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ABSTRACT

Daedalus, Dedalus, and Joyce

by

James Robert Kingman

Stephen Decialus, James Joyce’s charactérization of himself in 4 Portrait of the
Artist as a Young Man (1914-15), is often interpreted as a young man who sets
out with great artisti;c‘ambition but meets with utter failure. The image of
Icarus, hubristically flying too close to the sun and drowning as a result, is often
used to characterize the aspiring artist. However, the story of Daedalus and his
son Icarus is a complicated myth rather than a mofality fable. The imagery of
the myth also includes the labyrinth, the Minotaur, Ariadne’s thread, and other
elements that are used subtly by Joyce to relate the story of Stephen’s rejection
of religion, nationaﬂ_ity, and family. Joyce, an author with an encyclopedic gréé‘b‘
of literature, philosovphy, history, and art, appropriately structures Stephen’s
development in a myth centered on the world’s first exiled artist. Though it
may seem paradoxical that an author consciously rejecting reliance on outworn
ideas of the past would use myth—the oldest surviving literary influence—to
scaffold his novel, a careful consideration of the entire myth in relation to
Joyce’s writings reconciles the apparent contradiction. Through an
investigation of these themes, this essay deepens our understanding of the

relationship between creator and creation.




L Introduction: Joyce and Myth

Et ignotas animum dimittit in artes
OVID, Metamorphoses, VIII, 18

The epigraph adoming A Portrait of an Artist as a Young Man sets the tone of th<;
work that follows. James J oyce chose this epigraph to define his protagonist as an artistic
explorer in the Classic mociel. Ovid was a Roman historian and poet who, in
Metamorphoses, catalogues the religious and historical traditions of the Greeks. It is hard
to overestimate Ovid’s contribution to the understanding of Greek Mythology. Joyce
implies that he is presenting a hero of the oldest sort; but filtered—Ilike all knowledge and
cultural conceptions—through the lens of foreign observers and distant history.  This
epigraph translates és“‘And [Daed_elus] altered/improved the laws of nature” (Hochma'n)j:fr
or “he set his mind to sciences never explored before, and altered the laws of nature”

(qtd. in Scholes and Kain, Wérkshop 267). Criticscuniversally consider Stephen Dedalus,’
the novel’s protagonist, to be an autobiographical representation of James Joyce. By |
selecting a passage without an antecedent, Joyce leaves the subject of the epigrabh
indefinite. This construction implies that Stephen or Joyce himself has set his mind to
change the laws of nature in the creation of the novel, a bold claim either way. Posterity ;
has demonstrated that Joyce has, in fact, made an impact on the laws of literature, but
Joyce makes this claim as thé preface to his first novel. Fitting for an adamant classiciSt‘:;
the boldness of such a claim about himself can best be described as hubris.

In James Joyce’s 4 Portrait of the Artist asia Young Man, layers of nuanced

allusion and subtle language combine with Joyce’s innovative narrative technique.




Mundane life experiences meld together with epiphanic reflection to explore the
development of an artist’s rriind. To accomplish his literary goal, Joyce wrote a version
of himself into the text. Stephen Dedalus is a pseudo-alter-ego of the author, both
creation and creator. But Joyce did not merely use his own experiences to create the
story that represents a version of his own life. Throughout the novel, Joyce uses outside
sources from literature, music, religion, Ireland, and myth to help depict the experiences \
of his hero/protagonist. Joyce, using his famously encyclopedic intellect, took interest in
history, philosophy, language, and religion. The crossroads of these subjects, mythology,~
provided a rich source of allusion and structure for Joyce. He used myth extensively, |
primarily Greek myth, drawing heavily from the Daedalus-Icarus myth system.
The nature of myth merits exploration. Primary sources for myth do not exist.
The word itself connotes falsehood, but myths are not exactly lies. Rather, they are
stories that posséss the power of explanation. Some are etiologies that attempt to provi"d'ev
spiritual explanations for natural occurrences, but others are far ,moreﬁcompli_cated and ~
have no single purpose. Regardless of their truth value, it is hard to overstate the impac't’_._
of mythology on Western culture. Joseph Campbell, authority of myth and author of The
Golden Bough, used Joyce to articulate his assessment of myth’s influence on literature:
Though man’s environment greatly varies in the corners of the planet, there is a ':.
marvelous monotony about his ritual forms. Local styles of the century, nation,
race, or social class obviously differ; yet what James Joyce calls “the grave and
constant in human experience” remains truly constant and grave. It arrests the -
mind, everywhere, in the rituals of birth, adolescence, marriage, death, installation
and initiation, uniting it with the mysteries of eternal recurrence and of man’s
psychosomatic maturation. The individual grows up, not only as amember of a
certain social group, but as a human being. (21)

~ The characters of mythology personify both ideas and ideals. According to

Stephen Kershaw,-in his 4 Brief Guide to the Greek Myths, “In essence Greek myths aré.




traditional tales relevant to society, they are ‘good to think with’” (10). A few crucial -
aspects of Greek myths are relevant to this discussion. Myths are a “set of variants of.thé
same story which exist... independently,” they cbngei'n the supe;matu;al or the heroic,
they are traditional, and they are “relevant to sociéty” (Kershaw 21).

When Joyce created a characterization of himself, he chose a myth to frame his” |
Bildungsroman. This seems ironic for an author who was so immensely concerned with
challenging outworn convention that offered what J oyce considered undo or problematic
influences, an idea that Tbsen and others propagated and critics have termed ‘mortmain.” -
The author’s relationship with this concept is articulated by Herbert Schneidu:

Fear and loathing of mortmain suffuse the early work of J ames Joyce... "
Ireland’s seedy reverence for the past was for him a form of lotos-eating”
that narcotized the populace, allowing it to forget the oppressive present
but also blotting out the most obvious needs for reform... Appalled by the
difference between that his body told him and what Jesuits had taught, the:
young Joyce concluded that sexual life in Western countries was corrupted
- by hypocrisy; clearly it needed probing reexamination and discussion...yet
the hold of the past kept its victims from demanding this. For Joyce, the
Irish attitude toward the past created an atmosphere that suffocated souls: -
in their cradles-and made escape impossible: it.was laid on everywhere,
like a gas. (4-5) o

Though Joyce was concerned with mortmain, he used myth extensively. For Joyce, myth

is exempt from being a specter of the past.

Critics have often observed that Joyce used myth to structure his novels, but the * o

focus on Joyce’s use of myth in 4 Portrait has been consistently overshadowed by his
extensive use of the mode in Ulysses. In what is “perhaps the most influential
formulation of its time” (Block 18), T.S. Eliot famously states in his 1923 essay,
“Ulysses, Order, and Myth,”’ that “I hold [Ulysses] to be the most important expressiori a

which the present age has found; it is a book to which we are all indebted, and from




which none of us can escape” (Eliot 424). Eliot, himself responsible for The Waste Land
in the same year as Ulysses, refers to a ‘mythical mode’ that breaks from the past. “In
using the myth, in r‘nanipulati.ng a continuous parailel between contemporaneity and ; a
antiquity,” Eliot writes, “Mrv.j Joyce is pﬁrsuing a method which others must pursue aﬁe? 1
him...It is simply a way of controlling, of ordering, of giving a shape and a signiﬁcanc¢ ,
to the immense panorama of futility and anarchy Which is contemporary history” (426).4_
This classic praise of Joyce’s method is not, however, extended to A4 Portrait. Eliot
specifically states that “The novel, instead of being a form, was simply the expression o\f
an age which had not sufficiently lost all form to feel the need of something stricter. Mr”.ﬁ_
Joyce has written one novel—The Portrait [sic]. .'.'I do not suppose [he] will ever write:
another “novel” (426). He states that it is Ulysses, not A Portrait, that permits authors Fo H
“instead of the narrative method.. .now use the mythical method” (426). The earlier work
is considered a completely different type of work than Ulysses.

It is not the intent of the present essay to establish that A Portrait is structured -
around myth in és extensively or as successfully of a manner as Ulysses. However, the
trend in criticism indicates that because Ulysses is such an exhaustive‘ and exploratory .
text, the tactics used in the work are all inherently' new to Joyce’s work. Eliot is not the ;:“
only. esteemed criﬁc who hés placed 4 Portrait sqﬁarely in a different category than
Ulysses. Northrup Frye placés it, with Defoe’s Méll Flanders, a Novel-Confession while.
Ulysses alone is called a Novél-Romance-Confession-Anatomy (Denham 1 15-1 16). Frye
does grant that A Portrait is ﬁbt a normal novel, but that is because of its |
autobiographical influence, and the “theoretical and intellectual interest in religion,

politics, or art” that are “alien to the genius of the novel proper, where the technical




problem is to dissolve all thcbry into personal relationships” (313). Itisnota
consideration of anything mythical in form or content that marks 4 Portrait, according to
Frye. What justifies Ulysses'.{:_and not 4 Portrait is:the following speculation:
If a reader were asked to set down a list of the things that had most
impressed him about Ulysses, it might reasonably be somewhat as follows.
First, the clarity with which the sights and sounds and smells of Dublin
come to life, the rotundity of the character-drawing, and the naturalness of
the dialogue. Second, the elaborate way that the story and characters are
parodied by being set against archetypal and heroic patterns, notably the -
one provided by the Odyssey. Third, the revelation of character and
‘incident through the searching use of the stream-of-consciousness
technique. Fourth, the constant tendency to be encyclopaedic and
exhaustive both in technique and subject matter, and to see both in hlghly
intellectualized terms. It should not be too hard for us to see that these -
four points describe elements in the book which relate to the novel,
romance, confession, and anatomy respectively. Ulysses, then, is a
complete prose epic with all four forms employed in it, all of practically
equal importance, and all essential to one another, so that the book is a
unity and not an aggregate. (Frye, Anatomy 314)
This is a reasonable standard to test Frye’s theory of modes in previous sections of his - -
essay, but 4 Portrait does not receive the same consideration. Rather, 4 Portrait is
pigeon-holed into the category of the “introverted, but intellectualized in content”
confession “when we find that a technical discussion of a theory of aesthetics forms the ~*
climax of Joyce’s Portrait” (Frye, Anatomy 308).

Even when the mythic modes of A Portrait and his later work are compared, thef.: .
earlier novel receives an honorable mention rather than a close examination. Gould
claims that “The simultaneity and coincidence of meaning [in Ulysses and Finnegan’s -
Wake] is, in effect, the open-endedness of mythic thought, available in a development
from the epiphanies of Portrait” (131). Because of the excellence of Joyce’s later novei:s‘,

the place that critics go when exploring the use of mj}th in Joyce is almost always to

Ulysses and not to A Portrait. The significance of the use of myth in the development of




Joyce has been acknowledged as a precursor, but not as an end to itself, such as the claiﬁ
that “Portrait cunnin'gly exploited [Joyce’s] own autobiography, but also, with the
Daedalus symbolism, opened up the strategy of overlaying the past, like a template, on '
the present. Ulysses was a triumphant result” (Schneidu 11). | :

Some consider the scope and significance of Ulysses so much greater than 4
Portrait that the epic does not dwarf the shorter wdrk, but it is the only reason that 4
Portrait is considered at all.v “The Portrait of the Artist seemed to me a rather cold and
priggish book,” writes Wyndham Lewis, “It is wel'l done. ..and that was all ...No writing
of [Joyce’s] before Ulysses would have given him anything but an honourable position as
the inevitable naturalist-french-influenced member of the romantic Irish revival” 91).
Most critics do not have this extreme of a position, but the disparity in critical acceptance
is near universal.

E.M. Forster has no patience for any of dece’s attempts at structuring around - '
myth. Ulysses is “a dogged attempt to cover the universe with mud, it is an inverted -
Victorianism, an attempt to make crossness and dirt succeed where sweetness and light'E
failed, a simplification of the human character in the interests of Hell” (178). The
reliance on myth is “like a bat hanging from a cornice” (178). Not only does it not settlé."
with Forster, but he asks of the structure of the novel “Does it come off? No, not quite” |
(179). These observations should be taken in light of his disclaimer that “Ulysses
(Shakespeare & Co., Paris) is not at present obtainable in England. America, more
enlightened, has pfoduced a mutilated version without the author’s permission and
without paying him a lcent” (i 77). Forster’s only consideration of Stephen is that he

“tries to explore his life th'rongh the intellect...and now he is worked into this epic of




grubbiness and disillusion” (179). It is unclear precisely how oblivious Forster was to
Stephen’s disillusionment in 4 Portrait.
Probably alone among critics in her claim that A Portrait is superior to Ulysses 1s .

Virginia Woolf, who claims that 4 Portrait showed that:
In contrast with those whom we have called materialists, Mr. Joyce is
spiritual; he is concerned at all costs to reveal the flickering of that .
innermost flame which flashes its messages through the brain, and in order
to preserve it he disregards with complete courage whatever seems to him
adventitious, whether it be probability, or coherence, or any other of these’
signposts which for generations have served to support the imagination of:
a reader when called upon to imagine what he can neither touch nor see.
(Woolf 109) ’

Of course when she wrote this, the invocation to “not take it for granted that life exists

more fully in what is commonly thought big than in what is commonly thought small” ) 1

was for “Any one who has read The Portrait of the Artist as a Young Man or, what

promises to be a far more intéresting work, Ulysses, now appearing in the Little Review”

(109), dating her criticism during the serial production of the epic. Once the remainder of

Ulysses was published, she retracted her praise for Ulysses and claimed that it was

“‘underbred,’ ‘the book of a self taught working man,’ [and of] ‘the Work of a queasy
undergraduate picking at his pimples’” (qtd. in Ellman 528). So even though she was
virtually alone in considerihg A Portrait to be the more inspirihg modernist form, this -~
position comes by default.

The lack of consideration for the subject of the labyrinth myth in 4 Portrait is
striking. White spends a cons;,.iderable segment of an essay called “Mytholbgical Fiction"’”
analyzing the central position of the labyrinth myth and the town of Bleston in Michel Z:
Butor’s “Passing Time” (84-89). Butor himself is an essayist on Joyce as well as an

author, and this essay considers Joyce’s mythological work—UlysseS, that is—quite




extensively. Two influences on Butor’s novel, thej labyrinth and A4 Portrait, have a cleaj‘;
correlation that is .conspicuously absent from print. Frye considers the “intricate schem_é ,;'
of ’parallel contrasts” (314) of Ulysses that places “The romantic archetypes of Hamlet
and Ulysses are like remote stars in a literary heaven looking down quizzically on the |
shabby creatures of Dublin obediently intertwining themselves in the patterns set by their
influences” (314). Though it has not been considéred to be the case by critics in the past,
similar archetypes are included in 4 Portrait—those of Theseus, Icarus, the Minotaur,
and Daedaius.

The consideration of é comprehensively mythic structure behind 4 Portrait is S(>):‘ :
untouched in criticism that the most extensive source is Diane Fortuna’s unpublished
1967 doctoral dissertation “The Labyrinth of Art: Myth and ritual in James Joyce’s
Portrait of the Artist as a Young Man.” This dissertation for a philosophy degree
considers anthropological and sociological contexts which frame the use of the labyrinth
as an image. Init, she explains that:

A Portrait of the Artist as a Young Man is essentially a mythic novel because -
both its form and its content are drawn from contemporary accounts of the ‘
labyrinth myth. No novel has ever wound itself through so many repetitions
of prior incidents, so many recapitulations of terms associated with winding.
corridors, thread_:s and mazes, so many deliberate passages in which the
protagonist seems to be involved in an intricate initiation that includes caves, '
gates, circling dances, nets, divination, auguries, ritual births, death, and _'
rebirth, riddles, hidings, escapes, and finally ascension. Here the presence o‘_f
these terms simply evocative, the reader might assume that they constitute the
basis of a highly eccentric vocabulary. But when the name of the main ,
character is Daedalus, the implications invite further exploration. (Fortuna 50).

Her treatment and theme are excellent, but lacks a consideration of Joyce autobiographic
and exploratory artistic intentions. She focuses, successfully, on the structure of 4

Portrait being a labyrinth, bu_t does not focus on the development of Stephen and what




that reveals about Joyce as an artist. Depending on her insight but departing from her .

conclusions, this essay will explore the mythic mode of development in Stephen Dedalus.
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II. The Daedalus Myth: More than the fall .
This paper will be limited to the mythological cycle of Daedalus and Icarus. The
numerous characters within this myth are driven by different desires and represent manﬁf ”
of the tensions in A Portrait. All of these, however, are bound by a ccntral structure: th-ek

labyrinth. T will demonstrate how the structure and allusions in 4 Portrait necessarily - ,

connect it to the labyrinth myth. Though the historical criticism considering Stephen

Dedalus as a Daedalus or an Icarus figure is well-informed, the protagonist is represented

by nearly each character involved in the myth. The representations of these characters -
create a complex but coherent whole that presents truth in accordance with the aesthetic -
theories that Joyce articulates in his early essays and in A Portrait itself. This

representation of truth explains why the Irish author so concerned with escaping from the

heavy influences and traditions of the past chose a Greek myth as the uniting structure of

his novel to articulate that desire to break from the molds of the past.

Most readers of A Portrait know that Daedalus made wings so that he and his son,

Icarus, could escape a labyrinth, and that in the process Icarus flew too close to the sun, *

the wax melted, and Daedalus’s son drowned. However, as Robert Scholes and Richard_'
Kain explain in their collection of ‘source material’ for A Portrait, most readers know
that Stephen comes from the Christian tradition and Daedalus from the Greek, but “are 4;‘ ‘

unfamiliar enough with the details of both Ovid and the New Testament to miss many of ’

the allusive parallels which Joyce has worked into his text” (264). Scholars have written

extensively about the significance of ‘Dedalus’ as the last name for Joyce’s alter ego, the

epigraph from Ovid, and the depiction of Stephen as an Icarus who has flown too close to
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the sun. These are all significant aspects of the Work under consideration, but Joyce als;(;‘)'
uses more obscure aspects of this myth to connect with his pursuit of the creative process.
One characteristic that distingliishes myth from literature is that literature canrllo‘;vt,_.‘.
be divorced from its form while retaining its esseﬁtial nature, while only the content of a ; 
myth must be conveyed to giy_e meaning to the work. As such, most scholars are able to
work with English translations of a myth. The most common translation of Ovid’s
Metamorphoses is from Mar}’/ M. Innes, reprinted 1n The Workshop of Daedalus.
Integrity of translatioﬁ is important, but not necessary to understand allusions to a myth;: "
Unlike many of the critics who have considered the author’s use of the allusions in E
Metamorphoses, Joyce read Ovid in its original language. Joyce probably would not - o
consider these translations sufficient, considering the respect for Latin he expressed in an
essay called “A Study of Laﬁguages” at seventeen-years-old. He claims that “a single
Latin phrase or word is so complex in meaning, and enters into the nature of so many
words, and has yeta delicate shade of its own, that no single word in English will
properly represent” (J 6yce, Languages 30). However, the complex content rather than -
specific form is the key aspect of myth. To convey adequately the content of the myth tb
be considered, what follows is the entire story, including relevant direct quotations frorir;:l-’. '
Innes’ translation. |
Homer, thé oldest source to mention Daedalus, describes him living on Crete as
the creator of Ariadne’s ‘dancing ground.’ Howe\}er, later sources place the Daedalus
that Joyce was familiar with as being originally from Athens. Daedalus felt threatened :
when one of his pupils invented the saw from either the jawbone of a snake or the

backbone of a fish and pushed him off of the Acropolis of Athens. The court, the
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Areopagos, condemned him, and he fled to Crete (Kershaw 277). Daedalus then became ,
one of the subjects of King Minos, the namesake of the pre-Hellenic culture on Crete, the
Minoans.

