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PREFACE

This thesis originated in dissatisfaction with William York
Tindall's treatment of Chamber Music, in his 1954 edition of the
poems. When I began my research on the topic, I found 5hat, not
only in interpretation, but in technical matters of dating, arrange-
ment and textual data, and in biographical matters such as Joyce's
attitude to the poems, there was ample scope for a n-w edition.
Hence the structure of this thesis. The Introductory Essay is
divided into ten numbered sections, but they group themselves into
four broad categories: composition and publishing history; the
criticism; the evidence of biography; and my own interpretation.

I decided to include the individual analyses of each poem (the Notes

on the Poems) because Chamber lMusic criticism has been characterised

by ¢lib generalisations and lack of close, specific investigation of
all of the thirty-six poems. Tindall's "Notes to the Poems" did not
fill this gape.

Throughout this thesis, I have made much use of a few books,
frequent references to which have necessitated some form of abbrevi-
ation, in the text and in the Notes to the Text. References to

"Tindall" signify Tindall's edition of Chamber Music (New York,

1954). Where other books or articles by Tindall are noted, full

titles are given. The Letters of Jameg Joyce, one volume edited by

Gilbert in 1957, the other two edited by Ellmenn in 1966, are re-
ferred to by volume number (Letters, I; Letters, II; Letters,
III). Ellmann's biography Jameg Joyce (New York, 1959) is des-
cribed as "Ellmann"; Gorman's James Joyce (New York, 1948) as

"Gorman. " "Dublin Diary®" refers to George Harris Healey (ed.),

The Dublin Diary of Staniglaus Joyce (London, 1962). The other



iv,
two works written by Stanislaus Joyce and quoted herein are noted by

their titles, Recollections (Wew York, 1950), and My Brother's

Keeper (London, 1958). "Slocum and Cahoon" refers to John J. Slocum

and Herbert Cahoon, 4 Bibliography of James Joyce 1882«1941 (London,

1953).

Editions of Joyce's works to which frequent page references are
made are listed in section A. of the Bibliography, p.260.

I am deeply grateful to Professor R.G. Frean of the English
Department, Massey University, for his help with this thesis. From
its conception, Professor Frean has generously given of his scholar-
ship and time.

I also thank the following people for their assistance in the
preparation of this thesis:

- Migs Claire=Louise McCurdy of the Enzlish Department, Massey
University;

- Miss E.M. Green, Head of Circulation, Massey University
Library, for her help with Interloan references;

- Mrs. Jean Ward, for her endurance and excellent typing.
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I
INTRODUCTORY _ESSAY
(1)

Chanber Mugic is thie first published work of James Joyce, and

it is also the first of his works to have been fully cdited.
William York Tindell undertook thig task in 1954, producing a work
which in many regpects displays imprcssive scholarship, The
cditorial spparatus, of both a textuel and an interprotative
naturc, with which he glossed thoe text, was the nest cxhaustive

and nost perceptive criticisn of Cliamber Mugic which hod eppearcd.

< hendful of otlier erities had deteetcd substancece angd sizni-
ficarco bencath the superfieial rhythmic felieitizs of tX pocums
before Tindall, but their findinss hod cithier not beei: published,
or appearvd in gmall articles at varying intcrvals, in isolated
publicationse. OCertainly the dim porcoptions of tlicse carlier
eritics wore in cach ease rostricted in scope, laricly unsupported
save by subjeective zgscrtion, and nade no use of primary source

naterisle. ‘Yiadall centraliscd Chgmber Mugic schiolorship and
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feshioned the ficld in his own image, | ced menuseripts and
transeribed textual variants, consulted what lettors of Joyec he
could cume upon, conducted an oxtensive correspondence with
Stanisleus Joyce, Hiorbert Gornan, Constantime Curran, Gogarty,
and nany other acquaintences of or authorities on Joyce; he
gathered matorial on Chgmber Mugic fron other critics, and scourcd
Joyce's othor works for comontary or cluc - continually nustering
support for his particular interprectation.

Nevertheless, Tindall's edition is not definitive. ifany new

details of Joycc's biography relating to Chamber lfusic, and of

1e
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Chanber iiusic bibliography have comc to licht since 1954. The

appcarance of this nmateriul leaves Tindall's edition inconplcete -

and where, as in some csscs of dating and in most cases of Joyce's

critical rclationship to Chamber Music, Tindzll has gsguned wiot he
did not know, he is rcndered incorrcet. Morcover, somc of the

inforngtion (for instance, o n the re-arrancement of Chambor Music)

which Tindall had even from as reputable a sourcc as Stanislaus
Joycec 1s crroncous.

Stanislaus Joyce's autobiosraphy .y Brothor's Kceper was

publisiicd in 1958, incomplete but coverins the Chamber Mugie period

of Joyce's biorraply up to about 1903. The Dublin Diary of

Stanislaus Joycc (whicli, Tindsll had it from Stanislaus, had been

lost) appeored in 1962, a more imnediatc journal beginning where

My Brotherts Ncepor left off, and taking, the biosravhy up to 1905.

Tlesc two sources afford a nmuch clearer zlimpsce of Joyce and

Joycels pursuits ond attitudes in ths specific period of tlie

I
poeiis - and supplexzernted by Ellnaan's definitive biography, Jaacs
Joyce (Hew fork, 1959), they —ive now datings of poens, more

infornation on title ond order, biosraphical incidents from which

pocens arosc, and susegt new interpretation.

