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Introduction
Robert McLiam Wilson’s Eureka Street [ES] (1996) is set in Belfast during the early
1990s, against the backdrop of the Troubles — a period of violent conflict in
Northern Ireland, primarily between nationalist/republican and unionist/loyalist
communities. The plot follows two main characters: Chuckie Lurgan, a working-
class Protestant with an insatiable desire to get wealthy, and Jake Jackson, a
reformed Catholic debt collector desperately seeking love. The narrative centers on
the unlikely friendship between these two men. As their lives unfold through a mix
of satire, tragedy, and urban realism, Wilson explores the emotional and
psychological impacts of violence, identity crises, and the elusive possibility of
peace. From the very first pages, the city is framed through a lens of violence and
myth-making: “Belfast shared the status of the battlefield . . . In the mental maps of
those who had never been in Ireland, these places had tiny crossed swords after their
names. People thought them deathfields — remote, televised knackers’ yards.
Belfast was only big because Belfast was bad” (ES 14). The novel’s title refers to a
fictional street in Belfast that serves as a symbolic meeting point between different
communities and ideologies. By situating the narrative within the city’s physical and
emotional landscape, Wilson transforms Belfast itself into a character—scarred,
shifting, and, at times, strangely tender, especially as seen in the novel’s closing
pages. As Laura Pelaschiar notes, in Northern Irish fiction the city rarely serves as
a neutral setting; rather, it becomes a dynamic textual element through which
broader meanings are organized (117).

Eureka Street has received sustained scholarly attention for its incisive
exploration of post-conflict identity, trauma, and urban space in Northern Ireland.

Critics such as Juan Francisco Elices Agudo have emphasized the novel’s satirical



tone and its indictment of political failure, arguing that Eureka Street “‘unveils severe
accusations towards all those politicians who, behind a curtain of hopeful and
confident words, are completely unable to undertake a serious anti-terrorist policy
and to implement consistent measures for the eradication of violence” (91).
Similarly, Patrick Hicks explores how the novel offers “compelling portraits of
failed parenting, tormented adolescence, and the eventual triumph of love” (133),
suggesting that Wilson uses interpersonal relationships to reflect broader social and
emotional fractures. Wilson admits in an interview with Richard Mills that “Jake
Jackson was supposed to be a satire of the reformed hardman, a stock character in
crime fiction” (76). This satirical portrayal allows the narrative to transcend
traditional crime fiction tropes, inviting readers to engage with a deeper, more
nuanced story. Moreover, Danine Farquharson highlights that “the narrative voices
lead the reader into a story that will be about storytelling itself, and in particular,
about the ethical impulse of all stories to bear witness and to induce the reader’s
imagination into action” (69). This meta-narrative approach not only enriches the
reader's experience but also reinforces the ethical dimensions of the novel. By
depicting the characters' personal growth and their attempts to make sense of their
turbulent environment, Eureka Street illustrates the power of storytelling to reflect
on and challenge the complexities of human existence.

Philippe Laplace reads the novel through a postmodernist lens, stating that
“bodies and cities are entwined in an intimate dialogical relationship . . . This
symbiosis highlights Wilson’s . . . concerns about life in a postmodern cityscape rife
with doubts, contradictions and misconceptions” (Bodies of Evidence 164). He
emphasizes the novel’s attention to bodily presence and graffiti as urban expression.

Laplace argues that graffiti in Eureka Street serves as a political and cultural text,



“moving politics to street level and to an open struggle of defiance, domination, and
influence” (Writing). As part of this atmosphere, the walls of Belfast bear the usual
slogans from both sides: “IRA, INLA, UVF, UFF, UDA, IPLO, FTP (Fuck the
Pope), FTQ (Fuck the Queen), and once (hilariously) FTNP (Fuck the Next Pope)”
(ES 22). This raw and often absurd graffiti captures the deep tensions of the city,
where political violence and humor co-exist within the urban landscape. This
highlights how the physicality of the city and the characters' bodies are deeply
intertwined, creating a space of conflict and complexity where personal and socio-
political struggles meet. However, despite a range of insightful critical perspectives,
scholars have largely overlooked the novel’s environmental dimensions, leaving a
gap that this thesis addresses through an ecocritical approach.

This absence in the scholarly literature reveals an opportunity to explore how
Wilson’s portrayal of Belfast’s physical and emotional landscapes aligns with key
concerns in environmental criticism. Lawrence Buell, one of the leading voices in
ecocriticism, observes that environmental criticism has increasingly shifted its focus
beyond nature to include urban and industrial environments, emphasizing the
interconnection of the “built” and “natural” in all places (The Future 12) and calling
for greater attention to the interplay between metropolis and outback (The Future
22), suggesting that cities, too, are critical sites of ecocritical inquiry. As Gregory
Castle notes, “Ecocriticism attempts to reach not the natural as such but the systems
that subtend this unreachable horizon, and not just natural systems, but those
historical, scientific, and aesthetic formations (from oral traditions to systems
theory) that (re)present the environment for us” (300). In this context, Robert Kern’s
assertion that “all texts are at least potentially environmental (and therefore

susceptible to ecocriticism or ecologically informed reading) in the sense that all



texts are literally or imaginatively situated in a place” (qtd. in Heise 640) provides
a useful interpretive lens. Eureka Street’s portrayal of urban decay, personal crisis,
and contested public space underscores this notion, inviting readers to consider how
literature encodes relationships between people and their environments—even, or
especially, in landscapes of conflict.

Ecocriticism emerged as a distinct academic field in the early 1990s, shaped by
the growing need to interrogate how literature represents and responds to
environmental concerns. Foundational texts such as The Ecocriticism Reader
(1996), edited by Cheryll Glotfelty and Harold Fromm, helped institutionalize the
field. Glotfelty defines ecocriticism as “the study of the relationship between
literature and the physical environment,” noting that it “has one foot in literature and
the other on land” (xviii—xix). Around the same time, Buell’s The Environmental
Imagination (1995) emphasized the cultural and symbolic dimensions of nature
writing, helping to establish a critical framework for literary environmentalism. He
explores how literary texts shape environmental perception, focusing on the ways
nature is imagined, represented, and valued across genres (The Environmental 1-2).
Buell’s later works, including Writing for an Endangered World (2001) and The
Future of Environmental Criticism (2005), expanded ecocriticism to include justice,
ethics, and global perspectives. Greg Garrard’s Ecocriticism (2004) further mapped
the field’s theoretical terrain, including themes like wilderness, apocalypse, and
animal studies. Although Rachel Carson’s Silent Spring (1962) predates the field’s
formal emergence, her work significantly shaped the ethical and political concerns
that ecocriticism would later adopt.

