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AND MAKER MATES WITH MADE:

WORLD AND SELF-CREATION IN ERIUGENA AND JOYCE 

Thomas A. Carlson, University of California, Santa Barbara

The following passage concludes Jorge Luis Borge's two-page text titled "Everything and Nothing": 

History adds that before or after dying he found himself in the presence of God and told Him: "I who have been so many men in vain want to be one and myself."  The voice of the Lord answered from a whirlwind: "Neither am I anyone; I have dreamt the world as you dreamt your work, my Shakespeare, and among the forms in my dream are you, who like myself are many and no one."

A God of the whirlwind (chaotic, incomprehensible) realizes himself both as many and as no one in and through the world that he dreams--wherein likewise the modern playwright and poetic genius, an image of the creative (and incomprehensible) God, realizes himself both as many and as no one in and through the work that he dreams (wherein we can imagine that there appears a God...).  With astounding economy, Borges articulates here the theme that I want to develop (less economically) in what follows: the polyonymous anonymity of the human reflects perfectly (because abysally) the polyonymous anonymity of the divine insofar as both the human and the divine would realize themselves in and through a creation that is also self-creation.  In both cases the "subject" of such creation assumes any and every identity to the degree that it finally ignores or dissolves any identity--and vice versa.  From this perspective, self-creation would imply a mystical foundation of unknowing according to which the self-creative subject is fundamentally absent in the act of its self-creation.
  


This theme arises in light of recent and ongoing discussion concerning the relation between "negative" (or "apophatic") and "mystical" theologies, on the one hand, and, on the other, the tendencies of late modern or postmodern philosophy (especially post-Heideggerian and post-structuralist).  I have argued elsewhere
 that the current fascination among philosophers and theorists with largely medieval traditions of mystical and negative theology must be understood in relation to a kind of "negative anthropology" that haunts postmodern thought: the negative forms of language surrounding the ineffable God of Dionysian traditions (from Pseudo-Dionysius through Eriugena to Meister Eckhart, Nicholas of Cusa, and so on) resonate significantly with the negative forms of language today surrounding finite, mortal subjectivity and the experience of "unknowing" in all its various figures (above all "Being-toward-death" and "the gift," but also desire, love, justice, decision,  etc.).  Within this context, the language and experience of unknowing would signal a critique or rejection of the active and self-grounding subject who dominates the modern thinking that begins with Descartes' formulation of truth as certitude and reaches its height in Hegel's absolute knowing; the alternative model of subjectivity that emerges within current discussions of negative and mystical theology insists on the radical passivity and receptivity out of which subjectivity would first be called--and here these discussions are tied intimately to a fairly constant philosophic heritage, from Heidegger through Levinas and Derrida to Marion.  Granting the necessity and productivity of this emphasis on passivity and receptivity within current understandings of the subject, however, and granting likewise the powerful connections to be made between such understandings and the deeper traditions of negative and mystical theology, one should not allow the emphasis on passivity to obscure the decisive role of self-creation both within the traditions of mystical and negative theology and within certain lines of postmodern thought.  I therefore aim here to open a discussion of self-creation by addressing its role both in a figure pivotal to the history of negative and mystical theology in the West (John Scotus Eriugena, for whom, as Borges indicates, "all our history is merely an extended dream of God's, one which eventually devolves on God"
) and in a figure decisive to any understanding of late modern or postmodern thought and culture (James Joyce, whom Borges rightly places alongside Eriugena within a single line of Irish genius that "extends itself," as Umberto Eco puts it, "to the limits of reason, always on the border of provocation and fragmentation"
).  A comparison of these figures, I believe, will help to demonstrate and elucidate a quasi-mystical dimension in the culture today where we must ceaselessly--and above all technologically--create and recreate ourselves while fully comprehending neither who we are in creating nor who we are as created. 

***

"The first troubling voice of medieval Neo-Platonism" (Eco, 78), and at the same time strikingly modern in his thinking,
 John Scotus Eriugena (ca. 810-877) arises here as pivotal because he establishes for the Western mystical traditions the essential interplay of apophatic theology and apophatic anthropology within a mystical conception of the cosmos.  In doing so, he synthesizes and develops the important anthropological insight of the fourth-century Cappadocian Gregory of Nyssa (ca. 335-ca. 394), according to whom the human subject created in the image of an incomprehensible God is likewise incomprehensible to itself,
 and the cosmic vision of the late fifth-century father of mystical theology, Pseudo-Dionysius, according to whom the mystically unknowable God assumes all names and no name insofar as he both reveals and conceals himself through all of creation.  By means of this synthesis Eriugena will arrive at a radical and very powerful theological (and anthropological) innovation: the unknowable God who both reveals and conceals himself throughout the creation in which he realizes himself remains at the same time, ultimately, incomprehensible to himself--just as the human subject created in that God's image is both self-creative and incomprehensible to itself.  A brief discussion of Eriugena's system will help to fill out the ground and significance of this innovation, to which in turn we will relate Joyce's vision in Finnegans Wake.       

The core dialectic of Eriugena's masterwork On the Division of Nature (or the 

Periphyseon
) recapitulates Dionysius' Christian version of the Proclean scheme of procession, return, and remaining (prohodos, epistrophé, moné).  According to that dialectic, the super-essential cause of all things moves through all things as immanent to them and stands beyond all things as transcendent of them.  As cause, the divine is all in all--and so addressed, metaphorically, by affirmative or kataphatic theology (P, I, 458B), but as super-essential, the divine is nothing in anything--and so most properly addressed by negative or apophatic theology (P, I, 458A-B).  As in later thinkers such as Meister Eckhart (c. 1260-1327) and Nicholas of Cusa (1401-1464), this dialectic of immanence and transcendence seeks to indicate that God, who is both all in all and nothing in anything, named infinitely and infinitely nameless, illuminating all and beyond all in a brilliant darkness, is finally distinct by his indistinction, different thanks to his indifference--absent in his very presence.  

In his innovative treatment of this dialectic, Eriugena argues not only that the divine "is all things as the Cause of all things" but indeed that the divine creates itself in and through all that it creates:
 "God is the maker of all things and is made in all things" (P, III, 682D).  For Eriugena, this self-creation of the divine--and it alone--gives the subsistence of creatures: "For when it is said that it creates itself, the true meaning is nothing else but that it is establishing the natures of things [nisi naturas rerum condere].  For the creation [creatio] of itself, that is, the manifestation [manifestatio] of itself in something, is surely that by which all things subsist [omnium existentium profecto est substitutio]" (P, I, 455A-B).  Creation itself, then, the whole of the intelligible and sensible world, is for Eriugena God's own self-creation and self-manifestation.   

Thus, interpreting the cosmic dialectic of divine immanence and transcendence as divine self-creation, Eriugena, like Dionysius, can see all of the cosmos as an infinitely varied showing or appearance of God.  Just as the Scripture in which God reveals himself opens way to an endless variety of possible readings, where one meaning leads to the next within an endless exegetical transitus toward the absolutely simple and inaccessible source of all meaning,
 so the cosmos offers an endless multiplicity of theophanies that can be read (P, III, 679A) to show the invisible God from as many different angles as there are holy souls to desire God's appearance (see, e.g., P, I, 448C-D).  Indeed, as Dermot Moran suggests, Eriugena's theo-cosmic perspectivalism already signals the "infinity of worlds" that will often be associated (as in Joyce) with Cusa and Giordano Bruno and often be taken to mark a break between the late medieval and early modern visions.
 

Within this theophanic play of the cosmos, where God's self-manifestation is actually self-creation, Eriugena emphasizes, further, the fundamentally co-creative interplay between Creator and creature: "we ought not to understand God and the creature as two things distinct from one another," Eriugena insists, "but as one and the same.  For both the creature, by subsisting, is in God; and God, by manifesting Himself, in a marvelous and ineffable manner creates Himself in the creature" (P, III, 678C).  Much like Hegel, though with an apophatic intention that is deeply absent in Hegel, Eriugena insists that God realizes himself in and through the creature, just as the creature finds its subsistence in God; God achieves self-consciousness in and through the creature's consciousness of God.
  It is in these dynamic, co-creative terms that "the Creator of all things" is "created in all things"
--which means that every creature is at bottom a paradoxical theophany, from the celestial essences down to the very last bodies of the visible world (see P, III, 681A-B).  All of creation offers a field of luminous appearance that makes manifest the inaccessible darkness of the super-essential (see, e.g., P, III, 681B).
  

Operating according to the paradox of God's brilliant darkness, wherein the invisible becomes visible, the theophanic in Eriugena follows the Dionysian logic of "dissimilar similarity," and thus it proves equally theocryptic:

For everything that is understood and sensed is nothing else but the apparation of what is not apparent, the manifestation of the hidden, the affirmation of the negated, the comprehension of the incomprehensible, the utterance of the unutterable, the access to the inaccessible [...] the visibility of the invisible, the place of that which is in no place, the time of the timeless, the definition of the infinite, the circumscription of the uncircumscribed [...] (P, III, 633A-B; see also P, III, 678C).