But the 3 volunc Lotters of Jaomes Joyece oedited by Gilbert in

1957 (onc volume) and by Ellmann in 1966 (the other two), arc

espeeially sicnificant contributions to Chomber HMugic as to all

Joycean gcholership. They havo published a great deal of infor-
nmation not previously known or easily ccccssible. Joycels attitude
to Chauber Music was formerly glenied fron a few carcfully-culled
statements in available letters, but more cspecially from guotations
(equally well-culled and occasionally crroneously attributed) fron

Ulysseg and Finnegans Wake. Those quotations cro generally cryptic,
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to say the least, and are ~iven procedence over Stephen Hero or

Portrait of the Jrtist slosses on Joyee's lyrics, because they are

assunted to be the final word of the more maturc Joycce. The
published Letters, howcver, cataloruc Joyce's opinions of Chanber
dusic far less oquivocally. They record thoe neaning his first
lyrics hiad for the artist gs 2 youn: man, and continucd to have
for Joyecc throushiout hig life; and they also provide infornation
on morc tecimical natters, for vxaiple that Joyee had o lot nore

te do with the arranccericnt of Chamber liugic than Stanislaus Joyce

and nost other comncntators, including Tiidsll, have bteen willing
{0 concede. The Lettors are thus an important countcr-balance to
Stanisglaus' occasionally overcithusiastic desire to imposc his
owr: pi nificance o thc Joyez work.

How bibliorrophical material has followed Tindall's noting

of the texts of Chamber Musige The Cournell nanusceripts (as

deseribed in II, 'The Poems') have provided new dates and textuel

variants, zud perbaps novel biozrephical simnificances That Tindall
was incomplets in his survey of the eriticism beforc his own
(omittin~ mention of important articles such ns Zabel's "The Lyrics

s - x
of Juws Joyee"), °is rovesled by Demdin's useful compendiun

Jocs Joyce: The Critical Heritoge, (London 1970), which publighos

a grest deal of the carly criticis whicii is not casily obtainzble,.
There are also a few studies of Chamber ilusic publisiicd after
Tiindazll thet arce noted later, although, as with most of the
criticism before Tindzll, they are “enoerally winor, with little nowe
ITowever, the nced for a reappraisal of Chamnber Music is not
entirely dependent on rew material. The nesturc of Tindell's intor-
pretation is sufficicnt reason itsclf for rcassessment. Ho docs

much reputable work on the poems, using Stcephen Ilero as a zloss on
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their composition, tracing important sources, ond regording them as

a first trial in nmatter and nethod for Stephen Hero and L Portrait

of the artigt. ..nd when keeping close to the poems, he is often

capable of sound pcereeptive analyses. However, when his first

prirneiples are that "it cannot be denied that in Chamber Music ond

. : g 2 : .
Finnerans Wake Joyee scons devoted to urination,! and that "if
S, ?
By

water is life, meking it is croation,! Tindall ouzht not renain
unchallenged., .nd when to comments such as "the elegant end
inponetrable oxterior of the poeng, givin: alxost no sign of

ulterior —resence, defeats its purvose," he rotorts, "as for the

n e

tintentional fallacy'! in this geetion: I intend it, his whole

criticel approach to Chamber liusic should be carcfully scrutinised.

Tindall still holds the field of Chamber Music criticisme.

There have been a fow snipes, such as thig by Levin: "Tindall has

e = g . e - F 45 N aSe
Jjoopardized his efforts by appending a naively Freudian comentarye.
But there has as yot been nothing gubstantial enourh to rumove the

stoin of Tindall's commentary from the 'imaszculate conception! of

the lyries engeadered by the Dedalean "pricst of the ctornal

imagination.¥

(2)

<lthouzh the Joyce opus officially berins with Chamber Husie,
the youn; artist alrcady had a number of literary efforts, somo
printed, some unpublished, to his credit beforc he storted in
1901 or 1902 to compile the lyries which werc to become Chanber
Music. In 1891 the ninc-ycar old Joyce wrote a broadside
denouncing Parnell's betrayers, "Bt tu, Hoaly," which delighted
his father so much that he had it printed and distributed to his
fricndse Five ycars later, he began composing poems which were

. F

&
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written into a school excrcisc=book =nd entitled "Moods." In 1900
he wrote thu erticlc "Ibsen's low Drama" which was publighed in the

Fortnightly Revicw and so securcd the defercnce of his follow

students. Joyec was not slow to copitalisc on literary acquain-
tanceships, and that samc yoar submitted a play called "i Brilliont
Carcer," dedicated to his own soul, to Willian .rcher, Ibscn's
tr=nslator and English a.cnt, whe had passed on a  letter of thanks
froa the maoster to the younsz artist. Jrcher was eriticel, but not
discoursging, and, in 1901, hoving writtoen ncanwhile a verse play
"Droan Stuff" anéd snother volume of pocms "Shine and Dark," Joyce
put tozother a collection of poems and subnmitted them to drcher

for coment. JLrchor's comment was, "thoere is ns yot nmorc tempera-—

nent than enything else in your work," though he conceded that
£

Qe

Jorce 'felt end inazined poetically.!
Onc of the poems sent to .rcher (and onc whicih he liked) was

poen II of Chember Music, which had beer entitled 'Comionplace.’

Of the two early voluncs of pocins by Joyce, only this poem and
four others renain in complcete form, accordin; to Stanislaus.
(The four are 'The Villanclle of the Temptress' - ascribed to a

later year in 4 Portrait of the irtist; two trenslations publighed

in Gorman - ineluding Verloinc'!s 'Chanson d'iutomne'; and the pocn
10, it is cold and still - alas! - ' cuoted by Byrne, which has
been printed hercin.) Zllmann B quotes some of the scraps feom
"Droam Stuff?! and "Shinc and Dark" which are extant - and somo of
thesc bear intercstinz hints of Chamber Music:

And I have sat amid the turbulent crowd,

ind have assistced at their boisterous play;

I have unbent myself and shouted loud

and been as blatant and as coarse as they.

I have consorted with vulgaritye..



wlthourh the hero in Chooaber Music does not 'unbond' hinself or

teconsort with vulzerity,! the terminology is similars
Ec vwho hathilory lost, mor hath
Found any soul to fellow his,
wionyr hig foes in scorn and wrath
Holding to ancient robleness,
That hijh uncoasertzble one -
Iis love is hig companion. (Chamber Music XXI).