While the roots of ecocriticism lie in nature writing and the appreciation of

wilderness, the field has since expanded to include hybrid landscapes. As



Christopher Schliephake adds, “since its first implementation, ecocriticism has been
characterized by a highly political agenda,” often driven by the desire to present “a
corrective to social and political developments that were seen as root causes of the
environmental crisis” (4). A major theoretical development in ecocriticism involves
the distinction between what has been termed first-wave and second-wave
ecocriticism. First-wave ecocriticism, as Buell explains, often centered on nature
writing and ecocentric values, frequently drawing on American transcendentalist
traditions and emphasizing pristine natural landscapes as its primary concern (7he
Future 22). In contrast, second-wave ecocriticism adopts a more socially engaged
and inclusive framework that incorporates urban environments, environmental
justice, and the complex entanglement of ecological and cultural systems (Buell,
Ecocriticism 95; Garrard 18). As Garrard explains, many ecocritical approaches
recognize that the traditional separation of humans from nature is both misleading
and ecologically harmful, and instead call for a critical rethinking of the boundaries
between the human and the non-human (18-39). This conceptual shift expands the
scope of ecocriticism beyond wilderness and into the built environment, making it
a powerful tool for interpreting urban narratives like Eureka Street, where city
spaces are sites of both ecological disruption and human meaning-making.
Building on this second-wave perspective, the novel foregrounds damaged urban
spaces—polluted skies, concrete estates, scarred streets—that shape and reflect
human experience. Buell supports this revisionist turn, noting that this approach in
ecocriticism broadens the scope of environmental literature to include varied
landscapes, genres, and sociopolitical concerns, such as urbanization and
environmental justice (The Future 138). This expanded framework allows for a

more inclusive understanding of how environments—particularly urban ones—



interact with social issues and human emotions, highlighting the complex ways
ecological and cultural factors intertwine. Given Wilson’s focus on the
psychological and social wounds of Belfast’s population, and his depiction of urban
decay as both a symptom and symbol of trauma, a second-wave ecocritical approach
provides a valuable lens to explore the novel’s engagement with ecological and
emotional healing. As Cheryl Lousley observes, environmental crises in literature
are not purely physical—they also have “social, cultural, affective, imaginative, and
material dimensions” (Oxford Research Encyclopedia of Literature). In Eureka
Street, these dimensions converge in a landscape where violence and recovery, ruin
and renewal, exist side by side.

Irish ecocriticism, particularly as articulated by Nessa Cronin and E6in Flannery,
offers a place-based framework for analyzing how literature—especially that rooted
in contested or conflictual environments—engages with environmental and cultural
memory. Cronin draws on Tim Robinson’s concept of geophany—“a showing forth,
an epiphany, of the Earth” (qtd. in Cronin 107)—to highlight how Irish language
and literature foster emotional and ethical connections to place. This resonates with
Flannery’s critique of the Celtic Tiger era—a period of rapid economic growth in
Ireland from the mid-1990s to the late 2000s—whose “toxic surfeit of financial
investment in land as property,” he argues, undermined the ecological and cultural
ethics that once informed Irish relationships to the landscape (2). While Flannery
historicizes this loss, Cronin turns to literary and linguistic practices—particularly
through Robinson’s geophany—as a means of rekindling affective and ethical
relationships with place. Both scholars advocate for an ecological consciousness that
resists global capitalism’s homogenizing pressures and instead affirms local

knowledge, historical depth, and ethical dwelling. Cronin further contends that an



Irish Environmental Humanities must adopt a transdisciplinary, practice-led
approach that draws from the humanities, sciences, and lived experience to address
ecological crises grounded in Ireland’s specific landscape traditions, while speaking
to global challenges (97). These critical frameworks are especially relevant to
Northern Irish literature, where narratives of place often entwine environmental
degradation with histories of violence and cultural displacement. In this context,
Eureka Street participates in a literary tradition that reimagines damaged urban
environments not simply as backdrops to conflict, but as storied landscapes—spaces
where ecological and emotional recovery might begin.

Although Wilson's primary goal may not have been to provide an ecocritical
narrative, the novel nonetheless lends itself to such an analysis. By highlighting the
parallel between the ecological crisis in Belfast and the personal crises experienced
by its characters, the novel critiques the socio-political structures that contribute to
both ecological degradation and human suffering. Through its depiction of urban
decay and environmental neglect, the novel uses environmental imagery and themes
to underscore the interconnectedness of ecological and personal well-being. This
thesis explores how Eureka Street depicts the urban environment of Belfast and
examines the themes of ecological and personal crisis-healing present in the novel.
Chapter 1. Human-Nature Relationship and Environmental Degradation in
Eureka Street
As Julia C. Obert notes, “authors’ attentions to the local symptoms of climate change
are necessarily means of diagnosing global disorder” (1169). By chronicling the
ecological decline and unchecked urban sprawl in Belfast, Wilson uses the city as a
microcosm for worldwide environmental crises. The polluted skies, industrial scars,

and expanding urban boundaries reflect patterns of neglect and unsustainable



development that have far-reaching implications, linking Belfast’s struggles to
global environmental challenges. Glotfelty and Fromm frame ecocriticism as the
study of “relationships between . . . human culture and the physical world” (xx), a
perspective that helps to contextualize Eureka Street’s ecological concerns.
Building on this, Garrard affirms that “Ecological problems are historical; they come
into being through complex processes of environmentality” (16). This idea finds a
parallel in Buell’s argument that “natural and built environments, revisionists point
out, are long since [intertwined]; the landscape . . . is increasingly the landscape of
metropolitan sprawl . . . the two spheres are as intertwined, now and historically”
(The Future 22). Stacy Alaimo expands this framework with her notion of trans-
corporeality, stating that “imagining human corporeality as trans-corporeality, in
which the human is always intermeshed with the more-than-human world,
underlines the extent to which the substance of the human is ultimately inseparable

299

from ‘the environment’ (2). These theoretical insights establish a framework for
understanding Wilson’s Eureka Street, which intricately weaves human experience
with nature, emphasizing the interdependence of ecology and urban life.

Set against the backdrop of both Belfast’s natural beauty— “we walked by the
river where everything could feel briefly eighteenth century” (ES 19)—and its urban
violence— “a bomb had gone off near the police station just across the road” (ES
14)—Eureka Street critiques not only environmental degradation but also emotional
and cultural disintegration. This is exemplified in a scene where Matt, Jake’s foster
father, “kicked a stone into the oily water” (ES 109). What appears to be a casual
gesture is layered with emotional complexity: Matt, who has spent his life quietly

rescuing Belfast’s forgotten youth, walks with Jake through the city’s decaying

docklands, trying to comfort him after the departure of his girlfriend, Sarah. Their



conversation is tender but evasive, full of shared silences and missed opportunities.
The polluted sea and derelict wharf become metaphors for Belfast itself—once
bustling, now broken—and for Jake’s emotional state. The moment underscores the
novel’s broader concern with how physical spaces absorb and reflect personal and
collective trauma, nostalgia, and hope. Nature further deepens this connection,
acting as a mirror for the characters' emotions and providing a space for personal
contemplation. After being abandoned by Sarah—his English girlfriend who left
Belfast amid the escalating violence—Jake reflects: “I read Sarah’s one-word letter
and sat thinking and smoking for quite a long time. I looked up at the hill. It looked
down at me. The fields from the mountains rolled out towards the city like a
proftfered tailor’s cloth, checked and regular” (ES 367), evoking a desire for stability
amidst the chaos of Belfast. However, this order contrasts with the looming “clouds
of liquid grey” (ES 367-8), suggesting that even in harmony, turmoil is inevitable.
This duality encapsulates the novel’s eco-critical theme, illustrating how nature
mirrors human struggles while offering solace. As ecocriticism suggests, in the
ecosphere “there is a reciprocal interdependence of one life process upon another,
and there is a mutual interconnected development of the earth's life systems”
(Ruecker 112). Thus, nature emerges as both a reflection of and a force within
human experience.

In the novel, Wilson highlights the way in which both the urban and rural
landscapes exist in this kind of reciprocal relationship, where one cannot thrive
without the other. This idea of interconnectedness between humans and the
environment aligns with the concept of the landscape as a mosaic— “a community
of interdependent parts” (Chew 168). The landscape in Eureka Street reflects an

aesthetic complexity, where moments of peace and reflection, such as the calm rural
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landscapes, contrast sharply with the turbulent, industrialized urban space of Belfast.
These “tesserae” or patches—rural serenity and urban decay—form a complex yet
interconnected whole (Hughes 19). For instance, the “little patch of river” accessible
from the station car park, described as “a good place to hide and not a bad place for
a first kiss,” (ES 196) contrasts with a “violence patch” with which Jake might
“appease the need to beat people up” (ES 294). This juxtaposition underscores the
co-existence of peace and turmoil within the urban environment, reflecting the
multifaceted reality of Belfast.

