that is) in the

language itself that cause Shaun's lust to be revealed, not

insinuation.

Shaun's repress ion of his desire for his sister manifests itself

most noticeably in his anger; as Jaun he explains in detail the

violent wrath he will direct at Issy if he catches anyone sexually

interfering with her, or her interfering with anyone else:

If I ever catch you at it, mind, it's you that will cocottch it! I'll

tackle you you to feel if you have a few devils in you. Holy gun,

I'll give it to you, hot, high and heavy before you can say sedro!

(439.3-6)

Again it is implied that Shaun's anger conceals his lust, directed at

Issy "hot high and heavy", her crime being little more than to be

sexually attractive. His threats against Shem, should Shem dare to

interfere with his sister—"it will be a poor lookout for that iw ister.

He's a markt man from that hour" (442.17-18)—are made to appear

the result of Shaun's own unrealised desires. Since Shem appears

to be more frequently favoured by his sister's attentions and l ssy 's

attitude toward Shaun is almost always teasing, Shem is also a

target of Shaun's anger. Apart from the obvious violent reactions

to his brother, Shaun's anger is also apparent in his violent,

paranoid accusations and denunciations of Shem's homosexuality.

"Homo! Then putting his bedfellow on me!" (422.11) he shouts at

one point, and later he threatens a devilish, criminal and

distinctly Shemish rival:

If any lightfoot Clod Dewvale was to hold me up, dicksturping me

and marauding me of my rights to my onus...I'd let him have my

best pair of galloper's heels in the creamsourer. (457.11-14)27

But Shaun's sexual frustration is primarily aimed at Issy. As he

says to her, expressing both a threat and another revelation of his

desire: "I'll be all over you myselx horizontally" (444.18).

27 Father Finn: Claude Lightfoot. Claude Duval: highwayman. Devil. Dick

Turpin: in the song `Turpin Hero' he cuts off the cape of a lawyer whom gold
is stitched in the back of it. Disturbing. Anus. Own. (Annotations.)
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Sensing this tendency for Shaun's own words to undermine his

proclamations, Shaun's pride is flattered by his questioners—the

four old men and Shem the Ass. They appeal to his rivalry wit 1 his

brother in order to lead Shaun into the revelation of his own

envious, unpleasant character and to mock his unacted upon

literary	 pretentions:

Still in a way, not to flatter you, we fancy that you are so

strikingly brainy and well letterread in yourshelves as ever

were the Sharnous Shamonous...ingenious Shaun...if only you

would take your time so and the trouble of so doing it.

(425.4-8) 2 8

"Undoubtedly but that is show" (425.9), Shaun replies, missinl the

subtle sting in the tail of their praise. Shaun, in the most general

way, agrees with anyone who has a high opinion of him: "But

believe me in my simplicity I am awful good, I believe, so I am, at

the root of me, praised be right cheek Discipline!" (411.12-14).

"Full of my breadth from pride I am" (452.24-25), he later admits,

and, he boasts, he could and would write if only he was not

constantly foiled by circumstance: "I'd write it all by mownself if

only had here of my jolly young waterman" (447.10-11).

Shaun's attitude to Shem in the Four Watches is constantly

changing. He goes to great lengths to warn Issy against the

depravity of his brother, but his own feelings towards Shem vary.

While Shaun is generally hostile to his brother, there are several

occasions where he feels sentimental and expresses sympathy for

Shem:

We shared the twin chamber and we winked on the one wench...He

looks rather thin, imitating me. I'm very fond of that other of

mine. (408.20-25) 2 9

The tone is, however, patronising at best--"But he'[s] such a ,;ante

loser! I lift my disk to him" (408.29)—and Shaun's sense of nostalgia

is always tempered by a certain ambivalence:

Got by the one goat, suckled by the same nanna, one twitch, one

nature makes us oldworld kin. We're as thick and thin now as

28 Literate. (Annotations.) Shaun the postman is "well letterread", perhaps
implying he has been opening other people's mail. "Shem was a sham 1.nd a
low sham" (170.25).

29 Brother. "Mother of Mine": song in John McCormack's reperoire.
(Annotations.)
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two tubular jawballs. I hate him about his patent henesy, plasfh

it, yet I am amorist. I love him. I love his old portugal's nose.

(463.15-19) 3 °

Shaun is also largely unaware of his fate at the hands of the text

of Finnegans Wake. Not only does he fail to comprehend the nature

of the slippery linguistic world he inhabits—and therefore spends

much of his time trying, futilely, to control it—but he also believes

in the idea of progression to something higher, specifically

heaven. This is in spite of the lack of progression emphasise i by

the circularity of the text. In a passage in which he reflects upon

life and death he gives his impression of the afterlife:

No petty family squabbles Up There nor homemade hurricanes in

our Cohortyard, no cupahurling nor apuckalips nor no puncheon

jodelling nor no nothing. (454.36-455.21...what a humpty daum

earth looks oiar miseryme heretoday as compared beside the

Hereweareagain Gaieties of the Afterpiece. (455.24-26)3 1

What Shaun's faith blinds him to (or rather deafens him to) h the

fact that he and his brother will be performing their Punch and

Judy act forever. It is a condition of their existence. The

apocalyptic, destructive side of Finnegans Wake is as unavoidable

as its generative, laughing side. In Finnegans Wake there is no

transcendent, metaphysical position free from the paradoxical

materialism of the: text and its conflicts. The misery that Shaun

ascribes to his current state will, as he is contradicted once Again

by his own speech, continue as we will find that, inevitably, here

we are again. The gaities of the future for which he yearns wi tl be

the same as the gaities of now. Shaun is thus satirised for

spreading misery in the name of a mystical, non-existent state of

future bliss.

The most consistent feature of Shaun's personality is his

aggressive authoritarianism. As we have seen, his condemnation

30 God. Nannygoat. Dialect: twitchbell: earwig. Shakespeare, Troilus and
Cressida, 111.3.175: 'One touch of nature makes the whole world kin'. Phrase:
through thick and thin. 12 Tables of the Law. Doorbells. Cain's decendants
Jubal and Tubal. Heresy. Hennessy brandy. (Annotations.) Tubular bells.
Hen (I.5). ALP. French: amour: love.

31 Le Fanu: The House by the Churchyard. Courtyard. Hurling cups.
Coupling. Apocalypse:. (Kissing.) Punch and Judy. Humpty Dumpty. Italian:

misero me!: poor me! Latin: nziserrime: most wretchedly. Heredity. Phrase:
here today, gone tomorrow. Song: Here we are again. Gaiety Theatre, Dablin.
Afterlife. (Annotations.)
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of his brother's behaviour is scathing. Similarly, as Jaun he

delivers an extended lecture to his sister Issy about her behaviour,

outlining rules for her to follow and describing the severe vi3lent

punishments he will hand out if she chances to disobey him. There

is, predictably, a strong strain of religious moralism to his advice.

He begins by advising the schoolgirls to "adhere to as many' as

probable of the ten commandments touching purgations and

indulgences and in the long run they will prove for your t etter

guidance along your path of right of way" (432.26-29). His tone is

not one of friendly advice; he expects his words to be strictly

obeyed. "I overstand you you understand" (444.30) he later tells

her, lest she should begin to question his superiority. Shaun

favours a "return to ignorance and bliss" (446.25) and advises Issy

to avoid artist-types, who are notoriously immoral. They may ask

you, Shaun says, to

be an artist's moral and pose in your nudies as a local esthetic

before voluble old masters, introducing you...to hogarths like

Bottisilly and Titteretto and Vergognese and Coraggio with their

extrahand Mazzaccio, plus the usual bilkers's dozen of

dowdycameram en. And the volses of lewd Buylan, for

innocence!...All blah! Viper's vapid vilest! (435.5-16) 3 2

Artists, according to Shaun, are little better than voy:,urs,

shamelessly exploiting the mystique of their profession to ogle

their naive young models and display them for the titillation of a
e takt■c.

crowd of hangers-on. They are the Satanic, serpentine amplismia

to sin. The vices (and the voices) of lewd Lord Byron, who is here

combined with tint Bloom's cuckolder in Ulysses) Blazes Boylan are

again the subject of Shaun's wrath as they are so frequently

throughout Finnegans Wake.