King Minos of Crete prayed that Poseidon would send him a bull that he could
sacrifice to the sea god in order to gain his favor. When a beautiful white bull appeared,.
Minos was too fascinated with it to complete the sacrifice. In response for breaking his
word, Poseidon cursed Pasiphae, the wife of King Minos, to lust after the bull. To help
her mate with the bull, she enlisted the help of Daedalus. He built a wooden cow that-
allowed Pasiphae to climb into it and appeared lifelike enough to attract the bull. The
bull mounted her, and she bore a half-man, half-bull, the Minotaur. Minos, disgusted and
appalled by his wife and her offspring, constructed a labyrinth in which to put the
Minotaur. To accomplish this:

Daedalus, an architect famous for his skill, constructed the maze, ‘
confusing the usual marks of direction, and leading the eye of the beholder
astray by devious paths winding in different directions. Just as the playful
waters of Maeander in Phrygia flow this way and that, without any )
consistency, as the river, turning to meet itself, sees its own advancing
waves flowing now towards its source and now towards the open sea, , ..
always changing its direction, so Daedalus constructed countless
wandering paths and was himself scarcely able to find the way back to the.
entrance, so confusing was the maze. (qtd. in Scholes and Kain 266-7)

Minos was Very powerful at this time and required the citizens of Athens to pay:;é'
tribute of seven youths and maidens each year, who Minos fed to the Minotaur. Theseus,
a hero of Athens, volunteered to liberate the Athenians and disguised himself as one of = -
the youths in order to slay the Minotaur. However, when he landed he became

romantically involved with Ariadne, one of the daughters of Minos. Ariadne knew that'

Theseus would be unable to escape the labyrinth, so she, like her mother, asked Daedalus -
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for help. Daedalus gave Ar_iz;dne a spool of thread which she passed on to Theseus. He "
unwound the thread as he Walked through the labyriﬁth to the center, where he fought and
slew the Minotaur. Then he escaped, “for, thanks to the help of the princess Ariadne, - i
Theseus rewound the thread he had laid, retraced his steps, and found the elusive gatewéy
as none of his predecessors had managed to do” (qtd. in Scholes and Kain 267). H

Theseus and Ariadne then fled Crete. Mir;os was furious that Daedalus helped
Ariadne and Theseus, and ir;lprisoned him in the labyrinth. Ovid writes:

Meanwhile Daedalus, tired of Crete and of his long absence from home,
was filled with longing for his own country, but he was shut in by the sea.
Then he said: “The king may block my way by land or across the ocean,
but the sky, surely, is open, and that is how we shall go. Minos may _‘
possess all the rest, but he does not possess the air.” With these words, he’
set his mind to sciences never explored before, and altered the laws of -
nature. (qtd. in Scholes and Kain 267) '

To change the laws of nature, as referenced in Joyce’s epigraph, Daedalus made wings of
wax and feather, though and Daedalus was the first to attempt flying, and flew out of the
labyrinth successfully, and:

There he hovered, moving his feathers up and down. Then he prepared his
son to fly too. ““I warn you Icarus,” he said, “you must follow a course ~ ~
midway between earth and heaven, in case the sun should scorch your
feathers, if you go too high, or the water make them too heavy if you are”
too low. Fly halfway between the two. And pay no attention to the stars;
to Bootes or Helice or Orion with his drawn sword: take me as your guide,
and follow me! ... As he worked and talked the old man’s cheeks were wet
with tears, and his fatherly affection made his hands tremble. He kissed -
his son, whom he was never to kiss again: then, raising himself on his
wings, flew in front, showing anxious concern for his companlon just llke
a bird who has brought her tender fledglings out of their nest in the
treetops, and launched them into the air. He urged Icarus to follow close
and instructed him in the art that was to be his ruin, moving his own Wlngs‘
and keeping a watchful eye on those of his son behind him. Some fisher, "
perhaps, plying his quivering rod, some shepherd leaning on his staff, or a.
peasant bent over his plough handle caught sight of them as they flew past
and stood stock still in astonishment, believing that these creatures who .7
could fly through the air must be gods...Drawn on for his eagerness for
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the open sky, he left his guide and soared upwards, till he came too close"
to the blazing sun, and it softened the sweet-smelling wax that bound his' -
wings together. The wax melted. Icarus moved his bare arms up and - .
down, but without their feathers they had no purchase on the air. Even aé
his lips were crying his father’s name, they were swallowed up in the deep
blue waters which are called out after him. The unhappy father, a father ..
no longer, cried out “Icarus!” “Icarus,” he called. “Where are you? ,
Where am I to look for you?” As he was still calling “Icarus” he saw the
feathers on thé water, and cursed his inventive skill. He laid his son to rest
in a tomb, and the land took its name from that of the boy who was buried
there. (qtd. in Scholes and Kain 268) '

Most consideration of Daedalus ends here, but there remain important aspects of
his life that follow his exile from Crete:

As Daedalus was burying the body of his ill-fated son, a chattering _
lapwing popped its head out of a muddy ditch, flapped its wings and . .
crowed with joy. At that time it was the only bird of its kind, and none .-
like it had ever been seen before. The transformation had been a recent
one, and was a lasting reproach to Daedalus: for his sister, knowing
nothing of fate’s intention, had sent her son, an intelligent boy of twelve; .
to learn what Daedalus could teach him. This lad, observing the backbone
of a fish, and taking it as a pattern, notched a series of teeth in a sharp iron
blade, thus inventing the saw. He was the first, too, to fasten two iron
arms together into one joint, so that, while remaining equidistant, one arm
might stand still, and the other describe a circle round it. Daedalus was ..
jealous, and flung his nephew headlong down from Minerva’s sacred '
citadel. Then he spread a false report that the boy had fallen over. But
Pallas, who looks favourably upon clever men, caught the lad as he fell,
and changed him into a bird, clothing him with feathers in mid-air. The
swiftness of intellect he once displayed was replaced by swiftness of wing
and foot. His name remained the same as before. However, this bird does
not soar high into the air, nor does it build its nest on branches in the tree-
tops: rather it flutters along the ground and lays its eggs in the hedgerows
for it is afraid of heights, remembering its fall in the days of long ago.

(qtd. in Scholes and Kain 268- 9)

In addition to thlS a tradltlon holds that Minos sought to find Daedalus to pumsh
him for escaping, so he asked the king of Sicily—where Daedalus had landed—to hold a
contest. He asked for anyone who was able to string a conch shell that he possessed.

Daedalus did so by securing a thread to an ant and sending it through the shell. Minos .




surmised that Dae(ialus was the only person clever enough to do this, so he must be
responsible. However, Minos was killed in his bathtub before attempting to punish
Daedalus (Kershaw 285). One account claims that Daedalus received “a hospitable
welcome from this same Cocalus, king of Sicily, but spent the rest of his life in exile, - :
mourning for his dead son Icarus™ (Fortuna 24). .Then, the tales of Daedalus drop off. .
No reliable tradition explains what happens to Daedalus after Sicily (Kershaw 285).

There are some key observations regarding Daedalus to make before ex.ploring. | "
Joyce’s texts. First__; there ar:e;.two accounts of Daedalus threading a circular work of R
complexity and two of puéhing other bright minds off of high places out of jealousy as a
response for their invention (;,f the saw. Myths are. often the result of several different
sources, so it is of_ten'difﬁcult to determine a specific timeline for myths. Repetition, a .
necessary element of the complexity of the labyrinth, is a component of the Daedalus .
story as well. Readers cannot identify all of the false leads and passageways‘ in
exploration of Daedalus and his relation to the labyrinthine text of 4 Portrait. Aside
from simply the act of *flying too close to the sun,; the traditionally-interpreted symbol‘Qf
hubris, “the full myth includes acts of simony, lust, imprisonment, and betrayal. It
mentions the invention of dol_Is, awes, augers, dan(;es, the separation of legs of ‘statues,
wings, sails, masts, as well asﬂ the wooden cow an(i the labyrinth itself” (Fortuna 25). The
essential objects and images of the full myth of Daedalus emerge as themes in 4 Portra‘it,;
connecting the ancient myth with the modern novel. |

Scholars occasionally misconstrue the source material for the mythic model, and _:'
thereby offer misguided opihions. Margherita Ney}ille, for example, simplifies the story‘f ::

as follows:




Dedalus was a skillful artificer, an inventor and artist. He built a
labyrinth, an intricate maze where the monster Minotaur was kept.
Dedalus and Icarus, his son, were confined in the labyrinth. (The only
way to escape was to fly.) Dedalus made wings of feathers and wax and "
warned Icarus not to fly too close to the sun. Icarus, delighted with his - .
new power, ignored the warning and plunged into the sea. From this myth
emerges the important image of the labyrinth, “...the psychic chaos from
which all men must escape in order to obtain selthood” The other self,
which must be defeated is represented by the Minotaur enclosed in the
- labyrinth of the unconscious world. (14)
Later, she refers to “Dedalus:..escaping the Minotaur” (Neville 12, 32), which he did not.
Using an incorrect name of the protagonist and incorrect details of the myth misinforms ™
the interpretations of 4 Portrait. The problem with this interpretation is its ignorance of
fundamental tensions in the myth. Daedalus was instrumental in the Minotaur’s creation
and imprisonment, but Theseus defeated the monster before Daedalus and his son were -
imprisoned. Daedalus and Icarus did, in fact, know how to escape the labyrinth, but they
chose to fly to escapevthe entire island surrounding the labyrinth, including its politics, * -
and to do something that had been considered impossible, much as Joyce and Stephen d_oi :
by leaving Ireland to “forge in the smithy.of [their souls] the uncreated conscious of
[their] race” (Joyce, Portrait 288).

As demonstrated above, an important aspect of the myth that complicates readirfgi
is the agency of the actors. Often the characters in the myth are in situations that they
themselves helped create, such as the self-imposed exiles of both Joyce and his creatiori_.,}'
One could label myth the ultimate instance of the indefinable and inescapable past
influencing daily life and artistic norms. As such, Joyce’ employment of a myth to
present the story of his autobiographical character discovering his need to break from the -

past certainly seems illogical. However, the use of the Cretan labyrinth myth as a centr;i_l

structure of his story actually lays the foundation for his assertions regarding the
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ATF

necessity of rejecting the illogical, constraining institutions of the past. Joyce uses this

myth as a structure for his aulobiography. “The notion of personal myth,” writes Block-,;' ‘ :
“is a modern restatement of the urge toward cohe'rencé, synthesis, and generalizing pov&l‘f;éér
that has been the property of all literature. As such, it has been a significant incentive tor
the writer in quest of an organizing center to his art” (21). As such, thisﬁpiece of anciérlit,':'

imagery serves as an appropriate and individualized tool for Joyce to reject the influences

of the past.
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III. Joyce’s Mythical Youth: Evidence of early influence

James J oyce was familiar with the classics as were all schoolboys at that time. Tn _
his volume on the education of ‘bec'ev, Bradleypomts out that.in 1894; at age twelve, “hi.s__.
best mark was in Latin, where...he had .transl‘ated prépared selectidns from Caesar’s de .
Bello Gallico and the poetry of Ovid” (112). The experience clearly stayed in J oyce’§
memory, as he depicts the schoolboy protagonist of “An Encounter” reciting segments |
from Caesar’s work, beginning with the recurring epithet “Hardly had the day dawned” '>.
(19). Additionally, Stephen Dedalus discovers schoolboy graffiti “written in backhand m
beautiful writing: Julius Caesar wrote The Calico Bélly?’ J oyéé,_ Portrait 49). Historical :
prose was appéaling to Joyce, but the myth presented in verse séemed to .stfike a more f:f
personal chord.” At age twelvei, when assigned to write about ‘My Favorite Hero,” “he ‘f ;
passed over Hector and Achilles and other burly men to chooSé Wily Ulysses, of whom he
héd rééd iﬁ Lamb’s The Adventures of Ulysses” (Ellman 46). '

From an carly age, J éyce’s interest in fhe heroes of the classics extended beyond
curiosity. Near the end df'chapter L, as Stephen resolves to gomplain to Father Conmeéf:,
about his unfair punishmérit by Father Dolan, he ié ‘s_purr'ed to reflection on his place in - "i
éontext with the classics when one of the other schoolboys says “The senate and the |
Roman ‘peo‘pl'e declared that Dedalus had been wrongly puﬁishéd” (60). As Stephen
fe’act"é to the invocation of the ancient brand of authority, SPQR, his internal narrator -
claims that: o

He WOuld g6 up and tell the rector that he ihad been wroﬁ'g.ly puni‘sh.ed, | A
. thing like that had been done before by somebody in history, by some
- great person whose head was in the books of history. ‘And the rector ,
would declare that he had been wrongly punished because the senate and

the Roman people always declared that the'men who did that had been
- wrongly punished...History was all about those men and what they did ..
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" and that was what Peter Parley’s Tales about Greece and Rome were alvl' %

- about. (60).. o ' '
It is cle‘etr .that he is comparing his actions to thos‘ei that he’ had‘tbee_n studying in the ‘
classics. The ﬁnell sentence:"ef this reﬂection'deseribes a picture of Peter Parley o.n" the ,:i |
cover of the booh to Which'Stephen refers anii ends ‘_w’ith “he was Welking fast along the
road to Greece and Rnome”-. (60). F»In the same manner that Joyce leaves 'an ihdistincti f
antecedent in the epigraph, this final sentence clearly can also connect to the conceptions
that the young Stephen and his creator have of themselves.

Ellman notes that it was during this time that.“Lucifer, Parnell, Ulysses —
dissimilar as they were, they began to cluster solemnly in [Joyce’s] mind. It was not so:
much that he wanted to. become them...but he Wahted. .. interplay among their 1mages ,v
and his own” (Ellman 47). The structure of his young edueation juxtaposed figures of L |
religion and histqryl \ivith chaiacters fiom Greek myth. The Daedalus myth in part_icillar )
took on a more personal natuie. It is not possible. to‘kriow exactly at what point Jeyce o
latched on to this myth‘, but we know that by “2 February 1904...Joyce was intending to
usé the name ‘Daedalus’ in an autobiographical novel” (Feshbach 197). Readers coul‘d:.i"‘
simply assume that Joyce considered himself to be an artist, so he identified with the
quintessential artist of myth‘and wrote his autobiegraphical character as having those :
traits. However; a consideration of Joyce’s developing aesthetic theory and historical
trends proceeding from 4 Portrait and Joyce’s conceptien of myth itself indicates that his
sel‘f-identiﬁcatieh ei{tends be}‘iond idealization of himself as an artist. |

Other evitlence does exist that, in the developrrient of Joyce’s aesthetic theory; he
considered the Daedalus myth. In 1899, Joyce wrote an essay referred to by scholars as

“Royal Hibernian Academy ‘Ecce Homo,’” an essay that, according to Mason and
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Ellman’s preface to this esséy, states his position “with a new precision and assurance”, .
(31). The éssay consideré a péinting, Ecce Homo by Michael Munkacsky. Joyce prais'e":sl :
the painting, claiming that “the aspect of the artist is hﬁman, intensely, powerfully |
human” ('Ecce Homo' 35). The crowd at the Passion represents “the baser passions of '
humanity, in both sexes, in every gradation, raised into a demoniac carnival,” he claimsr_‘w '
that depicting John as a man rather than an evangelist and Mary as a mother rather than a
Madonna, “is in itself a token of the highest geniuvs” (35-36). To Joyce, this painting - ‘
represents true drama, which he defines as “the interplay of passions; drama is strife,
evolution, movement in whatever Way unfolded” (32). As with Stephen’s aesthetic
theory in chapter V of 4 Port}ait, this essay “joins religion and art, spirit aﬁd realism,
drama and idealization” (Feshbach 202).

A few months later Joyce wrote another essay called “Drama and Life” that
attempts to “draw a line of demarcation between literature and drama;” (39) and explaih: |
that significance on the relationship with art. To Joyce, the case for art representing |
beauty rather than truth is én “insidious claim...chiefly because beauty is to men an
arbitrary quality and often lies no deeper than form” while “truth has a more
ascertainable and more real d(?minion” (43). He instead posits that “men and women
seldom think gravely on their:': impulses towards art. The fetters of convention bind therr}"
too strongly” (44). Itisin tilis Work that he first claims that “art is marred by such
mistaken insistenc.e on its religious, its moral, its beautiful, its idealizing tendencies.” B
Méreover, “it is this doctrine of idealism in art which has in notable instances disﬁguréd
manful endeavour, and has _falso fostered a babyish iﬁstinct to dive under blankets at the‘

mention of the bogey of realism” (44).
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Taken together these two essays form the basic tenets of the aesthetic theory thqt«
Joyce exhibits throughout his writing. He denies beauty for the sake of truth. Fortuna
characterizes these opposing ideals as ‘romantic’ art which “sees itself in terms of the |
monstrous or the heroic, ideal extremes or characters which function as representations of
ideals,” and ‘classic’ art, which “embodies human truths according to human laws or |
patterns that actually exist in.time and space” (16). Based on his innovative style and the
themes of his writing favoring unconventional naturalism, it is clear that Joyce consideré ; |
classic art to be superior. This position, adopted by Joyce at such an early age, becameﬂaE
basic tenet of the school of modernism. “We agree, [ hope,” writes Joyce’s contempdré’f_y
T.S. Eliot, “that ‘classicism’ is-not an alternative to ‘romanticism,’ as.of political |
parties... on a ‘turn-the-rascals-out’ platform. It is a goal toward which all good
literature strives, so far as if is good, according to the possibilities of it}s place and time”%‘: {-
(426). That Stephen’s aesthetic theory resembles Joyce’s at the same ége is only more ° |
evidence of the strbng correlation between the two in 4 Portrait.

