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Abstract - i

\

'The'searCh for the Fuga1 and/or canon1c form of "Sirens” has

ma1nta1ned a strong 1nf]uence in the cr1t1ca1 assessment of
‘the chapter T 1s paper is 'an attempt to get past the
restrlct1ons 1nherent 1n\fry1ng to - make doyce‘s~ narratiVe
fit a- prescr1bed mugﬁcal form The first chapter reviews -the
maJor ‘critical statements on the mus1ca1 structure of
”Strens,“ and also suggests a method of re- read1ng the
episode. Chapter tﬂo proposes an ana]ooy\betweén music and
literature as systews_ of difference; an analogy wh1ch is
borne out by doyCe’s peculjar' comb1n1t1ve/substttut1ve
narrative "technioue. Chapter thkee. continues the

musjc-narrat%ve analégy in a discussion of‘ the doyce’s
‘hand11ng -of space and t1me The fourth chapter examines the
use of the intertext of song as an emblem of difference; as
such, these 1nterpolated songs emphas1ze the work of

difference in both music and the narrative of "Sirens.’

-
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1. Df Fu@des, Canons, and “é%bens“t A Sort of Introduction

To write again"of}"Sirens,“ to add yet another voice, canrot

be done w1thout some fhdec131on

\\
wﬁ1t1ng.cth1s vo1ce is crowded, lean1ng on and‘peanéd upon

'gu1ty//For this

by-.the critical past, the wr1t1ng ‘outside and contingent to
the unbounded book  Known has'Ulysses ! This'extra-texfua].‘

writing is,-1in a sense, f re- wr1t1ng of U ysses, or = perhaps

more aCCUratety, a con€1nuat1on of Ulysses, an expans1on of

its margins. dJoyce: himself fostered the ongo1ngness of his

text. Through the worK of such aco]ytes as Stuart Gﬂbert2

‘ .
’and Franh/BudgenLA we speak and write of chaptig tltles that

are not themselves inscribed in Ulysses, but which are f_

‘ indeed part'of the text. Though the author may  be dead he

s

has maintained a strong influence over his boundary-less

text. .Joyce's prize tit-bits‘have ha and contjnue to have(

- “~

a Tbofound effect upon ‘those that write about the edges oU

the book. Nowhere 1s th1s,more evident than in the case of

<

“Sirens. doyce s words on this chapter-ere in fact fé% and

conf11ct1ng but have nonetheless 1nf1uenced a large and

equal]y con{lief1ng set of crqt1Ca1-wr1L1ngs} To write again
¢ *
is to wr1te am1dst diversity and of course, to

of "Sirens,”
reflect it, And so, we will beg1n with a sense\bf»the

prov1s1ona1 that comes with confl1ct1ng words, that is, we
'James Joyce, U]ysses The Cérirected Text,edd Hdns Walter
Gabler.et.al.[Harmondsworthy Penguin & Bod]ey Head, 1986 ) .
Al subsequent references to this text will be given by page

‘number in the body of the paper

2Stuart Gilbert, James Joyce's U]ysges:,A Critical Study(New
York! ViKing, 19557 . o

3Frank Budgen, James Joyce and the Making of Ulysses
(Bloomington & London: Indiana University Press, 1960).
it . T
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~single part was to be performed or anether part deri

-, - R a
a ~ . - R . n2

. L]

will beg1n with td;j:eborted words of Joyce about h15 tbxt _

LR

,Q\) )}-
refefénce to an djacent art that the differences beg1n

The w&rds are ab;;f\g7u51cal form. and it is, wwth oth1s

In a'1etter‘%o\ﬂgggi§t\5haw Weaver dated 1819, Joyce
‘speaks-Jo?7?R} chapter as having "the eight regular parts of

.2 fuga per canonem."*/Elsewhefe, Joyce calls the.chapten “a

~ fugue with all musical .notatfipns: piano, \forte.ﬁallenfando,

and so on."S The prob]eﬁ i

: ras L,aw?ce Levin points out,
’thgtfthe fugue and the fuga per canone are not  the .

S agae

j_*ofm 6§ Le tn, noteg tha( the fuqa Qerﬁ'canonem is _the

s1xt€onth century term* for a fugue\gccord1ng to rule In

" this period fuga meant essent1a]1y a ceoon " Imogene

Hors]ey oonraborates this and points out as wel] that "the.

Lat1n canon (rﬁle) meant a short motto or sentence that

w

. £ 6" -
indicated, in thé manner o¥ a ri_gle,.the way in  which

-

it."® Here, where Mt appears that Joyce is givin

clues to the nature of his wr1t1ng, we find amyigiity and
¥ .
play; an intersection between flight (fugue)’ and

(canon). Moreover, as seems entirely consistent with Joycean

jndirectness the rule s really, another kind of ~puzé1e,

another K1nd of play. As well it is difficult to determine

1

4qames Joyce, Letters of dames Joyce, ed. Stuart Gilbert
(New York: Viking, 1957] 128.

5Richard Ellmann, James Joyce, rev ed.(New York: Oxford
University Press, 1982) 459.

6Lawrence Levin, "The Sirens—Episode as Music: Joyce' s

Experiment in Prose Polyphony.' James Joyce Quarterly 3.1 - -
(Fall 1965): 12--24. 12. -
L.lLevin, 12.

a " ) }
8Imogene Horsley,Fugue: History and Practice(New York: The~
Free Press, 1966) 7. :

e

-

le

N



what Joyce means by "eight regular parts," since, as Levin

also'notes, ”In\the fuga per canonem there are noj eight
regular parts, un]ess'déycé is referring to voices wnicn are
not necessarily confined to a specific pumber."S

{ Joyce' s statemént that the chapter‘ﬁgﬂa fugue only adas
to the-donfusion. Levin dispels any doubt by discrediting
the recorder of Joyce's comments, George Borach; as having

PR

confused "in his own mind the - fuga per cahonem and the

-

fugue.“‘O-This is of course plausible since "the 1%ne of
.demarcation between the two is not gen§h§11y understood by
the average musical dilettante."'!' While this may be so, it
is hard to know what Joyce himself might - have known about
the two _forms. Moreover, the fugue‘as it developed in the
sixteenth century began to ‘take on two distinct forms. fhe,

1
fuga per canonem, or as Ralph Vaughn Williams says, what

today we would call canon, deve]oped into two species of

fuga."'3 Fuga legata

counterpoint,'? each referred to as
came more and more to refer: to strict and continuous types
of contrapuntal writing ("legata" meaning bound or’ strict) .

or candn as we know it.'* Fuga sciolta (or "free flight")

became \ distinguished by "“the use of short points of

imitatibn followed by free melodic continuation [especially

atl}..the unision, fourth, fifth or octave."'®s Thus, the

9L;Levin, 12.
10| Levin, 12.
1 Levin, 12.

12Ralph Vaughn W1]11ams "Fugue," Grove's Dictionary of ~

 Music and:Musicians, 1954 5th ed., vol.3 523--521. 514.
13Horsley, 53. )

"4Horsley, 11 and 52.

'SHorsley, 53.
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fuga sciolta developed into a freer form, able to "restate

the theme 1in one part while the others moved freely on..“‘6
This association of freedom and form, which must have
appealed to Joyce, remains a part of the idea of the fugue
even as it develops into the eighteenth and nineteenth

centuries.

Thus, as the fuga sciolta (or fugue as it came to pbe

Known )’ deve]opedlit became distinct from its Canonié‘roots.
- But af?’the apparent peak of its development in the
eighteeg}h ~entury, the vfugue, thougt distiﬁct._and
identifiabie form, was--and indeed still s--a- difficult
form to define. Many of the commenfatdrs on ;Sirens” have,
desgjte Joyce’'s mention of the fuga per canonem, examined
the‘gbapter in terms of the later more highly developed fqrm
of the fugue..The difficulty here is that the meaning B?
fugue has; as Horsley péints out, "changed a number of times
. so that it ‘cannot bé properly defined outside of the
historical context."'7 Thus, aside from the Qfdgue s
'Beginn{ng, about all that can be accounted for and
considerii/conventiona1 in terms of the formal progerties of

the fugue, are certain events that »cecur frequently enough

‘to be. considered part of its form." Usually, the fugue

"6Horsley. '187. ‘ o
"7Horsley, 55. See also Kent Keniior . Counterpoint: Based on

- Eighteenth-Century Practice, 2nd. ¢ '.(New Jersey:

Prentice-Hall, Inc.,1972) 200.and R.J.Morris, The Structure
of Music: An Qutline for Students 'London: Oxford University
Press, 1935). Kennan says that "there are various
possibilities in fugal architecture,, so that it is
impossible to single out any one of them as " fugue form'.”
See also Morris's comments on ternary and binary form.




5 1

contains a beginning or exposition in which all the voices

(soprano, alto, tenor, bass-though a fugue in four o2t is
~not an absolute), enter one after the other star i v L a
short melodic "subject” which is imitated or ufan; -~ed oy'

another voice in another Key, usually at a perfect interval.
Often, though notAjnevitably, another subjécg. or “Counter'
subjeqt;.‘is bintroduced. This follows the first subject and
is p}gyed.either above or,be]OW it. The subjecf and the
counter subject are in double counterpoint to. éach other. '®
Sométimes the exposition may be  restated in '% '“counter
exposition” .where voices trade‘parts; that is, the voices
that statedlthe subject in ;he exposition now state the:
answer and so on.'% After the expositibn and/or the’ counter
expoéitiOnL comes a freer “development" section where the
sqp}ée%—eP—paP%s of., it are vp]ayéd in yafious ‘Keys or
voices. 2% These re-introductions of the‘subject are Known as
“middlé entries.”"?2' They ére, joined by ‘“episodes” which
modulate - frém one key to the'next provjdinglvariatiogs and
new métérialvderived from the statemehté of the subject and
counter éubject.22.Toward the end of the fugue a . .rn to
the tonic key takés pltace.??® The manner arm?]ength of this
Feturn'usually vary, but the subject énd counter subject are
normally reintroduced in‘ different wvoices than ‘in the

'8Morris, -91.
1SHorsley, 174.
20Kennan, 217.
21Kennan. 219. '
22Kennan, 131 & 217,
23Kennan, 223. :

o



. |
exposition. The _ending may include a coda?* and/or the use

of "strettos";25 that s, overlapping statements of the
subject in different voices to give a.kind of tight canonic
effect. 26 o '

Though the above;gescription of the fugue follows a’
ternary or three-part: form (e;g;sition, development, final
section), there is nqthing abso]dfe about this division. As
R.0. Morris puts ft,,“Fugues'are neither binary nor térnary
in the convéafional sense of those tefms."?7 For all of
these fechnica11ties, ;f may be besf tojtremember, if not
simplest, that the fugué is a kind of strategy for the
organization of 1ndependent voices.?8 These Yoices ﬁove in.a
linear (horizontaﬁ) fashion yet interact, or are
harmonically (vertically) consonant with one another as they
progress. As such, the fugue may be regar&ed as a kind of
‘writing rather than as a strict form. In the words of Ralph
Vaughn Williams, "we should rather speak of a composition
.being written ‘in fugue’..just as we speak of a poem being
written in hexameters."?2® . |

" Here then are at least some of the complexities that
. subtend déyce's confusing utterances, and which in turn lurk

obscure]y behind the words of those that’have continued the

extra-text of U1xsses. Most critics who have viewed the

24Kennan, 225. _

25Kennan, 224. ‘ °
26Kennan, 93, and Horsley, 142.

27R.0. Morris, 90. '
28R.V.Willaims, "Fugue,"Grove's, 513.
29R,V., Willaims, D513.
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"Sirens"’ chepter favounabty have either tried tc prove the
faéal or canonic stnpcture of the piece. or “accepted tne
chapter as »ﬁﬁbue gi canon ahd‘passed on to othéf}concerns.
Beginning with Buﬁgeh'and'Gjlbert, writing with the appabtent
.advantage‘of having ‘'access te the. voice of Joyce, we witness
the beg;nn1ng/perpetuat1on of the acceptance of "Sirens” »as
a "fugue in counterpart.'3° Budgen states that doyce has
"mimicked allethe mus1c1ans mannerisms. [wh11e] at the
same 't ime carry1ng,h1s own narrative a most 1mportant step
fqrwardﬁh3‘ Similarly, Gilbert maintains that "The 1anguage
“and content of the episode (its technique is  fuga per
canonem) are thnoughout handled in a charactefistica]]y
- musical manner,?3? the result of wh{ch is an atmost "complete
atonement’ between subject matter and form "33 . The 1dea of

Joyce fusing "subject matter and form" is one of the main

issues of ensuing discussions of the chapter. Harry Levin,

) . 3
while disagreeing with Gilbert and Budgen about the chapter

being a.fuga per canonem, %atntains that in "Sirens," "words
L

. ]

and music ~ are rot simply associated; they are

identified."34 But ~ writes, that the "strict treatment of

canon is unsatisfiec fo- there is an unlimited amount of

variaion."35 Levin also criticizes other critics (such &s

L]

Budgen and Gilbert) because-they-

3°Frank Budgen, James Joyce - and the Making of U]ysses, 133.
3iBudgen, 133--134. ,

- 32Stuart Gilbert,James J;yce s U]ysses.0252

33Gilbert, 257/ .
34Harry Lev1n James doyce A Critical Introduction, rev. and
aug. ed. (New York New Directions, 1960] 98.