Byron, and his W ake an opposite Tennyson, appear in F inne ;a ns

Wake as identities of Shem and Shaun respectively and these

references take the form of a running joke at the expense of both

twins. Tennyson never received respectful treatment from Joyce.

"Lawn Tennyson, gentleman poet", smirks Joyce's alter -ego

32 Model. Undies. Anaesthetic. Valuable. Hogarth. Botticelli. Tintcretto.

Veronese. Correggio. Italian: vergognoso: shameful. Italian: coraggio: co irage,

(fig.) effrontery. Masaccio: painter. Italian: piazza: cane. Baker's dozen. Bilk:

deceive. Boccaccio's Decameron. Greek: clOdekaemeron: of 12 days. Lord

Byron: The Waltz. Verses. Ulysses (743): 'he made me the present of lord

Byron's poems'. For instance. (Annotations.)
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Stephen Dedalus in Ulysses. 33 In A Portrait of the Artist as a Young

Man a teenage Stephen is confronted by a gang of thugs claiming—

as only thugs will claim—that Tennyson is the greatest poet.

"Tennyson a poet!' Why, he's only a rhymester!" blurts Stephen,

unable to contain himself—and he duly pays the penalty for his

opinion. He is pushed up against a barbed-wire fence and told to

renounce his nominated greatest poet. He refuses. His favourite

poet is Byron.34

This difference of opinion resurfaces in Finnegans Wake. Shem,

the mature Joyce's alter ego, is also fond of Byron and is

frequently associated with the wayward Lord poet. His twin

brother and arch-enemy Shaun is fond of quoting Tennyson. The

associations are, a:3 is often the case in Joyce's last work, almost

self-explanatory at first glance. Shaun, like Lord Tennyson, is a

man of the establishment: conservative, submissive and

sycophantic to those above him; domineering and contemptuous

towards anyone he feels is below him ("Theirs not to reason why"

is a favourite line, which Shaun always quotes without a hirt of

the condemnation of authority suggested in the original; Shaun

thinks that "their" failure to reason why and simply obey the

voice of authority--his voice—is a very good idea); and, in Stephen

Dedalus' impetuously suggested opinion, Tennyson is not a very

good poet. Shem, on the other hand, is associated with Byron

because he is rebellious, passionate, artistic and exiled; an imrtoral

outrage to public decency; and, apparently, a better poet. So the

two Lord poets appear caricatured as another example of the

dialectical assignment of characteristics between the twins

because of the opposed qualities they represent. Tennyson, as the

poet laureate, is officially appointed as a Great Poet, while Byron

may be a Lord but is mad, bad and dangerous to know.

There is, however, more than a hint of mockery in this

assignment of roles. The similarities between Shaun and Tennyson

and Shem and Byron are at best superficial. Shaun is no poet, let

alone a famous and successful poet. In fact there is no indic Ation

in Finnegans Wake that Shaun has written anything at all, despite

33 Joyce, Ulysses 42,
34 James Joyce, A Portrait of the Artist as a Young Man (London: Penguin,
1960) 81.
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his claims that Shem has plagiarised his work. Similarly, Shem,

though he can at least claim to have produced some writing,

hardly lives up to Byron's reputation for independence,

outrageous behaviour and passionate feats of derring-do, no

matter how much he may feel an affinity with his fellow rebel and

exile.

Robert F. Gleckner in his article on "Byron in Finnegans Wake"

makes a case for Byron and Childe Harold as archetypes for

Earwicker, the publican and noted drinker—"lordbeeron" (563.12)—

involved in a rumoured sexual scanda1. 35 Earwicker is also,

however, associated with Tennyson--"he began Tuonisonian"

(48.23). While Byron is named several times in Finnegans Wake,

Glasheen lists only two instances of Tennyson's name, orw of

which simply restates the joke from Ulysses. Tennyson' s vice,

however, appears frequently through lines of his poetry, usually

quoted by Shaun. Shaun also calls Shem Byron on se veral

occasions as a term of abuse. Joyce at one stage considered making

an opera of Byron's Cain and, as Ellmann points out, By ron's

version of the relationship between Cain and Abel was used by

Joyce as one of the many versions of the differences bet Neen

Shem and Shaun. 36 And so the two poets are linked with Earwicker

through his sons. The Byronic side of Earwicker is attributed to

Shem who is seen at one point making "his pillgrimace of Childe

Horrid" (423.8) and whose Byronic tendencies are loathed by

Shaun, and the conservative Tennysonian side is depicted in

Shaun. These associations are relatively consistent in their

appearance, the notable exception being Shaun's ironic portrayal

of Don Juan in 111.2, a persona that is used primarily to satirise

Shaun's lack of success and hypocritical attitude in sexual matters.

Of all the characters in Finnegans Wake it is Shaun who is the

most garrulous and as a result it is Shaun who suffers the most at

the hands of the Wake's punning language. Begnal feels that

Shaun is conscious of the double entendres that litter his sr.ech,

but most of the revealing puns seem to be less insinuations than

failed attempts at repression. Shaun wants to have control over his

35 Robert F. Gleckner, "Byron in Finnegans Wake", Twelve and a filly:
Essays on the Occasion of the 25th Anniversary of Finnegans Wake, eds. Jack
P. Dalton and Clive Hart (London: Faber, 1966).
36 Ellmann, James Joyce 626.
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language but finds he cannot. Shaun undermines his own

proclamations by failing to take into account the possibility that

what he is trying to say could—and does—have many possible

meanings and implications. The Freudian slips he so frequently

mouths have meanings that would horrify him, but unlike :ahem

who is prepared to accommodate the multiple possibilities that

surround him, Shaun's personality seeks to control. Contro is,

however, impossible. Thus Shaun, who advises Issy to "never lay

bare your breast secret" (434.26), is uneasy when feeling, he

would prefer to keep hidden are uncovered, and feels there is an

otherwordly force influencing his speech that he is ti ying

desperately to hold back:

I feel spirits of itchery outching out from all over me and only

for the sludgehummer's force in my hand to hold them the

darkens alone knows what'll who'll be saying of next. (439.22-

25) 3 7

Shaun's choice of weapon—a sledgehammer—is typical of his lack

of subtlety, and his attribution of the doubled voices of the te;:t to

supernatural forces indicates his lack of understanding. The

indeterminacy is a direct result of the materiality of language.

Shaun is unable to express himself unambiguously in his own

voice, not because of spirits of witchery, but as a consequence of

the material polyvalence of the language in Finnegans Wake. His

voice is not unique but is made up of multiple voices.

As usual, the primary theme of the satirical treatment of Shaun,

and thus of Joyce's enemies, comes to rest on a question, nct of

philosophy, but of language itself. Finnegans Wake, as we have

seen, is a self-conscious and self-referential linguistic world that

is based on a non-mimetic use and understanding of language.

Shaun, like every other figure that appears out of the chaos, is

made from scraps of literature, fragments of phrases, poetry,

songs and ideas, that are not distinct but are blended and doubled.

The founding of the language of Finnegans Wake on pho -retie

rather than mimetic grounds undermines certainty of expression

by opening each word or phrase to multiple and often

contradictory	 possibilities.	 Shaun's	 attempts	 at	 expression

37 Lechery. Browning: Mr Sludge the Medium. Sledgehammer. Ger nan:
Hummer: lobster. Dickens. (Annotations.) Witchery. Ouch! Darkness (The
Devil).
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metaphysical, utopian implications in Wilde 's descriptions of

Christ and art—i.e. the suggestion of a transcendence of material

concerns in the name of something higher—are, in Finne'ans

Wake, undercut by the consistent and constant reminders of the

materiality of language and thus of ideas. Transcendence is eased

upon the imperfect material reality of language. The Platonic ideal

is inverted: the concept of the ideal is an illusion constructed out

of language and can, therefore, be deconstructed by language.

"Sin", according to Joyce, is "the pulse of Wilde's art". 39 For

both writers sin is not to be understood in the conventional :,ense

of the act of breaking a moral law, but actions that are gene rally

considered sinful can act as a means of discovery. The sins that are

committed by Shaun are not portrayed as being morally wrong,

but rather it is Shaun's failure to achieve any insight or self-

awareness from his actions and desires that is the basis for the

implicit condemnation of the text. His stance is exposed as

contradictory. His sin is his failure to grasp the hypocrisy ark the

broader implications of his actions. It is the authorit Irian

insistence upon a strict interpretation of Christian sentiment that

is the main source for the satire that emerges from the portrait of

Shaun. The character of Shaun is in one sense a long attack on

Papal authority specifically, and the Roman Catholic Church in

general, as total itarian and repressive in sentiment and in

practice. Shaun's laws are not spiritual, but are physical and

authoritarian in the name of a non-existent higher authority.