Because of the commén associations of myths with fairy tales or legends it is
counterintuitive that J 6yce would embrace myth as an embodiment of the real. Joyce *
writes that “life we must accept as we see it before our eyes, men and women as we meet
them in the real world, not as we apprehend them in the world of faer;/” (Drama 45).
Additionally, he claims in this essay that “Greek dréfna is played out. For good or for
bad it has done its work, which, if wrought in gold, was not upon lasting pillars: Its ‘A
revival is not of dramétic but of pedagogic signiﬁéance” (39). This seems to be an
indictment on the réliance on‘ Greek myth. HoWever, though Greek drama often

transmitted the content of myth and informs our understanding of the Greek mythologicgil?:
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svstem, it is not itself mytH. Joyce was criti_cizing the form of the drama, not the myth - ':
itself. He levied criticisms not against art that is simply old in form and content, but |
rather art that is obsolete: If myth 1susefultotheaccurate deplctlonof truth, then it is =
useful fo art. Kershaw’s intradﬁctory ciéﬁnif'ion of myth asa cu“ltufaall); rele‘)ant story to""-“
explain reality exempts myth from Joyce’s criticisni. In fact, the powertul and |
explanatory content of myth is foundational to what Joyce considered art.

Joyce not only allows Greek myth but actually invokes the Daedalus myth in
particular te explain his aesthetic theory. In the beginning of “Ecce Homo,” he notes ;hgt
“in the stafuary art the first step towards drama was the sépafatio’n of the feet” (Joyce,
'Ecce Homo' 32). 'Thié'inﬁo;{éti’on of stance in statues is one of the things attributed to " -
Da¢dalu$, as well as their eyes'béirig open and their arms apait from their sides (Feshbach
198). This is a'valuable step that makes his statues a more explicit representation of R
truth. ‘The same essay that'has J oyce"s first noted references to Daedalué isalso “the -
beginning of his evolving and iﬁcreasir;gly complex conception of thé function of the B
artist in general and his sense of his own mission” (Feshbach 202)." Additionally, “Drah_l\a.
and Life” claims that if a piece of art presents “the eVeriastiﬁg hopes‘,'desires. and hates of
us or deals With‘a-éymbolic _p'résentment of our Wideiy related nature. ..then it is
drama...In évéry form tﬁat was riot fit for it, it made an outburst, as when the first *
sc'ulﬁt‘or .separa‘ite-d the feet” (41).. J b‘yc-e references the mythical character of Daedalus o _'
explaln tﬁé’t‘raj ectory of a‘r‘;toj'wafd; frutﬁ. o | o

o Itis ne’céjssary’ to this \argumen't that myth eXiStg as fan attempt towards a depictidﬁ;
of truth It may seeﬁi stran‘lge. no§v to consider myths to be aﬁythiﬁg ai)ﬁroaching history. |

However, the modern concept of myth does not reflect the common view of Joyce’s time.:
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‘Fort.una eg.i.ténsively considefs this historical trend in relation to the myth of the Cretan 3
laﬁy'rinth. InJ oyce’lé “belief that niyth pfesented a;histgri¢a1 reality, J oyce was
undoubtegl}y _rﬁore -ipﬂﬁchccd by. contemporarycla551c1sts b-ar;d'%nbt.ing;yl‘l‘a.ri.ans than bv the
symbolists, ,néturalists and occuitists of his v;’.mmediaterlite‘rary mflieiﬁ” “(19).: A group oi% y
classicists for the thfee aécades before Joyce’s Writing of “Eécé Home?” had “.g;radualiy.;
se_cured serjous attention by claiming that myths were eésentia_l]y ‘true’” and they |
asserted that “in myth one 'cbﬁld trace the intellectual, social and moral evolution of
mankind” (Fortuna 19) . Joyce considered myth to have social u_t..ility.

. 'L,abyrinjth'sl,‘ in particﬁiar, provided a strong con'ne‘ction to history, as they were noc
merely symbols of p’aéf"religiOus pfactices, but tanigible refnaih;é'of lost civilizations.
Labyfi_jn'thsvwer\e‘ndt ‘mefr'ely the tools of myth,'blif also the actual location for rituals. o
These included “luStratio'ri; tests or riddles; dances; ritual marriage; éoronatign ‘and"its'f:.{
c_ordﬁary, s‘écriﬁ'ce; and ritual rebirth,” and so the lébyrinfh “beCatﬁe é"éymbol of
initiation into cultural, sexual énd' religious mysteries” (Fortunéi 36-7). These same
themes are ap[;arent througho'ut A Portrait. Because the labyrinth had a connection to -
both légend of old'ahd‘actual;‘hiStorvical ritual, it served asa bridge from the existing
ancient éultu’ré_.s and fhéir l.egénds.‘ D. N. Deeds sufnrhariées: ;‘Abové'all, the LabYrinfh
Was_v.t’h.e center of activitieé‘édhéemed with those gréatest mystéfieé, Life aﬁd Death. The
]i,abyrinth; as a tomb and temple, fostered the de?elopment of all art and literature, |
activities which in those days possessed a .religious‘ and life-giving significanice” (qtd. i
Fortuna 48‘)f 'A'cac‘iiemi‘_('.:sbéf. the time discussed aﬁd a:ppréciat‘e/d'rr;yths”in genefal; but “in -

the p.eri(')d" of 1900-1911, the iaEribd of time of J ofc&s literary appréhficeship, the




Daedalus myth became the focus of wide-spread scholarly and public excitement” - . ”
(Fortuna 25). '

- The newfound apprec1at10n for the myths surroundmg the Cretan labyrlnth star’[ed
in 1900 when Arthur Evans, “a relatively obscure archaeologist” in Crete, discovered.
what “a maze of columns and courtyards... terraces and staircases that in their intricacy
were clearly. the remains of what the ancient world called the labyrinth of Daedalus™
(Fortuna 26). He did not zictually think that a half-man, half-bull had once stalked
through the site of his excavations; merely that the stories that had come frofn the lives ’of.
the ancients, referehced this place. He clairhed that “there can be little remaining vdoubi‘_
that this vast edifice, which in a broad sense we are justified in calling the “palace of .
Minos’, is oneand the same as the traditional ‘labyrinth’” (Fortuna 27-8)

Evans described this aspect of his findings and its relation to the myth of the .
Minotaur:

Let us place ourselves for a moment in the position of the first Dorian -
colonists of Knossos after the great overthrow...Hard by the western gate
in her royal robes, today but partially visible, stood Queen Ariadne herself
— and might not the comely youth in front of her be the hero Theseus,
about to receive’ the coil of thread for his errand of liberation-down the -
mazy galleries beyond? Within, fresh and beautiful on the walls of the *
inmost chamber, were the captive boys and maidens locked up by the =
tyrant of old. At more than one turn rose a mighty bull, in some cases, no -
doubt, according to the favorite Mycenaean motive, grappled with a half:
naked man, The type of the Minotaur itself as a man-bull was not wanting.
on the soil of prehistoric Knossos, and more than one gem found on this
site represents a monster with the lower body of a man and the forepart. of
a bull. (qtd. in F ortuna 28) .
Partially due to descriptions such as the one above, these findings were sensational.

News spread all over the Western world, and renewed interest in the classical world

sparked further archéeologiéal and academic exploration, particularly into this myth.v




Evans received honorary vdegrees from both the University of Edihburgh and the.
University of Dublin. This recognition was significant because “at the time, Joyce Was: ln
his third year at University c'él'fe‘ge a half mlleaway*and actively engaged in student -
intellectual lifel. As sﬁch, it is very likely thet Evane"name and the general import of hls
discoveries became known te Joyce at this time (Fortuna 29-30).
I am not asserting that the correlation exists merely because it is contemporary. -

We know. that Joyce was interested in myth and had extensive exposure to the
Daedalus/Icarus myth in paﬁicular. By 1904, Joyce “called himself Stepheh Daedalus !
(fheri, to make it a little less improbable, Stephen Dedalus) after AChristiériity’s first
martyr and p-ag'an’i'é‘m’s 'greafefé'tuinventovr” (Ellr‘haﬁ 148).. Three of his letters during this'f""
perlod were signed' ‘Stephen' Daedalus, as wés his July eﬁbmisSien of “The Sis{e‘fs_“’; the -
ﬁrSt of his shoﬁ stories Wﬁieh would evenfually make up Dﬁbiiners. Joyce never
exvpli'cfitl)jf stated Why he took 'the-pseudenym outside of his work. Feshbach suggests that
he may have “ihtehded te build a public name, or té" reinforce his identification with a '.
hero, or to propose this stery .as his own and his character’s ﬁrst'artwerk, o'r.t'o hide from
the r'espor’lsibilify of the 'aﬂWork, of to hide from the-résﬁonsibility fef the story” (197). -
The character of ‘Stephen Dedalus was developed as a"p‘en-riame b"efore a'work of ﬁction‘; '.
Blumné the‘hnes ef representetlon By 1904 Joyce was manlpulatlng the p0551b1e
identifications of hlmself w1th the mythlcal artist (Feshbach 197). .

' This trend continued for the next ten years. The main work duﬁng this time,
Stepnen Hero, was the early form of 4 Portrazt and “has its share of i thazes, madcows
dlseased oxen bulls moneter\ and escapes” ’(Fortuna 81). But there is en 1nherent |

dlfference‘ in the presence'of the Mmoan myth in Stephen Hero a’n_d in4 Po_rtr'azt. Itis -




26
hard toldetermine'the exelct. prevalence of the myth based on ‘_the fragments of the length}{
w0rk but “it does seern that these allusions do not in any way condition the scene of -
Stephen Hero” ( 81) A Portrazt as opposed to Stephen Hero does not use the Mmoan
myth as descrlptlve allus1on but asa necessary element of structnre “It is the dlfference
‘between referentlal myth and .myth used as a'complete structnre” (82)

Stephen Hero was abandoneo by Joyce possibly due to his dlssatrsfactlon wnth
the lack of structure that the Daedahan labyrlnth would provide in A Portrait.
Alternatwely, “J oyce seems to have presented Stephen as a hero as the title testifies. But |
frorn the tenor of h]S own crltlcrsm herorcs were the basis for ‘romantic’ art atype of
wriit‘i‘rig.that" he clearly hadv rejected.” ( Fortuna 83). fhese suggestions are specu]atron, hut
we do knOw that “in the 1atern0vel, A Portrait, ] oyceuses Minoan myth as its stru‘cture,-:

and drops‘the characterization of Stephen as a hero” (83).
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IV. . Mythical Epiphanies: Daedalian parallel in A Portrait chapters 1-IV
In A Porirait the correlations and references to the labyrinth myth are explicit.
Stephen, the young artist, Qppoées_,fhe' ‘inst'i”ui'tiensf‘tl}at‘tie him to his position in much the
same way that Daedalus resists the imprisonment handed down to him by Minos. The -
epigraph and his name refer to;D}aedalus, and “caught in the laby"rin‘th‘ of his own life,
Stephen seeks to flee Ireland just as Daedalus, imprisoned in his own artwork, seeks to..
fly from Crete” (Fortuna 85). But this superficial analysis overlooks much of the nuane‘e_
Joyce builds into the structure of his Bildungsroman. Stephen’s lvife is described as a
cbnfusing labyrinth, such as when it is said that “By day and by night [Stephen] moved-
among distorted"images of the other world” (J oyee, Portrait 1 12) or “Thé ache of
conscience ceased and he walked onward swiftly through the dark streets. “There Were‘se"
many ﬂagsfones" on the foofp‘eith of that street and so many streets in.the City' and so many
cities in the world” (159),. Such examples as these of the Wande‘ring‘Stephen"ﬁl'l"‘thef
narfatiV'ec It has'been noted that Stephen continually walks, but F ortuna peints out that’:}f_
Stephen not only walks, he creeps along the fringe of the line, fliés in and :
out of winding corridors, circles, ascends, descends, runs round the park "
track, makes rounds with the milkman, takes turns riding the tractable
mare round the field, circles nearer and nearer to the quarter of the
* brothels, feels his mind wind itself in and out of curious questions, cncleq
about his own centre of spiritual energy, notes with dismay (at this time -
perhaps dizzy from the activity) that Jesuits do much cycling and that -~ -
Conglowes was where Jesuits walked round the cycle track, and attends a
physics lecture on theories of coils, winding ellipses and ellipsoids. In - -
short, in noting that Stephen does a great deal of walking, critics have }
missed the far more important point that ...he ‘moved in circles, and those:
~ circles moved.”” (53-54) o . : o

This trope is useful to Joyce’s narrative, but, more importantly, the very structure of the

novel that conveys Joyce’s dependence on the Daedalus myth to highlight the




signiﬁcance of exile and lib(:i"ation from the labyiinih'in S.'ieph'enwhic.h strugglas to
disaOV'er art as.truth. . | | |

| Evcn if one acg’epits that'A:Pdrtfait 1s a:"labyrinthin_e work, the signific_ance of this
framawork can be lost simply because the struclilre itself is often overlooked. Fortuna“‘f{‘
explains that “c“riti_csand laymen alike have ignored _ltheA s_hape,of the labjrrinth because .
they have assumed that it ia only a chaotic linear path nearly always énding in_blind o
alleys. But this is ‘al modvernmisnnderstanding"’ (Fortuna 54). The essentialnature of tlief
labyrinth is a,spiialing structi;.ie leading towards a center point. She claims .th.at_ “the best
modei‘n example of the figure is Brancusi’s Symbol of Joyce™ (55). This image, the .
epigraph of Ellman’s biography of Joyce, is noti merely “concen‘iric circles” as Fortuna.
claims, but a spiral with three vertical lines representing additional barriers outside of the
labyrinthine structure. Brancusi uses a labyrinthine structure in hisartistic dépiction of _
Joyce himself, revealing the prominence of the tro‘pei‘in J:oyce’s writing. vThoug.h modqmr
misconception inay cv’ast'the labyrinth as simply a lricky maze, Joyce was familiar with
the actual structure .onf the labyrinth. Fortuna asserts .that even “if Joyce did not consult"
any of the innumerable conteinporary commentaries on the Cretan labyrinth (a highly _ :
unlikely supposition for an 'antist attempting to write a modern novel about a character
named after Daedalus), he knew that-thev labyrinth had been represented by a spiral” (5 5_")‘=

The structure as well as the language feed into this concept ofa labyrinth spiraling

inward and then back outwafd. A Portrait winds i‘nt(_) a centef, the sermon of Father “
Arnall with the intensity of Hell at the exact structural center of the novel, precéded and'_'»
followed by nine 'su"b-‘sections.‘ Stephen considers‘ his soul damned, and begins the |

sojourn out of the labyrinth, while “Stephen’s psychological development thereafter RS
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becomes more free. Having reached the center, he reverses hfs coursé tc move ‘out bf the
labyrinth” (70). "[he centef of that labyr,ihth,'both in history and myth, included a fitual ’
based or: bull-worship, and Stepher;encounters a "\;“‘bqyine god” at _tbga center of his B
labyrinth (Joyéé, Pbrtrait 126). Asi ‘he trévéls éway from the helli;h cerﬁer of tI;e
labyrinth, his mind‘ becofnes ‘_r_nofe at ease, and, after réjectingr the Jesuits for art, “he is
ready at the end of .the novel io escape ...and fly beyond the nets.of nationality languagc;
and religion. He circles e\'ér. outwards through more complex and mafure levels until hé“
finds, in aesthetics, the thread that carries him back out of the labyrinth” (Fortuna 70). *
F oﬁuna’s observations of this psychological joumey are useful. However, fh.ough much
of her research is foundational to this exploration; I will derhonstfate that her conclusioll_}i
that aesthetics represent a thread that all'éws Stephen to exit the labyrinth does ﬁot an
accurately depict Stephen’s jdurhey.

“The labyrinth not only was a place for ‘i‘nitiatio’n rituals, but it also came 1o
SymbdliZe art itself, a convention familiar té Joyce (Fortuna 49). Jche was “not conteriét;
hbWevér, simplg’ to confer the authority of this archetype upon his portrait of theartlst
J oycé chose to embody the labyrinth, with'its asspéi'ated imagés and usages, in the fa.lbriicj_,
of his hafrati\}é”' (Fortuna 86). . T.S. Eliot explains tha‘t'l“'()rienéari-b“e ‘Aclassi'c'.al,” ..‘:byf “i:;
tlirning awéy from n'ihe-teﬁ"ths of the material wh1ch lies at haﬁd, and sefeétirig only' w
mummiﬁed' sfuff ffom a museum...Or one can be Aclzjis'sical n tendenéy by doing t:he‘ besf
one can with the material at i;and” (.426); Though Jojce consciousiy strﬁctures his
narrative around this myth, it i'_remains his narrative. “The manipulation of the continuous
}l):érallei that Eliot describés,”f writes Block, “is perforée the work of the individual wrlter

who reshapes the myth as he recreates it in his art. Eliot’s view of myth emerges as yet o




one mor:e stafement of ttﬁe‘ﬁécessary intcrplay of tradition and originality” (18-19).
While the étruéture of 'thevnO\v/ei 1s a labyrinth, J oycé includes subtle details throughoﬁt :
Stgphen’s journey that call theDaedahan labyrlnthto the mind iof the reader, inviting _ -
comparisons afnong the_: mythic Cﬁaraciers, Stephen-,-arid Joyce. - -

Molstvof the explicit references to the Daedalian labyrinth occﬁr later in the novel, '
which cérr'elatés to Stephen’s unaWarengss of his position in a r'netaphoriceﬂ labyrinth atl‘ |
the beginning of the novel. Yef, even in the early depictions of Stephen’s sexual |
awakening, an ‘initiaﬁon’ much like the rituals in ‘ancient labyrinths, there are -'su-bﬂtle‘ o
dietails’tvhat relate to the Déeaalus myth The district of bréthels in chaptéf Il'is :a
mazelike structure, and Jc')ycé‘. includes something that .'appeafs 1o be in‘sivgniﬁ‘cant 5u.t R
actualiy cbrr'esponds to the myth “Her room was waﬁn and iightsome.; “A huge doll ‘sa‘t':;
w1fh her le}gs ajjairt ivn the copious easychair beside the bed” (Joyce, Portraft 100). ‘Lii;ell'y};
“Joyce }has'iﬁ'cluded this (;bj'ect-ive correlative to the myth to remind the reader that to
Daedalus iwere] commonly ascribed both the invention of dolls and thé seéaration of tﬁe"'
Iegs of s’tatu;es’f (Fbrtuna 98), FUrthermbr.e,( by ih‘cluding th¢ work Of Daedalus that e
pfe'cédédih‘e coﬁstfhction of the labyrinthv and the ’Woodenﬂ'c'ow, dece is claimihg'tﬁat
“'selkua;i initiation 1s a neéeSééify ﬁr’elude to the‘ihi‘g‘her'fﬁys‘t’e‘r:y o:f'a.rti'stic i'niﬁ»ation. The -
knowledge of ‘t'h‘é;‘ flesh and of mortal beauty is the basis fdr Dacdalus’ realism in the i
cvree;;[iv(‘)r’igof fhe d(;ll fo:f Ariadné"’ﬂ (99); As pre\/i‘ouély cxplainea; frdﬁi ']oycé’s‘ early ::
writingfor‘l aééfhétiés, J oycé showed concern fof dépic-:tilzlg’ ‘the true human ex‘péfien.cé and
naiuralism; :even vmth tabo'd sllbjects such as sexuality. 'The carn‘aliﬁ"y .and timélessnesbsi.&'
hhman desire‘ for séxual exploration is the exact typ4e: of subject Joyce ihcorporatéd as part

of his art. We know that “Stephen will later reject any system that divorces itself from - :




th‘e flesh because art must begin with ‘the gross earth or what it hrings forth’”-(99) and
J oyce uses the mnovauons of. the first artist to llluctrate that point.