The coexistence of brutality and fragility in Belfast’s environment is further
highlighted by a series of contrasting moments in the novel that emphasize the
emotional resonance of place. The first is Wilson’s depiction of “Povertyland,”
where children face violence and deprivation amid environmental neglect: “Solvent
abuse—six-year-olds snorting Evostik down an alley in Taughmonagh, keeling over
and drowning in a two-foot puddle . . . Kids here used clingfilm for condoms . . .
They shacked up together for warmth, for forgetting. It was the land where they
wrote things on the walls” (ES 63—64). Wilson further illustrates this spatial and
social divide through a striking metaphor: “You see leafy streets and you see leafless
streets. You can imagine leafy lives and leafless ones. In the plump suburbs and the
concrete districts your eyes see some truths, some real difference. The scars and
marks of violence reside in only one type of place. Many of the populace seem to
live well. Many prosper while many suffer” (E£S 214-215). This contrast serves as a
powerful symbol of the intersection between environmental degradation and socio-
economic disparity, where the physical environment mirrors the fractured social
landscape. The lush, green areas represent relative prosperity and peace, while the

barren, concrete districts embody neglect and violence. Through this imagery,
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Wilson underscores the inseparability of place and social reality, reinforcing
ecocriticism’s emphasis on how environmental conditions reflect and shape human
experience. The second example, by contrast, offers a gentler reflection on Belfast’s
landscape: “Buildings and roads begin to look pale and flat, hung over in the ebbing
strength of the street-lamp shine . . . The mountain looks flat and grand. In the
greyness, it is stupidly green. It looks like all cities this morning, Belfast. It’s a tender
frail thing, composite of houses, roads and car parks” (ES 395-396). These passages
illustrate how urban and natural elements converge to shape emotional experience,
encapsulating ecocriticism’s concern with the interplay between landscape,
memory, and social meaning.

Another instance of this interdependence comes when the city is described as
“rising and falling like music, like breathing” (ES 212). Here, Wilson metaphorically
connects the city to the natural world, suggesting that urban life is intricately linked
to ecological rhythms. The comparison of the city’s “breathing” to natural cycles
reinforces this connection, highlighting how human activities are deeply entwined
with the environment. This idea of interconnectedness between the urban and natural
worlds reinforces the eco-critical theme that both spheres cannot exist without
influencing each other. The cyclical nature of this relationship is further mirrored in
personal moments of reflection. For instance, dawn is portrayed as “an anxious time,
where birds suffered curtain-up nerves” (ES 368) within Jake as he ponders the idea
of “forgiving” after reading his runaway lover Sarah’s letter. This natural transition
parallels human moments of change, underscoring the fragility and uncertainty
inherent in both the world and human life. Wilson uses such natural imagery to
reinforce the idea that both nature and humanity are marked by cyclical patterns of

interconnectedness.
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Belfast, as portrayed in the novel, reflects the scars of both industrial conflict and
environmental neglect. One description captures the stagnation of the city: “The sky
didn’t lighten. The atmosphere thickened like gravy and all seemed stained” (ES
368). This “stained” sky symbolizes the environmental toll of industrialization and
pollution, echoing the emotional weight borne by the city’s inhabitants. The
industrial scars on the landscape mirror the societal turbulence of Belfast,
reinforcing the link between human activity and ecological damage. In another, the
city’s environmental degradation takes on a bodily metaphor: “Today the sky was
an amazing thing. The clouds were city clouds, thick with dirt and matter. The light
was the colour of tea, badly stewed” (ES 391). This imagery captures the deep
impact of industrial pollution, portraying the city itself as a living organism,
wounded and reactive. As Buell explains, ecocriticism gains its “edge of critique”
from modernization’s aggressive, accelerating, inequitable transformations of
“natural” into “constructed” space” (The Future 24). The novel’s depiction of urban
decay reveals the complex interplay between human activity and environmental
degradation, aligning with ecocriticism’s concern over how modern systems both
construct and compromise the natural world.

Chuckie Lurgan’s late-stage awareness of ecological catastrophe offers a turning
point. Earlier in the novel, Chuckie mocks environmentalism, saying, “OK, gimme
a salad but can I have extra chemicals in that? If it doesn’t come wrapped in plastic,
I don’t eat it” (ES 139). His later realization that “The ozonosphere was degrading
at a rate that negated replenishment. The earth was being dug up and scattered with
corrosive filth. The seas were being fished out and the people were growing
everywhere. Every day a hundred species became extinct” (ES 315) thus marks a

profound shift in awareness. As Alaimo notes, “Matters of environmental concern
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and wonder are always ‘here,” as well as ‘there,” simultaneously local and global,
personal and political, practical and philosophical” (15). Chuckie’s evolving
understanding reflects what Alaimo describes as “trans-corporeality,” which
“reveals the interchanges and interconnections between various bodily natures . . .
between human bodies, nonhuman creatures, ecological systems, chemical agents,
and other actors” (2). Chuckie’s shift symbolizes a personal response to
environmental degradation, mirroring larger societal movements toward
sustainability.

Chuckie’s evolving awareness of ecological and societal collapse can be
interpreted through the symbolic lens of “off the grid” (OTG) living—not as a literal
survivalist practice, but as a metaphor for rejecting entrenched systems of division,
exploitation, and environmental decay. In a city long shaped by sectarian violence
and post-industrial stagnation—"lots of Irish killing lots of other Irish” (ES 99)—
Chuckie’s late-stage vision of reinvestment and transformation takes on symbolic
significance. His playful attempt to decode the acronym OTG—‘something
Catholic that began with O and something Protestant that began with T” (ES 389)—
suggests a yearning for shared cultural space beyond inherited binaries. Though
never explicitly named as environmental activism, this reimagined OTG philosophy
underpins his dream of “massive reinvestment in the city of his birth, nothing less
than the industrial rebuilding of Belfast” (ES 380), a vision that counters the decay
around him with constructive possibility.

While bridge-building “between the divided traditions” (ES 378) is humorously
evoked through the poet Shague Ghinthoss’s pan-ecumenical award acceptance, the
underlying motif of cross-community renewal subtly echoes Chuckie’s shift from

self-interest to civic imagination. OTG, in this context, becomes not a retreat into
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isolation, but a symbolic alternative—a mode of existence that moves beyond
dysfunctional structures and imagines new possibilities for civic life. As Alaimo
argues, “trans-corporeality often ruptures ordinary knowledge practices . . . [as
people] must contend not only with the materiality of their very selves but with the
often invisibly hazardous landscapes of risk society” (17). Chuckie’s gradual
transformation—from consumer cynic to someone envisioning the industrial
rebuilding of Belfast—reflects such a reckoning. His shift mirrors the novel’s
broader critique of environmental and cultural neglect, suggesting that the first step
toward renewal may lie in acknowledging our entanglement with the very systems
we seek to escape.

The novel also critiques superficial environmental efforts, especially those driven
by urban redevelopment. This is evident when Jake reflects on a failed riverside
beautification project while sitting with Chuckie:

Biergarten, Jesus. We sat on wooden chairs and looked blankly at the river.
They were still dredging it. Some riverside corporation was beautifying the
riverside. (Belfast had discovered these frivolities as all the other cities in
Britain had decided, expensively, that they didn’t work.) There were millions
going down round there. All it seemed to be producing so far were
waterlogged tractors and a bad smell. (E£S 89)
Jake’s tone of disaffected irony emphasizes the disconnect between costly
development schemes and the lived reality of ecological damage. The dredging of
the river and the city’s subsequent failure to meet its ecological goals highlights the
disillusionment with modern environmental efforts, inviting readers to reconsider
the effectiveness of such beautification projects. This failure of “redevelopment”

aligns with the disillusioned viewpoint articulated in the statement,
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“Redevelopment. Nothing more dramatic than that; the planners are our bombers
now”’ (Devlin 340). This phrase encapsulates the destructive role of urban planning
in this context, drawing a parallel between the devastation wrought by city planners
and the harm caused by warfare. It reflects how the so-called “solutions” offered by
modern planning often come with unintended destructive consequences, reinforcing
the novel's critique of environmental negligence.