The implications are, as always, wider. As Klein argues:

Joyce's undercutting of Shaun's authoritarian voice is a political

as well as a representational gesture in both content and

style...It reveals the self-contradiction within the totalitarian

voice, while replacing the assumed monolithic speech of pseudo-

fascism with linguistic multiplicity.4 0

But questions of ideology, like other linguistic conundrums in

Finnegans Wake, are not as straightforward as this. Typically, the

relationship between the ideologies of Shem and Shaun as well as

39 James Joyce, Critical Writings 204.

40 Scott W. Klien, The Fictions of James Joyce and Wyndham r_.,ewis
(Cambridge: Cambridge University Press, 1994) 190.
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the question of the ideology of Finnegans	 Wake itself, is

paradoxical.
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5. Shem, Shaun and Non-Ideological Ideology

CASCA

Why, he that cuts off twenty years of life

Cuts off so many years of fearing death.

BRUTUS

Grant that, and then is death a benefit:

So we are Caesar's friends, that have abridged

His time of fearing death. Stoop, Romans, stoop,

And let us bathe our hands in Caesar's blood

Up to the elbows, and besmear our s xords;

Then walk we forth, even to the market place,

And waving our red weapons o'er our heads,

Let's all cry, 'Peace, freedom, and liberty!'

CASSIUS

Stoop then and wash. How many ages hence

Shall this lofty scene be acted over,

In states unborn, and accents yet unknown!

BRUTUS

How many times shall Caesar bleed in sport,

That now on Pompey's basis lies along,

No worthier than the ilust!1

In Shakespeare's Julius Caesar, immediately after Caesar has been

murdered, there occurs this brutal piece of dramatic irony. What is

appalling about this exchange is not simply that the assassim are

so blinded by their cause that they fail to see, even while

wallowing in gore, how physically abhorrent their actions are,

but the way the irony of their attempted justifications craws

attention to Caesar's fate. The assassins have not, as their specious

reasoning suggests, saved Caesar from fearing death but have

forced him to confront his own death and—even worse—have

doomed him to die a thousand times over. The "lofty scene" o f his

violent death will, as they predict, be repeated throughout history:

it will be played out both on stage and in other no doubt equally

1 William Shakespeare, Julius Caesar (London: Penguin, 1967) 96.
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noble political assassinations. The audience observing J ilius

Caesar is simultaneously confronted with the brutality of the

violence and the emptiness of the rhetoric which appears so

powerful to the assassins. The ideology, the purity of the idea that

is informing their rhetoric, has led them to become murderers and

is thus undermined both by the bloody, material reality of their

actions and the resulting hollow resonance of their words against

the vastness of history and the full weight of its silence. Father

than washing their crime from their hands they bathe in it as a

matter of honour, revel and glory in it, puddle in their own petty

brutality in the name of peace and nobility. And the condemnation

for such blatant hypocrisy is not contained by the stage, the

audience is also culpable: guilty of not simply observing Caesar

bleeding in sport, and therefore taking part in another versicn of

his death, but also guilty by implication of failing to learn and

becoming caught in the circular process of historical repe ition

and ritualisation that is Caesar's fate. In this short exchange the

act of usurping by violence is ritualised, both as a cultural artifact

and as a part of the machinations of politics, and we all have :)lood

on our hands.

Ideology is, to some extent, our constant companion. The process

by which we come to order and understand the world through

language is ideological. Even in concepts that are frequently and

unthinkingly used there is, as Terry Eagleton argues, the bias of

ideology:

Ideologies like to draw rigid boundaries between what is

acceptable and what is not, between self and non-self, truth and

falsity, sense and nonsense, reason and madness, central and

marginal, surface and depth. Such metaphysical thinking, as I

have said, cannot be simply eluded: we cannot catapult ourselves

beyond this binary habit of thought into an ultra-metaphysical

realm.2

So although distinctions such as true and false, surface and depth

may appear to be self—evident, there is always a built-in fallibility

in these concepts that comes from the fact that they are conceived

and used from a limited perspective and therefore rely on

2 Terry Eagleton, Literary Theory: An Introduction (Oxford: Basil Black well,

1983) 133.
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unspoken assumptions. The dividing lines that separate these

ideas, regardless of their apparently imposing presence, are

arbitrary and can be considered flexible. As there can be no such

thing as an ideal, all-knowing system of thought, no-one has

absolute access to the truth or to common sense, and we are .al in

some way ideological in the sense that, even if we do not regard

the concepts under our control as absolutely inflexible, they are

still being brought into play whenever language is used. Words

may appear to be self-evident in their meaning but are not, and so

in the daily process of making distinctions we are always dealing

with ideological concepts. The boundary, or more accurate!) the

act of defining boundaries that is a necessary part of language, is

in fact inseparable from, if not identical to, ideology. Since this is a

consequence of the use of language as the tool with which

understanding takes place, there can be no end to the process of

defining; the only option is to engage in political debate and try to

claim the power to influence or even define outright these

distinctions. The power to define and therefore set the limits of

acceptable discourse is a political power; thus disagreements over

definitions and concepts are political disputes and cannot be .aken

for granted. The concept of ideology must therefore be underitood

as being inextricably tied to the question of meaning itself.

This definition of the ideological significance of linguistic

concepts faces a problem when it comes to identifying the

ideological perspective or perspectives of Finnegans Wake.

Eagleton suggests that "it is always worth testing out any lit e rary

theory by asking: How would it work with Joyce's Finne,;ans

Wake?". 3 What, then, is the ideological stance suggested by the use

of language in Finnegans Wake? By Eagleton's definition it 	 not

ideological. Although Finnegans Wake does make use; of

distinctions that could be classified as ideological it does so in a

playful way, and it does not draw strict lines between categories

but exploits the arbitrary aspects of language. Self and nonself,

reason and madness, surface and depth are not strictly separate

categories in Finnegans Wake and there are no ultinate,

ideological conclusions to be drawn since the text denies the

closing full stop and "no one end is known" (48.24). The bias and

3 Eagleton 82.
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the arguments that are included in the Wake are destined always to

continue. There is no attempt to limit meaning or bring it under

control, but rather the opposite is the basis of its technique: any

possible significance, no matter how irrational or tenuous the

connection might seem, is welcomed and exploited.

It is this indistinctness that gives the impression the to pc t is

beyond the implications of a single ideology. The book not only

avoids declaring its ideological perspective, but also explicitly

disclaims that it is to be read as a practical, political or satirical

work. The book is "all falsetissues, antilibellous and nonactionable

and this applies to its whole wholume" (48.18-19). It makes a point

of not presenting a consistent view of the world, but is instead

consistently contradictory in a way that does not leave it opcn to

the charge of ideological motivation. The obviously bigoted

opinions that are contained by Finnegans Wake are attributed to

the restricted perspectives of the characters, and are not a broader

message of the text; instead opinions are constantly contradicted

and undermined by the text's abundance of meaning and

carnivalesque atmosphere.

But there is another possible definition of ideology, apart from

the implication of bias, that does apply to Finnegans Wake. 4 The

history of the term, however, argues against the definition.

Historically, the first meaning of ideology was the neutral sense of

a "science of ideas" which would describe an ideology as a s ) stem

of thought, theoretically, without imposing value judgements. This

is in spite of the fact that the genesis of this idea was, in fact, a

distinctly partial action by a political prisoner and the term was,

almost from the moment of its conception, the site of hotly

contested political disagreements. The more commonly unden,tood

meaning is first attributed to Napoleon Bonaparte who imposed on

the	 term	 the negative connotations of unreasonableness,

4 Ideology is, of course, a far more complex term. In his full length woi k on
the topic, Eagleton lists no less than sixteen possible meanings for the term.
Raymond Williams argues that in Marxist writing there are three main
definitions at work. For the purpose of this discussion, however, it is only
these two broad definitions—ideology as a bias and ideology as a system--that
are of concern.
Terry Eagleton, Ideology: An Introduction (London: Verso, 1991) 1-2.