3slevin, 99.

3
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f/‘.;“'f}.‘ 3 ‘\ . ’ A
do not make clear whether it is:the language-or the
situation that is being treated fugally. Should we .
accept each syllable as an interval in a meledic
phrase? Or should we assume that the characters work
olit their own counterpoint, with Bloom as subject
and Boylan as countersubject?38 -

Stil],- despite these very good.questions, Levin maintains
}.that Joyce' s “ubiquftous ear is everywhere, and his mimicry

is everybody."37 The notion 6f "Sirens" ‘as musical narrative

©

prevails.
| ]

Those tha@\cqhtinue to attempt an explication of the
chapter along contrapuntal lines .do so- despite Levin's
‘ - C e :

questions. The work of these critics;constithtes a rich and
A

“varied colléction of whitings.'AnhyHany falls in line with
her predécessors, Budgen and Gilbert, in assuming that Joyce
attempted, and succeedéd. in writing a “verbal fugue."38
Phouéh Hardy acknowledges that a‘critic coming“to theﬁwork
"~ is weighed down by manifo]d problems ‘"presented by: the
ambiguities of the fugue form, the verbal intricacies éf
doyce’sltrahsposition of it, and the loyalty critics have
felt to doyée’s scattered comments about his own work,"35
still, her attempt at a Lféesh start'b;sed solely on what

appears in the chapter;?4° is, insgfar as she has already .

assumed‘that the chapter is a fugue, hardly an unfettered

writing. Thus, she 'pro¢eeds' in her plece to offer an

el

__________________

- 36H.Levin, 99.
37H, Levin, 195. , A :

38Ann Hardy,"A Fugal Analysis of the Sirens Episode in
Joyce’s Ulyssas, ,"Massachusetts Studies in English 2 [Spring
1970): 59--67. 60. . )
3%Hardy, 5% ' h o
" 40Hardy, 59--60. _ ‘ >
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,éggdiéationv of the 'ch%pter aé fugue;vSu?ject 1, Maﬁ-Woman
._ielationships:’CdunfépSubjeét‘if Music; 'Subject QLN Bloom;
and so on.*! Thbddhighe Hés some valuable insights, it is
impor tant to note that ;here areﬂ}a!m&st as many "fugal”
' readings.'df the chapter as.tﬁere é?e éritics. Hardy’' s fugue
varigs:from Gi]bert'si he maintains that the §ubject is the
Sfren’é song, *? the answér (an'e]eﬁeni of fugal stpucgure'
over looked by _Ha?dy), "Bloom’'s entry and monologue; Boylan

is the Counter-Subject."43 The variations continue. - - ~

Lawrence Levin, whom we have ‘already mentioned,

méintains “that> "Sirens" is "structured along the lines of

‘ thé4’qanon, ‘not the ngUe.' and must be analysed

accordingly.*? But im a footnote, Levin .states that. "The
harrati@e is flexible eéoUgh....to'alloW interprekation as a
- fuguevon a canons.*S Hence,_while ?é procéeds_to outl{ne his
ideas Aasl to ‘whatl the parts or voices of the cancn areA‘S
wheré ’thé"canon .prdper ‘beg{ns,41 Wifh What sub ject and
countersubjecf{8 énd‘ so on, the reader senses a certain

arbitrary earnestness on Levin's part fand indeed, on the

__________________

41Hardy, 61. ‘ )
+2Gilbeprt, 253. Gilbert assumes that the Siren’s”song is the
speech of the Misses Douce and Kennedy. This seems, if not
erroneous, at least problemafic since they are only part of
what endangers Bloom--assuming him to-be 'some Kind of
Ulysses figure. The dangers lay in the codes of mu§éca1 .
"expression,” that Bloom, .the barmaids, and everyone else in
the bar are privy .to. ‘

43Gilbert, 253. . ,

44| Levin, "The Sirens Episode as Music," 13.

"5L.Lewin, 24,note 5. :

46| .Levin, 14,

47 Levin, 16. e

48 Levin, 16--17.



apriori - musical form. David Cole, working from the sdme

musical source material as Levin, *?® goes.on to attempt (as
" ' ' Ve

"if in counterpoint to Levin) a fugalgheading offthe chapier.

Needlefs to say his ideas of thé ubject, answer and‘

cbuntersubjecf'are\as different from Levin's, as they are
differegt from Hardy’'s and Gilbert’s'as we11:5° Again, . the
reader might pause, \confusedvby.the critiéal'consensus_pn
the chapter’s éonirapunﬁal‘ nature, which cannot héwéyér,
bring about consistént agreement as to what thescontrapuntal
"form is and how it is used:?‘lOne may even‘begin to quéstioh

the need or the usefulness of.exaﬁining the éhaptef a]ong

contrapuntal lines.

Heath Lees has‘probab1y taken the idea of "Sirens" as

Cre s

8 . '-/~\>.’i “\\»\
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AL N

fugue almost as far as it can goQ I owill spend more, time on '

A

.Lees as 'hig is perhaps one of the most: in depth and

interesting attempts to disentangle thé fugal problems of

En
N

2

ht

-
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'

)

"Sirens" published so far. Though Lees is primarily |

interested in the introduction "to the chapter, which ‘he
;: regards as being canonic in-:tselﬁ,5? he also.contends in

his coneclusion "That the actual form.of the fugue, which has
~43David W. Cole, "Fugal Structure in the Sirens Episode of
Ulysses," Modern Fiction Studies 19 (Summer 1973):. 221--226.
Both Cole and Levin refer to the Ralph:<Vaughn Williams's
article listed in fullk at footnote 12.
50Cole, 223--24. o :

51Dr. A. Fisher of the U.of A. Music Dept. has informed me
that though the fugue is indeed a difficult form to define, .,

\A

the Knowing musician or dilettante can identify the parts of’

a fugue or canon without much difficulty. This is not the

case with critics attempting to determine the fugal or

canoni¢ nature of "Sirens." :

. 52Heath Lees, "The Introduction to 'Sirens’ and the Fuga Per
Canonem, " James Joyce Quariterly, 22.1 (Fall 1984): 38--54: -

41, - - ‘ ’
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been. so .brilliantly "embodied in the statements of Joyce's
introduction, has a clear and continuing function in ‘the
stucture of- the ensuing episode tob,"§3 He ° does"not

elaborate what-theltcohtinuing fdhction" might -be, but it is

_ poseib1e to ’speculate from what he _says about the

'intmpdgetfon. "He regé@%s the int%oduction, borrowing a
phrase. from David Cole, as:“’crypttc directions’ which act
as‘precept or guide to the main' unfotding,' and...itself

embod1es the_canon."®* Lees argues ‘that Joyce fo]]ows the:
f1fteenth century 1dea where” the term ‘canon. r.referred not

to- tne musmp_but to the verbal directipns p]aced before or

- sometimes within the _—music."®5 From these d1rect1ons or

“perverse puzzles™ the performer could proceed to rea11ze

the.’fJﬂl score’ of a piece or the,ﬁcomplete cbursq of a
melody."56 The message of Joyce’'s canonic introduction Tis,

according to Lees, ‘twofold. First, it points out to the
reader the fact that_the chapter must be read C"as much 'by
the ear: as by the eye."37 Lees 111ustrates by po1nt1ng out,

. i
shifts in the emphasis of the narrative, such as the fact

"that the barmaids "who two pages earlier had ‘watched ahd

adm1red’ the procession, now hear qt."se Secondly, -given
th1s change in émphasis to the aural Lees believes that the

1ntroduct1on embod1es the shape of ‘a fugue and.~ .alludes to
N . ) . -

534, Lees, 52. - !
54H.: Lees, 41 and Cole, "225:

55| ees, 40. See also Hors]ey. 7.
56lees, 40. ' -

57Lees, 42.- ] : -

. 55Lees, 42 .
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sbectfte works written in fugal, stlye."58 ggss then

organizes the introduction into three sections appropos of

‘the fugue. He gfoups the vértous’ fragments of the
“introduction into statements "60 The exposition of this
verbal fugue consists ofj the first fourteen statements

‘beginning with "Bronze by gold heard the hoofirons,

~~

N -
steelyringing/Imperthnthn thnthnthn."6! This corresponds to
the first appearance of the subjeCt and countersubject. Lees

has determined the subject countersUbjeet ~and second

subject (since he be11eves the 1ﬁtroduct1on to be ah?ouble
- fugue, hence the “eight regular parts"®2?) according to,

-~

rhythm1c similarities between phrases. The two main rhythmic
strands‘ are ,J J U for the first: sub:sect and)ﬂ(j)for the
second subject. Taking this further, Lees feels that these
two rhythmic patterns correlate to subjects predeminant in

Bach’s Ant of the Fuque 63 Thus, Lees transcr1bes the first

subject accor‘dmg]yi)‘J ) ) ) (b\ ) ) : m

Bronze by | 40ld heard (the) | hoot \-ron‘s stu\-q Fingr

64 S1m1]ar1y, the second subject comes from Bach’'s G minor

” Chips’ Pu\qng chips off | rock= y = thumb —nails

66 lees continues with this method to elaborate, though not

extensévely, other examples of variations on these patterns,

____________________

5% ees, 42. v

60Lees, 44. )

61l ees, 53. T . , <

62l ees, 46. = :
§3lees, 47. _ ‘ -
64Lees 47, .

65LeeS, 49.

66Lees, 49. o
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in what he defines as the middle and closing sections of the,

'1ntrod)ct1on , *W& _ '

While in a way this seems a

| sty detailed metH\: of
rexam1nat1on, it s, really as arb1trary as any of the other '
less involved fugal examinaglons. There is no way to Know-if'
the rhythmic patterns Lees has chosen are as fUhdamentai'as
‘he proposes. hBronze by goid” may be - Written,— or rather -
rhythmically transcribed, in the fashion thai £ees has

prescribed, .but 1 suggestrthat it could be yritten 'quite
differ—ently JJ’

that these phrases and their supposed imitative entr1es are

J perhaps or why not J JJ . The cc)nception

‘taken from Bach seems_ptter1y arbitrary. Moreover, Lees doesf
' not give any space to the. problem of voices. 1 the
introduction were truly fuga] the distinctiveness‘ og',
reg1ster for each part would have to bg made clear and this
is something that Lees totally overlooks Also, fo'take
Lees’ approach, we are 1eft with an almost .overwhe Iming
emphasis on the sound of the 1language with very. littie
emphasis on other aspects of .the narrative (prob1ems of
spatiality and referehce, for jnstance). ‘ -

Thus, while the hunt for Joyce’'s fugue - has produced
many jnteresting ‘and varied readings, it seems that such
reading\ are generally too cohstricted by the. demands of.
examfni é one form in: terms of another. Yet, the
predilection toward ., seeing the chapter as fundamentally
"musicgl” prevails. Even among those who deny the chapter a

“strict contrapuntal form, such as Harry Levin and Zack
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Bowen, there is still a marked emphasis upohv the chapter’s

aural aua]ity . Zack Bdwen's very Jimpor tant ahtic]é on

‘S1rens emphas1zes doyce s more convent1onal means of

"making music part of the chapter. Bowen ‘dwsm1sses the

- . N

Chapter’s fugal possibilitiese7 but maintains that "music is
A\

“the: pr1ncrpa1 element in the structure of the ep1sode "68 H@éﬁ*

points * out doyce s use of the "leitmotif" (as;Qd?ﬁ'

Vi, ;g.
Gilbert)s9, or the use of "repeated—metonym1ca1 phrases d@

. 'Bronze by gold’ ," which stand in, so to speak, for-

characters especially in the opening moves 'of, the

chapter.’¢ tut Bowen feels tﬁét-doyce emphasizes music in
_ o

Ehe chapter in thre:. mor e important, ways. First, Bowen

notes the shift in  the emphas1s of the narrative voiée

toward “sound devices that that aﬁ% more ~poetic and hence,‘

musical than they are prosaig. 71 Among these he lists

~

\ ' -, : .
assonance, phrase repetition, alliteration, onomatopoeia, as

well as more musiéé]” effects as  staccato and the

-~

"sustained."’? Secondly, there. is Bloom's internal monologue

on the origins, ‘definition, effects, etc. of music which’
4 : ‘

also maintains the notion of music as a prominant one within

the chagter. Finally, and for Bowen most importantly, are

the "158 references to forty-seven- different works of .

