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. OF JAMES JOYCE'S CONCEPT OF EPIPHANY > o
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- o v . . ¢ - s ’ .‘. o v
- i Joyce s concept of the ep1phany was central to his own under-’

standing of thg\naturf;of art,and the funct1on‘of the art1st Int1mate1y
associated with the aesthet1c descr1bed in teghen Hero, the\Portra1t, s
and his early cr1t1caT wr1t1ngs, ephiphany is at once th% cuTm1nat10n of

N

the process of aesthetic apprehens1on and selection, ard the start1ng
point for the proc#ss of artistic reproduct1onu‘ Although it shares
attributes with Romanticism and Symbolism, the concept is firmly rooted
‘in Joyce's Catholic Background and is essentiaTTy‘sac}amegtaT’in Bi;'
perspective,-as a comparison with the aesfheCic of.Gérgrd Manley Hopkihs
‘makés clear. This thesis examines the concept in relation to its sources,
“to the jnf]uengg§*ﬁhiéh'he1ped to shébg-it,—éndgﬁeédeyéeisjart~ﬁ1aan;';*f'

L . ) , . X :
attempt to establish a context in which the concept may be Underitood.

’
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INTRODUCTION

“

art have been so mich discussed that the relative simplicity of its

Over the past. forty yearss,Jo‘yce's concept of 'the -e'm‘phany

2

. : ' ’ N : -
nature and function has tended to become obscured by the sheer number

1

and'lvari'et‘y of critical pasitions advanced. ‘It is not: the purpose of |

this thesjs,- then, to arque’ for anew interpretation of the é()}wcept,

origin and sources, dnd Jche S v1ews on art and the artist in an

Sy e

attempt to suggest poss1b1e answers to the quest1ons raised by éw tical

debate, and to establish a va] id context in which the concept may be

unde rstood.

As, O.A. Silverman has ;f\ote,d,1

the manuscript of Stephen Hero before its publication in 1944, .wht first

’ P )
-it was Harry Levin,

|
v t

‘discussed the term epiphany in 1941, in his James Joyce; A Cm’tica‘-‘ll

informs all of Joyce's work . . . " Lev

' 1
Library, 1956), pp.

0.4, Si1 verman,

N to 71°. .. .
~ - no. (65) datable precwsew to 17 April 1903, indicates that

N 5
ed., Epiphanies (B

in stated,

uffalo: Lockwood Memorial

.and the.guestion'of its value as an aid to the understanding of Jo%ce's

‘bu't rather to‘coHate the available ﬁn'for‘matj'on about the epiphany, its

working with

" Introduction. Accurately observing that-the "doctrine [of emphany]i. C o

ix-x. This text contains,the twenty-two manuscript
‘'Epiphanies" found at the Un1vers1ty of Buffalo Another eighteen
are at.Cornell1 University, and 1in 1965,
M. Kain published all forty together for the first &ime in The Workshop
of Dedalus (Evanston, ITlinois: Northwes
It.is interesting to note that the ‘total number of Epiphanies was
pr‘obab]y cons1derab1y higher than forty, as-Scholes and Kain suggest:
- [Peter] Spielberg noticed that on the versos of [the
manuscmpt sheets at Buffalo]

That the numbers.

Robert Scho]es and Richard

tern Un1vers1ty Press, 1965).

were numbers, ranging from 1
. go as high as (71), with

the total number was. in thé seventies, or possihly somewha't

higher.

(Scholes and Kain, pp.

4-5)

Vv

-




Lo

4 . ' -An ep1phany is a smmtua] mamfestatwn, more \
’ \ ,;» ‘espemaﬂy the +original manifestation of Christ to
, ‘ the Magi: There are such moments in stor‘e for
B ' D all of us, Jovce beheved, if we but d1scern _them.
: ’ . ‘Some times, amid the mos t. encumbered’ c1rcumstances,
C it suddenly happens that the veil is lifted, the' v -
é \ burthen of the mystér‘y laid bate, and the’ u]tmate

‘ secret of things-made manifest. 2 0o
To the, readers seekmg such moments in Joyce's works, Levin suggested,

L)

“Listen. for the single word that tells the whole story. Loek for

- :’

tehe‘simphe ge‘s_t;urek that réveals a complex set of re1at1’onsh1’ps."3 ',

. s AY . '
_his introduction, advised the readgr to.turn to pp. 210 ff. for an
-’exp]anatién of Joyce's tHeory of epiphany; for the purposes of
™ ' fugther discussion, we would do well to.do as reauested:

[S"cephen] was passing through Eccles' St one evening,
, ~+ . . whena trivial mcvdent set him composmq some
ardent verses which he ent1t1ed a "Vilanelle of the
Temptress.' A young lady was standmg on the steps .
| ) « . of one of those brown bmck houses wh1ch ‘seem, the -
, very 1ncarnat10n of Irish paralysis. A" young qent]e-
| ' ) ' "man was leamng on the rusty railings of the area.
“\ . Stephen as he ,oassed on ‘his quest heard the following
o L ( . fraqment of coHoquy out Qof which "he received an
| impression keen enough te affect his sensitiveness f
\ ' co very severely. o o
" T ~ The Young kady -- (drawling discreetly) -. . . 0,
, ' yes. . . Iwas . . .at the.. . cha.. . pel.
/ ) The Young Gentleman -~ (inaudibly) . . » I . .

¢

| 2Har'v-y Levin, James Joyce; A Critical Introductmnf/ London: = *
e / - Faber and Faber | td., 1941), Dp 28, 27.

3Lev1n,. p. 28.

- ;‘ r When.Stgphen Hero was f\'n‘aﬂy pub T ished, Theodore Spe;fcér, in

IZ]
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. From here Stephen moves into. a discussion of epiphany, in the per-

>

(again fnaudivly) . . . 1. ® L .
The Young Lady -- (softly) ..« 0 . ., but e
youre.“..ve...ry...w1ck._..ed.

‘_ ~ This triviality made him think of co]]ectma many

such mqments toge‘ther‘ in a book of epiphanies. By

an epiphany he meant a sudden sp1mtueT manifestation,
wheth({i in the vulgarity of speech or of gesture or

1n a memorab1le phase of the mi nd 1tse1f He beheved
that it was for the' man of 1etters to record these

ep1 phames wi th extreme cgre, seemg that they them-
selves are the most delicate and evanescent of moments.
He told Cranly that the c]ock of the Bal]a;/t Office
was capab]e of an ep1phany -

Vd

- Imagme my ghmpses at the c]ock as the gropmgs

" of a spumtua] eye ghjch seeks -to adjust 1ts vision

to .an exact focus. The moment the focus is reached

the obJect is ep1phan1s1ed It is just in this .
epiphany that 1 f&nd the third, the supreme quahty
of beauty 4 - , "

ceptmn of the beauti fu] wh1ch closely para]1e1s the aesthet1c

discussion in A Portrmt but which concludes . i

@

1)

This 1s the moment which L call epiphany. First we
recognise that the object is one intergral thing,

. then we recognise that it is an pﬁgar:;?jomposite

structure, a” thing in fact: finallya when the.relation
of parts is exquis‘ite, when the parts are adjusted ~
to the special point, we recogmse that it i that
thmg which 1t is. Tts soy], its whatness, leaps

to us from the vestment of 1'_ts. appearance: The

4«Jame§ Joyce, Stephen Herd, ed. John J. Slocum and Herbert
- Cahoon (New York: New Directions, 1963), pe. 210-11. A1l - -,

- subsequent references will be to th1s edition and wﬂ] be

Jncluded, in” the text.

-3
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-
" soul of the commonest object, the structuré of
which 1s SO édjust'ed seems to  us radaant The ’ K
obJect ach1eves its ep1phany '
» (Steghen Hero, p.. 213)

p1phanx, then deno tes both that moment wherem the whatness, the S
‘qui dditas, @r essential niture and being, of an object, event,
ges ture, word, phrase, ‘for"'phese" of mind -- no matter how insigni-

N
ficant the object of perception may seem at a casual glance -- is

suddeniy' and wholly apprehended by the perceiving consciousness,
as well as the expirfie'nce of that p‘erception.‘ It should be noted
here that an epiphany is a mani festatmn of beauty only when "the
) re]atwpn of parts is exquwslte ; tr\e term applies to aesthetm
apprehensmn only through an extension of its more general meamng
- "a suddén. spiritual manifestation" of the essence ‘of any ,pbjéct of
.perception. . Co. .
' T
These passages also 1nd1cate that the functwn of. the

artw’ét is to "record these epiphanies with extreme care." The use} -
of the word "Y‘ECOY‘d" here might seem to contradict the earlier
indi caltwn that an-epi phany can prompt the creation of art like
: the "Vﬂane'l"le of the Temptress indeed, ,Scholes and Kain have
_asserted that this statement clearly indicates that epiphany "was
not a matter of -artfst‘ic creation but only of ap'prehension and
reeording . . .. For [Joyce, epiphany]“had referencef to life
'ohly, not to at"t."5 This problem is resolved, however, when we
recall that earlier in Stephen Hero it is stated that the function
" of the artist is.to “disentangle the subtle soul of‘the image from

. - o .

Scholes and Kain, pp. 3-4. ‘
a d
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" its mesh of defining‘ci‘rpum,stances most exactly and-re-embody it

. / .
in artistic circumstanges chosen as the most exact for it, in its
K - .

new office" as a consti tuent part of an' artistic whole (Stephen

Hero, p. 78). Th.us, the '"extreme carg" with which epiphanies must

be "recorded" refers not to the 1iteral transcription of an

AN

experience, but rather to-"most exact" perception and the careful
choice of "most exact" artis{tic circums tances; -thle‘artist"é? job ’
isA“to bend upon these present things and so %:o work upon them and
fd‘shion %ﬁem that the quick inteﬂigeﬁce may go beyond them to their:

meaning which is stil1 unuttered" (Stephen Hero, p. 78). As the

. forty extant manus;ript“epiphan{es ihdicai:e, Joyce took this/dictum

quite seriously, for he‘ not only recorded epiphanies, but carefully .

s

re-embodied them in Stephen Hero, A Portrait, and Ulysses.

Critics .have, underéfandab{y, made much of these passages,

and have apph’eld them to Joyce's practise to uncover "techniques"
of epiphany. Irene Hendry Ch“ayes, whose article, "Joyce's Epiphanjes,"

remains one of the mst valuable and detailed studies of the con-
: : ,
cept, has distinguished four such tecfintqaes. N

N

The first two forms of epiphany, according to Cha_yes, are
the "moment of revelation without its narrative base," thét is,
the isolated revélation such as is common in literature "from °
Wordsworth's experiences 1in the presence of mountains, 1eechg4athererrs
a.r!d' the Tights about Wes tminster Bridgé" onwards, ancél the epiphany

in which "we are first aware of an effect on the beholder -~ Stephen,

or ourselves through Stephen -- not*g)f an objectively apprehensible

a
v 1
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| K quahtv m the th1 ng reveaTed "6 Chayes ﬁhen discus-se\s what she “terms

‘the "process of for‘ma] d1s1ntegrat1on,"_ or the "d1st11Tat10n techmque .

3

This involves “the division gf d whb]e character (into its separate

bar‘ts" and the recombination of those parts in such a way that in the

&'

apprehension of characteristic types, the reader perceives not i/gﬂivi-

duals, but "génera]ities Fesynthesized from ind‘ividua]s."7. Finally, '

Chayes exam1nes the techntque by which:

, A'gharacter is broken down into its‘s'eé;arate parts, -
y as it is u_rider.the "distillation" technique, but only
’ \ one or two of the detached "parts" . . . , a detail
. of figure or expression, an item of clothing -- ,
are recombined. ATthough it is free of irrelevancies,”
& the gu1dd1ta§ represented by’ the recombination is.not )
the’quidditas of a gener‘ahty but an 1nd1v1dua1, its
“function is to identifv rather than to abstr'act.8

William T. Noon, who defm\es ep1phany as "a formulation through

.

me taphor or symbo] of some luminous aswpect of human exper1ence, some

-

, highly significant facet of most intimate and persona] reality, some

particular]y. radiant point to the meaning of ’existence,"g,has said of

the concept &hat by the time Joyce was writing Finnegans Wake, " the

Stephen Hero theory of epiphany . . . becomes “substaﬁtiaﬂly modified

by a tf]eory of epiphany as a verbal strategy or symbolic technique of
ve-era] art, to capture-the 'inside true inwardness of reality’ . L

. ~ \

6I'r‘ene Hendry Chayes, "Joyce's Epiphanies," in Joyce's Portrait:
Criticism and Critiques, ed., Thomas Connolly (New York: App]eton-

Century-Crofts,; 1962), p. 209 Th1s article first appeared in Thé

- Sewanee Review, LIV (1946), 449-67.

1 4

7Chayes, pp. 211-12.
8Chayes, p. 216. ,

'.9w1'111'am T. Noon, Joyce and Aquinas (New Haven: Yale University
Press, 1957), p. 70. ©C

.‘]'
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in words. w10

t1on holds ‘that, as a 11terary techn1que emn]oyed by Joyce, epiphany

is not a moment or exper1ence,.but “the 'dramatic' or (as it has some-
[ S .Q

kS . ) .
t1mes been called) the 'éonstitutive' symbol, the literary unit in whiém

a meaning is realized," but he wisély goes on to caution that we musﬁ
“grasp Joyce's rejection of all theories that treat art as representative
symbo1, i;e{,'a‘sign standing for some reality other than it itself

enacts, and unders tand the . term 'symbol' in [the] sense of a realizing

"or enacting un1t of mean1nq (either w1th1n a work or, by extens1on, the .

I

work as a who]e) C. w1l . g R

G-

While these are'essemfially accurate evaluations of how‘the‘ -

‘concept of eplphany prov1ded Joyce w1th a method, it must be po1nted out

that Go]dberg S 1dent1f1cat1on of'ep1phany and symbol is based, not

‘on Jqug S usage -- for he does‘not equate the two -- but -on an extension

of that usage. Yet this same identification, has been made both by
Marv1n Magalaner and R1chard M. Kain, who hold }hat Stephen S exp]ana—
tion of ep1phany "is a rather comnllcated way F‘? Joyte to say ‘that he
would present beauty in symboTlijc form,” and’ who furttrer s1mp11fy by

stating, "In essence, 1t mav be put thus:_rad1ance eaua]s epiphany

By

10

HS.L Goldberg, The C1ass1ca1'Temper A Study of James Joyce's :
"Ulysses" (Londdn: Chatto and Windus, %961),,p. 90. C’H Peake
(James Joyce: The Citizen and the Artist [Stanford California;

Stanford Univérsity Press, 1977] ) also argues that the object of

an epiphany cannot stand as a symbo] of something other than tself:

". . . when Stephen says that "the clock of the Ballast Office was -
capab]e of an epiphany, ' he certainly does not mean that it could
become assymbol of something else; he means that, at the right moment,
jts own essential hature could be who11y, intensely and instantly
apprehended as though brought into 'exact focus' . . . " (p. 9).

g »

® "

S.L. Go]dberg, who agrees in pr1nc1p1e with Noon's defini- ﬁ_

Noon, p. 159. ‘ . - \7



icates instantaneous 1y the meaning of ex_pem'ence."

. ° .
N - ) 8
_—-

equals symbo1 12 4nd by Dorothy Van‘Gheq) )ho sees epiphany as

. "an image, sensuously apprehended and- emotienally vibrant, wh1ch commun-

13 These views

’

mistake the cause for the effect; Noon is much closer to the truth when

* .

he calls epiphany "a formulation through metapher or symbol of some
o N -

luminous aspect of . . . experiencﬂ}e\" (my ité{lics). In shorf,' the
revelation der;iived from a moment Of epiphany may be artistically ren-
dered through the use of symbo’ls and 1mages? and the result of appre-

hending a symbo] may\he an epiphany, but as Morms Beja has accurateﬂ/

i

and succmct]y stated it, '*Th_e epiphany per se is not a symbol or image, {'/
. . . s

4

[

thqu%hﬁt may, arise from one.'§14 \‘ N - i ¥ .
' s v 1 -

. Beja, whose Epjiphany in thk f‘lodern‘NO\ge}] is the most extensive’
R .

study of ‘the epiphany as a 1\terary concept, analyzes Stephen's definition ‘
of epiphany as "2 sudden spiritual manifestation," discussing each term
g ; . "
of the definition individually. Observing that Joyce's comments repeat-

edly "stress the instantaneous cf}aracter of revelation," Beja points
out another false identi‘fication- oL, despwte Joyce s use of the .
word @en y it has become f’asmonabk to soeak of one or another of

his entire works as "an' ep1phany," and Beja objects that. "the average «¢-.
¥

short stﬁi'y/h'— and certainly eny novel -- $imply cannot 'be' epiphanies,

for they cannot be 'experienced' or Aapprehended 1'mmed1'ate1y."15 Joyce's
works, then, contain epiphanies and ma:/ Drovide for them, but cannot{
LY pd
]ZMarvm Magalaner and R1chard M. 'Kavp, Joyce: The Man, fhe Work,
the Reputation (New York: New York Umvers1ty Press, 1956), p. 70.

nDorothy Van Ghent, "On A 5ortnta1t of the Art1st as a.Young Man,'
in Connolly, p. 65. .

‘ M'Morms Beja%- Ep_1phany in the Modern Novel (Seattle: University of
Washington Press, 1971T p. 75. _ ‘
wBeJa, p. 73. . C a
- / N T
- e g
e = ’ . :



in themselves, be regarded as such. i t
. Beja then moves on to consider the word "spiritual“, -and observes
that its use should in no way be takenfes an indication that_an epiphany .-

is a're1iqiousf%;perience; he explains: \

. whenever [Joycel uses thé\'brd "spirituali,

‘ he seems to refér to the world of emotioﬁs, art,
intuition -- in terms of his aesthetic theory all  °

- .that cannot be‘na]jzed Sl In'a'(;yce‘s usage

- the word "spiritual" need ndfﬁaave a re1igiou§
~reference, and the 5hrase "spiritual manifestation"

' * is more a figure of speech than an actual sign of

, ;7 , re]igiods'fee]jaq. It is true that Joyce,'1ike
J
¥

& : ,~ 'Stephen, was never completely able to break away

* . from the Catholicism of his youth, but it is ‘quite

another thing to say that he retained his 1’a1’th..1-6

' ' g; this poiﬁt Béﬁa is quite:correct; but when he goes on t0'1nsi§t
that-"epiphany is non-Catholic," he has overstatéd the case, for Joyce's
concep;?of eﬁjphany, and the aesfhetic that js 1qtimate1y’as§ociated -
with that concept, is fundamentally and characteristically Catholic

/ %n itsﬂmefhod and point of vieQ,‘as we shaTl see in our ?1n51 chaoter.
[Th Ugh itsulgﬁeﬁt is not spec%ficé]]& religious,.Joyce's is a Catholic art.
Epiphany, then, 15‘5‘Jsddden spiritual manifestétion”; whether
‘thQ product of a state of heighténed awanaﬁgss and receptivi£§; or as
Hugh”Kenner has observed, "the reward oflihfense contempiation,”]7.
.équhany is Ehat moment in whiéh'the essential nature of whatever is
-perceﬂﬁed is‘%udden]y and whol]y‘app%ehended. fhe term may a1so.bejtaken.

to dénote the experience of such a "delicate" and "evanescent" moment, *

>

N

16

]7Hugh Kenner, Dublin's Joyce (Bloomington: Indiana Uﬁiversity Press,
\ 1956), p. 147. '

Beja, p. 75.
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such a moment or experience, or what is ‘derived from the experience, -

_rendered dramatically in artistic circumstancgs, and fiha11y (when,

~

4

But before we can discuss Joyce's concept in-detail, we must
first address éevera] related issues in order to éstablish the %ssump—
tions upon which that discussion wif] be baged, and consider various
possible sources for and influences on the epi%hahy'so that the concept

may be régarded in its proper context. Finally, we will. consider the

-epiphany in relation to the aesthetic theories of Gerard Manley Hopkins.

fo comparing and contrastinj/jhe aesthetic positions of Joyce and

Hopkins, we will attempt to/Clarify the often noted but seldom discu§§ed

. . \ . )
relationship between them, and establish precisely what the epiphany \

is apd is not intended to accompligh.

B ,

the word -is capitalized), thg.ﬁanuscript Ep%phanies which Joycg recorded.



Al

The student of.theﬂepiphané is faced with a fearsome'dilemma
thn he confronts the crit1§a1\ mélée that has ensued from discussion
of the concept, and its meaning and imp]icqtions for Joyce's art, for
thé debate hés raised s;veral minor issues which, far from being
pefiphera], demand atterrtion if one ii to place one's discussion in
any valid contexti These pre11mihary questions concern'whéther the con-
cept of the epiphany;had any measurab]eseffect on the production qf
Joyce's crqati&e works, and whefher the epiphany, if it did guiae

Joyce's creative processeé, can tb\any extent be employed as a critical |

aid in the determination of his aesthefic method and intent; whether

-the epiphany is a part of a consistent aesthetic system, and indeed,

whether any such system was ever successfully formulated by Joyce or
adhered to for aﬁy,gqnsiderab1é span of timé; and finaldy, the exte?t
to which Joyce’éfaesthetic is "applied Aquinas". As with, the 1arqenx
question of the precise nature and fgngtion of the epiphany, thé
critics haVe yet to reach a consensus on mgsf'of these 1ssyesm -\

‘. As we have observed, it was in 1941 that Lévin first called
a@tention'to tﬁe concept of epjhhany. The same year, in an article

a

on Stephen Hero, and later in his introduction to the first edition of

that work, Tﬁeddore Spencer wrote that Joyce's theory of the epiphany

seemed to him to_be "central to an understanding of Joyce as a writer,

' - N \\ . - - - ’ - 0 . 0
. and we might describe his successive works as illustrations, intensifi-

nl

cations and enlargements of this theory.