Raymond Williams, Marxism and Literature (Oxford: Oxford University

Press, 1977) 55.
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dogmatism and extremism that persist in modern usage. 5 The

implication of the Napoleonic definition is that there ac .wally

exists a non-ideological, commonsense view of the world that is

free from the destructive, irrational blindness of ideologue In

other words, Napoleon's opinions are not ideological, but contrary

opinions are. This is, of course, complete nonsense. We all, as we

have seen, suffer from the consequences of ideological th might

since ideology is entwined with the process of producing meaning.

To dismiss an idea as ideological is a failure to refute or even

engage with that idea that is hypocritical, disingenuous and

dangerously short-sighted—ideological, in fact, in the negative

sense of the word. If, however, we consider ideology in the

original, neutral sense of the word, ignoring for the momen the

fact that it is not neutral at all, and also ignoring the not

unimportant question of how this "science of ideas" is to achieve

the impartiality necessary for its task, we can consider the uses

that are made of ideologies, in the negative sense of the wor 1, in

Finnegans Wake.

The refusal of Finnegans Wake to give a forum to a single,

unchallenged voice has been interpreted by some critics as

political stance, as it undoubtedly is. The book, although it doe:. use

the ideological distinctions that are a part of language, is cautious

not to express a single ideological view, and instead contains

multiple ideologies. The distinctions that are made in Finn e g a n s

Wake are always vague, subject to change and are n ever

dogmatically enforced. Finnegans Wake, therefore, wits its

tension between unresolved, conflicting ideas and general

vagueness presents an anti-authoritarian theme. Joy ce's

abhorrence for Fascism and his consistent refusal to take part in

any organised political movement, even those he may have

privately sympathised with, has been commented on by Richard

Ellmann amongst others, and suggests that Joyce was cautious not

to be seen as a politically and ideologically motivated artist.

Predictably, then, the anti-authoritarian theme present in

Finnegans Wake is not a dogmatically expressed political position,

but is political in the sense that the book presents itself as a

permanently subversive text that will resist and ultimately avoid

5 Raymond Williams, Keywords (London: Fontana, 1988) 153-157.
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any imposed restrictions and will not allow any imposition of

hierarchy.

Joyce's attempts to avoid ideological implications in his writing

are reflected in the vast complexities of the language of the Wake.

Colin MacCabe has commented that "Joyce's use of language...is,

itself, political", and argues:

Traditionally we are accustomed to understand questions

concerning the political nature of literature in terms of the

specific political positions that are espoused or rejected within

a work. But Joyce's writing renders such criterion

obsolete...[because of] the refusal of any hierarchy of

discourses.6

According to this view it is the lack of any fixed position in

Finnegans Wake that constitutes its political stance. This is a view

supported by Manganiello who has identified Joyce's politics as

"Anarchism aimed at the utmost possible freedom of the individual

compatible with social life", and continues:

Joyce did not hold that the best political system was the

democratic one; he was sceptical of all political structures. In

Finnegans Wake sleep is the great anarchiser, and a peaceful one

at that. National boundaries traced out in the daytime world

disappear, and the eternal imagination conquers both time and

space, or priest and king.

Arguing a point similar to MacCabe's, Manganiello claims that

"Joyce's refusal to accept political shibboleths constituted a

political act". 7 National boundaries, along with all ideological

constructions and false differences, are the political target of

Joyce's writing. The dream-like qualities of Finnegans Wake

undermine the daytime-logic, based on the concepts of truth and

authority, that hold ideologies in place, and therefore, in theory,

the language of Finnegans Wake is the scourge of all political

rhetoric since it is to truth and authority that political the tonic

aspires. All rhetoric, including that which maintains a pretence of

reasonableness and impartiality, in some way seeks to per. wade

6 Colin MacCabe, James Joyce and the Revolution of the Word (Lo-iclon:
Macmillan, 1979) 1, 152.
7 Manganiello, Joyce's Politics 277, 36.
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and thus establish a position of authority, and it is this aspect of

language that Joyce implicitly questions in Finnegans Wake.

The prominent concern with ideology, in the neutral sem;e of

the word, that runs throughout Finnegans Wake is visible in the

depictions of Shem and Shaun. If we define ideology without

negative connotations as a system of thought for ordering re ality,

then Finnegans Wake is undoubtedly ideological. It is, as discussed

in a previous chapter, a system for ordering and understa Wing

that argues for its own universality, its own ability to ex plain

everything and exceed and contain every other possible world

view. Indeed if order counts for anything then it is potentially far

more systematic in its method than most texts. Joyce was after all,

as Orwell described him, "a kind of poet and also an elepInntine

pedant". 8 Everything in Finnegans Wake is fastidiously placed, the

scrupulousness of method is boggling, and within this non-

ideological ideology, this rigorously ordered world, there is the

depiction of two conflicting viewpoints that are negatively

ideological. The feud between the twins is largely--apart from the

occasional outburst of violence by Shaun—one of incompatible

ideological rhetorics. They mostly exist in a state of mutual

incomprehension as they repeatedly dramatise the "inter-

misunderstanding minds of the anticollaborators" (118.25), bl nded

by their prejudices, and therefore always, rhetorically at least, in

conflict.

The prominent concern with the power of rhetoric is reflected

both in the stylised, contradictory language of Finnegans Wake

and in its portrayal of history as circular and therefore repetitive.

Indeed, it is the power of history to undermine ideological

certainty that is used as a vehicle for many of the satirical ide is in
ciri.t+o■ I rki

Finnegans Wake. The komiligy of the murder scene from .1 v lius

Caesar seems at first to be distant from the comic "funf.;rall"

(13.15) of Finnegans Wake, but the grim ironies of Caesar's

assassination are also applicable to the Wake's depictior of

rhetoric, and particularly ideologically driven rhetoric. Joyce uses

a similar technique to Shakespeare to undermine the dogmatic

assertions of his characters. Shem and Shaun are const Indy

8 George Orwell, "Inside the Whale", The Penguin Essays of George Orwell
(London: Penguin, 1984) 109.
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and solemnly wrought and combines them with ALP's lump (her

hunched husband, Earwicker), and then removes the ability tc , tell

the difference between wrong and right because they have been

combined to demonstrate that they are not the distinct categories

they appeared to be. 9 When authority cannot claim to be

absolutely right it loses its claim to authority, so to speak in an

indeterminate manner is to abolish the differences that are the

basis of any power structure.

The view that Finnegans Wake is an expression of non-dogmatic

intent is not new. It has been described by Phillipe Sollers s an

anti-fascist book and as early in its critical history as 0 u r

Exagniination Beckett described the book as being characterised by

"the absolute lack of an Absolute" 1 °; but this is a paradcxical

argument, as Scott Klein has pointed out:

For there to be an absolute lack of an absolute, as Beckett must

have been wryly aware, means that there is an Absolute after all,

a totality based, however curiously, upon the dismantling of its

own conceptual grounds."

Finnegans Wake is a critique, not only of external authority but

also of itself as an authority. It is critical of all forms of rhetoric,

but it is itself a rhetorical construction; it is critical of all

ideologies but it adopts a classically ideological stance by implicitly

claiming impartiality and superiority to the positions it rejects.

Finnegans Wake is thus a non-ideological ideology expressed in

a non-rhetorical rhetoric. The text is meticulously constructs I to

appear anarchic and the meticulousness of the book's construction

on these grounds leaves it caught conceptually between the

conservative forces of its own order and authority and its anarchic

impulse to subvert. It remains trapped between these absolutes,

unable and unwilling to signify anything beyond its own

processes. It is, once again, paradoxical. Finnegans Wake is able to

deny the ideological constructions of language their usual status as

truth only by the mocking tone of its own artificially constructed

language.

9 It probably also says a great deal more than this attempt at paraphras(

10 Beckett 22.

11 Klein 156.
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In this sense the language of Finnegans Wake is a critiqui: not

only of the institutions of the outside world, but also of language

itself as the means by which we construct and understand reality.