Other subtle and mterestmg detalls relate allusrvely to, the labyrlnth myth
throughout the novel They wrll be mentioned as relevant but to av01d the criticism that .
“too often Joyce criticism has treated every Homeric [or Daedalian] parallel and
analogical detail as of equal symbolic importance (White 80), much of the consideration
will take 'place in relation to the epiphanies of Stephen Dedalus. These epiphanies have-
an element of the mythic, but “it is not a sense of the mythic as transcendence or
borrowed from mythological motifs that Joyce points to in epiphanies,” writes Gduld.i'\f‘:"_'
“Like those statements in myth which have the'potential for transformation.. .,‘J‘o‘yce’s -
des‘criptions' of Stephen’s awe at the mysterious beauty of the world reveal subtly
expanding but thbreughly existential coincidences. .. between 'Steph’en and his context” -
(l 50). The mythi‘eal‘nature' of these epiphanies reveal the context of Stephen in a larger i~
myth that involves art and his creator, Joyce.

" Inthé central chapter of the novel, immediately before Stephen encounters the
depietion of ’Hell i‘n“F!ather Arnall’s sermon and reverses direction, the mythic structure
and 1 1mag es become more apparent

As he walked home with silent companions a thick fog seemed to c.dm}l‘)aas

~his mind. He waited in stupor of mind till it should lift and reveal what it -
‘had hidden. He ate his dinner with surly appetite and, when the meal was

- . over and the greasestrewn plates lay abandoned on the table, he rose and

“went to the window, clearing the thick scum from his mouth with his

- -tongue and ligking it from his lips. Sohe had sunk to the state of a beast -
‘that licks its chaps after meat... His soul was fattening and congealing into
‘a gross grease, plunging ever deeper in its dull fear into a somber
threatening dusk, while the body that was his stood, listless and

~ dishonoured, gazing out of a darkened eyes, heipless perturbed and human
“fora bovme ‘god to stare upon. ( Jovce Portrait 176) ‘ :
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This is much more obvious than the subtle connections that Joyce included in the carlier
sections of the novel. Once aware of the structural importance of the Daedalian labyrinth

i
'

to A Portrait, no reader.can fail tto see the explicit reference to the Minotaur. Fat and

grease call to mind the sa‘criﬁ'cesfto the Minotaur of myth or the bull-cult of history. The
b N
Minotaur was the productof a lit‘eral animalistic lust, which Stephen equates to his own; .

l

history of whorlng, claiming that»“like a beast in its la1r his soul had lain down in its own

filth” (J oyce, Portrait 130) Stephen develops these thoughts as he reaches the center of

the labyrinth. |

J oyce depicts Stephe_nfs change in direction in terrns‘that highlight the tight circ_l‘es
and bestial presenee of the lu_b'yriénth’s center, as Stephen describes a clream where he sees
“goatish creatures with hurnah ’fahes” (157). As they épproach him “They moved in slow
eircles, circling eloser and closerlto enclose, to enclose” (157). They are part-human,
part-beast creatures, exactlji'like ;the Minotaur. Stephen is helpless as they circle arouncl;
getting closer and closer to his central location, exactly like the design of the labyrinth.?:':’f’

His reaction to meeting the beasts at the center of the novel drives Stephen to begin

circling back outward. : :
At the center of this‘novel there is a bull figure, just as in the labyrinth. Yet it - -
seems that Stephen is not necessarily avoiding an encounter or seeking to destroy the

bull-figure in the eenter—as ére the people in the Daedalus myth;but in many ways
resembles the Minotaur himself. ;Indeed, Fortuna claims that ¢ the submerged labyrlnth
references tend to identify Stephen as the Minotaur,” (133). ‘One of the clear aspects. of
Stephen’,s’identiity within the lub}%/rinth structure lies in his difficult relationship with hi‘s :

i

father. If a reader were to examine the Minotaur not as a monster but as a product of his

i
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enyironmen‘t,} the bbea»st-mari becomes a more sympathetic character, a creaturé locked =
away and disowned. Stephen finds himself totally separated from his father by the late
sections of the novel. Joyc_e’s 'obsession with eponymy manifests itseif in an interestiné ‘.' “
consideration of names. :.Simon,- the distant and estranged father of Stephen, is an
anagram for Minos, who is “the putative father of the Minotaur, but he is father in narﬁé :

only” ‘(132) This may be coincidental, as Simon the character name connects him to a«j | "
disciple of the New Testament (in the vein of other characfers such as John, James, and
Stephen), but J oyce’s delicate;:‘ selection of ﬁames means that every possibility of nuancé"-",
exists. In additipn, the"‘m(;ocowv” in the embr'yoriic'opening of the novel represents o
Stephen’s mother. So the paternity of Stephen is repfesehted in‘terms of a bull and w1th |
the corinection t’o’rDaedalus and Minos.

Other evidence fu’rfher supports Stepheh’s_rebresentati'On as the Minotau;
patticuldrly related to réiigion and sacrifice. In chép’te’r l:II,' Stephéri confronts the “beiné‘
gbd’é at‘tflé ice‘nfér bf the novel ( 126). Judeo-Christian tradition holds that man is hade m
the imégé of his 'god,: and Stephen’s god is a bovine g0d, 's'lo" “Stephen is the bovi‘riéf»chilé',i
a t\vpenf Minotaur” ‘(Foftuha"jlﬁl'é’). This Minotaur is considered by critics such as NeVivl_lé
to be an" embodimenf of “the other self” that one must }deféat befdre‘ékiting’thé lab'yrint}ql,'
sﬁch as the object of Tl{éseus’s qvuest‘ t14). The sacriﬁce of that monstrous self seemsto
takéé‘pléée 1n the’;onfesvsibnél\.b‘(;othvin chapter II1; Wheré Joycé’s des;:riptioh of the ‘
confessibnél'boofh highl’ight‘s. where “the slide was shot o 's'uddenly.‘v The penitéﬁt carﬁé___ |
out. He was next. He s'tood up in terror and walked :blviﬁ(ily‘ into the box” (1635. The E
i’mage .of a éacriﬁée ina slaﬁghtéfing pen at the center of the labyrinth bf thé novel "

connects Stephen to the victims of the labyrinthine bull-worship. The Minotaur is usually




censidered the recipient of a sacrifice, rather than the sacrifice itself. Stephen as
Minotaur is still a monster, but an innocent product of his environment; he has elements.

Lto }gcega_cl_riﬁcefd. L'will articulate the -

SR .

of a bull to be Wcr§hippcd and those,of a.bul

e .

intricacies cf fhi:s belnwbutflfe lnhe}ent ’ar'n'big;ui:ty dcﬁloﬁsltratesq:};()‘;}v Joyce exploits all
aspects of a parficular trope, even if they seem ‘contradictory, i-ﬁ order‘ to best ekpress thc
true, but complex, nature of life. -
Theisac‘r'iﬁce ﬂdoes not defeat the “other self,’,’v that inoﬁstrous nature Stephen: "

attéinpts to ’de'stroy With the process of ccnfcss_ion and penitehce. In chaptcr.V, éfter he
rejects the path to becorming a"J'eSuit, he is still awére that hc could be considere‘d a
monster. Hi's'ccm.pva.nion Dé’vin expresses disgusf at certain ‘a;svb'ects of Stephen’s pasf;t ’
s'aYiﬁg, “’horvlest to God, Stevie, I wés not able to eat my 'dinﬁcr” \23‘0)\:’. 'Dé'\j/)ivn’s" o
c'o‘r'rllmjénﬁ'tsj»ré\ser'r'lble g,’co’nfess?iéh; being ‘honest to God.” Stephen fes'p}(:)n‘ds,: |
“Thanks. .. You mean I am a monster” (230). Davin denies this, but “a tide began to
sur'ge‘ beneath the célmAsurfac"e'of Stephen’s friendliness” (23 1.). Tides, surges, and ca‘ﬂlxh.
surfaces gen’eréfe’ the sea ifnagc that Joyce has used to :clescribc ineécapable forces at play,
as Stephen claims that"“thié race and this 'c‘oﬁnt‘ry’ and this life p‘roduccd me... | shall |
e)cpféSs friysélf as I aml(23 1). This read.ing of Steph‘en as the Minotaur claims that
Stéph'e‘ﬁ‘is a pﬁr:(‘)dﬁct‘ cf his ‘e'nQ'iro‘hment, but does not deny that'hc is a monster.
L1kew1se, the Siy:nipa:,the‘i;ic‘reédin'g of the Miﬁdtauf_, Whicﬁ charges ShiS eﬁVifcnmeﬁt for - -
his character, does ot change that he is, by definition, a monsier.

| The tumlng 1p-0‘int a;[ 'tﬁe,:‘c,'e'rjlter of the nove! »depictc ‘S‘tebheﬁ as botha mcn’ctec and
a p:cr.scn trying to a;/oid or ciefcat a monster. Joyce repeéts these th'em‘es'at other

moments in the novel. The labyrinth and Minotaur tropes are useful tools fo illustrate this
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overarchmg theme. Through these tropes, Joyce uses an aspect of the Daedalus myth
other than Stephen 5 1dent1ty as either Icarus or Daedalus to 1llustrate a fundamental

tens1on in Stephen s development In this casey J oyce draws upon myth to present reality

h:w > ;
.‘;w - . - e

rather than to 1deahze it, and thus employs myth w1thout v1olat1ng hlS aesthetic
pr1nc1ples. Joyce is relating th.ese con51derat10ns from his own childhoed and
development, so the idea of self-identifying as a disowned monster is one that originated

in his own adolescence.

l
l
l
i
\

Chapter IV subtly 1ntroduces another element of the Mlnoan labyrinth. One of the
legendary creations of Daedalus is the dancing-grounds of Ariadne. In fact, this |
component_'of The l]liad provides the very first reference to the eXistence_o'f Daeidalus, " ‘_:
predating' Ovid’s account by nearly a millennium. ' The ﬁndingh at Knossos, including‘ o
frescoes of youths dancing'on and around a bull, led to the CQHi@lPSibn that ritual dance .-
occurred in the phy'sical 'spaces of ancient labyrinths. Two types of dance are associated .-
with the Minoan labyrinth: the “crane dance” associated with Ariadne and the ‘bull dance’
associated with the Minotaur. Fortuna claims that there is “a kind of dance step"’ as “
Stephen paces between Clontarf Chapel, Wthh is “Gaehc for the Meadow of the Bull "
(1 28 9), and the pub where hlS father is. He tires of wa1t1ng for his father to leave the |
pub and wanders to the Bul_l Wall.' Joyce 1ncludes"this ‘1n1t1al ‘dance around bull_images‘:‘:
before his character encounters one of the most expllcltly Daedahan scenes in: the novel

”‘:ortuna notes that “the Bull dance exhibited the skill and daring of the dancer
before the Minotaur .and in a few moments Stephen will be liailed ritualistically as
Bo'u's Stephanoumenosg a sacriﬁcial victim” (129).- She conclddes thatl‘.‘as Joyce uses the

motif, the dance in which Stephen engages is a preparation for his dedication to art,a -
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de,dica_tilon in tefms of the myth that necéésarily leadé vto‘a sacriﬁcidl ’z.icv:t” (FQrtﬁria 129-;
13 0).. This reading édﬁneétiné ';he dance with art éeems reaéongble, but fhére aﬁ
altérﬁative A'-r”eading alsd explaiﬁé Step.h‘en’s ‘bull daince’ ﬁle ‘se.gv‘mfc‘nt betWeen his
confrontation with “d _bovinf: god” in chapter III and his trip to ;the wateffront in chapte.r‘:;
Iv in%:ludqs a se;rvieis ,Of deli_cat¢ steps t_hrpughout. The opening pages Qf chapfef IY |
describe his attempts at piety after encountering and ‘deféating’ ‘the Miniotaur at the
ceﬁter of the novel. A Portrait says that “every part of his day, divided by what he
regarded now as the duties of his station in lifé, circled about its own centre of spir_itua_l;l__,_i:
enérgy” (168). He acts in a prearranged, speciﬁc pattern based' ona memorized sequencj;'e'
and form, laying out a specific routine of self-mutilation and daily dedications. "fhis -
description of his ritual is itself the definition of dance, with Stephen literally going
through the motions. The pagan ritual of fhe bull or vcrane dance;associated with the -
l‘abyrinth connecté "with the varied rituals of Catholicism.

The implications are Qaried. One is that he is enacting the “skill and daring of the
dancer before the Minotaur” (Fortuna 129), taking the necessary steps to avoid
destruction by thei‘Mirylotaur’ that he encounters in his soul in chapter III. This rcading{fi"‘%;
implies that he is not being geﬁuiné, but merely playing his part before he is ultimately: v
sacrificed to the bull-man. J oycé identified himself with Stephei‘n; the first martyr 6f the:{b;"-‘
church.. Here, he éssociates the motions of Catholic ritual with the dances of peigan rifualﬂ
before ultimate sacﬁﬁce. Agéin Joyce uses even ’ébscure elements of ahcient myth to
articulate further hfs presehté;[ion of the reality that his character‘ feels.

Thé subtlety drops off even more in the next section in What Fortuna calls the

“most explicit mythic scene in the work.” Stephen épproaches the Bull Wall where other
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students call him “Bous Stephanoumenos! Buos Stephanoferos” (191), meaning ‘Crown-

Bearing bull, Bull About-to-be Crowned.” Fortuna asserts that by referring to him in hlS

Greek form, “the fellow sttidcnts‘idehtify him as the sacrificial bull” (108), noting that

“often the Bull dance ended with a sacrificial death” |(129). Other classicists go beyond :
|

this simplistic analysis to point out that “Bous is Greek for bull. Foros is the bull as
powerful victor and menos is the bull as sacrificed animal” and claim that “Stephen, as .
artist, is thié bull, an ambivalent symbol of powerful victor and tragic victim” |
(Hochman). The Christian image of the sacrificial lamb has replaced the image of the
sacrificial bull, but “Armed with all of this classical mythology, it should be clear why
Stephen has been representeci as a bull rather than a lamb: he is strong, or resolved, and
un-Christian; further he is becoming a pagan, a lover of nature, the senses, and
experience” (Hochman).
Stephen himself recognizes these relationships when he thinks about his

connection to the myth, and then considers the impliéations of his thoughts:

At the name of the fabulous artificer, he seemed to hear the noise of dim waves -
and to see a winged form flying above the waves and slowly climbing the air.
What did it mean? Was it a quaint device op:ening a page of some medieval book
of prophecies and symbols, a hawklike man flying sunward above the sea, a
prophecy of the end he had been born to serv%: and had been following through the
mists of childhood and boyhood, a symbol ofjthe artist forging anew in his "
workshop out of the sluggish matter of the earth a new soaring impalpable

imperishable being? (P 192)

At this point, Stephen himself makes the connections about his complex relationéhip w1th
his namesake. . Neville claims that “at this moment of realization, the myths of -Dedalusi. :
and Icarus become one with Stephen. The union from the primitive subconscious )

through the myriads of timé, space, and culture is culminated” (70-71). However, thoug.hb

Stephen makes these connections, he poses them to himself as questions, and refers to the’
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connection as a possible ‘quaint device.” Joyce phrases this passage delicately to keep\ B
Stephen from exalting himself fully into the heroic and idealized. This is also a .
representation of Joyce’s own thoughts, as the namesake of his character has al‘ready be‘en
adopted by the author as a pseudonym. The J oyce-Stephen connection is strong at this'g:::":
point of the novel, so the corisiderations of Stephen’s namesake are comparable to the
considerations that caused J (;;fce to ad.opt'Stephen"Dedalus as his alternative identity.

The interaction of Stephen with the swimmers of chapter IV in conjunctioﬁ with-v'
the above observations presents another set of connections with the Dedalus myth. The
cails of the swimmers, particularly “Cripes, I'm drowned!” (P 193) present the possibi‘li.:t)}/
of drowning. Stephen does not swim with his friende, a decision that may reflect the fear‘
of drowning associated with an Icarian flight. Simultaneous with his presentatien of i
Stephen as the victerious haWklike man, Joyce allows the consideration of Stephen as the
floundering, drowning soﬁ of the true artist.