A striking dichotomy emerges between the polluted urban environment of Belfast
and the serene rural landscapes that offer brief moments of escape and introspection.
Jake’s visit to a small town in County Fermanagh—possibly Enniskillen—is framed
with almost naive wonder: “It looked like an impossible place, a child’s drawing”
(ES 392). The simplicity and innocence of this scene contrast sharply with Belfast’s
chaotic sprawl and overdevelopment — “the city was moving outwards like a
spreading stain” (ES 381). The rural setting, though idealized, suggests a space
untouched by the violence and degradation that pervade the city. Meanwhile, the
capital is depicted as spiritually and ecologically depleted, with Jake describing
Lavery’s bar as “the dirtiest, most crowded, least likeable bar in Western Europe”
(ES 170) and the sky above as “wispy and vague, a moderate effort” (ES 169). Such
imagery casts the urban space as suffocating and stagnant. When Belfast is later
described as “dry and dead” (ES 316), the novel articulates a haunting vision of
ecological and emotional exhaustion. The rural and urban landscapes, therefore,
serve not merely as settings but as symbolic contrasts: one offering a momentary
reprieve, the other revealing the deep costs of unchecked industrial and social decay.
This symbolic contrast between Belfast’s decay and the rural calm of Fermanagh
highlights the emotional and ecological consequences of urban sprawl. Rather than

presenting the countryside as a simplistic ideal, Wilson uses it to underscore what
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the city has lost — a connection to rhythm, place, and care that industrial life has
disrupted.

However, Wilson resists a simplistic binary between nature and city. Throughout
Eureka Street, he emphasizes the entanglement of urban and ecological spaces. The
fields leading into the city and the quarry-fringed mountains suggest that rural and
urban life are not opposites but deeply interconnected. As Buell observes, nature has
long been reshaped by human activity, especially since the industrial revolution, and
the built environment must now be recognized as equally central to ecocritical
inquiry (Ecocriticism 93). This perspective deepens our understanding of the novel’s
portrayal of Belfast as a space where urban infrastructure and ecological systems are
intertwined. Human violence disrupts this fragile interdependence, as seen in the
metaphor of the bomb as “disarrangement and mess” (ES 15). Bombs rupture not
only political order but also the physical and symbolic landscapes, showing how
human actions scar both city and environment alike. As the narrator observes, “The
city is a raised beach, an abutment ... it was dumped in the sea but didn’t sink” (ES
213), capturing the precariousness of a built environment imposed upon nature.
Wilson’s ecological vision is thus one of entanglement rather than separation—
where the violence inflicted on place is inseparable from the violence inflicted on
people.

The novel ultimately urges us to reconsider not only our relationship with nature
but also the broader consequences of our actions on the world around us. By
contrasting the polluted urban sprawl with the serenity of the rural landscape,
Wilson critiques modern society’s growing detachment from the natural world. As
Jake reflects, “To understand the consequences of our actions we must exercise our

imagination” (ES 62), suggesting that ecological awareness demands both moral and
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emotional reckoning. Dana Phillips’s insight that “without environmental crisis . . .
there might be no environmental imagination” (598) deepens this reading,
positioning crisis as the very condition that makes transformation possible. This
change is symbolized in Chuckie’s character arc, where his shift from cynical
consumerism to a developing vision of urban regeneration signals a broader
awakening. This shift isn’t just about environmental activism—it’s a reimagining of
collective civic responsibility and the recognition that we must confront the
interconnectedness of our actions and environment. Wilson, therefore, suggests that
ecological collapse is not merely external but reflects an internal crisis, urging
change to begin with a renewed understanding of our shared entanglement—with
place, history, and one another.
Chapter 2. Urban Decay and Conflict in Eureka Street
Gary Roberts’ analysis of urban spaces emphasizes their evolving, socially
constructed nature, where these environments are not static but shaped by human
interaction, social conflict, and ecological forces. He states that urban spaces are not
neutral but are “a structure in motion, a structure that in fact makes possible the
motion of other dynamic systems” (Bennett & Teague 41). This concept resonates
with Eureka Street’s portrayal of Belfast, where even the most mundane urban
settings can be transformed into chaotic battlegrounds. Roberts’ claim invites an
ecocritical reading of the city, highlighting the dynamic interplay between human
culture and the environment. From an ecocritical perspective, urban spaces are not
fixed or separate from nature but part of an evolving interaction between the two.
As Roberts further asserts, urban environments should be understood as “the
buzzing outcome of continuously produced and inherently contradictory social

space” (Bennett & Teague 52). This “buzzing outcome” of social contradiction
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includes ecological consequences—pollution, segregation of green space, and
emotional disconnection from the land—all of which are visible in Eureka Street’s
portrayal of Belfast. Urban cultural scholars Michael Bennett and David W. Teague
argue that ecocriticism can illuminate the layered meanings embedded in urban
landscapes, where environmental degradation, human agency, and social inequality
converge (18). In this context, Rob Nixon’s concept of “slow violence” provides a
vital framework, particularly his definition of it as “a violence that occurs gradually
and out of sight, a violence of delayed destruction that is dispersed across time and
space . .. not viewed as violence at all” (2). The volatile streets of Belfast, marked
by conflict and neglect, embody these entanglements, becoming sites where the
consequences of industrialization, sectarianism, and alienation physically manifest
as a form of long-term ecological and emotional violence.

Eureka Street provides a visceral exploration of Belfast as a city shaped by urban
decay and socio-political conflict. In one particularly chaotic scene, Jake describes
the city in a constant state of disarray: “motorists braked and swerved wildly. Horns
blared and drivers shouted. Chuckie ran on and I had to follow, guts churning,
arteries bursting” (ES 359). This moment captures the frantic nature of life in a
deteriorating urban environment, where the city’s streets are constantly
overwhelmed by a sense of instability and fear. The imagery here illustrates the
breakdown of normalcy and the pervasive sense of danger, both of which are
byproducts of the city’s ongoing conflict and decay. Wilson also uses the city’s
socio-political divisions to explain this sense of chaos, referring to Belfast as “the
country of calorific nationalisms, Christolatry and a splittable and splitting
populace” (ES 353). This view emphasizes the deep-rooted divides that fuel conflict,

while also situating the urban environment as both a physical and symbolic
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battleground where the lives of its inhabitants unfold. Through evocative
descriptions of the cityscape and the lives of its residents, Wilson examines how the
physical degradation of urban spaces parallels the societal divisions and tensions
that characterize the inhabitants’ daily existence. The ecocritical perspective,
previously focused on the human-nature relationship, gives way here to the raw
reality of a decaying urban environment, revealing the intertwined forces of neglect,
violence, and hope that define Belfast’s narrative. This chapter delves into the
representation of urban decay and conflict in the novel, using Wilson’s vivid
imagery and the characters’ journeys as critical touchpoints.