¢77ack Bowen, "The Bronzegold Sirensong: A Musical Analysig
of the Sirens Episode in Joyce's Ulysses, Literary
Monographs, vol.1, ed. Eric Rothste® and Thomas
K.Dunseath(Madison, Milwaukee and London: University of
Wisconsin Press, 1967) 247--320. 248.

§8Bowen, 249. .
695.Gilbert, 243.

70Bowen, 248.

71Bowen, 250. See also note 57 above.
72Bowen, 250. , W

43
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. ‘
music."73 Bowen f&els that these references constitute the

"almost- continupus music from which the chapter draws its
4
existence...land /that]...It s .to the " songs  oF theee

'characters that we must look for the ultimate sﬁgan ance

v

of the action in‘the»epispde."7l1And with special emphasis
e

on five ‘“principal" songs (" dbye, Sweetheart Goodbye, "

"Ml Is Lost Noﬁ " ”When First I Saw That Form Endear1ngj

“Love andﬁWar,” and "The Croppy Boy"7%), this 1s what BoweH&

3

C . ' N s . ¢
proceeds at great length to do. e ! .

I3
Bowen's impressive explication of the intermingling of
song and harrative is one’of the most precise demonstrations

of .the strange presence of music in "Sirens."” It shdgws again

the 1mportan¢e of the a]]us1ve/1ntertextua] strateg1es ‘usedfr
to compose the Chapter and 1ndeed the whole of U1\EEE‘“\But
rema1n1ng at the level of a]lus1on tells us little about the
strange word to wjrg method of the chapter. Moreovers such
an approach fails to consider that the use QfISOng may be in

) N\_..‘ 5 ? . .
some. way reflexive of the technique of "Sirens” its=217,

since the.spng is a most commonplace site for the meating of

41anguage and music. It seems likely that the extensive use

of the song in thislchapter aside from its function as a

part1cu1ar K1nd of gntertextua]ity, works as, well-to signify

|
a complex re]atlonsh1p between language. and mus1c that the -

narrative 1tse1f may be attempt1ng to perform Here, in a

form Known to most of rué, ‘we find language--that most

__________________

73Bowenr, 251.
74Bowen, 251.
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aﬁbiguous and preciseA of - entities--laid . over top

(underneathT contiguous to, yet supS%seqiy:cqntindQus of,

the strictly connotative presence of mus c. :%gé contiguity,

('). . [
_inherent . in the song form, may. ~Jggest a kind

codbinative/substitutfve practice at work in the phapﬁer

-~ ¢
which

analagous to the workings of‘husic; And it 1s this
fhod of combination and 'substitution which is made so
prominent by dqycg’s use of the Soﬁg. that may be our first’
clue to a re-examination of fhe chapter.

‘Béwen.hés pointed to the metpﬁymic possibilities of the
chapter in. terms of the feitmotif. This process of

displacemgnt/replacement is perhaps the strongesf thread of

. ‘ : ’ §
connectiqn between the language of Joyce's narrative and the

\' . . . N ¢ ) ) - “ * . L.
narrative, :he non-denotative aspects of the narrative must

be emphasizéd along with the ‘aural, musico-poetic
dimensions. The chagter is. full of sp]ittinds, divisioné and
contingencies. *The_eTphaéis on%linguage sets up a diéparity
between discourse ahd story not easily reconciled by the use

A
Qf"the fugue form, or. even by mor ditiomal critical

, past doyée’;
adjécent phrases about "fugue" an fuga jper canog%m,“-but
éven these gﬁrange continuatiohs(a tions may  ‘have
.gignificance b; the ‘very natyre. of their contingency.
.gkfré4text becémes text in the case of "Sirens.” That the
chapter is fﬁga] or even cahonic. js, .as we have seen,
difficult to prove. Fugue hunts fail® for various reasons,

—

worKings of music. If 'Sirens” is truly a "musical”

.|

oy
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not:the 1east of which‘is'the fact that the fuguef form ie'
itself ttff1cult to esﬁab11sh in any fixed structural sense.
As for the’ canon,j1t seems that .there is real]y not enough

strict 1mitati0n to g1ve a sat1sfy1ng para]]e] This is
conced1ng that we could gasily determ1ne just what was being

imitated and how. But s1noe doyce s.words are as much text
as éhythihg e]se actua]]y written in the chapter, we muet
stitl take up the problem of music. This need not be cause
for critica] despair, espec1a11y 1f we cons1der that Bowen
"has, 'in dwe]]ing upon the use of song given us our first
clue. - Moreovef” Joyce ‘ himself eeth the
Combinativeysubstitutive precedent :1ohg before the critics
set,aboht,fil1ing in and creating the agaps. Tt s still
peSSibte _to.consider'the chapter as related to the worKings
of music tf we consider that meaning in “both. music and
~Sirens” s . €stablished " by means+ . of additions,
eohtingencies,tand dtsp]ecemehts. ‘15’~ |

-

We will~ begin then, with a discussion of the problems
. ~ , | .
”of.meaning.in‘musici~We will then explore the similarities

.betWeen music and nerrative as systems of difference, giving
.spec1a1 attentlon to. doyce s methods 'of comb1nat10n and
3;subst1tut1on in -Snrensf' The th1rd chapter w111 extend the

4 E ,
L ) ( ! 3 . o
musi;/qgrratﬁve correlation in a discussion of the
1 -

spatio-temporality of "Sirens.” And in the fourth chapter we
will return t@ the broblem of the intertext of song in  an
attemptn~ to understand how = 'sorg, as a form of'difference,

provides the means for a commehtary)Ubon theg;possibilities

-



of mearﬁng in both music and literature.

)



II. MusiP, Literature,and Meanihg '

- The ‘first chapter stands as :a testimony to Joyce' s
contradictory extra-textual comments ubon the form of
"Sirens." His a]lusioné to two different musical .forms
(fugue, fuga pér canonem) have moved critics to.attempt a
reconciliztion between the nafrative of this chapter -and
one, or oth;r (or both) of these types of contrapuntal
writing. But as we have seen, the difficulties of finding
any diétinct musical erm "in" the chapter have proven
formidable, if not impossible tq"overcoﬁé. But even if, as
this thesis proposes, we take a less rigid'interpretatiOn of
the music/narrative analogy, we are sti%] faced with two
problems fhat’ most of the critics we have mentioned have
either direcfly or indirectly tried to ueal with: how ié
this narrative  "like" music?, and/or, how does this
narrative make:meanihg the way that music does? These two
questions may be're-phrased in twb other questions: how coes
music make meaning?. and, does this .way of meaning have.
anything to do with "Sirens"?

It s obvjoﬁs that in any referential sense music does
not mean anything: notes, phrases, motifs, indeed,
symphpnies refer to ndthiné Cbncrefé]y outside themselves.
As Hénry Orlov says, |

As a sign,fthe [musical] sound would have to have a
recognizablie identity and to stand for an extraneous
reality, which it obviously does not. It 1is unique
and, in this sense, unidentifiable, and it, stands

_ f&r nothing but itself, referring to nothing bul Tts
own experienced reality.’$

76Henry Orlov, “Toward a Semiotics of Music,” .The Sign in

19
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But 'this is noi to séy that mus{c does not "mean" anything.
Musipa] sound 77 (from favoréte pieces tQ’ theme _songs and
background music in television and movies|, "means” insofar
as it can be inferpreted along the lines \of "cultural
patterns - learned by individuals  in ghe cultural
environment .78 :Thug. the listené&r not only understénds the

conventions of Western ‘tonality,”? but also, in.a rather
subjectiVe'if concrete éen;e, whai they express. But the
rules of composition (harmony, $eJdic curve, cqunterpoiht.

etc.) cannot, of themselves, indicate or assure what a

listener wil{ take the piece to "mean.”  When asked to
interpret a piece of music . (ie.: say what it. means), a
listener, or indeed, Jlisteners, might agree that it is
“beautiful,"” ‘“"powerful,” "sad," etc.?° But these are

76 (cont'd) Music and literature. Ed. Wendy Steiner (Austin:
University of Texas Press, 1981} 131-8. 135.

77Here and thrglghout thds thesis, "musical sound, " or
"music" will refer to Western tonal music.

780rlov, 136. : ' *
78As Jonathan D. Kramer points out: "Knowing how to listen
to tonal music is a very special skill....Most of this

learning takes place subconsciously, but...even the most
committed amateur...does in fact understand with
considerable sophistication the subtleties of tonal
lisgening.”'(donathan D. Kramer, "New Temporalities in
Music," Critical Inquiry 7 (Spring, 1981':5339-56. 540.)

80A noted semiologist of music, Jean-Jacgues Nattiez,
attempts to get away from this kind of impressionism. He
considers the written score as a "symbolic fact which is ,
absolutely essential” to understanding music. (Jean-Jacques
Nattiez, "Varese's ‘Density 21.8': A Study in Semioclogical
Analysis," music analysis 1.3 (October, 1882):243-340. 320.)
He proposes a three part method of analysis. First is the
"meutral level," which is " a descriptive level containing
the most exhaustive inventory possibie of all - pes of '
configurations conceivably recognizable in a score’ (244 .
This is followed by an examination of the "processes of
production by which the work unfolds (poietics) [,and]...the
process of perception (esthesics)"” (245). This is indeed an
elaborate gesture of scientific exhaustiveness. But we must

"
o
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: éxphessions of another code that is adjacent to the rules of
tonality. When the heaning‘of MU S returns to language, id
réturhs .to -the impressionism of what Roland Barthes calls, ”
“the poorest lihguistic category: the'adjeéiive.“e" A

It seems._ that this impreséionistic code of

interpretation, this language of music’s expression, comes

aboutf simultaneously with the development of tonality.

Richard Norton poihts out that due to the increase in the
i

secularizatién of music, and the production of instruments
and printed music for popular consumption, “the ma}or
portion of music [,from the Renaissance] up to the baroque

era i% vocal and word-dominated."22 Thus,

80 (cont’'d) note that an adjectival infection reveals itself
from time to time. In hig discussion of "traits’identified
by the neutral analysis ?that] have a poietic o
presumptioq[]," he speaks of the way Varese creates a
"esthesic effect” of "tension/relaxation” (302). And later,
after analyzing the ways different performers play
(interpret) the piece, he says, "Craft’'s version is perhaps
the most faithful to Varese's text, and Gazzelloni sometimes
takes surprising liberties, but the latter inteﬂbretation is
 perhaps the most lively amd lyrical by comparison with

Craft's rather dull version..."(324). He immediately

attempts to put this under erasure ("--this said
subjectivBly"). But it is-too late; the adjective, it wou l1d
seem, is inevitable. - -
8'Roland Barthes, “The Grain of the Voice," The e

Responsibility of Forms, Trans. Richard Howard (New York;
Hill and Wang, 1985) 267-77. 67. We must not think that this
is merely 15yman’s language. The semiologist, as we have
seen, must Mse language, must invoke the cultural codes of
"objectivity." Composers too, cannot escape the adjective.
See, for just one example, Debussy’s comments on Siegfried
Wagner in "Monsieur Croche the Dilettante ‘Hater," Three
Classics in the Aesthetic of Music (New York: Dover, .1962)
1-71. 49-50. Here Debussy criticizes Wagner's son: ,
“Siegrfried Wagner, when giving the Siegfried ldyll...would
‘have been wise to listen to the gentle, persuasive voice of ~
maternal affection which pervades this work" (50). Debussy,
highly critical of the young Wagner, gives his instructions’
for greatness through an adjectival mode.

e2Richard Norton, Torfality in Western Culture: A Critical
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it is  through text (or - word . titles) that
externalized human emotion makes its appearance- in
music....To use a thoroughly capitalistic metaphor,
words are the currency with which consciousness
purchases meaning from the subJectxve sphere of
public tonality and turns it into dn object for
itself--my emotion, my feeling, my act1v1ty 83

Norton states "that the "general semantic domination over the

Ay

totality of Renaissance music’ eventua1Qy "crystalized into
an aesthetic doctrine, ”&* a doctrine of expression’ihat
closely knit itself, as James Anderson Winn says, to ‘the
_sixteenth-century empHasis on rhetoric. In a discussion of
the médriga], he notes thet,

the  contrast between ma;.r and minor triads,
consonant and dissonant harmonies were used to
emphasize contrasts between sweet words and painful
words. Even polyphonic counterpo1nt was drawn into
the orbit of express1on it proved a highly
successful method for dramatizing the~ division of
the speaker in Petrarchan poetry. 85