In sum, the theophanic self-creation of God constitutes a movement from the transcendence of super-essential Nothingness, which is absolutely simple and incomprehensible, into the manifold immanence of all created things, which can be known; that immanence, however, is always an immanence of the transcendent, and it can therefore ultimately signal only the impossible appearance of the inapparent--the limited and knowable determinacy of God's absolutely unlimited and unknowable indeterminacy.
  

Eriugena elucidates the logic of this theophanic self-creation, where the something of creation, which we can know, issues from the self-negation of the divine Nothingness, which we cannot know, through the "example" of our own human nature--and at this point, the indispensable anthropological dimension of Eriugena's theological project becomes clear:       

For our own intellect [intellectus] too, although in itself it is invisible and incomprehensible [invisibilis et incomprehensibilis], yet becomes both manifest and comprehensible [et manifestatur et comprehenditur] by certain signs [signis] when it is materialized in sounds and letters and also indications as though in sorts of bodies; and while it becomes externally apparent in this way [et dum sic extrinsecus apparet] it still remains internally invisible [semper intrinsicus invisibilis permanet], and while it breaks out into various figures comprehensible to the senses it never abandons the incomprehensible state of its nature; and before it becomes outwardly apparent it moves itself within itself; and thus it is both silent and cries out, and while it is silent it cries out and while it is crying out it is silent; and invisible it is seen and while it is being seen it is invisible; and uncircumscribed it is circumscribed, and while it is being circumscribed it continues to be uncircumscribed [...] (P, III, 633B-633C).

The theophanic God, who through self-creation makes manifest his uncreated invisibility, is mirrored in the human intellect, which, in itself indefinite and invisible, defines and shows itself through its self-expression, all the while remaining indefinite and invisible.  In both cases, Eriugena signals the incomprehensible ground of creativity itself, a mystical foundation of unknowing out of which creation would spring.

Of course, this human example is not simply an example, since it is grounded in Eriugena's understanding of the human subject as incomprehensible image of the incomprehensible God.  While every creature in Eriugena constitutes an appearance of God (or a theophany), the human creature alone constitutes an image (or imago) of God--and it constitutes an image of God not simply to the degree that the human intellect, like the divine, becomes self-conscious in and through its own self-expression but, even more, insofar as the human intellect, again like the divine, ultimately proves through that very self-consciousness--or in the deepest ground of that self-consciousness--to be incomprehensible to itself.
  The human image of the divine is distinctive in that it is both self-conscious and incomprehensible to itself, or incomprehensible in that self-consciousness.  Eriugena's apophatic anthropology, insisting on the incomprehensible image of the divine in the human, comes to play a decisive theological role, therefore, since in knowing the deepest incomprehensibility of the human, we come in fact to know the true incomprehensibility of God.  In both cases, such incomprehensibility is at the same time the very ground of self-consciousness, for it is the incomprehensibility of a Nothingness which is the ground of that creation in and through which alone self-consciousness is realized.

Here, Eriugena's apophatic anthropology complements his apophatic theology: neither God nor the human subject created in His Image can comprehend what they themselves are--even as they achieve, through their own self-creative self-expression, a self-conscious awareness that they are: 

For the human mind [mens] does know itself [et seipsam novit], and again does not know itself [et seipsam non novit].  For it knows that it is [quia est], but does not know what it is [quid est].  And, as we have taught in earlier books, it is this which reveals most clearly the Image of God to be in man [maxime imago Dei esse in homine docetur].  For just as God is comprehensible in the sense that it can be deduced from His creation that he is, and incomprehensible because it cannot be comprehended by any intellect whether human or angelic nor even by Himself [nec a seipso] what He is, seeing that He is not a what but superessential [quia non est quid, quippe superessentialis]: so to the human mind it is given to know only one thing, that it is--but as to what it is no sort of notion is permitted it (P, IV, 771B).

As becomes clear in this passage, Eriugena wants to insist not only that the human cannot comprehend God, nor even simply that the human created in the image of the incomprehensible God is itself incomprehensible--but also, in full consistency with these first two principles, that even God finally cannot comprehend himself.
  In light of such thoroughgoing divine ignorance Eriugena can insist that "the human mind is more honored in its ignorance than in its knowledge" (P, IV, 771C)--for in that ignorance above all the image of the divine in the human achieves its perfection.  And so it is that "the ignorance in it of what it is is more praiseworthy than the knowledge that it is, just as the negation of God accords better with the praise of His nature than the affirmation..." (P, IV, 771C). 

Eriugena's apophatic celebration of ignorance here--both theological and anthropological--is intended to mark the manner in which both the divine and human substance ultimately exceed or transcend all ten of the categories or "predicables" delimited by that "shrewdest of the Greeks," Aristotle (P, I, 463A).  One of those categories, however, assumes a particular importance: that of place, locus, or topos (and its twin, time).  In seeking to articulate the excess of the divine and its image over the categories, Eriugena emphasizes above all the impossibility of locating either the divine or the human substance, and he does so because it is above all locus that marks the kind of limitation, circumscription or definition that alone make knowledge (or discourse) possible: "the Divine Likeness in the human mind is most clearly discerned," Eriugena insists, when it is "not known what it is"--precisely because "if it were known to be something, then at once it would be limited by some definition, and thereby would cease to be a complete expression of the Image of its Creator, who is absolutely unlimited and contained within no definition [qui omnino incircumscriptus est, et in nullo intelligitur], because He is infinite, beyond all that may be said or comprehended, superessential [quia infinitus est, super omne, quod dicitur et intelligitur, superessentialis]" (P, IV, 771C-D).  The super-essential God who remains beyond all that can be spoken or understood is a God beyond the definition or circumscription of any place (or time); indeed, he is for Eriugena the placeless place of all places, "present to all things by his immeasurable circumambience of them" (P, I, 523B)--and thus in that very presence to things beyond all things to which it is present.
  Since knowledge for Eriugena implies the definition or location of the object known, the unknowable God and its human image alike stand beyond all location.

At the same time, such definition or location is the very condition of all creation.  Thus, insofar as self-creation implies definition or location, even as it issues from--and returns to--a nothingness that cannot be defined or located, we can see in the movement of self-creation an interesting intersection between self-awareness and ignorance of self.
  That is: the creative intellect (human or divine) must define or locate that which it--only thereby--comes to know, and in that which it comes to know it achieves its own self-consciousness or self-awareness, its subsistence; at the same time, however, the same creative intellect necessarily exceeds or stands beyond that which it creates, and to that degree it remains beyond all location and thus incomprehensible--even to itself.  The ground of definition and knowledge is itself indefinable and unknowable.    

This interplay between the self-consciousness and self-ignorance of creative intellect, between knowable creation in all its multiplicity and the unknowable simplicity of creation's ground, comes to light most forcefully in Eriugena where the divine and the human are most essentially united--in the Word of God as Reason or Cause of the universe: 

The Word of God is the creative Reason and Cause of the established universe, simple and in itself infinitely multiple; simple, because the universe of all things is in Him an indivisible and inseparable One, or rather the indivisible and inseparable unity of all things is the Word of God since He is all things; and not unreasonably understood to be multiple because He is diffused through all things to infinity, and that diffusion is the subsistence of all things.  For He spreads mightily from end to end and sweetly disposes all things.  Also in the Psalm: "His speech runneth swiftly." By "speech" (sermo) the prophet meant the Word (verbum) of the Father which runs swiftly through all things in order that all things may be.  For its multiple and infinite course through all things is the subsistence (subsistentia) of all things (P, III, 642C-D).

As the self-expression of God, the Word creates all things and is created in all things (P, III, 646C); it is the creative Wisdom (sapientia creatrix) of the Father (P, III, 646A) whose providence "...proceeds into all things and comes into being in all things and contains all things, and yet because of its pre-eminent self-identity it is not anything in anything through anything, but transcends all things..." (P, III, 644D).  The core Eriugenian dialectic of immanence and transcendence here comes to expression through the Word that is the center of God's self-expression: the God who as Word runs through all things and is their subsistence at the same time remains transcendently simple in Himself.  As beginning, middle, and end of all things, the Word is both creative and salvific ground."

Now, in this understanding of the Word as that which "runs" through all things so as to make them be and bring them back into God, Eriugena is alluding to one of two etymologies that he invokes elsewhere to articulate the meaning of the Greek name for God: if theos derives from the verb theô, or "I run," he reasons, then it articulates the sense in which God "runs throughout all things and [...] by His running fills out all things, as it is written: 'His Word runneth swiftly'" (P, I, 452C); if theos derives from the verb theorô, "I see," then it articulates the sense in which God "sees in Himself all things that are [while] He looks upon nothing that is outside Himself because outside Him there is nothing" (P, I, 452C).  The God who "runs" through all things to make them be is also the God who creates and sustains all things by seeing all things in himself--and himself in all things.  As maker and made, seer and seen (P, III, 677C), the God who expresses himself through his Word is at once most present and most hidden, all things in all and nothing in nothing (P, III, 668C).  The ineffable intellectual light present to all but contained by none, He is, in short, the placeless "place of all places" that can be defined neither by itself nor by any other intellect, the placeless place from which all things proceed and to which all things return.