And the title of his first collection of poeins, "Houds," sugicsts
thie influcnce of Yeests, who resarded 'moods!' as netaphysical
roalitics to be trausfixed by the artist.

Howe . er, althoush thore are cchues of Chomber (jusic in the

carly pocus, they are far looser in structurc, zid do not bear the
gnouthr and sliphtly opaque surface of the later volume. .archer's
politc but unfavourable criticism could not huve helped his own
estimtion of hisg poctry, and norcover with the criterion of

Yeats' volunme Wind Jmong the Reeds (1899) which Joyece sreatly

admired, tc measurc his own production against, Joyee bocaie dis-
gsatisficd with his carly poems. From 1900 to 1903, he bezan 4o
writc hie ccoics of 'prose poens'! called "Epiphanics,® and in 1901
Lo deeided to burn all of the first twe collcetions of poems, save
onc or two, end a fow rocent oncs. Stanislaous describes the
imiolation: "3cyond announecing his intention to burn thom, he gave
no reasons. Ho just rend thom over azein critically arné then tore
then up onc by one and burnt then without comaent." 7*
Nevertheless, Joyee's heart was still in his poctry - the
poenie he rcjected werc rejocted largely for technical or aesthetic
reagons. Stanislaus describes his intercst in "the indefinable
suriestion of word, phrase and rhythm., The poems that he liked
gouzht to copture moods and impressions, often tcnuous moods and

eclugive impressions, by means of a verbal witchery that magnetizes



the mind like a spell, and imparts a wonder and grace, which

Marlowe thought no virtue could diszest into words."

Joyce was

sccking, in other words, the achievement of Chamber Music.

Joyece's attraction to Elizabethan lyrics (his favourites were

Dowland's "Weep you no more, sad fountaingd" and Jonson's ¥Still

11.

to be Neat" - both remembered by Colum and Gozarty ) led hin to

scck out Elizabcthan sonz=books in the National Library, where he
copied out lyrics from Dowland and Henry VIII and Jonson. Iie
beson to recapturc their mood in the love lyrics he started writing
in 1901 a:d 1902. 3yrnc 1% rocalls:

after the publicetion of the Ibscn article, Joyee began
cceasionally, -nd when in the mood, to seck cxpression

in writing short poems, In the production of those he
wos not prolific; rnd even as ho sat beside me in the
.’ationolj library he would writc and rewrite and retouch,
it misht alwmeost seem intorminably, a bit of versc con-
teining perhaps a dozen or a scoru of lines. when he had
at lost wpolished his zen to a satisfyinz degroc of
curvature and snmoothness, he would write cut the finished
pouit with slow and stylish pemmanship end hand the copy
10 NMce +»e JOyce Jave me copies of all th. pooms he
wrote prior to October 1902 [invariably donc on lational
Library slips). '

ma

In a lottor o Tindall, 13

* Stonislaus said Joyec wrote these poems
in a varicty of locations, in streets, th: privatc bar of some
public hotel, a post office, as well as the National Library, when
he mood struck him. Staniglaus deseribes the compogition of
i
ChEmbcr Music poem XII from its conception, originating in a con=
versotion with Mary Sheechy on 12 April 1904, to its inscription, on
the inside of a torn cigarctte-~box, while Joyce was standing under a

T4 This incidont, unknown to Tindall, will be

Dublin strecet-laap.
deseribed more fully loter.

Tindall 15. noted three possible periods for the composition

of most of the Chember Mugic lyricse. Stanislaus Joyce in Recol Jec~

tiong suzgested 1900 to 1901; in a letter to Tindall, Stanislaus
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proffered 1901 to 1902; whilc Gormon claimed 1903 to 1904.
Tindall's own: rucss was that Mmost of the poems from which the thirty-

six of Chanber Music werce selectod were writtsn in 1901 and 1902.1

Sut the only dates he could be sure about were for poems XXXV (1902),
poent XX (1903), soem XXI (30 Scptenber 1904), poens VII and XXIV
(1901-19@® ), and pocn II (before 1901).
However, Tindell was evidently wrons about poen XXIV - Ellmann 16.
clains this wss written on 8 [pril 1904. Dates of ei~ht other poens
hove been ascertained since Tindalle. 4ecordin to Stenislaus! Dublin
Dizry (ppe 28, 62, 63), pocns XII and XXV were written on 12 Lpril 1904,
and pocits XV and XXVII on or about 31 July 1904. The Letters II (p.27)
roveal that poems IV and XXXVI were writton on or about 8 February 1904.
(Tindzall, p.57, ustimated incorrectly that poem XXXVI was written in 1902
"durin; the first exile.")s Elloonn (p. 180) and Letters II (p. 126)
datc powua XVII with poen XXI in the Martello Tower period, 9-19 September
1904+ .ni Scholes 17, datus poen XVIII in 1902,

Therefore, the dates of compousition of fourteen poems in Chamber
Piusic arc snown, and of these, nine were written in 1903 and 1904.
This docs rot invalidate Tindall's assunption that "nost" were written
in 1901 and 1902 - but it is well to remember thet Joyecce was still
writiny Chagber Mugic well into 1904, while, and after, ho was formu-
latin; his theory of acsthetic, and well after the period of juvenilia,
The fact that 27 pocms were probably written in 1901 and 1902 also
helps support Sylvia Beach's claim, when advertisinz the Beach-
Gilvarry MS. of Chanber Mugic in 1935, that this was the "original
manuscript," for the first 27 poems were inseribed in Joyce's neat
handwriting on lar-e (and expensive) vellun shoets. (The manuscript

is deseribed in a later section.)
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From about 1901 or 1902 to 1904 or later, Joyce was accustomed
to carry with him around Dublin a manuseript roll of his poenms,
probably transcribed from the National Library slips which Byrne
mentioncd, or the rouzh sheets torn fron exercise-books upon which,
when Joyec had finished usin, them for his pocms and other com-
positions, Stanislaus wrote his diary, "My Crucible" (published as