Eventually, of course, this Kind of
1mitative:expreseive function of husic,decreases as tonality
begins td establish its own‘rulee of "imitation." Winn says'
that with. the printing of dqpann dosebh Fux's Qggggg» ad -
Parnassum, the notion of‘imitaﬁion as "one veiee followling)
the lead of another, "8$ fsx}ermally introduced along with
the rules that apply to such imitation. Thus, “tHe effect of

& .
the musical principle .of. inﬁtation was to increase the
‘(cont d) and Historical Perspect1ve (University Park and

London: Pennsylvania State UP, 1984) 174-5. = °

83Norton, 175. We must keep this ¢ N pind when Joyce's bar
room trio start "expressing” themseTves.
84Norton, 174 and 175. )

85James Anderson Winn, Unsuspected Eloquence: A History'of
the Relations between Poetry and Mus1p {New Haven: Yale UP,
1981) 127. . : ‘
8eWinn, 213. ‘

™~
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independgnée of music by Building bure]y musicai Kinds of
meaning into instrumental pieées."87 But even thoug% the
1ate£ baroque period. e(pandjng'fhe implicétioQ§»of F;x’s
work, became, éCcording‘to Norton, "the first great' age of
instru&énta] music,” cémposeré of the period were still
governed. by "the aesthetic 34%11cétj?ns of the principles of
rh@foric, whose aims were \Io mcve, to persuade, and to
instruct. Whg} baroque composers discovered was that they
éoﬁ1d carry out these ¢aims within the cantext of tonal

gifferentiation ‘itse1f."83 This tonal self-referentiality,
however, establishes'(of'more accyrat{]y, re-establishes) a
signified through~ an increasfhg roménticization off.its'
structurgéf In the eighteenth-cehtury there is the r{ée of

a -

the ' "Affektenlehre,” or,"an extensive musical thesaurus of
conventional melodic, rhythmic, aﬁd ﬁarmon{c équivalents.for
various finely discriminafed‘passiqns."59“ This grammatr of
tonaiity} eventua]ly '?ecomes . moré subject{vé ("self"
expreséjve) as the expnegsioﬁ of emotions becomes ‘mbre ‘the
province ef the -SUbﬁectivity 8f the .composer; in other
words, of the’Romantic.‘ r . |
Perhaps -parodokical]y, this move toward the importance
ofvthe'compOSer’s expression of self (concomitant wifh the
the Romantic view of the artist as a sort of "Self’ dmong
"selfs"), results in what Winn calls. a # loosening of
harmonic syntax mugh like thé loosenjng of vefba] syntax we
______ S T \ ) 1
87Winn, 214. K - .
88Norton, 194. ‘ :
8sWinn, 232. o :
A
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note[] in Romantic poetry."s° This turn against the grammar

*

of tonality (say in the use ‘of tht diminished seventh
chord®'). leads the‘ rqmantic composérs ’to make music
“resemble poetiy a]onglthe_axis of emotional or narrative
corﬁmunicdt{on.”g2 Program music is one way in which the
Romantics attempt to supply the referent. Amd of course,
there is the Wagnerian ;soljtign "of the 1eifmo£if. The
leitmotif could, theofe@dga]ly, operate in two’ fundamental

ways:

"motifs  of reminiscence” were conceived  as
recognizable phrases which, when repeated, would
remind the audience of the words with which' they had
first appeared; the "motifs of presentiment," by
contrast, had no verbal origin, though Wagner
nonetheless ' trusted them to affuct his ‘hearers
psychologically.®3 -

Thus, from this brief  sketch «f —me three hundred
years of ideas surrounding music, meaning, and the
relationship between language and music, we can detect, if
" nothing else,. a kind of insistance on the part of music to

1 . .

find, or make, a signified. Whether aiding in the expression
of 1énguage, or attempting to over-reach language .in
expressing the "passions” or “emotiohs"(ﬂirectly, music has
for much of its histo}y manifested a desire for the
referent. Bent, shaped, formed, and.re-formed by aestheti;,
R
0Winn, 276. ; o )

$1Winn states that the diminishet seventh was the musical
equivalent of the"adverbial clause beginning 'where’ or
‘when' . ».[in]...Romantic poetry: a smoothly plausible way of -
continuing motion, a means to juxtapose and associate images
or key-areas without committing onggelf to one unequivocal
grammatical relation between those lements" -(279).

92Winn, 280.
?3Winn, 284.
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linguistic, technical, and'cultural influences Western music

constitutes a phenomenon possessing the curious potential of

‘both directedness and ambiguity. By directedness, I mean

mﬁsjc's capacit{-to create‘ef“érammar" df jﬁs motioq\ (ie:
tonality). This constitutéﬁ the contract between listener
and music wﬁich allows fhe istener- to know the code dbéh?nd
the message, to "Know what is going-on."®% By ambiguity. I
mean -  the ~ flexibility | (within
culturally/aesthetically/tonally  defined limits)  or

malleabilit, by which mugic may attach itself, or be
attached to wbrds. images, sensations: for all music's

concreteneés, it. can never be wholly "fixed," it belongs, as

Roland Barthes says, "to the order of difference."95

. oo, :
Musical sound is, in a sense, a constant supplement to

the éonceptions that shape it, and in turn, to the™ -
“conceptions which shépe the ,conceptions. Djfferent/new ideas

- of harmony, 'rhyﬁhmic patterns, time, as‘manifestations of

changfng paradigms,‘ref]eét the imbermanence of paradigms,

\

and thus, the arbitrariness of the relationship between
sound and system, and therefore, system as functioﬁ» of:
expression. Moredver.} new compositional ‘paradigms ‘take

advantage of the fact that standardized musical tones {jhosé

s4There are "good" reasons why Ornette Coleman did not do
the background music for Lady and the Tramp. But given the
music that is in the film, we may be able to conceive of
other possible musics that would be equally "humourous,”
"romantic," etc. '
95Roland Barthes, "Music, Voice, Language,” IThe
Responsibility of Forms: Critical Essays on Music, Art, and
Representation. irans. Richard Howardes(New York: Hill and
Wang, 1985) 278-285. 278. - - ,
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95Fe d1nand de Saussure,’ Course in. General Lingwistics

117,

. . Zb

of the diatonic scale) are, like linguistic . signs, defined
negatively; that 1is, to use a Saussurian phrase, they are
defined by ™their relations ~with other terms. of the

system."96 If we consider the diminished seventh, we

recognize that it is merely a configuration of pitches which

are "1119931,“ ("ugly" perhaps, eccording to the adjacent

code) -in the eighteenth century, but which #become

sigﬁificant for theirvambiguity in the ninetequh century.
The aesthetic 'deftnition of these pitches re- 1nterp§ets
theh, though the conf1gurat1on itself does not change. The
d1fference between them remalns the same, their 'meaning,”

howeVer does not. S1m11arly, the regroupihg of these tones

e,
bin e d1€f@r%pt context would perhaps mean  something else

1 ““

egai each of the different paradigms of
e hitden '“ﬁ“:v‘:nineteenth-centuhy harmony . Various
N A.:“_:‘ -“ '..‘ Ay " ; ,4. . ) ‘ ‘ .
fﬁogg"i tely :ﬁééfthe same otes may mean_ differently -
5weuth§¢e i:i%rgf 'm;éé d1fference, ea h1story where the

t;on e>poses ﬂhe deswre of /for meaning
i ‘ ‘3y;of ) structuration. The “natural”
étrferences gt the :éﬁaton1c veca1e are subject to the
%%he level of composition. Notes

phrases, motifs, chopds) are

‘.

Trans. Wade Baskin (Great Brit#in: Fontana (C _Sggs) 1974

" . > :
. | o e S a3



W ., " | 27

{i'licit/explicit in the mode of composition. But of

this insures no necessary correlation in the

adestmént of adjectival interpretation. And depending'on
ﬂthe context ofﬁéhe musical é&perience (as .background music(
& a local bistro, a narrative device in a commercial or
mov1¢,<in the presence bf a Western FMusicologist, etc.), we
may only_’adjust" the adjectives of interpretation. with
Va;ations” on .the language - of an initial
happy(sad-major/minor' distiriction. duét as an act of speech
‘may@be limited, the contexts in which such acts take placé
are poientia]ly limitless. Music, like language, 1s‘always
subjectﬂto the context. of its manifestation, the tiﬁe and
place. of Jits making, and the time and place of its'
percépfion/interpretation.97 |

[t is possible to sée "Sirens” as a call. to a .Kind of
play with mUsic as the marker of a horizon of possibility, a
piace fof analogy which suggests\and réjsuggests difference.
“Sirens" is the eleventh chapter of a text already well on
in its chall ge of the empiricé] assumptions of tn. realist
paradigm (language as transparent, showing the wor.ld “"out

$7See Jonatham Culler’s On.Deconstruction: Theory and
Criticism after Structuralism (lthaca: Cornell UP, 1982)
especially the excellent discussion of. Derrida’s ideas of
“meaning and iterability, 119-128. See also, Jacques Derrida,
"Differance," Margins of Philosophy. Trans. Alan Bass
(Chicago: University of, Chicago Press, 1982) 1-27, and.
”S;gnagure Event Context," in the same collection, 307-330.
315-318. :
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there").%® Much *f jts force up until "Sirens” is directed

toward a representation o the interior, a Kind of radical
proposal of a subjgétive realism. But the two mantVOices of
the interior, Stedhen’s and Bloomt’ s are far erﬁ\monolithic;
they are the voices of a .conscibusness that is 1argely
intertextual. Stephen’s walk aiong the sthand in “Wroteué"
is a kind of compendium or ;e-intesrogation of r v of the
primary texts of Western culture. Blo~m too, thoagh‘ less
erudite, mixes and mathesi many of 'thev same texis as
Stephen, yas well as others ‘(bijlboard ads, | "popular” -
literature, etc.) thdt Stephen might an conéider 

But the .idea of éonsc{ousness, and in tﬁrn[ the world,
as ‘'conditioned by books,  worKs- of art, and.language“gg

takes even stranger turns with the opening of "Sirens.” Here

at last, the voice that in® '

¢g$;s in “Aeolus,' supp]ying‘

headlipes aa.punctuatidﬁ for news room banter, or a medieVal

musical transcription in "Scylla and Charybdis," takes over
. R . ! ¢ :\\ ‘ .

almost entirely. As Karen Laurence says, with "Sirens,”

"Ulysses abandons even the pretense of being a traditional

novel." 190 Many commentators refer %e\ghis opening move as a
‘ - . & : :
Kind of “overture," an introduction of the major themes of

the chapter.'®!' Marilyn f -=nch says that
98Joyce is not the first. Gertrude Stein has, by the time of
Ulysses, been posing her own unique challenge to the realist
tradition since about the turn of the century.

998rook Thomas, James-Joyce's Ulysses: A Book of ‘Many Happy
Returns (Baton Rouge: Louisiana State UP, 1982) 17.

T00Kareri Laurence, The Odyssey of Style in Ulysses
(Princeton:Prifceton UP, 1881) 90. She ngtes too. that a

'willful arbitrariness” in the narrattve has manifested

itself Jong before "Sirens.”

ﬁ§ﬁ°‘Tst is almost a commonplace. For a sampling see

K/
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By using language that is for the the most part
recognizable English and recognizable syntactic .
units, yet arranging those units so that they make
no sense at all, Joyce is again thrusting in the
reader’s face the arbitrariness of language, the .-
void at its core.'02: ' -

b .
s

Laurence makes a similar poﬁnt, (Jess ”tnrustinﬁﬂy“ b@fg'"

notes as well that this opening section is ”1arge&y aﬁ“

encodeds transcription of sound,” where "Joyce plays w1th the
idea of reducing sound, verbal and nonverbal, to its written

requivalent."‘°3 Indeed, the "units" of speech do resemble

common syntax, and also seem to.be transcr1pt1ons of verbal-

. -

and non-verbal sound. But while Joyce may well be
emphasjzing the arbitrariness of anguage, "the void at its

core," he is, more importantly, emphasizing the voice; and

~

pr{marily voice as the sound»of language, a codcfefeness

which is/is not a void.'°4

With the opening of "Sirens,
of language, and hence, the realist paradigm, is. exposed,
endangered;'fo5 - We are faced with thedknowledge that with

words (as with music) "it’'s what's behind™ (226) And what's
101 (cont’d)} Laurence, 30: Marilyn French The Book as World:
James Joyce's Ulysses (Cambridge, Mass.: Harvard UP, 1976)
127; Stanley Sultan, "Sirens at the Ormond Bar: Ulysses The
Un1vers1ty of Kansas City Review 26.1 (Oct., 1959): 83-92.
85. Sultan believes th1s operiing is analgous to the overture
from Martha.
- 102French, 127-28.
103 gurence, S1.
104Hugh Kemner in his lesse (London%j%eorge Allen & UnW1h
1982), also notes the Joyce's emphasi én sound He notes
the 1ncreased interest in the effects y "pure” sound in
English poetry of the late .nineteenth dentury (84-5), and
suggests that this interest, which carf1ed on into the
twentieth century would be part of Joyce's milieux. .
105We cannot say destroyed. The chapter does maintaih a very
distinct, if downplayed, naturalistic element.