2

And when, in 1946, Irene

* heodore Spencer, "Stephen Hero: The Unpublishéd Manuscript of
James Joyce's Portrait of the Artist as a Young Man", The Southern Review,

VIT (1941), 185. His introduttion to Stephen Hero (N.Y.: New Directions,

‘1944), is a revised version of this article.
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Hendry Chayes stated, '»" | i "'u“'";‘

L

o [Stephen s] esthet1c is actua]?y Joyce s, which he

o followed fa1thFu11y in his own literary method. .
‘Just how clpsely method and principie were re1ateo
.in Joyce's work is shown by his Tittle-noticed ‘

theory of epiphanies . . . , 2 . '.,

she ensured that the'theory would never again“be 1ittle-noticed.
She also caused a stir by commenting that,

R The theory of epiphahies, preseméed as Stephen's,

[+

dinal esthetic
principles, or conditions/fof beadty, that he
expounds to Lynch(jn one bf thej
the Portrait. 3 |

; is bound up with the three c

dialogues in

S1nce th1s pronouncement few cr1t1cs frave d1scussed the epiphany as /
a concept d1st1nct from the aesthet1c d1scuss1on in Stephen Her ,
although severa]'critics concur with Scholes that the ephipheny has
no relation to the discussien in the Portrait.

For the most part, the trend in "epiphany criticism" has been to

recognize, with Spencer dnd Chayes, that the epiphany is vitally impor-

‘ tant to. the understanding of Joyce's art. S.L. Roldberg has stated

-~

that 7y . . . ' ﬁ.

this concept is central to a]] his subsequent -
thinking about art and its re]at1ons w1th 11 e,

his understand1n0 of h1s own activity as an art1st
and his who]e conception ®f its meaning and.value.4 -

But Goldberg qha]ifies,this‘statement by claiming tha

although his art embodies his developing‘u dersfanding_
of the term, and although the art of the Pprtrait-

2Chayes, p. 204.
3Chaye§,,p, 205.
4Go1db'erg, pp., 51-52.
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\ implies a fully mature grasp of what it ipvolves,
.1t is not until lesse that he can show Stephen - o
¢ reaching even a proper theoret1ca1 grasp of it. 5

[

Morris Beja agrees that the eD1phany is, of central importance

" not only in Joyce 5 concent of the funct1on of the artist,

K v \
qu in his theories of aesthetics, too . . . , " but 1ike Goldberg,

P |

he qua1ifiés his support of this position, feeling that

:

the relationship o% epiphany to hi! views on art

and beauty has occasiona]]y'been over-emphasized,

and sight has been lost of its Tar more meaningful
and fqﬁdamenta] relationship with all experience, P
aesthetic and nonaesthetic.

-For this reason he concludes that

hall i{ is a distorf?;: to look at epiphany primari]y

‘ i the context!of Joyce's aesthétic theories ’
rather than primarily in the context of his novels,
for egfphany is, as I h ve satd, an element
in all human experiences.6

. Florence wélg1's,stand on the importance of the epiphany for Joyce

and for'critics is unequivocal: /

Since Joyce used scholastic and liturgical terms
<" in varioys contexts, it is my view that a study :
" of their original meaning stands to illuminate

rather than obscure, his definition and to c]ar1fy

7 y ¥
h1s own 1ater practicest in fiction. . J

In her most important contribution to this study,_Waiz] states

that in fact, the epipﬁany directly iqf1uenced Joyce's method of writing

t

5Go1dberg, pp. 52."
6Beja, pp. 79-80.

7F'Iorence Walzl, "The ébiphanies of James Joyce,"-PMLA, 82 (1967);
154, , o
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1' ‘short stor1es and that Dub11ners is the resu1t of this influence. Others

have commented on the effect the epiphany had on Joyce's, works; accordiné i

}

¢0'Beja, it is responsible for

\

.’h%s'éopcentratfon on apparently trivial*incidents;
o his structural reliance on key scenes of revelation;
‘ the way these or. other scenes or evgnts bring together ®
f.‘ .a num%gr of his'most'jmportant themes; his emphasis on
\\ ° the reéo{]ection of previous scenes or events; Fhe
\ ) . special way he chooses sdﬁe 1mades as leitmotifs over .
- others, which in turn:is re]at@d to his own peculiar
\‘ hand11ng of the 'stream of consciousness and 1ts
A ' apparently incongruous 5k$oc1at1ons, and his radical
B \ changes in the traditional short story. 3

f‘Db1f SYrensen has stated that Joyce's ”eérly notion of realism can be

w10 .

‘@xp]ained in confection with his epiphanies," '’ and Homer Obed Brown

Ao]ds‘that "The realism of the Dubliners stories implies a dualistic
spTit between oBserver and opsérved, spirit and matter, mind and bodyﬁ"
pndxye goes on to state that, ”This split is implicit in the form of
the Q@rk, but stated ‘in Stepheq'srtheory of the epiphany:"]]

Robert Scholes finds prgcise]y the same dichotomy {miplicit

: \
) in the theory, and this is one of the reasons he is amonq.the very few
\ ‘ . i .
critics Who find the importance of the epiphany.to have been vastly over-
\\ :

\ s
A
.

%4a12]¢ "The Liturgy of the Ep1phany Seasan and the Ep1phan1es of
Joyce," ‘PMLAY 80 (1965), 440. Walzl is careful to distinquish, however,
‘between epiphanies and eg1clet1, which is the' 19turgical name Joyce
actually gave \to the stories in Dubliners, so that, while her point is
that the epiphiny influenced Joyce's technique, she is not c]a1m1nq,
as many othersQVave done, that these stories are epiphanies (é. 437).

9BeJa, p. 9 .

]ODblf Sbre en, James Joyce's Aesthetic Theory; its deve]opment
and applications,\(Amsterdam: Editions Rodop1 N.V., 1977), p.

§ HHomer Obed Brown, James Joyce's Early F1ct1on; The Bipqraphy of a

Form, (C]eve]and and London: The Press, of Case Western Reserve University,
972), . '

\

\ . ) ‘ %

iid M
* Vi
oy
.
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rated. . In everythinq he has written on the subject, Scholes condemns

”

the view'that the\epiphany, as an‘aesthetic notion, had any effect on
7/

Joyce sGWr1t1ng Because he feels .that "the term 'EoiphanyJ as all too

commonly,used in d1§cuss1on of Dubliners and Joyce s other fiction has*

. \
nothing to do with the term as Joyce himse]f‘used 1t,”]3 he insists

that "it has become an obstacle to understandifg, an arid formula for °

[|]4

P - :
cranking out unnecessary interpretations. He,therefors suqgaests that .

the term be used only to

desiqnate those Tittle bits of prose which dece
h1mself gave the name to, as we find them in fheir |

: ,raw and inartistic state. As a term to be uspd in

\ ' the criticism of Joyce's art itgelf, 1 would like

to see it abandoned entirely. | 15

EaeN

1

Schole's statements have not gone unchallenged. Apart from
Walz1, who. engaged in'a’debace with Scholes in the pages of the PMLA,
Sidney Feshbach:and Beja have indjvidué]]y considered and rejected most
of Scholestcontentions. Feshback responds/to the suggestion that Joyce
intended the‘cerm to refer on]yxto‘a “oenreU by stating that .this is

o refuted by Joyce himself, “for his [Joyce‘s]*definition —--Siven by .

Stephen in Stephen Hero ---also descr1bes a process of esthetic appreé-
ll]s

hensisn.
~ 12chhard M. Adams, in James‘Joyce: Common Sense and Beyond, (New
York: Random House, 1966, also sees the epiphany as being of less
importance Than critics have considered it. (pp. 87-89) And Zack R,
Bowen has suggested that the diary entries at the end of the Portrait

Beja refltes several of Scholes's claims, the most

"are an attempt . . . to question the validity of the concept of
epiphanies . . ~ . ", ("Epiphanies, Stephen's Diary and Narrative
* Perspective, "sJames Joyce Quarterly, 16 [1979], 485.
. ]3Robert Scholes, "The Epfphanies of James Joyce, "PMLA, 82 (1967),
- 152. See d1so The wOrkshop of Deda]us, p. 4. . ' :
" 1bid., 154. |
1SScho]e.), "Joyce and the Ep1phany, The Key/to the Labyr1nth?"
The Sewanee Review, 72 (1963), 76. /
2 16

: Sidney Feshback, "Hunting Ep1phany,- Hunters," PMLA, 87 (1972),”
304. ’ : ‘
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important of which is the claim that the conc%pt should be abandoned

"since' that is précise]y what Joyce did with it.

e . . 4

[Scholes] tries to prove that crjtics have pjaced

too much emphasis on epiphany by claiming that Joyce

himself abandoned it, since it “seems never to have . .
been in h1s recorded thouqhts" after Steohen Hero,

except for one comment in U]ysses For what it is
wortﬁffhgwgyer, that is not true -- we have a number of ’
r interesting remarks in revealing contexts in Finneqans
Wake . . . . Moreover, it was about the time Joyce
stérted Ulysses that he wroteAGiacomo Joyce, which was

_ about as cjose as he ever came to fulfilling his
. original desire to compose a volume of "epiphaniest.
[} M ¢ : - }
Schofés also implies that-since fewer of [the]

early epiphanies reappear in U]xsseé than in the
Portrait, and fewer there than in Stephen Hero,
the mature Joyce was placing less importance on
his old theory. But surely the significant fact
is not that only four or five éppear in Ulysses, -
‘but that after so many years any of the original

© epiphanies still appear at all. )

There is , in fact, éonsiderapTe evidence: that Joyce neither

rejec;ed nor lost interest in the epiphany. Joseph Prefcott provides

IS

but one example when he writes:.
1ZBeJa, p. 84. Beja states that four'or five of the manuscript ' s

.epiphanies are used in Ulysses; Scholes and Kain identify five: no: 5

(their numbering) on U.” 670 (Random House edition), no. 21 (U. 100),

no. 33 (U. 42), no. 34 (U. 581), and no. 38 (U. 347-48). Silverman
has suggested (E piphanies, p. 26) ‘that a sixth, no. 16, is used by Joyce
on U. 45, but this must be regarded as merely conJecture, for the resemblance
is but- vague. - Silverman also suggests that no. 34 is used, not only on U.
581, :but ‘also on U. 27-28, and the resemblante here is more.obvious.. ‘So
the total number of epiphanies anoear1ng in Ixsse is actua]]y five or
six used six or'seven times.

L2

¢
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17
Sighificantbof Joycejs éontinued‘appneciation of
- epiphaniesais the following observatioﬁ by Frank
+ Budgen: ' ‘ .
T . In the course of many talks with Joyce in
. Zur1ch I found that for h1m human character

completely displayed -- in the'commoqest
acts of life.'® :

v

Furthermore, Beja'é assertion that Giacomo Joyce -- like

' ' - ) + ' . * 4‘
Epiphanies, an unpublished manuscript -- is close to a "volume of

.'epiphanies'" leads to an {nteresting spéculation, for the paragraphs

that comprise that WOYk are, in style and content, very much Tike the
manuscr1pt ep1phan1es, $0 much S0 that they appear to be a 1ater
der1vat1ve of the early ep1phan1es Compare, for examp]e, Epiphany 39:

She stands,: her book held 1ightly at her breast,
reading the lesson. Against the dark stuff of her

* dress. her face, mild-featured with downcast eyes,
rise éoftly outlined in light; and from a folded cap,
set careless]y forward, a jassell falls a1ong her .

" brown ringletted hair . . ]9
with
' She raises her arms in an effort to hook at the nape
of her neck a gown of black ve11jn§. She cannot:
. no, she cannot.- She moves backwards towards me
.Q“ .mutely. I raise my arms to help her: her arms fal[ C e e
~ A . '
and ) ..
18 e B

Joseph Prescott, "James Jovce Eninhanies," Modern Language Notes;
64 (1949), 346. e ’

Yschotes and Ka1n, p. 497 .S \ . "

2OJames Joyce, G1acomo Joyce, ed. Richard Ellmann, (New York: The .
Viking Press, 1959), 7.T. (The first number refers to the page, the’
second to the paragraph) Subsequent references ‘will be to this ed1t1on

-. and w111 be included in the text.

-~
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She walks before me along. the corridor and as she

walks a dark coil of her-hair slowWly uncoils and
T _ falls. S]ow]yﬂuncoﬁ]jng, falling hair. (GJ. 11.1) ]

~
Both.in the Epiphani€s and in these paragraphs, we find the/same

ﬁresent,tense nar?atiQeiin thé sgmg.dreamlike voice. Like the Epiphanies,
the paragraphs are -- or seem to be, for some of the 1nc%dent; described
were probably invented -- carefully observed and}reébrdgd4”s11ces of
Tife". Each paragraph, like an Epiphany, stands é1one (as Joyce presents
them) but unlike the Epiphanies there is a proagressiom from one to another.
As in the .narrative Epiphany -- which is tp be distinquished from the

| purely 1yric or the dialogue, or dramatic, Epiphanies -- the first lines
p% these paragraphs set an immedﬁate tone, mood or sense of time or place.

For example, Epiphany 28 begins, “A moonless night under which the waves

gleam feebTy,ﬁ and a similar paragraph in Giacomo Joyce beains, "Moving

mists on the hill as I look,upward from'night and mud" (GJ, 6.1). And
common too,’is the imagery and content; in both the Epiphanies and the
paragraphs, there 1; an abundance of both ﬁight and sunlight, of sense
impressions of colours, smells, and textures, as well as a common
interest in the "vulgar" activities of the "“human crowd". Consider the

close relation between :Jhe human crowd swarms in the.eéenclosure ,. . 1“2]

and " -A symphony of smells fuse§ the:mass of-huddled human forms; . . ."
(Gd, 12.3). In'a1? of these examples, we.f{ﬁq the same simple syntax

and although the diction is often,more simple and direct in the Epiphanies,
the subject matter arfd the treatment it receives in both is rémarkab]y
Csimilar. - , ’ o '- -

In short, then,it is likely that Joyce was not only interested

in, but was actually st?11 recording epiphanieé at the time he wés beginning -

2lscholes and Kain, p. 42; Epiphany 32.
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Ulysses. And it is even more interesting to note that just as he

incorporated the manuscript Epiphanfes,into his published works, Joyce

incorporated much of Giacomo Joyce into both the Portrait and Ulysses.

‘One "Epiphany" from Giacomo Joyce which appears in a revised form in

Ulysses is . i
Trieste is waking rawly; raw sunlight over its
huddled «browntiled roofs, testudoform; a multitude o
. of ﬁ?ostrate bugs await a national deliverante.
BeTTuomo rises from the bed of his wife's lover's
wife: the busy. housewife is astir, sloe-eyed, a
saucer of acetic acid in her hand. . . . (GJ, 8.2)

The passage in Ulysses.is more effective, but not radically different:

Paris r3y1y waking, crude sunlight on her Temon

streets+ Moist pith of farls of bread, the frogareen
wormwood, her matin incense, court the air. Belluomo

rises from the bed of his wife's lover's wife. the S
kerchiefed housewife is astir, a saucer of acetic

acid in her hands.22

Thus, there are, in a.sense, more "epiphanies" in Ulysses theh efther

s

Scholes and Kain or Silverman have indicated. -~
Undaunted by the fact that Joyce still used epﬁphqnies in writing

Ulysses, a few critics, Scholes foremost among them, insist nevefthe]ess

’

on con§Tdering the passage in that novel which mentions epiphanies as a

condémnation of the theory. Scholes says of the passage that it "ought to |

embarrass epiphanizing critics more than it has 1rjthe paéf."23 The .

N “ames Doyce, Ulysses, (New York: Random House, 1934, reset and

corrected, 1961), p. 42. Subsequent references will be to this edition

-and will be included in the text. One of the original epiphanies appears

on the same page; see note 17.

23Scho]es, "Joyce and the Epiphany;—"-72. S8rensen, too, feels that _
the irony in this passage indicates Joyce's rejection of the theory (n.7),

-and Silverman has commented that the view that the théory is just "youthful

self-consciousness playing with words" 1is, in part, substantiated by the
fact that "the passage. . . is clearly self-depreciatory." (p. xiii).

i
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passage in question reads -
. Reading two pages apiece of seven books every n1qht
~~  eh? 1 was young. You bowed to yourself in the mirror, =

stepping forward to applause earnest]y, striking face.
Hurray for the God-damned idiot. Hray. No-one saw:
tell no-dne. Books you were going to write with Tetters
for titles. Have you read his F? 0 yes, but I prefer Q. g
Yes, but W is wonderful. 0 yes, W. Remember your

~epiphanies on green oval Teaves,-deeply déep, copies '
to be sent if you died to all the great libraries of
the world, including Alexandria? Someone was to read
them there after a few thou;énd years, a mahamanyantara.
Pico della Mirandola like. Ay, very Tike a whale.
When one reads these strange pages of one long gone

- one feels at one with one who once . . . (U, 40) “

The critical tendency to see these lines as a condemnation of the epiphany ’
fails to-recognize that the ebject of the 1r6hy hereis Stephen himself,
. : . Vi
and that what is belittled is his youthful, and to this point unjusti-

‘ fied, artistic pretension, pretension that would have him step forward
earnestly to undeserved applause. The passage is indeed self-deprecatory,
and while it is true that the books with letters for titles are mocked,
they are not the,priméry target of eithe; Stephen's or Joyce's irony,
and there is nothing to indicate that there is any scorn for ejther the

. ' - {\
idgF of the epiphany or the epiphanies themselves; the scorn is, rather,
for the egotism that saw them as “deeply deep", that assfmed that they
would still be read (that he would be remembered) after "a few thousand
years", and for the immature arrogance that would send "copies .& . to -
all the\great 1ibraries of the world" if he died. Joyce did, in fact,

suggest shch a fhing to his brother prior to his first trip to Paris,z4

e

' a

“4Richard Ellmann, James Joyce, (New York: Oxford University Press, -
1959), p. 113."Joyce informed Stanislaus that, in case of his untimely

* death, copies of both his verses and epiphanies should be sent to a11 ‘the

+ great 1ibraries of the world, the Vatican not excepted." '

-

. 13
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_and ifithe more mature .Joyce is commenting at all on himse?f heré,~the\\;

comment is on‘hi; attitude"ano nat his ideas. Thus,-both the true intent
of the passage and.more importantly, the fact that at. 1east five-
of the ep1phan1es that Stephen mentions are conta1ned in the nove] in
‘which.they are a]Jeged]y condemned should prompt us to think very care-
gully about Fhe wisdom of acceoting,Scho1e§“s assertions..

,Before passing.on to a consideration of the epiphany'itse1f,
the .various critical positions on several other minor issues’must be

r'd . -\ i
considered. . As has already bgg@,pointedAout, the'majority of epiphany
:

critics associate the concept with Joyce's aesthetic theory. Hugh

\

Kenher has stated that "Every detail of Joyce's aesthetic speculations
is oriented toward the epiphany.. . . . ”is There are those, however,--
and Kenner is emong thém— who consider- that Joyce did not agret with
the theony es‘Stephen presents i}, and some who feel that Joyce, in truth,
had no system of.aesthetics worked out; -S8renden concedes that there is‘
a “c1ean and importent connection” between Joyce's thoughts about art
ano the structure of his works, but he feels that “Jhyce's eesthetjc
‘theory i; not a theory in the strict sense of the word. He never pro-

. ulb

pounded a comp]ete consistent aesthetic theory, . However;

as we shall see, Joyce's ideas about art are bound up toqether and comple-

ment one another and when cons1dered in such-a re]at1on, they do indeed

form a cons1stent, if 1mperfect whole.” A.D. Hope ha§ observed acczz/ﬁe—

1y that "the theory, although by no means complete, ‘can be regarded as

an attempt at a coherent systém.”27 And Haskell M. Block considers this

]

25
26

27A D. Hope, ”The Esthetic Theory of. James Joyce,” in Conno]1y,
p. 184, N

Ty

Kenner, pﬂ]56;
Sérenson, p. 3.
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whole as a critical theory which. "must be considered a necessary Dre]ude
’ 428

>

was ‘developing a workable, coherent aesthetic system, and ce}tajn1y

to [Jeyce's] p?ae}ice . Joyce himself must have felt that he
that was his intent, for in a.letter of 20 March 1903 (it should be recalled
that the one .epiphany that bears a date is marked 11 April 1903, so the ..
ehiphany and aesthetic coincide temporally),he announced that he in-
\ tended to have his theory published: "My book of songs will be published

»

in the spring of 1907. My first comedy'ebout five years‘1ater./ My .
'Esthetic' about five years later again."29 B

Critical opinion ¢n the exteht to which Joyce agreed with Stepheh'e
formulatiod of the aesthetic is split'virtually in ha1f,ebut it seéms
-most‘likely that Joyce's theory accords with that of Stephen' in both

Stephen Hero and the Portrait As Hope has noted , " . . . there is ’

plenty to show that Joyce did ho]d these views at the age at which

Stephen is represented to be, and there is no reason to think he ever

30

changed‘theﬁ.“, And-David Jones's position is equ§§1y senswb1e; pointing
-

- out that, "If Joyce did not take Stephen's theory seriously, he did main-

31

. k) . . . t
tain an untanny consistency." In short, as there is no real evidence

to show that Joyce ever rejected the theohy, it seems reasonable to’

work under the assumption that he agreed with it, and és‘we shall see,

s
“«

this was indeed the case.