The Dublin Diary of Stanislous Joycc.) 4 few palimpsests of this

nature are noted in Scholus, The Cornell Joyce Collecction. Fron

the expensive parchment sheets, dwarfing the tiny lyrics situated
in the very centrc of cach page, Joyce read his poems to acquein-
tanccs such as 'John Exlinton' (W.h. Magee), who remembers poen
VII,18' and Padraic Colum, who remembers Joyce reading poem XII 19,

Joyce also read his poems to more illustrious personaves. He
decided to moke his debut in the Dublin literary milieu in the
swaner of 1902, when he buttonholed Georze Russell for a number of
hours one nirht, haransuing him on the dansers of the Irish
Literary Movument oin: over to !The Rabblenent,' discussing
Theosophy, and reading his poens, before which he gave his host a
warnins that he did not carc what Russell thoucht of them. Joyce
nced not have worricd (if indeed he did)s AE like¢ his lyries,
end passed them on, with an astonished description of the imposing
personality of their young author, to Geor'e Moore. Moorc, who
had rcad Joyce's 'The Day of the Rabblement'! and thought it
toreposterously clever," 2D was not so taken with the poems,
handing then back with one derisive and facile comment, "Symonsi®
However, Russell wrote to Lady Gregory about Joyce, and she,
delighted with Joyce's readins of his own poems, invited him,
with Yeats and Yeats! father, to dine with her on 4 November

1902. 21.
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It was Russell also who had sirmalled Joyce's advent to
Yeats, who met the youn: poet in early October 1902. Yeats was
impressed, and kept the poems and epiphanies which were read out

to him, In a letter to Joyce, 18 December 1902, e

in which he
criticises poem XXXV, Yeats said: "It has distinction and delicacy
but I can remember thaot several of the other poems had more subject,
more maricel phrases, more passion.” Ycats remained an appreciative
critic and a helpful advocatc.

The first major benefit aceruin” to Joyce from acquaintance
with Yeats was an introduction to arthur Symons on 2 December 1902,
Ellnann writes, "Symons was to play as central a part in the pub-
lication of Joyee's cerly work as Ezra Pound [élso introduced to

Joyce by Yeats ] was to play later." 2%

Joyee'!s mectins with
Syrions was part of a one-day stopover in London on his way to
Paris and his first oxile. Yeats entertained him, and pald for hin,
durin; the day, and took hinm to the cditors of the .icademy and the
Speckor, who, Yeets thousht, eoculd help Joycc make his way by
accertin: articles, reviews and poems. When Yeats and Joyce called
on Symonsg durinz the evenin:, he was, sald Stanislaus, "hospitable
and sympathetics He offcred to submit some of my brother's poens
to various cditors, and said that as soon as my brother had a
volume of poems ready, he would try to find a publisher for it." s
Joyce eventually solicited Symons' aid for his poems in
November 1903, A4fter readinz the poetry, Symons wrote to Joyce on
4 May 1904: "The poems seem to me remarkably goode They certainly

ought to be published.” w2

On the following day, he wrote to
tell Joyce that he had persuaded the Editor of the Saturday Review
to accept poem XXIV of Chamber Mugic. Soon after, he had per-

suaded John Baillie of the Venture to accept poems XII and XXVI.
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Symons then sent the manuseript of all the poems to Duckworth, the
publisher, who unfortunately could "not see his way to brin- it

_— 26.

He had another minor success with a marazine - the
Speaker accepted poems XVIII and VI. Joyce meanwhile had poem VII
published in John Eslinton's Dang. But on 13 July 1904, Symons
appronched Grant Richards about full publications

Richards at first oxpressed intercst in the poens, although
he could not be sure of sellins them because hardly any verse
paid - and, getting deeper into financial difficulties, he refused

to commit hinself. In September 1905 Richards began emersinz from

bankruptey, and once azain expressed admiration for the poems

(called Chamber Music by now), but could not take more than part
of the risk. L Joyce replied that he could not share oxpenses
as he had no money, and that: "My nusic must therefore justify
itg nane strictly."zjﬂichards had me-nwhile lost his manugeript of

Chomber Music, and Joyce had had to replace this.

Chember Music continucd to suffer reverses in 1905. John Lane

rcjected it in Junc, Heinemann in July, and Constable, Symons! own

29,

publisher, in October. Gorman (pe 145) also mentions T. Fisher

Unwine. But Symons still did not slacken his efforts on Joyce's
behalf (even thourh Joyce had been in Burope for over a year now).
4 year later, on 2 October 1906, Symons 20 wrotes

Now as to your poems. I feel almost sure thet I could
get Elkin Mathews to print them in his shillin:
'Garland' series. ... If it comes out I will give it
the best review I can in the 'Saturday'! or 'Athenaeum'
& will et one or two other people to ~ive it proper
notice.

31. on 9 Qctober 1906:

He met both promiges. He wrote to Mathews
‘Would you care to have, for your Vigo Cabinet, a book
of verse which is of the most renuine lyric quality
of any new work I have read for many years? It is
called 'i Book of Thirty Sonss for Lovers,' and the
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lyrics are almost Elizabethan in their freshness, but

quite personal. They are by a younz Irishman called

Jeie JOYCEs «es I have only met him once, and an

actin: entirely out of admiration of his work.
Mathews promptly agreed to publish. With his brother's advice,
Joyce rearranced Chgmber Mugic in October 1906 before sending on
the manuseript to his publisher. In a letter to Stanislaus, 15
January 1907, Joyce wrotet '"Mathews has sent me a2 contract to
sisn: no royalty on 1st 300 copies then 15%. Price 1s./6d.
Golden Treasury size, published this sprinc." 2

Chamber Music finally appcared in iay 1907, four years after

Joyce had asked Symons' help in finding a publisher. ".s he had
promised, Symons reviewed the volume with considerable acclainm in
The Nation - a tribute J.yece nover forgot.! s Unfortunately,
Joyee was as hapless with Mathcws as he had been with Richards.
In a letter to his azent on & July 1917, Joyce records the fact
3l

that "Ou Chamber Music I recelved no royalties in ten ycars."

