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0mbm3gl, Mo d3edo Bobx®0b ImbgE)l godmmagdl. gl dmbs3zgmo g30Bm©do
300093 ™6 Bb3s 43900300 3509e390L. 30, XMolol JoBsbos, Jmbsbg ozsMbowo
dmbg@ oL 3956060 83000b39eds 565 LHAX I, 565F9E JONHIE 350MBMU, MRM™ LHmGs©
30 35000 aMb905d0 50605 O F9MHM0569d0m T93MOL LBogMmM LMEMS™O, Mo
153039 83gbE0 BMLES© ANV s 08539 OML BBZsOLBIS LogM3gdo begds.

39O 5d0by, ,LBOMOBMBYOOL” g30BMPAD XMoo BLs3L  BHYJbogsol 0ggbgdl
0MOSboLy S MMOosol 53(gmdo MLobsomm 4dsfizowols bsbgdol doolisgzgms.
MLBobsmerm  Jmbsdo xmbol obdoMgdom doo3z3eg3l gbol: ,393-3793 MLobsmEm
doOoMs 393600  353-37193 AOMGMODBY 393 ©@o 393 (xmobLo, 2013, 3. 284).
3565 g)M5Q, d0sbo dmolszgh 3093smmgds @s oy den)dgdol Loberol 356
309353b6gdL.  glododolov, o3 MM, 9OHMADgMOLOYsD ©oTMM30gdgE, IMbs33gML
dmddggdoll  msbdgzo  bdmgzobgds  99Mm00bgdL: 353560  9d53bgdsS,  Fogz560
539316900  (xmolo, 2013, a3. 251). MLobsomerml xmbol 303760 dmeol 3omHbY
0MOHboL V5353796905l 9OfYol, Mo3E 330390l ymbrdsdo gl Mo Lggbs Mbs oby
399960056, Momdmlb 93M96Bg MO 356MowgEE 35MoE d0d0bsty Bmddngdsl
5009369098 M35yMOL. I3 LEobEGHIMGLMS, OHMT  353bol  sALEb3go  FOID



0009bs bloMs dgmOHEYds 930BMm©Ado, MMI Mooy 0oL T39x30Mm© 2MBIY3S,
0dol mbgdsdo goolidol gl bds (Bollo BodMgdo 39T0Z35 dMOErsbols s dmerol
3953900658 MEHO05gdL), MFMsMm© 390D 39360L IMIgbEH0s sfigMowo M MmM03zY
9OMO. 5923505, Ws0BETMEGH030L 39gdbozol 459my9gbgdom XMmobo RBODBOIMMS© s
3™bg0580 8080bsmg 3MMm(39L9dL M6 Mb 339U.

»290olgdo”  sEdgFOowo  ghHmo g g 303wl dMoEegl,  MHMIgEos
33009339639Mm605005 s 5MLYd0MO 60d36gEMds 6 960 F DS PEOMOL 3gMHOMEL, YOO
Do 046905 gb, B0 Y M 9O §530. MBOWObJo, HMIgE0E LEFYsOML S656Y3E0s

(imago mundi) ©s 53 3obo y3z9gws Fgbo s 396mbo 30390 Yds, Y39WORBIMHO MEIELIL0S.
Joawsddo  dmdbsMo  ymzgmwo 3o  33X0Eg0d  SEOEIOMOE  3bsbLIME©d.,
BoB5(330 @935 FgmEom. doffoll J0ds0MgdME 39303 0RBsTOL SO Jowsdol sboero
9330060, Joeds@™Mbo 309MHRMOL sbowdmdowo ©s035390L, bsfomdmgdol dbs@zmvmo
Lo3mEg 30, FgLBdsTOLOE, BOLOBWOHMPID LHTTMOOIMMI0 J5I0b533EGBL. HTRZ565,
©90e0bdo 56M530L 9b0Fgds 39MbmMboswmEmo 8603369 Mds s SOEF FIMPIEIIWYdS S
3OE ©905©YdS 9AM30IMHMOOL MZOELIBEOOLOM sOBYOOMO 56 5MOL. Jowsdo gOmo
9000560 MOYs60Dd0s, GMIYdoE, 0005356009, 56 S0M39L 30MH3gymgzoo {alitoyo

Q5 fgmdo.

2.2. 3000mbob 5g&Hvgoer0BsE0s: dEomdo - gmz9eo s 505300,
393%9xL0gmbo, 99Es0mmHxmbs

X903b xXmobob ,0938mORMDBIo0” - s1g Imobligbogdl g3. Bgbo ,eolgl®. qlss
foabo, ®mdgwog 356@GHM™0dmEm0 3606303000 0T9MMmGOL Y39wWsRgML. 16350 Imroi bmd
ol 530MBL dedbyg: “...always imitating everybody...” (,099s0 05353l yzgol®) (Senn,
1985, pp. 122-123). 3. 3969600 30 5BMLEHIOL, OMI IM3MEE dEYdo MO ) Y)Eobgl
0905309, 905390 bgsbers dYIMO Y)erolbygs: “...Bloom is no imitation Ulysses but
Ulysses reborn” (Kenner, 1987, p. 29). gl 9mlsHMgds 3. 9er0sglgmeo, Mo@woob
3OLMOD 53938060900, BosBHMYG30L SbME0sE0L 0f393L. 8. JEP0sEIL 330639000,
36003030  LBMPoMYdgddo  ©IZ30EMPPIMWO  MJOYROMOO  5dEH03MdYOO
306M39wwddboo dmgmgbol v)33w0o39maysls s dgblogMgdsdo ol 5009 F35Lmbss



LEOMWHE 93538009 W0. HOGISEOL 30 GBYOOMO BB 305 §30LMYdS 0BOLIMZ0L, BT
50580569005 56 ©50300gmb L3OO Fmzgbs, LooIbsE Y39wsRIMO IBsMRBO
0090L LsM39L. Fomo Mfdgbom, bsdz0o 33 LHMM9E o30(ygdss. “Every religious
festival... represents the reactualization of a sacred event that took place in a mythical past,

» »

“in the beginning” ” (Eliade, 1987, pp. 68-69). 9.0. Ls®0OEwgsEoM, LS3MIWMOHO 39MgImbools
805360960 B0Bb0s, 55 T MO A50TGNOMY, (589 53 Do oMbl 3093
oLOdS0gMO FM3egbs, MOLOE 3. gEosg FoMMbOL 5dEsobsEz0s© dMmobligbogdl.
509239605, ,obgl” Fo300mbgzoll G90dEgds  ©9930LEOML  GOHMYZIM0 OGSO
aMbd309,  goo3mEbwml, dbol  Fmdbg  5dm0yz3s6ml  HMBBOL  oEIMSGHIOIwOo
006536900, 1530 dMmMYgstrals MOHOEL3 BOBWOMOLS S JOMMEMYOO 39OHLMDHLS vy
oLEGHMOOIE BOYYOIL.

3m396OmbME 3560w ggdbg LomdMobsl gblgdo “Book of Many Turns” @3. bgbo
49965000905l 535H30gdL ,,mOLYEL“ aLHYOL BOMIBILS s FoaBLBYE LoEYyzsDY:

“4ndra moi énnepe, moftsa, polytropon, hos mala polla” !

“Andra” - 3530, LM 59 Lo@yzom ofjygds 3mdgmHmlol 9303MM0 30mgds. OO
D960l 096sb3s, 580 3MIgMMLL LLHYoLosb3g Fgdm3ysgl 3mgdol (396G Mo GO
1309dBH0 ©s gb 36033bgemzsbo  S13gdBHo 9OE K. XMOLL MBS  FYTMIIMZMOS
0350m9bg30096. “The man for wisdom's various arts renown'd, long exercised in woes” —

59 3M0bgodom  0ofjggdl  segdlsb®  3mm3o3  ,Mm©OLYSLY  (36MdOE  MoMRDI6L.
Bogyeobbdms, M g3omgBo, MHMIgwos ,353L"° 99gbody3zoLgds, 6oL - “polytropos”,

MOmdgog BoEY33LOGHY30m MWK IO F5MJIBOWL, FoILLlsRIMGOMEL (“much
turned”, “of many turns”) 60d6sgl. dglodsdolo, 3MIGOHMLO MEOLYZLL SHIOL MMM
36535¢bBs350L, FM535lobMZzobLS o (339¢9ds©L.2 G. Bgbols Msbsbds, ,w9eolgdo”
9OMY35M9®©  5MY30Er0s ST 39MIBMo  Lo@Yzol  IM35¢bodbso  boslosmo s
36003690mds. LoobEgMLMS, MMI o35 K. Xmobo 1915 gl s3LEGH®0sdo gmgo

ddobom3ol, LEHIBOLEPMBOLsM30L, FgMTsbre BBy IFIOO LsxgmBEGM doGsmdo

1 50mbsMoo dmygzsbowos: Senn, F. 1985. Book of Many Turns. In B. Benstock (Ed.). Critical Essays on James Joyce, 120-
136. Boston, Massachusetts: G. K. Hall & Co.

2 3mgdob JoH e 05635680 3309000 ,IMOZ5WEBX MW MEOLY3LL: ,3305989, Yoz, 08 8G335¢7Hsbx 0 3560
508530, 3063 89360 0bgBHOSErs Osb 89098, G (HPmsl [Bobos 3069085809 s99505 “ (BMsd 3036500L5 s MsTsb
BH9b39w0l Motdsb0).
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»2900lgl" 990096506 s@ dmobligbogdl: “Ulysses Wandlungen” (“Wandlungen” — 9g33e»s,
39MLH35). 333093500 oboboIZL ME 35(106EL, MM K. XMOLL MBbEOM., I9HIOS
ob “Wanderungen” (bg@0s0) @5 MO0 gg®dsbmeo Lo@ygs 9omIsbgmTo s96m0s, 56 956
“OGOm©O  BOGHY3g00m 00058585, Moysb bdbs “wandeln” gqg@3sbmer 96580 e
9600369000 d5L 53o69dL s 60dbogl MHmymes bg@oswl, s1939 — B9E3EdL. MHMYMGOE 56
265 ymxowoym, Homb 3603 B9bo, ,x9g0dB XmolLds ,Eolgl® ,,obslinsmgdolsl™ gho
Lo@Yz9d0 3MIgOHMLOLYMO FHJMOA0boL MO0 dJoMoMsEo 360dzbgEMds BrsE0s, FdoMob
3 BoOHMds s JoLo IM535ebobM3bgds“ (Senn, 1985, pp. 127-128).

W9Mm3MmE ddol dg@sdmORMHBGOOL BYMHOSL Y39wsBg M35LIROBbME  X.
XMoo dgommbdg@g ©s IgobmmIgBg 930HmEgddo (,dBol boMgdo“ s ,30039%)
33000350mdL. ,dbol bomgddo” x. xmobo o0bywolr®o gbol gsbzomsmgdol 9Es3gdol
Do00mLshgbs 3PP mdols 32 Lbgoalibgs LEGHowol 3sGMm©oMgdsl 30smmogL. LG ™
(339¢90500MdOL G9gdbo30l 35dmygbgdom ol 3gMlmbaggdo LabgEzwrowo gm®dom
0o600my3000290056. 3. 0BgOHO oMNYOMEs© T960TdbsgL: ,,9bols gogwrgbs 08gbsw oo,
MOmd  boMg3wsdm  9396@¢0  dewrdo  9z0mbgzgenl  Fs Lo 3w969900L  BMABIME
WIM3MEEIS3 30 0mg3wobgds  (Iser, 1985, p. 197). w@gmdmwo d¢rmdol
G6bLRMO530505 LHOEIMBEBHMF0ME OMIb0WID M5FEYb0Tg FodseomMO FM30Y356M:.3
3b6aem-bogdlo 505EOLS s MY YOL, JEROO3 AGMST>BH03MLOL, J0d5d300 K. XMOLO
339936mdL, MM LsFIMBoIOM Loberdo ddmd0sey J-b 3omGxrmMol ImLsbsbmegdws©
903005 30609 d¢do, (,3530 30939 IMsOo” — 6. 4osbodzoo), oliEmsgEOEGEJLMs
A&™000sb: “Some man that wayfaring was stood by housedoor at night’s oncoming. Of Israel’s
folk was that man that on earth wandering far had fared” (Joyce, 1946, p. 364). dv9o
15399699080 994dboew FMABIMOMBOL OLEHMM0sMHRD Boliglibgdo LEGowom 8gddbor
35Lo5780 d¢ydo X9 BMPBoMH WIM3MWOE (Yoolsdzowmsb — ,,8(oM0") 3393w0bgds
(“The traveller Leopold”), bmwm 89993 ,fo®Bobgdme gMds“ (“Childe Leopold”),
L50QSbSE 0L Bgxzg sOEMOOL Jglobgd 9Jdbowro gagbgdOL JsHM©OMgdoL d9gYo®
LgO  EIM3MEEOP  PFoMI50gddbgds. TMY3z056980m, 89-18 Lowm3Mbol oMesbogwo
530mbmgmbol, §gdMbo 896 30L, d0dsd300 339 0-b deIMb §35d3L Loddg: “To revert

3

0b. 356MHMoMGdIY LEHOWMS hsdmbsmgswro: http://www.ulyssesguide.com/14-oxen-of-the-sun
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to Mr Bloom...”, bogm glgol@ BsG@D gddolosmgol odsbalosmgdgwo 9boom
9O gdME 3sLogdo BogodMgdmeo, ,0mymbgdgdol 3930l FM9gFez0“ MmO
(“chewing the cud of reminiscence”), 530l foMUMEL 3060303908 ©s SHdymdo Fod3
©9M3mEL  458mobdmdl: “He is young Leopold”. oo 5doby, o0bawrobgwmo
oLGHMMO3MboLs s  glgoLBOL, MMAsL  ddObyBHME  Fs3mgols  gbs oMb
5000509(9M0ol LOBNLEGHOD sOFIOL 3gOLMbogl: “that vigilant wanderer, soiled by the
dust of travel and combat and stained by the mire of an indelible dishonour” (Joyce, 1946, p.
394) (,9b B39b0  OIMMIIZ30  Yo®OdO, VoGP BIOoLs @S  dMIMOL  IEH3gMHdo
59mobga o, 996 3b39bowo s Labgwgs@gbowo®) (xmolo, 2013, a3. 414). 930Bm©OL
Q5LOLOIEL 30, MBOHMOST0 OSEGIEJOOLS s Lergbagdol Fgdm@sbom, Wgmdmeo
bgds MOMIm© gm (“Old man Leo”).

0ol Lobgzarogdsl  930mbggaro M35l 30593600l  Igb™TgB)9
930bmdo  s0fgMow ©sdol  Josddoi. Logbom FmdmEmgdols s 3MMggdEHmemgdols

93003009, §Y3000500L ©s35M393900 8990, 390Mmb03gEOLEHJOOL BIMIYdOL 356Mbo,
dmbOHmFol ©OF0swo, mbyol bds — 930BMPOL JombyMo s 3o )30bs30MHO
5GHMLRBIOML Jqgdbol gALobwEMYds. WgM3MEIE ddo S3bsIdL, MM 3MEOEOYI0S
(33- 430), 999009y ©MJBHMO dYIMdL, 3000l 9Jodmdsl, IFgMIE-79OBIEOLEHMOIL
00O gdl  (442-444). 30309 obsm30L  A5)300  3065mdOL  ToalGGMYOYE
050 396600 FasmgMos (442), 3sbmbos (,05Mx 3965 933l LHmGo 3mmboo dmbemol
Q9 39Hg byl o0EIBL, AsbmbmMo ddMdOL godsxzmmbowgdge bodbsw™) (443). x.x.
'8 M0 3¢9dols EoLs(3935¢ HoMTMmJdMe bo@ygzsdo dsb B30 Bs3d35¢ Imobligbogdls
(“My client is an infant”). 456s 530Ls, M3 153MSM MS3L IO dewyddo »Mg3L
Q5 530MdL: ,d9 356 Joe0d300 2odMmBIboo LHMEIOLY... 9bgMEE-850MmM B0
AMoobLy”“  (443). TJobomgzgol  aodm@obowo  obshgbo  Slgmos:  ,,B0LgdleES©
3bMBor0w©®0”, ,0bsewo BHodol, JomMo 35300, ILEWMWgdMwo 60dMdo®, HMIgeos
053036 gwmEgds (467). (3b350M03000 dmOBOWO, dgws 3mgbol ggbgdmsb mmbby
Q5399900 IM3MEOO VMM J9Ms0dd690s (492). gl ym3z39¢039 Mmomgmlb dermdols
9096 89993L9 930BMT0 Bomngz590 FOHSBOL QodMdoboos: ,,w)3ds© Y39esbo bbgs 30609
™3 3094390 (xmobo, 2013, 33. 107).
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»30039L°  B9BEHLBoamGM0oM  Lsdgo®mbo ol EdEObol MMmE-3gMoEo3g 30
339306905 (457), 6HmIgEog  s9MLYdL  sboe  30d9MboSL,  BMTozEEol  Joewodl -
0 3MLoengdlL [461]. 5dgbs, oL obslsbogEMgdl Fglosl, GMmdgaroi oy 2sbEg39d0L
39350 0J393> ©d (3M9dgLoMdSL OLHsAYdgb, MMBEs Hodgdero Bdermdo  JMOLEBHIL
AbgogLo  SLEYYBS: ,0IMYdIYo Bgbodbogzom, boduimgz 335MmMbYy sHgMos 0.0.3.°
(xmobo, 2013, 33. 470).

XIBO0 39600 50bodbogl, ®MmI 930BmEdo dmbsfowrg Fyzowgdo geHMISbgIL
9600940056, 9M® 39MOLMbsgs© [oMmBMA30g0056 (dedo s dgws 3mgbo  JBbosb
9600560058 s 9fimEgdsm  dIdgs) s, doModom, d3ombzgwo  3gMHLmbogms
39900056990l Bsdo®moldomm Imzwgbsliog 9fygds: Bowod 30IBMO Bl dOSEOL
LEIOL MMbdoy 3bM3zMgdsdo (“Why, look at the man’s private life! Leading a quadruple
existence!”) (Joyce, 1946, p. 431). ¢gm3m@©ol dbyoglo, BEGH03960L 39MLMbs oberobgds
5 39M50ddbgds LLLTOL BHYw39ds: B3 Bbobgws” (Philip Sober) s ,830wo03
Bo6bmIo” (Philip Drunk) (Perl, 1984, p. 198).

39OS5 OOl AoMEoLEBZIMS dmgwo fiygdols, MMIsbol Igbsdy 930Bmdo
(»3603H93L0%)  sEfgMowos bGH03960L 36Mmd0YMHYdsd0 BMBBPIMI  FHOIBLBMOBs(30900.
36MmGI3LL, OMAmOE D30l bEodool goblobogmgdsl, Lbgsolbgs Lobgwo dgmdwros
39605365, M35 lobMm35b0 W3mMsgdol (33590 ¥6gdoL  Abgoglo, Tgodergds
0mg35L, MM 930DMmEOL ,,39d6035" A9MILEBZOL bgam3gbgdss, G MbMMdOL 9bsbys
50Lsbgds. d30mbzgeo ,,30MmEY3LoL  LLLHYoldogg dgsdhRbg3l, MM LG03960L Godhms
65350080 0b6geob)OHMB JOMI© 0FIOMEO, 4903560, BOIBYMWO S WsmMobmMo
7M5H900 d90m©obL. Job Abxgemdsdo 9HMTsbINL 5EYOEL MPIMBL sSGOLEMEGHIWIL, §.
qboboLs g 9. dBEgo30L BosBEM930. BO30L30ML LosOIEo 1EH039bL JoMoOoliMdsdo,
9009805030, 9EBObMEOT0 A50dsbgdL (,09690 For>EOLMdST0 J03500% 90 LgbOTsmbEHOL
Bobs30MM™M0?*, ,90098050L 89359M:009m°, ,9lobMEOL o3 MMO B30l Imd3g3zs Igbdol™
(xmobo, 2013, 3. 37-46). ©gIMLol 0Rbol }xmbo BIWws 49©s0d393> (»Bgdo 0xgbols
bdogno 3300005 oebg) (xmobo, 2013, 93. 37), 3gbgdo 30 Joe0gsbols B9gbgds, Mo
dolo 259mbs3goo M350 S BgbLLETJo 53300 (,U93IBMG30 FBYMS LEYMEM DS
0530l 450mbo;335¢  dMGEHYJXEH30Ms FgbLoEdgEl,... GMIgedog Lbgolbo ggbo ogym
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030o© mygmBgdo”) (xmobo, 2013, 23. 51). LEbs3doOHMBY FMEGOYBsWO dsweol
565H35 LEB039600 5dBHgMbobLy s oL oGOl SLMEFOSEOL 0393 s M3l MYdYE
9mbs06g F90350 FoMTMoYgbL. doEro 30, IPICMBOL S©Jdom, SMvgOMbYE
0330l Lobgl s 39MOEO3MM 005, 9359, WIM3IMPI JIMI0LOHYds. STSL
39605, Aol HocmBmliobgsdo dods ®obo wEobyo 40wdIME ©g Loerogz560l M3gMgE oL
3960LMbo7O©, MMWGHIMO©, 093939 »3OMAHI3LT0“  TgBHodgLoJMboL  39d5¢OlEMMO
393990l 30b0dbgdsls 3b30gd0m, GMIwol LEH03960LgMEEo 35MRMIBOY: ,,0IYONO
03303 35390 07393> 093b>© 073935 BIMINL BoHIE 393> YIOPYZdP™ (X™0Lo, 2013,
a3. 52).

Lobg33wogdoms Lgosl x. xmolo MmIsbdo dg@sdxglodmBol dmdwmzmgdol
393909609000 gobs®AMBL. H9g0b35Mbs300l FobBH03MMmO MIEG®obol SGLL wgMm3meE
0@do Mol 1035 296MBoMmEHogL: ,— 39Eedglodmbo, mdzs dermdds s 33900
390369. 39M3bmo0s: 3960 EB sGOL. Lryargdol G®MoBLT0YMS30sl Bodbogl” (xmobo,
2013, 23. 63). ,,dBobL batgdol” 930BMmEdo dedo, s1sg3g, 049bgdL LoEYzs0s Tgmabbdgdsls:
»3HINOO JgblogMgds”, MHmIgwoi 8g@sdxLodmbBol 9Hmosb, MPy39gd dgblogMgdsls
50b0dbogls, H®MIgendoi 990mbsbryaros Lol ymgzguro Mgobzscmbsgos.