The portrayal of Belfast, “tainted by the ever-present menace of bigotry and
violence” (Bardon 256), encapsulates a city in decline, where the physical scars of
violence reflect broader societal and political fractures. This decline, “hastened by
conflict but primarily the result of inner-city decay” (Bardon 278), underscores how
the streets—depicted as both literal and metaphorical battlegrounds—serve as a
constant reminder of the unrest that shapes the city’s identity. A comparable sense
of urban anxiety is vividly illustrated when Wilson, through Jake’s narration, depicts
Chuckie’s experience of New York: “The pavements reverberated under their sharp
heels like drums or thunder” (ES 257). While set in Manhattan, the moment echoes
Wilson’s broader portrayal of urban disquiet; the sharp reverberations of the
pavements serve as an auditory manifestation of the emotional tension that
characterizes life in both cities. This image underscores how the city itself absorbs
and reflects the unease of its inhabitants, suggesting that urban decay is not merely
a physical state but a reflection of the socio-political turmoil that defines the time.
“Studies have shown that visual imagery activates the visual cortex, while textual

imagery that relates to sound can activate other relevant brain regions, such as the
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auditory cortex” (Keysers & Gazzola qtd. in Weik von Mossner 176). The narrator’s
use of auditory imagery to describe the pavement reverberating under sharp heels
taps into this process, triggering the brain’s auditory centers and allowing readers to
“hear” the city’s unrest as they engage with the text.

“The poetic representation of the city is a complicated and neglected topic in the
criticism of urban literature” (Bennett & Teague 4-5). This observation is evident
in the way Eureka Street's urban landscape is portrayed, where the city mirrors the
broken lives of its residents. “Wind-whipped drizzle darted around the streetlamps.
In the haze of the sodium lights he could see serried ranks of heavier drizzle swoop
in time to the wind’s gusts” (ES 339). The poetic yet foreboding language captures
a sense of neglect and weariness. The streets are almost personified, imbued with
the struggles of the people who live there. The weather is not just an environmental
condition but a reflection of the emotional weight borne by the city. Importantly,
this portrayal is not only metaphorically resonant but also climatically accurate—
Belfast’s damp, overcast weather becomes part of the novel’s ecological realism.
This atmospheric precision strengthens an ecocritical reading by grounding
emotional and political tension in the material conditions of the city’s environment.
The pervasive drizzle, the muted light, and the rhythmic gusts of wind evoke a city
suffocated by its own despair, struggling to endure amidst the turbulent social and
political currents of the time. In this bleak landscape, even an everyday, entirely
forgettable urban situation—any café, any shop, any pub, any street—can
explosively transform into a slaughterhouse, where the living take a few seconds to
understand the horror unfolding around them, starting only then to scream (ES 226).
Citizens, as the novel suggests, “are often passively at the mercy of an urban

environment that has been turned against them” (Ross, interviewed by Bennett, The
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Nature of Cities 20), where everyday life becomes a chaotic and unpredictable
struggle against forces beyond their control. This shocking shift from the mundane
to the brutal reflects how quickly the city’s environment and its violent
undercurrents can disrupt any sense of normalcy, turning familiar spaces into
nightmarish settings, a “decaying . . . monstrosity” (Bennett & Teague 248) that
mirrors the city’s broader social decay.

Wilson also vividly portrays the city’s decay through images of urban violence,
which manifest as both literal and metaphorical battlegrounds. Stoney Wilson, a
somewhat aimless and disillusioned figure, drifts into Chuckie’s path on a couple of
occasions as they navigate the decaying streets of Belfast. Their casual, seemingly
inconsequential conversations—filled with banter and dark humour—highlight a
kind of emotional numbness and resignation that reflects the psychological toll of
life in the city. For instance, when Stoney comments on Chuckie’s appearance,
Chuckie replies, “I’'m dead but I haven’t the wit to stiffen” (ES 25), a line that
captures the bleak humour and emotional detachment characteristic of their
exchanges. “They [Stoney and Chuckie] walked aimlessly up and down the length
of their little local streets, passing the dirty shops on Sandy Row with their
windowfuls of spiders and flies, and passing quartets of ambling policemen, all
submachine-guns and flak-jackets” (ES 54). The imagery of “submachine-guns and
flak-jackets” conveys the stark reality of a militarized, conflict-ridden environment,
while the “dirty shops” and “spiders and flies” reinforce the theme of urban decline.
These details establish a literal sense of physical and political deterioration, but they
also gesture toward something deeper: the emotional disorientation and stagnation
of the characters. Their aimless wandering becomes symbolic of the larger social

and psychological confusion, echoing the internal battlegrounds shaped by Belfast’s
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violence and division. Here, the decaying landscape becomes a mirror for the
fractured inner lives of its inhabitants.

The novel’s exploration of conflict is deeply entwined with its depiction of urban
decay, as the scars of violence manifest not only in the personal lives of its characters
but also in the city’s architecture and infrastructure. During the riot scenes on the
Lower Falls, the chaos of the streets is starkly illustrated: “The street was full of
people running, shouting and throwing things at each other. An armoured police
Land-Rover had pulled up close by” (ES 359). This snapshot of violent disorder
highlights how conflict reduces urban spaces to sites of destruction and fear. The
streets, once public spaces for connection and movement, become arenas for
division and hostility. The impact of this violence extends beyond the immediate
destruction. Jake reflects on the aftermath: “A bottle crashed and splintered on the
spot where it had been. I looked about me” (ES 359). The image of the bottle
shattering on the pavement serves as a metaphor for the city itself, which remains
broken and irreparable in the wake of such violence.

The violence may ebb, but the scars remain, turning everyday spaces into
battlegrounds, further deepening the social fractures within the city. This view aligns
with the novel’s broader critique of how conflict erodes not just individuals, but the
very spaces where communities should coexist, thereby hindering any hope for
social cohesion. Wilson’s description of the city’s deterioration is not just a literal
depiction but a metaphorical commentary on the emotional and social toll of the
city’s unrest. “The streets had thinned of people” (ES 169) evokes a stark image of
alienation and withdrawal as citizens retreat from conflict-ridden spaces. This
thinning reflects both a literal lack of physical presence and a metaphorical retreat

from community, underscoring the fractured relationships and disintegration of
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social cohesion. As Catherine Villanueva Gardner contends, “the conditions under
which some people live in urban environments are not merely unjust, but that the
‘soulless’ context of some urban environments threatens moral life itself” (Bennett
& Teague 200). This statement underscores how the very fabric of Belfast, shaped
by violence and decay, can lead to moral and social collapse, further deepening the
emotional and physical distance between its inhabitants.

While the city’s physical degradation is a focal point, Eureka Street also explores
the human toll of urban conflict, highlighting how societal divisions seep into the
lives of its residents. Chuckie’s reflection on the release of prisoners encapsulates
this tension: “Two or three hundred assassins were being released back into the
melting pot of his Belfast. These were men who did not easily deal with the
frustrations of normal life” (ES 378). The city is likened to a “melting pot,” a term
that simultaneously invokes potential integration and volatile unpredictability. The
return of individuals marked by violence into a fractured urban environment
underscores the challenges of reconciliation in a city still grappling with its violent
past. The human cost of this unrest is further exemplified in the personal narratives
woven through the urban decay.

Peggy Lurgan, Chuckie’s mother and a long-time resident of Eureka Street,
epitomizes the emotional toll of Belfast’s socio-political and environmental decay.
Her life, marked by thirty years of loneliness and emotional stagnation, mirrors the
slow erosion of Belfast itself. As she reflects on her past, Peggy recalls a time when
she was young and obsessed with the beauty of her body, particularly her breasts,
which she recalls fondly as “magical” (ES 369). However, as she ages, this youthful
vitality fades, and her sense of self becomes tied to a cycle of tranquilizers,

depression, and solitude: “Her life took on the gloomy pattern that would not alter
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for nearly three decades. Thirty years of loneliness. Twenty years of growing old.
Ten years of various tranquillisers, sleeping pills and anti-depressants” (ES 373).
This downward spiral of isolation and loss parallels the deterioration of her
surroundings, reinforcing the idea that the individual’s experience of the city is
inseparable from the condition of the urban environment. A photograph from her
past powerfully captures the slow passage of time and the quiet devastation it brings,
with Peggy inspecting “the soft grey out-of-focus metropolis in the background.
Buildings had disappeared and new ones had sprouted; violence and husbands had
come, their effects equally devastating” (ES 372). In this haunting moment, the
photograph becomes a visual record of both urban transformation and personal
trauma. Now, both Peggy and the city find themselves trapped in a state of slow,
irreversible change. The slow transformation of Belfast parallels the slow erosion of
Peggy’s inner life, revealing how memory, violence, and environmental change are
fused in a quiet but persistent form of suffering.