This scene contains Aarj_lother significant aspect that critics consider to be related to
the Daedalian myth. As Stephen wades through theﬂ water after leaving his friends at th@;
Bull Wall, he experiences another epiphanic moment below: -

He was alone. He was uﬁheeded, happy and near to tﬁe wild heart of lifei :
He was alone and young and willful and wildhearted, alone amid a waste
of wild air and brackish waters and the seaharvest of shells and tangle and
veiled grey sunlight and gayclad lightclad figures of children and girls and.
voices childish and girlish in the air. (195)
The description here places St_ephen in the labyrinth and connects him to several fi gure;‘ :
from the laiayrinth myth. Joyee uses repetition, the essential aspect of the labyrinth, wit{h;r

the words ‘alone’ and ‘wild,” as well as words denoting youth (‘young’, ‘children’,

‘childish’). The entrapment and isolation of the ‘wildhearted’ connect Stephen to the
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Minotaur, especially since Stephen has just been hailed as a bull within the novel itself. 1
The Minotaur is a tragicy moﬁster placed in the ‘tangle’ of the labyrinth. The Minotaur‘_{:._
lacks the cunning to escape a__ﬁd does not encounter an outsider who can help him esca;la‘e\é;
a helplessness that Stephen‘occasionally expresses. 'Hvowever, the passage also draws N
connections to Theseus and Icarus, who are young, willful, and wildhearted. This
description contains has recurring instances of ‘wild air and brackish waters,” and
Icarus’s wild action in the air caused his death in the ‘brackish waters.” Additionally, the |
refereﬁce to the ‘s‘eaharves"c of shells and tangle’ bossibly alludes to Daedalus threadihé‘ff:"
the conch shell or the ‘tangle’ of Icarus’s wings in the water. Traditionally, critics hayeg |
claimed that Stephén transitions from Daedalus to Icarus, representing a progression of
characters. However, this paragraph contéins simultaneous allusions to multiple
characters that illustrafe different aspects of Stephen.

In additién to their representation of different aspects bf Stephen’s labyrinthiner:;
jodrney, Theseus, Icarus, and the Minotﬁur have a unique relationship to Deadalus. The
Minotaur is born with the assistance of Deadalus’s l;ull, and placéd in Deadalus’s prisoy'n;
Theseus must travél through Deadalus’s prison and relies on Deadalus to escape by 4
Ariadne’s thread. I;:afus is Deadalus’s son, is imprisoned for being so, and drowns whe%:;_'
he does not heed hi.svfather’s advice. Hence the uniting figure in this description of
Stephen is Daedalus the artist;.’ At this point in his journey, Daedalus, the ideal artist,
does not represent Stephen directly, but Stephen is inherently connected to the myth of
the Cretan labyrinih and its ifnplications for Joyce’s art. The creator, Daedalus, forming:\iv'

the center point of different aspects of Stephen’s mythical character is also Joyce, who is
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the creator of the novel and character of Stephen by organizing these archetypalb
characters around the developing Stephen.
The paragraph immediately following the description of Stephen’s mindset
depicts a more explicit connection to Ariadne, a character essential to the labyrinth:
A girl stood before him in midstredam, alone and still, gazing out to sea. -
She seemed like one whom magic had changed into the likeness of a _
strange and beautiful seabird. Her long slender bare legs were delicate as.
a crane’s and pure save where an emerald trail of seaweed had fashioned
itself as a sign upon the flesh. Her thighs, fuller and softhued as ivory,
were bared almost to the hips, where the white fringes of her drawers were
like feathering of soft white down. Her slateblue skirts were kilted boldly
about her waist and dovetailed behind her. Her bosom was as a bird’s soft
and slight, slight and soft as the breast of some darkplumaged dove. But:
her long fair hair was girlish: and girlish, and touched with the wonder of
mortal beauty, her face. (109) :
Many scholars have referred to this figure as the “bird-girl.” Critics have claimed
that her resemblance to a bird causes Stephen to think about escaping Ireland and his -
current life in terms of flight. The character paraliels to Ariadne in pretty much every "
aspect of Joyce’s description. Not only is this the description of a bird, but also her leglsfi"f
specifically are as ‘delicate as a crane’s’. In Cretan culture, “Ariadne was traditionally
associated with the crane, as the dance created for her demonstrates. Further, all the
Minoan goddesses were represented by the dove” (Fortuna 109). In addition, Theseus ‘
abandons Ariadne on Naxos shortly after their escape, leaving her to gaze out to sea after

him as he sails away. This connection seems apparent, but its significance becomes

clearer after the following paragraphs:

~ She was alone and still, gazing out to sea; and when she felt his
presence and'the worship of his eyes her eyes turned to him in quiet
sufferance of his gaze, without shame or wantonness. Long, long she
suffered his gaze and then quietly withdrew her eyes from his and bent
them towards the stream, gently stirring the water with her foot hither and -
thither. The first faint noise of gently moving water broke the silence, low
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and faint and Whispering,_faint as the bells of sleep; hither and thither,
hither and thither; and a faint flame trembled on her cheek. o

-Heavenly God! cried Stephen’s soul, in an outburst of profane joy.

He turned away from her suddenly and set off across the strand.
His cheeks were aflame; his body was aglow; his limbs were trembling. -
On and on and on and on he strode, far our over the sands, singing w1ldly
to the sea, crying to greet the advent of the life that had cried to him.

~ Her image had passed into his soul for ever and no word had

broken the holy silence of his ecstasy. Her eyes had called him and his
soul had leaped at the call. To live, to err, to fall, to triumph, to recreate™
life out of life! A wild angel had appeared to him, the angel of mortal
youth and beauty, an envoy from the fair courts of life, to throw open -
before him in an instant of ecstasy the gates of all the ways and error and
glory On and on and on and on! (195-196) :

Ariadne is an important figure within the context of the labyrinth myth. Though .
the thread of Ariadhe is an important aspect of her myth, classicists often focus on her
life after Theseus’s abandonn‘ient of her, whereupon Dionysus finds her. The god of wine
is “another bull-god” connecfing her to a bull while Stephen had just been compared to‘_f&.
bull at the sacrifice. As his consort she “presided over death and rebirth. In this functidn
she guided the soul through the wmdmg labyrinth of life to freedom and a new ex1stence
(Fortuna 110). So Ariadne gave the tool for Theseus to find his way out of the labyrlnth
and Joyce uses the bird-girl as an inspiration for Stephen to pursue art.

Critics focus on aspects of the bird-girl as an Ariadne-like guide, but these are o
ultimately limited by context. For example, Neville claims that the bird-girl is
“suggestivé of the messenger of ultimate Truth... [Stephen] becomes strangely aware of ‘
his destiny...this is the begmmng of his contemplatlon of art, for in her Stephen finds
mortal beauty, released from sensual feelings” (73). With the pérspective of the bird-girl
as a bearer of truth and J oyce’s aesthetic principle holding truth as the bedrock of art,

Ariadne convincingly represents this character. Hence, a classical figure from

mythology, the most ancient of literary and religious influences, represents the pathway |
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to escape the system of flawed institutions in Stephen’s life. This ironic but effective uSé
of myth reveals how 4'subt1y Joyce is able to construct his narrative to illustrate reality. = ’

This is an intriguing,’Y reading, but Ariadne is more than just a deus ex machina. In
the same way that the connection to the Minotaur cannot be taken wifhoﬁt reservation,
essential aspects of the mﬁh render the character different from the myth. Her
interaction with Theseus was passiona_t¢ and brief. She does not descend into the
labyrinth to offer an escape route, but rather equip.s him before he enters. Additionally,‘r; )
Theseus abandons her shortly_fafter escaping the labyrinth. To claim that the bird-girl ié
simply an Ariadne who prqvfaes the thread to escape the labyrinth in Stephen’s life
ignores important aspects of the myth.v As Ariadne had no rglation to either Icarus or the
Minotaur, one can hardly inferpret the bird-girl/Ariadne figure as the link between the
monstrous beast and ﬂounderiﬁg artist within Stéph¢n. |

The epiphanies of these chapters reveal that there are multiple aspects, often in . i
tension with each other, just like the complicated Daedalus myth itself. Just as with
myth: |

All the events in the epiphany are simultaneous and open-endedly significant, le"f.tf
so open-ended, in fact, that the meaning becomes deliberately impoverished and .-
provoking, not merely understated. The J oyceém epiphany comes into being
through a problem-solving consciousness, homologous to the logic of mythic 3
thought, constantly trying out its terms and holding them in a tension, “resolving’,f
them only momentarily, for the terms change. (Gould 146) - o

Stephen’s epiphanies consistently relate him to the myth of the ancient creator. By
creating these moments, Joyce interconnects the identities of Stephen, Daedalus, and -

Joyce himself.
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V. The Beauty Maze: The Labyrinth in the aesthetic theory of chapter V

The ‘labyrinth’ that becomes clear in the later chapters of 4 Portrait is Stephen’s.
pursuit of aesthetic theory, the ‘beauty maze’ (Fortuna 112). Before assessing whether or
not Stephen’s pursuit of aesthetics represents the escape from the labyrinth of A Portrait,
the aesthetic theory of Steph'en Dedalus should be explored in both its content and its
significance. As with the sce‘ne in chapter II when the visit to the prostitute includes
details which connect the Daédalus-lcarus myth to a seemingly unrelated scene,
Stephen’s discussion of aesthetics in chapter V reveals Joyce’s attempt to keep Daedalu.s‘_;
in the mind of the reader while discussing what seems to be an unrelated subject. |

Stephen claims that préper art should not excite ‘kinetic’ emétion, but rathera .
‘static’ emotion “raised above desvire and loathing” (233). Improper art spurs on the base’
emotion that either “urges us to possess, to go to sbmething”. .. or “urges us to abando‘r\l,s"
to go from something” (23357 The conversation he has with Lynch corroborates with fhg
aesthetic theory Joyce lays out in his critical writing, in which he includes details
connecting minor characters i‘n A Portrait to the lagbyri‘nth. Lynch claims that a work of :
true art, the Venus of Praxiteles, caused desire in him, leading Lynch to write his ownk- '
name on the statue’s posterior. Stephen’s classmate is intrigued by a statue, which :
Daedalus is known for being able to create so lifelike that a bull mounts one. Stephen
retorts that Lynch also once “ate pieces of dried éowdung” (233). Any reference to cows
is significant, but this speci_ﬁc; instance is further assisted by what comes immediately
after. Lynch breaks “again into a whinny of laughter and again rubbed both his hands

over his groins,” then, as Stephen examines his companion, he “looks at him for a
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moment boldly in the eyes” (234). Lynch returns the look “from his humbled eyes” and

observes:

The long slengér flattened skull beneath the long pointed cap brought

before Stephen’s mind the image of a hooded reptile. The eyes, too, were’

reptilelike in glint and gaze. Yet at that instant, humbled and alert in their

look, they were lit by one tiny human point, the window of a shriveled

soul, poignant and selfembittered. (234)

Stephen provides his own analysis for the observations of the previous seconds,
saying “in polite parenthesis, we are all animals. I also am aﬁ animal” (234). The
significance of the statement itself will be explored momentarily, but the set of details
that leads to this conclusion is highly relevant. First, eating cowdung as a child can
signify the basest form of atfempting to comprehend art. In the same way that Joyce |
presents reélity to include tabbo subjects such as sex, he freely incorporates scatologicalv.f:
references into his work. Hefe, dung is an object thgt ‘sprung up from the raw earth,’ as‘?
art is supposed to do. Of course, with all of the moocows, bulls, and bovine gods in 4
Portrait, Joyce chose the source of his excrement carefully.
Lynch’s similarity to a ‘hooded reptile’ becomes also significant to the analysis.r .

In the same way the Minoan labyrinth is associatéd with bulls and the Minotaur, the B
Egyptian labyrinth, upon which Daedalus reputedly modeled his own labyrinth, is
associated with crocodiles. During the time of the public hype regarding Arthur Evans’s
ﬁndings in Crete, Joyce boug’ilt W. Marsham Adams’s House of the Hidden Places. A |
Clue to the Creed of _Early Egypt from Egyptian Sources. It describes some of the
intricacies of thé winding layout of the Great Pyramid. In his findings, “Evans was able

to prove that a brisk trade existed between Egypt and Crete as early as 2000 B.C. That

the two courts had exchanged artisans was a fact. Classical historians were undoubtedly




correct in asserting that Daedalus had built the Cretan labyrinth on the model of the
Egyptian” (Fortuna 27). In fact, the labyrinth was near a town that the Greeks called
Crpcodilopolis (Fortuna 20). So Lynch, by writing his name on a Daedalian statue,
eating dried cowdung, and reminding Stephen of a crocodile, represents an early,
rudimentary form of aesthetics, developed later by' the more advanced Daedalu.s-Stephell‘fv

A focus on eyes further marks this passage. The text repeatedly compares the |
eyes of cows compared to those of bulls, the former representing a docile and passive -
blankness and the latter representlng enraged reaction. Crocodiles also have a focus on.
eyes; they do not blink as thelr eyes sit at water-level. Indeed, Stephen’s example that
humans impulsi'vely react to external factors is that “Our eyelid closes before we are
aware that the fly is about to enter our eye” (234). By choosing these' two animals with
association of “bold” stares and “humble” stares, Joyce presents multiple-purposed eyes
that allow the viewer to read and be read. J oyce’s other writings also evidence a strong :-‘f_'
association with eyes. In the earliest surviving essay from his childhood entitled “Trust
Not Appearances,” the fourteen-year-old Joyce claims that “there is a ‘something’ that
tells us the character of man. f‘lt is the eye...It is the eye that reveals to man the guilt or )
innocence, the vices or the virtues of the soul” (16). Stephen picks up “one tiny human
point, the windctw of a shriveled soul, poignant and selfembittered” (234) in Lynch’s
eyes. So Lynch, a central though animalistic figure in the labyrinth has a distinctly
human spirit within the animal constraints. This syrhpathetic depiction of a humanized -
animal reiterates the prevalent theme of the Minotaur.

A comparlson to cows and crocodiles arises again at the conclusion of the novel

in the pages of the diary. In the March 22 entry, Stephen writes: “In company w1th
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Lynch followed a sizable hospital nurse. Lynch’s idea. Dislike it. Two lean hungry .
greyhounds walking after a heifer” (283). As before, he and Lynch are characterized as N
animals as they walk. This tlmehowever,thelr éi)al.'drawscgmparisons to a heifer to be
kilied. If compared to the object of their previous ambulation, where their goal lay in .'
disclosing a coherent aesthetic theory, a key to the labyrinth, then Stephen is
characterizing that pursuit as being the same. Chasing a cow like predators is compared
to chasing aesthetics. In the March 30 diary entry, Stephen writes:
This evening Cranly was in the porch of the library, proposing a :
probiem to Dixon and her brother. A mother let her child fall into the
" Nile. Still harping on the mother. A crocodile seized the child. Mother
‘asked it back. Crocodile said all right if she told him what he was gomg to
do with the child, eat it or not eat it.
‘ This mentality, Lepidus would say, is indeed bred out of your mud
by the operation of your sun.
And mine? Is it not too? Then into the Nile mud with it! (285)
This secqﬁd passage echoes another conizersation with fellow students involving
‘probleins’ and comparing them to animals devouring prey. Stephen equates the heifer
that Lynch and Stephen followed as wolves and the baby that the crocodile ponders
whether or not to eat. This is another connection to sacrifice that shows Stephen thinkingﬁ
in those simultaneously mythical and natural terms.

Lynch also s.eéms’_aware of this delicate position, and says that “though I did eat a’
cake of cowdung once, that I adrire only beauty” (235). The two discuss rhythmi, which
Stephen describes as “the first. formal esthetic relation of part to part in any esthetic
whole or of an esthetic whole to its part or parts or of any part to the esthetic whole of ‘

which it is a part” (234-5). This presentation uses repetition both in form and content to-

connect rhythm to the labyrinthine structure of winding and doubling back. Stephen
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expresses camaraderie with l,,»ynch and claims that it'fis' a good thi'ng to 'conyerse as they.
are:

. 'To speak of these ~things and to try to understand their nature and, havmg
understood it, to try slowly and humbly and constantly to express, 10 press
out again, from the gross earth or what it brings forth, from sound and
shape and colour Wthh are the prison gates of our soul, an image of the
beauty we have come to understand that is art. (235)

In this conversation Stephen is learning and teaching at the same tirne J oy ce presents
both Lvnch and Stephen as animal human figures attempting to ﬁnd their way through a
labyrinth of expenence with aesthetic theory as a guider By ass001at1ng-- Lynch with an. |
earlier and lesser devéloped l‘abyrinth_: Joyoe plaees Stephen as teacher while keeping Him
as‘ a student and peer. Stephen may have some answers, but does not stop seeking rnorel

While e‘xplicating his aesthetic th’eory, Stephen also reveals someof his
intellectual soure_e's. He speaks of Plato, who “said that heauty is thej sple'nd0ur of truth’f’
(236). Stephen claims that “the true and the beautiful are akin” (236), and relates this .
thesis to Ari'stotle, saying that “Aristotle’s entire system of philosophy rests upon...his B
staternent thatthe -s'arne attribute cannot at the same time and in the same connexion k
belong to and not belong to the same sub]ect” (236-237). This concept known as the
Law of Identity and often rendered as ‘Adis A’ provides a basis for the J oycean pr1n01ples
of the dispensation of reality and the beauty of truth, or classical art. Joyce 1ntertw1nes
Greek myth and Greek philosophy to assist the presentation of hlS aesthetrc theory

In addition to Plato and Arrstotle a thlrd source is Saint Thomas Aqurnas who ,\
J oyee’ claims was ‘_"pe’rhaps the keenest and most lucid rnind known to human hiStOry”
{J oy'ce,‘ Ireland. I6l). Stephen giyesAquinas’s deﬁnition of beauty, saying, “that is

beautiful the apprehension of which pleas'es”'(2‘36f). However, an important corollary that




limits this definition lies in Aq
excite desire and ldathi_ng’-"(2“3
description of proper art. Late

sensible — that which the sen
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uinas’s clear command “to keep away good and evil which

6). Certainly this source influenced Stephen’s earlier -

{r, Stephen explains that the beautiful must include the

ses can perceive — by translating a phrase of Aquinas, - o

saying, “I translate it so: Three things are needed for beauty? wholeness, harmony and

radiance” (239). S'tephen eve

n admits that his theory could be called “applied Aquinasf"

(238), so it is clear that in his search for an aesthetic theory Aquinz_is serves as a

noteworthy source.
Scholars have analyze(

in’terpretedv Aquinaé as Stepher

i this connection with the saint extensively. Some ha’ve“

1’s Ariadne, mainly due to Stephen’s claim that “So far as .

this side of esthetic philosophy extends, Aquinas will carfy me all along the line” ‘( 238).