39¢50x3L0JmbBol ImEGH0g0L  A56TgMMPOsMBS ,Eolgdo“ 0dmsgzom3zg oMMl
005%9 80935608690L, G dendol IgbliogMgds 0g039 3EsBaMMO dgbliogcMYdss. demdols
396OLMboz10LYSD 15BEI30 MbOE530 dog0s A90TME0 1396 FoMlverolszgh, olEGm&momwo
Y] 30dzocmo  3golimboggdolsggbh. ol 0dgmegdl mobgglbol bg@oswols s ob
©50MHBgdoL Lqdol. x. XMoLOL BmbgBoswyg 39MLMbsgOL 3wsBING dgbliogcgdsdo,
51939, Im0dgdbgds JMOLEJLS s FgJudoMol ,658mgdo“. dErmdol  bobg-LoTdME MU
o0 bsHomBdmgddo gMm-gmom 960d3bgarmgzsbo Jobodbgdss: ,Lgbgokols dmdol
053L5bOOL §398 39OOL 353OBIW3BY 0§35 9OHMO M39BsLZbgwo, ghmo TsMEGHmbgws,
Bogbmeol 93565136900 Lorobo. Fo®EHMdMdo“ (xmobo, 2013, ag3. 285). 0m93bol
blinbgdsl 03930039 JOHOLEHGLMD F039Ys35M0. 35@ORBIEIBY I)ME0s6g FoMEGHMbges
093056 450903905 30 b3y 96039605, v 96 dgrmdo, MMamOE 0gbm  JMoLEGIL
LOAdMEOM.

4 xmobo, x. 2013. #emoby. 053196 bLIEs35IMOL godmd3gdarmds, 3mTgbEIMIO0: 33. 834.
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653 999b905 d¢dols, JMoLEBHILS s 9Ju30MH0L GMMNTI6)ML JoOXSFIMWMASL,
UoFoMms, 3mz30bdmo 9@ M0 3sL5g0 IgEbeg 930DMPOIH ,LZ0ws S JoMOdWS,
Loo3 LBEG03960 Bsdols s dob MOPOYMNT0T>MIGOOL Bogombdg AbxgermdL Jods
®3I9MHDOLO s dg W3gMmMOoL, dg9du3ocMmols s oo dol, 35869 d9dudoMob, 3sdgEobs s
358530L0L FgLobgd L3N0 MgMMoOL FodmFMHoom:

»3009W0ML0... 593303909, OMA F5350TIOMNO 15350 0Ym S3MMIMO MO30L dJ...
5060g50: 09930 8535, OGMIGLYE 96O 39ogl dg, 56 SMHOL 3ods, Jgodergds, GMmd dzoo,
G23genbog 965 39ogl 8595, 0gml dg? gL MG 9bdg03mblomm3gddEmbdgdudo®ds
56@d 08539 Lobgerols IJmbg GMmIgeromss bb3s 3mg@ds 893MBsms 58 3890530 IHge
350930, 030 MMM b53MMMO 300l 585 30 9O 0YM, 36M5TJP, SVIG 0Yym 65
3300, 080 0Ym S M3L AMABMIPS Yo Ms30L0 Yol oo, BS3MIMO 3530
059500, 5300 XM 5O EVYIYWO 3003300l Fodo, MHMIYE0E, 3953ds MH™I
0735, 5O 9MBMEIL HOIYIS“ (¥ Moo, 2013, a3. 203).

Xmobo, B39mwgdolsdqgdd, gohmo @s 00539 0ol  Fo@oMm9dge  35LoggdL
B5Go6dmgddo 29650693L. 30mbggols §obsdg 3o ol sdmEsbs, obobo gHmMsbgomsb
393605b s 5dom IMIFglOoyML ,,mwolgdo” 99Jdbogro Jombo. 58335050, LEGOJMYGdgGEOY,
603 bEG03960L g AgEHo Mo dmbs339m0 353306 Mbs 3MmEMdEIL deMmBmsb,
390p™a 30 JMOLEHYLM. 0gmEEolbdgds, HMT 0329 853s IGOHMOLS S dg WIGOHMOL SGLOL
dqLobgd §o0mFMo 0gMEomaowe bxgermdsls @S 358gEoL, OMAMOE Lo MMs®O
dmadol 3500l YOI MboLYMYE  gMEMosl  dMdBgg 2963930 3EMdm,
SBOLAMIEGIMO SO MBS 0gmb 0dolb ™MJds, M dErMdo, SVIG SGOL S F30o
(Mm@ g d¢rmdo 3L 03¢03L) O S SMHOL G 3595 (MO IO
B300Md580), 0535055 Yo o300 IMEToL ILLHYoLOE s WILILOYIEOE (093,
Bgdo 9madol 3965L369o0... 3550 96 dYogL. MO (xmolo, 2013, a3. 280), ,o6o,
©9m3me! 3965 Lobgo s 3gMs FMymbgds 396 2969949d90L... dg Tgbo bmdEgogwo Jobl
3390Om 56O M0, 96530655  WIM3MWEOLmM3ZOL oL, Mo3  WIMIMWPO  0gM
MERoLIM30L“ (}xmobo, 2013, ag. 410)). gb 3093 MNBOM 45659FHI0EIOL derwydob,
OMamO3  Jommbveo  39OLMbsOL  50ddol  Logdzgml, Modgbssz Ol M35
m@obg3LoL, JOoLEILS s F9dudocmol MHgoblzs®bsizos.
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(“Greaseabloom”), ,,056&™d)do“ (“Bloom Alone”). ,0360by @gurga®ogdo® dobo 93500
39300030055 ©OYFOOWO: . 830. §30DBMET0 ,,MEMBIRJO0 JOOLEHOBMW Fods®do
dgbmewo dedo Dos®mgdol Mo@wool dmALHeg bgds, Mo OMLsE ol FBgeLL
b9gx3oL339M0  03g4MmdlL, 0dgs 90 o3olL, Mo Wfimml s Fozolidsazsc 3O
dmobligbogdl. 6. yosliodzowol sbdsM@GHgoom, dmadl 9emAsbgmdo 9093 To3d
1950L3IZ9IMO0, FgLodsTOLO, JOMIMWO S JMHOLEH0BMWO MHYE0YOMMO 5EIMYdO. gb 30
dolo ML5FIMdMdOL J0d603bgdgo 300093 JOHO IBI0S. 3

»30M39L° 930DM©T0, HMIYoE 800565 3503065300l FoMTgdms sa9g0E0
@5 ¥dol 5M536Md0gM0 LOWMTYIO0EIL SIM39690ols B3gbgdsls gALObYIMgdS,
930mb39wo LobodsMmem 3Mm3gbol dmdbfitg bogds. bbgs IMogse dMHEEYdLMD
9OMO©, BBsbgdsdo Bl dMIEO  9EY0S 3M©T030  LoEbM3zMOEOL  sMJmbsdo,
»0905605¢0mdsLS O J9hsdo ImdMsmdOL F9539MHHGdT0” (¥ ™molo, 2013, 23. 442). 53a35(5,
B5Go6dmgdol 9Mm-9Mm0 oMo WH0EIMEGH030 WIM3MW® derdol 605ogMdOL
59396¢069d55, 53, 990degds 00350, BgarliogMgaro 4s6gdmgdss 0dobsmzol, Gmd ol
g39ws 09 39MLMbsgoL Lobgwo dogsHgMmm, 3063 30 MmEYLTY FoliAMT0s Dol bogMms®o
3Mb900Ls> M) 4960983390 BoD03NMO LHTYsOML BB dOMObMYdT0. gMm3MmErE
0dob 3913900 JOMPOMMEI® Y39eQ90 O SOBOWIS:

»OMAMO0 MB0ggMLOTMMO MmM[936s Lobgufimads 899839M90M©S ol HMYMG3
3OLBYOMEOLS O SMOIGdIls?

5 xm0bo, x. 2013. «9eroly. Bo3w6 brEs39mMmOL A50MI(390EMds, 339bGMgdO: 93. 736.
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IG5 MBIM9005 6xdoldogH Lb3gsl sbs Mg MEbmdos yzgasbomgzol. ymaggaro
Q5 505306“ (xmobo, 2013, 33. 654).

3930039 BHg 930DMm©O LEOWWEds Fg30mbz0m: L7, MMIgwbg 3sbybog
0b@™M35605.  93BMM0  Lodslybm  HgdGowl  1353L.  Fgzombgzs  F9B3M3boE0s
©9M3ME© 0dolomzol, dmaBomMobmzol, HMIgEoiE ©dwobols Jmpgddo dogwo
OOl bgBoswol 990y Lobwdo ELdOWMbEs s gadMOMbOL 3MmBsdo BhmeEosMy
339306905. Lo 0894mxzgds b6 Lo JoEoL derwdo, 04039 MmEOLY3LO, 02039 LObdSO
B35mbsbo, 04039 30MH39WYMROWO 550560l Bsbsliobo?

»Q05J9B(3ME0 BSEW03530, 3930050 BEIMT0“ — g S®HgOL X. XMmolLo Loberdo
©0MHMBYdM, ,658mBoMgd“  dmbg@oowyg 4doMl, GmIgeos ©sdol  {iyz0sdo
9906Mombogzom dm3930w0 1936, ®00dml 99356, gEOL foswdo, EsdMMBYdMEs s sbow
5058056500 ©05¢gdOL dmermobdos.

LIEobY O SBOM369d0L FoLEBHIM0sDY LydEOLSL 8. 38560300 K g MdOL
Logbos 0g4gbgdl dolEGozmbo 3mgBolL B39l LoEgHBomlol Lodyzgdl, M Mol
33l ge HMIG 85 JOI0Ym dgNqddo, M+) 00 3035 bgeIbs 56 0dWYdS
dnO(dmbg 500530560L Lvewdo, JMHoLEHIL TmdOL Jmzegbs o®bEH0s 396 046905 0dobs,
™3 JMoLEBH056900 s 390EGO0 30YmMm. ,dMHOLEG bgsbws Mbos s0dsE™L 996d0...
319390  36905. (36905  gmzgwmzol  bgwsbws  Mbs  0dsEML  dgbl b3S
390m30gdsdo. ol Mbs  00SEML,  OMAMOE  3mEbowo  3EYMTIMHYMBS”
(0505605030¢0, 1992, 93. 32-33). 3595L505T9, 0glMb B5YOS FoOlwerdo dmdbs®
oLEGHMO0, 3560939 B5d3HOW 093939, 09 JOOLEY SHIYm OMLS s IMG(IMbg Ssdosbob
3 do 56 003905, FoMMo0Y, 8. 59505300 5T 35L5gd0 M0EWSEOL MYToEH0IOL 56
959%s, 05gM58 dobo  LoEYzgdo  LosbwMmzgl  53gbl 3. gwosEIl  QedMmJIMen
IbOBOGISLMIB, LIMOEMIWM 5JEOL B0 FOMMBOL 5JE*Y9EP0BI300L FgLlobgd, HMA gls
0] ol MoGWeo M5 FbmEmE 0dgmeadL  30M39wddboer  ImgEgbsl, sGedg
5650003093l s S3mEbargdl 9ol (Eliade, 1987, pp. 68-69). Lodgo®mml Lofyobgdmsb
39005d5HOWO S MJo)MHO EOMOL IMIYBEBH0ID FoM>EOMEIMIOLSIID 49IB(33CGdS
d0mbOH  FoMoEOoLMBSL  godmobdmdl.  bsfomdmgdol  JOHmbm@Gm3o  3mbdmambools

056599000M39 OOMULS S BLOgM (390 Po0Bs(33WOL, ROM LHMGS® 30, YOOHMMDST©Y
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QO™ 5OLYOMBIL Fyz9@L, LodbgEgdo M ostg dermdo 3o 0boEos3o0L 3M9EHIbLIBGBL

9359MbgdL, HMIgEoE bawsbes dYISL GEob.

2.3. bogMEMEo 39ML39JH033: Jsesgd0-35¢0IBLYLE O, 35MsEsglo

dmgMboHBdol  BMOToMHYOsDg  Lordolol .  @gobo  F9bodbogl, H™I
90900bs6MMd5Bg go3wgbs goM339mwhows odmbos FgsbMsdgdg Lor3mbol dgmey
bobgzo®8o  ImIBEIMTS  5OJgMermyom®ds  d36M90Ts.  03obbdgds  aqM3sbgwro
3604gmemaol, 3. 8g0dsbol, 80ge Bo@sMgdmwo Lsddsmgdo, MMIGE™mS F9YRS©
3m39gmMboL S©HgO0Wwds W9 bIMMEds Jogodds GHMMST, MBOHM bBMLEGs 3o dobds
65809005, 3653500 Bo3mbol 8909y 0bY3 Obowrgl WOL Lobsmeng. sOJgmemaools gl
9mbsdmzomo  boBl  ML3ss, GMmd  ob, o3 339  FoOLYIE0S,  30MH39Ww039
99L5dEdEMIOLMsbs3)  2odmdsbol  33m39dL  offdym  ©@M™To. gl Y39EBIMO
d9blogemdoL d09MH WO oswgdoo Imymbgdgdol BgEs3oMmBY 9356 STMBZESL
0mp399mbgdL.  goboll  Mobsbds,  xMmoLDy,  Fgodwrgds 0mg3dl,  MBHOMBSL
5649 00LsM30L  oTsbslinsmgdgEo M30L9ds dglidobs, GMI dofoo IGIOIEO
g4m39o 53960L 390 SMHOL MoMs3, M3 90dmbgbols Imem©obdos (“Joyce made use of the
archaeological—layers of narrative or spatial meaning superimposed on each other”) (Lehan,
2009, p. 16). 9 3996035 FoOlryenols s sfagmb Lo EsbrOMBdOL ssbgsl gaLabwEgds.
5023505, ,19olYdo* 5FIMHOO MBOEOBO JOHMYZ5MO Joe5d0-35¢0IRLILE ..

090060l JmBqddo bg@Eoswo derdols 4mbgdsd0 33300 Joesggdol Imgymbadsls
50dM53L. dol Ym5Mgdsl 35¢glEGH0boL dEOEIMO 3esbEHoE0gdol Jglobgd oBgmdo
39b6m53L9dwo M93esds 03gMMdL, MOlsE, o308 FbMO3Z, FmGgmwo HoMbmeolbs ©s
3999050 93650 JoEsdgdol SmE0SE0s Fmodll.

X0bol ©dobdo 306306 M) 0M0dIE sMYOMbIW 3MEbEEgds MmO
956500 Jowodo, s09bo s 09MHMLE0do. BoROW0MO®, ,»obgl* 30MH39wo039
05300 853 95060 bsbL Mizsdl LBEBHO0396 I MBOL Bobgarol FoMHTMTog3wMAL:
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»BoLOEOEMS BHmGg... 9960 LYrgwGo Lsbgwo, dzgero d9GmAdgbol... 99 s dg9b
030 gdWs© smgbdo Mbs 53009 (xmolo, 2013, a3. 6), ®s30L GOMIYO
000 IMdOL Lobgarls, Foenogosls, 30 3O 0bEHIM3YESE0L 5dg3L, BreEs o 9gErobrH
095 MB5L J0sfgMU.

990309 930BMmEI0  ,90MMbo"  3OMBILMOO  o330v) MYOJ30sd0  FYMmygdl
©5H9m0wo  0OWIboMo  gbol  SMMANBJILMD  ©353000930m  OLEGHMOOIMBMS
LOBMYSMYdsFo  godoOMeE dgbgzgMsBg MY39ds ©s 0 K. F. AHJOXMEOL JogH
Do gdme LoEyzsl 30GH0MGOL, OG0T 89EOIBMOMEsE 0byolio godmyzsbowos
93303390, berwm 06Esbos olicsgws.

395MY3boo FMOEFwOoLs s Hodwowo bgwbsfigMol sdmzombzol 3093 9ghHm
399603500 XM0LO 356M5esdbM bg35L FM0sBEMmYOL. bofo®dmMgdTo 39gMdobo ,,356Mseodlo™
U 93000% 96O 2o050gMgoL. 6. gsbo, 35Mowsdbol (36930L obLETIMEIW, MZ5¢Mb
00m0l Bl do@sbol 99gao® 300gdM 30DMOME 50gdsl sMHgML. MMEgLY3
5933060390900 (30MdL, 0bsbml FMEOL sMLYdMWwo Logbgdo, ™3s¢o dob {job
SQAIODME MONL oM s© 500g35aL, bmem 35806, HMEILsg BM3MLo MoMDY

3000905, dol JoEds sMLYdIMYO Md0YIBIO0 9933003909l MM HoMMM©AGDs.
SLAHOMbMAooL 9bsBg 30, 3565odbo  FMEPOLLAMAL  Lygbols FYdMYMdOL bognryen

(33095l 53330603900l MZ5¢OL S SO S33063900L MBOYJEOL 25bs(33W9dOL
9909390.6 XMobo 35M5eodbol (369d5L TboG3O e bgMbo goMSJdbol. bofs@dmgdols
1b350Lb3s 930D 53 BgMTobol blighgds 8300mbzgwolsm3z0l gMmR356M5 Fodmasbol
3oLO®GOOL 2505(3990L BB 300l SBMMEBL. X Molo LogmEol 39ML3YJGH030L 356mbydols
309my9gbgdom Jobol ffobs o 3965 3eobgdl, g.0. ghmo TbOO3Z, G5 3Mb3IOYEHME
9md96@do xzm3mLbdo 9J3g3e @, 8gmMg dBOO3, Y39WoRgOO, o3 RMbL Jdbol o
0593306390900 035¢0LsM30L 396 M3b5 dodmoym@mgds (Lehan, 2009, p. 154).
65Go00mgddo 3gMLimboggdo 3Hm3909b Lobwl s 498MmE0sb JBsdo, dglsdsdobs,
Bofo6dmgool dboGzmrmewo LogMiEg bEgds LobEol 0bEH0ING SGHIMLRIOML, MMI3S
356500MJbYI0 453900m, LHMOgE Josdol Loy sGm LogM(399005 smM30L bgarlisgMgao
0dobomgzolL, MHmd FbgMHs Foabom, 9305060 3015396 F0TsMIMMBE  (,0MOEGML

6 http://www.nplg.gov.ge
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oOGHMMds  9Y356MQs, Foaod dMdMTo  FoMEGHMMBS LML ). BBl  JmBgddo
dmbgBH0seg ©YICMBO @S BeEdo M35l 50g369096 Josdol bAomEmosh 3bmgMgdsls
5 ©MOobdo 0dobstg dmgzwgbgdol dxmsamedo 9J393096, dEs, 9853OMMESO,
I Y39woxzgeo dom 96 gbgdsm, MBRO™ DBMLEGH©, obobo Lozmmsmo bgdoms vy
009900  339MHPOM  35FEYIM0  ©E5T33060390gd0  5605b.  ymzgmo  930BmEOl
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LOBMYSOMPdS  JOIMLOLS s dEYTol MZ5¢oLIMZOL BM3IMLL Jowds GRYdS o
Lobo33EX M 9300bg9wolsm3z0L 396bmbogms OHMYOOM dodobgdro,
39016 ™35690w0 BoJOMS Md09]BHJd0 bgds bow3s0. 5853MMMEs©, derodsbol
9096  253Mm3bwgdwo  GHMMol oz, BYs3oMHbY 99MmE0sb s WIdObMwo
Rmb0sb fobs 3esbbyg 06533109096 LEGH039bLS WS deAL 396 ByMTo 3gMliMboggdo.

3boos, xmobobsmzgol d60dzbgarmgsbos, ,moligdo” d3ombgguml dobols
MOOSBME0  go9dml  Bo@MsobGHMM0  LMmomo  [oMmaobml. MHmamemE o350
53b9gds, LM, 0333500 LODMLEH00 50IHgOS Joersdo, O™ g MmEILdg YdEobo
095300l BMMHR0I6 25dMHgdM©s, JoLO 50YIBS ,)EolYL™ BodMOE GO0’ YMBOEOYM
d9Lodegdgero (“to give a picture of Dublin so complete that if the city one day suddenly
disappeared from the earth it could be reconstructed out of the book”) (Budgen, 1972, p. 69).
»290B9d0" sOfigMowo ©MBWobo JOHNOOMYMWIE OLGHMOOMW ©s FoMM3MYGHOINO
JOMbm@M3s  HomBmaz0090s.  dglsdsdols, Mo  3wsbom  ©sbsbmwo  Jowsdo
900356900056 35655MBGOMOL s 96533 9OITIbgIU.
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0590 MORLrEO0Sdo”
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MOmdgwoz, O™mamO3 o, fob wdwzol s ddgbgwl IMLozgswmeo  bsfo@dmgdols
000535600 Boffoerobomzol sdbogdl. wgdbol mommgmEo 9g3oHBmEo Msz0L ™Ms3d0
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d9m69 930bPm©To bomzso bgdosh Jowsdol Ibmzdgdbos. 0diEs dsmo
blinbgdolisl dmbOHMdgwo dbMmEm© 300IMHYOOLS s 3500 BOEOEGOOL 593963 0Mgd0m
39005356M9d5: JBsdo 965 0603000900, 5M5FJQ ,Gd9sb0sbo Bgbgdo“ ("muddy feet”)
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3033mBo30eHo  LEAHO®WJGHMOS  Joesdolb  OMEHObMoO, gOMTbgmoLoysb  dbgro
3oLOMRY30  WYJIOL 50 gdL  08gMMYBL. FgdNb3z9g3000 MBS 30O YOOL”
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0530L0 500 5J3L (Eliot, 1975, p. 112). 0sdob Joensddo dmamoger 39MHLmbogl ymzgge
53300mbmsb Bogws 9.§. M009dGHe @OMTo 536bgdl. 4300050L odx36E39w0 JmBol
15650930, 89BHOBMOICO 4539000, FNLOHMOWOL HMOEBMdOIMTo 45995390 (Y3005
4mx309609000 - bgwwmzbm®o Lobsmwom - meyMbsgl @ HBYII30MHDBY sMbZol
L5 MEGOSL 56 5dg3L. 533565, POl BoMBIdO odMTsBbOBEGdIE, JOHMBMEMY0m®
@OMA0 ©5350M67d e 73MbBJ305L SLEIMEGd9D, BomMYsb WOEYFME bgermgbmm Lboggdl
dmMob 56OLYdIME Lodbgwgdo dmbzgEMs 30 OMOL FMbs3390000 sdM35MIEBILS s
dobmmdol gbliogMgdol 3bger 3496 3mwqddo dmbzg®sl gobsdommdgdl.