" Kenner, however, is one among others, who does -see reason to N

28
p. 248,

) 29The Se]ected Letters of James Joyce, ed. R1chard E1lmann, (Neh
York: The Viking Press, 1975), p. 19.

30Hope, p. 183. ' .
31Davm E. Jones, "The Essence of Beauty in James Joyce's Aesthetics,"”
. The James Joyce Quarter]y, 10 (1973), 302.

Haskell M. Bloeck, "The Critical Theory of James Joyce,” in Connolly, _

.
I
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doubt Stephen as a spokesman for Joyce for his by now we]1 known view

is that Stephen is presented as an ironic figure whose aesthet1c is incom-
plete because he is. so. He“states that "Stephen's esthetic . . . is

inclined o be Neoplatonist rather than Aristotelian, but Stephen's

esthetic is not Joyce's."32 This is so, aecdrding to Kenner, because

Stephen's aesthetic 1is entirely subjective, whereas Joyce's is not.
But, as will become clear, Stepﬁen's eestnetic is, in fact, neither.
éubjectivist nor relativist, although Stephen himself is Tateer too " e
.subjective f;>\qoyce. Be thaf'as it‘may, Stephen's aesthetic is certain-
1y not Neop]atonjc, for- Stephen firmly reject; this sort of transcenden-'
tal aesthetic, stating that claritas has no?hiﬁq to do with "symbofism' |

or idealism, the supremé quality of beauty being a light from some other

.34

world, the idea of which the matter is but the shadow . And

Kenner undermines his position entirely zﬁey he/quotes these very lines
as proof that Joyce rejected Neoplatonism; 34/in short, Kenner, too, is ,

willing to quote Stephen as a spokesman fs?‘Joyce when it suits him to do
sO. ‘
-

Those who reject the jdea that Stephen's theory is also Joyce's

i

32Kenner, *The Portrait in Perspect1ve,” in Connolly, p. 43. Go]dberg
has stated that, "The aesthetic in.the Portrait is not as it stands to
.taken as Joyce's own. It leave¥ out too much, and what it Teaves _
out are precicely the moral responsibilities Stephen still has‘to learn
that his vocation entails." (p. 33). And Darcy 0'Brien in his The
Conscience of Joyce, (Princeton, New Jérsey: Princeton University Press,

1963), asserts that "If Joyce himself entertained for a time the aesthetic

theory which he attributes Lo Stephen, he'must either have believed in

it ha]fhearted]y or soon rejected the heart of it" (p. 33)

33A Portrait of the Artist as a Young Mam: Text, ‘Criticism, and Notes,

ed. Chester G. Anderson, (New York: The Viking Press, 1968), p. 213. AIl
subsequent references will be to this edition and will be included in the text.

34Kenner Dublin's Jovce, pp 137:38.

L .
< L i -
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generally hold that the purpose of the aesthetic discussion is purely -
dramatic: to shed light on Stephen rather than on the nature of aesthetic

apprehens.ion. Frederick Link has stated somewhat too emphati'caﬂy that

v . N

-"'the theory is aesthe{icaﬂy worthles's except as it illuminates the

theme' of the novel and the character of its -'pr‘opone‘nt."35 Obviouéiy,

N

this is one of the functions of the theory in the novel; Stephenl,‘ as

-

aﬁ introspective; seTf—c\onnsciou's artist must consider the principle }
of what he will-do, and it is essential to a portrait of the young
artist to show him aoing so; the theery is a part of Stephen's develop-‘
ment. -And it is also true tlhat there is irony in Joyce's ;ﬁor_tra\ya] of-
Stenhen here: irony that is particularly, aimed at Stephen's youthfu1 '

arr‘ogance But the purpose of the aesthetic d1scuss10n is not pure]y

dramatic, for its 1mphcat1on's give us the key- to Joyce S 1ntent1ons

- -
»

in writing the novel.

If wg take the view that Joyce did indeed aecept the}es‘ghetic

theory formulated by Stephen in both Stephen Hero and the Portrait,

and further admit that, as Goldberg puts it, "the notion o ‘epipham’es'

4

35Fr‘eder'1'ck M. Link, "The Aesthetics of Stephen Deda]us,\"kpagers
on language and Literature, 11. (1966), 146. Link's contention is based

on his view that Stephen's aesthetic is nothing more than "a symptom

of his now suppressed religious and sexual conflict, subliminated into
phﬂosophyvr (143-44). C.H. Peake, states that Stephen's "borrowings
from logicfand philosophy belong to his manner rather than his con-
tent. . . ", (p. 63) and Goldberg has stated that "to examine the
theory s largely to examine Stephen as a dramatic chardcter” « (p. 41).
Finally, Edward Brandabur, in his article "Stephen's Aesthetic in A ‘

Portrait,” in The Celtic Cross, ed. Ray Browne et al, (Freeport, New -

York: Books for Libraries -Press, -1970), sees the ‘purpose of the
aesthetw discussion as being to "render the quidditas of Stephen"
(p. 11), but here even Brandabur uses an aspect of the aesthetic to
discuss a part of the nove] .

| o, - . .
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is essential to any aesthetic attributabte to Joyce himse1f,"36 we //

must 'explain the fact that the concept ‘is omitted from the aesthetic
, . ; , st

discussion\\g the Portrajit. Numerous critics have put forth suqgestions

to explain this; Scholes insists that it was Joyce's intention to

1

“strengthen" Stephen's aesthetic position by the ."elimination of

the troublesome and confusing theory of the ep?phany.“37 This is "n

‘direct opposition to Kenner's view thqt Stephen's bosition is purposely
weakened by Joyce's omiss%pn of the "crucial dpctfine” of the epiphany.38
If one'shares or accepts either Scholes's antipathy toward the epiphany

or Renner's toward Stephen, one must accept as well the reasons they

suggest for Joyce's omissiong 1r suqqest1ons stem d1rect1y

from and act in support of t 'atHWes It is adv1sab1e, there-

‘fgre,"to consider other , 1ess'- . d views ‘than these Rudd F1em1nq

feels, that the ep1phany is tod symbo11c or transcendenta] in that 1t

*

implies "a dyham1c movement of vision throuqh, ‘or beyond the thing
»
1tsé1f,"39 and William T Noon finds that the epiphany is too lyrical

' for Stenhen,40

while Kate Harr1son feels that the ep1phany was removed
because it implies a 1055 of $el1f: by the ep1phaplc process the indi-
vidual is subsumed into the un1versa1.4] The epiphany, howeyer,

is neither trahscendental; as we have-noted, nor lyrical according

tg Joyce's cqtedories, and, contrary to Harrison's claim, it implies
o ’ ' .

Sn v

BGoldbery, p. 44, ' X
37¢ cha y

) 38Kenner, Dyblin's Joyce, p. 137; see also "The Portréit in Perspec-
tive", p. 43.

Scholes, "Joyce and the Eninhany," 72.

39Rudd FTem1ng, "Quidditas in the Tragi-Comedy of Joyce", Upiversity
.of Kansas City Review, 15 (1949), 290.

*Onoon, p. 66.

41

. Kate Harrison, "The Portra1t Ep1phany,? The' James Joyce Ouarter]y,
"8 (1971), 145.

PR
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" a union of the subjective observer with the objective world rather than‘

. a loss of self, so wh11e these exp1anat1ons are more objective than

-

e1ther Scholes's’ or Kenner S, they are s1m11ar11y 1nadequate

C.H. Peake suggests b1ograph1ca1‘reasons for the ep1phény's
: . . -

absence; after quoting Joyce's statement that Nora had "“made [him] a
han,“ Peake asserts that:

The relationship with Nora and the choice of
_ voluntary exile in 1904 now represented for
Joyce the attainment of his haturity. He could
b no longer see the ambitious young man who had
‘begdn the novel as a mature figure . . . . With
suth a change in his conception of what Had
matured ‘him, Joyce coqu hardly accept the

Stephen Hero 1mage of the artist heroically
mpaking h1mse]f c .. '

So, according to Peake, Joyce removed from the Portrait

many of the best elements in Stephen Hero, especially

those which show Stephen in a less cold, more .

sympathetic Tight. . . [including] the theory’ of

the epiphany, with its implication of a vital ‘

contact between the artist and the 1ife about him . . .42
But, as has been stated, Stephen's gesthetic is neither’sdbjectivﬁst\

\ -
nor relativist, recognizing as it does the vital contact Peake mentions.
Furthermore, it is the term "epiphahy" and not the.concept that Joyce
removes from the Portrait, for, despite its nominal absence, the concept,
as we shall see in' the next chapter, underlies the aesthetic discussion
S !

in that novel.®? vy

42Peake, p. 61.

43To hold to thi view is, as is evident from the above critical .
survey, and as Harrison has noted, "to diverge sharply from the critical
mainstream, which tends to argue for the necessary exc]us1on of the
concept from A Portrait " (142). , , s
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It is by virtue of its recogmtmn of th1s fact that the arqu- .

ment of David Jones has the most force Jones po1 nts out that'in Stephen

Hero 0

the “soul” of an obJect is also referred to
synonymously as claritas, quidditas, whatness,

" and as being radiant; the very same synonyms
are retained in A Portrait, only the term “soul™
E has been dropped . . . ,

anc{ he concludas that this 1s.b,ecause it was, "Joyce's intention. .

to ohviate rﬁarketp]ace connotations and explications” of the term

44

"soul". It is for this same reason that the term "epiphany" is

not %nc]uded in. the Portrait discussion. In Stepheh Hero, Stephen

defines epiphany as a "sudden spiritual manifestation", and though,

as Jones points out, {'spirlitual" refers quite ’simpw to "tHe Aristotelian
M ! i M {

“and Aquinan concept of the immateriality of the object as it is known

in the mind", it was this "uhsavoury connotation of 'epiphany' (that] ~

W45

forced its deletion in rewriting. Joyc)e was quite r%’qht to

eliminate these terms, as is evidenced by the fact that many s:lcudjes

of the manuscript which ‘confgé—{f\s “them I and which wash never published
by Joyce --'h;we resu]fed in dangerous misinterp'r'etétionvof his intended
meaning.

i

Finally, the quéestion o‘f,Joyc—e's relation to Aqyinas must be

\ (
.considered. The most extensive study of this’ relation is that of William

Noon, who concludes that whereas Joyce understood and followed Aquinas, °

.

Stephen \Qstorts his meaning, and that his aesthetic therefore is not’

to be confused with that. oft Joyce = On the other handy Block; Whé identi-

fies 'Stephen's aesthetic with Joyce's , feels that "the theoretical formu—}

44\-]0”85, 302. N : ,
45Jones, 303. ,
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lTation of Joyce's a\esthetic rigidly followed Thomistic pr‘1‘nc1'p’|es,.”4(6

Maurice Beebe agrees to some extent with Block, stating that "Joyce ' > -
, ) :

follows the form of certain Scho]astic principles", but he warns that

.Joyce "by denymg the premises upon which they are based, d1storts

47

the meaning." J. Mitchell Morse does not see any such d1stort1on and

~insists that "Joyce himself, in the Portrait, called Bi's own ‘aes thetics /
‘applied Aq\umas , and . . . this was literally true. w8

It should be pointed out that it is not in the Portrait, but in

Stephen Hero that Joyce calls "his,aesthetic ”app’hed Aquinas" . (SH, 77,);
~in the Portrfﬁt, the epithet is attri buuted by Stephen \to MacAlister: '
“"MacAl.ister. . . would call my esthetic theory- applied "Aquinas " (Port.,

- 209). Thi$ fact, along wiaw one other, gives some 1}1d‘—';&§at1'on that the
term is.only partially applicable. The “other" significant fact is that
in the Stéghen Hero ménuscri pt, "applied Aquinas" is one of the many |
phrases and. passages that, according to Spencer in his Q%ntrodu‘g:tion,
Joyce "slashed strokes beside, undef or across " with a cra‘yon. Spencer's
s{:ecu]atiof\ is that Joyce did this because "he did not 1ike them and

49 In this case, it is most

" intended to change them or get rid of them."
probable that Joyce was conéerned about the accuracy of the phrase, for
though he uses it once ag@in in the Portrait, he attributes it to MacAlister.
Siqce MacAlister hés already accused Stephen of "intellectual crankery",/\

Joyce's transferal of the remarlj to him implies. his awareness that his

ﬂiﬁBlock p. 240. ‘ : ‘ ’
47

—— 'Maurice Beebe, "Joyce and Aquinas: The Theory’E?”Nesthétics,”
in Connolly, p. 273, '

. 48M11:che11 Morse The Sympathetm Ahen, (London: Peter Owen Limited;
Visjon Press,. 1959), p. 92. ) -

49Spencer', Stephen Hero, p. 18. . o *

g , f
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aesthetic might appear to be no more than Aquinas' 1deas on the psycho]oqy
of apprehens1’on and mteHectmn applied to aesthetics. But Joyce

makes it clear, " he Portra1t that he did not stop where Aquinas would
have left him. Wheh Stephen states that

So far as this side of esthetic philosophy-[i.e., the
epister’nolrogy of art] extends, Aquinas will carry me !
a]/aleng the 1ine. When we come to the phenomena

o —of artistic conception, artistic gestation, and e
art1st1c reproductwn [i.e., the creatwe process]
I requwe a new terminology and a new personal .7 . t,‘
experience. (Portrait, p. 209) ' '

" he indicates clearly that his, ‘and Joyce's, aesthetic is not, and cannot .

_irﬁ_y_ "applied Aquinas". A];hough founded so‘hd]y on Thomistic .
principles and 1deas, the aesthetic goes farther than Aquinas, as it
must, s1mp1y because, on the one hand, Joyce rejected the -theological
premiseé of scho]asticism,so and on the other, Aquinas was not fhteres'ted
in either the proeess of artistic‘ creati‘on, or'the application of his
ideas to literary aesthetics.”! This, however, shou]dgnotb Yead us to
believe that Joyce ever had either a cause or the desire to aban"eon

~ Q ‘ ’
Aquinas. Educated as g Catholic, Joyce could not help being profaundly

.

‘affected by ‘Aquinas‘, for his thought completely permeates’ Catho]i’c‘

doctrinal teaching on psychology and epistemology; therefore, Aquinas

“

SOCf Stephe;l Hero, p' 77: "[Stephen] had-a genume predisposition T
in favour of all but the premisses of scholasticism"

5]As Noon points out,"it is of special importance for students
of Tetters to keep in mind that the traditional Thomist texts on-art

and beauty ty . . . have relevance for literature.only insofar as they
" are apphed' Suggestive as some of the texts-may be in themselves,

it is advisable for the literary student to remember that Aquinas

did not Know «the -text of Aristotle's Poetics (nor the tex® of ‘ .

Plotinus’' fnneads), and that he was far more interested in philosophical
and theological science than in literature as an art" (Noon, pp. 19-20). ,
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and Catholic daotrine form the basis for the assumptions Joyce makes
about the nature of being and the aesthetic apprehension of that
'being, and, as we shall see in the next chakpter, Joyce's epiphanic

, .
aesthetic is closely allied to the Aquinan theory-of claritas pulcri,

1

the radiance of beauty. Thus, we must not také'either the position that )
Joyce's aes‘thetic‘is purely Aguinan, for it is more than that, 6r the‘
positibn that when Joyce leaves Aquinés behind he has completely .
abandoned him. Aquinas, in spirit at least, is ﬁresent whenever Joyce
speaks. or thini(S about art, for, as we ghall sée, Joyce‘s is ‘a Catholic

art. ' , C
L - 'S \ . " . .
- The preceding discussion of the more important minor issues is,

&eant to establish clearly the assumptions upon which our discussion -
of the nature and function of the epiphany will rest. To ’.summarilze then,
'i\t is my contention that the e,r'n'phany is a concept which great]y'inﬂuenced
and gyidéd ithe product-iq\n of Jch'e's works and that he never abandoned

the concept, which; ‘properly understood, can indeed serve as a valuable

cm‘ti;al tool; that the epiphany i% the keysi:(one of an aesthetic system

which, though never comp]e/tely formulated on paper, was for Joyce a coherent

and consistent whole to which he continued to adhere in writing Ulysses

and Finnegans Wake, though less self-consciously there than in his earlier

works; that the epiphany underlies the aesthetic theory propounded in

., the Portrait and that Stéphen, both there apd in Stephen Her“o, cén,- for \ ‘

the most part, be taken as a spokesmdn for‘d'oyce; and, finally, that
AN ¢ tT \

* Joyce's t‘houghts about art, though they-go beyo\nd Aquinas, -are—consistent-

1y based on the ideés of the Angelic Dogtor.

v
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It is essential in a discussion of the Joycean epiphany to con-

c "sicier the,sources from which® Joyce may have derived the concent, as well

-as the influences that helped to shape it, for Joyce was certainly not

alone in his interest in moments of sudden spiritual manifestation. ~

~

We have already cbnsidered briefly the influence of Aquinas,
and shall have the opportunity to do so oncle‘ again, but since jt cannot
‘reas;)nably'be argued that Aquinas was responsible for the concept *itseif,
it.is :f‘ar more he]‘p.fuT to examine several more direct sources for /the
epiphany.” : , -

The ea.r"liest indi(;.at"l)/on of a possible source was gi\)en by 0liver
St. eJohn Gogarty,'who \sugges‘ted that: |

Probably Fr. Darlington had taught him, as an aside’

in his Latin class -- for Joyce knew no Greek -- that -
"Epiphany” meant "a showing forth". So he recorded
under "Epiphany" any showing forth of the mind by

which he considered one.gave oneself away.

-
-

Joseph Prescott has said of this suggestilon, however, that it ‘must be
regarded as no more ‘than a guess," ‘and further argued that “It seems at ‘

least 1ikely that Joyce got his information from Skeat' s Etymo’logu:al

Dictionary, which the autobiographical Stephen 'read . . . by the hour'.".

But, -as Beja has pointed out, Joyce needed to know neither: Greek nO\j

-

Skeat to know the méaning of epiphany: | ‘ ‘ -

1011ver St. John Gogarty, As I was Going Dows - Sackwﬂe Street {(New

York: Reynal and Hitchcock, 1937) p. 295.
2Prescott, 346. RN

2 ':
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v - '
. the word of course refers tP the manifestation .
-of Christ on the twelfth day, January+6, the Feast
of the Epiphany. The word would there fore necessarﬂy
have been known to the young Joyce, and as a Catho]jc
he need not have waited . ... to learn its meaning
"as an aside in h1s Lat1n class. " ‘

_ This important point is supported andsubs tantiated by the work of

Florence wa1z1, who holds ‘that “"the many epiphanies (i.e., the
\ -

numerous manifestations of divinity in thé" 1ife of Jesus) in the 11 tur-

s

gy of the Church year" constitute a primary source for the Joycean_

épiphany, and éhe notes the special importag}ce of the Titurgy of

4

the Epiphany season: -

Both in 11tur‘gy and Joyce the epiphapy is a process

of enlightenment. The Epiphany season Masses '

indicate it to be a sudden spiritual i1 lumination .. . .
. Throughout the entire season a ‘seeking for spiritual
‘enlightenment is enjoined upon the wo'r:sbipper.
Signifieantly, Joyce describes the process o% ‘epiphany

as a seekﬂ'g for spiri tual per‘spectwe or hght.4

Walz] also points out that as a Chr1st1an Joyce must certainly have

known that the term "ep1 phany" had, ear]y on in Christian history,

i"developed a re11g1ous denotation as\. . . a reve]atmn of inner
v significance by means of outward appearance,"5 and since it 1is, as

we have noted, also the name for those moments when Christ's essence

was 'revga]ed - spem'ﬁ'caﬁy, to the Magi, at His baptism, and‘at

B
=

3BeJa, p. 71 Beja observes in passing that Joyce might also have
become aware of the meaning of the word through s tudy of the Oxford .
English Dictionary. ‘

4

" Watlzl, "The Liturgy of the Ep1phany Season and the Epiphanies
of Joyce," 437 440-441 .
Walzl, 436.
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Cana -- "epiphany".-is a perfectly apt term for Joyce to have -applied

to a phenomenon by the process of which the essence of a being is revealed
. ’ ' B , /,

to the observer. Thus, it is likely that, above all other possible

sources., the immense influence upon Joyce of his Catholic background

is primarily responsible for his notion of the epiphany; indeed, Beja

’

has gone so far as ‘to state that "attempts to determine sources other:

\

than the ecclesiastical one for Joyce's application of [the term ‘epi phany] .

.
S

haye been unconv1’nc1‘ng.“6 . , . '
This statement, however, must be m"g)diﬁep in ‘the light of Frank
. , p T

Zingrone's yaluab]é article on Joyce and Gabriele D'Annunzio, which

argues most convincingly that 0'Annunzio's I1 Fuoco (1900)(The Flame of -

Life T1 906] )cons ti tutes an important source for'quce’s use” of the

epwphany as a hterary concept ' »

v

Stams]aus Joyce tells us that h1s br‘other considered I11.Fuoco to

"be “"the highest achievement of the-nove] to date" and discussed 1t

\

Tively disputes"”, 7 and, -according to Richard Ellmann, D'Annunzio was
often "acknowledged by Joyce 'as a formative influence. 8 Zingrone states,
“Simply put, Joyce took over from % Fuoco . . . both 't.he concept and the

artistic development of the epiphany-. nd This may be a rather extreme

6Beja, p..71. , . ’ .