Obviously, any reference to a
structure should be considereii
of the household of Minos that
represehts. Aquiﬁas‘is a canén
help Stephen escape the Catho

As with any readiﬁg of

éarried too far. Theseus aband

line’ that is followed through a complicated and repetitive
in light of Ariadne’é thread. Ariadne is a subversiVe part

leads Theseus to freedom from the very house she

ical mémber of the Catholic Church, though his teachings .

lic Church.
Stephen, Aquinas’s aesthetics as Ariadne’s thread can be-

ons Ariadne after she helps him escape the labyrinth, and "

Stephen’s conversations of literary theory in Ulysses indicate that he has not abéndonedi’ .

this theory, even if he has failéd to be recognized for it. In addition, Stephen deviates

from Aquinas in gestation. Joyce and Stephen share a literary model, so if Aquinas

served as a guide to Joyce then

he did to Stephen. However, it is clear that with Joyce’s




inclusion of ‘unholy” subjects and his rejection of vCatholicism, that he did not follow -
Aquinas completely. Grayson summarizes this disparity, emphasizing that:

Underlying the Thomlstlc aesthetlc phllosophy, which for St. Thomas is-
merely a minor offshoot of his ethical phllosophy but upon which Stephen
bases his own aesthetic theories, is the assumption that the creation is
beautiful since it proceeds from Godj; therefore ali things are inherently -
beautiful...But [Stephen] does not perceive-the inherent beauty of the .-
things which form his world; for him there is no intellection per se, no v
fundamental understanding or apprehension of the things which allows
him to see them in relation to other things. (316)

As such, Stephen clearly accepts onl}; épplicable tenets of Thomistic philosophy, rather.f'_.:ff_;
than the entirety. 'Ariadne’s; it‘hread led Theseus out of the labyrinth so he could return to
Ariadne. J oyce is using Thomistic aesthetics, but not following it to its source
assumptions. The metaphor of Aquinas’s aesthetics as Ariadne’s thread is useful to
readers as the theory itself isto Stephen: helpful, but not ésSen‘tialf

Joyce presents his ae_sthetic theory during this ‘co‘nversa‘tién, but perpetuates the
labyrinth in the mind of the reader. Whenever Stephen correctly defines a term from
Aquinas, Lynch responds with “Bull’s eye!” (241 ,242). The center of a dartboard is itself
the irhage of a labyrinth. The labyrinth was not only an edifice, but had a symbol that
represehted it; “a spiral enclosing a bull” (Fortuna 54-55). The véry structure of the
labyrinth centers on the Mihotaur, band the structuré of the novel centers around an
eéncounter with a bovine god. In addition, Lynch, for whom hum'an-anifnal eyes have =
already been diséﬁés‘:éd, once égain»refeis to the eye of an animal; The tiny center
surrounded by the repetitive patterns gives meaning to the entire darﬁbdard in the wayit
gives meaning to the entife labyrinth. By using this term, Lynch repeatedly invokes thc |

image of the labyrinth.
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| Evevn Stephen’s description of perception, \%’hi_Ch supposedly Ieéds hylim out of the
labyrinth, recalls'i_he thémej of meandering repetit_ion.Where “you pass from point to p;)ii}t,
l'ed”l‘)y 1ts fo@al lmeg, you apprehend it 'a_s;%a;hﬁﬂesg}- part agyéi(r__lhs»t.'ga;rt_ »thhin its limits; :__
yo,u"feel the’rh)fthrri ;)f its strﬁ;turé;'. .You apprehénd'it as cbﬁ;pléx, :f.léultiple, divisible,-s :
separable, made up of its part:s, the result of its parts and their sum, harmonious™ (241-
242), Stephen eventually ekplains all of Aquinas’s components, including claritas. He
does so with an invocation of his early assertion about the Law of Identity, saying the
ultimate form of pef_éeptioh_occurs when one perceives “that it ‘i}s that thing which it is
and no other thing. The radiance of Which he speaké in_th‘e scholastié qdidditqs, thel-:" N
w%atﬁéss Qf a thiqg”'(éilz). ThlS definition consoiidates the ideas Joyce articulates in hig
ea‘rly éssay's' re_gz.ird,ivn'g ae'sfheﬁicS. The reality of indiVidual expérienCes and encounters
transmits through a mode wh’ich‘ adequétely repfesents the purity of that nature. |

| Stephen’s e'xploratibﬁ of his aesthetic theory is essénﬁal to the labyrinthine
structure of the novel. As articulated above, Fo’rtuné submits that the pursuit of the
aesthetic theory s the final pﬁése of the labyrinth. However a consideration of the ﬁatufe:
of the mythic énd his‘toriC labyrinths shows that this conéldsidhrheé‘d‘s; revision. The |
rituals of the lab'yli‘int‘h'fb:cuséd' on iﬁdividuﬁl trial‘s".and rites of passaige:, but -ihes'e; ’lik'e_ali
riﬁiais_, We'réviri-stittiti”o'n‘é{l, -Histdrically, many mefnbérs ofa cbﬁlmunifyl‘éorﬁmonly o
underwent rituals in lab}?rintﬂh‘s_'." All undér-w‘ent’the safne'sfebs of the rituals and emérgéfc_’_i:.
alls ini'{iates." in myth, few successfully escaped the labyrinth. Importantly, urﬂike a.maz‘e.;’
there is only one path to ente‘f‘ and exita _labyrinth.v Yet one of the déﬁhing Vcharacteristﬁic‘:"s_
of the Daedalus ’myth is hiédiécbvery of an alternativ.é mode '6f escépe through cuhning.

Since he had literally built his own prison, it would seem that he éhtrapj)ed himself,




éspeéially -givévhﬂthe léék of ‘ip.dicatio‘nvof other obstaclés keeping Daredalu's‘in‘thé .
labyrinth. Ho‘w‘ever,' 1f he had Sirﬂply walked out, the myth would take oﬁ én ‘emir.ely' R
diffgreﬁt !meaning'; : F heqeusdependson thecunnmg of Da.;eidaly's fo ﬁnd the only e}_(it' m |
th‘éliébyrinth;. Da;:dalus already kriows how to escape. O\(id’}s‘ ‘accoiu}lt ihdicateé that -
Daedalus ‘was himsé.lf scarcély ablé td find the way béck to the e‘ntrance.,’. He could do- -
>it, but would no£. vIr.1 fact, ﬁe :decidés to leave only becauée he ;tired bf Créte aﬁd of h1s
long,absen'ce from hohie, was filled with longing for hisv0\INn country, but hé was shut i'r;:v
by the seg’, So it séerhs that ";he walls of his own structure do not .conta_in him,_ but rather
the cdnditions' outsiae of the llabyrihth‘. In the lineé immediatély befpre whét is i'nélude&f |
as thé ¢pigraﬁh ot 4 Pfor’tra"i‘zr‘,‘:“he said: }‘The king may block-my way by land or acroés o
tﬁ_e écean, bpt the; Sky‘, "surely; is dpen,'a’nd that is how we shall go. Minos may poss‘eés;t _.
alllthe restgibut he does not prée’s_s thé air’” (Séholes’énd'Kéin, Workshop 267). This 'is_v‘;-
a decisive deﬁaﬁée’ of authgfi’t‘y‘_m Due to naval sup'fema_cy, "MinosA owns the sea that*
Houﬁds Daedalus. Thé escape from the labyrinth is more of a self-imposed exile, rather .
than a despérate eséape. Stephen’s decision to esc;ape by extraordinary means, to rej ect’f, ‘:
the éntire”‘system of the labyrinth, is‘ an absolut;cly'essent‘ial component of his
deveioprﬁent and thlS myth S

With an _efnphésfs on thel rejeétion of the labyrinth as an entire system, the image
of aeéfhetiéé as; Ariadne’s thread leading Stephen out of thé ﬁ_ia.z'e go loﬁger hbidétruel :
Tﬁése’ué‘ d’ep'artevd‘th'e labyrinth. using a thre‘ad-,‘ following v‘lvove’ out‘offhe' maze. He did' :
not simpiy decide mo're"thé‘n..halfway thréugh the méz’é that he would start foil‘dvif.ing the
threéd out the way Stgphen has a change of vheartb éiffer corifrbnting hlS “bovine god’ in‘t'hé

center of the novel. Daedalus and Stephen both make clear decisions to escape the '
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1abyrin_th. Foﬁunafs reading jmplies that the rejection of the priesthbod éonstitutés a part
of the normal i‘nitiatji(-)r‘l associ’ate.d With .S'Fephen’.s lébyrinthine journey. However, the
claifn of non serviam impli'es'that- h; is rej eét.ing the authoﬁty under which the labyrinfﬁ.
was constructed‘, _ﬁot the labyrinth itself. If he had vconti.nued with the pfiesthood, theﬁ the
labyrinth wouid have served his purpose',. and he would havé completed the .initiallt‘ionb th‘gflt;.
he had begun. But fleeing the labyrinth over the walls, liké Daedalus, ‘is not the same as_,‘. :
éimply dredging one’s v;fay through, like Theseus. Like Daedalus, Stephen knows the
step he would have to take to exit the labyrinth; he wbuld just have to join the priesth‘ocv)itc.i’.“
He also, like Daedalps, understands the gonstraints outside of the labyrinthine system;
namely the constriction of the Church. His pledge to fly by the nets of f‘nationali;ys e
langUgge, and rf’:ligior‘l”‘begrs’striking resemﬂblance»tc_) Daedalus’ statement about flying to
avoid all that Minos posseséed. Thus, although Fortuna’s analysis is helpful to establisﬁ,“:'

many structural parallels with the Cretan labyrinth, her conclusion needs revision.




\/I Stephen as an Artist: Searching for-success

If the aesthetic theoryf does not draw at all from the ‘Ariadne’s thread’ image, it_‘is"
reasonable to explore why Joyce. goes to: such great lengths to mclude 1mages from the
Daedalus rnyth One\of the 1rnportant and oft- debated quest1ons asks whether or not .
Stephen succeeds as an artist. Clearly, Stephen starts to take flight, but the reader‘ 'in 4
Portrait does not know if he drowns as en Icarus or flourishes as a Daedalus. The
aesthetic theory finds its most appropriate symhol inthe context of the myth not as
Ariadne’s thread but asDaed_alus’s waxen wings. While both serve as mechanisms. of
escape, there is .a choice that must be made. ‘The thread presents certainty, but also
enclosure in the existing’ sySternL“The waxen wings allow one to fly outside of all -
constraints, but leéwes open the possibility of failure. Stephen chooses wings to es‘cépe?_‘ |
leaving' the readet free to speculate whether he will ﬂy or fall,‘ |

| Onecan discuss the suc‘c‘ess or failure o‘f Stephen as an-r artistyinlight of hig

perforrnanc‘_e. as'an-artist; .hi’s intentions in his eirti’stic'theory,’ or his presence in Ulysses. -
Yet, too often,:scholars use this final justiﬁcationto miake assessments about the Stephen_
Dedalus in 4 Portrait. ' ‘F"'or ‘example Heininger points out, “from the beginning, it is -
apparentthat the Weary Stephen we encounter on page three of Uly’sSes contrasts sharply
with the hopeful and eager Stephen of the end of 4 Portrazt” (43 5) However A Portrazt
does not serve as a prologue to Ulysses The earlier novel prov1des enough materlal on’
its own to explore full‘y ‘whether Stephen is an Icarus or a D'aedalus ﬁgure. Full |
considerat:i'on of Stephens experiences in..A Portrait will precede c‘OnSidera’tion‘l o}f thel >

young:artist in Ulysses.
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The‘diséussion of aesiheﬁcs in chapter V mal%es_ap}:)arent the identity of .Stephé:.rlll"s
aesthetic theory With 'What we ‘knvow of J oyce’s from somé of his early critical writingst,.'
.phar.t_iculbarly th;: exaltatlonofamoreﬁatufahstwart ﬂe}ri‘véc.léfror'h_;“\lipgg ~»I:Jnoin(.)” and
«;Drama aﬁd Lifé,;’ ‘T.hve villaneile in chaptér \ seﬁes as‘ the only,f.act-ual ‘éﬂ’ Stephen | )
creates in A Portrait.- Robert‘_Scholes claims that “in order to fulfill the term of Stepherifé
esthetic gestation, it was necessary for Joyce to present us with a created thing, with a ,
literary work which Was the product of his inspiration” (485). It is apparent to this pOil‘.l?[‘ )
in the novel that Stephen takés great intérest in art, but this enthusiasm does not qualifyftl. |
him as an artiét! B(_)'wérs coolly giaims that u.nti_l_bthe composition of the villanelle,
“Stephen has done little to warrant being described as an artist. His e;éthetic theory has™
be_:gn lon‘g;-winde‘d' and contrived, and even he must be aware that talking about art is noj
ért” (231). Sfephén articulétes how art that simply inspiré‘s'an\emotic')ne‘ll respons'e does‘-'_:‘,_'”
not Constit’ut'er real art; stating 'thét “The arts which excite [‘désire or loathing] are therefore
improper arts™ (233). ‘Someone who resi)o'nds'at such a base level is not an artist, but an
aesthete. In chapter V, hdv&iefve'r,' Stephén creates the poefﬁ as he awakes to a éﬁféébf ‘ |
| insbiratioii:"‘O"Whai sv&e’:eth:r’nusi'c! His soul was all dewy wet. Over his limbs in sleep |
palé cool \}\}é\}es of light had passed. He lay still as if his s’bﬁi lay arr.liyd cool waters,
c'ohsci()usv-'of faint é@eet music. .. A spirit filled hir.rl,'pure'as' the purest water, sweet dew;,
moving aé mus:ic” (24'7). He was insbired by a drearﬁ where he “had knowﬁ the ecstassf"
of seréphic life” and “The instant flashed forth like é point of light and vrvlow from iclb"ud"‘-f
on cloud of Vague'¢ircumétaﬁce confused form waé ve111ng séﬁly its afterglow.” The "\
narrator refers to thiS morﬁiﬁg aftergiow again, claiming “An afterglow 'deepeﬁed withi‘r; ‘lf

his spirit, whence the white ﬂame had passed” (246-247).” With all of the images of
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moisture (dew, wet, waters), flashing ecstasy, and afterglow, it seems apparent that '
Stephen has had an erotic dre'am ending with a nocturn‘ai emission. HOwever, art cann(’)t: ,
be designed to prornqte:'desire ior"idéithlrné." Therersno incpn,sjsteney‘"with Stephen’s |
theery,_regarctless of .the souree of inspiration, if he creates-art V:v'ith a serious purpose.
The reader obsert/es. Stephen"s process "of creating the poem exhibits references to his
moments of inspirétion, but a delicate cohcern not to “revile and mock” his_senree of
inspiration '(25 1). | |

Ste'phen méy be an artist, but Joyce’s aesthet'rc theory;as early as “Ecce Homc')”; |
énd' “Drama and Life,” ascribes different yalue to different types of art. Ste_phen conside”rs
himseifan artrst, but does fiot self;describe as a ‘classical’ artist.” This insight explains }
what Fortuna calls the “air of failure about Stephen” (120).‘ Icarus has a literal ‘air of =
failure’ about him as he ﬂapsf'His naked arms and falls into the sea. indicating that in4
Portrait Stephen “does ot fulfill his Dacdalian role; he merely initiates it” (Fortuna 121).
'Stephen is often consrdered to \be an Icarian figure by the end of the novel, espeeially
considering the final invocation of Daedalus as his fnther in the final lines ef the nO\rel, T ‘
which “serve to underline; ..the final jrony of characterization” (1‘263). In the iast entry of
his joumal he writes “Old fether old artificer, stahd rne now and ever rn good stead” |
(253) This 1nvocat10n has frequently been interpreted as the final deprctron of Stephen |
as “the artist as a young man, a romanticist and an Icarus, p01sed before his final fall” |
(Fortuna 126) |

Nevrlle attempts to reeoncﬂe the dlsappomtment of the “Villanelle of the

Temptress whrch leads many readers to consrder Stephen a farlure as an artist. He
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claims that the explication of his aesthetic theory, not the villanelle that defines him as é.n

artist, countering:

Stephen paints theé picture of his esthetic theory with the borrowed brush
strokes of Aquinas and Aristotle splashing upon the canvas through. the
most perfected words of his total experience. In this attempt for harmony;
radiance, and wholeness, “Stephen-Artist” steps aside from the canvas and
contemplates his destiny. This allows the reader for the first time to see
the total picture, the “whatness” of Stephen Dedalus. Only thén is the:
portrait complete. (79) : ' ‘

As appealing as this reading is, Stephen’s own explication of his aesthetic theory is not -

for an aesthetic end. The portrait for Stephen is not yet complete for the reader, though it

may be for Joyce.

The question of whether or not Stephen deserves status as an artist and finds

additional depth in Stephen’s further explanations of his aesthetic theory. After

summarizing the inﬂuénce’of Aquinas, Sfephen’ proposes questions that he had‘_preparcd"

to test his theory. It is “in finding the answers to them I found the theory of esthetic

which I am trying to explain” (243). Joyce uses a question and answer format to lay outa

theory that could be accepted a priori. This structure is similar to the form of the

Catechism, the book of education for students of Catholic theology. This form of

education is referenced in the text, in chapter I1I as Stephen and his classmates wait for -

the rector to begin the lessons from it. Stephen’s thoughts connect the trajectory of the .

labyrinth with the later form of exposition for his aesthetic theory:

As he sat in his bench gazing calmly at the rector’s shrewd hard face, his  :
mind wound itself in and out of the curious questions proposed to it...Ifa
layman in giving baptism pour the water before saying the words is the
child baptized? Is baptism with a mineral water valid? How comes it that
while the first beatitude promises the kingdom of heaven to the poor of
heart the second beatitude promises also to the meek that they shall
possess the land? Why was the sacrament of the eucharist instituted under
the two species of bread and wine if Jesus Christ be present body and
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blood, soul and divinity, in the bread alone énd in the wine alone? Do‘es'ka‘

tiny particle of the consecrated bread contain all the body and blood of"

Jesus Christ or a part only of the body and blood? If the wine change 1nt0

vinegar and the host, cruthble into corruption after they have been :

-consecrated, 1Q Jesus Christ still present under thelr spec1es as God and as

Man? (120) - :
Not only does Stephen find “an arid pleésure in following up to the end the rigid lines of
the doctrines of the church” (1 19), he does so by winding “in and out of the curious
questions” (120). In the same way Stephen lays out his own set of rebuttal questions that
challengesb the the;)ries of his Catholic teachers and calls to mind the labyrinth, he drafté";
his own questions to explore the theor’y further.