533060l bgarmzbm®mo bs0gdol gMmy35Mm0 M3MBoGH0 wgdsdo 3500l dwdos,
OMIgbsg, BO3oMHOL30MM, OMHMOL 1d09dEH030DsE00L  49BTs30MMBGOIo BMbJ30s
930L6905. 5330mbols s mZ356MH0L FmJols Bsbs33wgdIEMOOL 35M5EGEMMS, Joesdol
Jm9Bgddo Mmoo dobm™mdwol 390L3gdE¢ 03580 JMmAsbgml 9bs33wgd0sb Bobo3MM
39M93mdo  sbobmeo s Gobsasb LogM399ddo FoMdmbobmero LGom-bos@gdo, o3
BoGo6Imgdol mOHIO06MdL Jabol s OHMLMIb ghms LogzM3gdoa 950MABIMGGOL

93000b39mb. 3036Mm@HMO MEOmOIBME A56MgdmTo Esbsbmeo dmzary, 306985¢MyMOxB0MEo
39006900 JbOMdYEL ynx0gMHgdol ALHORWT3wMmdsbY 80560369096.
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MOHOSBME0  Ym39EOEoMHMds  gom@ol 3mgBool Lsdgh Fobows 093939

39b6boe 3mgE O Bofo®dmMmgdgddo gom@o sGsmvy MHMIGE0dg 3mb3MgEHME Josdly
593936 BM3MLdo, 5699 dgbLogMgdsls vy FoMdmygbsdo sMLYdMEO  Joesdqdo

00052690l o 339053l gemomBob 3mgbosl. MHmymeE 0sz3s Hodl gblgdo ,,3mgBool
dmL03s", 3mgAL MMy Mo30L0 M30l, MK sbol, Lodgamdmm HMols mvy 30mb3zMgE Mo
5200l LOBNUGH0  sOghs  FMgmbMmzgds,  9Mdg  Fob  9M93mI339ero
1065930 0EIL MbEs A5FMIBML 3mgBoOL Lydgbo dsbagws (“Of course, we do not want
the poet merely to reproduce exactly the conversational idiom of himself, his family, his
friends and his particular district: but what he finds there is the material out of which he must

make his poetry”) (Eliot, 1975, p. 112).

3.2. §semsgdols Jomm3mgBH03meo bo@o ,bsymgzm dofjsdo”

g4m3z9go  Joemsdo  30m6309@ e sbmEososms  4sdmd(3930s, GMmIwomsg ol
393™06M0M0d0L  dgblog®mgdsdo BsghgMs: oG9m0  Josdol Lobgero 08330006
60335, 096MLE0dds 30 BHTYSOHML Fo30Ld s 0HoBg B30I Jowrsdol goblsbogMgdob.
5)HBOMOOLS O Jobolb SbME0sE0SL 0f393L dsd0WMbob, gomy3zboggdoly s (3P30m
Q05(3990L5L - LerEMAOLS S MIMOOL bligbgds, bmerm GHMMILS S JoMMsR960L Lobgwgdo
3965009MMg0sl  ©835300Ms. X MoLds  FIMOOMEmO  OYBOboLIMZOL  g3omgBHo
»35050HdMo“  FgoMbos s ,MOE0bEgdT0” 53350539 SO,  Joemsdo,
MOM39oE, DBMASO  goggoom, (3bMm3MmB0L Mool dgBH™Mbodoss, GHMAsL LEGHIMED
90MGHMID  MbogmEBMdoL LObMBoT0s, MMIOL  sELHIMI© guromEHTs WMmbombols
wOHOSHME0 oM 359m0yghs s sl ,bsgmgm dofe” MHmos.

»J9¢0590 YmM39Wm30L 835M53MBL QS Eo356M03MmAL AMegoe bdsdo“ (The city always
speaks, and with many voices”), 99608653 8. 35030 (Pike, 1981, p. IX). 58 Lo3Y39dL geromEGo
»2965gmx3m 3ofodo” slbodls beadsl. Logeolbdms, GMmd 3:mgdol Ms3a30MH3gw 39ML0sd0,
15659 309l 9HES 359960 ,L3IOLOML M3GMSEF0SL™ BsEIMd©s (“Ezra performed the
Caesarean Operation”) (Paige, 1971, p. 170), 306390 s d9mMg 930bm©qdo, “The Burial
of the Dead” os “A Game of Chess”, Lyg@omm bsmswcol 4390 “He Do the Police in Different
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Voices” 960056 90m©bgb J390539000. LosmomGo 930mbgqgerdo 0dmsgzomzgg sBgbL
d936db6905L, MHMA 3mgdsdo dMsgz5¢no bds goolidol, mwdas gb ©993M930, JOHMTBYMNOLOR6
39bLbge390o bds Tgboderms, MM gOHmo s 00539 Ho6dMToz3wMmdOL 0gmb. 0935
LomoMHOL 0EYs ©O39BLOL MHMBsbosb “Our Mutual Friend” 9m80bs6gmdl. Gdsbols
90m-900m0 3960LMbsgol Tgbobgd 330WbMWMdM, MHMI ol FgusboTdbsgzs 300bMEMdL
29Bgml: ,,0l bbgssalibgs bdoom sblabogMgdls d3mero0gewgdl™ (“Sloppy is a beautiful reader
of a newspaper. He do the Police in different voices”) (Dickens, 1998, p. 246). 53 3sLsgdo
©0396L0L 39OLMbogl 25BgmTo sdm3ombmEols bbgsolibgsy3sM0 0bEHmbszooms vy
59396¢0m  fogombgols s bdsms  80dsd30L  MBsMOLIMZOL  59qd9b.  5TY3565C,
L5x30dM9dg0s, MMI gEom@Ho 90dsMms3l bgembl, MM 3mgdsdo ™30 FMYsOHML ©
399790gOML  IM35¢0 bds. boebdMmsz5wo MOMIBMo 256M98m 30 I6535¢b30sbMdOL
99%399dB0L d9Lsdabgs LiMmMgw, gom@ol LoGyzgdomgg MM 30435m, ,309dEHMOO
3069530305, gaom@Hol 30M356gwo Bsbsgod®o 0dmsgzomgzgg d0y3s60d690L, GMA
3090l 306M39wwbs s IgmMg bsfowrgddo (s 96 FbmeErmE) JnbOHMdgwo d3ombzgul
365 L3Nm0 bdom, M990 030GH0MYOME0, 9sdMo30 Lb3s  5sd0sbol bdom
9535653905, 33930530 Jool, 3EO0EIM0 Jods@BMmbols, 3sM0 WsM0dol, wwEbsbsdo
909938539 Joe0ol, 8558 LMBMUBEBHMOLOL s BBZsMS bGdMIL gPMs© 3mgdsdo goolidols
Joawsgol bdgdos: 93glools Botrgdol 69339, bLogz0M0Ls s FMEGHMMOL, GHGMsd359d0L bdo,
50580560, MMAMOF ,0M80-09ds60BIoL” VIO, FMToRMboLS @S Fsbmeobgdol,
dlbgM930L5 s 39093BgMs bIPZs-4069d0L bdgdo.

Joesgol 36905 530035096@wM0 453930l dJmbgs. Bogseoms, Lodwge ¥ mblmbols
356™doo 3039¢d WMmb™bols dglobgd, GmIgwoi 99@-bBo3wgds Yzgws Jowsddy
d90dgds  gobogmiEml, 23593bmdL: v 530560 WMmbmbom  sMWowos, ol
QOO0 3bM3Mgdom” (“When a man is tired of London, he is tired of life”) (Pike, 1981,
P- 7). 9L boEY3900 Josgl IO YEJL0 LoEgMEbEOLYIBIMOBMBOL [gstrm Foedmohgbls,
90MmEOL YHBBME0 LMsmo 30 La3d0MOL3OMML SOfIOL. ,w9bsgmgm dofol* 3oMzgwo
09530 ,03300M0L Es35MHZ“ FoBIRHNMEOL WGMoMR0I0 Fobfigmdomss 463l F3oememo,
OMIol  @OMLSE  95sd0sbol  MmOYBOBAL  xgh 300093,  DBsdmGoLsMz0L

©53sbsloomgdgeo, MImddgom s by IEYMIIMYMBs  EONIBNGO0S.  S3MHOO
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9B MBYE0 3395, YL BOTYsMIMLHASD 98303905l Fmombmgl, dmbmmdgwo 3o
530L5mM30L Lo FOMHM d5¢gdOL 56 5OBYOMBIBY J0P00GOL s BTNV J0TSMI JMICY3HE
Bl Bogom®  gobhgmdslisg 3o 93wgbl: ,B50mM0 A35m0MDES, BMO3©s / dofols
©530(4900L mmzgwomn*.’

Lobobgzm©  3MiEbargdl, 96, Ubgs  Lo@yzgdom, Logmabergdo  9330MYAL
9ma353™bgd9b ,0330M0L M3l dmerm bEgbsdo sefgMowo, Wwmbombol bowby
900535¢00 5053056900. 0dolOM30L, HMI 3:m9dol FbsB3Oeo bogcmig Ho@dmBobgl 56
Josdo, 96599 ol sBOEOWS, b, MoE FoLASD MRS, gEwom@EHo 330bs@o3L
@mbMboL BsINMHOL oL LYIMHIML. Joesdo dMOMLOL LsdYIM39Wdo QOB3GMWS
9300b39eol  (omdmbobgsdo boliwols gmbbg Bdsbgdslogoom Fo@mdmBobogds. Jowsdo
»POOOEosdo” ofjmgds (“Unreal City”), gombombol bobg dodsgswo bserbols
Bogoo 3o, Mdmdgwog MMEHobwmw 4mzgwOEo)OHMOsdo A5olsgsM©bs doobdsMob,
bGHJLIM  SBOMEOW™mS  sLL  gdbgogLgds, MMIgwmsg  gobzmomo  3bmz®mgdols
3968530™d530 563 Loggmg ©Jbosm S 63 dMOMEJds S MMIWYdOi LogMEbergdogy
93300690, 36 Lbgs LoEyzgdom OHMI 300d35m, 505306700l BoE™EIGOL 3335656. 9350
90m@oL 960w do 33000bMEmd: ,,M50905(3 9058056900 239309, 56 dMOMFHJdS b
399650 56 B0 3909. ©59YHI3 dMOME) 56 3gmow bygdgl Bs3035M:M, 0dEYb5©39 35O
5Q58056900. 356500MdL0s, FogMd 530 Boddg Lx™dL sMORMOL Jdbsk. gl bodbogl, GmJ
350BOMdm ds0bi3“ (“So far as we are human, what we do must be either evil or good: so far
as we do evil or good, we are human: and it is better, in a paradoxical way, to do evil than to
do nothing: at least we exist”) (Eliot, 2016, p. 225). LoddMEW*YOHOS, GMI IBEHIL FHobx e
b gdl 9900, WMmbmbol boEbyg d0dsgsero blbol 35d0gdegdo, MHMIGEms
363 B9 0093l O SO XX MbYMO, 23900 B3 056 bgbE) FgOH0 3MEBMML. BHodsMo
©@mbmbol 3mdgOEzoM 396@¢®s© m©gdme Lo@odo, 0baerolol Mme bEMmOoE Yo,
5©035OHMME0 (9E0MmEH0 9300 SLM™Oo bsfo®dmagd “City”-ob g59mygbgdoo LfimeMgo
Joawsdol 53 Boffoenls dmosHMgdls). HMdYOHE ©go oL 3mIghEome ©sfigligdIegd9ddo
5b5g89d MM 93 gLlosL MfimEgdl. 833w935M0L Mobsbds, Lgbd dgMo gmwbmomo
QOOL  356353¢0Mmdsd0  335BHJO0m ©os 0gm 00 LBosmgddos, MHMEILSE BobIBLME

7 59 @5 890m8 ,b65gmBm ool JsMmEo MsMadsbo §3m3BoL B. MaE0sbL.
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0bLGHOEMHJOF0 BMTFF53g LOBMASEOMGdS M3l O9WFI3PS PO MBS s
9005-B5M5¢ol  53bob3gw ©M3MIIBEGHIOL o FMoLMM3gds Lmerogdo  Fdmb3ol
3900 dqdsl (Day, 1965, p. 289).

196 I9HO 3YbMMMB 3MBEHMILEGHE LBodL JABOL ,,393bEX M350 Jooygdsdo™
95bML Imfodgl BHodmOlL LoEOsEOLY s oo M35¢olAMAFMHgo 0bEgMogMOlL ghHom
ROB5d0 MGG J9dmAbob3ggmo  3sbogo: ,dobEMdws dMfYobogl / 39wgero
95bml mfodgl BHodMOL / »35¢0lIMIFOHI0 MmJOM®MO s 0Mmbmo  LomgmEol
bsbdOom . 6. ©go FOMGOMWs© 96036536, MHMI  MgPOHO s  MIOHMLGFIOHO
WOoGMOHR03M0 BIMGO0S O 5OEPMIdLS S FMO[IMBgmsm30L IMy3m0 Lobstrmemls
99235bLgbgdL (Day, 1965, p. 289). 535bmsb, LOTdMEYHOS, D obml BMsdgl BHodstro
90bs6rg  BHgaBoL  306LOS  SPToBMEo, UBgbE gho 3Mwbmmo 3o wmbombols
UMEP0gMOE  oYIOMGIM  Bmbsdos dmdggmwo. x. gbGmbo 9960dbogl, ®mI
30550l 9969030 gMvool MoLo 0bsbgds Lolisbengdo, MHMIgoE Ymzgem3z0l
D9yarob, 3eobs®ol 56 Br3ol, Losbemgqls 3EgdsMYMBL. 30gdsdo dogbml FmHadgl GHodMol
blgbgosl fob MUHOgdL dgmgzbgms FogH sGHIbowo sMODBIMHOLS S FHOSGMEgdOL
5dbobggo  bEsmo 0d JoBbom, GMI Mg3Bol  Loby-LodMEMT  SLM3030YMI©
095353006mb s 535Lmbs3g 3MBGHOLEGHO 89ddbsls Boblgbgd ™G 3slogl dmGOL. geMomo
dbem0og, 9MghH Mooy  dmdE3Mgdsdo  mg3bBo  Logmabwol  Loddmermls
3965Lsb0gM9dL, BgmMg FbM03, 30 I993Hg900 T9a35bLYBYdI6, HMI MEILESE SOLYGIMDOS
99839-09m93%9, OMIgoi 3mgdsdo 93300, 5333505, Mbogmxm dofobg dpamdo
©3000L MO0 35doM0 JMTBIMOL M3MBOEHIOL FoMmBmowqbl, Msdgbswsg bgbd dgMo
3Mbmmo  3009MHE0MWMBLL, BMEogd LBEBHIOHOWMBdLL, 256dsM 33w Lodwm339Ww ™l
39bsLobogeMmadL, Bogbl ImHodgl BHodsML 30 sLME030MS® 3538060 ds Fobobergdol
dmdGsbo Yoo, FsLmob 3930060900 553096900 - 89093D9gd0 S SOl
LObIOY0, 19F3S GHOFMOL LOoPHMIM, MJNMO s MJOMLRIMO, B9MHJdO RwWbIz0oms.
OMAMO3 9. I9eg@obbzo 99608653V, ,ge0m@ob ,bsgmgm dofo® Jzgmer LsdgsGmdo
39M05(335¢905-0330MJ00m  S0EAMIOL oMM Ygdd  35M5MJLYIENSE YO0 (3939
50aMdol J0M®gdMmdoLy s dolo F99degdEmdols dm@ogs™ (Meletinsky, 2000, p.
330).
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9om@Gol dogo ,mbosymam dofjolomgol“ dgddbocro dbs@zmmwo LogMEg 0dsby

dgBo 8600369wmdol 3Jmbgs, 300069 M¥GswMmE dmddggdol sEAowo b mMbss
BbgMdM030 3990, VOMGOIGdSMS BOZY0MGOOLS O OJSBEMEO, 25IBYMYIO
LG FYBHOBRMEBS. 3mgds, 9hHmo Tgbgz0m, 9JOHMIBYND  ©s9353806M9d9w0
RM523963 900U, ,,ogfowo Lobgdgdol® 6530Mgd0s, 093, 5353MMNMES®, JEOMEHOL
OO0 456M99m, 39OLMbSGd0, Md0YJBHJI0 S BOEWS30930 0bgs IMHoLMOYdIEO
Q5 ,OI53JOY0, M 59 JONMOC0MdST F9Jdbsls GIME0MO Bmbo s 3Mmb3MEo
39363690900 50dMsly I300b3gedo. gbligdo ,350¢9GHO s dobo 3OMdEYdgd0“ gEom@o
D9oL: ,,905gM0 3Bs bgerm3zbgdol Mmoo 9amEool godmbs@3zobs 5ol 58 gdmEool
»0009JAHMO0  3MOIE030L¢  3mgbs; Lbgs Lodyzgdoom MMmI  30md35m, Logbgdol,
LOG¥O309d0L, Mg gboms X9F30L  ob3096MGIOL  M93030L  vYOWDY  OHYmds-
O590s. LmMg gl G90degds 0gml BMEOIMs 306360 gdmEool godmbo@gols®.
59 303m009BoLIM30L FBSBHZMIO MBEIGHMO00 bm®mEdgbdol 9mHm-9MHmo 345000
»29b5gmxzm dofol” Igbsdg 930DMmEOL sLLfYoLns. bEogmo LoEsMogEol dsbiwol
3oL0ddoBMIOOI©  JEOMBHO BFMOOL  MBEMbOL WOBBME 2o6MgdmTo 3Fo3Ls
3060473 5GHINLRIOML Jobol s sOfgdl s, MMIgElbsg Jo®o ©a33sGMHMbYdos
(806. 530 V — 3500905 b8 m339eMm, 30bss Jo@ol®):

»0000656M0L 35601530 ogdbm; 356513690 MOMYBOM BMMEdO

9300090056 5 93360056 Lgge 6530OL. JoMo

“bIM 29MBdOL HYb dofoby.

dofobg Joeol MPmIMO 25oMmdYbs (“unheard wind”) {oMImLobgom, wbdm

306m35GHMa0x30mw 350061 Jabol, MHMIgElog BoRmdg blozmmEmdE EMSsEHOBAL
bdgbl, o6 MbIMds LoEsMOgEwols s  o39Msbgdmwo  bogmEol  ™Mebdbergdo
93 9bss.  BOIHOLERSD  A9TMH3gMEo  9B9JAHO, U939,  Tglodms  ASTMOoboG MU
9300b39eob 1bgdw0g 930090 Md30E, HoMBmbobrye 30H95@mME A5TMBobMEgdIl ™Mb
QIODML JoOol JOMme30l bdsk. Bmmgdologsb gobds®Egmwo bggdo s Mmbo dofs
Q©OE9M0YEgOME0  Joensdol, 96 dolo 30M3s56gero Lsbob - ,mdgbo saowob* (0.
3M0sbodg boBl Mligsdl, MM 3mgdol Lomom®o gsbdo ,9d96 sowL* 6odbsgl)
(3Mdsbodg, 2015, a3. 179), 83536 ©5 306035 oLEH™EM LYYOHISML JIBOL, Lo SMORIMOS
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9boEmbgero. 53 396HoOmMMdolL sabsbggen 3sLogl 9. L3GBLYMOL doEroOL d35830M©
3MbEHOLGHME0, BoxgbmEols s 0EOEOMMO 256M9dmb 5330 58MbIMOEO (330.
3905 BMASO 2529005, MMI Dogbmwmo Logmibeoom Bogly bgbmbos, Bsdmsdo 3o,
Lo30MmoLb3oMHME, 30MJmdo s 1033EOWMsb  sbmEoMgdMwo, ,mbsgmam  doffsdo”
BodMOL 39050l 50HgMs FgBo LoobEIMgLm SLMmE0s30gdL 33393l bbgoalbgs
md39ql bogbms gbdo@mmmaome MFdgbo-Ho0dm©aqbgdmsb. sdy35M, Fdgodergds
000J35L, MM 3m9ds5d0 BITNMOL LYOSMOL S©HGOS, SLM30530Ms© JudosEHMmeEMYOM®
939690l 353806 90s.

»393GbXM356 Jos398580% 300093 GO0, BISTNOOL LOWsTML EOBIBO 390Boz0l
50LOHIMO® JEOMEO FoBOL JoMbBol F13Y0sb, ,80mEM056“ JoEsdml sGRY3L, MHMIgEos,
1539M9MEOMYS,  OMT  EBIWO  JWSLOL  LEBMASOMIO0  ILEbEGdIMO  Dmbs.
96535¢LobMm3560 FNbOHMdOL IM635¢0gMH50 bJoL oM., goolidol Joensdol bdgdo,
M03gdo3 9300l FO0SMO, FIBErom 50BO3LY JoMJowrs, LosMYIEOLOL BMBRbydOL
9096 250mE9gdME 39379650 9004dgds. FPBOMIGO  093BoMmdL, I3 AMOSEIOl
939609330 s0fgmowo Iobsmgadool boggwrs®, GMmIgerms Losbermgqlsg 0bsbgds
36550l MO, §Yseo Joesddo dmE0sB0 sObYdOL 3oesdm@Gdo dogobgds, Mog 3093
96mbger Mis35aL boBL fywol Bs3mEbergdgeo dserol s3oM3sL.