While implicitly acknowledging Eagleton's point, the language of

the Wake is unable to overcome the contradictions involved in any

attempt to escape from ideological distinctions; it remains within

the sphere of language and literature. Finnegans Wake is an

attempt at universalism and essentialism that understands the

impossibility of universalism and essentialism and treats them, as

categories, with scepticism. Joyce's direct confrontation with

ideology turns out to be a rather indirect avoidance of

confrontation.

While paradox and contradiction are the inevitable result of an

examination of the political implications of the language of

Finnegans Wake, when some of the incidents in the book, such as

the feuds between Shem and Shaun, are examined in isolation

Finnegans Wake begins to resemble a more conventional satire—

albeit one written in an unusual style. There are strong political

implications in the relationship between Shem and Shaun as the

characters' politics are portrayed as a reflection of their

personalities. Shaun's aggressiveness reflects itself in his

authoritarian politics; Shem's cowardice is manifest in his less

obvious and less effective pacifist political stance. In 1.5 for

example, a Shaun-like voice intrudes into the narrative and

accuses someone—probably Shem—of being bourgeois, and

typically he reveals some of his own prejudices in the process.

I am a worker, a tombstone mason, anxious to pleace averyburies

and jully glad when Christmas comes his once ayear. You are a

poorjoist, unctuous to polise nopebobbies. (113.34-36)
.

While mg1+ is perhaps not unambiguously the voice of S tiaun

speaking, there are several reasons for reading this section of text

as being spoken from Shaun's perspective. Apart from the

characteristic condemnatory tone, the references to stone and to

death 12 are the first clues that it is Shaun speaking. The speaker

also claims to be Christian, another hint since Shaun is a vocal

supporter of the Roman Catholic Church, and implies that the

12 Shaun, symbolically repesented by the lifelessness of a stone, "point; the
deathbone and the quick are still" (193.29).
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accused is not a good Christian (on the following page he claims

that the writing he is viewing is "antechristian" (114.11); w iting

is, in Finnegans Wake, produced only by the devilish Shem who is

both ante- and anti-christian). His claim to be anxious to please

seems at first to be at odds with what is known of Sh tun's

character, but a closer reading reveals that this is another of

Shaun's Freudian slips. He is not only anxious to please every body

but, more importantly, true to his dogmatic religious beliefs, lie is

anxious to police everybody, a desire that recalls his earlier

incarnation as Primas who "drilled all decent people" (14.13).

The accusation that follows—another contradiction to his claim

to be anxious to please—contains several allusions that indicate it is

Shem who is the target of Shaun's condemnation. In the Shen- the

Penman chapter (I.7) one of Shaun's main complaints is that ;;hem

is antisocial, a charge that is repeated here in the statement that

he is anxious to please nobody. The same double meaning applies

and Shem is also anxious to police (or perhaps monopolize) nobody,

again consistent with his portrait. The inclusion of poor Joyce's

name (joist) 13 gives the final clue to the addressee's identity since

Joyce is one of the people compounded in the portrait of Shem.

The accusation by Shaun that Shem is bourgeois (poorjoist) is

significant to understanding the twins' relationship, Sh.un's

character, and the nature of ideology as it is presented in

Finnegans Wake. Judgement by social class is a common feature of

Shaun's condemnation, and it is also a distinctly ideological form

of argument. The denunciation is one that was levelled at Joyce

himself by some of his less tolerant colleagues (see, for example,

the comments of Wyndham Lewis and Virginia Woolf in the

chapter on Shem). As an accusation, the charge of being bourgeois

is not only a sociial judgement but also a political judgement and,

like most accusations in Finnegans Wake, it is a charge that

actually reveals more about the accuser than the accused. It is a

term that indicates the judgemental attitude of a prize snob. For

13 McHugh's annotations claims that "joist", which the Macquarie Dictionary
defines as "any of the parallel lenghts of timber, steel, etc., used for
supporting floors, ceilings, etc.", is an allusion to Shem's symbol, the tree,
which would balance the reference to Shaun's symbol, the stone, in line 34. I
regard this link (joist / tree) as being somewhat tenuous, even though if true
it would advantage this interpretation by reinforcing the idea that it is Shem
who is being addressed by Shaun.

112



the mere suggestion of him as a lustsleuth nosing for trouble in

a boobytrap rings particularly preposterous. (33.14-32)16

But it is these words that do not ring true. The impulse to censor

again surfaces. Reading this rather biased sounding defence might

just as easily lead someone to suspect that the slanders directed at

Earwicker could well be justified. The implausibility of suc l an

absolutely cleanminded, vice-free existence hints at the possbility

that the wrong he is accused of could actually be right. It the

decisiveness of these words that gives them away and undermines

their authority: the assurances are too definite, too insistent, too

blatantly political and too deferential. It is a polemic that reveals

itself by its stridency. Fiction has been exposed in the attempt to

conceal. But we are still unaware of what is being concealed e accept

in the most general terms, or even if there actually is anythir g to

conceal. The truth remains inaccessible, and when we attempt to

look beyond the text to refer to reality we find simply more and

more text.

Despite being "equals of opposites", Shaun and Shem and their

opinions are not treated with equal respect in Finnegans Wake.
Shaun is given far more space to air his views of his brother than

the reclusive and quiet Shem. Even when Shem does have an

opportunity to narrate one of his brother's scenes (as in Section

III) he still tends to let Shaun do all of the talking. The sat rical

attacks on Shaun's character are also far more damning than the

impression that is given of the hopeless but ultimately nore

likeable Shem. The most common form for the narration of Shem

vs. Shaun conflicts is usually Shaun accusing Shem of v a -ious

atrocities but inadvertently undermining his own proclamations.

Shaun, for example, narrates both fables—"The Mookse and the

Gripes" and "The Ondt and the Gracehoper"—which are, amongst

other things, primarily versions of the twins' sibling rivalry and

divergent tendencies.

The presuppositions of Finnegans Wake, the ideas that form

basis of its systematic functioning (its ideology in the original,

neutral sense of the word), are numerous. The logic of the book, as

we have seen, is associative, based primarily on linguistic co-

incidences, but also on thematic or symbolic correspondences.

16 Viceregal. Excellently. (Annotations.)
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Motifs, such as the fall, link various historical and fici ional

characters. But if we consider ideology to mean not only a system

of thought but a restrictive and insidious form of logic that

impairs the rationality of those who come under its sway, then

ideology is satirised in the rivalry of Shem and Shaun, panic Ilarly

in the depiction of Shaun. Finnegans Wake, while it doe:; not

suggest there is an ultimately impartial view of the world, depicts

some perspectives with less respect than others.

Shaun's answer, as Professor Jones, to Question 11 in the radio

quiz (1.6) is a good example of this satirical element of the Wake.

The question is spoken by Shem who asks—provocativel y of

course—if Shaun, confronted by an outcast, downtrodden,

subversive wretch who strongly resembles his brother, woul J be

prepared to offer the poor derelict assistance. Shaun's answ is

decisive and impulsive:

No, blank ye! So you think I have impulsivism? (149.11)17

Shaun's aggression immediately assumes a political form and is, as

usual, bound to his insecurity; his vigorous negative respon:;e is

quickly followed by several defensive sounding questions that

suggest Shaun is feeling a sense of guilt. His attempts at

justification then continue for nearly twenty pages and are

entirely unconvincing. As Glasheen points out, in this section

Shaun is again Linked closely with Wyndham Lewis, the "Hitler

fancier, anti-black, anti-semitic, anti-woman, anti-chile ren"

critic of Ulysses who Joyce felt was "heading for a clamorous

conversion to Catholicism". She continues:

there could scarcely be a more vicious portrait of the

authoritarian mind—supple, rabid, and polemic.' 8

As usual with Shaun's extended speeches, the passage is largely

one long joke at his expense: his opinions are mercilessly satirised

for their snobbery and, more seriously, for their tendency towards

hatred and victimisation.

Professor Jones begins by claiming that he will "conclusively

confute this begging question" (149.15)—the question of his lack of

compassion and forgiveness—and this is exactly what he doe.: as

17 No, thank you! Bolshevism. (Annotations.) Blank: a deleted (censored)

obscenity.

18 Glasheen xli.
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his slip of the tongue warns, he does not so much refute the

charge, but rather he thoroughly confuses the question. 113 is

drawn into long, baffling, philosphical digressions that seem to be

less to prove his case than to intimidate his audience with his far-

reaching erudition. The actual argument is, as a result, rather

oblique, but revolves around the particular Shem and Shaun axis

that was derived from Lewis' critique of Ulysses: time and s)ace.