In understanding Peggy through Nixon’s concept of slow violence, we gain a
better sense of how her suffering, though not always visible or immediate, has
accumulated over time. Nixon defines slow violence as “the long dyings—the
staggered and staggeringly discounted casualties, both human and ecological, that
result from war’s toxic aftermaths or climate change” (2—3). Although Peggy is not
physically wounded in the explosion she witnesses, she is one of Nixon’s
“discounted casualties”: an example of how emotional trauma can accumulate
slowly in response to environmental and social decay. The psychological impact of
living amidst such violence and social upheaval is far-reaching, contributing to
Peggy’s emotional and physical deterioration. Her struggle illustrates Nixon’s point

that the damage of slow violence is often invisible, but it is deeply felt over time.
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Eureka Street forces us to reckon with the real-life consequences of urban decay and
the impact of long-term emotional trauma, positioning Peggy’s personal decline as
a reflection of the larger wounds inflicted on the city.

Wilson presents Belfast as a city deeply scarred by urban decay and conflict, with
its physical and social landscapes reflecting the divisions and struggles of its people.
The novel’s vivid depictions of neglected streets, violent riots, and personal
hardships underscore the inextricable link between environment and experience.
Through its portrayal of a city marked by both destruction and resilience, Eureka
Street critiques the societal systems that perpetuate decay while offering glimpses
of hope for renewal. Through its poignant depictions of decay and violence, Eureka
Street critiques the systems that perpetuate social and environmental breakdown.
The novel’s portrayal of urban space as both a physical and emotional landscape
underscores the need for both environmental and societal renewal. Ultimately,
Eureka Street offers hope, not in the form of immediate change, but in the resilience
of'its characters who navigate the fractured spaces of Belfast, reflecting the ongoing
struggle for healing and reconciliation.

Chapter 3: Healing and Creativity in Eureka Street

From an ecocritical perspective, healing is not only a biological or emotional process
but also an environmental one, grounded in connection, reciprocity, and renewal.
Wendell Berry insists that “healing is impossible in loneliness” (108) and that “our
surroundings, from our clothes to our countryside, are the products of our inward
life” (14). Such views support the idea that true recovery—whether personal or
communal—must emerge in tandem with our environments. As Gary Snyder puts
it, “Nature and human ethics are not unconnected. The growing expansion of

ecological consciousness translates into a deeper understanding of
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interconnectedness in both nature and history” (qtd. in Flannery 2). This perspective
aligns seamlessly with the thematic core of Eureka Street, where damaged urban
landscapes and fractured communities remain capable of fostering renewal.
Drawing on Thom van Dooren’s concept of entanglements, Eureka Street is not
simply a novel of conflict or reconciliation, but one that explores the deep
interrelation between political violence, ecological fragility, and urban space. As
van Dooren writes, “While we may all ultimately be connected to one another, the
specificity and proximity of connections matte—who we are bound up with and in
what ways. Life and death happen inside these relationships” (60). This relational
framework allows us to see how Eureka Street resists binaries—between human and
nonhuman, natural and urban, life and death—and instead presents Belfast as a space
of messy interdependence, where trauma, ecology, and identity are co-constituted.
Similarly, Bardon reminds us that
damaged as the city is by indigenous violence . . . it is still a living entity with
the power of growth and renewal. Throughout its turbulent history it has
shown a capacity for stoic endurance, adaptation and creativity . . . if we
believe the problems are insoluble we make them so. A slough of despond
provides a poor vantage point. To lose hope would be to betray the past and
destroy the future. (312)
This viewpoint reinforces the notion that cities, despite being scarred by conflict,
are not static ruins but dynamic entities capable of regeneration. Within this
framework, ecocriticism highlights creativity not only as a response to crisis but as
a form of healing in itself. As Terry Gifford explains, “humans have both the
capacity to still feel their urban alienation from nature and the hopefulness to act

creatively to deal with it if they choose” (125). In Eureka Street, this hope emerges
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through everyday acts—graffiti, friendship, caregiving—that challenge decay and
point toward transformation. These theoretical insights prepare us to examine how
Eureka Street portrays healing through interwoven narratives of ecology, creativity,
and care.

Wilson explores the themes of healing and creativity as central forces in the
process of overcoming urban decay and the divisions that plague Belfast. Through
the characters’ connections with one another, acts of creative expression, and their
relationship with nature, the novel demonstrates how individuals and communities
can reclaim their agency and foster new possibilities amidst adversity. Wilson
emphasizes the interdependence between humanity, creativity, and the environment
in the process of healing. Creativity in Eureka Street is portrayed not simply as a
form of artistic expression, but as an act of defiance against stagnation and despair.
It offers a way to reimagine lives and spaces scarred by conflict. The city itself
becomes a canvas for this creative reclamation, where even the walls—marked with
graffiti—serve as symbols of resilience and defiance.

Graffiti, in particular, is not just a physical mark on a wall, but a symbolic act
that connects the individual to the environment and the larger social context. By
extension, it becomes “a spatial surface at civic sites . . . [where] members of the
public could physically walk across and write upon if they so wished, and so it may
be interpreted as a socially-engaged public art project” (Cronin 110). As Jake
reflects, “This is the city of the three-letter initial written on walls. I think someone’s
satirizing us: ‘Well, it’s worked (ES 356). These markings, often dismissed as
vandalism, hold deeper meaning: they are expressions of identity, resistance, and

the transformation of urban spaces from sites of decay to spaces of potential. As
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Laplace argues, “graffiti is a fundamental part of the structure and canvas of the city,
labeling districts, [and] identifying allegiances” (Writing).

Through these subversive acts, the city’s residents create new narratives, offering
hope and a sense of belonging. According to Rebecca Johnson, Belfast is a city “full
of people who want to cooperate with the rhythms of nature, [and] who find
community in growing and sharing” (66), reinforcing the idea that the environment
is a space for human cooperation, renewal, and creative expression. This aligns with
the ecocritical view that urban environments are not isolated from the natural world
but are deeply intertwined with the cultural and environmental forces that shape
them. As Ann Maudsley notes, “the challenge is to be able to provide connection to
nature (to ensure social and psychological well-being), while also ensuring
economic and environmental efficiency” (72). Wilson illustrates the transformative
potential of creativity and connection, both human and ecological. For instance,
when Jake reflects on the city, he observes, “In this city, the natives live in a broken
world — broken but beautiful” (ES 215). This powerful imagery underscores the
idea that, despite the city's decay, there is a resilience and inherent beauty to be
found. The vivid smell left by the footsteps of the dead and the presence of gardens
in the city hint at an ongoing, life-affirming cycle, one that is rooted in both human
interaction and the natural world.

Wilson crafts a narrative “concerned with the connections between people and
their environments” (Cronin 110), underscoring the crucial role of human
relationships in healing, particularly those that transcend divisions of class, religion,
and politics. The friendship between Jake and Chuckie symbolizes the potential for
unity and reconciliation. As Chuckie reflects on their bond: “He needed his Catholic

friend’s guidance. He thought with pride of their friendship. Protestant and Catholic,
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their casual brotherliness was the ultimate example of what he meant when he said
that no one he knew had been fighting. He and Jake had a friendship that the world
supposed could not exist” (ES 389). This connection, formed across the sectarian
lines that divide Belfast, reflects the potential for relationships to bridge divides and
foster renewal. Their friendship resonates with the broader interconnectedness of
life, suggesting that collaboration and mutual care are essential for both personal
and ecological recovery. In this way, the novel embodies ideas of “social-ecological
resilience, recovery, and redemption” (Marland 166), where human relationships
and ecological health are seen as vital to the healing process.