4 few nonths later, in January 1918, Mathews published a new

odition: Joyce's comment, 13 March 1920: "Chamber Music. 4

sccond edition of this came out, as I hear incidentally, two years
35.

ago. I never rcceived from Mr. Mathews any A/s.t
Gornan 36. writes on the publication of Chamber Mugic, waxing
slightly lyricel:

the mere fact of the publication of Chsmber Music was
of a rreater value at this period than, perhaps, he
suspected. ... JOyce had joined the great company of
professional authors and joined it at a moment when
he most needed the strengthening reassurance of that
fact. It was not a fortification of his faith in
himgelf as a creator that he needed (for that faith
had never faltered) but it was rather en indication
that the public (represented by publishers, at least)
would accept hin and, consequently, that in the near
or far future he would be released from the routine
drudgeries having nothin: in commén with his art.
Chomber Music did that for him,
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& good example of the "intentionalist fallacy," this statement is
a little nisleadins. Joyee never courted 'the Rabblement! (and
publishers were in its top ochelons, as Joyce's broadsides "The
Holy Office" anc "Gas from a Burner" indicate) nor depended on
tthe Rabblement! for succour. It was a very long timc after

Chambor Mugic was published that he could look forward to release

from drudeories.

But the practical effocts of the publication of Chamber Music

were perheps not as importent to Joyce as the practical benefits

of the mere achievement of the poems. For while he brought himself
to the noticc of major literary fizures like George Russell and
Ycats by shcer force of personality, it was his poetry which pro-
lonsed tocir attention and enmaced their ascsthetic sympathics.

Twenty yoars after the publication of Chamber ¥usic, B, reviewing

7 2 e i ; oy
Poncs Penyeach,3 * was still voicing his strong appreciation of

the carlier work:

‘There is nothinr in the new book quite so exquisite as
the bost lyrics in Chamber Music. The poet seems to
have been aware thst in his youth he had created some-
thing which perhaps became more beautiful in retrospect
in his ina ination beeause the full strength of his
intellect had since been duvoted to writine the most
rualistic novels of our zencration.

another influential acquaintance whosc advocacy of Joyce was
gsecured by the poems, Yeats introduced the neophyte to Symons, who
"had been for about ten years ... the principal [}iterary] middle-

ek Symons in turn was impressed by

nan between Paris and London."
the poetry, to the extent that hc expended a considerable effort
over four years of ill luck, overriding many obstacles and setbacks,
in order to sec then published. Having finally succeeded, Symons

aided their eritical reception with favourable reviews, and con-

tinued givine Joyce the poet favourable reviews until his -



The
'Epiloguc! to The Joyce Book in 1933, s
Yeats also maintained contact with and interest in Joyce, and

he continued to appreciatc Chamber Music, cspecially poem XXAVI,

On 8 July 1915, Yeats wrote to Edmund Gosse of thc Royal Literary

Funu,AO'

Joyce has written a book of verse Chanber Music and g
nost remarkable bock of storics ealled Dublinerg
which I thourght of for our Academic Committee igf the
Royal Society of Literaturqj prize. I would bec
inclined however to bage his claim on a mogt lovely
poun [phamber liusic poem XXXVIJ in Katharine Tynan
Hinkson's Irish intholozy The Wild Harp.

dnd whon tryin: to obtain a pensiorn on the Civil List for Joyece in

1916, Yeats wrote to Edward Marsh (secrectary in charge of Civil
41.

List pensions):

His work has a ecurious broodin~ intensity. I think
one of his pcens ( Chamber Music poen XX}LVIJ at any
rate o thin.. of sréat beauty and grcat technical
accoinplishment. If I compiled an enthology of
En-lish or Irish Poctry I would include it.

When Lzra Pounﬂ‘was compilinz an Imesist antholory, Des
Inadigtes, in late 1913, he askod Yeats if there were any siini-
ficant omissiong, anc Yeats suszgested Chamber Mugic poem XXXVI.
Pound wes impressed by the poem too, and wrotec to Joyce for per=
nission to republish. This readily siven, he esked Joyece in
January 1914: "Have you anythinz nmore that stands up objective
{sic] as your 'I hear an army* 2" 42+ pound published this poen

again in his 4n 4nthology Collected in MCMXXXI,

The aesthetic value of one of the Chamber Music poens, there-
fore, begon one of the most siznificant and singularly useful
literary friendships which Joyce struck. For introduction to
Pound nmeant introduction also to a number of English and .merican
publishers and magazine editors - and Pound continued to help

Joyce with publications. When Pound finally met Joyce in 1920,
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43,
he described his impressions to John Quinn:

Joyce-pleasing; after the first shell of cantankerous
Irishman, I got thc inpression that the real man is
the author of Chamber Music, the sensitive.

Chamber Music cannot simply be dismissed as 'juvenilia'! any more

I
than it could be disnissed as "Symonsl" .4is Valery Larbaud wrote
in 1922: "The success obtained among ths letterced was groat, this

thin pemphlet tphamber Musii] sufficed to place Joycec amon- the

best Irish poets of the ... generation.” “hee

Joyce did not at the time, as Gormsn asserts, regard his poems
as being "much in the lisht of an idle tunins-up of the rare
instrument of his creative ingtinet preliminary to the nmore serious

n 42e

porformance of Dubliners. Joyce was never idle in his art -

certainly not in Chamber Music (as will be discussed later) -~ and

S S _ 46
e in fact retained the "eadenced precision of a pocta" 7' He

wrote a fow poems for Chamber Music whilc the "more serious por-

fornance of Dubliners" was beins staied, and neither disavowed

them nor wished then destroyced, and he continued to rézard himself

47,

as a poet. Chember Mugic did more for Joyce than Gornan's

statenent is prepared to concede, and meant more to hin for a long

tine after their publicatior.