While the details are confused, the general thrust of his argument
b I t

is pierAltardim:

I can easily believe heartily in my own most spacious immensity

(150.35-36); I need not anthrapologise for any obintentional

...downtrodding on my foes (151.7-11); What the romantic in

rags [i.e. Shem] pines after...is the poorest commononguardiant

waste of time (151.17-21). 1 9

What Shaun's pseudo-scientific, philosophical claptrap shows, far

more than it argues his case, is that he actually refuses to er gage

in any exchange of ideas with his foe. His argument is not an

argument at all. His attempts to disprove his opponent merely

restate their basic opposition in the hope that this will be enough

to depict Shem as an outsider and a freak and convince those lie is

addressing of the rightness of his case; but there are no real

arguments provided, only arguntenturn ad horninern and

repetition:

the plea, if he pleads, is all posh and robbage on a melodeontic

scale since his man's when is no otherman's quandour... while,

for aught I care for the contrary, the all is where in love as war.

(151.33-36)2 0

Shaun has no interest in the contrary ideas of his brother and

feels that the simple fact that Shem's opinions are opposed to his

opinions is enough to disprove Shem. Shaun's supposedly

sophisticated speech is actually full of barely disguised clichés.

Tellingly, he admits he simply does not care for any ideas that are

contrary to his own.

19 Anthropology. Latin: ob: before. Toes. Purest common or garden.
(Annotations.)

20 Phrase: stuff and rubbish. Melodic / melodramatic / melodeon. P
one man's meat is another man's poison. Candour. Latin: quando: when.

Phrase: all's fair in love and war. (Annotations.) When (time, Shem) / where

(space, Shaun).
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This becomes clearer in the fable Shaun then narrates, "The

Mookse and the Gripes", which gives the ideological differences of

the brothers a religious context. In Finnegans Wake politics is as

closely bound to religion (for what is religion but politics?) as it is

to personal and social questions. "The Mookse and the Gripes" is

narrated by Shaun, still assuming the identity of Professor Jones,

who introduces the story by suggesting that those being addressed

are too stupid to understand him and will have to have his point

spelt out to them. The tone is pure Shaun: arrogant and insulting:

As my explanations here are probably above your

understanding...I will revert to a more expletive method which I

frequently use when I have to sermo with muddlecrass pupils.

Imagine for my purpose that you are a squad of urchins,

snifflynosed, goslingnecked, clothyheaded, tangled in your

lacings, tingled in your pants, etsitaraw etcicero. (152.4-10) 2 1

Snobbery, particularly towards the middle class, again features

strongly in Shaun's attitude, and his own desire to be upwardly

mobile is implied by his stuffy accent ("etsitaraw etcicero"). The

name of Cicero is even invoked to give his forthcoming oratory a

sense of power and erudition. As usual, however, Shaun's sense of

superiority is undercut, this time by the fact that his claims to

class superiority are due only to his role as a schoolteacher

struggling to control a rowdy classroom of bratty boys:

And you, Bruno Nowlan, take your tongue out of the

inkpot!...Allaboy Minor, take your head out of your satchel!

(152.11-14)22

As it is being narrated by Shaun the bias of the story is

superficially against the Shem-like Gripes, but as usual the

language of the Wake sabotages Shaun's attempts at condemnation.

The first line, apart from being a variation on the generic fairy

tale beginning, echoes the first line of A Portrait of the Artist as a

Young Man, "Once upon a time and a very good time it was"23:

Eins within a space and a wearywide space it vast ere wohned a

Mookse. (152.18-19)

21 Explicit. Expletive: serving to fill out. Latin: sermo: speech. Middle,lass.
Lessons. Etcetera. Cicero (oration). (Annotations.) Muddle. Crass.

22 Bruno of Nola. In English public schools older and younger pupils with
the same surname are called 'N Major" and 'N Minor'. (Annotations.)

23 Joyce, A Portrait 7.
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Initially the most striking re-write is the substitution of space for

time, referring (yet again) to Joyce's difference of opinion with

Wyndham Lewis. What this substitution draws attention to the

bias of the story that is to follow. The apparently innocent

idiomatic sentence (which, as Eagleton might argue, is probably

not as innocent as it seems) has been altered to fit Professor Janes'

argument and therefore the alteration stands out. The expected

cliché, "once upon a time", has been shamelessly and

disrespectfully changed to suit Shaun 's bias—i.e. space--and

therefore favour his argument. The Mookse, like Shaun and Lewis,

will have nothing to do with time, while the Gripes is concerned

only with temporal questions.

This ideological difference of opinion is later reinforced as one

of the questions the Gripes asks the Mookse is "what is the time?"

(154.16). In Finnegans Wake this is a loaded question gene rally

associated with Shem—the game "What's the time" (176.11) is

included in a list of games played by Shem—although it is also a

challenge to parental authority from the children. The question is

also reminiscent of the incident where Earwicker meets the

satanic Cad, an episode with several parallels to "The Mookse and

the Gripes". The Cad cheekily asks Earwicker for the time anc the

question, which seems to be interpreted as a challenge to his

authority, provokes a guilty-sounding, stuttering denial of guilt.

The reasons for it being such a threatening question are a little

vague (it suggests to the addressee, perhaps, that the answer may

be that his time has run out), but again in "The Mookse and the

Gripes" it is interpreted as a threat. In this case the question, as it

did when addressed to Earwicker, has broad implications

challenging and mocking the authority of the figure to whom it is

addressed, or, at least, that is how the Mookse interprets the

mockery of the Gripes. But unlike Earwicker, who as a combination

of the characters of Shaun and Shem contains the confliaing

tendencies of authoritarianism and cowardice (which are perhaps

not so conflicting), the response of the Mookse is not confused and

hesitant, but decisive, and the pair begin to argue.

One of the things that is striking about the story of "The Mookse

and the Gripes" is the enormous amount of reinforcement of the

identities of the characters. The references to trees and stone5, to

choose one example, establish the identities of the Mookse and the
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Gripes within the Earwicker family structure: the Mookse is a

version of Shaun and the Gripes is Shem. This interpretation is

backed up by numerous other allusions which follow the familiar

pattern and fall into place around the opposed twins. Unlike

Earwicker who is both sides of politics simultaneously, 24 the

Gripes is a whig (153.36) and the Mookse is a tory (153.26). The

Mookse has good eyesight but poor hearing, while the Gripes has

bad eyesight and good hearing.

There are also references to papal history, ceremony and

authority woven into almost every line that concerns the Mookse,

leaving no doubt about who he represents in a broader context.

The Mookse is named as a specific historical figure giving the

story greater political significance. The Mookse is Pope Adrian IV,

Nicholas Breakspear (152.33 and 153.20), the only English pope,

and the one who gave Ireland and its "rude and ignorant people"

to Henry II to civilise them with the truths of the Christian

religion. 25 While the multiplications and puns of the Wake's
language are used to undercut political dogmatism, in the example

of the Mookse and the Gripes the satire also takes a more

recognisable form. The story articulates a strongly anti-papal

position in the portrait of the Mookse who is pompous and vain,

and the butt of numerous jokes resulting from the Wake' s

subversive language.

The story, since it is a fable, has a moral. Shaun tells it as a

cautionary tale about the dangers of disrespect for authority. The

Mookse is an imposing figure of authority, dressed in enough

finery to make a Lilliputian blush, and the story concerns his

encounter with the Gripes, who is not only drunk out of his mind,

but even more disgracefully seems to have no sense of reverence

for the lavishly decorated and obviously important Mookse. The

Mookse has his authority on display in the form of "his father's

sword...between his legs" (152.32-3) and looks "every inch of an

immortal" (152.34), but the drunken Gripes nevertheless laughs at

the Mookse for his pretension. His first address to the Mooloe is

even accompanied by the braying of Jackasses:

24 "Eerie whig's a bit of a torytale to tell" (20.23).

25 Glasheen 3.
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the jackasses all within bawl laughed and brayed for his

intentions for they knew their sly toad lowry now.

(153.36-154.2 ) 2 6

He then goes on to mock the posh accent of the Mookse:

— Efter thousand yaws, 0 Gripes...enscayed Mookse the pius.