4

g2

the representative nature

%\u
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béhind is a code Lcodeé), a set of aésumptfons' about
meaning, éboht hea1ity, and - the ways that reality méy-be
rgpresen@qd or ‘“expressed.” But with‘ the opening of
"Sirens,” . we are;facéd with the shards of the narrative to
coﬁe, thé pieces of the combinational prbcedure\df nagrative
left 1lying around; in effect, the "langue" of the "parole”

to follow.'9¢ For the moment, they éppear to be separated

from the context of nabfative; they are utterances left

R . -~ X Lo
be explored for syntactic consistancy and the concreteness

o

of the sound of language. Instead of an assembly denotipg
linearity, and the resulting imggessiongof logical causafity

(the~ gesture of sequence, cause-effect; ratiénality). he

106] am thinking of dJakobson’s comments in "Two Aspects of
Languag~ ' Metaphor and Metonymy," European Literary Theory
and Pri - ce: From EXistential Phenmenology 'to Structuralism
Ed. Ver . W. Gras (New York: Delta (Dell), 1973) 118-29.
124,127. He says that metaphoric writing (associated with
poetry) is -substitutional, based on the idea of similarity
which, "connects a metaphorical ‘term with' the term for which
it is substituted” (127). Metonymic writing (associated with
prose, especially réalistic prose) follows the path of
"contiguous relationships, the realist author metonymically
digresses from the plot to the atmosphere and from the
chatacters to the setting in space and time" (124). Barthes
also mentions a combining, or "integrative" process that is
necessary to narrafive. See Roland Barthes, "Introduction to
the Structural Analy$is of Narratives," Image-Music-Text,
Traq;. Stephen Heath (New York: &i11 and Wang, 1977) 79-124.
122%124. Alsoe, Seymour Chatman, Story and Discourse:
Narrative Structure in Fiction and Film (Ithaca: Cornell UP,}
1978) . Maintaining the story/discourse distinction
("discourse is the class of all expressions of story” [27]),
Chatman notes that the main features of -any narrative are
"order and selectinn” (28). But he says too, that thereiare
always gaps: "a narrative, as the product of a fixed number
of statements, can never be complete” (29). If we take the
fragments of the opening of "Sirens” as elements .of the
narrative to follow, we can see them as a Kind of synchronic

‘mass, an emblem of the possibilities of the chapter which
‘will appear in some Kind of order in the diachronic

arrangement of the chapter.

+
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colleétionv ‘is marked by rHythm, and the Tesulting
recognition of’ the simi]aritfes and differences between
words. 107 |
In chapter one, we noted Heath Lees’ emphasis- on the'
rhythmic patterns of this opening séction (see pages 12-13).
"I remain unconvinced by mos%’of his argdment, particularly
his attempt to fix the rhythmic patterns ofvthe section. But
he.ié, IIthinK,vright in noéing the aural emphasﬂs fﬁ this-
section. Thdugh the patterns cannot(be given a éu&ntitative
notation (the use of musical notation such as 7@2@5 uses
implies é syllabic duration which is not determinébig; this
is not quantitafi&e verse), but a simpler 1on§’short
scahﬁing 'of tHé ]jnes vreveé]s, if not é strict metrical
| repetition, at least gvmqued sy]labic emphasis: "Bré;ze S&
hgold'he:}dvt;é.hégfi;;;s, été;l;;iégfﬁé....z hdgﬁg f{;eﬁéte
blew" (210). This Kind ‘of scanning is é]so subject to
personal variation, but the point isothat it would be hard
ot0 miss the rhythmic emphasis of these phrases, no matter
how one ‘chose to placé the stresé._Thé result‘is a kind of
phonic play of repetition and variationlgf sounds and words:
"And a call, pure, long and throbbing. Longind;ing call"
(210). And though this Kircwd of emphasis is. traceable in

earlier chapters, it runs rampant in "Sirens.”

__________________ )

107 Laurence says that they supply a 7chronological catalogue
of what we can expect to find" in the writing that follows
(92). But thé fragments are not in the same sequence in the
introduction (nor in the same syntactical shapes) as they

- are in the subsequent section.
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THUS, ‘doyce”s first mus- cal move is in a way very
simple: a hnging of words away from their lexical
' pfopertieé tdwards their concreteness as groups of sounds. |
do not mgaﬁ“éniy words that imitate or describe sounds; as
6ften as not, any wbrd:seems ava{1ablq for Joyce's aurally
inscribed variationgﬁ FromJthe rhythm of syntax we note the
sdun&s that anéiitute thé’ words, and fhus. words
themselves,‘ like narrative, as the "c~mbinatfon  of
Dconstituent ;parfs,f{oa The. sense of the phrases is not
‘entirely lost, :But instead, made secoﬁdary. displaced.
Though the reader may not as yet Kpow how "Bronze," or
"gold" can hear, or where a "peepofgold” is, these words
still fit the fragments grammatica]]yf%Rythmic-éyntactic
combination wérkg away from sense (w;;hout total

abandonment) back to sound. 109

N

-\
But wait! There is something here which does not meet

the ear. Note how often Joyce plays off the sound of words

against one another. To the ear, there is no difference in.
108] porrow a phrase from Jakobson here. 1t comes in his-
discussion of the processes of combination (of_gounds,
words, sentences) and \selection (from the "repdsitory of all
possible constituentssirts [(code)]") to form a recognizable
message (121-2).

1097, Walton Litz complains that this "overture® does nbt
fully succeed: "In trying to atone musical and literary
forms, Joyce weakened the rational structure of his prose,
_exalting secondary qualities (' suggestion’ and
"sound-imitation’) at the expense of full communication. The
Sirens episodes demonstrates the weaknesses of a compromise
between the two arts." (Th# Art of James Joyce: Method and
Design in Ulysses and Finnegans Wake (London: Oxford UP,
1964) 70.). But what is "full communication” anyway? It
seems that Joyce is problematizing the idea of such fullness
through the use of .a musical analogy: that is, by displaying
the profound gimilarities between the two arts ‘as methods of
culturally determined, ambiguous Kinds of expression.




‘the ear is tricked by a "high" and a "hie" which are not
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sound between “"blew" and "blue.” But there is a great deal
of difference in written language, or in spoken too, if the
context of the utterance does (or does not) supply enough

information for the listener to underetand the difference.

The trick here is. that we may be deceived by words (as with

)
sounds); we may fall through the seams of sound  without

hearing the lexical difference. Joyce is drawing us toward

* ‘the surfaces of words while simultaneously reminding us of

T

the problems, of the surface, the problems of accurate
. 3 .

hearing. Language too has‘tts seductions. This Kind of pﬁay

occurs often as the chapter proceeds:

--1o Flora s lips did hie.
ﬁwgh a high note pea]ed in the treb]e ctear.

tee:.bronze from anearby. -
--...sweetheart, goodbye! (2138)

The. "high" - that fcllows “hie” makes a joke out of aural
consistancy, oge whtch is played against lexical »meantng.
The note that goes with- "hie" 1is, apparently, "high,’
whatever note it may be. But the "high" note plays a trick
with a word that sounds like the note's description ("hie"),
but ts not. Instead of note imitating word (and vice versa)
s\the .

same. -
Similarly, this aural punning and parodying is given,

its readerly counterpart: "A jumping rose on satiny breast

of satin, rose of Castile" (210). The repetition of "rose”

tends te-amp!ify the possibili}ies of the first "rose" as

both  noun (flower) and verb {to rise "on satiny breast").

-]



.34

3

This kind . of linear pun, made 'through‘ changing the
grammatical function of words, becoﬁég' another -of the
prominant techniques of the ;hapterz ”Sggrklihg bronze qzufé‘
eyed Blazure's skyblue bow and eyes" (219). Hére, "eye" is

verbed and nouned, as- well as - twisted through a sound

4

resemblance with "sky;" “azure," a Kind of blue, s b]bwﬁ

together with “bronze™ in a suggestive dissolution of
Boylan's first name. Sound endangers 1exica1§¢y, . distorts

identity, and ultimately, remakes both. BV

mipinant words
k3 N

The aural puns, a@QﬁVerba] puns amd . reco
undermine realist suppositions of 1&ﬁeérﬁ¥y“qand AT%gjc.
. : . & - ' B

doyce’s flexible phonemés,.syl]ables and yobds, p&éy upon
the fact that | |

one can always lift a written syntagma from the :
interlocking chain® in which it is caught or given
without makKing it Jlose: every possibility = of
functioning, if not every possibility of
“communicating,” precisely. Eventually, one may
recognize other  such possibilities in it by :
inscribing or grafting it ‘r'o other chains. No *
context can enclose it. Nor —-an-any. code, the code
being here both the possibility amd impassibility of
writing, . of its essential .iterability
(repetition/alterity). (Derrida’sg -emphasis.|''®

Joyce exploits the re-conte}tua1 poséibfﬂikies of linguistic
elements, their ability tofre—combine$fg _céncrete and vyet
deceptive shapes. Thué, ‘the methééu of .the chapter s
"musical,” not becaUsexit'fits 1tsé1f1fnto the shape of some
form of musical composi£{bn, or\simpiy“becéuse it ehphasizes

de-.criptions, or imitations of soundsz-tﬁbugh these are here

too. It is "musical” in so far as Joyce exploits the sound

P
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of 1ahguage'in order to remind us of the arbitrariness that

is 6art of any mode of expression, to foreground the ‘basic

simittarity between music and " Titerature asdyombinational

substitutive procedures that constantly rely on context to

establish meaning: the combination of soundg\(noteé. words)

‘or "constituent elements” wi}hin a particular historical,

cultural, aesthetic context. (The inside and the outside of

the-téﬂf always bear upon Bach other). The same sound (in-

mdsic.or in language) may have various meanings, even though’

it remains the same sound. New . .terances are established
. < o T

i

because of new con{éxts, and the play of sounds/signs is not.

entirely restricted by any-context.

icata]dgue“of words and phrases which provides~ a suggestive

Though 1t is® possible to see the introduction as "a

{

soutline of the narrative it precedes,*'! or a "breakdown of

the nafrative’system into its consfﬁtuént elements,"''2 it

becomé% increasingly  evident that -this "overture" is
* . . . . ~a

recapitulating the technigye of the writing that follows it,
is 1ip. effect, ,already ja part of that narrative as it

ihtroducés'not SO much the themes of the(;chapter ~as the

chapter’'s method, a method that is "musical” in the éoncgete

N 1 N e B
___________________ L AP
BNENE

the chapter are...the sounds-ef Dublin out of which the text.

‘wéijhagvto be placed in a
“of" "t

.system" (92). The “sound?Lo
‘strongest naturalistic e
‘it seems that the opening %jgments are demonstrating the

QA‘n‘fLitz,'GB. Litz has Gilbert’'s comments in mind.