. 7Stan1's1aus.'Jo_yce, My Brother's Keeper (New York: Viking Press® 1958"),
p. 147. = ' '

8E11mann, Selected Letters, p. 304 n. In Jamés Joyce, E1Tmann relates

B}

. that at"his last examination in [taltian at University Caollege [1902] .

[Joyce] was i1] prepared in the factual material on wh1dh he was questioned,
but he had studied D'Annunzio so closely that he could imitate his manner,
and the examiners, .after some d1sagreement passed him" (p. 61).

9Frank ’Zingrone, "Joyce and D' Annunzm The Marriage of Fire and Water,"
Jomes Joyce Quarterly, 16 (1979), -254. C(.P. Curran also discusses the '
relationship between Joyce and D'Annunzio in "Joyce's D'Annunzian Mask,
James Joyce Remembered (London: Oxford University Press, 1968) > Pp. 105 115
"D'Annunzio s influence was as early. and as strong gs Ibsen's. ) ( 105)
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assertion, but there 1is nevertheless an obvious and suggei;tivé connection
between Joyce and D'Annunzio's novel in that the first gflthe two sections

ﬁinto which the book.is divided is entitled "'L'Epifam’a Del Fubco",

"The Epiphany of the Flame", and, signi‘ficanﬂ&, in his notes for Stephen . ~

Hero, Joyce refers to the "Epiphany of Thornton", the "Epiphany of Hell",.

10

and the "Epiphany of Mr. Tate". Furthermore, as\Zingrone points out,

Stelio Effrena, the poet-hero of L1 Fuoco, a

.thinly disguiéed D'Annunzio, lives his life as

a succession of "epiphanies of flame'". These

epiphanies invariably occur in contekxt with. fire,

or, in'pa‘rticular instances, with Tighthing flashes

in which the essential "whatness" of things and

events is revealetd to the -poet.” ’ [ ‘

It is precisely this same emphasis on the revelation of ,whatnes's that
characterizes the decean epi phany. anqrone'al.s'o notes the fact that -

justlas Stelio's moments are "lightning flashes"”, Stephen's .thgﬁ'uqht

\

processes‘are described as " a dusk of doubt and selfmistrust 1it up

nra

at moments by the lightnings of intuition . . (Portrait,  p. 177).

.Since doyce had read 11 Fubco by, at the latest, 190'2, it is quite 1ikely
that D"Annunz\io was at least partly responsible for his use of the (term\
"epiphany". . ’ L o .

Another possible source, suggested by Noon, 1s ‘Mau‘rice De Wulf's
"Les Théories Esthétiques propres 3 saint Thomas", which appeared 1';1 1895 .

‘and ‘khich Joyce, while in Paris, "if not earlier . . . would presumably

have read", for the essay "was recognized at once as an important step
. ' - 7/ .
s~ 1

in the direction of constructing a contemporary aesthetic along Thomist _—
;OScholes and Kain, pp. 68, 69, 71. . (\w,,\
.] N ,

Zingrone, 254. .

: 1221n%rone, 255 .

’

- . '
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lines". Noon begins by stating that "it seems &t teast likely that -

in fﬂrs% writing epiphanyfddyce was playing on the French épiphé&noméne

+ ~

(that whfchjat certain times attaches itself as if‘ineyitab1y, thbugh

“ - -

momentari]y,‘{o some other phenomenon)" -- as, in the epiphanic moment,
. - 1

for example, a response on the part of the perceiver is a phenomenon that

attaches itself" to the act of perception -- and he goes on tO state
° . { i . > i , b
. The Stephen Hero a€count of epiphany coincides in R

e many respects with De Wulf's-description of the )
épiphgnoﬁéne esthétique that it is difficult not /r‘ r T B,

. to detect a correspondence between the two forme

Lo T u];ations.14 A

According éo De ﬁu]f, Aquinas' most imporiant contfibutipn~
to aesthetic philosophy was his récognition of thg ﬂnportance of the
subjective element in aeéfhetiéAapprehensibng whefeas "Ta bhi]osophie
ancienne n'a pas accordé a 11impresgibn esthétique 1'jmpor;ance‘qu'e11e

.méﬁi*e", Aguinas recognized that "1'ésthétiQue n'appartient pas tout

entiére i la metaphysique, elle remplit auss? un chapitre de'psychologie:"]5
For Aquinas, then,. .k !
: ' . o AT . '
é ces.propriétés de la close que nous appellors -
¢ - r
o ~ belles correspond chez le sujet une série de

phénoménes psychiques qu'on résume sous le terme

général d'impression. Le. beau-fait impression”

sur celui qui le contemple, nous percevons le B 4 -

3Noon, pp. 13, 71. The possibility that Joyce derived much of his
‘aesthetic from De Wulf is also suggested by Curran (p. 37) although he
does not mention .epiphany. The close coincidence of De Wulf's explanation *
of Aquinas' aesthetics and Joyce's epiphany indicates not only a possible
source for the concept, but aJso‘thq—enormous influence of Aquinas on
.Joyce's aesthetic and the extent to which the epiphany agrees with the i
Thomistic theory. The most extensive study of the relatienship between the
aesthetic notions of Joyce & Aquinas is, of course, Noon's.
YNoon, p. 77 . . , : o .
: 15Maur1‘ce De Wulf, "Les Théories Esthétiques propres & saint Thomas™,
Revue néo-fcolastique, 2 (1895), 342. |

AN
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5 ' .
‘beau, et cette berception devient la source d'une

jouissance. Dans 1és ames dTartistes, cette

" . jouissance tient de 1'énivrement . . 6 .- -

. It is this "jouissance" -- "le second phénomgne [following and attached

to the actyof perception] qu'on retrouve dans toute impression du beau" --

[ . . R s
. that De Wulf terms "1'é&piphénomene esthé’cique".17 In De Wulf's explanation,

which does indeed resembie Stephen's descri‘p’,cion of the epiphany in both

i

Stephen Hero and A Portrait, “14'ép1‘phénomé_ne esthétique" is the product

_of the perception of the claritas of the ob;iect contemplated, which De

Wulf definestas "la manifestation de 1'objet au sujet", -and which is

A \ ‘
associated by Aquinas with "resplendentia formae", that-is, the substantial

form of the object,.its soul, shining forth from the object or "made
. l/r
18

to shine forth from the artist's pork." Similarly, for Stephen, and,

by association, for _Joyce,‘c]aritas’ is the.guidd'i tas of the.object, "its
soul, its whaAtness", shining forth to the perceiving consciousness, its
very being as radfant, and epipmﬁx is the sudden apprehension of tbﬂt
radiance: ' R Co ) . ¢ '

This is the moment which I call epiphany. First
" ‘we recogpise that the object is one integral thing, | )
then we recognise that it is an organised composite
structure, a mj_rlg__in fact: finally, when the
W ‘relation of parts is exquisite, when the parts
-'\‘ . are adjusted to the special point, we recognise .
: \ that it is that thing which 1t is. Its soul,

‘ iPs whatness, leaps to us from the vestment of | ] BRI
. R J '

o

6pe wu1f, 342. p ‘ 7Y
706 wulf, 345. S :

. ’]BDe Wulf, 348; De Wulf, An Introduction to Scholastic Philosophy:
" Medieval and Modern, rev. ed., trans. P..Coffey (New York: Dover Publica-
tions, Inc., 1956), p. 243. This is the Aquinan notion of claritas pulcri. .
. T 1

-

[




A -
its appearance. The soul bf the commonest object, . °

N

the structure of which is so adjusted, seeﬁs_to
us radiant. The object achieves its epiphany.
(Stephen Hero, p. 213) - ‘

Altheugh Joyce does not use the word in A Portrait, there is clearly

+*

_no difference between "epiphany", wherein, says Stephen, "I find the

\

tHird,_the-supreme quality of beauty" (Stephen Hero, p. 211),and that ., .

instant wherein that supreme quh]ity of beauty, the

c1ear radiance [c1arﬁtas] of the esthet1c image ,’

[the obJect as perceived by the subJect1ve mind] . S
is apprehended 1um1nous]y by the mind which has '
been arrested by. {the object' s] wholeness and

fascinated by its harmony C e . ‘

. an instant which Stephen calls "the luminous silent stasis of esthetic

pleasure . . .. [an] enchantment of the heartﬁ (Portrait,fp. 213) ,

which recalls De Wulf's statement that "cette jouissance tient de 1'enivre-

+

ment".

Str1ct1y speak1ng, Joyce deviates from Aquinas (and De Wulf) in

equating "sou]", or, substant1a1 form, w1th "whatness ", or quidditas,

F A
which is substant1a1 form together w1th matter, ]9 andL as we have noted

»

he steps around-this snare by deleting the term "soul! from the formulation

in the Portrawt , To avoid this confusion, we,quht do well to consider

that what Joyce means by guidditas is not substantia] but "existential form,"~

20

the u1t1mate existential and objective rea11ty of a be1ng, ‘that which

in F1nnegans Wake he ca]]s the "Ding hvad in idself id est. 21 " As” Noon

v

]gNoon, p. 52. . Co ) . ,

20It “should noted that this definition of quidditas as. existential form,
the‘objecﬁive rea]ity of an object, .is not intended to suggest Kant's notion
of ‘the "thing-in-itself", which denotes the noumenal,’ a]most ideal essence
of the object, its "rea]” and. unknowab1e$rea11ty ‘ N

2]anegans Wake (New York: Viking Press, 1939), p. 611. A1l subse-
quent references will be to this edition and will be included in the text.
The passage,from which this quotation-is taken is essentially yet another

" explanation of epiphany.

L N

. ' ‘
) ]
* . .
)



‘points ogt, whereas o N

N

Thomi's ts in genera1 insist on the "real” .
\d1st1nct1on between the essence {or the quiddity,
" whatness) of a thvng and.1ts existence . . .,
' _ . Stephen . . . places his emphasis on the quiddity‘
.or essence as actuated, as "existential", )
a structurally ‘intelligible whole be]ong1ng | ,
to that order where "existence is prime - '

among perfect1ons" 22 - ‘ . ,

Th1s difference has led Noon and others to suggest that what

Joyce means is somgth1ng-more 11ke the ScQt1an concept of haecce1tas, K

23

or, "thisness", but the haecceitas of a thing is its principle of

individuation, not its essence, and is traditionally associated with the

. r

Divine C?eative Will. ’Even Before a thing achieves’ex{stence,it'possesses
a fully differentiated ind%vﬁdua]jty in the mind of God; thus, it is

God's will which determines that this thing will be enti?e]y unique

and 1'nd1'v1'dua1.24 This c1éar1y caﬁnot,be‘doyée's‘"whatnéss”, for he )
insists that what is percéived-gs not "the divihe purpose in anything "

(Portrait, p. 213). For Joyce, "whatness" is simply the existential

being of a thing, 'the integral thing a& in itself it is.

@

.

Despite this and other differences carefully detailed by Noon,

22Noon, p. 49.. Noon is quotina here from the Summa Theoloq1cae
Sancti Thomae Aquinatis, I, question 6, article 3.

f 23Noon, p. 51: "What Sterhen seems- to,mean by claritas may have
been expressed better by the haecceitas of Duns Scotus. than by the #
quidditas of Aquinas". See also Goldberg, p. 74: "What Stephen means
is something like.haecceitas, the individual this-ness of an object",

- and Beebe, who states that Joyce "confused" quidditas and haecce1tas,
pp. 285- 86

4Cf Christopher Dev]wn S. J., ed The Sermons, and Devotiona]

" Writings of Gerard Man]ey Hopkins (London Oxford University Press,
-1959), p. 239: ‘the 1nd1v1dua]1ty of a. being [its haecceitas] is
a distinct 1nten&10n both in God's mind aﬁd in his- w11] whether or not
he gives it actual existence”. - . i : ‘

. f : -
’ 3 ' '
N %

>
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the fact remains that for(ﬁquﬁﬁhs (as his pdsition is stated by De Wulf)

as for Joyce, "the 6bject1ve aspect of beauty is completed by the subjective

aspect, or the impreséion which the beautiful produces within us", the‘

epiphany or épiphénoméne produced when the "order, and above all -the

4

- form of the being . . . shine[s]lforth to the mind”25 -~ when thé object's .

"soul, its whatness, Teaps to us'"-and shows or manifests itself to
the perceiver "in trues coloribus resplendent with sextuple gloria of

light éctua]]y retained, untisintus, inside [it] . . . " f%innegans Wake,

p.'§11). Clearly, then, the epiphanic aesthetic set forth in both Stephen
Hero and A Portrait cannot be regarded as either subjectivist or relativist,
- . =

for the perceiver neither 1mgoses nor projects aesthetic value onto the

object; instead, he discovers and responds to the objective quafities

of wholeness and harmony, or integritas and consonantia, the "relation

, .

of parts" which constitutes the thing's intrinsic beauty. Nor, converse-
ly, can the aesthetic be regarded as objectivist in the extreme, as
S8rensen insists. Holding that the epiphany implies "total objectivity

and passivity on the part of the beholder", Sdrenson does on to state,

This 1@§k of active involvement is not only an
early Joycean feature, but is more a sign of
“immaturity . . . Joyce only pays attention to
the,ontolo%ical aépécts of beautj: the beauty
as the object radiateg it and which may or may

. 26 . ,
not be perceived.

[

“But far from implying a "lack of actjve %nvo]vement," epiphany reduires

the active participation of the beholder, as Stephen makes clear when

25De Wulf, Mediaeval Philosophy; Illustrated From the Sjstem of Thomas

Aquinas, trans. Emest Messenger (Cambridge, Massachusetts: Harvard

“University Press, 1926), p. 138. :

2

bsgrensen; pp. 7, 10.°°
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A\

he describes the.act of aesthetic apprehension as "the gropings of .

. a sp1r1tua] eye which seeks to adjust its vision to an exact focus" and -

goes on to state that "the object is ep1phan1sed“ bn]y when that "focus

T-is reached" (Stephen Hero, p. 211). Go]dberg is clearly mistaken when ",'
he asserts that Stephen '"never clarifies the relation of the object{Ve
and subjective aspects of the epiphany . . . .”27 for étephen insists
that for beauty to exist, "éhe mcst satisfying relations of the
sensible must . . . correspond to the necessary phases of artistic -
abprehension" (Portrai®, p. 211' my jtalics). -Without the perceiver,

though there may be radiance, there can be no epiphany, for it i the
perce1v1ng mind that act1ve1y "qropes", “analyses", synthes1ses"{
"recogn1ses",'"d1scovers",>and "apprehends" the "relations [in the object]
\which satisfy‘gﬁd goﬁncide with the sfaqes . . . of all esthetic apprehen-
sion" (Portrait, p. 209)- fhus, epiphany is the result of an intimate
relationship between the pecceiver and the perceived, ¢f a momentary union *
of subject and object, just as for De WUTF,

Beauty . . . does not belong exclusiyely to things as®™ = . .
the Greeks thought, nor to the subject alone who reacts

-

and enjoys, as éome contemporary philosophers maintain.

But it is as it were m1dway between object rand subject,

and consists in a correspondence between the two. 28 |

3

As Beja has noted,‘ | ‘ ‘ v ' . -
In their different ways, the neo-Thomists and the /
' rd

27G01dberg, p. 52. - . . v /////f
280e Wulf, Mediaeval Philosophy, p. 138. Cf. Peake, p. 65: The
merit of [doyce'E] theory is that it places beauty not merely/ﬂn the
external object or image (which would ‘leave unexplained why different
cultures find different things beautiful) nor simply ih the eye
of the beholder (which would rule out any concept of 'universal beauty'):
beauty is manifested in a relationship between observer and observed,
governed by the fundamental character of human apprehension.*
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'Phenomeno1ogists o streﬁs the attempt to unite
the sbPJect1ve and objective w rﬂds In terms of
Stephen Dedalus' aesthetics,. sS&b a un1ty is ach1eved

v | at the moment of epiphany. 29 \

This, then, is ‘the theory of claritas pulcri which De Wulf called
. 2 . :

the key to Thomist aesthetics,™ and which is equal]} central to Joyce's

aésthetic of the eﬁiphany. Thus, De Wulf's article appears to constitute
a source not dn]y for the cohcept of epiphany, but, because the two
formulations are so similar, for the form Stephqqﬁs exblanation takes
as well. B - ‘ |

: _‘ While it is not an easy task to determine Joyce's sources fo}_
the ‘epiphany,.it is yet more diffiéuitlfé‘trace the Various influences . .

that helped to shape the essential nature of ‘the concent.

AN
¢ The origins’ of the epiphany are to be found, as Beja has “indi-

cated; in the "main tradition of such moments which beains on the

' road to Damascus with Paul; for, in the West, the momen%‘of vision is a

Christian phenoffenon, with only a few real antecedents in classical or

’ W31

Hebraic literature. However, though it is rooted in a Christian

tradition, Joyce's moment” is secular rather than religious,- and,

his personal rejection of the Church aside, this is primarily due to

[
. »

‘the enormous influence of the Romantic movement on those who came after,
for, as Beja points out, it is with the Romantics that an evolution
"from the moment of divine reve]ation’of Augustine to the 'sécular’

epiphany" begins.3? M.H. Abrams explains:

s

2Beja, . p. 69.

3ODe Wulf, "Les Théories . . . , " 341: "On peut dire que la
thé&orie du .esplend1ssement du beau est une c]ef de volte de 1' esthét1que
thomiste. Vers elle tout converge . .

31Be3a, p. 24.

32Beja, p. 32.
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. . . - -~

It is a historical commonplace that-the course
. of Western thought since the Renajééance has'been . o
one of progressive secularization, but it is easy’
to.mistake the way in which that process took p1ace
Secu]ar thinkers have nd more been able to work free
of the centur1es - 0ld Judeo-Christian cu]ture than
Christian theo]og1ans were able to work free of
their inheritance of classical anﬁ pagan thought.
The process . . . has not been the deletion and
replacement of religious ideas but rather ‘the * - : T .
assimilation and reinterpretation of religious
ideas, as constitutive .elements in a world view

g . distinguishes writers [ call "Romantic" derives

from the fact that they.undertook, whatever their )

N re11q1ous creed or lack \f creed, to save traditiohal
concepts, schemes, .and values which had been based.
on the relation of the Creator to his creature and . -
creation, but to reformulate them within the prevail?hd

. founded on secular premises.- Much of what. ) \j\

two-term system of subject and object, ego and non- . % ‘ - 1
ego, the human mind or consciousness and its trans-
action with nature.33

The epiphany, as we have seen, involves, like much of Joyce's art,

N ’

this same "assimilation and reinterpretation of religious ideas", and

I3 -

‘the same restatement of the Creator-created fonnu]ation in terms of the .
subjépt-object re]ationsbip; in the sense that, as we shall seé in the

" next chapter, the epiphany is to a large extent sacramental, despite

Tits gssentiaLIy sécu]ar character, and it is in this "assimilation" and
‘;resfétement“'that one of the stronger links between: Joyce and the

Romantics, between the epiphany and'the Romantic moment of vision, is

sz.H. Aﬁra s, Natural Supernatur&iism; Tradition and Revolution J
- in_Romantic ggteTature*TNew York: W.W. Norton and Co., Inc., 1971), p. 13.

P
N
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to be found. | . ; , . S
The most often-noted Romantic predecessor of the Joycean epiphany

is the Wordsworthian “spot of time", and Joyce s self-professed admiration

34

for Wordsworth hints at a possible influence. Abrams has cé%mented '

'that the epiphany Léhares attributes with the Wordsworthian Moment (the

charismatic revelation in the commohp]ace or trivial object)"; 35
. Al . '

this
emphasis on vision arising from the perception of the trivial, the

commion, or the vulgar is one of the more important of these shared

attributes. In his "ﬁreface“ ta the Lyrical Ballads, Wordsworth indicates
that his aim "was to choose incidents and situations from common life,

and to re]ate,or’describe ‘them ,L. . . throw [jnq] over them a certain
colouring of jmagination, whereby|ord1nary things should be presented

36 simitarly, the pages in Stephen

to the mind in an unusual way.
Hero which describe’the epiphaﬁy make it clear that the epiphany arises

from a "trivial incident"; it is a "trivality" which makes Stephen "think
of collecting many such‘moments together in a book of epiphanies“ that -

would arise from "the vulgarity of speech or of gesture or <in a memorable

phase of the mind itself" (Stephen Hero, p. 211). And, Tike Joyce,

" Wordsworth recorded the moments that arose 'from such causes; as Beja notes,

, 34In a-letter to Stanislaus (2 or 3. [7] May, 1905), Joyce wrote,

"In my history of literature I have given the highes't palms to Shakespeare,
Wordsworth and Shelley", (Selected Letters, p. 62), and the following
month he wrote, “I think Wordsworth of all English men of letters best

.deserves' your word 'genius'" (Selected Letters, p. 63). It is interestinag

to note, as Abrams does, that Joyce made these remarks at "the very time
when [he] was working on Stephen- Hero, wherein he identified and analyzed
'moments' of epiphany" (Abrams, p. 421)

. 35 -

36

Abrams, p. 42. ~ .
William Wordsworth, "Preface to Lyrical Ballads, 1802," in William . -

‘ Wordsworth: Poems, Volume I, ed. John 0. Hayden.(Harmondsworth, Middlesex:

Penguin Boogy’Ltd.” 1977), p. 869. " ’ -
’ cor N

.