— Ofter thousand yores, amsered Gripes the gregary. (156.19-21)

In the face of this irreverent onslaught the Mookse's respow.e is

simply to appeal to the importance of his position as justification

in itself, and return the insults of the Gripes in kind:

Blast yourself and your anathomy infairioriboos! No, hang you

for an animal rurale! I am superbly in my supremest poncif!

Abase you, baldyqueens! Gather behind me, satraps! Rots!

(154.10-13)27

There is also a third, overseeing perspective presented by this

story: Nuvoletta, who is both literally and metaphorically above

the twins, although she is not disinterested. Watching the Mc okse

and the Gripes from a balcony, she intervenes in the stor) by

attempting to gain the attention of the wrangling pair, but is

unable to distract them:

and she tried all she tried to make the Mookse look up at her

(but he was fore too adiaptotously farseeing) and to make the

Gripes hear how coy she could be (though he was much too

schystimatically auricular about his ens to heed her).

(157.19-23)28

The Mookse, like Shaun, has good eyesight but poor hearing ani so

she appeals to his sight. The Gripes, like Shem, has bad eyesight

but good hearing and so it is to the latter sense that Nuvcletta

appeals in her attempt to communicate with him. But even th3ugh

she directs her calls in a manner that caters to each character's

26 Within the bawl of an ass: too near. 'Pray for...intentions': R man
Catholic. Scottish dialect: tod Lowrie: familiar name for the fox.
(Annotations.)
27 Wyndham Lewis edited a magazine titled Blast. Anathema. Latin:

inferioribus: from the dead. Prophecies of St Malachy, no.93: 'animal rilrale'
(`rustic beast')—Benedict XIV. French: poncif: unoriginal artistic subject.
Latin: Pontifex Maximus: high priest; pope. Baldaquin: canopy over altar.
Ulysses.40: 'Get down, bald poll!' (Joachim Abbas). Matt 16:23: 'Get thee
behind me, Satan'. Satrap: subordinate ruler. Dutch: rots: rocks. Gei man:
rotz: snot. Rats. (Annotations.)
28 Far. Greek: adiaptOtos: infallible. Systematically / schismatically. Old
Catholics changed doctrine on auricular confession. Latin: ens: a being.

n no ta ti oils.)
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bias she cannot distract them. The Mookse does not ignore her

because of his deafness, but because he is too farseeing; and the

Gripes ignores her not because he cannot see, but because he too

good at hearing. So these attempts to distract the warring parties

fail not because of the respective disabilities of the Mookse anc the

Gripes, but rather because of their over-reliance on their abilities.

They are too caught up in their own futile perspective:; to

acknowledge the limited, biased, and destructive aspects of their

characters. The twins are satirised not for being flawed, but for

being ignorant of their flaws.

The conclusion of "The Mookse and the Gripes" does not see n to

be as decisive as Professor Jones might like. The story is one of

Shaun's extended exercises in self-justification: in this case the

story attempts to excuse the Mookse's decision not to save the

Gripes' soul on the grounds that the Gripes did not show him

proper deference. Despite his claim that the story demonstrates

that "the Mookse he had reason as I knew and you knew and he

knew all along" (158.30-31) and "the poor Gripes got wrong; for

that is always how a Gripes is, always was and always will be"

(159.1-2), the story ends with a moment of surreal ambiguity As

the two of them argue back and forth, oblivious of Nuvol( tta's

pleas and similarly unaware of their own flawed and completely

incompatible perspectives (and, inevitably, the futility of their

feud), they are each carried away by a mysterious woman. The two

of them are whisked out of the story by a protective maternal force

of some kind, reminding us that Shem and Shaun are, after all,

merely children.

The story seems not to have demonstrated the validity of c ither

the Mookse 's argument or the Gripes' counter argument, but

instead they end frozen into their respective positions as stone and

tree—"And there were left now an only elmtree and but a stone"

(159.3-4)—in imitation of the paralysis that overcomes the two

washerwomen at the conclusion of the Anna Livia Plura belle

chapter (1.8). "0! Yes! And Nuvoletta, a lass" (159.5), who after

trying to attract the attention of the squabbling pair below her

and failing, weeps over their folly and drops, like Ophelia, into the

river. Far from being constructive, their argument is actually "the

waste of all peacable worlds" (158.10) and is followed by "the tears

of night" (159.21).
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The counterpoint to the bickering Mookse and Gripes that is

provided by Nuvoletta emphasises that the fable actually has the

opposite effect to the one desired by Shaun: it points out and

satirises the intractability and irrationality of Papal authority. It

highlights the inhumanity and futility of Shaun's extreme,

inflexible opinions. Shem, too, as the Gripes, is equally culpable.

He begins the exchange by questioning and mocking the Mookse

for his pretension and arrogance but becomes as engrossed in the

argument as his nemesis; he is, like the Mookse, oblivious to

Nuvoletta' s appeals. While Shaun's pretentiousness and out' aged

sense of decency might lead the reader to sympathise initially with

the Gripe's deflating mockery, the fable actually mocks both o the

main protagonists for their ignorance and lack of vision.

Shaun, however, feels that the fable of the Mookse and the

Gripes has been a great success in proving his point:

I have now successfully explained to you my own naturalborn

rations which are even in excise of my vaultybrain insure me

that I am a mouth's more deserving case by genius.

(159.24-26) 2 9

His arrogance and ideological bias, as portrayed in the fable, lave,

he believes, been proven as self-evident and logical, in contrast to

the unreasonable opinions of Shem. He is "naturalborn" and

therefore "more deserving" than his brother. The many reasons

in his favour are so overwhelming that even his vault-like brain

cannot store them all at once, but in a typically deflating pun his

"vaultybrain" also gives the impression that it is a little faulty.

Shaun then acts with his usual condescension towards his brother:

I feel in symbathos for my ever devoted friend...Darling gem!

(159.26-28)3 0

And he offers him some helpful advice:

He ought to go away for a change of ideas and he'd have a world of

things to look back on. (160.16-17)

29 Reasons. Excess. Assure. Much more. (Annotations.)

30 Sympathy. Greek: syn bathos: with depth. Letter to Harriet Shaw eaver
from Joyce, 14/8/27, on Wyndham Lewis: 'an "ever devoted friend" (so his
letters are signed)...the appelation "darling X" has also been addressed to me

who am hopelessly given to the use of signorial titles'. Jim. (Annotati9ns.)
Bathos.

123



But it is not long before Shaun is again on the offensive, accusing

Shem of being motivated purely by mercenary aspirations:

his abject all through...is nothing so much more than a mere

cashdime...for to this graded intellecktuals dime is cash and the

cash system. ( 161.1-7) 3 1

Julius Caesar then enters the picture. Shaun offers yet ahother

demonstration of his own correctness in the form of a brief

narrative about Burrous and Casseous, whose names combine

Caesar's murderers Brutus and Cassius with words meaning t utter

and cheese. 32 As Shaun is still narrating, the descriptions of the

characters are predictably one-sided. Shaun identifies himself

with Burrous who is

a genuine prime, the real choice, full of natural greace, the

mildest of milkstoffs yet unbeaten as a risiside and, of course,

obsoletely unadulterous. (161.15-17) 3 3

Shem is given the role of Casseous who is

obversely the revise of [Burrous] and in fact not an ideal choose

by any meals. (161.18-19) 3 4

The references to food, always prevalent in Shaun 's spee,:hes,

then get the better of him and he launches into a reminiscence of

his family that casts his relatives as various foodstuffs at a fondly

remembered meal. Even though he is highly critical of Casscous,

Shaun cannot resist the temptation of Casseous' cheesier qualities,

and is

meltingly addicted to the more casual side of the arrivaliste

case. (161.20) 3 5

But, again, he is condescending:

understand this as well as you can, feeling how backward you

are in your down-to-the-ground benches. (161.33-34)

The transformation of Brutus and Cassius into lumps of yellow cow-

fat is accompanied by yet another repetition of the sibling rivalry

that has been the subject of Shaun's extended ramblings. Glasheen

31 Object. Grade of. Degraded. Phrase: time is money. (Annotations.) D me /
time.

32 Beurre: butter. Caseous: cheesy. (Annotations.)
33 Primas (14.12). Grease / grace. Milksop. German: Stoff: stuff. Regicide.