In this light we can situate the end of Eriugena's entire vision: the unification (adunatio) of the world with God in and through the human subject implies a deification (or theosis) achieved only insofar as the human creature, in perfect likeness with God, transcends all location through "the ascent beyond places and times" (P, I, 482D), for those "who participate in the eternal and infinite beatitude will be encompassed neither by place nor by time" (P, I, 482D). 

One should emphasize here that the human subject who would be capable of such transcendence over place and time is not only the subject who proves incomprehensible to itself; it is also--to the very same degree--the subject who comprehends all of creation, which it can transcend thanks only to that comprehension.  In this regard, a significant conjunction emerges in Eriugena's anthropology between the ultimately unknowing subject, on the one hand, and the all-knowing subject, on the other hand--the subject made in the image of the incomprehensible God who himself sees and comprehends all by his presence. 


The fact that the human is created in God's image means for Eriugena not only that the human mind is ultimately incomprehensible to itself but also that the same human mind, like the divine, contains within itself all of creation.  God "has created in man all creatures visible and invisible [omnem quidem creaturam visibilem et invisibilem in homine fecit]" (P, IV,  763D) in the sense that the "notion of nature, created in the human mind and possessed by it" is the "substance of the very things of which it is the notion, just as in the Divine Mind the notion of the whole created Universe is the incommunicable substance of the whole" (IV, 769A).
  It is this comprehension of all creation that signals the distinctive transcendence of the human who is created in the image of God.  

God wills to make every creature in man, Eriugena argues, "because He wished to make [man] in His image and likeness, so that, just as the primal Archetype transcends all by the excellence of His Essence, so His image should transcend all created things in dignity and grace" (P, IV, 764A).  The incomprehensible transcendence of the divine that contains all things within itself is imaged, then, in the transcendence of the human creature who comprehends all creation even as it remains incomprehensible to itself.  This means, in short, that the apophatic or unknowing subject in Eriugena is also an all-comprehending subject--and vice versa.
  The "mastery" of comprehension, then, would be established in Eriugena on the basis of an incomprehensible ground--just as the incomprehensible ground of Joyce's comprehensive vision will resist all mastery. 

***

If Eriugena offers in the medieval context a strikingly modern vision that understands world- and self-creation in terms of an infinite self-expression (both human and divine) that is at bottom apophatically mystical, then James Joyce in the modern context offers a strikingly medieval vision--most notably in his final masterwork, Finnegans Wake (1939), where the self-expression of an absent subject (not quite human, not quite divine, and incomprehensible to itself) can be taken as the creative ground of an apophatic and mystical cosmos in and through which that subject ceaselessly composes, decomposes, and recomposes itself.
  And if Joyce articulates already the logic of our late modern or postmodern worlds, even as he simultaneously recapitulates the mystical logic of Eriugenian tradition, then a reading of Joyce in light of Eriugena should help us to establish and elucidate a mystical dimension within the forms of self-creation (above all the technological) that frame our current situation.
  

  Like Eriugena's theophanic cosmos and scripture, the infinitely variable world of Finnegans Wake can seem to show or to say both everything and nothing.  Because the work draws on sixty or seventy languages while respecting the rules and boundaries of none, the barely--or perhaps excessively--readable language of the Wake offers an incalculable syntactic complexity and semantic density (exemplified above all in the pun
) within whose immeasurable network of possible relations--and hence possible meanings--all culture and history, all humanity and divinity, can seem to appear and disappear at once: because it can seem to say everything, the Wake can seem also to say nothing--and from this perspective, the Wake could be taken to recall for a distinctly late modern or postmodern world the kind of co-implication between polyonymy and anonymity that we saw in Eriugena's medieval cosmos, where the God who is both all in all and nothing in anything is reflected in a human subject through whom divine creation and self-creation unfold.    

But if Eriugena's medieval cosmos would find its beginning in the logic or reason of the Word, Joyce's modern "chaosmos" would find its "buginning" in the dissemination of the "woid."
  An expression of both word and void, the Wake's language-world amounts to a "Soferim Bebel" or a writers' (Hebrew soferim
) Babel/babble in which "every person, place and thing in the chaosmos of Alle anyway connected with gobblydumped turkery was moving and changing every part of the time" (FW, 118).  Because the Wake remains without stable plot or characters, time or place,
 and because every event, personage, moment and location that emerges in the work conjures immediately a measureless web of allusions and resonances, every event or personage, every moment or location, is always both more and less than itself--always other than itself within an uncontainable flow of movement and change (both linguistic and conceptual).  The writer's Babel/babble of the Wake is thus also a kind of bible in motion, or a whirlwind "tour of bibel" (FW, 523): its "proteiform graph" constitutes a "polyhedron of scripture" (FW, 107) in which one encounters "the traveling inkhorn (possibly pot), the hare and the turtle pen and paper, the continually more and less intermisunderstanding minds of the anticollaborators, the as time went on as it will variously inflected, differently pronounced, otherwise spelled, changeably meaning vocable scriptsigns" (FW, 118).  In short, because "every word will be bound over to carry three score and ten toptypsical reading throughout the book of Doublends Jined" (FW, 20), the endlessly changeable, shifting meanings of the "scriptsigns" in this "seemetery" (FW, 17) or "semitary of Somnionia" (FW, 594) give us a "world, mind," that "is, was and will be writing its own wrunes forever, man, on all matters that fall under the ban of our infrarational senses" (FW, 19-20).

As in Eriugena's simultaneously scriptural and cosmic exegesis, where every sign points the soul onward toward other signs within a transitus that never reaches or comprehends the God who simultaneously reveals and conceals himself in all signs (thus rendering each sign both excessively full and empty of sense), so the connectivity of Joyce's Wake world generates an endless movement among possible meanings that cannot be fixed or unified by reduction to some stable, comprehensible ground.  At this level, the medieval quality of Joyce's language is striking: the endless "interpretive labor" required by the Wake "reflects a medieval taste, the idea of aesthetic pleasure, not as the flashing exercise of an intuitive faculty but as a process of intelligence that deciphers and reasons, enraptured by the difficulty of communication" (Eco, 81).  At the same time, however, the linguistic and cultural complexities of the Wake's writing and exegesis are also markedly modern or postmodern--even evoking the logic of late- or post-modernity's elaborate and automated technological systems.     

Already in 1962, Umberto Eco understands the Wake's operation according to its "cybernetic" quality: the Wake constitutes a radically "open work" because its structure sets in motion "a machinery of suggestion, which, like any complex machine, is capable of operating beyond the original intentions of its builder [...]; the force of the text resides in its permanent ambiguity and in the continuous resounding of numerous meanings which seem to permit selection but in fact eliminate nothing" (Eco, 67).  Twenty years later (1982), Jacques Derrida takes a similar approach by likening the Wake to a computer (ordinateur) with respect to whose  "wiring" (câblage) he can ask, "How to calculate the speed at which a mark, a marked piece of information is related to some other within the same word or from one end of the book to the other?  At what speed, for example, is the Babelian theme or the word Babel, in each of their components (but how to count these?) coordinated with all the phonemes, semes, mythemes, etc., of Finnegans Wake?"
  And in response he concludes that "to count these connections (branchements), to calculate the speed of the communications, would be at the least impossible, in fact, inasmuch as we would not have constructed the machine capable of integrating all the variables, all the quantitative and qualitative factors.  This is not going to happen tomorrow, and that machine in any case would be but the double or the simulation of the 'Joyce' event, the name of Joyce, the signed work, the Joyce logiciel today, the joyjiciel"
 (Derrida, 205-206).  Both Eco and Derrida recognize that the excess and incalculability of the Wake's language issue from the irreducible complexity and connectivity of that language and its world: every word in the Wake is a "crossroads of meaning" within the flow of an ever evolving and unpredictable "communication network"
 whose multiple linguistic and cultural registers can never be translated into the unity of any one language.  This, indeed, would be at the heart of Derrida's decisive and influential engagement with the Wake: the paradigm of Finnegans Wake, which repeats before the fact the logic of today's computers and networks (and whose strategy would stand in contrast to Husserl's search for a transparent, univocal language) 

repeats and mobilizes and babelizes the (asymptotic) totality of equivocation, it makes this its theme and operation, it attempts to make emerge the greatest synchrony possible, at full speed, the greatest power of the significations hidden away in each syllabic fragment, splitting each atom of writing in order with it to overload the unconscious with the entire memory of man: mythologies, religion, philosophies, sciences, psychoanalysis, literatures.  This generalized equivocation of writing does not translate one language into another on the basis of cores of common meaning, it speaks several languages at once, draws on them parasitically..." (Derrida, 207).