AN
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"Many of Wordsworth's best-known poems -- 'Resolution and Independence!,

“'Stepping Westward', 'I Wandered Lonely as a Cloud', 'The Solitary

Reaper' -- are records of epiphanies v, 37

An 1mportanf difference between the epiphany and the Wordsworthian -

moment that must be noted is that, unlike Joyce, Wordsworth saw the reve-

. latory moment as sometimes having.the quality of a transcendental i

. . v , ' .
experience; ' ) =

WOrdéworth is far frgm rgqardﬁng his moments of
_illumination as -completely secular , . . .Pand some-

times he even hints, asip_'Reso1ution and Independence',

that his‘expe(ience may héve come to him 'by _

peculiar grace,/ A.leading from above, a §omething

given'. |

This essentially Protestant view of inspirétion differs rédica]]y from
Joyce's more Catholic notion- that revelation is priméri]y the result

' {
of intense observation, of "groping" for a focus, as opposed to a
39 - -

“

"leading from above".
Nevertheless, in the passage-in The Prelude, which describes.

Wordsworth's "spots of time", and which Beja has called Wordsworth's

40

"exposition of what almost amounts to a theory of epiphany", ” we find

that, as in Joyce, an impqrxant empﬁésis is on the effect of the epinhanic

experience upon the observer: , ' \

There are in our existence spats of time
N
That ‘with distinct pre-eminence retain

37
38

Beja, p. 33.
Bej@, p.,33.

39This point is discussed more fu]lylfﬁ Chapter 1V of the present
‘text. e ' :

4OBej'a, b. 33.

r
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A renovating virtue, whence , . . .

' \ . our-minds
Are nourished and invisibly repaired; '
A virtue, by which o1easure is enhanced,
That penetrates, enables us to mount

When high, more high, and 11fts us up when fallen. 4

In these moments, "as David Perk1ns has observed the abserver receives

2 . 3

"a profounder sense of oneness w1th the externa] un1verse,ﬁ just

as in the ep1phany, as was 1nd1cated ear11er, the process is one through

which the observer is united w1th the ob3ec§1ye\wor1d he perceives. ?

Another difference here, though, is that whereas for Joyced;he )

epiphanic process involves the observation of an object“and the subsequent

perception of its essence, Wordsworth's moments involve a projection

of the self onto nature, by which process the poet sees his own emotional

state objectified. 43"donsider,'for example, the ekperience related by

the poet in the 11nes immediately fo]10w1ng h1s descr1pt1on of the "spots

of time". “Stumb11nq on" alone, he comes to a- spot ”where in former

{}mes/‘A murderer had been hurig in iron cha1ns” (Bk. XII, 11. 235~ 236)

A

and fleeing, he sees a girl beéring " e pitcher on.her‘head"r. , l_ b

o

It was, in truth,
An ordinary.siqht but I should need
Co1ours and’words that are unknown to man,
To pa1nt the visionary drear1ness
(Wh1ch while I looked a11 vound for my lost guide,

/

Y

William Wordsworth, The Pre]ude ar Growth of a Poet's Mind, ed.

Ernest de Selincourt, -2nd ed. rev. Helen Darbishire (Oxford: Oxford
University Press, 1959), p. 445: Bk. XII, 11. 208-18. Subsequent
references will be to this edition and will be included in the text.

Shelley and Keats (Cambridge, Massachusetts: Harvard Uni

42

David Perkins, The Quest for Permanence; The Symbolism of Wordsworth,
gesity Press, 1965),

p. 59.

' 43_Perk1ns, p. 58. : 2 )
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Invested moor1anﬁ waste, and nakefl pool,
* The beacon crowning the lone eminence,
The female and her garmeﬁ%s vexed and tossed
3By the strong wind. (11. 253-261) i - A g

The dreariness he perce1ves in the 1andscape is a prOJect10n of his
“own emot1ona1 state, rather than an 1hnate feature of externa] rea11ty, .
lJUSt as the “spjr1trof,p1easure and youth' e>go1den g1eam“ which falls on
the sahe 1éndscape when, -"in the blessed houre/ 0f early lave, the 1oved
o ’ en at [his]‘side”, the poet roamed “1n daily presence’of th%s scene“ ;
: (11. 261-266) is a prOJect1on of the spirit of pleasure w1th1n h1m x
Neverthe]ess, in both Wordsworth and Jowce, the observer is
“renovated" by the sense of Un1on between SUbJECt and obJect he derijves
Ifrom the epwphany or ”spot of time", and it is here that the 51m11ar1ty
pr1mar11y rests. ‘
- P Another pOéth movement often c1ted particularly by H Y. T1nda1]
| as hav1ng had an 1nf1uence on the nature of the Joycean epwphany 15 that
- of theﬁSymho]nsts. The re]at1onsh1p between Joyce and this movement is
cbmp]ex, and %t is difficult to establish’ the extent‘pf its ‘influence
c o uhdq'hjm{ ‘Richard Ellmann has statg%\tha{

Among [Arthuﬁ]‘Symons‘ latekr contributions to the

" movement, not the least was his benevolent assistance
; to Joyce in finding h1m a publisher for Chamber

\ \ - 'ﬂﬁilE- That book, Joyce's first, belonged to -
Symons' own type of symbolistic verse, as Georqe-
Mdore perceived;

o -‘Tjnda]1, who‘agrees with this view -of Chamber Music, sees the influence

- 44R1chard E]]mann, Introduction ta Arthir Symons, The Symbo11st Movement
in Literature, {New York: E.P. Dutfon'and Co., Inc., 1958), p
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.as being so extensive that he calls "gpiphanyf "aéz;cc esiastica1 term-

45

for symbo11sm """ and while this is essent1a11y an accurate evaluation,

it requ1res some qualification.

It Hés\l?ng/been'fecognized that Joyce knew the works of Baude-

laire, Verlaine, Mallarmé, Rimbaud and Maetgrlinck well enough fo.discuss.

!

‘their jdeas and even recite some of their orksgby heart, 46 and there

can be little doubt that he also knew Symons' bdok on Symbolism and that

. it expanded his knowledgé of the jdeas espgused by the movement. Tindall

points out that "Stgphen's recollection erard de Nerval, Teading his .

Tobster down- the street by a bright blue ribbon could only have come
- :

from Arthur Symons' Symbolist Movement in L'terature,,"47 and Karl Beckson

tells us that, according to Mary-Colum, the! book was “wide]y read by
_ undergraduates in ‘Ireland 5% the turn of th centuﬁy.ﬂ48 ,
The aiﬁs 6f.the epiphany are often very c]bsé to those 6f Symbolism,
“close enough,,at times, to suggest a‘possib1e;inf1ueﬁce. For example,
we have already noted that the edipﬁany uni;e; fhe|subjec;1ve obsefver\
with the obje;tive world; Qche told Arthur PJWer that as a modefn wf%tér,
his aim was to "create a new fusion petween thé\gxterior world and our

contemporary selves ."49 Similarly, as Béja points out, the
, : \
"symbolist viewpoint tries to meet head on the problem of the dualism be-

tween subjec® and object which has so worried.nast philosophers and

Wil119am York Tindall, James Joyce: His Way 'of Interpreting the
Modern World (New York: Charles Scribner's Sons, [1950), p. 120. For his ’
d1scuss1on of Chamber Music, see pp. 116-117.

Yrindal1, pp. 109-110.,

4.7T1'ndaﬂ p. 110. See 'also Karl Beckson, "Symons' "A Prelude to Life', "
Joyce's Portrait, and the Religion of Art", James Joyce Quarterly} 15 e
. (1978), 222-228. , )
488eckson, 222. o, :
T 49Arthur Power, Conversations with James Joyce, ed. Clive Hart (Harper
and Row Publishers, Inc., - 1974), p. 74. , . [ .

)
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aestheticians’y” in'symbolisﬁ} he continues, "' absolute ddalism', as
Charles Feidelson, Jr. points out, is abandoned, and 'subject and object
‘fade before the unitive reality.created by the symbolic medium . . . '

‘(Symbolism and American Literature, pp. 52-53)'.”50

Another similarity is to be found in a commonn%nsistence on
perceiving the essence of whatever is observed. Symons‘ca1lsw5ymbolism
an "endeavour to disengage the ultimate essence, the soﬁi , of whatever

51

exists and can be realised by the consciousness,"”' and in Stephen Hero,

jt is clearly indicated that the fuﬁction‘!f the artiét is to "disentanqgle
the'subt1e soul of the image from its mesh of defining circumstances ’
most exactly. . . " (Stegﬁen Hero, p. 78),to "pierce to the significant
heart of everything” '(p. 38),and this is precisely what the epiphény |
enables him to do. Like the Symbolists, Joyee strove to free the éssgnce
of the image from both its tradit%&nal assoc%ation?, as did Wordsworth,

and its contéxt in matéria] reality so th;t i coujd be "re-embodied" g

by the power of the 1maginatioh in an artis;ic'context "Chosen as the‘most
exact for it‘in its new 6ffice“\as a symbol. This context w5u1d then
‘allow the reader, like the arfist before him, éo "bend ugoﬁ.these present
thingé‘and .. . go beyond them to theiglneaning wh;ch is still unuttered"
(ékeéhén Hero, p. 78). The artist does not impose a meaning on the imqge
so that it becomes a symbol of sometﬁinq oufside itself, .but rather, by
presenting the image dramatically, in a chosen context and without comment,
permits the reader his own epibhany, a'mément in'whi@h the soul, the essence

“of the image, "leaps" to him “from the vestment of its'appearance," (Stephen

Hero, p. 78). The fact thét Joycé never comments on the significanée of

! ’

Ogeja, p. 69. o,
51 ' '

Symons, p. 5. L
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evocation“as'opposed to direct statement.

shares

#

their i#nclination to use "concrete images [and] . . .

49
-

a given image a]1jE§Jﬁim with the Symbolist emphasis on-Suggestion and

As Tindall points out, he

harmonious

“interaction among images, rhythm, and sound", rather than simple narratjve

‘Abscriptfon, to embody reality:sz .

»

v .
through the use of symbo]@, "a literature in

°

But it should noted that while the Symbglists strove to create,

Wﬁ:;h the v131b1e is no

longer a reality,"” and in which one is 1ead “through beautiful th1nqs

to the external beauty)

“within and not beyond the rea]ity’of the objective world.

3 II53

PR

He did not

nseek, as did the Symbolists, to evoke an 1dea1 realm, but to permit

"these present things" to show their essences.

Joyce, as for Baudelaire, common rea11ty became a storehouse of symbo1s

awa1t1ng apprehens1ona,54

form of Baudelairean "correspondence".

To Baudelaire, nature was Tittle more than a
repository of symols for things beyond it
or_inside him or he knew not where. Since . -
.the symbol uQites matter ang'spirita inner
and outer, time and eternity, correspondence

seemed a better word for 1t.55

According to Tindall,

But as we have seen, Joyce rejected the idea thé% “the supreme quality

of beauty (was] a Tight from some other world, the idea of which matter

is but the shadow, the reality of which it is but the symbol",

A\

" 5%rindal1, p. 108

53 , T

54 1Tindall, p. 120.
55

Symons, pp.*2-3, 4

Tindall, p. 108.

-

 Joyce was interested in the essences that are

While it is true that ”For

this does not mean that the ep1phany is another

(Portrait,

.

7
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p. 213). Thus, for Joyce, the symbol. revealed only actually existent P
essences and not ideal forms or truths. The esseneesgu;—sﬁﬁght to
present were pot "beyond [naturQ{\\or insideWm"; they were within

nature, masked, it is true, by the vestment of appearance s but there

nonetheless, awaiting apprehension; Joyce d1% not desire, as did Baude-

laire and the other'Symbp1ists, to "By the power of physical symbols. . .

II56

call down parte of heaven . fﬁor is the epiphany a means to

accoﬁp]ish this. Igerefore, while the epiphany shares many attributes

o with, and-may indeed have been influenced to some extent by Symbolist

poétics, it would be misleading to refer to it as a purely Symbolist

i ~ J * E~Y
concept. ;

Another ipportant influence that has been suggested is that of
Walter Pater. In their discussion of Joyce's intellectuaTand aesthetic
milieu, Scholes and Kain cite a passage from Pater's "The School of Gior-

gione" in which theyksee,"a 1ine of thought suggested which must have

_ contributed to Joyce's déveWopment of the theory\of th 'Em’phany'”:57

Now it is part of the 1dea11ty of the-highest sort
. of dramat1c poetry, that 1t presents us with a kind
of profound]y significant and animated instants, a
mere gesture, a look, 'a smile, perhaps -- some brief\
and wholly concrete moment -- into which, however, s
“all the motives, all .the interests and effects of |
a Tong history, have condensed themselves, and which 'f
seem to absorb past and future in a; intense conscious~ .
_ness of the:present. Such ideal instants the sghool ‘
of Giorgione selects, with its admirable tact, from

56
57

Tindall, p. 108 -
Scholes and Kain, p. 257.
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that feverish, tumultuously colored world of ‘the o1d ,
citizens of Venice -- exquisite pauses in time, 1n -
which, arrested thus, w{ seem to be spectators of
all “the fullness of existence, and which are 1like -~

5
. some consummate extract or quintessence of: life. %

Here, as in Joyce we find an emphasis on the revelation of an esse//}

<

1

through a tr1v1a11ty, a mere gesture, a 100k a sm11e”, and the'same

1ns1stence that the ‘highest poetry embodies these 1nstants Other
cr1t1cs who have cited Pater as an 1nf1uence 1ncTude Gerald Monsman,
* the foremost critic of Pater, who has stated,

That moment of revelation that Joyce described 1in .
"Mangan" and the Portrait as- "less than the pulsation
of an artery,[but] equal in its period and value

to six thousand years", derives from Blake's Milton
via Pater's “pu]ses”.- “pu]sationngimagery in the

"Conclusion™ [to the Renaissance] 59

&

Robert M. Scotto,has pointed out Pater's 1ddosyncketic diction in Stepheh's

description of the epiphanic moment as "delicate and evanescent”;60 and,
finally, Beja, who has astutely noted thats

I Stuart Gilbert goes too far when'he says that
Pater's “sharp impressions, exquisite momenfs‘
are identical with what Joyce’ cal]ed epiphanies’
;. but certainly.Hugh Kenner s claim that the.
. tharacter1zet1on of Stephen "perod1es“ Pater fails

g

SBWalter Pater, ”The School of Gworgwone”, in The Renaissance (London
MacMillan and Co., Limited, 1910), p. 150. . ;
59

60Robert M. Scotta, "'V1s1ons and Ep1phan1es H F1ct1ona] Technique
in Pater's Marius and Joyce's Portra1t " James Joyce Quarterly, 11-(1973),
4= 3 \ . : .

Gera]d Monsman, Walter Pater (Boston Twayne Pub11shers, 1977, D.

184.-

\e
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to recognize e\genuine influence.
It shbu]d‘be ndted, however, that critics have over]ooked a
part1cu1ar1y 1nterest1ng and sucgest1ve passage in ‘grwus which could

we]l have contr1buted to Joyce's exposttlonof the theory of the epiphany

in Steghenfﬂe%o,,1f not to the theory itself:-

It seemed just then as if the desire of the artist
in him -- that old longing to pﬁoduce -- might be
.satisfied by the exact -and literal transcript of .
,what was then passing around him, in simple prose,
. j arrest1ng the desirable moment as it passed, and
~ pro1ong1nq its 1ife a 11tt1e bz

1}

If we compare this to a strikingly similar passage in Stephen Hero --

. He believed that it was for the man of letters °
; ;

6]BeJa, p. 39. For detailed exnlication of the epinhany's effinities
with the Paterian rmoment see Beja, pp. 38-40; Scotto, 41-49; Alan D. Perlis,

"Beyond Epiphany; Pater's Aesthetic Hero in the Jorks of Joyce,"James Joyce
Quarterly, 17°(1980), 272-279; and JameS\w1lson, "alter Pater's Inf]uencel

‘on Modern Fiction: Henry James and James Jovce" -(M.A. Thesis. Concordia

University, 1981), p. 187 ff. Although he does not discuss Pater as an
influence, Jerome Hamw]ton Buckley, in his "Portrait of James Joyce as a
Young Aesthete" (in Season of Youth: The Bildung$roman from Dickens to .
Golding [Cambridge, Massachusetts Harvard University Press, 1974] ), has
stated that "Stephen's ep1phan1es ., . resemble Mar1us $ pr1V11eqed
insights, and the logic of both'is inherent in the Conc]us1on to The
Renaissance. . . " (p 230).

62 aTter Pate. R ‘Marius The Epicurean; His Sensat1ons and Ideas, ..
Vol. I (London: MacMillan and Co., Ltd., 19109; p. 164. A1l Subsequent
references are to this edition. Cr1t1cs have also failed to note that
jn 1919 or 1920, Joyce transcribed seven passaqes from Marius (Vol. I)
into his notebook. The James Joyce Archive (General Editor, Michael' Grodon.
[New York and London: GarTand Publishing, 1978] ) reproduces the notebook in
the volume Notes, Criticism, Translations, and Miscellaneous Writinas, Vo]. IS
(ed. Hans Walter Gabler, pp. 384-6), but does not identify. the passages.
For what it -is worth, the passage quoted above is not: among- those Joyce
did copy out, which are: pp. 106- 107 "They comprefended a multitude .

‘[to] . . . we]T remembered roses;" pp. 161-162, "Down the dewy paths .
ffto] ... . a wild picture drawn from V1rq1] " p. 173, "The temple . ;.
{to} . . . freely among them;" p. 177, "Marius could distinguish . .'.
»[to] . . . purple curtains;" p. 191, "The nostrils,and mouth. . . [to¥"™ -
.. . .with the spirit;" p. 211, Mhe discourse ended. : . [to] .~ .
.yellow and red;" and p. 239, "It might be almost . . . [to].. . . as if

it were a stocking."




. fTwhich, for Joyce: dénotés nothiné Iess_thgn "Tit-
cerary artist" ] to record these epiphanies with
extreme care, seeing that they themselves are the
most de11cate and evanescent of moments. 63

- (Stephen HKero, p. 211)

we find in, both an emphasis on the care with which these moments must
be recorded;'just as, earlier in Stéghen‘ﬁe}o, Joyﬁe emphasizés that .
the‘“subt1e sqﬁi’of'the image" must be "di%gntang]gd” "most exactly",
énd we find the same consciousness of the ephemeral ﬁétﬁre of. the

.moment expressed,in Steohen Hero, in charactéristical]j Paterian ) : \

| Wangdage . Furthermore, if Qe examine the manuscript epiphanies, those . ’ ‘
moments fhdt Joyce did record, we find that they "are Qrit;en, as Pater
suggests thgy'should be, "in simple prose”. 

That Joyce knew Pater's work well enough and ear]y_enodgh to
have been influenced in his development of the epiphapy is indicated’by
the fact'that'in "The Day of the Rabblement" (1901),'he accuses George.

Moore of misquotiné Patek, and in.'James Clarence Mangan" (1902), he

quotes from Pater's “A Pr1nce of Court Painters®. 64

Stanislaus Joyce,
in fact, records that at the time he was writing teghen Hero Joyce

" told him that "his ambition in life [wag] to burn with a hard and gem-]ife

63My emphasis on Joyce's definition of "man of letters" as "literary

artist" is oromnted by Scholes's assertion that the epiphany "is no way
‘related to the creative 0r0cess" because, “Even the recoﬁd1ng of the
phenomenon can be done by a 'man of letters' No artist is required"

("Joyce and the Epiphany", 71). That the- ”man of letters" is an artist

is clearly indicated by the fact that in attributing to Wordsworth the

title of "genius", Joyce refers to him as a "man of letters", and by Stephen' a
conclusion "that nature had designed him for a man of letters" (S tephen
. Hero, p. 209).

. 64James Joyce, The Critical- Writing of James Joyce, ‘ed. E]]sworth Mason
and Richard Elimann (New York: Viking Press, 1967), pp. 71,78. All.
subsequent references will be to this edition and will be 1nc1uded in the
text. The-editors are mistaken in identifying the source of Joyce's quotat1on
from Pater as'" A Prince of Court Poets" (p. 78n. ).
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ecstasy", which is, of course, a reference to Pater's "gonclusion" e

LN
Pater's, then, is one of the stronger 1nf1uences on the nature of the
, - ’/‘/

Joycean epiphany
One final, e:md most extravagant, suggestion_‘ghat must be noted

is that of DYIf S6rensen, who claims that bece's theory of the epiphany

"may well have been influenced by Gerald ({sic] Manley Hopkins" and his

notion of "inscape”.66 While anything is po’séib]ef, chronology .dictates

thflt this suggestion be approached with cautious ‘doubt, for Hopkins

died just seven years after Joyce was born, and his poetry was not

published until 1918, well after Joyce's theory of the epiphany had

settled itself in his mlind.,'so that such an influence is, if not entirely

impossible, at leést highly unlikely, and S8rensen exposes himself to

further criticism by leaving his claim completely unsubstantiated.