Latin: rises: laugh. Absolutely unadulterated. (A n notations. )

34 Obviously. Reverse. Choice / cheese. Means. (Annotations.)

35 German: Keise: cheese. Rival. French: arriviste: ambitious person.

(Annotations.)
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summarises this section as "a struggle for a girl, Marga -een-

Cleopatra, who gets tired of the fighting and deserts them for

Antony " , 3 6 but the Burrous vs. Casseous conflict is also an

explicitly political conflict, a point emphasised by the allusior s to

the assassination of Caesar. Brutus and Cassius are the iwins

engaged in the common struggle to usurp the patriarchal pow( r of

Caesar and their individual struggle against each other to assume

Caesar's position of power once he has been inevitably removed:

The older sisa:rs [Caesars]...become unbeurrable from age... [and]

having been...removed...the twinfreer types are billed to make

their reupprearance...on the deserted champ de bouteilles.

(162.1-11)37

The ideological struggle for power that is represented here by the

assassination of Caesar is also an example of the dualism and

circularity that informs Finnegans	 Wake. The opposed twins

reappear in a struggle for the recurring, singular, and

temporarily vacant position of authority. Again it is stressed their

battle is to be repeated, perpetuating the violence of history and

the Joycean version of the theories of Vico and Bruno.

Shaun, however, continues his self-aggrandising. He sees

himself in the form of Burrous as "chorming" (note the posh

accent implied by the spelling) and he mangles a line from Keats

to describe himself portentously in the phrase "A king off duty

and a jaw for ever" (162.34-35) 38 suggesting, once again, that Ile is

the natural choice to inherit their father's throne. He claims t3 be

in disagreement with Bruno's theory of opposites:

I am not hereby giving my final endorsement to the learned

ignorants of the Cusanus philosophism...And I shall be

misunderstood if understood to give an unconditional sinequam

to the heroicised furibouts of the Nolanus theory. (163.15-24) 3 9

36 Glasheen xli.

37 Caesars. Sizar: at Trinity College, Dublin, a student receiving college
allowance up to a certain age. Unbearable. French: beurre: butter. French:

fromage: cheese. French: frere: brother. Reappearance. French: champ de
bataille: battlefield. French: bouteilles: bottles. (Annotations.) The twins
will "rear up" in the "rear" when they "re--appear". Note, too, the stage
metaphor: their conflict is "billed".

38 Keats' Endymion: 'A thing of beauty is a joy forever'. (Annotations.)

39 Nicholas de Cusa: De Docta Ignorantia: Of Learned Ignorance. Latin: sine
(plant: without as much as. Giordano Bruno: Gli Eroici Furori: The Heroic
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But it is his own ideological arguments and his disagreement with

his brother that are, in Finnegans Wake, the ultimate

demonstration of those theories, and it is through his denial of a

broader perspective that he is, like his brother, satirised.

Finnegans Wake's language and ideological system is thu ;, in

one sense, anti-political, or perhaps more accurately, apolitical.

Positions within the traditional political spectrum are depicted as

inane contradictions leading to destruction and bloodshed. While

the Mookse is a tory and the Gripes is a whig, Finnegans Wake

points out that "eerie whig's a bit of a torytale to tell" (20.23). It is

contradictions like this that are the political significance of the

text. Political rhetoric shuns indecisiveness and lauds strong

leadership. Political rhetoric, as with all forms of dogma, is violent

in the sense that it represses, misconstrues or attacks any

conflicting views, and so Finnegans Wake counters thi!, by

allowing free play to contradiction.

But again a paradox emerges. This mocking, subversive

approach to authority is so abstruse that it is completely

ineffective as a political statement. It is a statement that is a non-

statement. The contradictory ideal of a non-ideological ideology

expressed in a non-rhetorical rhetoric is achieved but at the cost

of losing its effectiveness. Derrida has argued that

The freedom to say anything is a very powerful political weapon,

but one which might immediately let itself be neutralised as a

fiction. This revolutionary power can become very

conservative...[The author] can, I'd even say that he must

sometimes demand a certain irresponsibility, at least as regards

ideological powers...which try to call him back to extremely

determinate responsibilities before socio-political or

ideological bodies. The duty of irresponsibility, of refusing to

reply for one's thought of writing to constitutional powers, is

perhaps the highest form of responsibility.4 0

The paradoxes in this argument are particularly relevant to

Finnegans Wake, which, as MacCabe and Manganiello have pointed

out, adopts an irresponsible attitude as a matter of principle, but

Enthusiasts. (Annotations.) Nicholas de Cusa was a teacher of Brune and
source for Bruno's dialectical theories. Furious bouts.

40 Jacques Derrida, Acts of Literature, ed. Derek Attridge (London:
Routledge, 1992) 38.
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becomes "neutralised as a fiction". Finnegans Wake achieves total

irresponsibility, as Derrida defines the term, but at a price. To

feign adopting every position is also to adopt no position. In

attempting to express everything Finnegans Wake says nothing. It

effectively neutralises itself by deliberately stripping itsel'' of

expressive potential, as the process of meaning comes to emphasise

process at the expense of meaning. The resulting paralysis reflects

the paradox: to adopt a position is to be at some stage proven wrong

or be accused of being ideological, but to adopt no position is self-

defeating. Joyce's non-position becomes a position as Mangartiello

points out. Even though Joyce felt that to be an artist he should

avoid any hint of propaganda since

Such writing assailed the integrity of literature and its

paramount virtue of literary sincerity. Joyce was no prey to the

delusion that to be patriotic, an artist must propagandise.

But, according to Manganiello, Joyce did feel that literature has a

political influence:

Literature operate[s] as an instrument for altering men's minds.

The transformations of institutions does not depend on force,

lobbying for peace, or pleading for social justice, but can only

follow upon this unsuspected process of changing basic attitudes

and prejudices. 4 1

Joyce's basic attitudes and prejudices are still, inevitably, a part of

his writing, even if he is not prepared to present them

polemically. His ideology is one of stealth and obscure satire. There

can be few more damning pieces of anti-fascist propaganda than

the character of Shaun the Post, but what is missing from Joyce's

writing is the dogmatically asserted alternative, and we are left

with a non-ideological ideology.

This is why talk of Shem and Shaun often ends up being about

Shaun. As usual the two of them gravitate to opposite poles. Shem is

not dogmatic and ideological like his brother, but is reserved and

uncondemnatory, so Shem is not ideologically biased in any

obvious sense (unless being self—absorbed counts); this, hove ever,

gets him nowhere. He is constantly victimised and is a .ocial

outcast. His drunken cheekiness as the Gripes results in a futile

argument that simply leaves the Mookse still with all the power

41 Manganiello, Joyce's Politics 30, 39.
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and the Gripes with none. He is powerless because he refuse s to

state his ideological position; he is incapable, in fact, of asserting

himself over even the most trivial matter. Shaun is more garrilous

and prepared to stand up for himself, but he is the opposite

extreme: a thug who is extremely unpleasant. His ideology is not

tempered by any moderating influences such as self—doubt or

concessions to the opinions of others, and so, though he appears to

be more dangerous than Shem, he too is politically inept.

Again Finnegans Wake presents a contradiction without a

resolution. Rather than even attempt to offer solutions, it c raws

out the contradictions that are its basis. As a system it is serious in

its attempts at universalism and political transcendence, and ai the

same time it is comic and dismissive of its ideas; it "is but a trifle

and yet may quietly amuse" (120.18). It is both political and non-

political; it is satirical and, on a broader level, aloof from the

concerns of satire. It is political in the sense that it is anti-

hierarchical, but it disclaims that it is to be taken seriously or

acted upon, and politics is the realm of action. It is to be read, not

with an emphasis upon unity or universalism, but "calling

unnecessary attention to errors, omissions, repetitions, and

misalignments" (120.15-16). Hopes for resolution are consistently

frustrated and the text and history and arguments continue. There

is, the language of Finnegans Wake implies, no way to escape this

repetition. Will there be a time when "I3ritus and Gothius shall no

more joustle for that sonneplace" (568.8-9)? 42 No.

42 Brutus and Cassius. British v. Goths. German: Sonne: sun. Phrase: pl.tce in

the sun. (Annotations.) Place as favoured son.
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