(3)

Criticism of Ch mber Mugic has nlways been full of contra-

diction and conflicting claims, uncertaintics accompanied by
sunmary judgement. This is partly the 'fault' of the beguiling
rhythmic facility of the poems, for although Joyce deliberately
and studiously engineered this deceptively smooth surface in order
to distence the lyric emotion, rcaders are frequently borne above

the substance of the poems on the mesmeric ebb and flow of their
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easy rhythm and conventional progody. Joyce perhaps concealed too
well in Chamber Mugsic what zlso should have boen revenled,
Finding only o surface, with no original thought, many critics

rush to the source-bocks to find what Chomber jusic imitataes.

Mirsky 48 szid Chamber Mugic shows the strong influenes of the

49

Irish Renaissance on Joyce; Reynolds sys the lyrics cre

"more Elizabethan English than Irigh Renaissance;" Levin in one
book 20 says Joyce had morc in common with the imagists than
with the pocts of the Celtic Twilight, and in another >1. "his
plaintive sad cloying little stanzas could only have satisfied

Georze boore's canons of pure pectry." Jnd Moore's comment on

Ch-uuber lMusic was "Symons!" There has not boen enouzh concen=

tration on the poems themselves.

Three broad lines of criticism of Chamber iusic may be dig-

cerned., The first,; ns in the early reviews, was a slizhtly
wistful appreciation of the purity of the lyriecs, and of their
music~l, melodic nature - but they were gencrally thought to be,
"$hourh erystalline in sound, opaque to the mind's cye." i

The sccond critiezl approach was a harsh judizement of Chamber
tiugic because it failed to meet the more imposin; criteria
cstablished by Joyce's realistic novels. Critics characterised
by thig approach betray considerable annoyance at the fact that
Joyce could write something as 'slight' as the poems. The next
step, and the third main approach, uvas to mske full use of
critical hindsight, the whole Joyce canon havinz been produced,
and impute to hig early work his later super-subtlcties. The
critic from this standpoint divines that Joyce always seems to
be writing his autobiography, and is convinced that Chamber Music

is too slight for Joyce to be true, so it must be fraught with
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recondite significances and gbove all, with ironies; it must be as
conplex an enigma as Finnegang Wake, No critic likes to be caught
out by Joyce, but he protected himself so well in his later works
by dividing himgelf, his chief subject-matter, into infinite re-
areasiong of ironic masks - "0! the lowness of him was beneath
all up to that sunk tol” 3 that the critic is forced to follow
suit, and cover hingelf in all possible directions. Unfortunately,
however , this last line of criticism allows a freer play to the
persons of the eritic, leadins one well into the hinterland of the
intentionalist fallecy. Chomber ijusic has suffered a great deal
from such fallacics.

The initial eritical reception of Chamber Mugic is effectively

choracterised by the early press noticess In 1914 Joyce, despite
poverty, had o Triestine printer print up some personally=-culled
excerpts from the more favourable reviews of Chamber Iiusic.

(Thuse were desivned as advertisoments, some to be inserted in

press copies of Dubliners and sent round to publishers and critics.)
Tindell wrot. that he hod not seen o copy of these press notices,

cnd that Herbert Calioon who had, provided him only with a list of

the nones of periodiecals from which Joyce quoted. Tt

The full text is quoted in Letters, II, 332, n.3:

Press lotices
of
CH/MBER MUSIC
by
JGMES JOYCE
(Elkin Mathews, London: 1907)

Mr. Arthur Symons in 'The Nation' .... They are all so
singularly good, so firm and delicate and yet so full of
nusic and suggestion that I can hardly choose among
them...» No onc who has not tried can realize how
difficult it is to do such tiny evanescent things as
that; for it is to cvoke, not only roses in mid-winter,
but the very dew on the roses. Sometimes we ore
reminded of Elizabethan, morec often of Jacobean, lyrics;



there is more than swoctness, there is now and then
the sharp prose touch, as in Rochcster, which gives
a kind of malice to sentiment.... They are like a
whispering clavichord that someone plays in the
gvening when it is getting darke. They arc fall
rsic of ghostly old tunes that werc never young and
will never be old, played on an old instrumente...
They are so slight, as a drawing of Whistler is
slight, that their centire beauty will not be dis-
covered by those who 7o to poetry for anything but
its perfume.

Arthur Symons 'L Book of Songs,' Nation, I,xvii
22 June 1907), €39 3]

Chanel in the 'Legder': Mr. Joyce has =z wonderful
mastery over the technique of poetry., It is not
without supreme skill that he preéuces lines of such
apparent case and simplicity, covery word in its right
place, the whole beautiful in its unadorned charm

with a feint subtle frorrance of earthly lovelincssSeses
tir. Joyce {lows in a clear delicious stresm that
ripples...s Mr. Joycc complies will [sicl none of my
critical prineiples: he is, in truth, entirely ecarthly,
unthinking of the preater and the further, thouzh lct
nie say in justice that the casuel reader will see
nothin: in his verses to object to, nothinz incapable
of zn innocent explonation. But earthly as he is, he
ig ©o simpls, so pretty, so alluring, I cannot bring
nyself to chido him,

larthur B. Clery, The Leoder (22 Junc 1907).]

Hre Tetie Kettle, iP. in the Freecman's Journal. 4 rare
and bxqul”lbu uCCbnt eese lyrics which, elthourh at
first rezding slight snd freil, still hold one
curiously by thcﬂx 1ntu rity of form, QChamber Music is
2 collection of the bust of these delicate verses which
hiave, cach of then, the bright beauty of a crystal,

The title of the book evokus that atmogpherc of remote-
ness, restraint, accomplishcd oxecution characteristic
of its wholc contents ... 2 love gracious, and in its
woy, strongely intenscGeses It is clear, dulicate,
distinguished playingz, of the same kindred with harps,
with wood-birds and with Pzul Verlaine.