Hence, at once deeply scriptural and already cybernetic, the Wake would offer a pivotal work in which we are forced to reflect on the intersections or resonances between two logics often dissociated in twentieth-century thought: the exegetical logic of a mystical cosmic vision like Eriugena's and the cybernetic and differential techno-logic that seems to appear in Joyce and frames our virtual worlds today.  To the degree, then, that the Wake gives a world that "is, was and will be writing its wrunes forever," it speaks at once the ruins of our modern and technological chaosmos and the deepest mysteries (AS run, a mystery, secret) of traditional and archaic religion, myth, letters and poetry (rune).
  

Articulating "a theory none too rectiline of the evoluation of human society and a testament of the rocks from all the dead unto some the living" (FW, 73), the Wake seeks (and seems), in its endless circularity,
 to encompass all of human and divine history, from the age of fallen Adam to the age of the annihilated atom.  Flowing from "the obluvial waters of our noarchic memory" (FW, 80), the "immermemorial" (FW, 600) Wake seeks to articulate both the deepest recesses of our forgetting and the endless power of recollection--and to the degree that it draws its dynamism from the oscillation between forgetting and recollection (or between "feeling aslip and wauking up, so an, so farth," FW 597), the Wake constitutes a world that remains comprehensive but also open and evolving:  

Forget, remember! [...] Our wholemole millwheeling vicociclometer, [...] autokinatonetically preprovided with a clappercoupling smeltingworks exprogressive process [...] receives through the portal vein the dialytically separated elements of precendent decomposition for the verypetpurpose of subsequent recombination so that the heroticisms, catastrophes and eccentricities transmitted by the ancient legacy of the past, type by tope, letter from litter, word at ward, with sendence of sundance [...] all, anastomosically assimilated and preteridentified paraidiotically, in fact, the sameold gamebold adomic structure of our Finnius the old One, as highly charged with electrons as hophazards can effective it... (FW, 615).

The logic of decomposition and recombination articulated here within a passage that moves from Adam to the atom by means of type/tope and letter/litter and word/ward and sendence/sundance would apply to the Wake as a whole, a work that seems indeed to articulate the "exprogressive process" of an ever recurring, cosmic and world-historical decomposition and recombination of an unidentifiable or absent subject's self-expression and recollection.  As the Wake's central "Night Lessons" will suggest within a discussion of the polyonymously anonymous "median, hce che ech" (FW, 284), the simultaneously self-identical and self-differing nightworld of the Wake is infinitely multiple and revisable because it rests on the nullity of a "surd" (which would explain its laughable absurdity): for "whereat samething is rivisible by nightim, may be involted into the zeroic couplet, palls pell inhis heventh glike noughty times ∞, find, if you are not literally cooefficient, how minney combinaisies and permutandies can be played on the international surd" (FW, 284).  The "samething" (or something) of the Wake's nighttime would be repeatedly visible (or risible) and endlessly revisable because it marks the infinite multiplication of a nullity, which allows for countless many (and minute) combinations and permutations, wherein "the mystery repeats itself" (FW, 294).  Here and elsewhere, the Wake suggests and enacts its own infinite revisability, highlighting the sense in which the work and its world constitute a "contonuation through regeneration of the urutteration of the word in progress" (FW, 284)--and from the continuous regeneration of the primal iteration of this word in progress would issue a "whorled without aimed" (FW, 272) that is a "whirled without end to end" (FW, 582).  


Opening such an excessive field of potential combination and permutation, (de)composition and recombination, the Wake might be read both in (quasi-) anthropological and in (quasi-) theological directions, both as the "meandertale" (FW, 18) of "morphyl man" (FW, 80), who as the "truly catholic assemblage" of "Here Comes Everybody" (FW, 32) is also the anonymous "quisquis" of "mister-mysterion" (FW, 301) and as the story of "Ouhr Former who erred in having" (FW 530), or "oura vatars that arred in Himmal" (FW, 599), the "Great Sommboddy" (FW, 415) and "Pantokreator" (FW, 411) "in whose words were the beginnings" (FW, 597) and in whose sacrament we would consume "Real Absence" (FW, 536).
  The two stories, of course, imply and repeatedly collapse into one another.  As of the "four claymen" in their "starchamber query" on "Yawn," so we might say of the interplay between human and divine in the Wake's meandertale (and hence in our own): "he was ever their quarrel, the way they would see themselves, everybug his bodiment atop of anywom her notion, and the meet of their noght was worth two of his morning" (FW, 475).  If in this "meet" of their "noght" (naught/knot/night) we might see that "we haply return [...] to befinding ourselves when old is said and done and maker mates with made" (FW, 261), then the Wake might tell the tale of the eternally cyclic repetition of the decomposition and recombination of the (not quite) human and (not quite) divine in relation to one another.  It would do so, however, in such a way that the human is never fully or clearly identifiable as human nor the divine fully or clearly recognizable as divine: each would just barely appear only in order then to slip away--so that each would reflect the polyvalent nullity or abyss of the other.  Just as "Fidaris will find where the Doubt arises like Nieman from Nirgends found the Nihil" (FW, 202), so the divine and human here, in the meet of their naught/knot/night, where "maker mates with made," would find in each other the abyssal mirror of their own endlessly imaged obscurities.  This, I believe, can be read as a late modern version of Scotus Eriugena's medieval insight that the incomprehensible and anonymous God shows itself infinitely or abysally in, through, and to the self-creation of a human subject who proves likewise incomprehensible and anonymous.  "The one the pictor of the other and the omber the Skotia of the one" (FW, 164), Joyce might put it,
 "each was wrought with his other [...] no thing making newthing wealthshowever" (FW, 252-253).  


Now, if in the Eriugenian context the self-creation of an incomprehensible God occurs in and through the self-creation of His incomprehensible human image, these two movements, which would stage the "wealthshow" of a theophanic and theocryptic cosmos where "no thing" really does make "newthing," are essentially bound within the cyclic dynamic of a Neoplatonic procession and return.  And if the cyclic structure of Finnegans Wake is famously inspired by the historic cycles of Giambatista Vico's New Science, which treats the "uncertain, formless and obscure material"
 of human and divine institutions in their historic interplay, it is structured also according to various movements of descending and ascending (FW, 298), catastrophe and anabasis (FW, 304), systole and diastole--or "systomy dystomy" (FW, 597)--that can be taken to issue from (or to echo) "the babbling pumpt of platinism" (FW, 164).
  Such movement, of course, is fundamental in the Christian traditions both to Augustine (the story of his "every man" in the Confessions follows the structure of descent and ascent) and to Aquinas (the Summa, while famously informed by Aristotle, is also structured according to the Neoplatonic movement of procession and return), but the language and movement of the Wake seem ultimately less like that of Augustine or Aquinas (who are not profoundly apophatic) and more like that of the radically apophatic traditions that emerge from Dionysius and Eriugena,
 who both appear in the opening pages of the Wake, and who constitute an indispensable foundation for later figures like Cusa and Bruno, who themselves recur throughout the Wake and inspire its central vision of coincident opposition and the infinity of worlds.  


In the Wake's opening pages both the Dionysian and Eriugenian visions appear explicitly in order to announce the sense in which the endlessly shifting, multiple, and all-encompassing world of the Wake, "the miraculous meddle of this expending umniverse" (FW, 410), originates (almost) from (next to) nothing.  Like the polyonymous HCE (here, "Haroun Childeric Eggeberth"), "Bygmester Finnegan"

would caligulate by multiplicables the alltitude and malltitude until he seesaw by neatlight of the liquor wheretwin 'twas born, his roundhead staple of other days to rise in undress...a waalworth of a skyerscape of most eyeful hoyth entowerly, erigenating from next to nothing and celescalating the himals and all, hierarchitectitiptitoploftical, with a burning bush abob off its baubletop and with larrons o'tollers clittering up and tombles a'buckets clottering down" (FW, 4-5).

A distorted, drunken or dream-like image of the Dionysian and Eriugenian cosmoi, the world of the Wake will "eriginate" "from next to nothing" (suggesting the Eriugenian understanding of creation ex nihilo), and its movement, "clittering up" and "clottering down," will recapitulate and thoroughly unsettle the well-ordered hierarchies of the medieval, Dionysian cosmos ("celescalating the himals and all, hierarchitectitiptiploftical...") by dispersing their members throughout a complex network that lacks the linear or sequential coherence of traditional hierarchy.
  "Panangelical" (FW, 407), the Wake is suffused by angelic messengers whose displaced, distorted light and language render them "holy messonger angels" (FW, 405): as the function of an ever evolving network, every message can and must be read here in several directions at once--and hence every message always harbors the potential of the mensonge.
  The messonger angels and their dispersed hierarchies appear, then, throughout the work--from its initial "erigination," where the angels celescalate the himals and all, through Book IV, where the celestial and ecclesiastical hierarchies punctuate St. Kevin's rafting trip, and perhaps most notably in the central Night Lessons, where the name and movement of HCE himself are signaled by "The Ascending.  The Descending." (FW, 298) of the angels (from Jacob's dream in Genesis 28:12
) along the "Ecclesiastical and Celestial Hierarchies" (FW, 298).  