) 655tan1’s]aus Joyce, The Complete Dublin Diary of Stanislaus Joyce ,
ed. George H. Healy (Ithaca and London: Cornell Um'ver'sity Press, 1962),
p. 46. For further evidence of the extent of Joyce's fam111ar1ty with
works of Pater, seg Nﬂson pp. 163- 178. )

6656rensen, p. 7. A possible explanation for Sdrensen's improbable

contention is that it may be the result of his misreading a passage
in Noon to-which he refers the reader in a note; there, Noon states:
Hopkins, it is true, came to Dublin in, 1884, four-
teen years before Joyce's time, but so far as trad-
itions go, fourteem years is not a very long time,
and so far as Joyce was "influenced{” by the Schol-
¢ astic atgosphere of the College, he cannot have

been- tota]]y unaware of the rather stormy history

of Scholasticism which the preceding fourteen years

had written [and] A Page of Irish History hints.

suggestively at Hopkins' relation to that trad-

ition . . . (pp 6-7). :
, Noon s only point here is that the form of Joyce's Scholasticism may
have been influenced indirectly by what there remained at the Collgge
of Hopkins's interest in Duns Scotus, whose views often contradicted
those of Aquinas, as we shall see in the next chapter, but, although
he does acknowledge an affinity between the epiphany and Hopkins's °
" ideas of "instress" ahd "inscape", Noon at no point indicates that - o
Hopkins could havedirectly affected the development of the epiphany.
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While we cannot reasonably vi\ew Hopkins as an 1’nﬂuence:on, the" '

e‘pip‘hwahy, it is nevertheless true that his ideas of "instress" and "ins.:iape" -
bear such marked resemblances to Joyce's concept that it is hel‘pful to )
our understanding of the epi’phany to consider it in the light of what
amounts to Hopkins's aesthetic theor‘y, forq' despite the fact that one
was primarily £ novelist and the other a poet, as Anthony Burge?? has

VAR ‘ observed, '"Bdth men pursued the same end out of the same temperament;"

They were independently and one ahead of the other,

on the same track . . . and .. . jwere led to a common
view of art because of a common belief in the power

of ordjnar‘y life to burst fgrth -- suddenly and

miraculously -- with a revelation of truth.67

-

Whii'e critical attention has not ignored this relationship, it has .
y )‘ yet to consider uit in any detail, and as we shall see, a comparison of
the_epiphany to the aesthetic notions of Hoplfins provides a most effective:
mean;'; to demonstrate c]ear‘ly' what the Joycean epiphany is, and 1is not,

intended to accomplish.

) . 2 R 8

67Anthony‘ Burgess, Joysprick: An Introduction to'the|language

* of James Joyce (London: André.Deutsch Ltd., 1973), p. 91;{and Here

. Comes Everybody: An Introduction to James Joyce for the ONdinary Reader
. - (London: Faber and Faber, Ltd., 1965), p. 120. .

.

.
' .
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Severaltritics have comﬁented‘on the resemblance between the
'ae.stﬁetic notions of Joyce and F.lopkiﬁs, a]%hough with the exception of
a few br‘iéf articles, r\lofably' Sister Marian Sharples's "Hopkins and
“Joyce: A Pomt of S1m11ar1ty" (Renascence 1’9 t1967] 156-160), this .
re1at1onsh1p has yet to be examined in any-detail, and among those ' |
Tritics who have commented, there is 1ittle agreement as to which
aspects of Hopkins's aesthetic résemble which Me's. .For example,
Noon and Tindall agree that Joyce's 'ep'iphany "is not u[ﬂj ke what the
Scotist-minded Hopk.ins meant by his for'\maH\y patterned "1m§chpes'
qf individual being,”] while for Beja, - |

Epiphany is not the same és inscape, but can pe_{f‘haps
. be roughly identified with the other essential aspect
of Hopkins's aesthetics -- instress . , . [which is‘,I
as [W.H.] Gardner claims, . . . "often the sensation
'of 1'ns\cape -- a quasi-mystical _ﬂ]uminatié'n, a sudden
perception of 'that deeper pattern, order and unity
which gwes meaning to external forms. If this
def1n1t1on 1s correct, then I believe we can assocmte
m\\ instress w1th ep\;phany, wh1ch is not inscape but its
ﬂ,’ manifestation, .its revelation, its experience .

As Beja'admits, his association of instress with epiphany depends, as
do all %uch assoc1at1ons, upon the accuracy of a def1n1t1on and For
th1s reﬁson, if we are to determine w1th any degree of accuracy the

extent &if the similarities between the aesthehcs of Hopkins and Joyce,

]Nfrpn, p. 62. Tindall, after stating that "radiance 1is epiphany,"
maintaing that "Stephen's radiance or showing forth’is not unlike the 'in-
scape’ dff Gerard Manley Hopkins . . . " (The Literary Symbol, p. 242).

“Beja, p. 44.




- analogous compounds as "landscape" and “seascape". While we may be
pounc Yy

57

we mdst:fiféf define "inscape'; "instress", and the verb "to se]vje\“, and
discuss in some detail the metaphysical‘ and episteryﬁo]ogica] ideas which
underlie Hopkins's aesthe‘_cic.‘\ As in the case of the epiphany, while
there is a general agreement among critics that these term's‘are vital’

to Hopkins's aesthetic and therefore -to-an understanding of his aims' c/

_in his poetry, critical opinion is divided over their meanings, a resul

no doubt, of the various contexts in which Hopkins employed them in
. N . \\ N

his journals, notes and letters, whigﬁh, when taken toggether:; seem to
imp]y more than a simple definition will allow: . -

The term "inscape" often appears in Hopkins's prose, though never
' \

in ~h1's poetry, and 1t is genéra]]y égreed that it is derived from such

i

virtually certain that~thg coinage is HoRkins‘s own, it is also possible

that it'is a derivativevof the obscure “inshape", which the 0.E.D. defines

as “internal forn", and which, again according t®the 0.E.D., was
) , ,

employed as early as 1587 in Arthur Golding's translation of, Philippe de
Mornay's "A Woorke concerning the trewnesse of the Christian Rgh’gion."
While there Were no contemporary editions'of this work available to

\

Hopkins, he may well have had occasion to read an eérHer edition while

an undergraduate, and the two following sentences cited by the 0.E.D. are,

when cbmpared tg Hopkins's use of "inscape", at least suggestive: J -

’

Socrates . . . taught that God is.a minde, and ‘I\
that in the same there is a certaﬁ'ne Inshape,

which Ins.hapei'as in respect of Gdd, is the

knowledge which God hathe of himselfe,

and, "This marke is . . . of the very substance and inshape of Rel‘igion. "
‘In an attempt to define "inscape", W.A.M. Peters has stated:

Bearing in mind [the meaning of "scape" as "the

o
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reflection made by a sensible object in our senses

and on our mind . . . ,"] I infer that "in-scape"

is the outward reflection of the inner nature of a-

thing, or a ‘sensible copy or representation' of its

1'nd1'v1'dua1 essence [in a work of art] ; and thus- I define’
| 1nscape as the unified complex of those sensible qual-

ities of-an obJect that strike us as inseparably belongmg

to and most typ1ca1 of that object, so that “through ‘

the knowledge of this unified .con]piex of 'sense-data

we mé;/ gain an ‘1'r.|sight into the individual essence

of the object. | ’

In short, inscape is " a direct sensible manifestation of the éntity -
that makes a thing one and individual. " This view, which, as ‘Beja

has noted, seems to- be the most 'wide]y,‘accepted,ll is shared by both

- d. Hilﬁ's Miller, who ca/Hs 1'nscape the "design or pattern which -is

the percept1b1e sign of the umque individuality of a th1ng .. . s
the mamfesta‘uon of an mner‘ orgamc umty,“ and goes ,on to agree
with Peters that the term "Can refer to the willed desigm of a human

\

ar"tifact/as.wel"l as to the pattern into wHit_:h natural objects fall

‘without any human 1'n’E‘e|r'ven1:1'on,"5 and Gar;dn.er, whp define$ inscape as'

-

"that 'individually-distinctive' form (made up of various sense-data)
which constitutes the rich and revealing 'oneness' of the natural

_objec't " Yet Gardner a]so caHs mscape "that deeper patter‘n, order,

6.

and umty which gives meanmg to externa] for‘ms," “and thus raises

3w A.M. Peters, S.,J., JGerard Manley Hopki ns: A Critical Essay towards
the Understanding of his Poetry, 2nd ed. (Oxford: Basil Tackweﬂ and
Johnson Reprint Corporation, 1970) pPp. 2, 23

*seja, p. 44, o ‘/ ]
kins," ELH,

SJ Hillis Miller, "The Creat1on of Self in Gerard Manley Ho

22 (1955), 300,310.

6w.H. Gardner, ed., Gerard Man1ey Hopkins Poems and Prose (Harmondsworth
Middlesex: Pneguin Books, Ltd., 1953), pp. xx- xx1

) ) 3 . . A
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an important qde‘s”cion: for whereas his first definition indicates ‘that |

‘inscape is—sensible form, the external reflection of inner form, his-

. \ ‘
second implies that inscape is instead, or perhaps also, the inner form

that determines extema] form. Aus'tin Warren has suggested that inscape

"moves through some range of meaning: from sense-perceived pattern

to inner form,“7 and Raymond V. Schoder subports this view, holding that,

“depending on the context, inscape can signify either external or internal

r

'for'm.8 Hopk%ns himse1f seems to offer support for both meanings, indica-

ting at one point that inscz{pe is sensible form -- "as air, melody, is
what strikes me most of all in music and design in paintiqg, 50
design, pattern or what I.am in the habit of calling ‘inscape' is what .

1/ ’ ! 0 . . 0] . .
[ above all ainf)at in ’poetryﬂ'g --.and at another associating it with

inner essence --"For in the world, besides natures or ess’enc.es or 'inscapes'
.. , there is still something else -- fact or fate."]o ugh it
could be -argued that in the former instance he is speaking of inscape A ¥

in art and in the latter of inscape in nature, Hopkins does not seem to'.

have disting-uish'ed to ahy significant degree be tween the two, for he

r . - oot

7Aus’cin Warren, "Instress of Imscape," in Victorian Literature:

" Modern Essays in Criticism, ed., Austin Warren (New York: Oxford

University Press, 1961), p. 185. . T
8Raymohd V. Schoder, S.J., "An Interpretive Glossary of Difficult

- Words in the Poems," in Immortal Diamond: Studies in Gerard-Manley Hopkins,

~

ed., Norman Weyland, S.J. (New York: Octagon Books, 1969, np.-217-218. Scho- . -
dgr ponnts out that although the word "inscape" does "nor ‘occur in the Poems,
"7t is "very common in the prose works, and both so béthersgme and so frequent-
ly-referred to that'it seems well to indicate . .-. its meaning"(p. 216).

9The Letters of Gerard Manley Hopkins to Robert Bridges, 2nd ed.,
ed., Claude Colleer Abbott.{London: Oxford Universjty Press, 1959),
p. 66. All subsequent references will be to this edition and will be
included in the text. : : ~ :

: mﬁme ‘Sermons and "Devotional Writings of Gerard Manley Hopkins,. ed.~,'
Christopher Devlin, S.J. {London: Oxford University Press, 1959), p. 146.

A1l subsequent references will be to this edition and will be included
in the text. . , ' -
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often speaks of the latter.as design or pattern as well. - e

A possible explanation for this apparent ambiguity becomes clear
if'we consider Marjorie D. Coogan' S objection to Peters's identification
of inscape as "the unified complex of . ... sensible qua‘Htie\s” of an

ObJECt * If, as Peters asserts, ixnscape is on]y a sensible manifestdtion

'of “the entity that makes a thmg one and 1nd1v1dua1 ! then whaf 1s

“”1ns1ght“ into the essence of the . thing, it does not provide a d1|"ect 6

g
percewed is only the "complex of sense- data," a mere "reflection of ‘the

A

inner nature" of the object, and while that reflectjon does provide an

knowledge of" that essence. But as is clear from Hopkins's Journals,

*

one can, in his view, have a direct knowledge of an object -in its ul timate

torm.as a lcon‘crete' reality, w‘hich‘ suggests that both the sensible and
the 1'nte'l,h'g'1'b1e qualities of the iject,—- its external form (matter)
and its ‘inner‘ essence (subste;ntial form)l - ,ar;e perceifed and known
at once. It is for this reason that Coogan, argumg, as she assumes
Hopkins to have done, from the Scotian view of the act of perception,

accurate]y concludes that 1nscape must be a comp]ex of both sensible and

o

' 1nteﬂ1g1b1e qua11t1es : -

Scotus describes a 'first act" [of knowl edge]
in which the 1"ntel_11‘gence and the senses, simult-
* aneously acting, grasp the immediate reéh‘ty of
' the concrete, singular object. This first act
is intuitive, neither intellectual only. nor sensitive
only, but both at once.” Such a compound of what
for the Scholastics are two distinct modes of
‘épistemo]ogica] re]ationship: the knowledge of
the intellect, which being immaterial can know \
only form, and perception by the senses, which .
‘ b'eing material are aware only of the concrete --
such a compound is made possible by Scotus' defining
'«’the u1t1mate determ1nat1 on of the being, its haeccei tas, .

"

4

)
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as proper neither to matter alone nor 'to form a]one, o ]
.but to both. L

Coogan therefore associates inscape with hadcceitas and thus defines

-

Jt as "the individualizing difference restricting the specific form of

a being and finally determining its essential individuality," in short,

"the objectively-existing individuality of an objec‘c."]2

a

Critics have expended much time and ink demonstrating that inscape -

is very different from the scholastic notion of guid‘ditas, that 1is,. \

the essential nature or ultimate form of a being, composed,,‘as we noted

\

in our discussion of De Wulf's epiphénoméne esthéﬁque, of substantial
0 ) . .
form together with matter, and have concluded, 1ike Coogan, that inscape

is much closer to Duns Scdtus'’ haecceitas, that 1’9", the i‘ndividuatin'g
principle which renders each entity distinct and unique. Millér asserts
that

v » [Hopkins] had always felt that, one knew in the
act of perception not, . . . the mere quidditas -
. [of the obj}ect] . . . but its distinctive -
individuality . . . . In the Scotian doctrine
' of the haecceitas or individualized form . .
‘/ Hopkins found his own deepest apprehenswon of
the world systematized. 13

 Petersis more specific, stating that "inscape brecise]y covers what .

.o

Scotus\caﬂrs haecceitas . ? Yet, despite&tﬁe critical suppbrt,

& v
”MarJome 0. Coogan, "Inscape and Instress Further Ana1og1 es w1th

- Scotus," PMLA 65 (1950), 70. “
12

13

Coogan, pp. 65, 71. .
Miller, 302-3. _ o ' «

MPeters, p. 23. See also Gardner in Poems and Prose, pp. xxifi-xxiv}’

-

*

and-in Gerard Mdnley Hopkins: A Study of Poetic Idiosyncrasy in Relation to .,

> Poetic Tradition, 2nd ed., Vol. I (London: Oxford Um"ger‘sity Press, 1969),
pp. .21-31. ‘
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this position, has: recewed, inscape, though it 1; both sens1b1e and
1nte111g1gble, is simply not the same as haecceitas,

Strict]y s_peaking, haec‘ceitas is the individuating principle which
de!germines the being of each"ehtity; inscape, however, s not that which
determines being, but rather, the pattern of bemg determ ned gx the, 1nd1v1-
. duating pr1nc1p1e Moreover, as a pr1nc1p1e of md1v1duat1on haecce1tas is -

[ 4

'pogsessed by each bemg even befor?e t,hat bemg attains ex1stence as a pheno—
menon in the world -- “Se]f - 1Js. pmor to [a thmg s] being" (Sermons, P
p. 146); it is therefore independent of phenomenal existence and is intrin-
sic and, more. 1mpoetant1y, immutable. , Inscape, on the other hand, is not
immutable, fo'r in his journdl, Hopkins r‘ecorfds‘that‘\upon‘seeing an ashtree.
felled he "wished to die and not to see the 1'n~scapes of °the world destroyed
., \any more," and at another point he notes that snow restores to the

trees he observes "the inscapes they had lost. "]5 If inscape were

haecceit.:.as, it could be neither "destroyed" nor "lost", nor cou1d 1't4 be in-
créased, and yet Hopkins noEes that "motion mulltiph'es ins@ape” (Jouma]s,
p. 199). Again, if inscape were haecceitas, every existent thing would
have to have an inscape, and yet Hopkms Frequent]y obst;rves that some '
pamtmgs are\ quite vqthout inscape. Th1s is not to say that Hopkms was

not Fascina&d.by distinctive individuality, but only that inscape is

not the same thing. Indeed, in “his Cvommeqnts on the Spiritual Exeréises

_of St. Ignatius Loyc;la,‘ Hopkins refers to his selfbeing, his distinctive

k]

"individuaﬁty, as "stress of -pitch," and later asks, "Is not this pitch

or.whatever we call it then the same as’ Scotus's ecceitas [sic] ?"

15 . : T ‘ v
The Journals and Papers of Gerard'Manley Hopkins, ed. Humphry House
and completed by Graham Storey (London: Oxford University Press, 1959), pp.
230, 196. Al11 subsequent references will be to-this edition and will be
1nc1uded in-the text.
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' (Sermons, pp.%123, 151); as Devlin points out in a note, Hopkins '
"identifies ‘'inscape’ withz‘nature' as distinct from 'pitch' which is
~identified with haecceitas. Thisédispbées‘ofLFrZ Peter's conclusion:
'In§cape precisely covers what Scétus caH]s haecceitas'" (Sermons,

N

p. 293).

-

%
Nor 1is there any r;;:;n_to expect inscape to be identical

to haecceitas, as some critics, noting Hopkins's fondness for Scotus,
seem to do, for, despite that fondness -- Scotus was, after all, for

‘Hopkins, "of realty the rarest-veined unravellers !0 __

Hopkins did not derive from him the concept of inscape, which he had
formutated prior to discoverting Scotus._]7 He quite simply found in

Scotus a kindred spirit, someone who shared, and gave philosophical

1

authority to, his fascinatijon with individually distinctive being.

.

Having established ihat inscape is not haecceitas, let us
examine the pos§1bi1ity that it might ﬁore nearly Yesemble quidditas or
whatness. Again Hopkiﬁs’associates inscape with "natures or essences",
and these terms- are s1mp1y synonyms for gu1dd1ta Furthermore, we
must consider lhat inscape is assoc1ated by Hopkins with a thing's being,
its real existence in\the phehomenal world. In his essay on Parmenides,
Hopk%ns writes: .

~

. the phenomenal world . . . is’ the brink,
11mbus, 1app1ng, run-and-mingle/ of two pr1ncqp1es

]GThe Poems of Gerard Manley Hoﬁh*ﬁs, fourth ed., ed. W. H Gardnrer
and N.H. Mackenzie (London: Oxford University Press, 1967),.p. 79. A1l
subsequent references will be to this edition and will be 1nd1cated in
"the text. . \1 -

\
]7Hopk1ns f1rst refers to 1nsgane in his essay on Parmenides (1868),

and it is not until 1872 that he writes, "After the exapinations we went

for our holiday out to Dougl&é in the Isle of Man Aug. 3. At this ‘time

I had first begun to get hold of the copy of Scotus on the Sehtences [of

Péter Lombard] in the Baddeley Library and was flush with a new stroke

of enthusiasm" (Journals, p. 221)

—

¥
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v
which=megt in the scape of everything -- Being .
\ and th—Being . - . . The two may be.called degrees '
of siding in the sca]e of Being . .. . The inscape

[of a thing] will be the proportion of the mixture.
. - . : (Journals, p. 13QJ

Thus', inscape-is_the'deéree to whiﬁh.a thing possesses being, the
perceptib]é and knowable 'pattern or form of tﬁat'thing's existence as

a phenomenon in the here and now. Without inscape, a thing wi]] have,

or aﬁpear/to‘have no being, LFor‘ it will lack 1ntegr1ty, it will be

incomplete. Now whereas hae ce1tas determines but is 1ndependent of

being, quidditas, in Hopkins's "view, being form and matter together and

theréfore both sensible and intelligible, is that whjch renders a thﬁné

existent’ and apprehensible by us; as he insists, "a bare self (or haecceitas),
«t0 which no nature (or quidditas) has yet been added, which is not

‘clothed in or overlaid with a nature, is indeed nothing, a zero, in the

s&ore or account of existence . . . "(Sermons, p. 146). Inscape is that
nature or'esseﬁce or quidditas, a thing's being as a being. - |
This shou]d not be taken to mean that 1nscape “prec1sely covers"
what Aquinas ca]]s gu1dd1tas, for; ,aQ\we -observed of j‘&ce S “whatness”,
whereas Aquinas and the Scho]astﬁcs in general regard quidditas as some-

[

thing distinct from mere existence, and "therefore immutable, Hopkins's

"natures or essences" are actuated, existential. beings, subject to the

flux he acknow]edges in “Spring and Fally, "That Nature is a Heraclitean

"Fire", and "The Leaden Echorqnd The Golden Echo". Inscape, like Joyce's

quidditas, denotes the existential %onm of an entity, the pattern gr form

of a thing's being as an dbjegt in the world of existence, the "Ding hvad
, G . .