[Thonas Kettle, 'Review) Freeman's Journsl (1 June 1907)3

Daily Newg: Light and evanescent, protty and fragdlesed.
His poems are attempts at music: he has tried to express
onc ert in terms of another. His zin has been to catch
in his rhythms something of the music of pipe or lute as
distinet from the verbal music of the great lyrical
masters...s» His poems have at once the music and the
want of music of = herpstring played on by the winds in
somc forest of Brocelionde.

18,
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Evening Standard: Pretty lyrics with a delusive titles

Manchester Guardian: 4 welcome contribution to con-
tenporary poetry. Here are thirty-six lyrics of quite
notable beautye... Something of the spirit of Waller
and Herrick ..+ grace ond simplicity ... an elegance
and delicacy that are as uncommon as they are perilous.
4t their best they reveal a rare musicol quality. His
nuse 1is a gentle tender spirit that knows smiles and
tears, the raoin, the dew and the norning sun.

Hottinghem Guerdian: Lovers of verse will delight in
nany of the pieces for their simple unaffected merit.
'"Chamber husic! has a tuneful ring befitting the title
and both the rhythm and the smoothness of his lines
are excellent.

Glespow Herald: In versc which hag an old-faoshioned
sweetness -nd flavour, kr. Joyce sings of thc coming
and, apparently, inexplicable gjoing of love. The most
ere but snatches of song and one has to be penetrated
by the subtle music of then bofore their poetic value
is perceived. Once that is felt their merit is beyond
digpute though only lovers of poetry will be likely to
sec or acknowledge it. Verse such as this hos its own
charm but wherc will it find its sudicncc.

Irish Daily Independent...s Illusic in verse, poems,
sweet , reposcful =nd sublime; pooms that lying in the

shade znid the scent of new-nown hay one would read and
droan on, forgetful of the workaday world.

Bookman: & littlc book of poetry which charms, provokes
criticise and cherms agoin. Mr. Joyce has a touch
reminiscent of the sixteenth ccntury pocts, with here
and therc o break in his lines' smoothness which can
only be smoothed by an oldtime stress on the syllable,
such as Vaughan and Herbert demanded...s &b times

there gre bold liberties token with rhyme and rhythm
but there is nuch of music and quaintness in this

little volume.

(Unsigned Notice, Boolman, XXXII (June 1907) 5 p113 o}

Scotsman: 4 volume of graceful verse: it contains
some little zems of real beauty.

Country Life: . very promising little volume.

Joyce was particularly interested in the reaction of Dubliners
to his book of verse. The homage of a Dubliner was even more
siznificant to him than Symons' kudos. He made 2 point of thanking
1Chanel! (Lrthur Clery) for his "friendly and sympathetle

55

appreciation of my verses" in a letter 9 Lugust 1909. find
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that Kottle's review was of special significance to Joyce is seen
in his reworking it as Robert Hand's review in Exileg. He elso
alluded to his appreciation of Kettle's review in his presen-
tation of a copy of Chsmber Music to Kettle and his bride Mary
Sheehy, on their wedding-day in 1909. 56

However, the type of criticism exemplified in the press
noticeg -~ what Tindall describes as "the klarichord! school of

wrthur Symon ~ has continued to recent times, especiclly in

tre~tments of Chamber Mugic in general Joyce texts., The chief

differencc, in later treatments by specifically Joycean crities,
is n gnther sour tone caused by the great contrasts between the
poems anG the realistic novels.s The technieal achicevement of the
l-tter bein; so remarkable, the form of the poems wos now either
ignored or grudgingly cornceded in faint proise, Levin urote:
"Lyrics in the strictest senss, all of Joyce's poems have the
practical virtue thet thcy con be set to music ond sunc ! 73 but
he is indignant with such "studied frailtics." Levin claimed that
the poetry was "too conerete, with an opague kind of concreteness
that moy be only another form of abstraction" - while llazzlaner
and Keoin assert that M"its flaccid nature constitutes one of the
best arcuments in support of our current denand for irony, tengion,
and ambiguity." 9+

Lfter Tindall's edition, the "clarichord school" gained
accrctions from his interpretation, which multiplied the
uncertainty and contradiction in criticism of Chamber Husic¢ in
generel Joyce texts. (Two significant exceptions are noted later.)
4 certain number of received opinions were regurgitated: it is
nusical, Elizabethan, evidence of Joyce's auditory imagination

(enhanced by near-blindness), 6. its title was a scurrilous
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double-entendre, and it's a minor work, yet autobiographical and

part of "the book of Joyce, the last word of which the author felt

61,

he had not said even in Finnegans Waoke." Chegter G. Anderson

imitated Tindall in stating that Joyce was "no doubt aware that
many of the poems were susceptible of interpretations relating not
only to their musical quality, but also to their imagery of
micturition, chambering and the false wantonness of onanisme" 62.

(anderson deseribes Tindall's edition as the "definitive edition

of Cheomber Mugic" in an article on Joyce's poem "Tilly" which

reveals the same type of frenetic symbol-hunting as Tindall
63.)

indul:es in. Anthony Burgess, in a chapter on Joyce's poems
entitled " 'You Poor Poct, Youl' " says they "are not to be read
in g Stephen Dedalus context," and recognises the "coarse under=

toncs" ~ yet "Chamber Music is not a mere collection of versesj...

it is outobiographical, like everything Joyce wrote, but the auto-

6k ind in another

biozrophy is heightened, turned into myth."
recent study, Herbert Howarth wears his heart on his sleove when
criticisin: "a juvenile failure to match sound and sense; we hear
only a glight distant music and miss the satirical clowning and
undercutting of prucious passions found in the mature Joyce." 65.
This type of judzement is too tempting when one looks at Chamber
Music from the superior vantage of Joyce's later works, and does
not make for fair assessment.