Chuckie’s eventual care for his mother, Peggy, further illustrates this theme of
healing through connection. Her struggles with loneliness and dependence on
medication “for nearly three decades” (ES 373) are gradually alleviated through her
son’s attention and efforts to improve their circumstances. This dynamic mirrors the
ecocritical notion that recognizing shared vulnerabilities, whether between
individuals or within ecosystems, is necessary to foster restoration and balance.

Chuckie had first known the tempestuous extent of his own mother love
when Peggy had been exposed to all the ordnance down at Fountain Street.
That was when he learnt that the frail and the harmable had to be loved . . .
He had realized that he and his mother were both so small, so breakable,
that each merited more love than they knew. (ES 377)
This realization underscores the importance of care and attention in the healing
process. In moments like these, Chuckie’s actions reflect “the hope that we might
one day turn towards rather than away from one another in moments of shared
vulnerability” (Obert 1181). His recognition of their mutual fragility emphasizes the

need for empathy, suggesting that the act of nurturing one another fosters emotional
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resilience and growth. As Van Dooren notes, such care is “a complex biosocial
achievement, requiring the coming together of evolutionary histories and emotional
and cognitive competencies to produce embodied subjects who are unavoidably
emotionally entangled with one another” (139). In other words, care emerges from
deep evolutionary and emotional connections that bind individuals beyond simple
choice, underscoring how interdependence shapes our capacity to nurture and heal.
Chuckie’s moment of awakening exemplifies this entanglement—his emotional
response is not isolated but grounded in a web of relationships shaped by shared
vulnerability, history, and biological interdependence.

Chuckie’s growing awareness of mutual care also informs his broader hopes for
Belfast. “Belfast people had amounts of energy they didn’t know what to do with.
Chuckie knew what to do with their energy” (£S 381). This line resonates with
ecocritical concepts of energy and entropy: the city’s population possesses a latent,
dynamic force—social, emotional, even ecological—that risks dissipating into
disorder if not directed meaningfully. As Pippa Marland observes in her discussion
of island ecologies, life on islands is shaped by a tension “between the energies of
the animate island and the entropy to which it and its inhabitants, human and non-
human, are all subject” (78). Chuckie’s vision represents a resistance to this entropic
pull — the slow drift toward fragmentation, stasis, and disconnection. His
realization that love and vulnerability are reciprocal informs his dream for the city’s
future. Wilson suggests that even in a city marked by conflict and decay, there exists
a latent potential for renewal-—not just through physical reconstruction, but through
emotional interconnectedness. As Marcela Lopez explains, “a ‘resilient society’ has
been a key to the transformation of . . .a city known for widespread violence into a

global model for resilience and innovative urban planning and design” (147).
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Similarly, Belfast, with its own fraught history, holds comparable potential for
renewal. Its strategic importance reinforces this possibility: “Belfast is a crucial
Western port in a vital geographical area” (ES 323), a reminder that its global
significance could be harnessed not just economically, but socially and emotionally.
Through Chuckie’s lens, this potential becomes tangible—a force capable of healing
not only the physical cityscape but also the psychological and relational scars of its
people.

As the novel progresses, the themes of healing and transformation become more
pronounced, with characters finding beauty, hope, and love amid the chaos of
Belfast. Jake’s earlier reflections on the city’s beauty, despite the violence around
him, mark a shift toward this gradual change. His perspective—that even in the
darkest of times, there is space for growth and hope—becomes clearer through
moments where characters undergo personal and collective transformations.
Chuckie, for instance, reflects on his role in the world and the connection between
fatherhood and stewardship: “Somewhere in the blank abundance of America, his
child grew. Chuckie had contributed. Son of the son of the son of planters, Chuckie
Lurgan had planted something on his own behalf” (ES 278). This metaphor of
planting suggests more than familial continuity—it evokes ecological stewardship
and the idea that healing comes through long-term investment in others and in place.
From an ecocritical perspective, this act of symbolic planting aligns with natural
cycles of regeneration and emphasizes how individuals, like ecosystems, can foster
renewal through care, legacy, and interconnection. “From out of the dark mists of
Ireland’s past and present a new breed would arise” (E£S 164) symbolizes a potential
rebirth amid the scars of history. This hopeful reimagining of Irish identity

complements Jake’s own evolving sense of self and echoes Chuckie’s vision of
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transformation. It ties together the personal and the national, suggesting that, like
the environment and the characters in Eureka Street, Irish identity itself is subject to
cycles of damage and regeneration. The quote can thus be seen as a linchpin between
the novel’s ecological, emotional, and political arcs—where healing and creativity
fuel the emergence of something new from historical trauma.

While much of Eureka Street focuses on Belfast’s urban decay, Wilson
incorporates vivid depictions of nature as a source of clarity and renewal. One such
moment occurs when Chuckie, approaching Belfast, experiences the mountains as a
comforting presence: “Moving south on the motorway towards Belfast, the
mountains hit him like a friend . . . and Chuckie knew that there was no excitement
in the world like the excitement of this dour provincial cityscape” (ES 336).
Likewise, Jake witnessing the clearing of the mountains, “beginning to show
themselves, gaining form and colour” (ES 368), represents not only nature's
recovery but also the awakening of the characters. This imagery of nature’s
regeneration speaks to the ecocritical view that, despite human-caused destruction,
nature inherently possesses the ability to renew itself. As Van Dooren emphasizes,
“Places are not at all abstract or interchangeable; rather, they are nested and
interwoven with layers of attention and meaning” (66) underscoring how in Eureka
Street nature is not merely a scenic backdrop but a deeply relational force that shapes
human experience and offers moments of clarity amidst urban decay. “As
ecocriticism studies relationships between . . . human culture and the physical
world” (Glotfelty and Fromm xx), this scene exemplifies how the natural
environment, though impacted by human actions, holds the potential for recovery
when given space to regenerate. A similar theme of renewal appears in the

description of a rural sunset: “The sun got low and the hedges and trees went all red.
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Sheep baaed, cows mooed, birds chirped” (ES 392). The restorative power of nature
is also reflected in Ronnie’s doctor’s advice to think of “pleasant green-trees kind
of stuff” (ES 280) to calm his mind and lull him into sleep. Ronnie Clay, a minor
yet revealing figure—a “sectarian racist moron” (ES 304) and coworker of Jake’s—
embodies the entrenched psychological damage of a divided Belfast. And yet even
in him, Wilson plants a faint suggestion of recovery through empathy, as seen when
he instinctively defends a child from abuse (ES 165), hinting that just as nature heals
when given space, so too might the soul, however damaged. Wilson juxtaposes these
moments of peace with the harsh realities of urban life, suggesting that, just as nature
heals when given space, so too might individuals scarred by conflict—offering a
parallel between ecological and psychological renewal.

These moments of reconciliation underscore the healing potential found in
nature's resilient quietude. The rural settings, with their vibrant sunsets and rhythmic
animal sounds, remind characters—and readers—of the enduring presence of
nature. Such moments advocate for a more symbiotic relationship between humanity
and nature, where environmental preservation becomes an active priority rather than
an afterthought. In another quiet moment, the trees are described as “budding —
there weren't any blossoms exactly but there was an attempt. I [Jake] was lonely still
but I was happy to be around. My mood had improved. I was glad to be me” (ES
88). This passage demonstrates how nature, even in small moments like trees
attempting to bud, can reflect and influence the emotional and psychological states
of characters—lonely yet hopeful, just as nature's growth reflects inner personal
progress. Wilson’s natural imagery reflects how both ecosystems and emotional
lives move through cycles of damage and renewal. As Peter Wohlleben notes,

“Trees are very social beings, and they help each other out” (49), suggesting that
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trees, like people, thrive through mutual support and shared resilience. Jake’s
observation of the trees budding mirrors this slow but persistent movement toward
growth, reflecting his own tentative emotional regeneration in sync with nature’s
rhythms.