" in"idself id [really] est." While both Hopkins and Joyce mean something

very 1like quidditas, neither cbnception of the idea conforms precisely

" to what the scholastic term is ‘meant to designate, nor is this surprising,

L

1/ .
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for -each of them was more concerned with coming to a personal understanding

of the oﬁto]ogicg] metaphysics which qecessari]y underTié,a theory of
aesthetic apprehegsionlthan in.masteringkthe subtleties of ;cholas?ic
ph%losoppy."

| InScapeB then, is here defined as that 1ntr1nsic»comp1ex of
distinct sensib]g*and intelligible qualities which constitutes.the essen-

tial design, pattern, or form-of every individually existent beiné --

including the work of art; which can both possess and represent. an

inscape -- and which functions as a prdnpip]e of order, symmetry,'anq
unity -- “"A11 the world is full of inscape ahd chance ["the intrinsic
poss%bility which things hqve" (Se?mons,_p. 123)1 left free-to act falls
into an order as well as purpose . . . "( Journals, p. 23) --'to provide
each being with the wholeness and harmony of .part to part required for
independent existence. Givehfthis definition, it is clear that 1nscape\
énd epiphany are not intérchangeab]e\terms,for‘whiXe inscape correspdnds

to what Joyce.calls whatness, epiphahy'denofes the moment or experience

' ) ,
.of apprehending that whatness. However, Hopkinsva1so employed "“inscape".

as a verb, and here, as we shall see, there is a certain ‘correspondence

between inscape and epiphany. -

Peters states, "The verb to inscape means to catch the inscape

of ‘an object' . . .", and offers the following passage as evidence to

support his definition:, o S

Sham fightqap the Common, 7000 men, chiefly volunteers.
Went up in the morning’ to get an impression but it

was too soon, however got this -- caught‘that inscape
in the horse that you see in the pediment especially
and o;her bas reliefs of the Parthenon and even‘which

l°Peters<‘f&bp- 4-5.

[
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Sophoé]es'had felt and expresses in two choruses of !

the Oedipus Coloneus, running on the likeness of a

“horse ‘to a breaker, a\wave of sea curling over. I ,

‘lTooked at’the groin or the flank and saw how the set. }

of the hair symmetrically- flowed outwards from it S B

'to ‘all parts pf the body, so that, following what

one may nscape the who]e beast very simply. .
(Journa]s, pp. 241-42; my 1ta11cs)

'

- Inscape, then, may signify not onTy'the‘Eﬁttern of a thing's being, but . -

also. the act of perce1v1ng that pattern, and Hopk1n s use of the phrase’
"caught that inscape" suggests that the word "caught" in the first Tine
of. “The w1ndhover" -- "I caught ‘this morhing morn1ng s minion" (Poems,

p. 69) -- may ‘be glossed as ”1nscaped" or "perceived the pattern of

being" in and of the Falcon. ! '

1

Peters cites another passage to support th1s read1ng of 1nscape,]9

!

wh1ch wh11e it does lend credence to the above def1n1t1on, suggests

]

. o ' ! AN
.

_another meaning as well: - : , s T oo

. before I,had‘always taken the\sunset and the ®
.sun as quite out of gauge with each other, as indeed
' physicaily they are, for the eye after looking at
the sun is blunted to everything else'and'if you ,
look at the sunset‘you must: cover the sun,. but
_today I {nscaped them together and made the sun
"the true eye and ace of the whole, as it is. “

(Jounna1s, p. 196; my 1ta11cs)

!
\

.‘Here, 1nscape hay mean either to perceive, or '"catch", the inscapes

of both the sun and the sunset at once, or , g1ven the emphasis on made,
to make one 1nscape of. two, that is, to create by an act of will .one

unified pattern From what are norma]]y,perce1ved as being two distinct

N
»

peters, p. 5.
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~ the second

Wi
1nscapesl The implication of the~05position between the phrasées "as

indeed physica]1y they are™ and ‘"as Jt is" is that ‘ e to our imperfect

" - senses, the true,inscapes\bf.thetworld cannot a1way$ be perceiyed, and

that'fhis probﬁem can be overcome oh]y,through an act of creative vision
de?iberate]y'achieved thhough'intense COﬁtemplafion, which allows the

observer to transceﬂd the Timitations of sensory perception.

. Flna1]y, R.K. R Thornton has observed that in add1t1on to meaning -

”to grasp the pattern of", inscape can also mean “to show the pattern of", 20‘

I3

as when the artist reproduces an 1nscape in a work of ‘art. Thus, as a .

verb, inscape may be defined in three related ways: perar11y, it means

* to perceive the pattehn of a thing's being, and secondarily, to show that

g t

pattern by reproduc1ng it in a work of art and, to create an ent1re1y
new complex of sensible and 1hte]]1g1b1e qua11t1es. | \
- In Stephen Hero, Stephen twice uses the verb form of‘egighanx, -

epiphanise, once as a transitive, and once as an intransitive verb. As

' P . . . ¥
" a transitive verb, g1ghan1s means to perceive the whatness of:

- Imag1ne my g11mpses at that clock as the gropings
of a sp1r1tua1 eye which seeks to adjust its vision e
to an exact focus. The moment the focus. is reached
the object is epiphanised.
(Stephen Heno, p. 213)‘

In this sense, epiphanise corheébonds exact]y‘With the primary rieaning of
inscape; there\is virtud]]y no difference between the two words.Z] As an

intransitive verb, the word is used by Stephen to denote the revelation,

A

R.K.R. Thohnton, Gerard Manley Hopkfns: The Peems'(London: The

20

Camelot Press, Ltd., 1973), P, 20.

As o €t1cs have used the word,’ g19han1se of ten corresponds w1th .
meaning of inscape, to show an.essence by reproducing.it in
a work of ‘art, 1b'u't;\’]oyce himself never used. the word in thjs‘way
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or yielding up, by the object of its essence to the percejver:4 ;f/

Having finished his ergument Stephen walked on in\ .
silence. He felt Cranly's nostility and he accused . -
h1mse]f of hav1ng cheapened the eterna] images 'of

, ' ,beauty For the ‘first time, too, he felt slightly
awkward in his friend's compdny and to restore a
mood of flippant fam1]1ar1ty he glanced up at the
clock of- the Ballast Office and smiled. i '

- It has not ep1phan1sed yet, he'said.
(Stephen/Hero, p. 213)

" In this instance, the dsége is/potn'metaphpr1c ahd slightly ironic,
‘metaphoric because; for Joyee, inanimate objects are ectivelx 1nvoT;ed
in the’aestheﬁic process, and ironic.because Stephen:s intent hereiis

to "restore a mood of f]ibpant familiarity." It shdu]d nof be inferred,
however, that Joyce dces not fake’serioyS]y this meaning of epiphanise,
fdr,the word 1s métadhoric only when if js app11ed'to objects, and it must'_
be borne‘{n\mind nere‘that epiphany refers to the perception of beauty:

i
\

only by an extefsion of its primary meanfng. If the radiant essence

§

. of a be1ng is unified and harmon1ous, the sudden apprehen51on of that
essence w1]1 be an aesthet1c experwence But Stephen S defwnd£ion of!
\,ep1phany as " as. sudden spiritual manifestation, whether «in the vu]gar1ty

- of speech or of gesture or in e‘memorable phase of the mind 1tse1f"

e1eér1y indicates that unlike objects,. human beings can, thnoudh some
:sseemingly tr%via] act, reveal the essence of their be{ng; or epfphanise:

. In-this sense; egiéhanise cdmes very ciose to what Hopkins medns by thénerb

to selve . ) .

4 . , - .
We have already noted that, for Hopkins, "a bare self, to which

no nature has been added, which is not yet clothed in or overlaid with .
a nature, .is indeed nothing, a zero, in the score or account of existerce"

(Sermons, p.. 146). Far from being a given, selfis something that must

° . L
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be attéined; self must ultimately become itself: "self or personality
then truly comes’ﬁnto‘beihg with tﬂe accession of nature/" (Sermons, p. 151).
This "coming into being", wHiéh is "the‘whole function" of every entity
' (Sermoﬁs, p. 151), is se1v1ng”, and to achieve this selving, to fu]f111
that function, each be1ng must assert its individual nature by _glgg or
being that which it is. Thus, for Hopkins, as Miller points out, “Selfhood
is not a static possession, but an activity . . . ,“22 and selving is,
as Péu] Mariani accurately defines if, "the concomitant‘actién of exisﬁence
;and of 1nq1v1dua1izing a pfedetermined nature.”23 In this assertion of
" self, each thing reveals its esgent1a1 nature, its guiddités or inscape,
_and,'in short, epiphahises:

“Each mortal thing does one thing and the same:
Deals out that being indoors each one dwells;
Selves -- goes itself; myself it speaks and Spe]]s,
Crying What I do is me: for that I came.

("As k1ngf1shers . . .3"Poems, p. 90)
This is not to‘say that selving is the same as ebiphanising; indeed, |
. the revelation of essence is only an efféct of selving. In becoming itself,
'éach thing becomes -that whi'ch God intends it to be --\”Acts in Gpd's
_ eye what in God's_eyé he is" (Poems, p. 90) -- and thus giQes,g]ory to
the Creator. Whereas for Joyce a persﬁn may or may not epiphanise,

Hopkin's view is that each thiﬁg must selve, since that i$ its pdrposé --

"for that I came." More importantly, while epiphanising requirés the active

participation of an observer, selving is achieved independently by non-human

<

22M111er, 296. ‘ | -
23Pau] L. Marian1, A Commentary on the Complete Poems of Gerard [
Manley Hopkins (Ithaca and London: Cornell University Press, 1970),

©p. 178,

\

/
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1 i

beings through the simple fact of their existence‘(since‘they can do
noth1ng bLt what they are), and by man through the copscious assertion
of his frég will. For Hopk1ns,.then selving has the quality of a moral
_choice. As Mi]]e} explains,

. if man ‘can mean to give God glory, he can,
necessarily, mean not to give~h1m glory. His )
complete fulfiliment of his nature, the selving
for which he came, s radiga]]} contingent. If

- the full accomplishment of his being puts him '
”b§yond all visible creatures", so also he can,

. because of his free will and its accompanying
self-consciousness utterly fail to be, in a way no N

othet of God's creatures can 2% “

e

Thus, whi]é selving invo]ves\epjphanising,\epiphanising does not’

necessarily entail selving, and the two terms cannot be used interchangeably.

. As we observed earlier in this chdpter, Beja identifies epiphany

‘not with inscape, but with the intimately assoc1ated concept of instress.
As defined by Hopkins's usage, critics agree, 1nstress has two spec1f1c'

meanings as a noun, which, as Peters boints out, can-be distinguished '

1

as cause and effect.
As a cause, instress is that intrinsic "force which keeps a

thing in.existence," "the energy of being by‘which'[as'Hopkins states it

25

‘all things are upheld',"”~ and which is an extensign of God's creative

and sustaining poWer. Thus, if inscape is the pdttern of a ‘thing's being,
instress is the inner "stress" or pressure, that which in his spiritual
writings. Hopkins calls “stress of pitch", which shapes that pattern;

| | . ,q
28%i11er, 296-97. S ' .

Peters, pp. 13-14. To this definition Gardner adds, " . . .
that natural (but ultimately supernatural) stress which determines an
inscape and kéeps it in being" (Poems and Prose, p. xx). ‘

125
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" it is, as Miller. observes, "the true source of inscapel"26 ‘It is as a

direct result of instress, then; that each inscape is distinctivé]y

" individual. Coogan is incorrect (due to her insistence' that inscape

4

is haecceitas) when she states that instress is "a principle of pressure

existiné 1n'the inscape by virtue of its distinctiveness;"27 instead,

instress is the principle of pressure which causes each inscape to be
distinctive, as Hopkins makes clear in his Journal when-he asks," -And"
what is this running instress, . . . which unmistakeably distinguishes

and individualises things?"&(p. 215). It is instress and not inscape, -

then, which is- the principle of individuation, the haecceitas of Scotus: °

"Is not this pitch. or whatever we_call it then the same as Scotus’

| /»J”ﬂgr/

1

ecceitas?" (Sermons, p. 151). S’

However, Hopkins uses instress to denote not merely the cause of .

inscape; but also the result of intense contemplation of that inscape,
and it isrthis second meanind of the word which corresponds to Joyce's

epiphany. As Peters explains, "in the act of perception thé”inscape

is known first and in this grasp of the inscape is felt the stress of being

behind. 28

This stress, or energy of being, the thing's instress, will,
as Hopkins puts it, "flame out, like shining from shook foil" (Poems,
p. 66), and the very being of the objecf will appear.as radiant. The

perception of this radiance, the result of inscaping the object, is

instress, "the specifically individual imﬁkession the object makes on man,"

or, as Gardner defines it, "the sensation of inscape -- a quasi-mystical

A?BM111er,/301. Cf: Thornton, p. 21: "The pattern of a thing was

its’ inscape, so that the force which made the pattern was its 'instress'."

27

Coogan, f1; my italics., . *~
28 '

Peters, p. 14.

r
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iJlumination, a'sudden perceptton s :_,"29 in short, an eniphany,-“a
sudden sp1r1tua] man1festat1on " Thus, while the ‘verb nscage denotes
the act of perceiving the whatness of a thing, instress, }Tke g1ghanx,
denotds the result of that perception; for both Hopkins and Joyce, 1ntense"

’contemplation leads to a moment in which thelwhole,being of an object
is "luminously apprehended"” and the observer sees that %t is "that .
thing which it is." \

- hor both men too; this moment is profoundly affectiye, produtingh
what Stephen terms‘"the 1uminous si1enthstaeis of esthetic pleasure,

. . . the enchantment of the heart.” As Miller observes of Hopk1ns, their

. grasp of the external world in the dynamic
- moment of instress [or epiphany] is as much emotional
as intellectual. .1t is a to€h1 possession of the ;
object [and hence, according to Joyce's defnnition,
the moment ie "static"] by the thinking, feeling,
: seneing subject. The'objeét is internalized [instressed
or epiphanised] by the subject., Hence, Hopkins
’ speaks repeatedly of instress as something deeply
fe]t not mere1y 1nte11ectua]1y realized.

T ‘ ' Of course, when we come. to the 1nstres$ or epiphany of natura1

. objects, ‘there is an 1mp0rtant d1fference be tween' the two concepts, for
what Hopk1ns ultimately knows 1n a moment of 1nstress is the omnipotence
and omn1pre3ence of God, for."The world is charged with the grandeur
of God" (Poems, p. 66), charged with His sp1r1tua1 energy or 1nstress

In apprehending the essential being of whatever is perce1ved Hopk1ns
apprehends Christ, who is 1n\anq part of'every creature, ”for‘Chr1st

plays in ten thousand places, / Lovely in limbs, and.lnve1y 1n'Eyes not

29Peters, p. 15 Gardner Poems and Prose p. xx1 oo
Omirter, 304-5. .« -

0
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To return to Miller,
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his/ To the Father . ; L (Eggﬁ§3 p. 90)* and it is from tnis particular
appréheneion thet much of his joy is derived: For’Hopkins, as Gardner
observes, there are two kinds, of- beauty, “immortal beauty", the sp1r1tue1
beauty of God's power and love wh1ch js to-be found in the 1nstress1ng
of everyth1ng in nature, and "mortal beauty”, which is pure]y,aesthet1c ‘

beauty.3]

For Joyce, however, there is only "mortal" beauty, and the
epiphany of ‘a natural object has ne explicit theo]ogica] implications.
Desp1te this d1fference however, the joy occasioned by both an

1nstress andlan.ep1phany is, to a great extent, a consequence of an

'1ntjmate re]at1onsh1p between subject and object, whether the object be

“natura] or.a work'of art. Like the epiphany, the moment of instress .

is neither wholly subjective nor wholly objective, but consists 1n

"a relation, a momentany c1osune of the gap between subject’and object.'ﬂ

1

.In the: moment of perception.a "stem of‘stress“

: [Hopkins's phrasel is created between subject
and object to which the subject contributes as

~much as does the object . .. [for only] if the .
beholder is able to return stress .for stress will
the moment of knowledge, the moment of coalescence’

of subject and object take p]aceu3a

It is through these crucial moments of union that both Hopkins' and Jeyce
are able to affirm the "1ne1uctab]e moda]%ty of the visib]e"/(U]xsses,
p. 373, the real existence of the objective world, and at the eane time
draw close to that world, avoiding the snere of sterile so]ips%sm with

which\Stephen ﬁust cope in A Portrait and U]xsseé, solipsism which would,

\

Voo

[
3lGardner, Gerard Manley Hopkins: A Study . . .,p. 18.°
3c \

Miller, .304.
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as Joyce r(@nized, prevent the artist from ‘reading ‘the "signatures of

- 1all things" {Ulysses, p. 37), and, ultimately, from affirming 1ife with

- ]

" the same "Yes! that concludes Ulysses. As Hopkins writes,

I have often felt when I am in this mood and felt

the depth of an instress or how fast the inscape

holds a thing that nothing is so pregnant and .

straightforward to the truth as simple yes and is. ‘
(Journals, p. 127)

- But, he goes on, such affirmations are impossible without the "stem
of stress between us and things to bear us out and carry the mind
over . . . ;" without this sense of union, .

we nnght not and could not say / Blood is red /
" but on]y / This b]ood is red /. or / The last blood
I saw was red / nor even that, for in later 1anguagev
not only universals would not be true but, the
copula would break down even in par‘hcu]ar judgements..
' (Journals, p. 127)

In short, we could never say, "Tt is." In’this sense, both ins,:t"r.;ess and’
epilphar—\y are af the sarﬁe time the Cu]mination of the process of aesthetic
apprehens1 on and the s‘tartmg point - for the process of artistic creation,
the moments of "art1st1c conception” wh1ch precede "artistic réproduction, -
folr it is 1in these moments that the artist comes to understand and -
assimi’la‘te his material. |

Having corisidered eaéh compohent of Hopkins's\ aesthetic in relation -
"to the concept of e;’)iphaniy, we 6en now delineate precisely the corres-
~pondences that exist between the two aesthetic theories.

In""On the Origin of Beauty," Hopkins i’nsists that' for beauty
to exist, "there 1‘(s a relation between the ‘parts‘ of the thing to each

other and again of the parts to the whole, which must be duly keot" and "

"that this relation is one of unity and harmony (Journals, p. 97). As we
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have é]ready‘seen, the principle bf unity and harmonyL+n~aﬁ(06§::t is

“its inscape, that which Hopkins calls “the very soul of art" (Correspondence,

-p: 135), and "the essential and only lasting thing" in é}t.33 Similarly,
for Joyce, beauty consists in ”who]eneﬁs gnd’symmetry", al“hanmonious"
aﬁd "exquisite" "relation of ;art to part‘in any esthetic whole or of an
esthetic whofe to its part of parts or of’any part to the esthetic
whole of which it is a part" (Portrait, p. 206), which unity and harmony
'is provided for by the integritas, or "wholeness" -- the thing apprehended
a‘ "selfbounded and se]fcontained" - and consonantia, ‘or harmony --
the th1ng apprehended as "complex, muitiple, d1v1s1b1e, séparab]e, made
up of its parts, the result of its parts and their sum, harmon1ous“
(Portrait, D. 212) -- inherent in the quidditas of a beautiful ObJECt.
Thus, the term inscape corresponds precisely ﬁo whatﬁdoyce calls 1ntegri£as,
consonantia, and éuidditaé. Joyce's next phase is the apprehension of
claritas, the very be1ng of the object, its quidditas apprehended as radiant,
and this Hopk1ns calls the "flaming out" of the instress of the object.

) Fina]]yz for both men, once these qualities havetbeen discovered
_through interse contémp]ation, through "groping" for "an exact focusﬁ,
the beho]def sees the thi;g for what it is, knows it immediately and
éntiré]y, and is unifed with it in a moment of instre;s or epiphany. At
this mément; "the subtle soul of the image" (of the object as.internalized,
" epiphanised, or fnstressed)vhas been ”disentang]ed" “from its mesh of
defining circumstances most exactly", and the artist is prepared to "re-
embody it in4artist1c circumstances” so that the reader can, in turn,

experience his own "sudden spiritual" moment. For both Hopkins.and

»

‘ 33The Further Letters of’ Gerard Manley Hopkins, ed., (London: Oxford
‘University Press), p. 373. - L
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Joyce then the artistic temper is what,Stephén calls the “c)aséica]
temper", which seeks to "piercerto the significant heart of everything”,
to "bend upon these present things and so fo work upon them and fashiog

them that the quick 1ntelligence may go beyond them [beyond the simple

still unuttered" (Stephen Hero, p. 78). Whatever name one ascribes to the

“moment, epiphany or instress, it is here that the "twin faculties" of

the artist, the selective and the reproductive, meet. . ¢
IWe noted earlier that the possibility that Hopkins's aesthetic ° -
of inscape and instress in any way inf1uenced the epiphanic aesthetic T

is, at best, Femote, and yet the close relationship between the two is

not to be dismissed as mere coincidence, for the sensibility and intell-

ectual temperament underlying each is predominantly Catholic, and it is
largely in the tradition of' Catholic thought that these aesthetic
theories find their common ground. As we have seen, both theoriesware
firmly rooted in scholastic natural theo]ogy, the fQundation‘of Catholic
philoéophica1 thoughti.'But the'influence of CathoJ{cism’was more than
intellectual, for it insti11ea in Hopkfns\and Joyce a special way of

seeing the world, a sacramental perspective.

Of Hopkins'"s Catholicism there can, for course, bé no doubt,

for even prior to_ his conversion, he was a High Church Anglican, or i °

Anglo-Catholic; and, as for Joyce, despite whatever animosities he may
have felt for the Church, its profound impact on him is$ again, Reyond

question. ﬂary Colum has said, "I have never known anyone with a mind

. so fundamentally Catholic in structure as Joyce's own or one on whom

the Church. its ceremonies, symbols, and theological declarations had

made such an 1'mpress.“34 As Geddes MacGregor has observed,

»

34Mary Colum,. Life and the Dream (Garden City, New York: Doubleday
and Co., Inc., 1947), p. 381. o
4
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No apostate was ever more irrevocably captivated Lo
by the Church from which the apostasy took p]ace.
f < " .ot ,Catho]1c1$m was so embedded in his mind : N
. 35 e

that he cou1d never who]]y escape the pattern.
If we are to.describe the aesthetic thedries of Hopkins and 3
Joyce as cath@ic, we must first establish the differenge be tween a

Catholic and. a Protejfant, or.more properly,.ap evangelical Protestant
36 % S

. aesthetic. ' . ///
. [ .