These qliestidns rel,a:tfev to art and connect bthis‘exploration with Daedalus. They
include, “Is Aav chair finely made ragic or com.ic? Is the poFtrait of Mona Lisa good lf I
desire to see it? I }he bust bf;ir Philip Crampton lyrical, epical, or dramatic? If not,
why not? ”'(243). They legitimately test his theory,. but his final example references
Daedalus 'exlpl'ici,tly as well. ’Stephen asks, “If a m;m hackiﬁg in fury at a-block of waodﬁ :
make there an i‘)nage of a cow, is that image a-’wofk-of art? If not, why not?” (2‘43—'4").'
T.h‘is final question ovértly ref¢rs to the construction of the wooden cow for Pasiphae, o
which allowed for the birth of the Minotaur. This conversation marks one of de’ceas
rhost clear appearances in the novel as Stephen. He did in fact ask those questions of:
himself 1n his Paris r’iqte.book, “patterned on the rhétorical style of Aristotle [which'
shows] a conscious effoﬁ t.o.cll.arify key ideas later modified in the discussions of
aesthertic theor'y;’ (Fargnoli and Gﬂles’pie 10). In the notebook he answers the Quéstionvi;._éy
posed in A Portrazt The answer is as follows: “The image 6f a '<4:’o'w made by é man
hacking in fury at a block of wo'od is a human disposition of Serl’s‘iblé matter but it is not d

human disposition of sensible matter for an aesthetic end, therefore it is not a work of art”
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(Scheles and Kain, Workshop 55). Daedalus did not hack ‘in fury,” but the wooden cow-
still served to incite or respond to lust and “the sa‘rlsfactlon of a queen’s ]ust has nothmg
to do with an ae§the‘rie end. From t_he f}enorffan_cyif_s:f(raeture of Stephen’s aesthetic in 4 :
Portraif, he would eertainly' ahSWer, No” (Fortuna 1 14)° | “

" An interesting‘ coincidence is a statement that E.M. Forster makes regarding
Joyce’s artistic arrlbition and ap_plication. In a conversation concemrng the future of -
modernism; he refers to a to-b}e-(realizedj_ype of artist c'.alled ‘the prophet’ who,'ac'corc»ﬁrlg‘
to Forster’s 'eons‘ideration, seems in mariy Ways ‘like Joyce, however: | |

[The prophet] does not hammer away. That is whv we exclude Joyce
Joyce has many qualities akin to prophecy and.he has shown (espeeially in
the Portrait oj ‘the Artist) an imaginative grasp of evil. But he undermines
the universe in too workmanlike a manner, looking round for this tool or
that: in spite of all his internal loosenéss he is too tight, he is never vague
“except after due dehberatlon itis talk talk, never song (199). '
Forster’s criticism 1s_toppedrby.an even cooler assessment, that “There is not very r"nuoh';
reflection going on at any 'time inside the head of MrT James Jb‘oyce‘. That is ihdeed_the |
ch,araeteri,stic of the craftsman...1 do not mean that he works harder or more thoroughilyt
than.other. people, but t_hat he is not so much an inventrve intelligence as an executant_s”:,
(Lewis 106). Forster-an_d Le.wis,-whe:ther the}/f consciously do this or not, relate Joyc_e to
the man haeking at the \;vooden cow. Again it is the aesthetic: purpose that is 1mportant
but Daedalus, S‘repheh, ahd J oyce are all accused of\eonsc'i'ous' and coﬁtriyed efforts due
to excessive workrrianShip. v
B Man‘yv oriticéiclai,m that Stephen eventually becomes an Icarus 'ﬁéure%a failed
artrét——ibut Fortona’ al_terri'atively suggests “one could read _[Stephen] as a Daedalus ﬁgure
and still come to the ,s'.ame vi"ronie, conclusions about hi4s"faiflure‘ as an artist_”"(_ 121). She.

claims “critics who make the Stephen-Icarus identification usually damn Stephen
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impiiéitly for nof 'b.ecom’in'g‘a 'full-'ﬂedged_Daed'a'ius; in his fatal fali destroying the |
po'ssibility 'c')‘f his _groWihg to ‘bé another master ialﬁﬁc‘er” (121). Fdrfﬁna does not agrbe.éll "
that feadihg Stéphe,ﬁva's:iDeAiedaliiéfric;ccs'éar'il;i;ﬁfa}:(esjhis a nepr@sghiéﬁéﬁ o‘fvthlev‘true |
artist’ (:121). ThlSlsa very"inté'festing conclusion. The underiying éésurflptioﬁ'of geﬁefél
séhblarshiip&s that Daedalus"i’s the first a_rtiSt, SO, e:ssentially,l:.he must be an artist. Veriii};,‘
1f 6ne of his many crelat‘ivo‘ns ;ides not qﬁalify as aft if does ﬁOt »nec_e.ssvarilvy_ _preclﬁde
Daedalus. frqm being an_-‘artisrfi, but other evidence suggests that Daedalus would not
qualify v‘as a "’clé;ssical’ artist, ..though he is an artist ﬁ"om‘ classngil antiqiﬁty,

| Ilmme;iiatély after posihg the questiqns from vhis notebobk, S.tephen éharacteri‘zeis"
scﬁlpfure asvrarrl‘ "’ixtllfefiorf‘ art that ‘.‘doe.s not present the fofms I spéke of. distinguished‘ :
_clearl'y. oné from anothér” (244). He 'érf;ates of lifelike statuary not for an aesthetibc ,end?,;, \
and ev‘en“ such a pufpose would nb‘t render him thé ideal artiét, as the form is itsvel_'f |
inferiér. Iﬁ additiqn, StepherAl_: cl‘éim’s that “the artist, like the God‘of cfeation, remains
within or béhind or beyoﬂd‘ or above hits Héndiwork; ihvisiblé,-reﬁned out of existence,
iﬁdifferent, pariilg his ﬁngemails”_( 2455. If this wéré fo apply to Daedalus, thén his
C;Eati'0951WOulc.1 nqt"c'iualif.y' atall. He isvi‘nherently attachied tov his waxen wings; they
cannot exist Withou't his body giving them structure and his mind giVing them form. .I_n
édditioﬁ; myth I;‘r’esehts‘ Déédalus as a reaCtiénary<—§wicé attemptgfﬁg fﬁmrder’in 'respon;,sfj:f;‘k
to the creation of another. As ekplafned above, réacﬁonary emotion, such as lust or |
aﬁgér, violates the aeéthetié'prihciple that Joyée e’;{péunds. |

"The epigréﬁh, v“b“ Andﬁ [Daédalus] altered/improved the ‘1av§s of nature.’ written m -

the conteXf of cbnStructing the waxy wiﬁgs” ( Hbchman); suﬁpgirts this*ciaifn. I 6yée’s. fh

critical theory exalts art that does not alter nature, but represents it. As ex‘pléined above,

b st araea
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the referenvce to Daedalue in'tﬁe aesthetic lecture infers that Daedalus was not a ‘classieé,ir?
artist. T‘ﬁe praeficel nature{\ojf the wooden cow mailkes.it -eésentially different frem the .
type of ért that Stephen has erafted. ‘Daedalus’s ‘fcow was designed and coﬁstructed. . to
allow a queen to coﬁsurﬁmate her paseion for a bull, not.t(') ’be a thing of Beauty or to |
‘epiphanize’ reality” (Fortﬁﬁé 122). However, even if Daedalus.eoes not succeed in
achieving the kind of artistry that Joyce andetephen agree is ideal, sueh a concession: i
-dee.s:not combromise the mytﬁical' character’s position as a central figure in the structufe )
ef the story. | | -

Daedalus, then, 1s not a true artist, at least ::not according to the aesthetics of Joyéé%
Stephen. Likewise, it seems _fhat Stephen, who models himself on the mythic inventoAr,Y:._f"‘
fails 'for the same reason. Aee'ording to Stephen’s aesthetic theory and resolution to leaﬂie
Ifeland “to encounter for the ;rlillionth time the reaility of experience and to forge in the:. 4
smithy of my soull the uncreated conscience of my race” (288), Hugh Kenner claims that
“improving the work of nature 1S [Stephen’s] obvious ambition” (121). As such,
“Stephen does not...become an artist by rejecting church and country. Stephen does not
beceme an artist at all” (Kenner 121). Claims ;egarding Stephen’s failure typically dravéz
support from the unconvincing Villanelle or the depiction of Stephen in Ulysses. Here,"":i'E
however, mere inténtions disqualify Stephen from consideration as a pﬁre artist.

- On first approach, thie conclusion reads as an indictment not only of Stephen but
also of Joyce. In possibly the most backhanded compliment ever bestowed on Joyce, - -
Wyndhafn Lewis cha?acteﬁies the relationship between Stephen and Joyce as it
developé:

Joyce is fundamentally autobiographical, it must be recalled; not in the o
way that most writers to some extent are, but scrupulously and '
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naturalistically so. Or at least that is how he started. The Portrait of the
Artist as a Young Man was supposed to give you a neat, carefully-drawn.
picture of Joyce from babyhood upwards. .. You get an accurate enough
account, thereupon, ¢f & physmally-feeble timid, pompous, ill-tempered; -
. very: conceited: llttle +boy. Ttis lnterestmg honest even sometimes to
- naiveté—=though. not often that; but it is not promising material for :
anything but the small, neat naturalism of Dubliners. It seems as unlikely;
in short, that this little fellow will grow into the protagonist of a battle
between the mighty principles of Spirit and Matter, Good and Evil, or
White and Black, as that the author of the little, neat, reasonable,
unadventurous Dubliners would one day become the author of the big
blustering Ulysses. (117)
Coming from the same critic who claimed that “It would be difficult, I think, to find a ;. -
more lifeless, irritating, principal figure than the deplorable hero of Portrair of the Artist”
(Lewis 116) such criticism -‘is:. not terribly surprising. Regardless of the queétionabl'é_ value
judgment on Stephéﬁ, Lewis charactérizes the intentional and ‘feél_isfi’c hature o_f 'J'oyce"sa- ;
autobicgraphical style correctly. Their critical theories are identical, and J oyce wrote
himself into the novel as a Daedalian figure. Joyce does consider himself‘a true artist,
however. It bec.Omés impdfta_ht to consider what Joyce is attemptihg io say about himself
in the novel. J oyce writes himself into the novel as an artist, but also continually lays a
foundation that suggests his failure as an artist. IfJ oyce violates the laws of nature and *
réal’ify, then he is no true artist according to his own criteria. But he simulfén’éousl‘y e
claims that he is an artist. Te add an additional level of cdrﬁplexiiy to this set of - -
prémises, if readers atten{pt"td .éééept these two co’hﬂiétihg ideas simultaneously, then |
they must defy the principle that Joyce-Stephen claims is essential to perception, that “the
same attribute cannot at the same time and in the samé conriexion belong to and not
bélong to the same subject” (237), or A 1s A.

"~ When readers examine the developrhent of the aesthetic theory exactly, they see

that though J oyée and Stephen have identical aesthetic theories, there is a distinction
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between the twowagents. Stephen introduces a description of how the most proper -
‘classical’ artist would be exhibited through the artistic forms. He characterizes the
dramatic, as espoused by ‘*Drama and L1fe as the “hlghest and most sp1r1tua1 art” (244 )
He compares it to the lyrlcal 'form, saying it is the “simplest Verbal vesture of an instant |
of emotion, a rhythmical ‘cry“such as ages ago cheered on the man who pulled at the.odf" 1
or dragged stones up a slope” (244). He is saying that the literary model developed from
the ancient model assomated with ancient naval life (the Greeks) or myth {Sisyphus ..
pushing/the Stone up the mountain), connecting his ‘cléssical’ art with the classics
themsehzésﬁ He articulates that the difference is that “the narrative is no longer purely
personél. The personality of the» artist passes into the narration itself, ﬂow_ing round and"
round the persons and the action like a vital sea” (244). He describes’ the product of hlS
natrrative style withrn. the"fon‘n’ of the very description, and he uses the imagery of both': .
water (a'nd eireling"to invoke‘the labyrinth’é and the surrOunding sea simultaneously. In thrs
way, Joyce again uses the tools of myth to depict reality through his atrt.'

AS‘tephentfol‘loV\}s by ‘describi‘ng the “dramatic form,” but'doing‘so in ‘terrns‘
exhlblted by the hrghly wrought A Portrazt He clalms that ¢ the Dra'matic form is
reached when the v1ta11ty which has flowed and eddled round each person fills every |
proper and intangib‘Ié‘esthetic life. The personality of the artist, at first a cry or a caden.ee'
or a mood and then a fluid 'und lambent nurrative, ’ﬁnully refines rtself out of exrstencet,‘i':
impersonalizes 1tself’; ( 244j He is descr1b1ng the process of the novel that he is in. The
begrnnrng of Portrazt could best be described as a cry or aeadenee ora mood’ from

Stephens deseriptionb Joyce’s personality moves then into a _‘ﬂuld and lambent -
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narrative.” In 4 Portrait Joyce has not yet achieved the final stage of impersonalizing.

himself in Stephen.

the ideal, but giving hints that his creation cannot live up to t_his ideal because he is still
engaged in representing purely emotional art. Here Joyce recounts his previous mindset.
F.L. Radford summarizes this representation of Joyce redeeming himself by ironizing his
younger self:
If Stephen Dedalus is viewed ironically in the romantic extremism of his
artistic ambition and the extravagance of his language, the superb control _
of these elements within a context of precisely evoked realism is simpty -
- more evidence of the excellence of the artist-to-be. In this way 4 Portrait
is supremely self-reflexive. The artist-at the end of the book will create
~ the book and only by reading to the end are we ready to read again from K
T the- beginning, realizing that the superior art of the mature narrator both
validates and deconstructs the self-concepts of his younger self (271
But he also leaves with a promise that his personality will refine itself out of existence .
within the text. Joyce’s entire body of work exhibits this transition that Stephen
describes. Neville notices this trend and claims that “One must read all of Joyce’s worl;si
to notice the growing de_tachment of the author from his characters. Yet, ironically, the} il";:
portraits become. more personal less restralned” (N ev1lle 3) By the end of A Portrazt
however, the J oyce-Stephen connection remalns most striking J oyce has not yet reﬁned'
himself out of A Portrazt though he is telling us in this text that Stephen is seeking to
refine himself out of the text Joyce accomplishes this by presenting this ideal and then
by completing Ulysses.
'Stephen may-not exc’ei as an artist, but the consciouis depiction of Stephenasa .
floundering artist with potential qualifies Joyce as an artist. The novel itself qualifies as:_

art if itis the “human disposition of sensible or intelligible matter for'an esthetic end” "
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(Joyce, Portrait 235). Though-c_omplicated, it ié certainly sensible, iﬁtelligible, and for aﬁ
aesthetic end. The questioﬁ is not whether Stephen is a ‘romantic’ artist or the .superiof-»-»
‘classical’ artist, but.Joyce. The ans;)ver 1s contiﬁéent on whe_the_r pr@c is presenting :
truth, even about himself. J oycé preéents himself as a young man, with all faults and "; i
contradictiqﬁs._ Joyce represents an earlier Vers_ior_i of himself that would fail as an artis_t.,:"f
but in so doing becomes a success as aﬁ artist. " The depiction of t‘he sinful intention of |
the epigraph to “alter the laws of nature’ that damns his literary characteri.zatior.lbis also
the truthful confessicn that redeems the author. |

The novel, hqwever; concludes not with the explication of the literary theory, but
with self-imposed exile from Ireland. Exile of Stephen connects the author with his e
character, and moreover, connects the pair with their mythical forefather. Joyce’s
experienée of leavihg hish country “could be seen és particularly Irish,” and “it would .ndt"
be misguided to suggest that Joyce’s act of leaving his country completed his .ir'iitiatioh
into Irish cultural idehtify” (‘Canadas). As Joyce Himself said in a 1907 lecture, “The - .
economic and intellectual cohditions that prevail in [Ireland] do flot permit the ' :
development of individualit'yf, ..No one who has any self-résp_ect stays in Ireland, but ‘ﬂe:é.s
afar as though frdrh a country that Has undergone .th”e visitation of an angered Jove” :
(Joyce, Ireland 17:1). | This is the samé sentiment that Daedalus cites when he decides t(:)“ ,
coﬁstruct the waxen wings.

However, the éxile of Joyce and Stephen are different from “the majority, who
largely left their homeland to escape economic hafdship” (Canadas). Leaving for the
Continent in:diéate‘d. a search for “a éultural tradition distinct from that of the British” |

(Canadas). This play between Ireland and Britain is similar to that between Crete and
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Greece. Each of the large .isla_nds, Ireland and Crete, has its own unique culture, thougg’ 1t
is ofteni associated with its respective ‘mainland.’: The Minoans, with whom Daedalus i"s»;
associated, left behind a lega'gy' ir}'Cludirig architecture and material culture that is distin;t;
from fhe Greek traditidn. Celtic Ireland is a continuing source of national identity for th?:
Ir‘ish. Tﬁéseus, the Ath‘enia»rvi‘ hero, left Athens to pursue glory abroad. Daedalus, like
Stephen and Joyce, was driven from his homeland bec-ause of individuality. So the
brooding Daedalus misses his homeland, Athens, but does not actually return. The
nostalgic, exiled artist—aware that his hgme‘ is an inescapable aspect of himself but
unwilling arid unable to returri—is identical to the self-exiled Joyéev-writing obsessively !
of Ifeland"without returning. A4 Portrait is Joyce’s endeavor to capture exactly how he

reached that position.
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WilI. Conclusion: Stephen as Icarus or lapwing in Ulysses

Any consideration of }the relationship between Stephen Dedalus and the Daedalusﬂ
myth should consider his presence 1n Ulysses " vﬁéd’itionally, his flight has been
considered a failure, ss) he is coﬁsidered an Icarﬁs figure. It is nearly impossible for
students of Joyce to completely séparaté the Stephen Dedalus of Ul}',sses and that of the:;
énd of A Portrait. Readers of Joyce’s later novel must compare the Stephen on June 16,
1904, and the one from thirteen months before. We know that Stephen leaves Ireland fo}_
Paris and, as “he seems to have become frustrated, self-accusing and self-justifying B
young man, a would-be artist disillusioned by his recent encounters with the ‘reality of e
experience’” (Heininger 435}. The readers can only assumé that the ’ﬂi'g‘ht to Paris did
not transpire as planned. In J oyce’s later narrative, he ohly presents memories of his trip\
in indistinct ‘ségments, but, nonetheless, “Joyce portrays Stephen Dedalus’ Paris
éxperiences as a consistent pattern of frustration and dashed'hopes” "(Heinilngér 43 5'-6)'.’-"_” -
| Icarus and Daedalus have identical ambitions; the differeﬁce between the two is™ |
success. As such, the basis of considering Stephen t?) be an Icarus has been by :
considering his fail_uré fo set Oﬁt'What'he accomplished to do. ‘At the end of A Portrait 1t »
seenis that Stephen‘ désires tWo things: to ‘fly by the nets’ of institutions and to achievé:
success ésﬁ a\m:éf‘t;lst. A éymbél of the nets that he intends to fly by is the control that the. :'
institutions of Ireland have aver sex. Heininger ¢laims that when cOnSidétihg S‘tephen’s‘_;
sexual 'e>‘<ploits, ;‘iﬁstead of succéeding in his announced plans to ‘ﬂy_-by’ the ‘nets’ of
ségual and emotional satisfaction with a woman, Stqpheﬁ is frustrated in every instanc‘e"" -'
(436) In the ‘Proftéus’ bepisodev,v Stephen “associates sex with art and sin with sex in h‘is"?

series of charges against himself and his past conduct” (437). The fact that sin and sex |




67

remain connected despite Stephen’s claims in 4 Portrait demonstrate that he has

unsuccessfully been able to fly by those nets. He reveals that he has not yet “found the

2

other satisfaction he sere',l‘is,v w_‘h“ic‘ﬁ;'is ‘How to f~i}{/;f‘"r_1»e}",WOmanfs love’”. As he considers the _
posjtion. Qf ,Shakespeare’s .sexualleXper"i.en‘c.g \‘)vith'v Ann Hathaway m “Scylla and
Charybdis,” he reveals that; despite his visits to prostitutes, he has not had such an
experience: “And my turn? When‘?/ Come!” (Joyce, Ulysses 286). The dialogue in
Ulvsses reveéls that his sexuél experiences have failed to fulfill his sexual ambition.