Wilson blurs the boundaries between the natural and urban worlds, illustrating
their mutual influence. In one scene, the peacefulness of nature is vividly depicted:
“The sunshine was warm and there was a light breeze that ruffled my hair. The grass
was a pleasant seat and it was fun to check out the peace girls as they struggled up
and down the bank™ (ES 186). This moment contrasts with the urban turmoil of
Belfast, showing how natural surroundings offer a sense of calm and renewal. It
aligns with the ecocritical perspective that cities are deeply embedded in the natural
world, and that spaces of tranquility, like the grass and the breeze, provide a
restorative counterpoint to the chaos of urban life. As Matthew Gandy observes, “it
is paradoxically in the most urban of settings that one becomes powerfully aware of
the enduring beauty and utility of nature” (2), affirming how even small green spaces
can serve as powerful sources of renewal and reflection. The novel also highlights
the restorative power of preserving natural spaces, in contrast to Belfast’s polluted
atmosphere. Such imagery highlights the tension and disorder of urban spaces
consumed by conflict but also reinforces the appeal of nature’s calm and restorative
presence as a refuge by emphasizing the importance of balancing human
development with ecological preservation. This balance between urban decay and
natural clarity is also evident when Matt, Jake’s foster father, finds solace walking
along Belfast’s industrial coast: “concrete and crane, the docks thick with the quality

of the sea. He liked to dream there” (ES 105). The image blends the harshness of
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city infrastructure with the enduring presence of nature, showing that even amidst
urban sprawl, the sea provides a space for emotional reflection and quiet restoration.
In Eureka Street, acts of creativity and connection emerge as vital forces in the
process of healing, countering the decay and conflict that define Belfast’s landscape.
Through Wilson’s characters and the enduring beauty of nature, the novel illustrates
the transformative power of imagination and care. From reclaiming neglected spaces
through graffiti to nurturing relationships that bridge divides, Wilson emphasizes
the potential for renewal in even the most fractured environments. From an
ecocritical perspective, the novel underscores the interdependence of humanity and
its environment, illustrating how personal and ecological healing are intrinsically
linked. Whether through the clearing of mist-shrouded mountains or the warmth of
rural sunsets, Eureka Street portrays the rhythms of nature as essential to the human
experience. By fostering creativity, understanding, and balance, the novel envisions
a future where the scars of conflict give way to harmony and growth. Ultimately,
Eureka Street reveals healing as an ongoing, entangled process—one where human
lives, ecological cycles, and urban spaces interweave in dynamic patterns of
vulnerability, creativity, and care. By embracing this complexity, the novel
challenges reductive binaries and gestures toward a future of relational resilience
and regeneration.
Conclusion
At its core, Eureka Street is a novel of entanglements—between people and place,
violence and recovery, decay and the possibility of renewal. Through an ecocritical
lens, this thesis has examined how environmental, emotional, and social wounds
intersect in a city shaped as much by its fractured past as by the fragile hopes of its

inhabitants. Belfast is not merely a backdrop; it becomes a character—damaged,
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volatile, yet enduring. In this way, Wilson resists reductive portrayals of trauma or
transformation, presenting a landscape in flux, where suffering and resilience
coexist, and where the potential for change remains, however fragile.

The first chapter explored how Eureka Street constructs its environment as an
active participant in the narrative. The city’s streets, weather, and fractured
architecture reflect the emotional and psychological landscape of its inhabitants.
Buildings bear the traces of conflict, and public spaces are charged with tension and
memory. Rather than separating human experience from the material world, Wilson
shows they are deeply intertwined. Subtle references to nature—a view of hills, trees
breaking through concrete, or the presence of the sea—remind us that the nonhuman
world persists, even in divided urban spaces. These moments are not idealized
escapes but part of the novel’s broader meditation on damage and continuity.

This interplay between the urban and the emotional continues in the second
chapter, which analyzed the slow, cumulative toll of conflict. The novel’s attention
to infrastructure—damaged buildings, strained routines, scarred public spaces—
reveals how violence inscribes itself onto the landscape. More than the immediate
spectacle of bombings or riots, Wilson captures the afterlife of conflict: its lingering
effects on bodies, minds, and space. These effects are not always overt, but they
accumulate and wear down everyday life. The novel’s characters navigate a city
saturated with unease, where even routine movements are shaped by fear and
fatigue. Trauma is not isolated to events; it permeates both environment and psyche.

Yet, this sense of deterioration does not render the novel fatalistic. The third
chapter turned to the quiet gestures toward healing that surface throughout the
narrative. These moments are not presented as dramatic turning points, but as

ordinary acts: friendship, writing, caring for others, or refusing to hate. These actions
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counterbalance violence. They are personal and deeply human, but also ecological,
involving renewed relationships with place, others, and possibility. Writing on a
wall becomes re-inscription—a way of reclaiming space and a shared joke opens a
space for solidarity. These small, fragile moments suggest that healing is not a return
to a prior wholeness, but a creative reimagining of how to live with damage.

What emerges from this ecocritical reading is a vision of deep interdependence.
Human and nonhuman worlds are not separate domains, but interwoven systems,
each shaping and responding to the other. Wilson does not idealize nature or present
it as an escape from the city; rather, he shows how, even in an environment marked
by concrete, conflict, and memory, the ecological persists. Nature is embedded—
reflecting a core ecocritical insight: human experience is always situated within
larger environmental contexts, and recovery—whether personal or collective—
requires an awareness of this entanglement.

This interconnection dissolves conventional boundaries between the social and
environmental, or the political and personal. In Eureka Street, these distinctions
blur. Sectarian conflict leaves both physical and emotional scars. Urban decay
mirrors emotional exhaustion while moments of connection carry ecological weight.
Wilson’s refusal to compartmentalize experience makes the novel a reflection not
only on violence but also on the fragile conditions for renewal. The latter is not
heroic or triumphant, but tentative, partial, and always unfolding. The city is not
healed, but neither is it inert. It breathes, shifts, and, in its shifting, holds out cautious
hope.

If Eureka Street offers hope, it is not one that erases the past. It is hope rooted in
persistence and adaptation. Belfast remains haunted by history, but it also remains

alive. This aligns with ecocritical views of ecosystems and communities as dynamic,
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responsive, and always unfinished. Wilson’s characters do not transcend their
environments; they live within them—sometimes painfully, sometimes joyfully,
often both at once. Through their interactions with each other and their city, they
model what it might mean to live differently in damaged places: not by forgetting
the damage, but by responding to it with care, imagination, and presence.
Ultimately, this thesis has argued that Fureka Street is not simply about the
Troubles. It is a novel about how we live with the aftermath—how we bear the
weight of conflict, relate to spaces shaped by it, and begin to recover. Recovery, as
Wilson shows, is not only psychological or political; it is ecological. The
environments we inhabit shape our capacities for healing, just as our actions shape
the futures of those environments. In this sense, Eureka Street is a deeply
contemporary novel. It speaks to a world where violence, inequality, and
environmental crisis are increasingly intertwined, and where the question of how to
live meaningfully in damaged environments is both urgent and ongoing. By
foregrounding the connections between memory and material, place and person,
Wilson invites readers to reconsider what healing might look like—not as an
endpoint, but as a continual negotiation with history, space, and one another. Within
even the most fractured settings, the novel insists, there remain moments of
connection and it is through those moments—small, imperfect, but real—that the

possibility of a different future begins.
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