
to sign the men’s covenant. The gendered reading of the covenant is an excellent example of
both McGaughey’s use of her analytical lens and her focus on prescriptive public models.
McGaughey’s reading of the shipyard expulsions is similarly illustrative, since the Protestant
workers saw themselves as gritty, determined, hardworking, and employed, the latter category
a way of making themselves more manly than unemployed Catholics. The reading of the ship-
yard riots also elucidates how ideas of Ulster masculinity could unite Protestants across class
and prevent any sort of fellow feeling with working-class Catholics. This is one of many
places in which McGaughey successfully integrates class into her analysis.

These examples show McGaughey’s methodology at its most illustrative, but there were
places at which similar sustained analysis would have been helpful. At times, McGaughey insuf-
ficiently highlights the gendered nature of her source material. For example, McGaughey tells
the story of John G. Clarke, a unionist who complained about the behavior of the B-Specials.
Clarke’s complaint was ignored by the authorities and treated derisively by his Orange Lodge.
For McGaughey, this demonstrates that “the social reality was that every man either had to be
on the side of the Protestant hegemonic masculine order or face persecution from the networks
of men whose beliefs were becoming the mandated status quo” (179). There is no evidence
presented that the dismissal of Clarke’s argument was gendered or that he was feminized or
demasculinized by those who opposed his views. While this shows the disparate power
relationships between Ulster men, the lines between “conflicts between masculinities” and
“conflicts between men” get a bit blurred. It is not entirely obvious that those categories are
synonymous, and the book would have been stronger in places had the gendered aspects of
some of the evidence been analyzed more directly. Nevertheless, Ulster’s Men is a solid work
that adds much to our understanding of unionism. McGaughey skillfully brings out gendered
elements of the dominant male unionist culture and the ways in which that culture used gender
to subordinate female unionists and men who did not approve of the hegemonic forms of poli-
ticized masculinity peddled by the Orange Order and the broader unionist movement. This is a
work that deserves a wide audience among Irish and British scholars.

Jason Knirck, Central Washington University

ADAM PARKES. A Sense of Shock: The Impact of Impressionism on Modern British and Irish Writing.
New York: Oxford University Press, 2011. Pp. 304. $65.00 (hardback).
doi: 10.1017/jbr.2013.42

A Sense of Shock, an incisive and engaging intervention into the study of literary impressionism,
seeks to recover the rich and diverse historical contexts of this aesthetic style in the modernist
era. It has become something of a commonplace to see impressionism as a form that fore-
grounds individual and private vision insofar as impressionism aims to transcribe, not the
external world, but the unique sensory experiences of a perceiving consciousness. Parkes,
however, insists that neither a view that treats impressionism ahistorically—as a mode of epis-
temology—nor a view that sees impressionism withdrawing from the historical world is
adequate. Instead, impressionism “was shaped by [an] active engagement with larger cultural
phenomena that defined the modern age: anarchism and terrorism, homosexuality and femin-
ism, nationalism and war, economic depression and the new global media” (x). Far from
being a merely privatized will-to-style, literary impressionism is best understood as a form
wherein the boundaries between the private and the public, the textual and the contextual,
the aesthetic and the historical, and the individual and the collective are continuously
negotiated and probed. By arguing this, Parkes radically reorients the way we read impressio-
nist writing, turning our gaze to the shifting points at which the interior subject meets the
exterior world.
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Parkes advances his argument through rigorous analyses of a series of case studies that are
designed to reveal the multiple and varied historical dimensions of impressionism at the turn of
the century. His first chapter readsHenry James’s Portrait of the Lady (1881) through the lenses
of the James Whistler–John Ruskin trial in which Whistler and Ruskin seemingly stand as
polar opposites: the former in favor of a solipsistic subjectivism expressed in his impressionist
paintings and the latter standing for a collective moral standard expressed in his anti-impres-
sionist screed (for which Whistler sued him for libel). But James’s exploration of the notion
of “justice” in his novel suggests that these two positions are implicated in one another:
although justice necessarily reflects, on one hand, the kind of social and collective norms
that Ruskin defends, it also signifies, on the other, a personal sympathy toward the object of
judgment—the sense of “doing justice to” something—akin to Whistler’s insistence on indi-
vidual responsiveness. James’s own impressionistic novel attempts not so much to reconcile
these two notions but to maintain them “in a state of productive tension” (33) such that an
adequate sense of justice entails the simultaneous deployment of both private sensibility and
public convention.

Parkes turns next to elucidating the homoerotic subtext of impressionism by way of an
analysis of Walter Pater’s influence on a group of disciples—George Moore, Oscar Wilde,
and Arthur Symons. Here, literary influence is seen as a mode of eroticized impressionism
that mediates between the self and the other, since Pater’s aestheticism impressed itself on—
penetrated, so to speak—the practices of his followers but was also reinterpreted anew by
them for their own ends. In an inspired move, Parkes not only outlines the younger gener-
ation’s rereadings of Pater—Moore’s heightening of impressionism as a sensory and (homo)
sexualized response, Wilde’s tempering of it in his emphasis on intellectualism, and
Symons’s attempt to de-eroticize impressionism altogether—but also ends with a brilliant
interpretation of Heart of Darkness (1902) as a novella in which impressionism-as-influence
is discernible in Conrad’s representation of Kurtz’s invisible magnetism. Parkes’s third
chapter continues to focus on George Moore’s writings, but it pivots to the issue of national-
ism, accounting for Moore’s embrace of impressionism vis-à-vis his rejection of both natural-
ism and nationalism. Naturalist aesthetics tends “to treat the biological family as the central
metaphor of human life” (78) and, by figuring the nation as an extended family, falls back
onto an understanding of the nation in biological or racial terms. As an Anglo-Irish Catholic
landlord (a deeply ambiguous sociopolitical position), Moore’s suspicion of the trope of
nation-as-family leads to his enthusiastic adoption of impressionism because of the three
modern discourses that underpin it—“individualism, cosmopolitanism, and homoeroticism”

(88)—which afford freedom from the constraints of familial, national, and biological deter-
minism. Yet Moore is unable to escape the imperatives of the nation because impressionism
itself comes to be figured as an extension of kinship, not unlike the Paterian network of influ-
ence of the second chapter.