Within that movement, as the lesson elaborates, "the logos of somewome to that base anything, when most characteristically mantissa minus, comes to nullum in the endth" (FW, 298).  Erigenating from (next to) nothing, and moving ultimately back into the abyssal (and endlessly regenerative) waters of "salvocean" (FW, 623), the logos or word of the Wake belongs to an anonymous "somwome" (neither fully divine nor fully human) whose relation to "that base anything" comes in the end, and endlessly, to "nullum."  The movement of procession from and return to this nullum ("my safe return to ignorance," FW, 446) can be read equally (and undecidably) from the angle of the "human" or of the "dayety"
--and in both directions a tie might be established between the creative power of language and the nothingness that grounds it.  Such a tie recurs everywhere in the "nat language" of the Wake's "Nichtian glossery" (FW, 83), and it is indispensable to the understanding of creation that takes shape there.      

If, as Joyce Scholar John Bishop convincingly argues, the world of the Wake is created (and re-created) in the "image, memory and language" (FW, xix) of an "absent subject" who is "unconscious of and to himself" (FW, xix) and whose "elusive presence is felt everywhere throughout the book but who is nowhere within it definitively characterized or even given a stable name" (FW, xvii)
--or if, as the Wake itself suggests, its "disunted kingdom" has been reared "on the vacuum" of a "most intensely doubtful soul" (FW, 188), then we might indeed see here a repetition or image or shadow of Eriugena's mystical approach to creation ex nihilo--where both God, as the placeless place of places, an indefinable no-thing, and the human subject, as incomprehensible image of that placeless nothing, would alike signal the ground out of which creation issues (and to which it returns) through the multiplicity and simplicity of the Word.

Word, indeed, proves creative throughout the Wake, as throughout Eriugena, by virtue of its proximity to the void, and the Wake's overall "systomy dystomy, which everabody you ever anywhere at all doze" (FW, 597) could be taken to signal the multiple goings and comings of Here Comes Everybody out of and into the obscurity and unknowing of that void (sleep, death, ignorance, ocean, etc.), for "In the buginning is the woid, in the muddle is the sounddance, and thereinofter you're in the unbewised again" (FW, 378).  Emerging out of the void/word as "everabody...anywhere" in the "muddle" of the "sounddance," HCE incessantly slips back into that void as a "nomad...nomon" (FW, 374) who, "touring the no placelike no timelike absolent" (FW, 609), appears nowhere.  "Who was he to whom? [...] Whose are his placewheres? [...] [T]he unfacts, did we possess them, are too imprecisely few to warrant our certitude" (FW, 56-57).  The indeterminate "subject" in whose mind (or body) the Wake world appears finds reflected there an image of its own chaotic nullity, for "an you could peep inside the cerebralised saucepan of this eer illwinded goodfornobody, you would see in his house of thoughtsam [...] what a jetsam litterage of convolvuli of times lost or strayed, of lands derelict and of tongues laggin too..." (FW, 292).  Just as the divine and/or human subject in Eriugena constitutes the placeless place of places in whose absent presence everything and nothing would appear, so the "goodfornobody" at the heart of the Wake marks a void out of which and into which the multivalent thoughtsam and jetsam of the Wake-world would flow.         

Joyce himself makes this connection between creative expression and mystical void already in a 1912 text that relates the art of William Blake to the theology of Pseudo-Dionysius.  Attempting "to paint his works on the void of the divine bosom,"
 Blake would give expression to the infinitely unnameable within a creative process that recalls the apophatic ascent into God as imagined by the traditions of Dionysian mysticism:

Dionysius the pseudo-Areopagite, in his book De Divinis Nominibus, arrives at the throne of God by denying and overcoming every moral and metaphysical attribute, and falling into ecstasy and prostrating himself before the divine obscurity, before that unutterable immensity which precedes and encompasses the supreme knowledge in the eternal order. The mental process by which Blake arrives at the threshold of the infinite is a similar process.  Flying from the infinitely small to the infinitely large, from a drop of blood to the universe of the stars, his soul is consumed by the rapidity of flight, and finds itself renewed and winged and immortal on the edge of the dark ocean of God (CW 222).

Artistic creation, on this reading, would be endlessly open and on the move ("renewed and winged and immortal") to the degree that it--like the whole of the Wake, or like a "rough breathing on the void of to be" (FW, 100), or like "a flash from a future of maybe" (FW, 597)--rests "on the edge of the dark ocean of God."  As in Dionysius and Eriugena, where bottomless denial and unknowing go hand in hand with endless affirmation and imagination, so with Blake and Joyce ceaseless creation renews itself on the edge of a void whose darkness and depth escape both the infinitely small and the infinitely large--which thereby come to intersect or coincide, both equally approximating and falling short of the void.  Just as the infinitely small and the infinitely great can intersect or coincide within the Romantic vision, and just as the human can contain the universe in Eriugena, so in every word of the Wake, part and whole intersect or coincide, for "it will remember itself from every sides [...] in each our word" (FW, 614).  

Such an intersection, fundamental to the Wake's "imaginable itinerary through the particular universal" (FW 260), can be traced both to a Romantic vision such as Blake's and to influential heirs of Dionysius and Eriugena such as Nicholas of Cusa (1401-1464) and Giordano Bruno (1548-1600), for whom "in each thing is realized everything and everything is in each thing.  Each thing finally appears as a perspective on the universe and a microcosmic model of it" (Eco, 73).  Thus, if the Wake's infinitely variable world is not inspired directly by Eriugena, it clearly is inspired by Eriugenian tradition.  In this direction, Joyce takes inspiration from the coincidence of absolute maximum and minimum as expressed in Cusa, according to whom "because the absolutely maximum is absolutely and actually all that can be, and it is without opposition to such an extent that the minimum coincides with the maximum, it is above all affirmation and negation.  It both is and is not all that is conceived to be, and it both is and is not all that is conceived not to be.  But it is a 'this' in such a way that it is all things, and it is all things in such a way that it is none of them."
  Just as the Wake-world can seem to express all things and no thing in the chaotic language of a late modern vision, so the Cusan maximum expresses in late medieval and early modern terms the coincidence or indiscretion of everything and nothing.  Reading this Cusan doctrine in light of Bruno's insistence that "it is necessary that of the inaccessible face of God there be an infinite simulacrum (simulacro) in which, as infinite members, are found innumerable worlds,"
 the Wake is able itself to suggest that "the dialectic of the finite and infinite is accomplished only in the ceaseless process of cosmic metamorphosis" (Eco, 73)--and in this sense the Wake will follow the "tendency of Frivulteeny Sexuagesima to expense herself as sphere as possible, paradismic perimutter, in all directions on the bend of the unbridalled, the infinississimals of her facets becoming manier and manier as the calicolum of her umdescribables...shrinks..." (FW, 298).


Inspired by Cusa and Bruno, the infinity of worlds opened by the Wake, wherein finite and infinite, part and whole, would ceaselessly cross and re-cross, is a function of the linguistic explosion upon which the work is based.  As with the fission of the atom, where the infinitely minute proves immeasurably powerful, so in the Wake, the smallest linguistic units, reflecting the whole of the Wake's reality within themselves, split, explode, and scatter in a process of creation from annihiliation: "The abnihilisation of the etym [...] expolodotonates through Parsuralia with an ivanmorinthorrumble fragoromboassity amidwhiches general uttermosts confussion are preceivable moletons skaping with mulicules..." (FW, 353).  Thus, combining the language (almost) of late medieval and early modern mysticism (Cusa, Bruno) with that of modern calculus (evoked by Frivulteeny Sexuagesima above) and science (the annihilation of the atom here), the Wake heaves "alljawbreakical expressions out of old Sare Isaac's universal of specious aristmystic unsaid" (FW, 293)--and according to that "aristmystic" the nothing out of which creation issues provokes an endless naming or linguistic dissemination precisely to the degree that it can be approached asymptotically but never reached.         

 This word/void through which creation issues, both in Joyce and in the mystical traditions, is, among other things, the self-expression of the God who in Exodus 3:14 announces himself as "I am that (or as) I am," which, as Meister Eckhart indicates, is the most appropriate name for God because it says everything and nothing at once.  The "I am that I am" takes numerous forms in the Wake ("I yam as I yam," "I am yam," "I am, I am big alltoogooder," 358, "what I (the person whomin I now am)," "thou-who-thou-art," "we there are where are," etc.
) and if read in this apophatic sense it would constitute one of the most powerful figures for the co-implication or co-incidence of (not quite) divine and (not quite) human anonymity within the cosmic process of self-creation. "A being again in becomings again" (FW, 491), the "I am that I am" of the Wake constitutes a "howtosayto itiswhatis hemustwhomust worden schall" (FW, 223) whose "darktongues, kunning" (FW, 223) give expression both to a multivalent and not quite human figure and to a multivalent and not quite divine figure who, in their indiscretion, and by means of "ineffable tries at speech unasyllabled" (FW, 183), create, undo, and recreate themselves endlessly within "the untireties of livesliving being the one substrance of a streamsbecoming" (FW, 597).  