Criticism of Chomber Mugic in general critical material, then,
has been an inconsistent body of heterogeneous received opinions
from other sources, especially Tindall. Yet though some of these
critics follow Tindall in part, they generally regard the poems
as a regrettable lapse in taste by Joyce. J4lthough their own

final judgement on Chamber Music conforms to this view, Magalaner
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and Kain give a very zood analysis of the criticism, from Symons
and Kettle (including some early studics which Tindall did not
note), to Tindall,

In 1918, an unsigned review of the second edition of Chgmber
Music appeared in The Egoist, which Harriet Shaw Weaver attributes
to T.S. Eliot. (In a letter to Patricia Hutchins, 22 September

1953, Eliot wrote ™I have no recollection nyself of whether I
66.
)

wrote it or not."

This is a second edition; first published in 1907.
This verse is good, very zood; thoush it never would
have excited much attention but for Joyce's prose,
still it would in any case have worn well, We infer
from it that Mr. Joyce is probably something of a
nusiciany it is lyric verse, and good lyric verse

is very rare. It will be called 'fragile,' but is
substantial, with a great deal of thought beneath
finc workmanship., ©7e

This was the first (though very brief) eritical acknowledgement that

there was substance beneath the musical surface of Chamber liugic.

This line was pursued in the 1930's and later in the 1950's
culminating in Tindall's 1954 cdition.

In 1930, Morton D. Zabel 68. foreshadowed later critical
wncertainty asbout the poems in an article in which he quotes &)
possible sources (including important references to Verlaine and
Meredith), and is baffled by the form of the lyrics, attacking
their diffuseness yct acknowledging "a sharp lyric refinement"
and a "1yric motive and disciplined 2abel criticised the "formal
decorum" and "artificial elegance," but said they did not lack
Jonson's "lucid sensibility"- he praised Joyce for following the
sharper elements of the conventions he deliberately chose, yet
blames him for the forms which embody them. On the one hand

the form "disguises the absenee of profounder elements," on the

other, the form hinders the Ysharp lyric refinement" and "lucid
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sensibility" from becoming more obvious or sijnificent. UA4s
nmentioned before, it is the form, the surface of the poems, which
confounds the critics.

Zabel's relative confusion was followed in 1933 by Louis
Golding's torturcd doubts, 69. (in an article not noted by Tindall)
Golding was worried that Joyce did not disavow Chamber Mugic - "on

70. Because of this

the contrary, he avows it very explicitly.™
fact, Golding, with rather cryptic despair, has a vague appre-

hension of gomethin: siinificant in Chambor Music - as sifnificant

as "the key to Joyce, or to Stephen Dedalus, ... which is loeked

in it, more truly than the key to Shakes,eare is locked up in the

sonnetsg, " In tryinz to come to terms with Chamber HMusic, poem

V, he considers Rebecca West's discovery thet Joyece was a grect
man devold of taste, and then the possibility thot the
soturnine joke, bocouse thaey ore -n enigna comparablae to Fianerons
Wekeo " 'Liother jokel! one szide ‘'He's tegting them azasind
They'1ll write books to explain it = its lanzuare, its form, its

: % ; s B ; n i ; w12
philogophy. nd it's just o palimpsest of puns. It's a jokel
ut unlike Tinda olding: realiges the :ility and insolence
But unlike Tindell, Golding nl the "futility lence!
of this, and discountsg it:

Joyce has far too sappy a scnse of humour to permit
hingelf so arid a jok€eess No. There is not a
syllable he has penned, in a career of incomparably
arduous devotion to his ort, which is not utterly,
even flazrantly, sincere - even the jejune quavers
of Goldenhair, even the multilingual portnanteau
puzzles of liork in Progress.

Nevertheless, Golding's uncertainty about Chamber Mugic¢ continues

to the vory last sentence of his study. He says that Work in

Progress is extremely difficult, "but it is not so difficult, I
assurc you, as the thirty-first poem in Chgmber lusic EPf which

he quotes the second stanza J. There is o sense in which the



2L

most tortuous poecm of Robert Browning is a nursery rhyme compared

with that." (4s a measurc of Golding's uncertainty on this score,
it is worth noting that, for his book of James Joyce, he revised
this lost sentence to read:s Y“There is a sense in which the most

emancipated poem of E.E. Cumaings is o nursery rhyme compared

with that.")
In the same year John Kaestlin, in an important but rela-
tively unknown articlc for the Combridge University under - raduate

: . 7
masazine Contemporaries

3 (not noted by Tindall),

warned against o foclile surfoce reading of the poems as
typically fin de siécle. Joyce's art, rather than
reflecting the thin and popular emotionalism of the
nineteenth century, is rclated to the painstaking work-
danship of the medieval Scholastic mind. Even the
Elizabethan sonz, which demands music, is less complete
in itself than this verse. «.. The pocms achieve a
rere union of "hormonie purity and rhythmic freedom."
The -uthor, even in thisg earliest work, manifests his
cheracteristic preoccupation with words and with
linguistic discipline. Ths

Besides Goldinz's vazue apprchensions, and then Kaestlin's modest
asscrtions of deliberatencess and strength in the constructlon of

Chamber Music, a few critics began to perceive a narrative or

dranatic structure, and more substance and significance in the
poens, than had hitherto becn conceded.

In 1932, in a short article, "Juames Joyce as Poet," in The
Joyce Book, Padraic Colum szys that the pocme in Chamber Music
form o dramatic sequence which anticipates Joyce's autobiographical
novel, 75 and in the same year in .iustralia, John lnderson came

to the same conclusion. In 1950 Tincall claims that he

"ignorantly repeated their discovery, (L and in May 1952 he
embodied his findings in an article in Poetry, which is a synopsis
of the interpretation he was to proffer in his 1954 edition of

the poenss.