The next three chapters investigate “the sense of shock” of the monograph’s title by arguing
for impressionism as an aesthetics of shock. Via a reading of Joseph Conrad’s The Secret Agent
(1907), Parkes shows how Conrad’s impressionist tactics—the rupture of linear time, the mul-
tiplying of perspectives, and the “delayed decoding”—replicate the experience of shock pro-
duced by the terrorist bombings that occurred across Europe during the fin-de-siècle; “a
typical Conrad tale works like an orchestrated sequence of increasingly powerful detonations”
(100). In his attempt to produce a sense of shock, Conrad’s novel inevitably draws on the sen-
sationalizing languages of newspapers and the mass media, rendering the modernist distinc-
tion between high and low, the elite and the popular, deeply unstable. Through brief
analyses of H. G. Wells, Ford Madox Ford, and Virginia Woolf, Parkes ends the fourth
chapter by suggesting that impressionism became an apt vehicle for representing not just ter-
rorist shock but also shellshock in the aftermath of the Great War. Parkes’s fifth chapter inter-
twines the concerns of the second chapter—of literary influence, with the twist of sexual
difference—and the focus on shock in the fourth chapter to read Virginia Woolf ’s Jacob’s
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Room (1922) and her biography of Roger Fry. Woolf has invariably been recognized as “one of
modernism’s preeminent writers of trauma” (147), yet Parkes insists that trauma here is not
only psychical but also social: the shock of Woolf ’s famous “moments of being,” for instance,
is triggered by her memories of her half brothers’ sexual abuses; fragmentation or perceptual
discontinuities—the hallmarks of impressionist style—are a function of a system of patriarchy
that enforces violent sexual division. Responding to Pater’s impressionism in Jacob’s Room and
Fry’s postimpressionism in her biography of him,Woolf ’s revisionism of them draws attention
to how their aesthetics reinforce a culture of patriarchy, a circle of male influence that excludes
women.

Parkes’s sixth and final chapter turns to Ford Madox Ford: not the famous impressionist
Ford of The Good Soldier (1915) or Parade’s End (1924–28), but the lesser-known Ford of
the 1930s. Examining Ford’s fiction from that period—The Rash Act (1933), Henry for
Hugh (1934), and the unfinished novel, “Professor’s Progress”—Parkes recasts Ford as a
Depression-era writer who registers the shocks of the Great Depression via a reworking of
concept of character, such that “character may be understood only in terms of dispossession,
devaluation, inflation, or lost credibility” (188). The Depression’s crisis of economic value
translates itself in Ford’s fiction as a representational crisis of character. This hollowing out
of subjectivity transforms Ford’s own earlier impressionist practices, as the impression
equally hollows out into a mere “impression of an impression” (193). Parkes concludes his
monograph with a brief epilogue on Elizabeth Bowen’s The Heat of the Day (1948), a spy
novel in which the problem of private perception is never fully separable from the problem
of public politics, thus encapsulating the mainstay of the book’s argument.

A Sense of Shock is an illuminating monograph about the historicity of impressionism that
should prove extremely useful for literary—especially modernist—scholars. Indeed, much of
the pleasure of the book emerges from Parkes’s fine eye toward aesthetic form and his
subtle readings of the myriad writings he engages with. This may seem to return us to the
realm of the merely textual, but Parkes’s expert interpretations open up these texts into their
wider contexts, showing us that aesthetics cannot ultimately be separated from history.

Janice Ho, University of Colorado, Boulder
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the Troubles. Dublin and Portland, OR: Irish Academic Press, 2012. Pp. 271. $79.95 (cloth).
doi: 10.1017/jbr.2013.43

The lightening-fast speed with which Northern Ireland spiraled into violence in the late 1960s
and early 1970s is one of the more puzzling issues in recent Irish and British history. When
Ireland’s taoiseach, Sean Lemass, paid his historic visit to Northern Ireland’s prime minister,
Terence O’Neill, in January 1965, the political future of the long-disputed region seemed, if
not exactly bright, at least relatively stable. But the emergence of a civil rights movement
and the responses that it triggered in various quarters, ranging from defenders of the Stormont
regime to the Irish Republican Army (IRA), altered the dynamic entirely. By the summer of
1970, street violence in Protestant and Catholic working-class neighborhoods raged out of
control, the IRA had split (with the new Provisionals firmly committed to a renewal of repub-
lican armed struggle), British soldiers patrolled the streets of Belfast and Derry, and Northern
Ireland was on its way toward what the authors of this work, Simon Prince and Geoffrey
Warner, correctly regard as a full-blown civil war. Although a great deal has been written
about various aspects of this civil war (euphemistically known as “the troubles”), with the
exception of Bob Purdie’s Politics in the Streets (Belfast, 1990), Niall Ó Dochartaigh’s From
Civil Rights to Armalites (Cork, 1997), and a small handful of other studies, surprisingly
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