Seeming to include while dissolving the history of all theological and anthropological imagination, this being in becoming, this "constant of fluxion" (FW, 297) that defines the Wake's countless goings and comings, would ground (and unsettle) the chaosmos of All within which the human and divine I or "Egoname" (FW, 485) would seem to be embodied, put to death, and resurrected eternally.  The polyonymous anonymity of this I, which travels "the void world over," would signal, then, in both modern and mystical language, the immanence of a self-less "Allself" who echoes the mystical "I am": 

...for Earl Hoovedsoon's choosing and Huber and Harman orhowwhen theeuponthus (chchch!) eysolt of binnoculises memostinmust egotum sabcunsciously senses upers the deprofundity of multimathematical immaterialities wherebejubers in the pancosmic urge the allimmanence of that which Itself is Itself Alone (hear, O hear, Caller Erin!) exteriorises on this ourherenow plane in disunited solod, likeward and gushious bodies with (science, say!)...intuitions of reunited selfdom (murky whey, abstrew adim!) in the higherdimissional selfless Allself... (FW, 394-95).

If "that which Itself is Itself Alone" expresses itself today, "on this ourherenow plane," it does so in the polyonymous anonymity of just such a selfless Allself, which is named (and unnamed) throughout the Wake not only by the countless names of world historical gods, angelic hierarchies, or sefirothic emanations, but also, equally, by the innumerable "illassumed names [...] of a tellafun book" (FW, 86)--the all too human and undifferentiated names of a modern mass culture.  The anonymity that comes to expression in the Wake, indeed, draws not only on the deepest memory of archaic and traditional religion, myth, and ritual, but also on our most modern mass culture--the culture of electronic networks wherein tele-vocal and tele-visual media give voice and visibility to the nameless and faceless Allself of everabody anywhere, who as such is a nomad nomon nowhere.   


"As modern as tomorrow afternoon and in appearance up to the minute" (FW, 309), the Wake is a world in which "wires hummed" (FW, 98) and "aerials buzzed" (FW, 99), and the oscillations of a modern "dielectrick" throughout that world render word tele-vocal by means of a "tolvtubular high fidelity daildialler [...] equipped with supershielded umbrella antennas for distance, getting and connected by the magnetic links of a Bellini-Tosti coupling system, with a vialtone speaker, capable of capturing skybuddies, harbour craft emittences, key clickings, vaticum cleaners, due to woman formed mobile or man made static and bawling the whowle hamshack and wobble down in an eliminium sounds pound so as to serve him up a melegoturny marygoaraumd, electrically filtered for allirish earths and ohmes" (FW, 309-310).  As tele-vocal, modern word or speech here is "electrically filtered" for all humanity (every hearth and home) by means of network linkages and coupling systems through which emissions and transmissions cover unseen distances--like angelic "messongers."
  Indeed, this is the world in which "we are now diffusing [...] the dewfolded song of the naughtingels"
 (FW, 359), and in such a world, where technology can turn nightingales into naught angels, the comings and goings of electrified "messongers," like the epic comings and goings of the Wake as a whole (from Adam to the atom, through the obluvial waters of noarchic memory), would be contained in a "harmonic condenser enginium" equipped with a "a gain control of circumcentric megacycles, ranging from the anttidulibnium onto the serostaatarean" (FW, 310).  Thus charged with modernity's dielectrick pulse, the Wake's all-encompassing machinery of suggestion becomes, "in cycloannalism, from space to space, time after time, in various phases of scripture as in various poses of sepulture" (FW, 254) a "radiooscillating epiepistle to which [...] we must ceaselessly return" (FW, 108).


Now, if it is true that the electrified scripture of the Wake becomes a radiooscillating epiepistle giving voice to a networked telephony, it is also true that "television kills telephony in brother's broil" (FW, 52)--and hence that the word and voice of the Wake become also (like the Eriugenian God who "runs" through all things) image and sight.  While the Wake is famously and rightly known as a "lingerous longerous book of the dark" (FW, 251), a "funnaminal world" that "darkles" wherein "we are circumveiloped by obscuritads" (FW, 244), it is also illuminated throughout by the resplendence of photographic, filmic, and televisual image--the electronic light-writing of our late modern mass culture: "In the heliotropical noughttime" of the Wake, indeed, "the bairdboard bombardment screen [...] tends to teleframe and step up to the charge of a light barricade.  Down the photoslope in syncopanc pulses  [...].  Spraygun rakes and splits them from a double focus: grenadite, damnymite, alextronite, nichilite: and the scanning firespot of the sgunners traverses the rutilanced illustrated sunksundered lines" (FW, 349).  Just as the "nighttime instrument" or "faroscope" (FW, 150) of television shoots a stream of electrons upon a screen where images constantly appear, shift about, transform, and disappear, ad infinitum, so the Wake shoots upon the reader's mind a stream of words and letters that become (like the words and letters in the illuminated Book of Kells) light and image--appearing, shifting about, transforming, and disappearing within the endless spirals and interlacings of color and shape, sound and smell, place and time, plant and animal, humanity and divinity.  And just as the reader might indeed see traces of theological vision throughout the Wake, so does the Wake see in its own television that "A gaspel truce leaks out over the caseine coatings.  Amid a fluorescence of spectracular mephiticism there coaculates through the iconocsope stealdily a still, the figure of a fellow-chap in the wholy ghast..." (FW, 349).  Thus, in the "chiaroscuro" (FW, 107) of the Wake's "philophosy" (FW, 119), "revealled by Oscur Camerad" (FW, 602), we would become, along countless twisting paths of an endless "photophoric pilgrimage" (FW, 472), "searchers for tabernacles and the celluloid art" (FW, 534)--and so the darkness of mystical interiors would merge with superficial screens of photoplay where "flash becomes word" (FW, 267).


In the electrification of voice and the illumination of word, then, the "daynoight" (FW, 412) of the Wake promises "new worlds for all"--worlds that would be "scotographically arranged" according to the measureless anonymity of a "scripchewer in whofoundland" (FW, 412).  Perhaps indistinguishable from the creative divinity who is all in all and nothing in anything, the humanity that creates and inhabits these worlds might be a "new 'electronic' humanity [...] whose depth is indistinguishable from its surface or mask [...].  Its actual name would be everyone and no one at once, an everyone who can only be no one."
  If read as a late modern rendering of the interplay between polyonymy and anonymity within the process of self-creation, the Wake would offer to this humanity, as did Eriugena's cosmic God to every soul, its abyssal image--where we would stare into "that multimirror megaron of returningties, whirled without end to end" (FW, 582).  In order to inhabit that world--which means in order endlessly to create and recreate both that world and, through it, ourselves, we would need to become "the readers of tomorrow [...] the readers of a possible society in which exercise in the multiplication of signs will not appear as a game for the elite but as the natural, constructive exercise of an agile and renewed perception" (Eco, 85).  And if the Wake can teach us to become such readers and thus to renew our perception, it would do so by forcing us to recognize ourselves "in the ignorance that implies impression that knits knowledge that finds the nameform that whets the wits that convey contacts and sweeten sensation that drives desire that adheres to attachment that dogs death that bitches birth that entails the ensuance of existentiality" (FW, 18). 

NOTES

� Everything and Nothing, trans. Donald A. Yates, et al., (New York: New Directions, 1999), pp.77-78.


� While I cannot develop the connections here, the function I assign to this mystical foundation would have significant ties to the function of mystical foundation in Jacques Derrida's widely noted analyses.  See especially Derrida's "Force of Law: The Mystical Foundation of Authority," in Drucilla Cornell, ed., Deconstruction and the Possibility of Justice (New York: Routledge, 1992), and the discussion of mystical foundation in relation to religion and technology in "Faith and Knowledge: The Two Sources of Religion at the Limits of reason Alone," in Derrida and G. Vattimo, eds., Religion (Stanford: Stanford University Press, 1998).


� Indiscretion: Finitude and the Naming of God (University of Chicago Press, 1999).


� Jorge Luis Borges, Atlas, trans. Anthony Kerrigan (New York: E.P. Dutton, 1985).


� Umberto Eco, The Aesthetics of Chaosmos: The Middle Ages of James Joyce, trans. Ellen Esrock (Cambridge: Harvard University Press, 1989; originally published in 1962 as part of Eco's Opera Aperta).  Hereafter cited parenthetically as "Eco."


� On the modern (especially idealistic and Hegelian) dimensions of Eriugena, see especially Dermot Moran's fine study The Philosophy of John Scotus Eriugena: A Study of Idealism in the Middle Ages (Cambridge: Cambridge University Press, 1989); and, for a brief treatment, Werner Beierwaltes, "The Revaluation of John Scottus Eriugena in German Idealism," in The Mind of Eriugena, ed. John J. O'Meara and Ludwig Bieler (Dublin: Irish University Press, 1973), pp.190-199. 