0553 LEBALEBHOOLOL  BHIOML  39OGHDY  AOTMUBsbMEY  BOEMZoS  35FMOL
3OGHMGH0306, LIoMbger 353560 9339b0OLLMSE  Jgbzges  Mboymam  Lgduol
09953030l 2o9aM3)e0ge0s. 58 3obogdo 3mgdol AbsEZMWWO Q9MgIM LOTOMEWO,
@G0B ME ©ofiglgdMEgdgdL dmod3g3L Bm3MBdo. gugbos: Jobmb LE®OoE 3m@Ggwo s
99BHMM3ME0, O®MmIWgdo3 wmbombio 3mdmbgdumswgdols 9930900l SEP0MGdS© 0ym
3bmdogo (Hargrove, 1978, pp. 74-75). 35000 8cmblighogds 96HLdgbmgsb «mmogmommdgddy,
OmamO3 Mboymazm 3530009001 300093 9OH®  A9TM3w0bgdsDY, F0560TdbgdL. Tosa
LEOBOLEGHOOLOL F30MbMBOLIL 304900, OMT (35CPMZ5S ZoFoOL BMOALW3ISD Torz0m
B9O09WOo 35MEGH0 dMmddal, Gog dgboderms 3mgdol 9em-9m0d J093500 3MMdEGIsEH030UL,
50580565 bLYE0gHO LOFMOGEPOL Bs3oMbOL TgloBY3z0B0 WYEHIW0s.

»2900gma3m  doffodo”  35MH0Mgds©  Fbo@zMmeE  1LogM3ggdL FmMoL  gHM-9HMO

g60HoLOMGO0 s F635¢0  BOdME030 IGO0 TSI  LogM(3gS
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Mmmobg00. Logmeoolbms, MM ,350M030L 535doLs“ @S ,,393bEM3z960  Jooaqd0L*
30390 35055900 PomMJdol LEMEGOom Mmmsboll 0bFGHIMOgMOLS s 0 FodgRYOrIE
SGHIMLGIOHML  s0fgMl, LogzsMIgedo Ixmdo  Joeolbs s 339Fo30L  A9MgAbMdOL
535bsB0sMYPdJO EYEOJd0 30 39530 M0MJdol 56 SMOL. godmbszwolios, MmM039
3900b3935d0 Joargdols m3gdol bligbgds (de®. I ™egz0 - gmam-lwyddmeol bggewo ™).
396bmbogms  Lobggdol sRsM30m, olobo Logmomm, MLsbGmo  dsbol  bsfowgds
0o00mP0bgd0sb, HMIgerms 060300 MEMOIE SVFIOLSE SMLYdomo 60d3bgeMds
36 205PB0s. 53 MG L39bsL, S1939, MMebgddo Ggdmds35¢0 30dOL SOLYIMBS 59MH0BYOL.
dmhm30960  ydshzowo  8d9Fo30L  MmmMobob  godsgzoe  Bsdbgwgdmwo 3000l
Loxgqgbm@gdbyg 9d39ds: ,,BOMbows PRool dbgwr 3009%g, Bgbolgagdom”. 30099
B30l 5890 gl 3oLoz10 809FO30 Jool MMEbOL LG MIMOL LryerogH LodbyEIgLs s
LOLMLEAHGL  obsllobogmadL. 3030l as3eom  Fgdmol  FMbOHMdJWoE  IEOEIGO
Jods@™bol ¥39ms®do (,9bd0sbbgb 65d0x OO LoxgbmMgdbg®), Loss Y39wsxgMo
bgwmgbm®os: 35Hol Zmmgdo ommbol BdMH®Tss, s8mo - mdmmbo, 3596do
B9wlogbgdegdol  LobmgBmMo  bLObgwo  BHG0sWgdL,  (39M09gE0s  YHIMT>BIGO
53350030,  MHmIgedo 3996308 030GHOE0dLYE  dmbmdmGmMIgdmero  gergobo,
Bogmaz09M9gdol  dzgeglbo  BoddMERM,  SLBOVIEGIL,  MMObL G FBolL, VML
»0300YMm®OE0560 b0 139bowo® Lobsmwrg sbsmgdl. 30wy 396960 3mgdsdo
Fo0M530L LoddME030L Fqlobgd b gaErmOOLLL T9bodbogl, MM, BmYss©, faligdol
0565b8s, 58580 IOMBWOLS s 35039008 FogMvs  FoMFsMOo.  FoMs3ol
LLGHILO BodGS 8B, OMIJoE 3mgdol 53 §30bMIoE 35L0H BEYMTSMYMBOSL
0650BMbqdL s ool 30mbgzgdl 3slmbl o6 LEgdl. 93y, OMAMOE, DM,
058590b, 9939, 3mgdol dgbsdg 9g30BmEOL  Lafigolbo  3sbogol ,0903“ IgxnoLs
dbOHMdYoL ,,39000EEIMdSHYS" ©sdmM30gdwo (Kenner, 1959, pp. 152-153). qu,
903565, 300093 JOO 5353538069090 doB0s 30gdols s bagmz0gMgdol Jomgdl
dmMob, GmIwgddog 99139-090093H95 0l (3390 FBOYYOS, MHMIOL YA MMGOSE,
000530039, dofioll  39MEsdMEMmBSL  eolbdmdl. b. 3s6MmMm30, o609 MWS©
396006536, ®MI GHgMg3boby S BoErMIgEsl dgMAbMEro domol IMbIMds, MHMIgedos
InObOMdOWos 39839 GH9M93bol doge FowMIGeslomzol gbols sdmwgxol 53dsg0,
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90033500 F9BHOBRMOs 0d0Ls, M MIbsdgM™m3zg Lsdysmmdo boymazogMgdols domgdo
30056 ,30b6305609ds“ (Hargrove, 1978, p. 71).

»29659mgm doffol” BmM3mbmoysh, sz, §M0-gH Mo 439w sy 360d3bgwmgsb0 dowo
5 dobo LoAdMEOBA0s. 306390, B0V, 5E530569d0L>MZ0L LMY doo 0ym ob
053053003900 1o3M39, »m038969%, MMIwol FmEbsg dogaom Fom. 306H39oEO
SbME0530900, MOLSE dool bligbgds dogdl, 1dsb3zmgds, IBMMZIMds, d9wcy3bgeo
3YIBMYZ0MBS.  3mgdol  ©59gbodg  3sLogol  AbsBHZIOMI LozMEIE  Jarom@Eds
UimOg  doo  FgoMbBos. 3905306 35dd0“ oL goo@sbomo  360d3zbgmdom
3905096M90L.  3EOEIMI0  JoedsBHMbol  Mmmobols  dMBEMOL  Ms3Bg  @obmogLgd o
BoboBosb, MmIgrog 3mgdsdo 05001396 @odsgoe  LoM3Ts®, 9.0. GIBXMOL
090@5305055 dmbligbogdmeo, M5 9gddsmols 35Hdmboreo B3gbs, 6989 GHYMg3LoL
9096  BoEMIgwsHg  doeomdol  sdlsbggero,  ¥gMdbo  domol,  LovgEos
39dmlsbmo. ,03300008 FsOb35d0“ 53M0ElL M39d0 gOHMTBINOL dswTdo bgzgd0sb
dbOHMdgwo s gmam-lddMEo. EOMOL (303IOMOSL MBZ5AL bsbL ghmo Herob
$obobgr  gobogbmmbg 99dasmo oo  Jgbzgds  (,L,LwYIdMEGIOL  MOOYYWO
9m05(30  Fo6MT56%). 4o gdsl  034HMBL  Mmam-bYIdMYWol  b3gwo s s
9obMBHYdMWo Y3530gd0. 58 GO ddo OO SIMBSEBMB0 5GBS Y3530 gdOm
dnOMIo, 98O0 MEBGEos, MHMIgEoz 3L fgowdo obMBMdL (gl SLMmE30sE0s
900033505  Booogl  MIBoEIOL  Fosd  LMBMLEHOOLOL  HobslfoMdgEyzgargdsl:
»39306mq0 igeologsb 1o3zzowol”). F3m0sb 90300 MmEBIosL goblotMmeo
dmbmemao 435936MmdL: 50 Bo3dgarsl-dsgnobo: gl Bodbsgl, 56 sdogzofymm. / qombmg,
Bgdm LoyzsMgem, s6 ©odogofym. 5390 300093 J394bolgmems, 399e0sd 56 sdmdomm”
(093060, dmdd. IV, bye. V). gb LoGYyzgdo gmam-Lwddmeol LomddgEroEss, MoYL
»2965gmam dofsdo” ma3gerosls d0d9gd0 9HYds. MoE FbOHMBIEOL Magl bgds, Lo
53004905 @5 L0 gMHO LOEIMOJEYS: 9PV 304530 / SPVIMEF (L0 s 63 3330000,
56 FobliZs 5MIMORIOO.

9009005000 35995390 30639YMRBOEY  IBMMZIWMOSLS @O 35MMbOSL
»2965gma3m  dofiol” dsedo sOLYdME0 ©EMIOEo, LOEIM0JWg, ©300Ygds, MEbo-
0330560 MM gmds  gbs33wgds. X. 06MM39O0  ,FoEMs30L  sTsddo”  3oMzgen
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930bm©do sfigMowo 3dMwol dorol BEgbol Asdmdsbow by Lsrdcmolsl d9bodbsgl,
M 300930l 0330039 39MLOSJ0, ool 300bgsbg: ,bmmvy sMxgMo FobLMZL?*
dobMMIG0 35LwbmBL: ,,dobLgl Lwyddwyerol dowo® (“I remember / The hyacinth garden”).
RODs 3mgdol Lodmermm 39MHLO0ED 5dMMdME0s. 939, J0MHZ5DY MDY BOJOHMB?*
dbOHMdgol 306035690 3sbbo ,,89 330JMMd, 306039Wws B39BL 30MHMbOL dowo 3By
d93bgoom” (“I think we met first in rats’ alley”) Bsbs33w9de0s OSHom: ,d9 330JOMD,
30600mbol doeoll dogyzgoom™ (“I think, we are in rats’ alley”). 933e936M0L ImLsHOGOOM,
dobOHMdgol bLoGYzgdol 335600 (330 gds bobL Mbs VL35Il vddEOl doobs
5 306mbob 10030l 9OHT56gmMT0 SVMYZ5E MBI, MY JbMMBYEo dooBbyals, HmI
obobo 96056 s gmzgwm3zol 0y3zbgb Z0MHMHBOL Bdowolzbg TmsmMwbo. sdy35Mo,
13390l 3500 306MHMHOL B0 GHMIBLBMOToMmEgds (Brooker, 1990, pp. 107-108).

»2965gmgzm  dofodo  A9ME(335¢909-03300MINO0M  s©0EAMIOL  TogoLEMIXMEOO
bsBolb 9hm-9MHm0o 459m3e0b690s BEGHYEBHLMbOLSAO F0TIOMMNYO 35L550s. 01939 OMYMEOS
639 299MmsMhg3L XX MmOl SBHOwms dmMol Bobmdl (,d9893bsmMs od geo-
900 BOEOWMoybo” (}mxmbgmo, Jgds III, 58), dobOHmdgwo wmbombols boby
900535¢» 3MdMJo Iy BEBHIELMBL STIMOEEMBL, HMIgeLss d9©do ghmo ol fob 4350
BomBo6mbogl. 306036905 MMOL gMM(erosb 303c0Bg BbOHMdEOLS S MAM-1+)ddEol
960 ol Hobsbgu dgbzqgdsls 995bligbgdl 30mbggurls. domdo sdsMbmwo agzsdo,
MOMdgedsg  dgboderms  4oBoxgbmBg  09439300Mml,  Ym3z9gefro®e  3330MINO0m
50300, Boymaz309MH9gdol 03m09090Dg 593565 d060Tbgdss. MBS 3035M9MM™m, GMJ
050050 LOBOLEBHOOLOL EIOML 35MEH0O Q9TJM3E0 BsAMTLOBZIEXO BOAMGS, 03039 X.-
BOMIBgO0L  ,Bs8mdbMRzoo gm0 LEHIBLMBOL  Fogh  EsdsMby 43500
LOFdMODOMEYOS. 5333505, FLLIMOIOMOOLS s BoymzogMgdol LoddMEPM - BOO,
»2965gmam dofjodo” 933900 ©IgMHmoL Lsdymagers, dol dgdbsbgge LEMIMBsYs,
BoEMEbEMdOLs s bIYgMBMOOL boEo® GHMIBLBMOI0M©IdS.

B. 356330 3500b, HMYMO3 bsgMmTMBOL 2obLOb0IMGOOL, 060 450M3w0bgxdSL
bgogL 3mgdol dgLodg 930HBMmEAo (393D M3s60 Josgds”, MMIgEdos, oMM,
90MGH0 IMe@m© dol, MMmAMOE dmddgqool dbs@zmme LogMEgl, SO sfigML,
00d3s 9330939008 mbobds, 938 mogdo  d3ombggero  s©dmsBgbl  gMmy39e
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»0037olbdg3”  doel. Lomds®mos  MoRIMbEOlLs @s  30ML  doegdby.  Egdbolosb
396589890 WwMmb®bols gl dbgdo Lorygbmm 8obsmoldo®ms bgwgdomss 3bmdowo,
39bLO3MPMGPo® 30 30v) - 0930L0 BdMEHB0IMNMO dowom. ,MHoRIMbELs s Jomdo
3930609300 - 530MdL gEroMmEHol MsbsdgMmgg Jowsdol gom-gMmo GHgdbol sbwwo.
509356050, 0O O0YIMH0, 900gdol ALs3L0 3909930 V(33 MBOLS S Boygmz09MHgdols
Boggmo 30093  9OHbge 23930690056 508056 MMo 36909305 @S  Mbsgmem
G000 JONMOJd0L Loddmeme (Hargrove, 1978, p. 78).

do@ol LoddMEOHIo, 51939, 3905 IOGOL Fgbmmg Mez3do ,HS MJ3s JMbods,
Mmdgwog JobMmMdgwol 103300wolidgdamd, G®sblEgbabdmw godmEOEgdsL
993dbgds. ©sl33600 930BMmETo FbMmE ™mMo bds ooldoL: JbOHMdYEOLS ©s
Jboob. 535msb, Mbs 500bodbMU, HMA FbOHMdgEol Hds oligg IMS35¢ bdsdo gwgM.
ol 2393006935 JOHoLEIL IME0JMWsE, 36090l 5d09dge 40O S O35 89%39-
090793%9©. LOIdMWMEOS, I dgbmomg Ms30L ELLOHYoLTo JOOLEIL 8d399bomeo
35360900l LHLOIW0S  SOIMOE0. 930DMPO  JOOLEIL X35MEIOL  Hobs oL
93060L3963000 0fygds s 599000 1033000 LOYIENIDS. BOOWOS 3350(36MBL, HMJ
X3950330L  (obs msdom JMolLEBg Lsd dmEodwmwmsb ghmo  3gmbgdsbool  dswdo
39685MEGHM3©s, HMIgoE, Mmegol dbGmog, 360dzbgwmzsbo LoddMmM MmO IEHZ0MMZ0L
9gmbg 00300 BHM3MB0S, M5EYD 0¥) 505d056Td 3060395 g dol do®do Tgb(3Ms,
390B9gdobools B0 ol YOO, LooIBsE JMOLEY LoGIbx 39w @S sdom Jmgero
39GMOM0MO0L (3355 J5TMBILYOIW TIPS FMEYMMSL FDob.

30930l Lofgolo MOO OB LYddEolL dool B39bol 30MHO30MO JodMISHBOEO.:
»0MB5900 LobggdHg BoMI0HJdOL SedMMol 89dwgy / bgogzbgddo Lwmlbosbo
LboBRwmdol 9909y (“After the torchlight red on sweaty faces / After the frosty silence in the
gardens”). 3500l  ULmlbosbo LoBmdg  amam-UmddMols  Lo@yzgdol  Lobsggwrm
dobOHMdgol 8ol dmy3z53mbgdl, Mog, ™30l FbG03, LoYzsMWOl Motyma3sls
603b653L. 535L9B, B 3MBOL LEbIMGdSTo 330MbEPMdM, HMA JOHOLE g Mogz0l dmfogzggdls
LbM3L, LMD GO 0EMEMb, 1IEs IMEO0JMgdo 396 b3Yd0L Mo gmligdsbools
05000 ymglbol odgl mE30L  goblogmm®madme 8609369 mdsL, obobo 0dobgdgb.
9m30dmgdds 56 030sb MY M3slbmb JMolEgl, HmIgeoi 3dobsdggdl 3mwermdl dso.
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Lo3sbbm@ olbobo dsh. 6. yodo dgbodbsgl, MM LwYddmEIol d50do dMbOHMdgOL
900, M5 90530569900 Logz5MWOL VWAL 50b0dbs3L, 30gdol dmem g30Bmdo,
390B93obools d9To 459953900 YFool Lsbom, WZ3POMEMO BLOY35MIMEIOL VOWSES®
390504dbgds (Gish, 1988, p. 92).

»2965gmxzm  dofodo” dgBo@ LsobEHIMgbm 4sdm3zobgdsl 33m39dL dbsEZMWWO
OOl Logombo. 3mgdsdo {obslffo®dgdyzgwms @s dobsbms (9Bg309wo, GHoMgbos,
399990 LOBOWY, B3 LOBMLEHMOLO) BAgOOL 295 IMGO00 JErOoMEHL G393l IMTog5¢O
OM S 9300b39Wwl dmbowmEbyol d330M93GHIMd0mO MbsMHom 50FYMH353L. dosd
LEBELBHOOLOLY s  9HBg309wol  bdgdo  FmBowmEbymo  IMM330L  globyd
23553Ombowgdgb. 3mdgh Lodows - ,699GHOL 399300 EORMOJIYOo Lodobgergds® -
10330000l Bsdobger Lobg @y SPEAMIOL Fgw9dwgdermdol Bodbs 9393w0bgds.
AoMgbos3,  MMIgwoi  Jowsd gogl  LMLYdsLy @s ol EoMY335L  FgqLhitrm,
3305LEGMOOL, O™ HobslHst ogol, Moz mbgds: ,39, GHOMILOS, o3 Jmbgds,
Pobolfot 3bgqdo, / ... 89, 3063 30x9J0 09398 BOMOBdWME s bBoMs 8330Mgdom /
39M99m 303 3LYoMBMdO, 39, BHoMglos™.

37996 LOBOWYS S GHOMYLOS, IMT35CMSD JOMOW, Y39d MM F5BIBILOYMYdI6.
»29b5gmxm dofsdo” BHoMglos guom@ol 303mmgbBol, ,0095¢wmo falMogol domob®,
bm®3dgLbdss. FoOlimao, 56 FoMEGHM FoObs, 965890 9b5d9MHM39Mds©I3 bos
5030935m, 330mbmdm qulgdo “Tradition and the Individual Talent”. &o®glos - gboss
F309BHo  ofdgmob  Godbyerolbs @, dobo  Fobobffo®dgEyzgwrmdol  Bog@mMob
39035¢0Lfobgdom, 5193y, FMTozEr0LO3gh. X. dMM3IIMHOL  MBIbTsE, gEroMmEHoL
G0MHgb0sDBY LordMOLOL, SHBOLAMIWGIMWO sGSs G. 3. dMYOEOLYYO ,08LMEEOL™
3bgdol  blgbgds, ©oy9b, 39a9w0l ,0dLMEMEOLYE"  AsBlbgsggdom, MMIgedos
393H9x80D03MM0  LmdLEHBE0s FMmosHBMHGds, dMHIOEO VLMW YEHL  A5TMEFLOLIGOIMS
65369050 8M0sHBOMIOL. 08039 F90dEgds 039l 39998 LOdOEISDY. 9bgOEIL Mobsbdsoco,
9ol 99mdeos gMm056 LOsms© 900d3sL MMAol oMo s 8mdsgswo, 89w9deos
390095 P0 L 599399400 153YsOIMEIL 350glido o, Y8356, 0EbMdEIL MO39
Bodysmb, Logmabolbsl s 1033EOEOLLL. MmM03g 3gOLMmbogl ™m®dsao bgwz0L
d9L5dGOEMdS  J0gfgegds, 53IbsSE F50 FgdErosm  JOmbmermaome ©MmJdo,
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96335690008 356000 g30IMd00 J0dE0bsrg dm3e9bgdol ©s933063909d0L MHMedo
g4mgbs s, dgmMg dbM0g, 25609 05933060390 gd0 56M05b, MHMAWdoE dobsgsbo bgwzol
LodMogd00 IM3wgbgdl 9H N5 LMsMO® 500d35096 (Brooker, 1990, pp. 47-
53). Gotgbosls s Mgl LodoEEsl, FgLlodsdolo, 3mgdol sHagm O™  33c0Maol
390900 o905, GMIgedog ,bbmgbs s LyMH30o® (“memory and desire”), foOLbwyero
@5 ImB535¢0 9MmMsbgoml gmHgadol. gerom@ol mgdom, GHomglos ,30qd0L 39b6EHMOE MmO
396bMbs705, GMIYoE 153000330 Y439es IBIMRID 39MOLMBOL 59MHM0s6gAL... BOLYE
GoMgbos  bgogl, LHmEMgL olbss 3mgdol  sMLo". vy GoMglbos  ymzwoldmd3ggwo
dgbbogMgdss, GMymemE . bdomo MHmgdl (“all-gathering memory”)?, 95906 ol msgol
05300 59600005690l FoOLenls, ofdgmbs s dmBs35¢l. GoEsD TmeMgmen Fodlwmewdo
0999L 50H93905L5 5 Y335 IMgLfitim, 8300390 MbEs JEMMUL, GMI GHocMglos
300093 9059M0 Joenodolb Laliogmbem 303wol LM gdol ImALFGOg 0dbgds. Igbmog
930bm©do 063693006 30093 ©OE Jowsdos, o FmEOOL gEromEGHol @mbombols,
3003900. 3m9doL ©s13360m 530 MBOMDdY Msedm 2obBMB0WGdsT0 bgds, LSS
JOMbMmEmyom®o  @OHMoL  sOLYGdMds  2odmMoibeos.  98gbs, dmbOHMdYOL
M0GHMM03M0 3J0Mbgs: ,06 M5 Joamsdo 0ba®mgzs 8009030 BMmosBEOYOL ¥YIObML oG5
3990bobM9d530 §OHT96gmMT0 SOOIM Y39 Jogadol Lobgls.