112 gurence, 92. Laurence ‘'suggests that "the ’'contents’ of

elements before they are wouen into ,a comprehensive semantic
Dublin'! are perhaps the’ \

nts thaé remain in "Sirens." But

will be constructed. In t éigverture, we are shown the

méans of comprehending the thapter; they are not just
'aomprehensive system,” but are

hat system already. - \\\\

/ AN



. 36
5 4

¥ . A .
use - of sound, and too, -ambiguous in its lexical

potentialities. Punning with eye and  ear, doycef eschews

. N -
linear/logical continuity (the prose axis of the Jakobsonian

-

metonymy-prose/metaphor-pdetry 9%po]arit§)“3 and explores
instead, a° technique"wnere words and'word sounds create a
labyrinth of connections, substitutjons, disp1acements; and
eombinations. ’ ‘ |

When we come to the first line of thet second part of
the chapter, we are éQIe//{o give eome identity texthe
"Bronze," and "gold" of the introduction: "Bronze by gold,
miss Douce’s heéé by miss Kennedy's head,..." (211). But
onlyiggmg 1dentity¥ As we saw in the recemposit}on of
Boylan's firgt'lneme ("Blazure"), the elements in the chain
of syntax may bé 1iffed out and re-inserted with a kind of
‘dismaying ease:n?Blazes + ‘azure -.+ (b)ronze + (b)lue =
Blazure. Elements of fhe linear chain re-sound ih.a Kind of
over laying, vertical. ("harmbnic“) regrouping. In a {ess‘
compressed fasnion doyce is do:ng a very s1m11ar tning in
the opening - of this second sec€1on Pléced in the sequence
Qf a parallel construction, "Bronze" and "miss Douce S head
- become linked or grafted to each ofther, and thereﬁone
substitutes for one another. (Tne same . process :héges‘ for

miss Kennedy). Both the head of miss Douce, and "Bronze"

’ - ".._.-_ PN
are, 'in a way, meant to be substitutes for a character -hame

"miss +Douce” fa very "double name). The partitioniné is

myltiple; the paralliel construction and the Eubstitytional

113szgfootnote 29, '

<
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possibilities it nges Eise to, remind us of the part-making
which is the staple of narrative (na@ing of characters;
telling what is re]eQent--part,of the "truth"). The head of
miss Douce (named) is a sort of synecdoche for an "entire

‘2 : — i
character, the proper name of which, as Barthes reminds us,
‘ .

is, im the ordinary "novelistic regime....a nomjna] uhit for
a COljection)of characteristics...estab]ishing an equiva1e:t'
Ee]atignship-between sign and .sum."“4“The rea@er mus t
re-compose the' character by recollecting the trait§‘strewn
throughoutvthe discourse that relate to this proper namﬁz
Furihér, "Bronze" ana "gold"” -are metonyms; single word
’ éLbstitutions not only for the character, but for a set of

silent metaphdnica] manipulations: "her hair ‘was the color
N 1)

of bronze = her hair was bronze = Bronze." 115 The
114Roland Barthes, S/Z Trans. Richard Howard (New York: Hill
and Wang, 1974) 95. '
115Adding to Jakobson's discourse on metaphor and metonymy,
is David Lodge, The Modes of Modern Writing: Metaphor,
Metonymy, and the Typology of Modern Literature (London: -
Edward Arnold,s 1977). He says that deletion is a part of the
metonymical process. His example is that we get "Keels
crossed -the deep" from the kernel sentence, "The Keels of
the ship crossed the deep sea” (76). By a process of
illogical deletion ("ship" instead of "keel" for example)
the rhetorical figure is achieved (7€), But this does not
account for the process that occurs wren a kernel sentence
is already "figuﬁbd." Joyce seems to ¢lip the system again.
I should note, however, that later in his book, Lodge makes
an interesting observation on Joyce's work itseif. He
suggests that there is a progression away from the metonymic
tendencies of the early booKs (that is, a tendency to show
the contiguity of things, the differences [132] in
Dubliners, or Portratt) as Joyce moves "steadily in the
direction of emphasizing the similarity"” of .things (133).
This "abolition of difference" culminates in the pun, the
"staple device of Finnegans Wake" (133). But the pun, a
~ staple of "Sirens,” however much it marks similarity, must
“also mark its differences, or else it could not ring more
than once. Lodge's point is, of course, one of emphasis. But
it shows the problems of straight lines when dealing with

»
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m§i©qymical "BronEe“ or "gold" are contigﬁous substitgffons
foriﬁalready pefﬁeiﬂga chains'o% metaphorical substitutions,
for absent metaphorical pre-figﬁratjons.-doyce is Salancing
pért, or trait, and name, disassembling the proper nduﬁ into
its cohstituent elements, thus giving trait and name equal,
possibi]ities for significdiion. The proper name is divided,
recomposed, substituted for traits or,'in the case of Bloom,
linguistic _inter}uptions by the harrative voice ("Bloowho"
[212]; "Boowhose" [213]).‘.16 |

\ Zack Bowen accurately notes that this methymip working
of "Bronze" and ﬂéoldq" (or  the “jiné]e“’ associated with
Boylan) as substitﬁtes for Miss Douce and Miss Kennedy are
similar to the ided of the Wagnerian leitmotif''? (perhaps
especially, the "motif of reﬁin}scence“). As such, the
occurrences éf‘ "Bronze" or “jingle”“in the qpening section
give it the status of a kKind of “overture” or "prelude."''®
But as I have already indicatéd, the opening. section of
u51r§ns” is nif a co]lection of themes. These fragmgnts are
rather elements already at play in a narrative- that Nis
becoming ﬁbre and more spatialized.''s It is true thaflwords

115 (cont’d) Joyce. ’

1168 1oom does a similar kind of contiguous substitution with
the name of Aaron Figatnmer: "Why do I always thigk Figather.
Gathering figs, I think" (213). Bloom is reading (a sign) at
the time.

117Bowen, 250.

118As we are told in The Standard Concert Guide in the
section on Wagner’'s Iristan und Isolde, the prelude or
"recital of -themes must tell Nts contents” (515). George
Upton and Felix Borowski, The Standard Concert Guide (New
York: Blue Ribbon Books, 1908; reprinted, 1930) 515.

- 119We gannot forget that "Sirens” follows the highly

spatialized, if more narratively conventional, "Wandering
Rocks." With "Sirens,” Joyce seems to be encapsulating many
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like "jingle" will be given different contéxts as fhe
‘chapter %&ogresses But the effecl i1s to do away with the
idea off strict novelistic progression, deve]op1ng instead a
more sdatié]iied or simultaneous text. New contexts w11]
recall old Contexis, a]éng with concomitant similarities and
differences, anﬁ each will p?aykupon the other “in an ongoing
sgiral of narrative. Similay]y, the' puns and recémbinant
words exploit both linear and simu]taneous apprehension
which reqal], and perhaps parody, the Vinear (melodic) and

horizontal (harmonic) aspects of music. Indeed, Lodge refers

to Joyce's use of the pun in Finnegans Wake as "'chords’” or

1.
“"harmonies’ " and insofar as these terms denote

(o]

simultaneity . ‘(though not necessarily concord or consonance)
they may apply as well to the play that we see in

"Sirens." 120

‘\ b
The music of "Sirens" thus takes place less with a view
i

to the 1mitatfbn of any strict mus%cal form than with. the
idea that both music and language may be exploited for their
variability, their capacity for the deceptive coherence of)
sound and sense. Moving away from lexicality, and hen_ce,'~
standard narrative logic, Joyce shifts toward sound and 'the
idea of words as combinations of éognds that can be taken

apart and re-assembled formvarious effects. Thus, the voices

LN

of -realism are garbled, as linearity and simultaneity blend

- - e e m = == ==

119(cont’d) of the techniques of Ulysses. Reading back and
forth, or in many directions at once is nothing new in this
text. But in this chapter, like much else, the'necessity
seems to be greatly amplified.

'20Winn makes a very similar point on page 335.

t

3
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in a- Kind of redistribution of voices; voi;esvthat will
continue to combine and replace each other as the chapter

pursues itself. : o 4 -



\;,.

III. Music and Narrative~Spatio-Temporality

Toward the end of the last chapter, I meﬁ@?on an increased'

spatial emphasis in "Siﬁ%ns. By "spatial” I mean a text

which does not merely unfold inr straight fine (or at least

g{ve the app&®rance of doing so), but rather one which, .in

the Words .of Joseph Frank,‘ forces the reader to be

iﬁya]ly fitting fragmenfs ~ together -and Keeping

O

11us1oqs in mind until, by reflexive vreference, [ the

9 B
readepﬂ can link. "~ them to % complements.”'2! Fprank's
remarks pertaln -to U]ysse at large, not just “Sirens." But

within this smA &’ doyce seems to b&'amplifying the

e

spat1a] technique wf‘ "Sirens” as a Kkind of

3

exaggerated reflexive @F o”s'rat1on of one of the' text’'s

© many methods. As we read through the chapter we recognize,

or are reminded of the introductory fragments: "Peep! Who's
in the....peepofgold?” (Lenehan) (210); "I feel so sad. P.S.

So lonely blooming" (Bloom) (210)L But, as we have already

“seen, the repetitions of tnese fragments in the second part

of the chaptér are never exact: "Peep! Who's in the corner?”
(2¢5): "P.P.S. La la la ree. 1 feel so sad today. lLa ree. So

lonely. Dee" (230). These variations lend a Kind - of

] consistancy by way of an intra-textual skeleton which the

reader may trace back and forth, up and down throughout the

chapiemi this interwoven with the wusual intertextual

-

complexities.

121Joseph Frank, THe Widening Gyre: Crisis and Mastery in

‘Modern Literature (New Brunswick, N.J.:.Rutgers UP, 19637%

8.
41
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But “"spac:" is usually something associated more with
the plastic arts than with music or 1iterature. How then,

Y
does the jntensified spatig]ity of "Sirens" have anything to

do with the predominant]y’ "goal" - oriented\\Tendencies of ~
™
JTOnal_ music? As Igor Stravinsky says, "music is based on

temporal succession and requires alertnéss of memory .

Consédhently music .is a chronologic art, as painting is a
spatial art. Music presupposes before all efée a..certain
brganization of time, a chrononomy..."'22 But though the
linear aspect of. mus{q< its sense of motion, s
indisputable, Robert P. Morgan, responding to Stravinshy's

words, suggests that L
' B LN

it would seem to be impossible to'talK about music

at all without invoking spatial notions of one Kind .
or another. Thus in discussing even the most
elementary aspects of pitch organization...one finds

it necessary to rely upon such spatially oriented
oppositions as "up and down," "high and low," "small

and large" [(in regard to intervallic "distances”],

and so on.'23

Morgan continues by noting that "musical sounds possess a

-

quality of volume or density" which

stems principally...from the factythat two or ‘more
distinct musical events--whethen individual tones,
chord complexes, or entire phrases--can occur
, simyltaneously without mixing into a fundamentally
new and different substance; even in combination
they retain a significant degree of individuality

Lo

122]gor Stravinsky, Poetics of Music in the form of Six
Lessons, Trans. Arthur Knodel and Ingolf Dahl (Cambridge,
Mas®,: Harvard UP, 1970) 37. Jonathan D. Kramer says,that in
tonal listening, "we tend to listen teleologically, given

the prevalence of tonal music in our culture. We listen for,
and even project onto the music, implication and

progression” (550).

123Robert P. Morgan, "Musical Space/Musical Time," The .’
Lanquage of Images, Ed. W.J.T. Mitchell (Chicago: University
of Chicago Press, 1980) 259-270. 259. '

kd

&)
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23

‘and differentiation.'2¢

-~ v g

These combinations create "’texture[s]’L in which Tlisteners
perceive different ")1ocations’ within the available tonal
_—range;"'2% that s, .notes in these collections may be
p;rceived as being "higher“ or "lower," as wef] as being
able to move from positions of high to low, or vice versa:
Hence, "[tlona! space p{qyslan essential role in enabling us

to distinguish between simultaneous musig?l,%vepts:"‘zﬁ'
Morgan IPOES on fo note ﬁhat é’ p{ece of music,

especially from an analyst's point of view,;may be conceived
. A -4 *

of  synchronically, in terms of "its total set of-

a

. relationships," as well as temporally, or.in terms of "the

way these relationships occur, sequentially:" 127

‘For a musical composition not only defines its own
space, but does so by moving through this space in
its own unique manner. Musical space 1is thus
inseparable from musical time, just as musical time
is inseparable from musical space....Musical space
is the framework within which, and- through which,.
tual sequence of -musical events is shaped.'28

Mofgan’s remarks on the necessary relationship between
d space in music have a rather strikingzljterary echo

in ah article by W.J.T. Mitchell. Mitchell extends Frank's

observations, arguing against the idea of literature as a
merely temporal art. He says tHat "the linear track of the
Siript....is literally a spatial- form, and on?y

metaphorically a temporal one."'2% No matter what sense of
'24Morgan, 260.
'25Morgan, 260. %’ E Yoo
'26Morgan, 260. e
'27Morgan, 261. : v '
'28Morgan, 261.