Additionally, he also iﬁas become fairly disillusionedv with what he considers his
artistic destiny at the conclusion of 4 Portrait. Though he has “some small
'su.c'ces'se_é. i ;fbi:ithe most part he abéofbé’ a series of checks to.his arﬁbitions” (Heining.e'rv:”-
442). We sée th‘i's‘cohsiderati:on in the “Scylla and’ éhawbdis” episode? “Fabulous ‘
artificer, the hawklike man. You flew. Whereto? Newhaven-Dieppe, steerage
pziSSen’géf. Paris and back. Lapwing. Icarus. Pater, ait. Seabedabbled, fallen weltering.
LapWing yOu“are. Lapwing he” (Joyce, Ulysses 3 '1“5).‘ Bofh"fabuloUs artiﬁcer,’ and |
‘hawklike man’ are exact phiésés-from Stephen’s épi'phahic mérhenf in chapter IV of 4
Portrait. He recalls this diréétly, but by openly co'rﬁparihg himself to Icarus or a lapWirjlgv,
it is clear that he is considering himself a failure. o

Mbst voften, ;:fitics label Stephen a failure in ,Ulysses, and consequently read h1m .
és' an Jcarus figure, a not en’ti_fely appropriate interpvretaltiofl«, It ceftain1§ fits 1n mahy _ v
regards. He"féel'S't'h‘afhe“h"aiiéd his ﬁameséke and asﬁiyred: 1‘&0 exceed hi:s predeceSsor’s |
powers In Pafis, ;‘Stephen .has not found in VPayrivs any of the su@eS'se’s he Hdd hdped féff_"' "
but rather a séries of vpolit’icalg artistic, r.eligious,' and sexuai disillusionment;” _(Heining‘ef‘_l

443). Thé flight of Icarus was intended to deny ex'istixig forces of né,turé‘r but the
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unstoppable fOfce_S of the sun and the sea, the two nets that Daedalus ‘warﬁs his son th_af |
he must fly in between, provie too powerful and cébture the son. In the same Qéy, by‘ |
_Sfepheﬁ’s disillusionment 1nPar1s,‘the ;nefs’ hé’h‘ad_ triéd to escape by leaving Ireland,;'{
ha&@:demonsf;rated their' universal reach and unexpected stféngth” (Héinin’ger 444). Suc,h
_circﬁmStaﬁceé_wbuld make. hlm seem toybe an utter failure in his task. | ”

However, most myth traditions hold that nothi;lg remains of Icarus except a-
Splééh and the loss felt by Daedalus after his fall. Some critics have pl_‘oposed as the more
accurate image of the ‘lapwing.” The reférence above is not the only consideration of - .‘
Stephén as a Lapwing in Ulysse&. Scholes claims that “Stéphen Dedalus resembles th‘;;
only the fabuléus artificer énd his son Icarus but also that 'top-clever néphew of Daedelus
Who was puéhed offa higﬁ fower by his uncle and turned into a lapwing. In Ulysses
Stephén’é main resemblénée 1s clearly to this third, lapWingéd member of the Daedelian
triﬁity” (Scholes and Kain, Workshop 264).

bThis has beer; éccepted by many critics, who claim that Stephen is struggling to-
sbar, Linable td reéch fhe heights of the hawklike man in A Portrait but also not drown as ",‘
I»carus,but Gécklé considers a lapwing to be a worse fate (104). He claims that Steph@n_f~
is “no longer even an‘Icaruts, but a faithless lapwirjg who has‘ rejected his mother, his .
sister Dilly ...and hi"s brother Maurice” (Geckle 111). To support this hé refers to the
descfibtipn that J osice uses describing her sister causing hifﬂ to drown:, énd when Stephé“n‘
thinks-: “A brother i.sias eas‘i,l}:;f forgotten as an umbrella/ Lapwing./Where ié your‘brothé“;?
Apothecaries’. hall...Lapwing” (Joyce, Ulysses 316). Referring to hOw_lépwings ﬂy heét
water, close to being pulled in as Daedalus warns Icarus,' and the word itself in ami‘dst o

descriptions of abandoning his brother shows him to be even worse failure. Geckle also -
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claims that as lapwings dwell near graves, Stephen’s brief poem comparing his mother’s”
death and a vampire proves that “even in terms of his artistic being, Stephen is like a
lapwing.. Stephen S major (ln fact hlS only) pOCth achlevement in Ulysses corroborates
the 1nterpretatlon that he is a fallure in all respects” (Geckle 1 12)

Though the majority of scholars base their criticism off of Mafy Innes’s
translation, Geckle takes issue with that practice. Geckle asserts that the nephew
transformed into a lapwing is actually “described in Ovid as a ‘perdix,” which translates -
‘partridge.” The translation of Mary M. Innes (Penguin Books 1961{)~that Scholes and ..
Kain reprint is certainly a misléading one. It implies a connection betwéen Stephen’s |
‘lapwing’ and the Ovidian stoiry' that does not, in fact, exist” (Geckle 104).

“Geckle’s rcscarch into the nature of the teim "‘lapwing',; ihcluding the Jegitimacy
of the translation accepted by most critics, provides valuable insight. However, he uses . :
his observations régarding the negative connotations of being a ‘lapwing’ to make the -
following conclusion:

" Tt is time to discontinue the critical approach to A Portrait that sees .
Stephen Dedalus as some sort of autobiographical study of James Joyce..

~ Those critics who merge Stephen and Joyce inevitably find the young .~
Dedalus to be something of a Stephen Hero (without ironical implication).
The iapwing references in Ulysses lead us in another direction. If there is

~any svmpathy for Stephen it is not because he is a potentially great artist.
(Mulligan, forall of his meanness, sees Stephen’s “potential’ for what it is;

~see 245- 6/249) but because he is aware that he is a failure. As Stanislaus:
Joyce bluntly put it: “4 Portrait of the Artist is not an autoblography, itis
an artistic creation. As I had something to say to its reshaping, Ican
affirm this without hesitation...If the Dedalus of Ulysses were intended to

. be a self-portrait it would be a very unflattering one. In temperament he "

* {James Joyce] was as unlike that figure, mourning under the incubus of
remorse, as he could well be” (Geckle 112).

That conclusion-depends on the premise that the references in Ulysses inherently alter the

nature of Stephen Dedalus in A Portrait. Geckle is not alone in making that assumption..
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Trotter claims that Stephen is “different only in the degree of self—dQubt"td which he is ”

subject, and to which a new interior monologue technique gives us unprecedented

access” (83), so the nature of the

character, “The first nine episode

characteris inherently identical. Since it is the same ~

s of Ulysses consign A Portrait to history by

invalidating its solipsism” (Trotter 84);'

Discovering what the relationship is between J oyce and Stephen in Ulysses is

crucial. It is understandable that seeing a novelist’s character at a later work wiil have . -

some bearing on the interpretation of the character, but every aspect of Stephen 4

Porirait should not be reconsidered after seeing him in Ulysses. Grayson points out that

“Joyce’s artistic intentions for Stephen‘ Dedalus in Portrdit are necessarily different from -

those he had for him in "Ulys;v‘_e&. Though ‘Stephier.i 1s a surrogate for Joyce in both-novels,

we should not make the mistake of seeing him as a direct counterpart for the author”

(310). The roié'of Stephen Dédal
autobiographic nature of Stephen
artist who “réméins' within or beh
out of .existence‘,' indifferent, parir

not ébcor}lplish this, but 'J‘dycéwuy

us in relationship to James Joyce is differen‘t. than the .
in 4 Portrait. Stephen’s aesthetic theory called for an. -
ind or beybnd or above his handiwork, inVisibl;:, reﬁnéd
1g his ﬁngemails’f (245). Stephén in A Portrait could

>s Stephen in Ulysses to fulfill his own requirement of

art. This would mean that “the ironic narrative stance is that shown by the older Stépher_i L

in Ulysses™ are not as damning an

d self-deprecating as has been suggestéd, since Ulysses

does not posture itself as an EiUtbbiographical novel (Radford 271).

Critics often claim that the

bugh Stephen resembles different characters in the

mythical strﬂcturc at different times, he cannot resemble different characters =

simultaneously. For ekafnple, F.I. Radford claims that the developmeﬁt of Stéphen' o




shows ;‘a strong central ,c_onsciousness that sees other chaiacters and events and judges;i{ts
experience .accotding to.its o'tVn prejudices and aspirations” (272) He notes that “this 1s a
pro'gressively more eaucatedconscmusnesscapable of elaborating, for itself asatisfying
and justif}\/ing symbo'lic complex” (272) and that a second eonscieusness is “the narrating‘
consciousness which subjects the character’s romantic aspirations to the test of sordid :?
reality and which sets up a ceunterpoint of conflicting images” (272). However, he theh |
elai‘r’nsthat “the ehar_a'etei. Stephen constantly thinks:of‘ the analo gy between himself and‘ :
Daedalus; but ne'v.er'bof Iearus. When he,doesthink of a fall, it is the 'gr’ander one of |
Lucifer, who does-not merely disappeai beneath the waves”. The repeated image of a ‘fall
encouiages the reader but not Stephen to think of Icarus, then asserts that “of course, the
lateriStephen of Ul ysses who is to be the putative narrator of A Portrait, thinks of
himself as that negleCt'ed Daedalean relative, ‘Lapwing”’ (Radford 272). Yeta -
contradiction arises 'with the text immetliately' following the word ‘lapwing:” “Icarus. |
Pater. ait. - Seabedabbled, fallen weltering” (Joyce, Ulysses 315) ‘Pater, ait"is
Stephen ] attempt to quote Ovid’s account of Icarus s drownlng plea for his tather and a
lapwing, though 10w-ﬂy1ng, is neither ‘seabedabbled’ or “fallen.’ Stephen entertains
comparisons of hihnself to Itiaxfus and the lapwing in his mind simultaneously, inV'iting
feaders to'ent‘ertai‘ii’the same inetion.‘ Heininger' presents this distinction ef “Step‘hen-'
fcarus or S{ephen-iapWihg;‘ summarizing by sa’yiné “the composite portrait ef 'St'e'phen
that emerges from Ulysses can be int‘erpreted as that ofa self—leathingartistie failure, as :,,
that of a sadder but wiser Sloung man possessing still unrealized artistic giﬁs”, oras

indicating still other possibilities (444).
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.These cvo'mnlnents d(‘)‘ nbt suggest that J oyce' is célling Stephen a failure, but;‘tha‘t I
S.tep'hen is'calling hirﬁself jei"failure.. As Radford points out, “the Daedalian image is the
(-:haracter’s bown conécioué sélf-éoﬁcept; an obvious,one f(ﬁ‘ ‘Stephe_:n Dédalu; i(')“cthose;f "
given his name” (256). Stcphen and Joyce make bbth explicit and sﬁgtle references to the
mythical syStém, and “the‘inultiple implications of Daedélus (and Icafus) are of obviou;".
aﬁd ‘conltinuing value to Joy<;¢. .. for their blend of the herqic and the ironic” (Radfqrd : ,
256).' Because of the étrong gqnnection to the author at the end of 4 Portrait, criﬁcs offéﬁ
pre‘matureiy conclﬁde that J o'yce is Stéphen in Ulysses. Drawing conclusions éBo_ﬁt the_,q
plabe of the author in A Portrait versus the place of the aﬁthor in Uli/sses provés more .
challenging. A4 fortrait is éBifdungsroman encompassing a number bf yéars. The
critical Wfitings and biographical information about J oyce éorroborate with the.
deyélopment of Stéb}ien. The Stephen-J oyce comiéction is apparent on almost every.
level of the fext. Alternati\"ely, Stanislaué J oycé claims that the St¢bhen in Ulysses——T_l;ef
disillusiohed, hurt, self-deprecating soul that presents himself as an Icarus or a lapWing%
does not represent his brother.

These criticismé overlook an important concept. The question of the author’s ‘

voice is at the forefront of 4 Portrait of the Artist as a Young Man because the novel is "

itself a portrait of the 'artist:as a young man. The title, changed from Stephen Hero, “must.

lead us to the sister art of painting where such titles always mean that the work is by the -

artist of the title. This encourages us to think of 4 Portrait as an autobiographical work; |

but as the autobiography of Stephen Dedalus, not Joyce, however closely they may bé ' ';i‘

related” (Radford 271) . The novel intentionally displays questions of the author’s voicfé':’

and its changes throughout the growth of the aﬁthor?protégonist. Ulysses on the other o
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hand repres'ehts characters on one day, offering a particular snapshot of their lives. W. hlle
Joyce does depict.recurring the‘mes and memories in the characters, ultirhately all |
c'onclusions‘ consider only what those charafctersrecall and experience on that day. As an
author kri;)Wn for his momeﬁts of epipilény, Joyce creates charaéfers that are conAsistent;lTy:.L
ihconsis_teﬁt. ‘Though the ‘day: certainly represents a changed and disillusioned Stephen,i |
no evidence indicates that thié is his only mode of thought from déy to day. Thus, though
Stanislaus J ovce and others claim that fhe disillusioned and lost Stephen in Ulysses is a:
less accurate characterization of the author than the Stephen at the conclusion of 4
P(')rz‘ra‘it,v'the author a‘r_ld his. creation rriéy never fully lose that connection. Of course, |
J oyce tells us that Svtephebn is not exactly Joyce in Ulysses by implication. June 16, 190“4;1?,
was the first day that J'ovyce' went on é date with Nora Barnacle. We know how Steph_en?é
day progresses on that day of Ulysses, and that it did not include such an encounter. As
such, Joyce signals a departure from the cﬁaraéter.: Richard Ellman claims that “On jUn:e‘
16, as he would afterwards realize, he entered into relation with the world around him
and leﬁ‘beﬁind ;the loneliness he had felt since his mother’s death. .. June 16 was the
sacred day that divid.ed Stephen Dedalus, the insufgent youth, from L:éopold-BIOOm, th:é:‘ :
corﬁplaisént husiband’.’ (1 56)', " i
In the same way that the myths surrounding Daedalus tell us of his ’eXpIoité anldf
character bﬁt do not réla'y the remainder of his iife‘, Joyce developS Stephen, and then :
releases him. As F-r“ye ‘sugge's'.ts,'A Portrait is “a bildungsfoman in which thé author |
éXémines a youngér version of himself in order to objeétify the- you‘ngér self and bréak

something of its hold on him” (Frye, Myth and Metaphor 366). It seems that Joyce |
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severs the connecti.cn with Stephen, freeing him from his dependence on the author’s R
persona.

Daedalus, the,'eziiled"and;“‘:r;e;e&iled artist df,f(ireece, serves as-a gcod model for |
both Stephen‘Dedalus and' Jarnes J oyce. After his adolescence, J oyce exiled himself frcm
Dublin. He lived Afcr a time in Paris, then in Trieste and in Zurich. 'H-e did return to | |
Ireland a few times, but never perrnanently However, he wrote exclu51ueiy of the capital
city and its 1nhab1tants Similarly, Daedalus could not handle life in Athens as his ﬂight
resulted fro_m a perceived threat to his "dI'tlSth 1nvent10n" Tradition 1dent1f1es him as an
ir‘iﬂ_uentiai artisan on Crete."He is imprisoned and chooses to exile himself. Like J oyce,ff} |
his drive “to alter the laws of nature” supersedes all loyalty to authority and create\s ‘‘‘‘‘
something entirely new. Daedalus is flying by nets;’affect_ing the principle vof non
s’erviam; : - |

'Each of the characters in the Cretan myth systeii, though' diffe_'rent from thei"‘others
in character and action has'a strong connéection to Stephen that illustrates Varying aspect\.
of his character It is essential not merely useful, to use an analysis of these characters to‘
understand the V'arious pOsitiOnS-Stephen holds in the‘laby‘rinth of the uvork.‘ T_he
structure of the labiyrinth itself serves as a model for the entire struCture of 4 Portrait and
1llustrates the developmeént of Stephen Dedalus as he chooses exile and ﬂight Even after
escaping the labyrinth,' the ﬁgUres of Icarus, Daedalus, and the lapWin'g continue to
illustrate the important characteristics of Stephen.

Jarnes Joyce is concerned with the defiance of convention in order to forge a new
form better r‘epresenting'truth; moving—as modernists iivould term it~—from ‘ro'rnaiatic’::'it B

emotional art to ‘classical’ natural art. He paradoxically uses myth, an ancient”




convention associated Witﬁ the fantastic and impossible, to structure and illustrate the .
novels that demoristrate his ambitién,- However, Joyce demonstrated a willingness to .use,t'
any elucidating technique td'ciél’)ict vthe.‘ psyche of humans,lwhéther' mundane or .heroic‘.i..{:
Hc ¢1~eéted an autobidgrapf}ic lce:-haracter‘ completely centeréd around a mythical structure.:_.':
that 51urred the connection;s‘betw.een author, creation, afld_ pést‘.b By _cfeating a persOnal_;
myth and cl.earing the way f(ﬁ what Eliot called “the mythiéal mode,” it is Joyce himsg‘iﬁfb

who “set his mind to sciences never explored before, and altered the laws of nature.”
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