� See above all chapter 11 of Gregory's treatise "On the Creation of Man" (peri kataskeués anthropou/De hominis opificio): "since one of the properties of the divine essence is its incomprehensible character [to akatalépton tés ousias], in that also the image must resemble its model [anangké pasa kai en toutô tén eikona pros to archétupon echein tén mimésin]" in J. P. Migne, ed., Patrologiae Cursus Completus Series Graeca, vol. 44.  In my translation I have relied on the original Greek and on the French translation, La Création de l'homme, trans. Jean Laplace (Paris: Editions du Cerf, 1944).  


� Periphyseon (The Division of Nature), trans. I. P. Sheldon Williams, revised by John J. O'Meara (Montreal: Editions Bellarmin, 1987).  All citations will be given parenthetically, according the Migne pagination, as follows: P, Book #, Migne p. # and column letter.  Citations of the Latin original are taken, for Books I and II, from I. P. Sheldon Williams, ed., Periphyseon (De Divisione Naturae) (Dublin: The Dublin Institute for Advanced Studies, 1968, 1972), and, for all other books, from J. P. Migne, ed., Patrologiae Cursus Completus Series Latina, vol. 122 (Paris: Migne, 1853).  


� Eriugena explicitly attributes the teaching that God both makes and is made in creation to Pseudo-Dionysius: "Therefore God is everything that truly is because He Himself makes all things and is made in all things, as St. Dionysius the Areopagite says" (P, III, 633A).


� As McGinn points out, "John stressed that creation and scripture were two parallel manifestations of the hidden God" (Growth of Mysticism, Vol. II of The Presence of God, New York: Crossroad, 1994, p.93), and he "often used the term transitus ('dynamic passage from one state to another' would be a possible translation) to describe the process of how the exegete moves through the infinity of textual meanings to the hidden divine unitary source" (Growth of Mysticism, p.94).  Werner Beierwaltes will emphasize that this movement of human transitus, wherein the believer passes through the infinity of God's scriptural and cosmic showings to return into God himself, answers to the divine transitus that is the very nature of both divine and created being: "transition expresses an essential feature of divine being: the movement in which it develops itself and creates the world," from "Language and its Object," in Jean-Scot Ecrivain, ed. G.-H. Allard (Montreal: Editions Bellarmin, 1986), p.224.


� On the infinity of universes in Eriugena, see Moran, p.260.  On the infinity of universes in Cusa and Bruno, see the first two chapters of Alexandre Koyré's study From the Closed World to the Infinite Universe (New York: Harper Torchbooks, 1958), and the passages quoted below.  As we will see then, this notion of infinite worlds will be fundamental to Joyce, who most likely takes the idea from Bruno.  


� For a clear instance of this in Hegel, see, for example, Lectures on the Philosophy of Religion: "Finite consciousness knows God only to the extent that God knows himself in it" (1831, in the 1827 One-Volume edition, p.392, n.3).  On the "apophatic erasure" that Hegel effects in his reading of the speculative mystics, see Cyril O'Regan's The Heterodox Hegel (Albany: State University of New York Press, 1994). 


� Divine self-manifestation, then, signals not simply the Incarnation but indeed more broadly "the ineffable descent of the Supreme Goodness, which is Unity and Trinity, into the things that are so as to make them be, indeed so as itself to be, in all things from the highest to the lowest, ever eternal, ever made, by itself in itself eternal, by itself in itself made" (P, III, 678D).


� Several commentators have made this point with some force.  See, for example, Don Duclow: "Conceived as theophany, the entire created order becomes a field of translucent symbols which yield knowledge of the divine nature, even though this position knowledge [sic] remains metaphorical and partial throughout," from "Divine Nothingness and Self-Creation in John Scotus Eriugena," Journal of Religion, vol. 57, no. 2, April 1977, p.118.


� As Don Duclow puts it, "the divine nihil constitutes the ground for theophanic self-creation, which in turn cannot be thought apart from the transcendence which it manifests in the otherness of created essence and being."  Duclow, "Divine Nothingness and Self-Creation," p.119.


� McGinn puts all of this quite well: "If all things are God manifested, then humanity is God manifested in the most special way.  It is the true and only imago Dei, because, like its divine source, it does not know what it is (it is not a what at all), but it does know that it is--namely, it possesses self-consciousness.  Thus, the primacy of negative theology in Eriugena is complemented by his negative anthropology: Humanity does not know God, but God does not know God either (in the sense of knowing or defining a what); and humanity does not know itself, nor does God know humanity insofar as it is one with the divine mind that is the cause of itself.  This brilliant anthropological turn, hinted at in Gregory's The Image, was brought to full and daring systematic expression in the Irishman's writings.  It is the ground for a remarkable elevation of humanity (at least the idea of humanity) to a divine and co-creative status," in Growth of Mysticism, p.105.  


�  To elucidate more fully this interplay between the human creature's self-consciousness and its ultimate incomprehensibility to itself, one would have to note that Eriugena distinguishes two aspects of the human substance: as created among the intelligible Causes in God, that substance is utterly simple and thus incomprehensible; as generated among the effects of those Causes, however, the human substance takes on the kind of determination that renders it comprehensible, as indicated by P, IV, 771A: "No, I should not say that there are two substances, but one which may be conceived under two aspects.  Under one aspect the human substance is perceived as created among the intelligible Causes, under the other as generated among their effects; under the former free from all mutability, under the latter subject to change; under the former simple, involved in no accidents, it eludes all reason and intelligence; under the latter it receives a kind of composition of quantities and qualities and whatever else can be understood in relation to it, whereby it becomes apprehensible to the mind."  Having made this distinction, however, Eriugena finally insists, apophatically, on the ultimate incomprehensibility of the human substance--at the level both of generated effect and of created cause: "So it is that what is one and the same [substance] can be thought of as twofold because there are two ways of looking at it, yet everywhere it preserves its incomprehensibility [ubique tamen suam incomprehensibilitem custodit], in the effects as in the causes [in causis dico et in effectibus], and whether it is endowed with accidents or abides in its naked simplicity: under neither set of circumstances is it subject to created sense or intellect nor even the knowledge of itself as to what it is [nec a seipsa intelligitur quid sit] (P, IV.771A). 


� For a concise and rigorous analysis of these three theses--with an insistence on their essential interconnection, see McGinn, "The Negative Element in the Anthropology of John the Scot," in Jean Scot Erigène et l'histoire de la philosophie (Laon, 1975), pp. 315-325.


� On the place-lessness of God's causal presence, see also, for example, P, I, 468D-469A: "For everything that is in the world must move in time and be defined in place; even place itself is defined and time itself moves.  But God neither moves nor is defined.   For (He is) the Place of places by which all places are defined, and since He is not fixed in place but gives place to all things within Him, He is not place but More-than-place.  For he is defined by nothing, but defines all things: therefore He is the Cause of all things."  The inextricable tie between definition and location runs throughout Eriugena's thinking, for "place is definition and definition is place" (P, I, 485B). 


� As Marta Cristiani puts it, one can see throughout Eriugena "the clearest affirmation that place is identified with the activity of the human, angelic or divine intellect that localizes and circumscribes beings, that knows reality thanks to that very act, thanks to that power of definition, which is considered at the same time as the power of creation," in The Mind of Eriugena, p.47.


�  As Don Duclow summarizes: "The Father cries out through the Word, and this cry first establishes all created natures [...].  The Word's second cry occurs through the flesh and constitutes the Incarnation, which sets in motion the return of all things to God," Duclow, op. cit., p. 122.  On this double cry, see also McGinn, Growth of Mysticism, p.108.   


� See especially those passages such as P, II, 592C-D: "The Divine Nature is without any place, although it provides place within itself for all things which are from it, and for that reason is called the Place of all things; but it is unable to provide place for itself because it is infinite and uncircumscribed and does not allow itself to be located, that is, defined and circumscribed, by any intellect nor by itself.  For from it, being infinite and more than infinite, all finites and infinites proceed, and to it, being infinite and more than infinite, they return"; or P, III, 643C: "For who, taking thought for the truth, would believe or think that God had prepared for Himself places through which he might diffuse Himself, He who is contained in no place since He is the common place of all things and therefore, as Place of places, is held by no place...?"  


� See also P, IV, 764A: "no part of [the sensible world] is found, either corporal or incorporeal, which does not subsist created in man, which does not perceive through him, which does not live through him, which is not incorporated in him."


� Indeed, the concept of man "stands above all definition" to the very extent that "it has been given him to possess the concept of all things which were either created his equals or which he was instructed to govern" (P, IV, 768 D), for man possesses the concept of all things only insofar as he constitutes the perfect image of the incomprehensible God who knows all.


� On the medieval and mystical dimensions in Joyce, see especially Eco's Aesthetics of Chaosmos.  Colleen Jaurretche's recent study The Sensual Philosophy: Joyce and the Aesthetics of Mysticism (Madison: University of Wisconsin Press, 1997) is also insightful and informative, especially on the importance of John of the Cross's theology for Joyce's artistic vision.         