129W.J.T. Mitchell, "Spatial Form in Literature,” The
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time we may get from a‘texf, we must realize that we are
"decoding a spatial form (the text)..."'3° Thus,nin these -
terhé, fWe cannot experience a spatﬁa]Aform exeept in time,
we cannot talk _aégut; our temporal experience without

invoKing sbatial measures. " '31! -
"Mitchell is'referring to &1l literary texts, not - just

modern1st ones, as is Frank. And this 1ndeed is probably. the
‘.’} 1)

. process that we go through in reading a realist novel. But

in the modernist text, and especially 'in a text 11Ke Ulysses

s

where the action of characters is in a way subsumed within
| LS

einter-action of teth{‘ both _inter and intra-textual
«, ’

the

‘cFoés—referencing .and connecting are absolutely crucial

«

sK1lls Here we are less concerned w1th beg1nn1ng middle,

and end than with the man1fold mot1ons that extend d/\all

directions both inside and outside the text. This &s the

space, or perhaps, more accurately, the spatio-temparality
(since "spéce and time seem ipextricable) of the writehly
Leit, where the .reader is no 1oﬁger the® ™consumer, buf.‘a
producer of the text,"'3? one who can ‘“appreciate what

plural constitutes it."'33

129 (cont’'d) Language of ‘Images, Ed. W.J.T. Mitchell

(Chicago: University of Chicago Press, 1980) 271-298. 276.
130Mjtchell, 276.

131 Mitchell, 276.°

132Roland Barthes, S/Z, 4. ~

133Barthes, 5. This as opposed to the readerly text (4) or
as Barthes says elsewhere, of realism which even at its
darkest, "has a reassuring effect because...the verb
expresses a closed, well-defined, substant1va1 act, the
Novel has a name, it escapes the terror of an expression
without laws: real1ty becomes slighter gnd more familiar.
Writing Degree Zero, 7. ns. Annette Lavers and Colin Sm1th y;
{New York: Hill and Wang 1977) 32. An example of readerly
spatio-temporal reassurance comes to mind: Pip is frightened
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In at least one sense, the "plural" in "Sirens" relates

to the tex%?r1ng of tanguage we have been discussing SO

fari134  the phonem1c @lay resulting in recomb1nant words;
the verbq§/aura1 puns, as we]] as the metonym1c/synecdocha]
substitutiohs o% charactér "traits" create thé sense of
language flowing through itse]f.‘.,ﬁepeating, varying,
| accretihg,‘within a space of céntinua1 rotion. Like the
'eleméntg of a~Q§51cal.composition, the language of “Sirens”

“defines its own‘épacg...bygmoving through this space in its

<4

own unique manner."”

Thus, the mixing of the linear/tempora] and the

spat1a]/s1multaneous which occurs at the leval of the word
carries over: into the phrasing and sentencing of the
‘\narrative of "Sirens.” Moving from the word ‘and/qr word
sound to -lengthier syntagmatic chains, we see thafhﬁoyce
often paroaies the linear assumptions of.theobeaderlyﬂ text.
,In-the'fntroductory section of the chapter, adjacgpt phfases\
~often suggest” humorous, and not £ota11y‘ imprpbable,
ponné@t{oﬁsi- | |

Brog e by gold heard the hoofirons, steelyringing.
Imp rthnthn thnthnthn.
Chips, picking chips off rocky thumbna11‘ chips.
Horrid! And gold flushed more. . '
A husky fifenote blew. ‘ .
Blew. Blue bloom is on the. : _
Goldpinnac]ed hair (210) v S
‘33(cont d) by a man in the graveyard; later, Pip receives
‘the graces of an unknown benefactor; at the end of the novel.
(here a kind of circular closing) the man in the graveyard
end the benefactor ‘(dying) are the same--all events
- circumambulate: Pip's {and our ) u1t1mate moral lesson.
1341 do not mean the "highness” "lowness" of particular
voices or speakers in the. text. Th1s has been 'the =~
essentially unanswerab]e subJect of the fugue-hunts.

[
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areaderly desire. But such desire, as is often the case in

. cyriously answered: "Imperthnthn...”

46

A1l of: The phrases in the first section end with periods,

exclahat1on marks, or question marks, grammat1ca1/syntact1c
&5’ “con

si ns @f complet1on or enclosure. But the 1line refuse§ to

st p f‘ We go past- it, desiring an explanat1on ' “a

90nt1nuat1on, a kind of narrative 1fi11lment ‘for our

b/“Sirens," is mocked. The steelyringing hoofiroés vare

Is this the sound\of
ringing steel on pavement? 1t .may be. But if we read on, we
find that it is also “bootsénouts“ impertinent imitation of

Miss Dduce:

--1'"11 complain to Mrs. de Mansey on you if I hear
any more or your 1mpert1nent insolence.

--Imperthnthn thnthnthn, - bootssnout sn1ffed
rudely....(212) '

Similarly: is the "Horrid!" of the fourth-line a reaction to-

"picking chips off rocKylthumbnail“? Just a little further

ahéad, this "Horrid" will be inscribed as Miss Kennedy's

reaction to Miss Dduce’s apparently hilarious imitation of

the "old fogey in Boyd’s“:(213): |

~ --0, miss Douce! miss Kennedy protested. You horrid
thing!

And flushed yet more (you horrid), more goldenly.
(214) '

. Again, the continuation of the line, or " the ‘"response”’ to

it, implies a strange re]ationship{' one that could'be

plausible in the "right" context, though not perhaps in any
we will find in Ulysses--if anywhere. The same goe- for the
possibility 5f "Blue bloom" actually '~ being on the

"Goldpinnacled hair." 0Or we may note too, the "blew/ Blew.
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Blue bloom. ..

\J

continuity between syntactical units.

connection; in which an aural pun creates the ;

This parodic continuity is, of course, one of the ways

in which the discourse of the chapter humorously sustains

-

o
itself. When ‘Bloom receives change from the girl in Daly's,

his mind plays twice over the omwnous number four:

- - Twopence, sir, the shopoirl dared to say.

--Aha...l was forgetting. ZIxcuse...
--And four. o .
At four she.... (217) ,

Bloom has in mind the coming tryst be tween Boylan and Mol]y,
but the contingent psychological connecggbn not  only
enlightens ©s as to Ehe distraction of B]pom’s mind, but
aleo to the way im which expeciation or 1ntent10n acts to
 mar connections which are, and are not, there As if to
underline this problem of narrative continuity, the last
line of the quotation above is soon Eepeated by a Voipe in a-
é]ightly different context. Boylan engers\the 'bqunénd, in
the process of buying a round, happens‘tq'afgwg?oqt the™
results of the horse race: "--What’s your ”e}y?’;élaég 'bfff
bitter? GlasS\gf b1tter. please, and a f]Oegln for neng1re%‘f.?‘
in yet?" (218). A voice replies with a crude turn:- “Not yet. M
At four “she. Who'séid four?" (218). Who indeed. B1é;m, Qé
must remember, has not yet.entered'the batr, thus, it}vseems
unlikely that this is his voice, though these are’his-words.
Though it is not unusual for the narrative woice in this
chapter {and elsehwere in the boek) to have description and

interior monoloyuc co111de without warning, tﬁis seems"‘u

unlikely here ~iven 3loom’'s locetion at the time of Boy]an s

W
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Qtterances. S Stild, we cannot-.viotally preclude the
possibi]ity of this being Bloom's voice, —especially .given
the Kkind of playful connections that we have wifnessed SO
far. Here we have just one instance where the origin af an
utterance is ambiguous, undeciaable, since,thellinks/jhﬁthe
chain of discourse seem fo lose the certainty of linear
connection, working'instead wifhin an indirect or tangential
‘mode of inter-connection. ’ - oE

tBut tHe  mere frustration of liﬁearity does not
immediately spatialize the text. The lack of strict linear
discourse establishes the poSsibi]ityvof-a kind of mu]tiple
texturing which Joyce exploits in various wayss This
texturing, at 1éa$t in part, réljes upOn a kind of vocal
ambiguity and di'spersion (dissemination?) of Vvoice. Ac
Mari\yn' French notes, there are three fundamental 'styles in
"Sirens”: ”dialoguef..Bloom’s interior monologue...and...the
narrational commént. whichjat 1ea$t in somes places could be
called collective inﬁe?ior monoipguea“‘3§ 0f these, the’
narrative "style’ om voice .is the mo- oronounced. '3¢ As 'is
obvious from the opening of.gge chépter. this is no ordinary
thira-persdn narrator. Here, we find a voice tha:l can
re-collect the other vbices of the chapte? in a? cpening
gééture of bravado. uné who m{xes and associates diiferent
and‘ disparate elements ‘of the text in a spifalling of
‘multiply mobile discourse. While the presence of Bloom’'s

135Fpeénch, 128. ': 2
“ 136Fprench, 129. ‘
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-’oo usuaily remain distinct, the narrative voice maintains a
kwnd of ub1qu1tous flow which cuts across space to 1ink the
var1ous elements of the chapter.’

The second part of the chapter beg1ns in a manner which
| at flPSt seems d1rect enough but is in fact a]ready 1ean1ﬁ&
| toward a K1nd of - vocal’ 'amb1gu1ty 937 Miss Douce s first

1wond53 are f1ltered through the voice of the narrator: "-wls
tthat her? asked myss-Kennedy./ Miss Douce sawd yes, . s1t¢1ng

_‘Withf,htsﬂex,'peari'grey'and_egg ég Nil" (211). 138 There is,

‘{ of courSe;'nothing new in this technique of blending-ythe
voice of the character w1th that of the narrator. Bdt coming

- as 1t does Just after the fragments of the open1ng section,

,, i .

even th1s rather convent1ona1’1nterm1ng11ng suggests if not

1nstab111ty, at lleast» a highly flexible sense oﬁ‘fihe
dwvtsjonv,ibetweenl ‘yoices.: A jfew 1ine5a'1aten%£ gnother
ambtguous bit otadﬁscourse“ogcurs{ only, this time it.dis a
1acK of conven?1ona1 use of quo§p§1on marks (a@;1n noth1ng

new 1n Joyce) wh1ch causes a s]1ght confus1on as to whose
e . : ¥ i

;Voice; is whose: —-Who7’ Where° gold asked more eagerly /
~-Tm the’ second carrtage ‘miss Douce S wet" 11ps said,

laughing in the sun. He's L00K1ng Mtnd t111 1 see’ (2%1).

e e e b et et e m - = -

‘371 am us1ng “voice" in Seymour Chatman S sense as: reFer1ng
"to the speech or other overt means threugh which events and
existents [characters, objects] are cébmmunicated to the
audience” (153}. I take this to. 1nc]ude narrat1ve "
-« ovef- dubb1ng and dialogue:
138This is’an instance:of what Hugh Kenner ca]lsathe "Uncle
Charles’ Pr1nc1p1e ) or‘yhere "the rarrative idiom need not
be the narrator’s. There are many instances of this -in
doyce, and of course, many other writers.: Hugh Ke
doyce s Voices (Berkely: Univers1ty of Callforn1a2€$E§QN
1979 187 , ‘ s N

.

{

: ;:
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This too is not a serious ambiguity: but I think that it is
not totally clear whether it is Miss Douce’'s "wet lips" . that

are "laughing in the sun! or the man in the “tall silk." Any

‘lack of clarity is dispelled a few lines later’when we read

“~

that ;ﬂer wet lips tittered" (211). Here is a simple lesson
in tracking voices. when we realize that it is Miss Douce’s .
lips fhat laughed ("tittered") and not the "tall silk," we
then Know how to take the first sentence.. It is a small ‘
point perhabs, (the reader who has @ade it to "Sirens" has
probably learned how to "track” glready), but still, i®

makes us aware of the back and forth movement we must pursue “

as readers of this chapter. The levéls of discourse, the

distances -between narrator and speaker, are never really

PN

secure.

It is amusing to note as well how of&en the cha?écters,
especially in the early pgrt ;of + the chapter, atso-
participate 1in a Kind of plurivocality. Bootssnout’s nasty
reply’to Miss Douce ("Imperthnthn thnthnthn") is a moéking
imitation of Miss Douce. Simi15r1y, Miss Douce herself does
Ehe voice fagain mockingly) of the old man in Boyd' s:

Miss Douce grunted in snuffy fogey' s tone:
--For your what? says he.

;iHére he was, miss Douce said, cocking her bronze
three quarters, ruffling her nosewings. Hufa! Hufa!

(213) . « 5

~ x2
The barmaids, again like the narrative voice, also perform

synecdochal/metonymic part-making on those they discuss.
After they themselves have been respective]9 identified as"

"Bronze" and ‘“"gold,” they in turn note the "Exguisite
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contrast" of the couple in the viceregal farriage as ‘"pearl
grey and eau de ﬂll” (211). With them is the man who is
“identified only as being in the "tall silk." Later, Miss
Douce, worry{ng about a solution for her sun-burn, dismisses
Miss Kennedy's suggestion of “borax with:..cherny laurel
water" " (212} with a rather idiomatic synecdochef "leave it
to my hands“.(212): Similarly, in deriding’ the ”fogeyj“ they
refef to séverél"“g;;asy” parts of h;s ané?omy: "0 greasy
eyes! Imagine being married to a man like that! she cried.
With 'his b{t of beard!....Married to the greasy nose! she
yelled" (214). Later, otHer characters will per form sihijar
opérationsué There is Cowley's dubbing of Dollard as "the -
war;ior" (222); and_Tom Kernan’s.gighot'story of an irate
Husband who ruins the voice of Wf}téf Bapty: ”We]l.ggirl the

husband took him by the throat. Scoundre],Ysaid he, xdg’ll

sing - no more love songs” (231). Thereis also Bloom's -

~ apparent imitation of Farrell ("Waaaaaaalk” [235]), as well
‘as his reading of Robert Emmet’'s last words, with gaseous

N

variations: “One, two. Let my epitaph be. Kraaaaaa.
Written;/ 1 have. Pprrpffrrppffff“ {239). Thus, for much.of.
the chapter,'voices of characteﬁg do voices” in a manner
reflexive of that other voice, the voice of the strange
narration.