565900 933193500 ,bsymgm dofol” IbsEzmeo LogMEol dowds dyMIsE
306309¢ M Joesdl ImosHMOL. Fogow0ms, g. Jdo gubbgdo “T. S. Eliot and the
Cartharginian Peace” 3m9d0l &m3mbbg Lomd®olbsl 5¢0bodbsogl, ®mad combombols, Hmames
396G®0L 5035 JOHNOOMWHE Lsdo 39ML3YJEH030055 FJusdErgdgero. glss wmbombo,
MOMaMOE3  ©JsJowsdo, 083960008 396GM0 s AbmBEom  396GHEMO. Tgbsdsdolo,
03300935600 309l MHMaMEOE MOMOBME, 51939, 0839M0ME s AMBEOM 35bMEOST5©
dMm05HBEOAOL.  2oMmS  5ToLy, FoLo FMOz9M0  9J396G0 MMAL - FoMOOME  Jogodu
3530060 9ds: “I think that the poem focuses on one prototype for London, and that the
prototype is Rome” (Cook, 1979, p. 2). B. do®@&Hobgowo quligdo “Ruins of Rome: T. S. Eliot
and the Presence of the Past” ,,»bogmam doffob” ,,636M930L 3mgdo™ Imobligbogdl (“the ruin
poem”) o GmboBEOOIL  QodMmmd35aL, MHMI  bsbaMgzo, gbmo dbGOZ,  F36MdoU,

8 Smith, G. (1971). T.S. Eliot’s Poetry and Plays. Chicago: The University of Chicago Press, p. 67
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09685350 0L, EOMMOL TLMLBEIOIE0 S ©3sbaMg39o dogols 49BLEBOYEYdsY,
959650, 535300MMNS, 890390 obsbEgdoly s B0 LogmEbarol 3s60869d9w o3
0y4mb. sHMHoL  Boomgwlogmas, 9833¢93500  0dmfdgdl  3939wol  Lodyzgdl, ©md
3900539b0l, 3506l 39OLIY3MEoLols mvy MMAol bsbyMgzgddo JmsGrmer ymgzggw
55805600  500d3Mgds  LYFIBMMS o 3OEMS  FoM3s35¢MdOl,  AE0gMgdoms O
LOIPOEMOM SMBOZLY FIAJMOWO BM3MYOOLS Q9B(3d, Boasd 3bM3MGOOL T39O
3900mGHM05gd0L  3bs  borgsl  gmgzgwmzgol msb  Lgal  sbowo  Logmaberol
S0MMdobgdol sbmEosEos:  ,05006 GmEgbsg  L033owo  2sdmIEobsMgMdL
LoamEbErolsgsh, o3z, 51939, ImdL bogmabwgl® (“While death is the issue of life,
life is also the issue of death”) (Martindale, 1995, pp. 119-121).

»2965gmazm doffo” 65ba93990L, BHI3MGOdMwo FBMRTI6EJOOL 9OHP0bMdS,
MOMIgmS 9OsbgmMb 53538060905 8300b39w0LIMZ0L MO 53M(356ss: ,0bs
dbge00s / 8399gs®m 0530 5M0xg®L“ (“I can connect / Nothing with nothing”). 3mgdsdo
d94dboewo  Jombol  Im{gleroggdolsmzoll  gwom@GHo  FIMmI(335¢)5-03300MJNO)
50AMIoLS s Bogmz09©H5dol dogdols Jommbivy® 1idgdgdls F0ToMMs3L. FoMUBwE 1dgdoms
399mygbgdom  G30mbgzgwl  FoOlmeols @ 3obsdgMmzgmdol  sdbobggwro
3MbGHMLGHME0 LYMImMGO0 MobsEMMMEs© FoMImmagds ambgdsdo. 3 ,dgmmoom®
gwom@o Jabol ghmy3s6 ,06G0-0omb”, MmIgwoi  0sb539MHM3gMdOL  Lyerogho
00303 96300L  sbobg0L3gbss F0BsMMO. 53R39509©, ,bsgMmBM Fofsdo” Fysergds,
0535© 90MGHoL LoEY39000 OMI 300J35M, ,00JOMO oM, Moz, Moz30L dbMog,
»00MLMOO0 3g00MEOL Y oMM BobolosmgdYE0s: Ym39wo 3gMlimbsgo gMHmMdsbgmls
2)OH0JO0BDS33EIOL S LOBME MM ,Y391935300“ - BOMgLOST0 M5B, 439w
90006569 (}H9gdbs, bogrmbo, gsbyo, Ms060 s Bb3.), y39es Godsto (b9bE) dgemo 399mbmmo,
35261 Afodqgls 3odo®o, M550l 9a9gbgdol boggsmol Lodwrm(339 M), Y39e0s dSWO
(305306¢)0b, oGm0 WMol ImymbI09ddo oMb 3MmgBYIM960L, biZgBHLMbOU,
39B9dsbools, 9gdol B50gd0) @S, BdMEIML, Ygmzgwo 53 LogMEoL ™msgol ™My3do
3995900056909 0 mbMmbo s Fobmsb 9O ymzguo Jowsdo 3o0OHMd0m, Jommlve
AM3Mbo©  GHMBLRMOToMEIds - 319l LodoErsl bsdgmxge Jows, Lssg O™
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39P9M90 0, MbsOMwm© gohgowo (sdos, LoghEg 30 MMBdMOMLOL  Fsbogom
390063500, bLYFGsOML 35MIMPOME YL A56SBIbOYOHGOL.

4. Jsemsgdol 30mM3myBH032IM0 bo@o Mowosd Brme3bgcol ,sa30LGHML
Bsongemdo®

Joawsdo, GmIgrog $99M039ds  dmgMbobBds IfgMods, ). Fmen3bgMIy,
133005394 35300 F99mddgqdom, A5dMmymbowo ™medol, 0m3bsdsdMmesl, 8moz50M0
Jowsdo - x9BIOL@B0s. sOLYGdMOL FMLIBEMYOS, MM BoJEoMo 0M30535GHMRBIL 1356
dolbobodol  JHoGHOL ®mwdo - WORs0gBHO - P, bmwm  X9IBIOLMbOLsMZOL
bmM339LobIYo BM369MHTs Og3509BHOL 93500 Joesdo, MmJuLBMOO, dsdmoyqbs
(Brown, 1962, pp. 652-659). x. 353000L 0sbsbds 30, Bod30mMo X9539OLmbol d9ddbsls
dgbodems  Loggmdzo  BOo™mgo  dobobodol  MsdEgbodg  medol  Jowodmo
3033mBoGo goml: ®odwwol, 6oy mEdsbol, 3mbEHmEmzol, 3mwo LyMmobalol o
09gomlgzow ol (Buckley, 1961, p. 448). GmamM3 Mmbos 0gmb, 9. . ,0m36535GHMEBL Logol™
MM356900L 2536Mmd0L 99009y, OMIgemsg LygMmm dbsEHIOIo LogM3g, odMmAMboo
39MMORBOME0 5RO YOIMJMIOL Jmbg Mmerdo, 996M005693L, F3ombzgolismgzols
350 bgds, M3 x9xngOLMbIo M5 FBMEME ©135Dg SOLYdMEO  MHMIGE0dY
3M6309GMIO 5AOWO0S 50930000, 36539 dsLdo dmgwo s39Mm03wo LadbGmgmob
3LOJMMP0MO0, 3MWEHYONLO S LEEOIW YOO BsdysOms dmdEgmeEos. XIBIOLMbO
565 009bs@ LOZMEF0M-39MAMIR0MWO, 5B TBMEWMO VOMYGOMIIODO MY MBS,
Mm39wwog bLsTbOYNIOL HM3OYIOOL Habl 335GBbMBOL, 90589 0Mm3bI35GMBIL Loboo
53m 3696035 b3MMIMO 3MLIMBO S LOZME3)-OMOMO Q5BEDMTogds 89Jdbs.

00365353 MmBoL  OMIsbms  (303w0sb  3m33wglOHMdoms s LoGMMEom
390mMBgmo  9mo-gmmo  bsfoMmdmgdo 1932 (gl g09md399bgdeo  ,5330LGML
Boge0s”, HMmIol JoMH0mMIOo 3MMIGTsE035 350M93mI339w Lodys®mbimsb, MmMLmb
o, 653 3093 RO 3609369wm35605, L3NG 396  ©I30MHOL30MYOMEO

06003000900l d90s.
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M0dsbol  Ibos@zmme  LogmEgdo  M3MmbBogocmo  36gdmdMm030  fiyz0egdoL
0565560190MB5LS @S T FMEMOL 93536 LYYMIRSEOSL 5fygds 8300mbggero: LodbOHgmo s
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LO3MEI-EOM MIM30 FoMBPOLMBOL bsEGL Jdbol, Wobsl 30, BEGH03MOO WsMbs3oL
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50d35 54300 O HMIYMSF POMOLHYSD 2965 MMGOMW IOl MFmgdl M. Bgolo (Chase,
1970, p. 17). o @obs 376900L 390Bo5g0msb, ABILMB s 2BsBY YMAbILEO
05393006093 (3300090906 SbMEOMEIdS @S SfHdgm  EOMOL  goblobogMgdss,
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35™3609053. Joeodol ymaowro dmoz35M0 JmBs 350059M0LsmM30L bo3MWE LogMEg©
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“Heard melodies are sweet, but those unheard
Are sweeter...”
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3mw3bgmol  dbo@zMmeo  Lsdgseml  amedo  JoOHDEALIXYWIOOL  SRLEOWIgdOL
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x3LogMEWMY0MHO  JEYMIMIMOOEIE gmMgdo  oILZWOm 0BMIGds.  DoPIWOMI,
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935690580 dYyma0, Lo3M 390 MOOGBEH0MYOIL 30EMAL s F9300bzsl 1353l, Loom
dool qgls 099 ol 3mb3MgB IO gBs. obsLOYD 9BLL3Zs39d0m, BMIgwos, SgMgm3Y,
305y dgmxuo 39MOLMbsH0s S OMIOL gBs3 WobgoMwos (FoObrEo 56 5353900,
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Introduction

The thesis aims to discuss the works of three principal authors of English-language
modernist literature - James Joyce, Thomas Stearns Eliot and William Faulkner. In the novels
of Joyce and Faulkner and the poems of T. S. Eliot the particular cities are immortalized and,
furthermore, universal paradigmatic models of them are created. The thesis unites three
different authors around a common topic — the cityscape - and discusses the role of the urban
topos in their works.

The study of the city as a mythopoeic phenomenon from three different authors’ points
of view determines the theoretical significance of the thesis. While the artistic spaces of
Ulyssesand The Waste Land are real cities — Dublin and London, the nameless and anonymous
cities are the loci of Preludes and Rhapsody on a Windy Night. Faulkner depicts the fictional
town of Jefferson in Light in August. The first introductory chapter referring to the city as a
paradigmatic model from the Biblical worldview precedes the discussion of the topic.

Since the thesis refers to the phenomenon of the city in the works of Joyce, Eliot and
Faulkner, the combination of the critical studies dealing with the theme of the city and
mythopoeia are used for its theoretical basis. It should be noted that the critical literature
studying these two issues in combination is not abundant. Thus, works related to the
phenomenon of the city in literature along with the studies of the aesthetics of literary
modernism and selected modernist authors are used for the theoretical basis of the thesis.

The originality of the research primarily is that it discusses not merely, in a general sense,
the peculiarities of the artistic space of Joyce's Ulysses, Eliot's The Waste Land and Faulkner's
Light in August, but specifically the cities. Eliot's and Joyce's cities have often become the
subject of scholarly interest, although the study of the city along with the mythopoeia has not
yet become the theme of a special and extensive study. The artistic space of The Waste Land
is often considered the locus gathering all the negative aspects caused by urbanism. As for
Light in August, one can rarely obtain the critical works discussing Jefferson neither as an
urban phenomenon nor as the mythopoeic topos. Most of the critical literature concerning the

novel focuses not on the artistic space but the phenomenon of time.



A combination of contrastive-comparative, contextual-intertextual, and deconstruction
approaches of research is used in the dissertation.

The structure of the thesis is defined by the multi-layered nature of the selected
Modernist authors’ works and the necessity of the introductory theoretical part. Thus, the
dissertation consists of an introduction, four chapters and conclusions. The reference list is
also presented in the thesis.

The last part provides both the general conclusions concerning the dissertation topic and

also highlights the major results related to the works of Joyce, Eliot and Faulkner.

1. Biblical City - Models
“God made the country, and man made the town” — English poet William Cowper with
this stanza conveys a sharp contrast between dualistic conceptual pairs: God and man, the
world and the city. In the opening line of the poem "God Made the Country", there is only the
main creator - God, who, in its turn, created man, the world and the city within it, although
the author clearly demarks God and the city from each other and denies any connection
between them. Man, created as an image of a God, becomes the creator himself and establishes
a city as an image of the world.
The idea of creating a city by a man is widespread in the Bible, according to which
Cain, the murderer of his brother, appears as the founder of the first city in the history of
mankind. Thus, the creation of the first biblical city is directly related to the first biblical
disobedience to God and refusal to be under his protection.

The abyss between God and the city becomes even more apparent in regard to the other
biblical cities that deserved God's wrath. Nevertheless, the name of the most sinful city belongs
to Babylon. Babylon is often referred to simply as "The City" in the Bible, which makes it a
symbol and synonym for every city. The eleventh chapter of Revelation calls it the great city,
whose sin is bored by all the cities of the world. Thus, Babylon should be considered a
paradigm of the city.

Another major biblical model of the city is Jerusalem, which is given the central location



and the function of the navel of the world. Symbolically, the universal schemes of modeling
the universe are embodied in Jerusalem. The arrangement of the heavenly Jerusalem is
connected with the symbolism of numbers: four and twelve. According to the Book of
Revelation, the heavenly city is built as a square or rather a cube. It is surrounded by 144
(12X12) cubits high wall with twelve foundations. The names of the twelve apostles are
engraved on them and are made up of twelve precious stones. The city has twelve gates (three
gates on each side of the horizon) with twelve angels and the names of the twelve tribes of
Israel on them. There is the tree of life with twelve kinds of fruits in the New Jerusalem. The
circumference of the heavenly city is twelve thousand stadia (Ellud, 1970, pp. 197-199). In
addition, the cube consists of squares. The symbolism of the number four, in its turn, is
considered a creation number. Representing Jerusalem as a square, even as a cube, implies its
renewed life and re-creation, which indicates the permanent existence of the city at the cosmic

level.

The phenomenon of the city has long become a subject of interest in literature. The
author, who chooses the city as the artistic space of the work, like a god or a man, becomes a
creator, who must organize the imaginary chaotic urban environment and turn it into an
order, a cosmos. Modernist urban literature aims not merely to describe the environment and
its characteristic lifestyle in detail, but to create the image of the city as a living organism, and
moreover, what is even more important, a universal model of a city.

J. H. Miller’s term — “atopical topography” - perfectly defines the function of the city as
an artistic space in modernist literature. While discussing the phenomenon of the cityscape,
the literary critic singles out some samples of literary works, in which settings are not simply
a "couple" of historical time, but an "atopical topography". In this complex collocation, Miller
refers to topography or toponymy that is impossible to be confined with boundaries and
behind such kind of nameless topos there is “an unplaceable place” hidden: "This strange locus
is another name for the ground of things, the primitive ground of the ground, something other

to any activity of mapping" (Miller, 1995, p. 7).



The cityscapes created by James Joyce, T. S. Eliot and William Faulkner represent
Miller’s “atopical topographies”, where the narrative goes beyond the borders of Dublin,
London, Jefferson and expands into the space-time where the primeval event took place. The
topoi created by the modernist authors allow the reader to witness the complete life cycle of
the city - creation, eschatology, and motif of possibility/impossibility of resurrection. The
urban setting of their works appears not merely as a setting but as a protagonist and a universal,
omnipresent phenomenon reminding the reader of the biblical cities of paradigmatic

importance - Jerusalem and Babylon.

2. Mythopoeic Image of the City in James Joyce’s Ulysses

2.1. Mythopoeic Chronotope: Spatialization of Time

Throughout history, people have had different ideas about the assimilation of space and
the arrangement of the universe. According to Mircea Eliade, since primitive traditions in
mankind, there has always been nostalgia for paradise, which leads man to be constantly
guided by the original model of the world order and turn any object into the embodiment of
the sacred. Therefore, after the Fall, a person tries to restore the lost connection between
heaven and earth, which requires the creation of topos close to the sacred. Eliade considers
the "center" to be such a space, which will help a person to break through the profane space.
This mainly means: 1) The sacred mountain, 2) Temple or palace, 3) The sacred city. They are
“regarded as the meeting point of heaven, earth, and hell” (Eliade, 1954, p. 12).

The city has become the topos of a lot of literary creatures. However, artistic space
acquires a form of an object of experimentation and appears as a conscious poetic means in
modernist literature. In a number of works created in the twentieth century, a city embodies
such an experimental area of action and the artistic world of a modernist novel. The main
feature of novels of this period is the reversion to myth, which means transformed and

conscious use of the primeval pattern in an artistic means of expression by modernist writers.



As a rule, in a work of art, specific time and space in which the action takes place is
usually defined by an author himself. The author creates a fictional world within which the
characters are positioned and the plot unfolds. In literary theory, chronotope implies
relationship of time and space as expressed in literature, which was first time introduced by
Mikheil Bakhtin.

As Bakhtin points out, “in the literary artisctic chronotope spatial and temporal
indicators are fused into one carefully thought-out, concrete whole” (Bakhtin, 1981, p. 84). To
express the importance of the correlation of time and space, Bakhtin explains that “Chronotope
[...] emerges as a center for concretizing representation, as a force giving body to the entire
novel. All the novel’s abstract elements — philosophical and social generalizations, ideas,
analyses of cause and effect — gravitate toward the chronotope and through it take on flesh and
blood, permitting the imaging power of art to do its work” (Bakhtin, 1981, p. 250).

The "body" of Ulysses, the chronotope of the work, is formed by the fusion of June 16,
1904 and the city of Dublin. Joyce describes the area of action of each episode in such details
as if he unfolded a map of Dublin in front of the reader and allowed him to observe it from
above. In his essay on “Spatial Form in Modern Literature”, Joseph Frank argues: “Joyce’s most
obvious intention in Ulyssesis to give the reader a picture of Dublin seen as a whole — to re-
create the sights and sounds, the people and places, of a typical Dublin day [...]. Like Flaubert,
Joyce wanted his depiction to have the same unified impact, the same sense of simultaneous
activity occurring in different places” (Frank, 1945, p. 233). From Frank’s point of view, Joyce
wanted the reader to become a Dubliner. This is how he or she would be able to put together
a lot of fragments and perceive Dublin as a unity or as a whole.

By creating the effect of simultaneity, the reader perceives the events taking place in
different parts of the city in concurrence. As a result, the extent of the work in time is replaced
by spatial perception, and time and space of the work are presented as a mythopoeic
chronotope.

The best examples of using such techniques are the VII and X episodes
of Ulysses (“Aeolus” and “Wandering Rocks”), in which Joyce rejects the chronological

technique of narration and, instead, describes current events on the principle of simultaneity.



The setting of “Aeolus” is an editorial office of a newspaper. The episode consists of sub-
chapters. Each of them is titled as if a reader is reading newspaper articles. The beginning
describes a picture of four different parts of the city: tram traffic near the Nelson’s Pillar,
shoeblacks' daily activities under the porch of the general post office, the sound of draymen
working in Prince's stores, and Bloom’s activities in the editorial office. The time of action is
the same. Using the technique of simultaneity, the reader is able to perceive the daily life of
the city and the rhythm of life of its inhabitants with full clarity.

In the X episode (“Wandering Rocks”), Joyce takes the narrative on an even larger scale
based on the principle of simultaneity. The episode is completely extended into space. It
consists of 19 sub-chapters, the plots of which repeatedly intersect each other. The characters
of the novel move through different streets of Dublin at the same time, at 3 o'clock in the
afternoon.

For example, in the first sub-chapter, Father Conmee leaves the church and goes outside.
As he walks down one of the streets, he passes a funeral home, "where Corny Kelleher totted
figures in the daybook while he chewed a blade of hay" (Joyce, 1946, p. 218). Father Conmee
continues on his way, time passes. The second sub-chapter begins with Corny Kelleher and
the very moment when a clergyman passed him: "Corny Kelleher closed his long daybook and
glanced with his drooping eye at a pine coffinlid sentried in a corner" (Joyce, 1946, p. 221). At
the end of these two episodes, the reader can already place the two actions that intersect for a
second and then continue independently on a "canvas".

Molly Bloom drops a coin out of a window for a one-legged sailor begging on Eccles
Street. This part is covered in two other sub-chapters in the episode. Clearly, Joyce's goal is for
the reader to hear the tinkling of the coin dropped on the street not three times, but once, or
to gather the whole picture in their minds by restoring and uniting them since all three
moments take place in different spaces at exactly the same time.

In addition, in the “Sirens” episode, Joyce uses a similar technique to intersect the lines
of Boylan and a piano tuner blind boy who walks down the streets with the help of a stick:
“Tap blind walked tapping by the tap the curbstone tapping, tap by tap” (Joyce, 1946, p. 283).

At the same time, Boylan heads for Molly and soon knocks on the door of Bloom's house.



Accordingly, these two, independent parts are joined by a consecutive melodiousness of action:
"One rapped, one tapped, with a carra, with a cock" (Joyce, 1946, p. 253). The knock of the
blind boy’s stick joins Boylan's knock on Molly's door, which in the mind of the reader should
combine these two scenes as if watching the action of two parallel shots on the screen.
Interestingly, however, the phrase depicting the knock is so often repeated in the episode that
it is difficult to discern clearly whether this sound is heard in Bloom's mind (his thoughts are
constantly directed to Boylan and Molly’s meeting), or the moment of knocking on the door
is described directly or both. Thus, using the leitmotif technique, Joyce intersects the processes
going on physically as well as mentally.

Ulyssesis full of moments when the characters acquire a momentary sense of instant
comprehension to the essence of things. By describing the epiphany moments of fall of
historical time and sudden insight of inner essence of an event, Joyce replaces profane time
with sacred one, thus “calling out” eternity. Joyce sees space perspective as the only way to
perceive eternity. To achieve this goal, the author introduces Dublin as the “fourth character”
in the work, thus creating a topos close to the sacred where there is no historical time.