� It bears noting that I am not attempting here to demonstrate any direct  "influence" of Eriugena in Joyce--though he did recognize and admire in Eriugena the innovator and "mystical pantheist, who translated from the Greek the books of mystical theology of Dionysius, the pseudo-Areopagite [...].  This translation presented to Europe for the first time the transcendental philosophy of the Orient, which had as much influence on the course of European religious thought as later the translations of Plato, made in the time of Pico della Mirandola, had on the development of the profane Italian civilization," in "Ireland, Island of Saints and sages," in The Critical Writings of James Joyce, ed. Ellsworth Mason and Richard Ellman (Ithaca: Cornell University Press, 1989), p.160.     


� On the poetics of the pun in Joyce, see especially Eco, pp.65-70. 


� James Joyce, Finnegans Wake (New York: Penguin, 1999).  Hereafter cited parenthetically as "FW." 


� Here and elsewhere throughout my reading, I rely on Roland McHugh's invaluable Annotations to Finnegans Wake (Baltimore: Johns Hopkins University Press, 1991).  Also immeasurably helpful to an exploration of the Wake is Clive Hart's A Concordance to Finnegans Wake (Mamaroneck, N.Y.: Paul P. Appel, 1974), which I have likewise consulted extensively.     


� Something like plot and characters can, however, be traced (if sketchily) in the Wake.  For a brief and helpful summary, see John Bishop's "Introduction" to the 1999 Penguin edition of the Wake. 


� Jacques Derrida, "Deux Mots pour Joyce," in James Joyce (Paris: Editions de l'Herne, 1985), p.205; hereafter cited parenthetically as "Derrida."  Translations are my own. 


� "Logiciel" is the French term for "software," and Derrida's play on the term here seems, appropriately, untranslatable.   


� Marshall McLuhan was using this language of technological "network" and "flow" with respect to Joyce already in 1953.  See "James Joyce: Trivial and Quadrivial," in Thought, Vol. XXVII, Spring, 1953.  


� This Derridean reading, with which I am in agreement here, is central to Mark C. Taylor's critique of Thomas J. J. Altizer's "total presence."  See Taylor, "p.s. fin again," in Tears (Albany: SUNY Press, 1990).  For Altizer's very powerful reading of Joyce, see especially "Joyce and the End of History," in History as Apocalypse (Albany: SUNY Press, 1985).  While I cannot do justice to Altizer's reading of Joyce here, its influence can and should be noted (even if I am finally more in line with Derrida and Taylor on the question of presence).  


� "Rune" can refer generally to poetry, verse, or song; more specifically to ancient Scandinavian poetry; and most specifically to the ancient alphabet of Scandinavians and other Germanic peoples.  The central character of the Wake, of course, is of Scandinavian descent.     


� The work begins in the middle of a sentence whose beginning comes at the work's end.  


� A powerful sacramental reading of the Wake is to be found in Altizer, which in this direction draws deeply on David Leahy.  See "Joyce and the End of history," pp.244 ff.    


� Perhaps even evoking the darkness (skotos) of the Scot's thought.   


� Giambattista Vico, New Science, trans. David Marsh (NewYork: Penguin Books, 1999), p.28.  "By studying the common nature of nations in the light of divine providence," Vico's New Science "discovers the origins of divine and human institutions in the pagan nations" and on that basis delimits three ages within the course of world history: the age of the god, the age of the heroes, and the age of men (Vico, p.22). 


� As well, of course, as the pagan mystery rites surrounding the solar cycles, the cycles of the Catholic liturgical year, etc.  On these, see, e.g., McCluhan, p.85.  


� Also decisive in this direction would be the traditions of Kabbalah, which appear in the Wake (e.g., FW, 261) and whose thinking Gershom Scholem has likened to that of Dionysius and Eriugena: "This Nothing from which everything has sprung [...] is infinitely more real than all other reality.  Only when the soul has stripped itself of all limitation and, in mystical language, has descended into the depths of Nothing does it encounter the Divine.  For this Nothing comprises a wealth of mystical reality although it cannot be defined," in Major Trends in Jewish Mysticism (New York: Schocken Books, 1995), p.25.  For the comparison to Dionysius and Eriugena, see p.354, n.24--and for speculation concerning Eriugena's direct influence in the Hasidic context, see p.109, which notes the Eriugenian derivation of the Hasidic phrasing "For Thou shalt be everything in everything, when there shall be nothing but Thee alone."      


� The shift from hierarchy to network in the Wake becomes very interesting in light of complexity theory.  In a provocative study (though one unnecessarily hostile to post-structuralist theory), Thomas Rice Jackson rightly indicates that "the measure of complexity in a system is directly proportional to the precedence of the network (the parallel system) over the hierarchy (the serial system) in its structure [...]  [T]he networked, 'proteiform graph' of Finnegans Wake (FW 107.8) virtually eliminates hierarchies for the sake of a 'geodetic' structure (FW 114.15) that generates progressively higher degrees of complexity, complexity that apparently defeats mastery," in Joyce, Chaos and Complexity (Urbana: University of Illinois Press, 1997), p.132.  To situate this within a deeper historical perspective, one might note with Eco "the early moderns" like Bruno, Pico and Ficino who "knew by imagination, before mathematical formulation, that the universe was no longer a rigid hierarchy of immutable and definitive modules of order but something moving and changing.  In such a universe, contradictions and oppositions do not constitute an evil to be reduced by abstract formulas, but they form the very core of reality" (Eco, p.83). 


� One should relate this possibility of the mensonge to Derrida's remarks on the role of forgery in the Wake (forged words, phrases; invented histories, cultures, etc.): "In the simulacrum of this forgery [in English in the original], in the ruse of the invented word the greatest possible memory is struck and founded.  Finnegans Wake is a little, a little what?  a little, a very little grandson  [petit-fils] of occidental culture in its circular, encyclopedic, Ulyssean and more-than-Ulyssean totality.  And then it is at the same time much greater than that odyssey itself..." (Derrida, pp.206-207).    


� "And [Jacob] dreamed that there was a ladder set up on the earth, and the top of it reached to heaven; and behold, the angels of God were ascending and descending on it." 


� On the human and the deity/dayety within the cyclic dynamic of procession and return: "Now, to be on anew and basking again in the panaroma of all flores of speech, if a human being duly fatigued by his dayety in the sooty [...] were at this auctual futule preteriting unstant [...] accorded, throughout the eye of a noodle, with an earsighted view of old hopeinhaven with all the ingredient and egregiunt whights and ways to which in the curse of his persistence the course of his tory will had been having recourses, the reverberration of knotcracking awes [...] could such a none [...] byhold at ones what is main and why tis twain, how one once meet melts in tother, wants poignings, the sap rising, the foles falling, the nimb now nihilant..." (FW, 143). 


� For the full-scale development of this perspective, see Bishop's superb study Joyce's Book of the Dark: Finnegans Wake (Madison: University of Wisconsin Press, 1985), which reads the Wake in terms of the sleep that traverses the body and mind of an absent subject.       


� Joyce, "William Blake," in Critical Writings, p.222.  Hereafter cited parenthetically as CW.  


� On Learned Ignorance, Book I, Ch. 2, § 12, in Nicholas of Cusa: Selected Spiritual Writings, trans. H. Lawrence Bond (New York: Paulist Press, 1997).


� Bruno, De l'infinito, universo e mondi, in Giovanni Aquilecchia, ed., Giordano Bruno, Oeuvres Complètes, IV: De L'Infini, de l'univers et des mondes (Paris: Belles Lettres, 1995), p.77; on Bruno's debt here to Cusa, see the helpful introduction by Miguel Angel Granada, p.LVI: "as the necessary effect of the divine power in which that power realizes itself fully, the infinite universe is image, mirror, trace and simulacrum of the divinity.  Bruno can thus read literally the famous verse from the Psalms according to which coeli enarrant gloriam Dei (18:2): the infinite universe is certainly the self-expression of God or--as Bruno says, using the Cusan terminology: cf. De docta ignorantia II, 3 and 4--the explicatio or contractio of that which in absolute simplicity and in the divine unity is implicated."  As I note above, the notion of an infinity of worlds as perspectives on God actually emerges already in Eriugena.          


� Respectively, FW, 604, 481, 358, 484, 418, 260. 


� The connection here in Joyce between the angelic and the modern/technological resonates very powerfully with Michel Serres' fascinating and far-reaching meditation Angels: A Modern Myth (Paris: Flammarion, 1995).  As Serres indicates  "these ancient mediators [...] provide a perfect image for our telegraph operators, postmen, translators, representatives, commentators...the armies of our new labor processes. [...] But also fiber optics, and the intelligent machines that we have built to connect networks between them...."   


� As McHugh notes, in 1924 the B.B.C. gave a live broadcast of Surrey nightingales. 


� Thomas J. J. Altizer, The Contemporary Jesus (Albany: State University of New York Press, 1997), p.187.  The most important recent analyses of this electronic humanity and its religious significance are those of Mark C. Taylor, whose influence in the present essay, if not explicit, should be noted.  See especially Hiding (Chicago: University of Chicago Press, 1997).         