As the Church's "embassy of nimble'pleaders" tells Stephén;\

‘
!

_"The Puritan, the Ca]vinist the Lutheran were inimical to art and to

1 /
exuberant - beauty, the Catholic was the fr1end of h1m who professed to

~interpret or divulge the beautiful® (S teghen Hero, p 205) This is not.

to sdy that Catholicism enceurages- an attitude of "Art for Art's sake',

\

¢

ol . “ i v & L8
. for, as in the Portrait and its prototype, the Churchis representatives

are quick cb worn of the spiritual dangers inherent in such é-view (hence
Hopkins's oisg%vingsiabout the value of "mortal beauty"); nevertheless,

the Church has a]wa%i encouraged the product1on and appreciation of Qpe /
beaut1fu1, surroond1ng its followers %rom an” ear]y age wwth both iconographic -
and decorative «art and the not1on of "Art for Art's sake" did arise in a

o ) .
largely Catholic milieu. Catholicism then is mgre conducive, to the

., -

formulation of an‘aesthetjt‘view‘thai concerns itself with beauty, "the -~ °

L ad

Splenoour of truth", and "the *holy spirit of joy" (Critical Writings, p. 83),
< . A ¥

35Geddes MacGragor, "“Artistic Theory in James Joyce,"wn Connolly
p..224. "In the Portrait, Cranly makes the same ebservation Qg:EFSLepﬁ/’
"It is a curious thing, do you know, . . . how your mind is.supers
the re11glqn in which you say you d1sbe11eve“ (Portrait, p. 240).

36Cath011c here denotes those churches which emphasize the sp1r1tua]
value of sacraments and ritual-- the Roman Catholic, The Orthodox, and
the High Anglican (Ang1o Catho11c) churches - while Protestant denotes any
Christian Church which dods .not recognize sacraments as a means of atta1n1ng
salvation, ‘ ﬁ%
: e

)\V\
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will, Catholicism, as we have noted before, encourages the faithful
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than is, the more "antique" Protestant view that art must "instruct,

1

eleva#®, and amuse” (Critical Writings, p. 43).

Furthermore whereas the Protestant view is that faith is a

gift from-God, meted.out to certain select individuals according to God's

A

Sto actively seek faith and understanding through a process of intense

~

contemplation. Accord1ng]y, a Protestant aesthet1c i one in wh1ch

¥

1nsp1rat1on and revelat1on are viewed, as Wordsworth puts 1t as "a

I

leading from above, ¥ while a Catholic aesthetic emphasizes the‘reveﬂation\f

©of truth as a reward for active seekwng on‘éhe part of the beholder,
l"

" -and it is prec1se1y this v1ew that character1zes the aesthetics of Hopk1ns

¢

and Joyce.

But where Catholicism differs most from Protestantism, and what
‘ {

© so fundamentally affected the aesthetic view of Hopkins and Joyce, is -

the Catholic emphasis. on the sacraments and their accompanying rituals.

?

! A, .
A sacrament is a visib]e sign of God's 1ove and omnipresence .

3

through wh1ch one may achieve a: state of grace character1zed by a sense

c/'

of joy and harmony betweén\\he self and all that is npt the self; the

~

sacramental process 1s\one o?““ff1rmat10n, reconciliation, and bond1ng

JFor Hopk1ns, al] of nature was a visible sign through which, when the s1gn
had been apprehended through the process of 1nstress he Qrew near to God and
all thét He created; as he wrote of a biibbe11 ! knon the beadty_of gun

Lord by it" (Journals, p. 199). For‘Joyce, the world was filled with

signs, not of God, but of beauty and truth, and.of the signifidance of

: <
even the most apparently, trivial (as Ulysses makeg abundantly clear),
and these signs couldibe apprehended in sacramental moments of epiphany.

H1SWV1ew of the wor]d was, as he wrote in Finnegans- Wake,: “panep1phana1"

In both these aesthet1cs tﬁin, the select1ve facu]ty approaches the wor]d
. #

: M .
G . .
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LN




oy

13

new insFapes which, once contemp]ated and apprehended, cou1d Tead the

[N

in a way that-is sacramental and characteristically Catholic;, the
importance of the sacramenta]vtenper is, however, not limited to the

sé1ective faculty, for it explains.as well Hopkins's and Joyce's riems of

the function of the artist and dictates the‘nature of their reproductive

faculties. Both men sought aot only to apprehend but.to create v1s1b1e

signs by transmuting their exper1ence into sacraments of 11fe ~ T
For Hopkins, "matter and meyning is essent1a1” to poetry, "but:

only as an element necess;ry to support and emptoy the shape which 1s’

contemplated for its own sake." Thus, he, requ1red of the reader the

same intensity of vision with which the poet had selegted his material:

"the ingcape must be dwelt on" (Journa]sm p. 289). His use of peculiar,

4 ]

compressed diction and syntax, and his fondness for sound patterning and

rhythm stem from his desire to create intricate and highly individual

reader to'a moment of instress in wh1ch g1ven the "matter and meaning"

{
with which each of h1s shapes, is supported, he cou]d exper1ence a'%acra-

menta] sense of union w1th the poem and the poet and with the world
of inscapes and its creator. C(reating out of his epiphanic experience

of the world, Hopk1ns constructed poems which correspond prec1se]y to
‘ ’

St. Auguzﬁane s def1n1t1on of a sacrament "they bear a s1m11xude to.

v

) §
gs of which they are Sacraments; they are celebrations

those th X
‘commemorat1ng an e@en{ in such a way that what is signified is perce1ved "37
- K4
What Hopking's sacraments commemorate is God's all-pervasive beauty ) o
nd his own exper1ence Qf that beauty, they are ded1cated "to the Greater,
37J R. Quinn, "The Theoﬁogy of Sacraments, " ?ﬁe New Catholic ‘\’

Encyclopedia, The Catholic University of Amer1ca (New York: McGraw-Hill,
1967), Vol. 12 p. 806. v . ‘

v




.- ~ artistic Tife of its own . . . for their mental,

't1on, transmutmg t& daily bread of expemence into-the rad1ant ‘body -,

T K*‘ig‘ ' 80
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Joyce's ep1phamc aesthetm functmns for h1m dn very mucCh.the
same way, and though, of course h1s pr1mary aim is aesthet1c and not
rehgwus, his method.is based on the sacramental process, as he r:epeatedU‘ 0

makes clear in his early essays and in the Portrait. ~As Van Ghent has

‘pm‘n‘ted,ou’t, Joyce's is "essentially a religious in;e‘r‘prepat'ion of the

‘ , . { . : -7
nature of reality and of the artist's function."38 cL '

Joyce's brother recalls that.Joyce once asked him,

[jon‘tuypu tﬂnk, . . . » there is a certain resemblance.
between the mystery of the Mass arid what I Eam ‘trying ‘
to do? I mean that I am trying in my [art] to give . jad
people some kind of inteﬂgctua] pleasure or

spiritual enjoyment by converting the bread of .
eyeryday life into something that has \‘,a perméﬁent e

moral, 'and spim’tuafupﬁft. . 39 R

r Lo
And -in the Portra1t Stephen sees himself as " a priest of eterna] imagina-

Q
of everhvmg Tife" (Portraﬂ:, p 221). Here we find the ep1phan1c process - '

restated in terms of the sacrament of the Eucharist, "and for good reason

‘ L

For Joyce, the h1ghest form of art was the dramatic form, wherein "life |
~ -,

is pumﬁed 1n and reprOJected fro«ﬁ the human 1mag1nat1on,” and the process
by which this is ach1eved, the ep1phamc process, he calls the "mystery

¥

of estﬁétjc" (Portrait, p. 215), recalling the phrase "the mystery of.

38Van Ghent, p. 72. Unfortunately, Van Ghent does not elaborate on
this point; Florence Walzl has noted that Joyce "belijeved the artist's
creative act was analogous to the eucharistic change effected by the priest
. . and stated that this view "had its probable or1g1n in the Mass"
(437), and Levin observes that the "reader of Joyce is continually reminded
of the analogy-hetween the role of the artist and the priestly dffice" (p.28).

395tan1siaus\doy e, My Brother"{s Keep_, pp. 103-4.

G . “ ! !
\




)i

2

the Mass." - ‘ - 0 o

-~ {-

\-are essentiaﬂy synonymous.40 The artist then produces works of art

. which, 1like religious sacraments, are not epiphanies ih/theﬂtselves,

but which can, in a moment of epiphany, "arrest" the participant (the )
r.eader), and, as Joyce 1'ns1'.sts art must, unite him with the human condi-

tion (Critical writingL, p. 144); Joyce's aesthetic sacraments commemorate

and"stand as visible manifestations of "the everlasting hopes, desires

and hates of us" (Criticgl-Writings, p. 410), affirming life as the
Eucharist affirms Christ's love.

In the Portrait, Joycs% emphasiies the sacramental nature of his

~
“ -

aesthetic by verbally linking the scene in-which Stephen ponders a call

to the pr1esthood with the final, exultant lines of the novel, and by

simﬂar]y aning Stephen's view of himself as an artist before his epiphany

' on the beach to that of h1mse]f afterward

Prior to Stephen's ep1phany, as we are told that "In vague
sacm ficial or sacramenta] acts alone his w1H seemed drawn tbo go forth to '
encounter -reality . . . ," but that his ”destmy was to be elusive of soc1a1

R

or religious orders" (Portrait, pp. 159, 162\; my italics). Afterwards, on '

the beach, he h‘ears‘.his name called, "the name of the fabulous artifieer,". )
and sees himself as "the artist forging anew in his workshop out of the |
sluggish matter of the earth a new soaring impalpabte 1'mper1'shab,1e being"
(p. 169), and here we find the "mystery of esthetic" described a‘n purely

Secular terms. Then, "alone . . . unheeded, happy and near to the wild

\:‘,

-

' 4OQuinn, p. 866 "The word® 'sacrament' is . . . the Bnglish eqm‘va]e‘nt ,
of the 1a?£ ramentum, which, in turn, is one of the ways in which the

Greek word mystery was rendered . . . , [and] gjtsﬁfeh'gious use
is parall R

+ PR

~

.
.

2 ' " L. |
As Joyce would have been aware, the words "mystery" and '!sacramen/:c,:b -~
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- heaft,of life," Stephen perceives the “gayc]adf1ightc1ad figures of =

- children and girls." As he focuses his "spiritual eye" on Qné of the

¢

\figures, his mind takesxin the simple image of a girl, which his‘imagina—
N \ '
\ ,
Q tion then transmutes "1nt0{the likeness of a strange and beautiful seabird:"

H&r—tong—slender bare legs were délicate as a
crane's and pure save where an emerald trail
of seaweed had fashioned ‘itself as a sigh upon . .
the flesh. Her thighs, fuller and softhued as : : .
ivory{.wefe bared almost to the hips where the: . ‘ »
white fringes of her drawers were kilted boldly | o
about her waist and dovetailed behind her. Her
bosom was as a bird's soft and slight, slight and ' i
1 soft as the breast of some darkplumaged dove. : . . P / " -
‘ ‘ ' (Portrait, p: 171) . A

- Through this imaginative transformation is révea]ed{her quidditas, "the

wonder of mo?ﬁa] bgauty;" "Her image had passed into his soul.for ever

\]

, and no word had‘brokén the holy silence of his‘ecstasyf and Stepﬁen
is moved "to recreate life out of 1ife" (p. 172). Here, in describing
the effect of the experience upbﬁ Stephen, Joyce uses religious dictioﬁ . I’?

.. ~far the first time-since before the epiphany.

+

Later, in the aesthetic discussion in‘which Stephen comes to an

intellectual understanding of what hé has Tearned iﬁtuitive]y'through

a

his epiphany, he describes just such -a moment ‘of "holy silence" as an
’ ' \ I3
n n

instant of "luminous silent stasis",'wherein that §upreme quality of
R ' /? " , ~\" . ’
beauty, the clear radiance_of the esthetic image, is apprehended . . 'g?u

-and when he concludes, "The e%thetKF image in the dramatic form is =~ 7
3 LS o

i

1ife purified in and reprojected from the human imagination,' the reader

is reminded, as Stepheh is reminded-at an unconscious 1eVe1, of his "re- -
projection" of the girlemp the beach as a seabird. That Stephen is here

recalling his epiphany and feeling its immense effect onlhim’is clearly

A
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indicated by the fact that, as .the scene closes, his arrbgant aloofness _
" softens, and he -perceives his Jbé]oVed"'in much ;he same way he had perceived
the bird-girl: "And if he judged her harshly? If her life were a simple

rosary of hours, her life simpie and'strangg as a bird's life, gay

n the morning, restless all day, tired at sundown? Her heart simple

-

3 : - .
and wilful as.a bird's heart?" (p. 216). It is this recollection of

Qﬁét he regards to be a "hb]y" experience'that alters Stephén‘s view of
the esthetic process, and it becomes‘the "mystery of esthetic", a "sacra-
_mental gci” through ‘which he might encounter reé]ityil

Tﬁe next mérning, he awakes to "an enchantment 6f the heart”,
and in. this epiphanic Tément his be]dved's‘”strange wilful heart" is
keprojéﬁted as ”rdse anq érdent 1ight"; she becomes the ”1ufe of the
fa]]en-seéaphim,"’the material ﬁut of wh%ch Stephen begins fo\create a
vi]]ane11e.4] ‘Crea£ion becdmes a sacramental act, and Siéphen's feeling
before;his“epiphany-on the beach thqt he "would never swing the thuribfe
" before the tabernacle as é priest" (p. 162) is transformed into an image
o; the earth as a-"sw1ng1ng sway1ng tenser, a ball of incense" (p. 218)
~ which he wields in his poem to commemorate the obJect of h1s 1nsp1rat1on.
.In h}s aesthetic exper1ence, Stephen's new view of the artistic process
transforms bjs view of himself, and "the artist forging . . . dut of
the s]uggjsh matter:of the earth a new soaring impalpable %mperishab]e’

being" is now described in sacramental terms, becoming “a_pr%est,of

- . X

41In Stephen Hero, the "trivial incident" which leads Stephen to
explain epiphany also !set him composing some ardent verses which he entitled
a "Vilanelle of the Temptress" (p. 211); that Joyce should refer to the
subject of the villanelle in A Portrait as "the temptress of Stephen's
villanelle" (p 223) suggests that, tegether with the aesthetic discussion,
this section is a revised version of the 1ess dramatic explanat1on of
epiphany in Stephen Hero.

\ N . o o “
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eternal imagination, t;*an'snju'ting the daily bread of experience' into
. the radiant body of everliving life" (p. 221‘). He has discovered the

new termjnology He required to ex{lain thea process of "artiétic reproduc-

’

tion".

This new perception of the artist's sacramental function is, for V.

,Stephen‘,'a "memorable phase of the mind" wh\ich sparks another epiphany

in which he apprehends the Y'radiant image of 1§he éﬁcharist," and Joyce's

K

choice of words here is intended to remind us yet again that the process
of aesthetic perception .culminates in the apprehension of "the clear

radiance of the esthetic 1‘mage." That the creative process stems from

i

. this apprehension is reinforced by the fact that this "radiant image", °

“uni ted" by the imagination with "his bitter and despairing thoughts,"
immgdiately provides Stephen with the final two tercets of his villanelle.

!

But it is not until he allows this epiphany to draw him away from his |
bitter .thoughts into a eucharistic moment of sympathetic union with "jché =
‘temptress o1l° his villanelle" that 'he is able to comp]gte the poem. As
he does so, his heart: is filled with "a. telnder' compagsion”, and, "'lik\e

a cloud of vapour or like waters circumfluent in space the liquid letters

¢

of- speech, symbols of the ,elément.of mys tery, falo_wed forth ovgr’his brain”
(p. 223),’an‘d he is able to write the 1as£ two 1ines. Again_we find -the . _____
word "'myster‘y" employed as image 'is‘.'trahsmuted in\to art, and to emphasize
the relation .be tween this eucharistic _transformation and Stephen's percep-

tioﬁ of himself as priest, Joyce adds the word "element", which, in cqntéxtg

v .

with "mystery", signifies the bread and wine which the me_ est transmutes

into Christ's body and blood. *2

T

\ 2cf. " ‘Portrait of the Artist" (the brief essay which served as the

v first draft of Stephen Hero and the Portrait): "he bent upon his handiwork,
" bringing togither the mysterious elements . . . "(Portrait [Viking Critical’
ed,], p. 26%1).

4 : &
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Thus, just as.the retreat Stephen undergoes earlier in the.
novel leads him to embrace ,for(a tirrfé the Catholic reHgion,' his ep'iphiany
on the beach, its explication in the aesthetic discussion, and the
resu]tiﬁg epiphany of_the "temptress""and the creative act it prompts
lead him to unders tand and accept his vocation as an artist. After the
religious experience,'Stephe’:n is moved to receive the Sacraments; ’“after.

his ae‘sthetic experiences, he is moved to create them. As the. novel

~concludes, Stephen, having Jearned how, goes forth "to encou.ntgrer
1]

the miHioﬁth time the 'reajity of expedience" 1in "sacramental acis

which, when he is ready .(for his is as yet a novitiate) , will allow

v

him to create "the uncreated conscience" of his race.

— -




Conclusion

In this thesis, we have. seen that Joyce's con‘ce‘p't of epi pha;n'y ,
is central to h‘is understanding of the process of aesthetic apprehens;oﬁ
and creatioﬁ and of his function as an artist, and that properly ynder-
stood, the concept provides insight into what Joyce's art is intended
to accomplish. . R
\ On one level, the concept, as we have seen in our discussion
0'1: the Portr.aoit,\ served Joyce as ; gtructural device through which a
character, his growing awareness of himself or his surroundings, a\n

¢ :
environment, or a condition could be dramatically rendered. On another

level, the operation of the epiphanic aesthetic p'rocess.aﬂowed J‘oyce |
to transmute.as much of his experience as he chose -- and a vast
‘majér“ity of his material is drawn from this source -- into gesthetic
sacraments, works of art in wiich the reader is forced to 'encdunter

the reality of experience, in which life 1is recreated out of life.
Because‘qf\ his view that any image or imﬁres;ion' "'re-embbdied" or

’ reprojected in carefully seleéted’dramatic contexts could provide-a . .‘
mément o‘f fnéight and sympathetic union between the reader and the artist,
His art, and his materials, no portion of the "daily bread of experience”
was‘ too 1ns1’gn1‘f1‘cén} to become an element in a cbmmémoration'of "the °

R
.everlasting hopes, desires and hates of us," as is evident in Ulysses.

In the Portrait, Joyce dramatically renders the ?mpﬁca}tions of

, epiphany for the artist; in Ulysses he exte:nds those implications from the
aesthetic to the ethical realm, for there Stephen comes to understand’
that “in sacramental moments of epiphany he can unite spiri tuaﬁy not

only with the objective world, but more importantly, with the selves that

a7
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_'pop'u]ate‘ that world. In Bloom's kitchen, Stephen accepts Bloom's .
hospitality "seriously as they [dm’nk]‘in Jocoserious silence Epps's
massproduct, the c\reature cocoa" (Ulysses, p. 677); they share 1'1
the prod‘uct of fhe Mass, the eucharigt, and in that communion, they
‘are united, at one. They became "Stoon' and "Blephen" (p. 682) sitting
in sacramental sﬂénce, "each comtemplating thg other in both mirrors
of thé reciprocal flesh of theirhisnothis fellowfaces " (p. 703).
Ej)iphany then provides not only a means for the artist to create, bt
“also a way of intereacting with ‘humaﬁity. o

The function of the epiphany is to unite man with humanity,
to reconcile him with 1ife, just as it allowed Joyce to reconcile his
religious and artistic selves. In  the 'brief‘gss/;y, "A Portrait of
the Artist", Joyce wrote of the character who would beéome S tephen,-

1ittle by little he began to be conscious
of the beauty of mortal conditions. He remembered
a sentence in Augustine -- "It was manifested unto :
~me that those things are good whieh yet are cor?'up'ted;
which neither:if they were supremely good, nor unless
they were good could be corrupted: .for had they been
supremely good they woy’ld have been incorruptible
but if they were not goad there would be rlloth,i\ng
in i:hem which could be corrupted.” A phi losophy
. of reconcilement-. . . ¢ .
("A Portrait of the Artist" in
‘Portrait, p. 263)
As all of his works mke clear, SO was it also manifested unto Joyce,
and this is the phﬁosophic view underlying the epiphanic aes tﬁetic.

The purposeof Joyce's art is reconciliation:

o

. . . to reunite the children of the spirit,
— jealous and long-divided, to reunite them against

fraud and pri’néipaﬁty_. A thous.and eternities were

v
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. " tolbe reaffirmed, divine knowledge was to be ‘ P

o~ .
. “.  revestablished . . . . o
LT ~(in Portrait, p. 261)
It is precisely this reconciliation and reaffi rmation .for which .
' the epiphany provides. ‘ , I
{
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