Artistic time in Ulysses is characterized by a cyclical, daily recurring time. One day in
the work covers the whole cycle and is repetitive. In Dublin, which represents the reflection
of the world (imago mundi), everything seems to be constant. Every small change will be
replaced by another. The new inhabitant of the city, Mina Purefoy's infant, will shortly
substitute the place of the deceased Patrick Dignam. Meanwhile, the artistic space of the work
will be moved from the cemetery to the maternity hospital. Thus, no one has personal
significance, as neither death nor birth is emotionally significant in Dublin. The city represents
a whole organism, where it is crucial the primeval order not to be broken. June 16, described
in Ulysses, is like a one day cycle. The next day, June 17, Leopold Bloom and Stephen Dedalus
walk in the streets of Dublin once again: “Ever he would wander, selfcompelled, to the extreme
limit of his cometary orbit, beyond the fixed stars and variable suns and telescopic planets,
astronomical waifs and strays, to the extreme boundary of space, passing from land to land,

among peoples, amid events” (Joyce, 1946, p. 712).



2.2. Actualization of Mythos: Leopold Bloom — Everyman and Noman,

Metempsychosis, Metamorphoses.

Fritz Senn refers to Ulyssesas James Joyce’s Metamorphoses and suggests that the novel
is of panto-mimic nature as it imitates everything. As Molly Bloom also remarks, her husband
is “..always imitating everybody...” (Senn, 1985, pp. 122-123). Hugh Kenner makes the
assumption clearer by stating the following: “Bloom is no imitation Ulysses but Ulysses reborn”
(Kenner, 1987, p. 29). Kenner's viewpoint reminds the reader of Mircea Eliade’s statement in
regard to the concept of the ritual. As Eliade observes, the religious activities entrenched
among the primitive and archaic societies serve to memorialize and engrave the primordial
event in one’s memory. The ritual plays the decisive part in order not to forget the sacred
event, which took place prior to the recorded history. In archaic cultures, the real sin is
oblivion. “Every religious festival... represents the reactualization of a sacred event that took
place in a mythical past, “in the beginning” ” (Eliade, 1987, pp. 68-69). The sacred ceremony
aims not only to imitate but to bring a mythical event into existence, that is called, as Eliade
puts it, reactualization of mythos. Thus, the reading of Ulysses can be considered, to a certain
extent, as a ritual bringing the literary ancestors of the novel into existence and congregating
countless biblical and mythological characters or historical figures.

While discussing the Homeric parallels in the essay “Book of Many Turns”, Fritz Senn
accentuates the well-known opening line and the first noun of Odyssey:

“4ndra moi énnepe, moftisa, polytropon, hos mala polla” !

“Andra” - “Man” is placed first in Homer’s epic poem. As Senn suggests, Homer
introduces the central figure of the poem from the very beginning that can not be unnoticed
by Joyce. The importance of the placement of the accusative noun is not disregarded in the
remarkable translation of Odyssey by Alexander Pope: “The man for wisdom's various arts
renown'd, long exercised in woes”. The defining adjective corresponding to “Man” is also of
great importance. The definition of the epithet — “polytropos” - is vague and of many potential

meanings: wary, shifty, of many changes, manifold, various, etc. However, literally, it can be

1 Senn, F. 1985. Book of Many Turns. In B. Benstock (Ed.). Critical Essays on James Joyce, 120-136. Boston,
Massachusetts: G. K. Hall & Co.



defined as “much turned”, “of many turns”. Hence, Homer describes Odysseus as a man much
traveled, many-sided, and versatile. According to Senn, the ambivalent quality and various
meanings of the Greek word are also reflected in Ulysses and the collocation, “4ndra
polytropon”, may have been the subject of interest and source of inspiration for James Joyce.
It is notable that in 1915 Joyce referred to his novel as “Ulysses Wandlungen” (“Wandlungen”
— to change, transformation) in the postcard written in German addressed to his brother
Stanislaus. Senn assumes that Joyce probably wanted to write “Wanderungen” (wanderings)
but he confused two German words into each other, or he just played with words, as the verb
“Wandeln” in German means both “to wander” and “to change”. The coupling of “Man” and
versatility became one of the main motifs of Ulysses: “Ulysses Wanderungen” happens to be
an excellent summing up of the novel and also of the two main meanings of Homer’s adjective,
stressing the hero’s travels as well as his versatility” (Senn, 1985, pp. 127-128).

Multiple distinct examples of Bloom’s metamorphoses are especially congregated in the
episodes 14 and 15 (“Oxen of the Sun” and “Circe”). In “Oxen of the Sun”, Joyce represents the
development of the English language and composes a parody of 32 stylistic variations of
literary writing. Joyce’s technique of language style imitation determines the identity of the
characters. Wolfgang Iser rightly notes: “The determinant pressure exerted by this style is so
great that advertising agent Leopold Bloom suddenly becomes the medieval “traveller
Leopold” (Iser, 1985, p. 197). The several excerpts from the episode serve as examples of how
Bloom turns into a variety of identities. Imitating Anglo-Saxon abbot and translator, Aelfric of
Eynsham, Joyce informs the reader that Bloom visits the maternity hospital in order to verify
Mrs. Purefoy’s condition: “Some man that wayfaring was stood by housedoor at night’s
oncoming. Of Israel’s folk was that man that on earth wandering far had fared” (Joyce, 1946,
p- 364). Bloom turns into “The traveller Leopold” (365), and also “Childe Leopold” (366) in the
passage composed with the style borrowed from medieval travel stories. Afterward, by
imitating Arthurian legends he becomes “Sir Leopold” (366). The stylistic idiosyncrasy of the
next lines reminds the reader of the 18th-century Irish philosopher Edmund Burke’s writings
and the reader is encountered with Mr. Bloom: “To revert to Mr Bloom...” (384). The excerpt

composed with the manner characteristic for the essayist Charles Lamb represents



contemplated Bloom, “chewing the cud of reminiscence” (389), who meditates on his past and
recalls young version of himself in the present moment: “He is young Leopold” (389).
Furthermore, by using stylistic characteristics of the British historian and essayist, Thomas
Babington Macaulay, Joyce, as if he was a chronicler, elaborately describes Bloom: “that
vigilant wanderer, soiled by the dust of travel and combat and stained by the mire of an
indelible dishonour” (Joyce, 1946, p. 394). At the end of the episode, by using dialects and
slang, Leopold becomes “Old man Leo” (402).

The reader observes the series of Bloom’s transformations in the nighttown described
in the 15th chapter. The faint light of road lamps and blaze of searchlights piercing the
darkness, rattling of the cyclists’ bells, violent cracking of the brake, banging voice of the gong
— all these details serve to create the chaotic and hallucinatory atmosphere of the episode.
Leopold Bloom becomes a policeman (p. 410). He pretends to be Dr. Bloom, a dental surgeon,
and also author-journalist (427-429). His personal identity card says he is Henry Flower (427).
Bloom is a mason (“...plucking at his heart and lifting his right forearm on the square, he gives
the sign and dueguard of fellowcraft”) (428). In defense of Bloom, J.J] O'Molloy refers to him
as an infant (“My client is an infant”) (434). Furthermore, Leopold confuses himself with his
wife: “I am the daughter of a most distinguished commander... Majorgeneral Brian Tweedy”
(429). He is judged to be: “bisexually abnormal”, “a finished example of the new womanly
man”, who is about to give birth (460). Bloom, obedient like a sheep, sinks on all fours at Bella
Cohen’s feet and transforms into a pig (493). All above transformations appear to be the

», «

reverberation of his own words told in “Hades™ “If we were all suddenly somebody else”
(Joyce, 1946, p. 102).

In the phantasmagorical setting of “Circe”, the reader is faced with Bloom transformed
into lord mayor of Dublin (447), who establishes the New Hibernia of the future - the new
Bloomusalem (452). Therefore, he represents the Messiah, who is made a scapegoat and is
blamed to be the false Messiah, however, the tormented Bloom will rise from death like Christ:
“In a seamless garment marked I. H. S. stands upright amid phoenix flames” (Joyce, 1946, p.
464).

As Jeffrey Perl points out, individual identities meld into each other and become a
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unified character (Leopold Bloom and Bella Cohen become Bloombella) and also vice versa,
the reader is faced with the opposite - division of an identity: Philip Beaufoy blames Bloom
for having a “quadruple existence” “Why, look at the man’s private life! Leading a quadruple
existence!” (Joyce, 1946, p. 431). In a similar way, Stephen Dedalus splits into the Siamese
twins: “Philip Sober” and “Philip Drunk” (Perl, 1984, p. 198).

Apart from Bloom’s metamorphoses, the third chapter of the novel (“Proteus”) conveys
the transformations of Stephen’s consciousness. Proteus, the god of rivers and other bodies of
water, is capable of constantly changing his shape. Like the constantly mutable nature of
multifaceted deity, the technique of the episode is the art of transformation that is also
reflected in the narrative language. From the very beginning of “Proteus”, the reader notices
that along with the English language, Italian, German, French, and Latin phrases are
congregated in Stephen’s stream of consciousness. Thoughts of Aristotle, Lessing and Blake
give way to each other in his inner monologue. Walking along Sandymount shore throws
Dedalus to Eternity, the garden of Eden, Elsonore: (“Am I walking into eternity along
Sandymount strand?”, “Put me on to Edenville”, “.. .hearing Elsinore’s tempting flood”) (Joyce,
1946, pp. 35-42). Stephen’s ashplant turns into a sword (“My ash sword hangs at my side”)
(Joyce, 1946, p. 35), his feet into Mulligan’s feet, as he wears Buck’s cast-off breeks and boots
(“His gaze brooded on his broadtoed boots, a buck’s castoffs, ... wherein another’s foot had
nested warm”) (Joyce, 1946, p. 46). The dog running on the shore recalls the reminiscence of
Actaeon and his hunting dogs, hence Dedalus imagines himself as the Theban hero, and the
dog changes its face into heraldic deer, a panther, a leopard. Moreover, in his perception uncle
Richie Goulding becomes Walter, the character of Gilbert and Sullivan’s operetta. In
“Proteus”, the reader finds the reference to a kabbalistic maxim of metempsychosis
paraphrased by Stephen as follows: “God becomes man becomes fish becomes barnacle goose
becomes featherbed mountain” (Joyce, 1946, p. 47).

By mentioning the doctrine of Metempsychosis, the unending series of transformations
is further expanded in Ulysses. The essence of the mystical doctrine is explained to Molly by
Leopold: “—Metempsychosis, he said, frowning. It’s Greek: from the Greek. That means the

transmigration of souls” (Joyce, 1946, p. 58). In “Oxen of the Sun”, Bloom also uses the
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collocation: “plasmic memory”, which refers to a whole, continuous memory of
Metempsychosis, in which each reincarnation of the soul is preserved.?

The repetition of the Metempsychotic motif in Ulysses seems to suggest that Bloom's
memory is the same as plasmic memory. Lots of invisible threads from Bloom's character go
back to the past, to historical or fictional characters. Bloom repeats Odysseus's Wandering and
Homecoming Scheme. The plasmic memory of Joyce's wandering character also contains the
"remnants" of Christ and Shakespeare. One of the most important references in the work to
understand the symbolism of Bloom's character is: “Under the sandwichbell lay on a bier of
bread one last, one lonely, last sardine of summer. Bloom alone” (Joyce, 1946, p. 273).
Mentioning of the fish immediately reminds the reader of Christ. Identification of a lone fish
lying on a catafalque is nothing more than Bloom as a symbol of Jesus Christ.

As for the intertwining of Bloom, Christ, and Shakespeare, it is necessary to quote a
very complex passage from the XI episode (“Scylla and Charybdis”), in which Stephen discusses
relationship between God and his Son, Shakespeare and his son Hamnet Shakespeare and also
Hamlet and his father by proposing his own theory:

“—Sabellius [...] held that the Father was Himself His Own Son [...]. Well: if the father
who has not a son be not a father can the son who has not a father be a son? When
Rutlandbaconsouthamptonshakespeare or another poet of the same name in the comedy of
errors wrote Hamlet he was not the father of his own son merely but, being no more a son, he
was and felt himself the father of all his race, the father of his own grandfather, the father of
his unborn grandson who, by the same token, never was born” (Joyce, 1946, p. 205).

Joyce usually scatters the passages having the same idea into the work and the reader is
faced with the task of bringing them together and thus sorting out the chaos created in Ulysses.
Thus, it is conceivable that this extremely difficult passage about Stephen must find a
connection with Bloom and through him, with the Christ. It goes without saying that if we
extend the theological reasoning about the essence of the Father and the Son and Dedalus’s

theory of Hamlet as the father of his own generation to Bloom, it should not be unreasonable

2 Joyce, J. (2017). Ulysses. Translated into Georgian by N. Kiasashvili, Bakur Sulakauri Publishing, Comments. P.
834
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to say that Bloom is no longer a son (Rudolf Bloom commits suicide) and is no longer a father
(Rudy died as an infant) but is both the beginning and the end of his entire generation (“I too.
Last of my race [...]. No son. Rudy” (Joyce, 1946, p. 280), “No, Leopold. Name and memory
solace thee not [...]. No son of thy loins is by thee. There is none now to be for Leopold, what
Leopold was for Rudolph” (Joyce, 1946, pp. 406-407). This further strengthens the basis for
perceiving Bloom as a symbolical character, as he himself'is the reincarnation of Odysseus, the
Christ, and Shakespeare.

Along with being the embodiment of multiple faces, one of the most frequently
repeated details in the work is the emphasis on Leopold Bloom's rootlessness. It is rather
symbolic, that while wandering in the city all day long Bloom has no key to his house.
Therefore, he climbs over the railings to enter the house. Hence, Joyce aims to depict him as
an outsider and a man of no homeland. His identity is also discussed in the work several times.

By transforming Bloom’s surname, Joyce skillfully manages to show the insignificance
of the character's existence in the eyes of society: “Bloowho”, “Bloowhose”, “Greaseabloom”
(244-247), “Bloom Alone” (273). His surname is typed by mistake in “The Evening Telegraph”:
L. Boom. (Cf The prisoners call out the variations of Lazare Chichilashvili’s surname in the
short story “T'wo Verdicts” by Mikheil Javakshishvili: Chikilashvili, Kirikashvili, Nikilashvili,
Dikilashvili, Bikilashvili, Tikilashvili, Kitilashvili. While an individual’s name and surname to
some extent define his/her personal identity, misspelling it somehow humiliates a person’s
individuality). “Not Irish enough” (694) - this is how Marion Bloom describes her husband in
her inner monologue. “The wandering jew” (205), says Buck Mulligan, referring to Bloom, and
then the aggressive patriot, who calls himself a Citizen, addresses Bloom, “Ahasuerus I call
him” (320). In both cases, there is a reference to the biblical character of the Jews, Ahasuerus,
who is doomed to eternal wandering before the Second Coming. In addition, in the seventh
episode (“Aeolus”), Bloom, who comes to the editorial office, overhears a conversation about
homeland. It is interesting that at this very time J. ]. O'Molloy enters the room. The handle of
the opened door hits Leopold Bloom on his waist, while he apologizes and stands aside. This
episode once again shows that there is no place for Joyce’s wandering character anywhere,

especially when the Dubliners talk about their homeland.

13



The most vivid scene of Bloom's desolation is played out at Barney Kiernan’s Pub. His
answer to the question of what a nation is causes joy of those around him: “— A nation? says
Bloom. A nation is the same people living in the same place” (Joyce, 1946, p. 325). His
undesirable presence irritates the people gathered in the pub, which eventually ends with the
scene of a Citizen throwing a tin at Bloom coming out of the pub. This scene itself is an obvious
parody of the Odyssey (a Cyclops with a gouged eye throwing a rock at Odysseus’s ship).

In the “Lotus-Eaters” episode, Bloom entering a Christian church witnesses a
communion rite, during which he beholds holy bread, though he does not know what to call
it and refers to it as “something like those mazzoth”. According to N. Kiasashvili, Bloom
confuses mazzoth with holy bread, respectively, Jewish and Christian religious customs. This
is another detail emphasizing his homelessness.?

In the “Circe” episode, which is built entirely around hallucinations and serves to
convey what is hidden in the depth of Bloom’s unconscious, the reader witnesses the trial.
Among many other accusations, Bloom is blamed for having “No fixed abode. Unlawfully
watching and besetting” (Joyce, 1946, 427). The emphasis on Leopold Bloom's desolation is
arguably a favorable circumstance to attribute to him the names of all the characters who have
ever set out in the dark labyrinths of their own minds or of the surrounding physical world.
Leopold Bloom's roots are everywhere and nowhere at the same time:

“What universal binomial denominations would be his as entity and nonentity?

Assumed by any or known to none. Everyman or Noman” (Joyce, 1946, p. 673).

Episode 17 (“Ithaca”) ends with a question: "Where?” to which the answer is vague. The
author puts a full stop in response. The question refers to the traveler, Leopold Bloom, who
has returned home after wandering Dublin streets all day and appears lying in an embryonic
posture. Where is Bloom, the same as Odysseus, or Sinbad the Sailor, or primitive human
embryo, or where is he going?

“The childman weary, the manchild in the womb”(682) - this is how Joyce describes

his wandering character who returns home and lies like an embryo in the gloomy night, as if

3 Joyce, J. (2017). Ulysses. Translated into Georgian by N. Kiasashvili, Bakur Sulakauri Publishing, Comments. P.
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he has returned to his mother's womb awaiting rebirth. The symbolism of darkness as an
embryonic form of existence is considered by Mircea Eliade on both human and cosmic levels.
On the example of the Karadjeri traditions, a researcher explains that according to the beliefs
of this tribe, the initial death of a candidate of initiation means the return to an embryonic
state, which has a cosmic significance: “The foetal condition is equivalent to a temporary
refresion into the virtual, or precosmic mode of being before “the dawn of the first day” as the
Karadjeri say” (Eliade, 1957, p. 198). Returning to the cosmic abyss, to timelessness and
eternity, the candidate becomes contemporary with the creation of the world, which means
that he awaits the creation or birth of a new person from a prenatal state once again.

While discussing the mystery of soul and thought, philosopher Merab Mamardashvili
quotes the mystic and religious poet Angelus Silesius suggesting that even if Jesus Christ has
been born thousand times in Bethelem, the event of his birth can not be a promise for us to be
Christians and good-natured in case he is not constantly newly born in the believer's soul.
“Christ should be born within you anew... So is the concept. The concept should always be
born in your own experience anew. It must be born as a living state” (Mamardashvili, 1992,
pp- 32-33). Therefore, the birth of Christ becomes merely the factual event that occurred in
the historical past if Jesus is not born in the believers’ hearts at the present moment.
Nevertheless, Mamardashvili does not refer to the ritual in this passage, his words find a close
reference to Eliade’s suggestion related to the reactualization of mythos through the ritualistic
ceremony. The leap into eternity from the so-called moment of real time paves the way for
the use of mythos in Ulysses. At the same time, the time-place of the work moves in the
contemporary time and space of cosmogony, or rather, to timelessness and spacelessness, to
the prenatal state of the universe. Dublin symbolizes eternity, where the historical time is
abolished. Leopold Bloom, lying in the dark, reminds the reader of a candidate of initiation

awaiting rebirth.

4 Translated from Georgian into English by the author.
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2.3. Spatial Perspective: The City as Palimpsest, Parallax

While discussing the formation of Modernism, Richard Lehan notes that the movement
owed much to the major archeological events that occurred in the second half of the
nineteenth century. The literary scholar implies the excavations held by the German
archeologist, Heinrich Schliemann, resulted in finding the remains of the ancient city of Troy.
This discovery suggested that the historical past echoes and co-exists simultaneously with the
present and reminds the reader of the sudden resurfacing of deeply buried memories.
According to Lehan, “Joyce made use of the archaeological—layers of narrative or spatial
meaning superimposed on each other” (Lehan, 2009, p. 16). The technique serves to reflect the
simultaneity of the past and the present. Thus, Dublin described by Joyce creates the image of
the city as a palimpsest.

Wandering the streets of Dublin evokes memories of dead cities in Leopold Bloom's
mind. The newspaper advertisement about the rich Palestinian plantations attracts his
attention that, in its turn, is associated with the distant past and the long-vanished Jewish
cities.

The reader finds multiple references to the two eternal cities, Athens and Jerusalem.
For example, in the very first chapter of Ulysses, Buck Mulligan mentions the origin of Stephen
Daedalus's name: "Your absurd name, an Ancient Greek... We must go to Athens" (Joyce,
1946, pp. 5-6). In addition, Mulligan wrongly interprets his Hebrew-origin name — Malachi:
“It has a Hellenic ring, hasn’t it?” (Joyce, 1946, p. 6). In the seventh episode, "Aeolus", Professor
MacHugh discusses a speech by John F. Taylor on the revival of the Irish language in the
Telegraph office. MacHugh quoting Taylor, declares that Ireland can be compared to Israel,
while England and its imperialism embody Egypt threatening the Jews with complete
assimilation.

By using the method of parallax view, Joyce allows the reader to discover the layered
cities through Dublin. The term "parallax" is mentioned seven times in the novel. Richard
Lehan describes the visual result created by holding a finger up in front of one’s eye to define
the term. When the observer focuses on the distant objects behind the finger, the finger is

perceived as double. While focusing the finger, it produces the double vision of the distant
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objects. Joyce transforms the concept of parallax into the artistic mean. The mentioning of this
term in several episodes of the novel serves as giving the key of the riddle to the reader. Joyce’s
use of the method of spatial perspective creates two realms in the novel: The foreground - the
objects focussed at a particular moment, and the background, which blurs simultaneously for
the observer's eye (Lehan, 2009, p. 154).

In Ulysses, the characters leave the house and go out into the streets. Therefore, the
setting of the novel shifts from the private atmosphere of the home to the city. In a paradoxical
sense, the urban public spaces allow the characters to turn gaze towards their inner selves.
Wandering through the streets, Stephen Dedalus and Leopold Bloom find themselves in the
middle of the events taking place in Dublin and observe daily city life. However, the reader
has a strong feeling that the characters do not belong to the surrounding society. More
precisely, they are outsider observers. The artistic spaces of each episode, be it streets, public
places such as a library, a pub, a hospital, or a cemetery, and the society gathered there remain
out of focus for Dedalus’s and Bloom’s vision. Instead, the temporarily obscured subjects of
their thoughts become sharp and visible. At the same time, the mythological, biblical
characters and historical figures embodied by the characters shift from the blurred background
to the foreground, similar to Troy brought to life by Schliemann.

Doubtfully, Joyce aims to present both naturalistic and mythopoeic pictures of the
urban environment of Dublin in Ulysses. As the author himself stated, his wish was "to give a
picture of Dublin so complete that if the city one day suddenly disappeared from the earth it
could be reconstructed out of the book" (Budgen, 1972, p. 69). Dublin described by Joyce
represents historical and mythopoetic chronotopes simultaneously. Therefore, two realms of

the city perceived from two points of view coexist and alternate with each other.
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3. The Urban Setting in T. S. Eliot’s Early and Middle-Phase Poetry

3.1. The City as a Living Organism in Preludes and Rhapsody on a Windy Night

Eliot's early poems - Preludesand Rhapsody on a Windy Night - depict the intertwined
existence of the city and its dwellers. The fictional spaces of the poems chronicle and reveal
the grim reality of modern urban life. They also correlate with the city and its dominant
atmosphere dictating its own forms of expression to literature and other fields of art.

First of all, the title of Preludes attracts the reader’s attention as it implies the musical
reference in it. A prelude is a short composition that precedes and prepares the listener for the
main part of the musical piece. Each episode of the poem should be considered as an
introduction to something. However, the beginning is not followed with anything in Eliot’s
urban environment.

In order to create an image of the city as a living organism in Preludes, Eliot represents
extremely vivid scenes of urban life. The reader feels the air saturated with the smell of steak,
hears the sound of rain falling on the chimneys-pots, feels the touch of the gusty shower and
withered leaves blown by the wind, and, most importantly, sees the urban scenes depicting
the complete desolation and spiritual emptiness.

In the second episode, the dwellers of the city also become visible. Interestingly, while
speaking about urbanites, the narrator mentions only the limbs and their shadows. Not
individuals, but "muddy feet" walk on the street. The hands in “a thousand furnished rooms”
produce dingy shades. Neglecting to describe the characteristic details of the city inhabitants’
appearance, Eliot presents them as parts of a faceless mass. The artistic time of the episode is
morning and the urbanites welcome a new day. However, the process of preparing for
something new becomes a falsehood. The flow of time, which, in a general sense, is associated
with change, brings invariability to Eliot's city.

By highlighting the close connection between the character and the street in the third
prelude, the episode focuses on the interlaced existence of the individual and the street, which,
in turn, reminds the reader of F. H. Bradley’s philosophy of "finite center". The idea inspires
Eliot to portray the city and its dweller as an indivisible whole. Bradley’s "finite center" implies

the inseparability of a personal emotion from the matter from which it originates: “The private

18



feeling is continuous with, even identical to, the objective material that has provoked it.
Subject and object become one in a pure contemplation” (Patterson, 1978, p. 144).

In Preludes, Eliot describes the city from both a female and a male perspective. The
method of binary view is further developed via the central bisexual character, Tiresias, in 7he
Waste Land. The third episode of the poem depicts an urban environment seen through the
feminine perspective, while a male character appears in the final chapter. In the fourth
episode, Eliot personifies the street, and it becomes difficult to distinguish whose voice is used
by the author: the narrator’s, the street’s, or the voices of both together, as an inseparable
unity. The artistic time of the fourth prelude is sunset time. The hour specified: six o'clock.
The poem ends exactly at the time when it began. The circular structure of the Preludesrepeats
the form of monotonous and mundane urban life. It is no coincidence that morning and
evening are chosen as the artistic time of the poem, as these two parts of the day inform the
city dweller of the beginning and end of the work routine and drag him into an endless
circulation of mundane daily life.

Rhapsody on a Windy Night, published in 1911, is another urban poem of Eliot's early
poetry. The title of the poem again features a musical term. Like a rhapsodic piece of music, it
consists of separate, but at the same time, closely related episodes that bind the piece together.
Meanwile, the poem attains features of the modern fragmental and chaotic city. It is interesting
that, apart from the title, the wind itself is not mentioned anywhere, although the blowing of
the "implied" wind in the poem, its uneven whirring perfectly conveys the free flow
characteristic of rhapsodic music.

According to Eliot, dissonance and cacophony have their place in musical composition
(Eliot, 1975, p. 112). One of the main urbanistic symbols is the street lamp in Rhapsody on a
Windy Night. The street lamp lights do not allow the character, walking through the streets,
to forget about the clock time and so-called objective reality. The street lamps dispersing the
darkness, in a metaphorical sense, suppress the darkness reigning in the narrator's unconscious
with the artificial light and do not allow it to rise to the surface. Therefore, the lamps bear the

function of returning the narrator to chronological time. Short instances of being in the
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darkness between the artificial rays falling from them conditionates falling out of the clock
time and reaching the dark areas of the narrator's memory.

The opposite of artificial light falling from the lamps is moonlight. Along with these
two representations of the rivalry between nature and human invention, physical scenes
offered by the urban life and images provoked by the inner self overlap with each other in the
narrator’s mind. This aspect creates the double-layeredness of the poem and transmits the
reader through time and space. Short, cinematographic scenes observed in a hypnotic urban
setting remind the narrator of the transience of human life.

Eliot finds daily urban life as the inspiration as it becomes the building material of his
poetry. In the discussed poems, the poet does not focus on any particular city, but the
composite of his urban imagery. As Eliot points out in the essay “The Music of Poetry”: “Of
course, we do not want the poet merely to reproduce exactly the conversational idiom of
himself, his family, his friends and his particular district: but what he finds there is the material
out of which he must make his poetry” (Eliot, 1975, p. 112). Thus by observing objects and
events of daily city life, Eliot conceives substantially more than describing merely a naturalistic

and historic image of any specific city.

3.2. Mythopoeic Image of the City in T.S. Eliot’s The Waste Land

The image of each city evokes specific associations that are embedded in humankind's
memory: Rome gained the name of the “Eternal City”, Jerusalem is referred to as the center of
the world and heavenly city on earth. While Babylon is associated with chaos in the human
imagination, Sodom and Gomorrah are synonyms for depravity, perversion and deteriorating
one's soul with sins. The names of Troy and Carthage are connected to destruction. James Joyce
chose the epithet "paralyzed" for his hometown Dublin and described it in the same way in
Dubliners. Generally, the theme of the city gives way to the metonym of the crowd and noisy
place where the pulse of life is strongly felt. However, the urban setting serves as a synonym
for sterility in 7he Waste Landby T. S. Eliot.

“The city always speaks, and with many voices”, notes Burton Pike (Pike, 1981, p. IX).
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The Waste Land can be seen as an embodiment of Pike’s statement. It is notable, that the first
and the second parts, “The Burial of the Dead” and “In the Cage” (the original title for “A Game
of Chess”), were united as sub-chapters under the title “He Do the Police in Different Voices”
in the original version of the poem, before “Ezra performed the Caesarean Operation” (Paige,
1971, p. 170). By giving the poem Dickensian title from the novel Our Mutual Friend, Eliot
directs the reader’s attention to the multipaneled narrative. Sloppy the orphan is introduced
as a young man having a remarkable talent: “Sloppy is a beautiful reader of a newspaper. He
do the Police in different voices” (Dickens, 1998, p. 246). Dickens's manchild is praised for his
ability of voice imitation and making performance while reading the newspaper. Therefore,
the allusion to the novel functions as an inspiration for Eliot. He congregates and vocalizes
many different voices in his poem. A crowded urban environment, to say in the author's
words, is an "objective correlative" to achieve the polyphonic effect. Eliot's initial decision of
using Dickensian title makes the reader think that the narrator uses multiple imitated voices
of different people. Along with the voices of Marie Larisch, the typist, the shrewish woman -
“the lady of situations”, Madame Sosostris and others, the reader can hear various city voices:
the ringing of the church bells, the sound of horns and motors, howling of city dwellers as
“human engines”, “the pleasant whining of a mandoline / And a clatter and a chatter” of
fishmen.

The concept of a city is ambivalent. Samuel Johnson's famous description of London
might also refer to more or less every city: “When a man is tired of London, he is tired of life”
(Pike, 1981, p. 7). This phrase represents a city as an endless source of life, whereas Eliot's
urban picture suggests the contrary. The first chapter, “The Burial of the Dead”, is imbued with
the feeling of springtime lethargy when a human's body experiences a state of weariness and
lowered energy caused by winter drowsiness. April is the cruelest month as it insists on the
world's awakening. However, the narrator implies not having enough strength for it and is
quite nostalgic for winter: “Winter kept us warm, covering / Earth in forgetful snow”.

In the last passage of “The Burial of the Dead" the narrator describes people walking on
the London bridge who remind us of the partly living humans wasting their lifetime. In order

to depict the setting of the poem as a phantasmagoric city, Eliot draws a picture of a misty
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winter morning in London. The brown fog, the city is covered with, creates an illusionary
view and London becomes “Unreal”. The crowd of people walking on the bridge is hurrying
to fall into a daily routine. They look like Dantean long train of tortured shadows, which did
not do any good or bad in their life, so they are not allowed either in heaven or in hell. In
regard to the same idea, Eliot points out: “So far as we are human, what we do must be either
evil or good: so far as we do evil or good, we are human: and it is better, in a paradoxical way,
to do evil than to do nothing: at least we exist” (Eliot, 2016, p. 225). Symbolically people
crossing the London Bridge walk past Saint Mary Woolnoth located in the financial district of
London’s City, which in its turn is referred to as English Wall Street. Robert A. Day considers
it as a church for employees working in a commercial establishment, as Saint Mary Woolnoth
was open “at unusual hours so that the members of the financial community may be refreshed
in any spiritual dryness that may visit them” (Day, 1965, p. 289).

St. Magnus the Martyr represents the opposite of St. Mary Woolnoth. In “The Fire
Sermon” it astonishes the reader with dazzling grace: “Where the walls / Of Magnus Martyr
hold / Inexplicable splendour of Ionian white and gold”. Robert Day notices that white and
gold are liturgical colors and remind us of Easter and the joy of the believers (Day, 1965, p.
290). It is also symbolic that the church of St. Magnus the Martyr is built on Lower Thames
Street, near the river, while St. Mary Woolnoth is placed in a spiritually deserted area of
London. According to Jessie Weston, in the Arthurian romances the Holy Grail is kept in a
castle near the life-giving water - be it the river or sea. The lines mentioning St. Magnus the
Martyr are preceded by the scene depicting fishermen's squabble and joy. The symbolism of
the fish plays a significant role in linking two passages and forming a sharp contrast between
them. On the one hand, a fish is a symbol of life in various religious doctrines, while on the
other hand, fishermen remind the reader of the Fisher King who once lived, but he is dead in
the poem. Therefore, two churches erected on Eliot’s waste land confront each other, as St.
Mary Woolnoth represents commerciality, inner sterility and the empty chapel, whereas St.
Magnus the Martyr is associated with the vitalizing water, Easter and rejoice, however, its
liturgical white and gold have lost their function. Eleazar Meletinsky suggests, that the

mythologeme of death and resurrection paradoxically “becomes the motif of impossibility and
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refusal to resurrect” in Eliot's world turned into the waste land (Meletinsky, 2000, p. 330).
The artistic space of The Waste Land represents much more than a setting or a
metaphor for moral decline and an old, exhausted world. The poem, at first glance, consists of
disconnected fragments, "broken images”. However, the urban landscape, characters, objects
and situations are ordered in a way that creates the emotional background and arouses specific
feelings in a reader. The beginning of the third episode is an example of how Eliot brings the
theory of "objective correlative" to life. To emphasize the spiritual emptiness the author builds
up a cold and gloomy winter atmosphere of London and describes the place which is haunted

by the wind (Cf Part V - “There is the empty chapel, only the wind’s home”).

“The river’s tent is broken: the last fingers of leaf
Clutch and sink into the wet bank. The wind
Crosses the brown land, unheard.”

The poetic imagery of the unheard wind crossing the brown land composes an
inaudible cinematographic scene. An absolute silence gives the utmost dramatic effect to the
passage as the muteness concurs with a bare and bleak environment. The line can provoke the
reader's unintended attempt to imagine the depicted visual image accompanied by the audible
wind. Portrayed vacant lots and dead trees without leaves create the severe image of the empty
city where nothing is expected. Eliot uses the word "nothing" several times in the poem. As
well as there is no seed found in the barren land that can be fertilized, correspondingly,
complete desolation conquers the characters' inner and surrounding worlds. Therefore, two
planes, inner and outer, intertwine as one dimension. (C£ I chapter - “I knew nothing”, II
chapter - “You know nothing? Do you see nothing? Do you remember / Nothing?”, III chapter
- “I can connect / nothing with nothing”, “My people humble to expect / Nothing”). The
passage depicting despair is followed by an excerpt from Spenser's Prothalamion, which in
contrast describes an idyllic summery day. Apart from the general perception of summer as a
lively season, whereas winter is harsh and associated with death, winter scenery of the poem

is closely connected with the eschatological beliefs of various cultures. According to Norse

mythology, three successive winters, without intervening summer, preludes Ragnarok, the last
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battle of the gods. This event is called “Fimbulvetr” - great winter. Furthermore, Videvdad
narrates that the highest god, Ahura Mazda, punished humanity with freezing cold and frosty
winter for their sins: “Over bad humanity ... winter will come, and with them the strong
ruinous frost ... so that the flying clouds will bring lots of snow” (Oettinger, 2013, p. 170).
Thus, the description of the wintry landscape foresignifies eschatological events in the poem.

The following winter evening scenery is set in a filthy and mouldy district near the
gashouse, supposedly inhabited by the lower class of society. Aside from a protean narrator's
diverse voices, city noises are heard that resound as the rattling of the bones and chuckling of
dead bodies. The narrator is fishing, but instead of rivers mentioned in the Grail legends, near
them the holy grail is kept, water runs through “the dull canal” of the city. The unpurified
water emphasizes once again that it has lost its vitalizing power.

Meeting with the Smyrna merchant Eugenides, the prototype of the one-eyed
merchant depicted on Madame Sosostris's tarot card, develops the topic of sterile sexual
encounters. In this passage, the artistic space of the poem focuses yet another symbolic, urban
setting. The narrator is propositioned by Mr. Eugenides for a homosexual liaison symbolized
by the Cannon Street Hotel and the Metropole. Having had a notorious reputation for dubious
gatherings, both places represent the hollowness and perversion of sex (Hargrove, 1978, pp.
74-75). While Madame Sosostris is telling fortune, the reader finds out that the one-eyed
merchant hides a blank card behind his back. The blankness of the card symbolizes one of the
foremost subjects of the poem: the spiritual vacancy of a modern city dweller.

The exterior of the city is temporarily changed by the interior spaces. It is noteworthy
that passages from "A Game of Chess" and "The Fire Sermon" thoroughly describe room
interior and atmosphere, but there are no descriptive details of the typist and the woman
surrounded by exquisite furnishings. Mentioning women's hair in both cases is an exception
(Cf. I Chapter - the hyacinth girl's wet hair). By covering the characters' features, they become
a part of a faceless crowd, a description of whose personal appearance has no essential meaning.
These two scenes are interconnected by the existence of stairs in the rooms. The young man
carbuncular descends the stairs: ,,And gropes his way, finding the stairs unlit. . .“. These

descending stairs connote the negative spiritual effort of a visitor of the typist’s room. The
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narrator walks into a wealthy woman's boudoir through the stairs as well: “Footsteps shuffled
on the stair®. All things deny nature here, as Hugh Kenner points out. The fruited vine leaves
are carved in metal, Cupidon - in gold. The air is filled with the odour of synthetic perfumes.
The aquarium is empty and only a carved dolphin, an ancient symbol of fertility, creates an
imitation of swimming. There is no sunlight, but "the flames of sevenbranched candelabra" in
the room. While discussing the chess symbolism of the episode, Hugh Kenner observes that
according to the general rules, the game is led by the Queen and pawns, while the weakest
and most passive figure on the board is the King that remains in a passive state in this episode
as well and does not answer the woman's questions. However, "the fate" of the game in the
opening passage of “The Game of Chess” depends on the welfare of the narrator, the King
(Kenner, 1959, pp. 152-153). This is one of the connecting dots between the poem and the
myths of fertility, in which the Fisher King is that fragile figure, whose weakness leads to the
ravaging of the land. As Nancy Hargrove remarks, by recalling the Greek myth of Tereus and
Philomela in “A Game of Chess”, narrating the cutting out of Philomela’s tongue by King
Tereus, The Waste Land suggests “the inability of the old fertility myths to speak to the modern
world” (Hargrove, 1978, p. 71).

A garden is also a significant locus in 7he Waste Land. For the first biblical humans,
the garden was the primary microcosm, a place of knowledge. The very first associations
related to it are innocence, serenity and gullibility. Eliot chose the garden as a literary topos
of several passages of the poem. It is also an implied space in “A Game of Chess". A picture
placed above the mantel in the wealthy lady's room is compared to the window depicting the
sylvan scene that in its turn can be considered as an allusion to Paradise Lost by John Milton
and Eden garden. The picture portrays not Edenic idyll of harmony, but, in contrast, the
violence of the Tereus and Philomela myth. In "The Burial of The Dead" the narrator and the
hyacinth girl meet each other in the garden in the month of April. The hyacinth girl's wet hair
and arms full of hyacinths resemble her mad Ophelia with flowers who drowns herself in the
water. In her desperate monologue distracted Ophelia sings: “There’s rosemary, that’s for
remembrance; pray, love, remember: and there is pansies, that’s for thoughts (Shakespeare,

1994, 4.5.172-173). The hyacinth girl means to say the same as Ophelia's fears come true in
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Eliot’s poem: What possesses the narrator is complete oblivion and inner emptiness ("I was
neither living nor dead, and I knew nothing®).

Edenic serenity and harmony are replaced with the silence, indifference and half-dead
condition in the garden of 7he Waste Land. While discussing the Hyacinth garden, Jewel
Brooker notes that in the original draft of the poem in response to the woman’s question (“Do
you remember / nothing?“) the narrator answers: “I remember / The hyacinth garden”. The
phrase was cut out from the final version of the poem. Also, in Facsimile drafts woman’s
question: "What are you thinking about?* was followed by “I think we met first in rats’ alley”.
Afterward, the stanza was replaced by “I think, we are in rats’ alley”. As Brooker observes, the
change from “we met first in” to “we are in” rat’s alley emphasizes the interweaving of the
hyacinth garden and the rat's alley as the narrator considers that they are and always have
been walking on the rat's alley. Thus, the hyacinth garden transforms into the rat's alley
(Brooker, 1990, pp. 107-108). It is interesting that in Greek mythology the discus thrown by
Apollo hit Prince Hyacinthus, the son of the Spartan King Amyclae, wounded him fatally and
a hyacinth grew from the place where his blood spilled. According to James Frazer, a flower
grown after death of the divine hero represents a herald of spring and resurrection. Therefore,
the use of capital H in “Hyacinth garden” denotes revival after death. In Eliot's garden, on the
contrary, the reader predicts the death of the hyacinth girl that resembles the death of Ophelia.
On the other hand, the narrator is half-dead: “I was neither / Living nor dead”. By placing
contrastive images of mythologized past and modern decrepitude on the literary diptych of
the poem Eliot creates “anti-myth" in 7he Waste Land. There is no moral ideal in the modern
waste land - the god is dead, and the search for the Grail, the symbol of man’s search for
spiritual truth, has become a futile abstraction. In the city, where unending consumeristic
needs reign, every attempt to restore spiritual integrity with divinity is doomed.

The passage addressed to Stetson is a demonstration of how vegetation myths turn into
“anti-myths” of sterility and inability to resurrect in the urban waste land. Like Dante
recognizes an acquaintance among the shadows in Inferno: “When some among them I had
recognised” (Canto III, Line 58), the narrator meets Stenson in the crowd walking on the

London bridge. The dead body buried in the garden that can bloom in spring is a metaphor for
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the vegetation god risen from the dead. Supposedly, the missing card of the hanged man from
Madame Sosostris's tarot, so-called Frazer's "hanged god", symbolizes the dead body buried by
Stenson. Thus, the symbol of fertility - the garden - becomes the place where the dead god
dwells. It represents an image of infertility and the dead god's sarcophagus.

Nancy Hargrove comprehends an indirect affirmation of the garden serving as an
infertile land in "The Fire Sermon". Nevertheless, Eliot does not describe the garden scenery
in the third part of the poem, the reader discovers the implied garden setting in the episode.
She refers to the large parks of Richmond and Kew located on the banks of the Thames. Both
are famous for their beautiful settings, especially Kew with its botanical gardens. “Richmond
and Kew undid me.” - this is how the Thames daughter describes her sexual experience.
Ironically, this idyllic, Edenlike scenery symbolizes humans' lust and sterile relationships
rather than innocence and fertility (Hargrove, 1978, p. 78).

The symbolism of the garden also appears in "What the Thunder Said" which conveys
the narrator's afterlife transcendental experience. The reader hears two voices in the final part
of the poem: one is the narrator’s and the second is the voice of the thunder. The narrator's
voice is still polyphonic. He represents Christ's apostle, a hero seeking the Holy Grail and the
Fisher King himself. Symbolically, the beginning of the fifth part describes the ending of
Christ's earthly life. It starts with the reminiscence at night before Christ's crucifixion and
ends with his tortured death. Christ spent the night before his crucifixion with his three
apostles in the garden of Gethsemane, which represents a symbolic locus in its turn. If a human
sinned for the first time in Eden, the garden of Gethsemane is the place Christ started the trail
of Golgotha to atone for mankind's sins. The first two lines of “What the Thunder Said” directly
refer to the Hyacinth garden: “After the torchlight red on sweaty faces / After the frosty silence
in the gardens”. Therefore, Gethsemane and Hyacinth become linked to each other. The frosty
silence recalls the narrator's silence in the Hyacinth garden: “I could not / Speak, and my eyes
failed”. The narrator’s muteness refers to the treachery of love. On the other hand, as stated in
the Gospel of Mark, Christ asks his apostles to pray with him in the garden of Gethsemane.
However, they do not understand the major importance of praying at the night before Christ’s

crucifixion and sleep falls upon them. The disciples do not know what to say when Christ finds

27



them sleeping and are silent in response to him. Nancy Gish notes that the silence fell in the
Hyacinth garden representing the denial of humane love transforms into the betrayal of divine
love in the garden of Gethsemane (Gish, 1988, p. 92).

An allusion to Gethsemane also associates with the element of water and reminds the
reader that the biblical garden is located at the foot of the mountain, near the Gihon spring of
the Kidron Valley. The search for the water begins from the following passage of “What the
Thunder Said”. Meanwhile, the landmark of the poem - the garden - is followed by its opposite
- the desert land. Apart from being the metaphor for the spiritual emptiness of the modern
world, the desert can be also considered as a symbol of recurrence: the creation of the city
from “non-being”, the vast nothingness, should end with ineluctable destruction and utter
desertion. Thus, like the desert represents a potential city, the city of 7he Waste Landis bound
to be a desert again.

The setting of the desert land perfectly communicates the vanity of the quest heroes'
journey. The arid and barren land becomes the delusive landscape, and the boundless desert
creates a mirage. The narrator raises a question: “Who is the third who walks always beside
you?”. A stranger hooded in a brown mantle walks with the two companions in the desert.
Eliot identifies the unknown figure as the resurrected Christ, who could not be recognized by
his two disciples on the road to Emmaus. The stranger is like a shadow, an optical illusion
caused by the delusive setting of the desert land. These lines refer to the prophecy of Madame
Sosostris. The fellow travellers walking in the desert are not able not only to communicate
with the vanished god, “the Hanged Man”, but even recognize him.

The artistic time finds a quite interesting representation in 7he Waste Land. By giving
the voices to the prophets and oracles (Ezekiel, Tiresias, The Sibyl of Cumae) and clairvoyant
(Madame Sosostris) in the poem, Eliot brings in the perception of the future time and gives the
reader ability to foresee the immediate future. Madame Sosostris and Ezekiel warn the reader
about the forthcoming death. The Sibyl of Cumae, “fear in a handful of dust” symbolizes a
horrific image of death and the inability to renew. Tiresias, who witnessed the creation and
destruction of Thebes, confirms he knows what will happen: "And I Tiresias have foresuffered

all / Enacted on this same divan or bed; / I who have sat by Thebes below the wall / And walked
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among the lowest of the dead.” As the oracles, both The Sibyl of Cumae and Tiresias represent
the past and present along with the future. In 7he Waste Land Tiresias to some extent
embodies Eliot's hypothesis of “the ideal order of myth". “The historical sense involves a
perception, not only of the pastness of the past, but of its presence”, states Eliot in his essay
“Tradition and the Individual Talent” and thus urges the reader to perceive the entire literary
tradition as a simultaneous system (Eliot, 1920, p. 44). Eliot gives Tiresias a binary perspective,
therefore the mythological oracle gains a vision of the past and future through the present
moment. As Jewel Brooker remarks it is necessary to mention P. H. Bradley's concept of the
Absolute while discussing the character of Tiresias. In contrast to Hegelian Absolute connoting
a metaphysical substance, Bradley considers the Absolute to be the sum of experiences. Tiresias
gains an experience of several realms of being. The same can be said about the Cumaean Sibyl.
In the Aeneid she can envision Rome's past and future in a single picture, she can move from
this world to Hades and thus be aware of both worlds belonging to life and death. As Brooker
points out, “Mythic seers have a binary perspective; that is, they enjoy both a mythic and a
relational mode of knowing and being and, moreover, enjoy both at once. They can see from
the inside, part to part, but also from the outside, part to whole” (Brooker, 1990, pp. 47-53).
Tiresias and the Sibyl construct to a great extent the artistic time of the poem, which represents
an extended present moment of dying mixing memory and desire, the past and future. As Eliot
says, Tiresias is the central figure “uniting all the rest... What Tiresias sees, in fact, is the
substance of the poem”. If Tiresias represents “the all-gathering memory”, as Grover Smith
refers to him’, then he is a point where the past, present and future align. The reader should
expect Tiresias to witness the destruction of many other cities as he was the one to see the rise
and fall of Thebes. This is exactly what happens in the fifth part of the poem: “Falling towers
/ Jerusalem Athens Alexandria/ Vienna London”. In the final chapter, the narrative takes place
in a timeless dimension, where chronological time abolishes. Thus, the narrator's rhetorical
question: "What is the city over the mountains / Cracks and reforms" conveys the image of
every city mixed with a mirage of the desert.

As Eleanor Cook notes in her essay “T. S. Eliot and the Carthaginian Peace” Eliot’s city

%> Smith, G. (1971). T.S. Eliot’s Poetry and Plays. Chicago: The University of Chicago Press, p. 67
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can be identified as the centre of the poem, It also represents Rome - the centre of an empire
and Jerusalem - the center of the world (Cook, 1979, pp. 341-342). Besides, Cook mainly
focuses on Rome — the eternal city: “I think that the poem focuses on one prototype for
London, and that the prototype is Rome” (Cook, 1979, p. 2). Charles Martindale refers to 7he
Waste Land as “the ruin poem" in the essay “Ruins of Rome: T. S. Eliot and the Presence of the
Past”. A ruin manifesting decay, transience and weakening and destroying power of time, can
also be perceived as “the site of recovery” (Martindale, 1995, p. 121). The double significance
and binary perspective of the ruin are perfectly conveyed by Hegel: “What traveller among
the ruins of Carthage, of Palmyra, Persepolis, or Rome, has not been stimulated to reflections
on the transiency of kingdoms and men, and to sadness at the thought of a vigorous and rich
life now departed..., But the next consideration which allies itself with that of change, is that
change, while it imports dissolution, involves at the same time the rise of a new life - that
while death is the issue of life, life is also the issue of death” (Martindale, 1995, pp. 121).

The Waste Land is a poem of broken images and the reader will find it difficult to put
its pieces together: “I can connect / Nothing with nothing”. Eliot uses mythical schemes of
fertility and death and resurrection in order to organize the created chaos. By using the
mythical patterns Eliot allows the reader to perceive clashing images of the past, present and
future simultaneously. The "anti-myth" of the poem reflects the spiritual sterility of modern
times. Thus, in accordance with Eliot's words, “the ideal order of myth" is achieved: each
character takes the place of another and in the end, all of them become the whole with the
face of everyman — Tiresias. In like manner, every river (the Tames, the Nile, the Ganges, the
Rhine, etc.), church or chapel (St. Mary Woolnoth, Magnus the Martyr, chapel perilous of the
Grail legends), garden (Hofgarten, Hyacinth, Stetson’s garden, Gethsemane, Eden) are unified
in London, which in its turn represents every other city and transforms into symbolic,
mythical topos - equivalent to the jar where Cumaean Sibyl dwells, where the time stands still

and the space represents world’s parodic model similar to the circular body of Ouroboros.
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4. Mythopoeic Image of the City in William Faulkner’s Light in August

The city, memorialized in the novels by the American modernist writer William
Faulkner, is Jefferson - the county seat of the fictional Yoknapatawpha. As Calvin Brown
argues, Faulkner’s Yoknapatawpha is really Lafayette County, while Jefferson is really Oxford
(Brown, 1962, pp. 652). In G. T. Buckley’s opinion, it is an oversimplification to identify
Jefferson with Oxford. As he points out, while creating Jefferson, Faulkner had a composite of
several small county seats of North Mississippi in mind: Ripley, New Albany, Pontotoc, Holly
Springs, and Batesville (Buckley, 1961, p. 448). After reading the novels of "Yoknapatawpha
cycle", having the same artistic space in common, it becomes clear to the reader that Jefferson
reflects not only any particular place but also the entire psychological, cultural and social
world of the American South. Jefferson is not so much a spatial-geographical reality dictating
the way of life to the southerners, but Faulkner created his own cosmos and spatio-temporal
dimension in Yoknapatawpha novels.

One of the most complex and memorable works of “Yoknapatawpha cycle” novels is
Light in August, published in 1932, the major topic of which is the fate of individuals in
conflict with the surrounding world, time and primarily with themselves.

In Light in August, the reader finds the coexisted opposing conceptual pairs and the
strict segregation between them: South and North, past and present time, different racial
categories, fatalism and freedom of choice. Faulkner modifies spatial and temporal indicators
and creates a multi-layered spatio-temporal dimension that allows the reader to look beyond
the issues raised in the novel (confrontation between geographical locales, racial inequality,
and fanatic religious beliefs) and to perceive the artistic time-space as a reconfiguring and
symbolic chronotope.

The name of the fictional county - "Yoknapatawpha" - metaphorically interpreted as a
river running slowly through flat land, gives the reader an impression from the very beginning
that Faulkner creates the chronotope different from real time and space. In the essay “The
Landscape in Light in August’ Francois Pitavy points out that the artistic space of Light in

August consists of mobility and immobility simultaneously (Pitavy, 1970, p. 265). The
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principle of synthesizing these two concepts can be considered one of the main qualities of the
artistic space-time of the novel, in which the regularities of objective reality fail.

In a paradoxical sense, Lena Grove’s movement is compared with immobility: “...like
something moving forever and without progress across an urn“ (Faulkner, 1950, p. 6).
Movement without progress and the mention of the urn reminds the reader of the poem by
John Keats “Ode on a Grecian Urn”. It can be said that Lena embodies the urn - the symbol of
eternity. From the character’s perspective, who is on the road to Jefferson, everything is still
and immobile around. She intermingles time with space. The synthesis of the two main
categories creates the image of eternity, while Lena Grove represents the epitomized
perpetuity. Her spatio-temporal perspective seems to be instinctive and innate rather than
rational and conscious.

While Lena Grove is not affected by the passage of time, another protagonist f the
novel, Gail Hightower, belongs to those intellectual characters of Faulkner who have a
different, intensified perception of the time and whom Richard Chase refers to as “ruined by
time” (Chase, 1970, p. 17). The reader finds Lena being constantly on the road and, therefore,
is associated with mother nature, the present time and the changes related to the road. On the
contrary, Gail Hightower embodies a small, unpainted, bungalow-like house, which in turn
represents staticity and the intolerability of any kind of change. Meanwhile, Hightower is
engaged in a hostile relationship against the passage of time threatening the icons of the past
with oblivion. Attachment to the past and separation from mechanical time is also
demonstrated by the fact that Hightower does not need a watch. Therefore, he is the only
character in the novel who perceives detachment from the moment of so-called objective
reality with all its essence.

A window appears as a liminal borderline that serves as a symbolic threshold, from
where the reverend Hightower can move from mechanical time and surrounding physical
space into reconfigured spatio-temporal dimension. The street, where the major event for both
character and his grandfather took place during the Civil War, becomes the sacral place. By

passive-ritual action - observing the street every night, Hightower hears the clatter of horses
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and sees the specters of the equestrians. Thus, he transfers to the night twenty years before his
birth.

The imaginary clamp of the horses’ feet heard by the character recalls the unheard
melody mentioned in Ode on a Grecian Urn. The listening to the sound is tantamount to
comprehend a moment of eternity. For that moment Hightower metaphorically dies at each
dusk:

“Heard melodies are sweet, but those unheard
Are sweeter...”

In addition, the inner sense grants him to perceive the exact period of the day without
using the watch. He anticipates the time when the mixed sounds of the organ and chants are
expected to be heard from the church. Hightower can unerringly revive every movement of
the parish in his mind. Distant voices coming from the church gradually gain strength and the
organ melody sounds louder. Poetry, music and myth become the means of evading the
tormenting reality to the character, who is aesthete by nature and the admirer of the past. The
barely audible music coming from a distance turns into a close, resonant sound and a moment
of intense pleasure. Meanwhile, Hightower transfers from “here" and "now" to "there" and
"then".

Jefferson threatens the main characters of the novel with death, though none of them
leaves the town. Joanna Burden cannot leave the graves of her father and brother. Hightower
is obsessed with the particular street and the past event that happened there. Despite the
collective demand of the town, he is not going anywhere. Interestingly, a courthouse, built in
the center of Jefferson, serves as the jail at the same time. The town clock is on top of the
building. Richard Lehan observes the symbolism of the coexistence of the prison and the clock
in the heart of Faulkner's artistic world. Faulkner represents time as jail and some of the
dwellers of the town as prisoners of history (Lehan, 2009, p. 142). It becomes obvious that
there is no way for the characters to escape from the past. Only those who are least attached
to what is already gone are able to leave the town: Byron Bunch and Lena Grove, whose past

lives are not much discussed in the novel.

33



The archetype of the road and the quest myth are primarily connected with Joe
Christmas. The character perceives the events spatially. As for his temporal perspective, the
passage of time is measured by the transition from one psychological state to another. For
example, childhood, when one’s mind begins to remember things and events, is associated
with the cold walls of the orphanage building and its corridor that represents, in its turn, one
of the frequently mentioned spatial symbols in the novel and symbolizes the path of life. While
the corridor is associated with childhood and the event related to the dietitian, which is deeply
embedded in his mind, the subsequent determining event to become a man is connected with
his foster parents’ barn, where Mr. McEachern remorselessly beats the eight-year-old Joe for
not learning the catechism by heart: "On this day I became a man" (Faulkner, 1950, p. 137).
Thus, the day of bearing the physical suffering is associated with the initiation, the transition
from childhood to manhood in the character’s memory.

Faulkner emphasizes the contrast between the characters, Lena Grove and Joe
Christmas, who are always on the road. Lena’s path which Faulkner refers to as “the peaceful
corridor” is transformed into "a thousand savage and lonely streets" for Christmas. The idea
that both time and space have become enemies for Joe is expressed by the constantly asked
questions by him concerning these two phenomena. After the murder of Joanna Burden, he
runs from Jefferson and is confused about the time. He considers orientation in time as a more
important mission than finding something to eat. Christmas tries to figure out what day of the
week it is. Exhausted both physically and mentally, he perceives dynamics and statics in the
same way: when falls, he thinks that he is still running. While running, assumes that he fell
asleep. Being in a dreamlike or weightless state, Christmas tries to orient himself in space and
queries where this or that particular road leads him. Unlike Lena, who is also a character
without a fixed abode and whose path is linear (does not look behind to the past but always
looks forward), Joe Christmas' path is fatal and cyclical.

At a first glance, fewer references of biblical, mythological, folkloric, or literary faces
and archetypal motifs can be recognized in Light in August compared to Ulysses and The
Waste Land. However, the reader finds the multi-faceted characters in Faulkner's novel as

well. The particular character may cause numerous associations, and vice versa, the specific
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biblical or mythological figure is embodied through the several characters of the novel. In this
regard, it is significant that Faulkner repeatedly uses the concept of avatar that implies writer’s
conscious use of universal, paradigmatic symbols. Interestingly, the reader finds several
anachronic “errors” that serve as the author’s aim, no particular allusion to be considered as
dominant by the reader. For example, accentuating some of the details (age, surname, etc.) in
relation to Joe Christmas seems to be Faulkner’s deliberate intention so that the reader can
easily associate him with Jesus Christ. For example, the novel emphasizes that Christmas was
33 years old when he was first spotted in Jefferson. Although three years had already passed
by the time of his murder by Percy Grimm. Since his age at the moment of the death does not
match the age of Christ's physical death. Thus, perceiving Christ’s symbolism as the dominant
hint represents the superficial understanding of Joe Christmas’ character, as Faulkner himself
declares with the anachronic inaccuracies that Christ is not the exact prototype of Christmas.
Richard Slabey considers him not so much an incarnation of Jesus as an archetypal Fraserian
figure - the mythological Adonis (Slabey, 1960, p. 330). In addition, the reader is faced with
the manifestation of the same biblical figure, Christ, in two characters simultaneously. While
Joe is associated with Christ, Byron and Lena traveling on the wagon remind the reader of
Joseph and St. Mary. Accordingly, Lena’s child symbolizes the infant Jesus as well.

As Faulkner stated, Lena Grove was not conceived as a prototype of any mythological
or biblical figure. Nevertheless, there are common features between Lena and Diana — the
mythological goddess of nature, fertility, childbirth, and hunting. The latter is often referred
to as Diana Nemorensis (Diana of the Wood) and is depicted barefoot. Lena’s last name also
directly refers to the symbol of nature. She is pregnant, walks barefoot and appears as a kind
of hunter as she searches for the whereabouts of Lucas Burch (Pitavy, 1973, p. 155).
Significantly, according to Frazer's The Golden Bough, the worship rituals for the goddess
were performed in August. Metaphorically, Lena brings light to the dreary environment of
Light in August. Therefore, the light mentioned in the title of the novel can be considered to
be Lena Grove herself. According to Michael Millgate, Joanna Barden also “has certain

characteristics in common with Roman Diana —notably her masculinity, her reputation for
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virginity, and her moon-like ebb and flow of passion as she and Christmas pass through all the
different phases of their relationship” (Millgate, 1970, p. 79).

Further interesting biblical allusions reflected in Light in August are outlined by the
literary critic Virginia Hlavsa. In his well-known prologue, John the Apostle states: "In the
beginning was the Word, and the Word was with God, and the Word was god". Hlavsa assumes
that Lena Grove, who carries the “word” of Lucas, reminisces about John’s gospel. Moreover,
in her monologues, "word" is heard many times: “I reckon me and him didn’t need to make
word promises”, “Like as not, he already sent the word and it got lost” (Hlavsa, 1991, pp. 61-
62). Besides Lena, Joanna Burden also takes the function of John the Baptist according to
Hlavsa: “Joanna, the feminine form of John, has the Baptist’s initials, she appears before ].C.,
and her head is cut off” (Hlavsa, 1991, pp. 21-22).

Both Lena and Joanna may remind the reader of John the Baptist, while Joe Christmas
and Lena’s newborn child embody Jesus Christ. Thus, Faulkner’s “mythical method” implies
to scatter the avatars of mythological or biblical figures into different characters of the novel
simultaneously. Jefferson, the main townscape of the novel, congregating each crucial event
and gathering multiple avatars epitomized in Faulkner’s characters, also embodies not a

specific place, but an avatar of the cities.
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Conclusions

1. A significant tendency of modernist literature relates to the artistic space of the work:
While the house is the setting, where all the important events take place in traditional
English literature, the locus of the modernist prose and poetry shifts from home to the
street. Thus, modernist literature focuses on the absence of a private space where one
could have been separated, alone with him/herself. Home is no longer the clearly
demarcated place of the works of James Joyce, T. S. Eliot and William Faulkner. Their
characters are primarily presented on the road, co

2. is no longer the clearly demarcated place of the works of James Joyce, T. S. Eliot and
William Faulkner. Their characters are primarily presented on the road, city streets and
other exterior urban places.

3. Modernist urban literature aims not to merely describe the urban environment and create
its naturalistic picture but:

e Urban life inspires and feds the works of the modernist authors;

e Joyce, Eliot and Faulkner make use of the forms of expression dictated by the global
and dominant environment of the metropolis that urge writers and poets to create the
image of the city as a living and dynamic organism;

e Urban setting becomes the protagonist in modernist literature. The settings of Ulysses,
Preludes, Rhapsody on a Windy Night, The Waste Land and Light in August are not
merely the realms where the action takes place but they become the resuscitated
substances.

e Modernist authors transform particular cities into “atopical topographies” and
mythopoeic spaces.

4. Joyce’s, Eliot’s and Faulkner’s conscious use of the “mythical method” serves as an artistic
means to universalize what is particular. The new approach of the modernists to the
paradigmatic models creates a new artistic phenomenon in literature. The use of the
"mythical method" implies not imitation, but the rebirth of the particular anew.

5. The modernist chronotope tends towards spatialization. The spatial perspective is based

on the principle of simultaneity, which implies finding the interconnection of chaotically
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confused objects and events. Furthermore, spatial perspective aims to connect the

chronotope of the literary work with the mythical time-space and to perceive their

inseparability from each other. Joyce describes the simultaneous events that occurred in
different places of the city in Ulysses. Eliot also finds the urban setting appropriate, an

"objective correlative" to vocalize many different voices in 7he Waste Land. As a result,

both Dublin and London become the topoi, congregating everything simultaneously.

The artistic space of Light in August consists of mobility and immobility simultaneously.

The principle of synthesizing these two mutually exclusive concepts can be considered

one of the main qualities of the mythopoeic chronotope of the novel.

The different spatio-temporal perspective of the characters in Light in August mainly

determines creating the reconfigured spatio-temporal dimension where the regularities of

objective reality fail. To Lena Grove, time is a concept measuring distance. Meantime, the

reader compares her movement to immobility that, in its turn, makes the character a

symbol of eternity. The passage of time is measured by the transition from one

psychological state to another for Joe Christmas. Major transformative life events are
predominantly associated with the spaces sharply embedded in his mind. Gail Hightower
considers music/chanting and fusion to the past as the instruments of the "destruction" of
physical space and mechanical time. It reminds the reader of the conception of Levi-

Strauss related to the means of escape from the flux of time - Mythos and Melos.

Multifaceted characters and multi-layered mythical situations create mythopoeic

chronotope in modernist literature:

e Ulysses becomes Joyce’s Metamorphoses. The repetition of the motif of
Metempsychosis in Ulysses seems to suggest that Bloom's memory is the same as
plasmic memory. Lots of invisible threads from Bloom's character go back to the past,
to historical or fictional characters.

e Prophets are the central figures of The Waste Land. Tiresias, who witnessed the
creation and destruction - the entire life circle of Thebes, actualizes the topic of the

cyclical time in the poem, while the Sibyl of Cumae, who can move from this world
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9.

10.

11.

to Hades in Aeneid, enacts the main mythopoeic quality in the poem: to transmit the
reader through London to every city of the world.

e Faulkner repeatedly uses the concept of avatar in Light in August. Jefferson, the main
townscape of the novel, concentrating on each crucial event and gathering multiple
avatars epitomized in Faulkner’s characters, also embodies not a specific place, but an
avatar of the cities.

The close connection between the city and its dwellers represents one of the main
characteristics of modernist urbanist literature. The relation is specifically conveyed in the
discussed poems and novels of Eliot and Faulkner. The characters of their works symbolize
multiple artistic spaces (road, street, hotel, dull canals, churches, gardens, etc.) and attain
their features as if the characters’ fate was connected with these places.

A mutual feature and a favorable aspect to create a universal topos in the discussed works
of modernist literature can be seen in homeless and rootless characters (Ulysses, Light in
August), and the anonymous characters lacking individuality (Preludes, Rhapsody on a
Windy Night, The Waste Land). Such "everyman and noman" characters, whose roots are
everywhere and nowhere at the same time, furtherly legitimize the perception of the
mythopoeic chronotope in the discussed novels and poems.

The city is represented as a palimpsest. Modernist prose and poetry attain the features
characteristic to archaeology suggesting that there is something new beneath every layer
of the earth awaiting discovery. The technique reflects the simultaneity of the past and

the present.
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