Interwoven .with‘ this reflexive part makKing of the
. barmaids 1is the‘progress of Bloom. Here, the voice of the

narrator abruptly changes the space of the discourse back

_and forth between the "bronze" and "gold" of the Ormond, and
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¢ \
& the meanderings of Leopold Bloom:'3% The first me%tion of

Bloom occurs just after the passing of *the viceregal
procession, and 1is preceded by 'pprtions of both direct
dialogue and descriptive narrative performance:

Miss Kennedy sauntered sadly -from bright .1ight,
twining a loose hair behind an ear. Sauntering
sadly, gold no more, she twisted twined a hair.
Sadly she twined in sauntering golg hair behind a
curving-ear. f - .
> -<1t's them has the fine times, sadly then she said.
' A man. _ '
Bloowh® went .by byéyoulangﬂs pipes... (212)
”@hg ideggriptive passagé is full of movement; Miss Kennedy’s
::“‘ “ ‘\\/, ‘ ) ‘
S]OWV\ sad sauntering is more than tr4nsmitted in the
kY .
prevéjence of "s"'s, "i"'s, "tw"'s, etc.. But the
s ‘)A ‘» - . g
exaggeration of these sounds, their repetition as the words

and clauses continually re-group, gives an exaggerated sense

. .of Miss Douce’s movement. As she moves, so do the words,

;?2 changing and re-ordering their aural/syntactic effect as to ,

RE TN | : : | '
Lo T wdalmost obscure her mavement © (no doubt to emphasize the/.

P
¢
4

" gypxaggerafion of her performance). We move from "Miss Kehﬂgdy
sauntered gﬁ@dy from bright 1light...,” to the curious
<combination3§% "Sadly she twined in sauntering go]d hair..,"
Surely in any traditionally imftatﬁve passage the - first
,thf;§égtence would be considered more than s@nough. But the

__________________ l
139] am thinking again of Chatman. "Discourse space’ refers
to the "focus: of spatial attention. It is the framed area to
- which the implied audience’'s attention is directed by the
discourse, that portion of the total story-space that is
'remarked’ . or closed in upon..." (102. Chatman’s emphasis..
"Story-space" is "what the reader is prompted to create in
s imagination {to the extent that he does so), on the basis of
S the characters’ perceptions and/or.the narrator’s reports”,
(104). We must remember that often "the two spaces coincide’
(104). '
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narrator Keeps ‘re-turning until the virtuoso passage ends

with a shift back to the voice of Misé Kennedy ("--ltis them
has the fine times,?@"): and from there, quite abruptly fo

: Rloom ("A man;/ Bloowho...") in some space we have not yet
heard of. " i ; ‘#.

"B]oowho[’s]” vaement "by Moulang’s pipes...by Wine's
antiques..nb; Carrall’s dusky battered plate...” 1212f,§
marks the first wholesale splitting of the audience's .
attention. This quicK movement from the Ormond to Bloom (and
then back to "The booté to them, them in the bar..." [212]],
which cohﬁinues ghroughout this ea:iy section, could, in a
way, be considered.élkind of counterboiﬁt, though not in the
specific sense ©of being a fugue or canon. As I demonstrated
in chapter 1, the strictness of canonical oré»fugal.'motion
cannot be detécted without a gré%t deal ofenarrowing; But
‘what we do Hbve here is a shift to a space of metion which
hruns parallel to the motion "of those 1nl the Ormohd.

%égoncomitant with this report of Bloom's movement is+ the 3
: description of his’ thoughts as they revolve around the

prurient text he has purchased for Molly:

Bloowho went by by Moulang’s pipes bgaring in his o
breast the sweets of sin, by Wine’s antiques, in’
memory bearing sweet sinful wgBRd by Carroll's

dusky battered plat§, for Raoul.. (21Z)
The mbtfbn here (and almost always ’in this chapter) is
manifold. The 1 to ‘another space leads wus to the
"inde‘fim'ge' "Blooﬁ, who-é.e physical/external motion is

indicated by' repeated’ preposilional ph}aseé ("...by
5 A

by...by..."), and whose internal motion is marked by the



~of the description of Bloom' s movement and his thoughts

interpolations of memory of.the text of The 5;;é$§ of Sin
("in memory bearing sweét_sinfu] words"). The inter- eav{ng'

is.a

kind of counterpoint between the inside and the outside ©
the character, even though it js the narrative voice whiéﬁ
describes, 1ndeed; constitgfes the movement in Both realms..
Thus, after setting one discourse space against iﬁ%iOther,
thé writing continues its mu]tiplicity‘ by describing and
performing the internal and external spaces of the character
in one e]aboréte‘inter—yeaving of language. We may‘ﬁote‘ too
That this duick shift to Bloom.and his booR forces us back
to the section of "Wandering Rocks” .whe?e‘ﬂéloom ﬁurchases

it. There, the text interpolates the voices of The Sweets of

Sin : "--You are late, he spoke hoarsely, eying her with a
suspicious glare" (184). From here we may also re-collect

Molly's - request for a book by Paui de KocK back in
"Calypso." 40 ' |

Thdé, motion in."Sirenét‘always involves a‘simultaneﬁty
of various, spaces: within fBe various: spaces that are
.1ndicated?; |

(the singers in the room adjacent to Bloom; the.

. comin@ﬂ&?ﬂ gding of Boylan; the tap of the blind piano

2

G, egg.l; there 1is always movement-- even movement
3 _' ) 3 f) - .
. i ' 2 . s . \\"\d’ ‘ ’ ' .
N% v t . Though&&%; cannot accord a relative
. . - ;i‘ . -y < 43‘.\ ,
"highness!' " &r "lowness" to the places, as we could do in a

-------- et ) b
40l ater in the chapter, the name of the author will occur

in connection with Boylan's_"Cockcock" knocking on Molly’s

door. As a Kind of synecdoghe of tawdry sexuality, this name
fits nicely into the ‘ural climaxing of the chapter: "one
tapped with a knock, did he knock Paul de Kock with a loud
roud knocker with a cock..." (232). - A

w
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musical composition, yet we can see that the leaps in
narrative space and the divisions of language (or lack of
division) we may find within them, indicate a concurrence of
évents (a verticality), which, both at the - lévgl' of story
and ‘discourse,-also maintaing a‘strong sense of the linear,’
or horizontal. The quickness of the shifts is, ;; Hugh
Kenner 'says: an extention, of the "trick the Arranger [the
narrative voice] had begun to play in.’Wandering:Rocks,’ but
doing it so frequently [in "Sirens’ ] the effect resemblesf
not interpolation but'bounterpdint.”“‘ Read ”counterpoiﬁt,"
nq& cano# or fugue.: the merment may be. duiqk enough to
suggest “the independent motjon‘ of simu]tan@ﬁys musical
spaces (Br cqynterpoint), but.there is nofhing to prec]ude
our leavinggthe analogy at just “musféa]." L~
With a narrative voice that 'éuts across the other
voices in the chdpter, . as well és. the spacé that an
separate them, we notiqe that the‘jbkiég_continuity that we
discussed earlier takes on a‘51igh41y different fuﬁction in
connecfﬁng the adjacénf p]ace§§9f the text. B]ogm’s approach
to the Ormond is first indicated by little flore than a |
gendered common noun: A man" (212). Then his prop?glnéme is
: interruptéd by a pronoun doing@&double seryice: LB1oowho
‘went..." He is not comp]e%e]y named until after we have
briefly returned to the bar, and even then he is merely &
qu{ck interjection ("Bloom") amidst its chatter. ‘As the talk

’

at the Ormond continues, Bloom presumably continues his

'41Hugh Kenner, Ulysses {lLondon: Georgé Allen & Unwin, 1982}
g1. , : _

—
o—

O
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course. But his progress almost seems to be 1ost;'as the
barma1ds talk of sun- burn remedies and the old chemist; the
) narrator chides us with'a questioning reminder: But Bloom°'

(213). The guestion (and is it our voice that ~ is m1m1cked
here?) reminds us' of B]oom s 1ndnst1nctness. of a Kind of
amibiguity of 1dent1ty thet has ma

ed,' and' continues " to.

. mark, his movement in the chap&enq

s Jackson 1. Cope points
,"1 A .

out, the early descr1ptmbn of Blo?m’sfbrdgress‘-with' “sweet

Isinfu1h words" .in mindlvdemonstﬁates tne'indecisiveness of
Bloom' s {dentity as one:"seen hiding sexuaT"1UXUfy» in  the
secret heart’ and'[aWSo] Bloom as castratéhéuekoia“taz.This
lack of distinction is a slightly morqf;cumpTex‘_version' of
playful continuity The ambigudus identify}ofﬁBleOm is;miXed,
‘further as the narrative voice cont1nues to- make tangent1a]

connections. At a shrieking moment in the d1scuss1on at the
Ormond, the "goggle eye" of the man in Boy@’s comes up,. and
Miss Douce rejoins :t6? Missi,Kennedyw‘n“tn‘fdeep - bronze

laughter, "--And;your other eye!" .f213)ff;51gn1f1cant1y,
the narrator (that other eye ) swif‘V~s to Bloom's "dark -
eye,“ ("B]oowhose dark eye read Aaron : . atdew/s name . '“),
i'and introduces the first direct int¢gryor mqgo]ogug Why do
I always think F1gather7 Bloom' s thoughts éh; names ( And
Prosper Lore’'s huguenot name"}, spurred by what he sees,
chang® to thoughts of what he cannot see; that what is
underneath the ,roBes of the 1eons 8f£%ne Virg ary: "By
ey \
*42Jackson A. Cope, "Sirens,"” \ames Joyce's Ulysses:

Critical Essays, Eds. Clive Hart and David -Hayman (Berkely:.
University .of California Press, 1877) 217-242. 226. -
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| should:say..." (234) .
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3 A

Bassi’s blessed virgins™ BITom's dark- eyes went by.

Bluerobed, white under come to me. God they believe she® is:

or  goddess” (213).v4The conhections here z-=, again,

multidirectional. Much latér in . the chapter, Bloom will

contemplate the virginity of Miss Douce: "Blank face. Virgin

\iss Douce is..the last voice from the

Ormond that we hear before the shift to Bloom. Bloom's.
Jdascivid®s thoughts in relation to the icon of vifginity

- have an indirect cohnection to :Miss Douce which will be

ékpanded later on when Bloom is in her presence; at th=
speéu]ations about the virgin Douce, §D§,‘wil1 become icon:
"See. Play. on her. Lip Blow. Body of white woman, a flute
alive...” (234). 143

While it s frue that Bloom's speculations .about

playing the 'flute" of woman do have the air of Ffreudian

commohp]ace,ﬁﬁﬁt is also true that Bloom is himself played

upon as much, or mQré, as many in "the text.'4* The quick

change from the,fgther eye" to Bloom' ¢ "dark eyes" sustains
a very oblique'donnéétidh between the man in the drugstore
and Blooin. ‘The distance between the two seems to collapse

e

- e e e e = e e e o o e = =

-- | , : { _
© 1435 the.image grows here, it is interesting to notige a

blurring of its sexual specificity. Bloom's thoughts .about
"Three holes, all women,' or as "flute[s] alive,” has a
definite phallic resonance. Here, and élsewhere, the sexual
symbolic takes on a certain androgyny. '
1441f woman is the "lack" that Bloom suggests here and in

his image of the virgin female as a blank page ("Write

_moment, the icon suffices. Later, in the context of Bloom's .

something on it: page" [234]), then it is very ironic that =~

the extent of Bloom':s sexual contact with Martha Clifford
goes only 'so far as a dubious self-inscription: writing, for
Bloom, is. surely a sign of a secure absence.

4
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“altogether when  Miss  Douce finally shouts the *

preposterousness of being "Married to the \gi?asy nose!”
(214). The peculiar phallic substitute (symbol/synecdoche)
(13

creates a-kind of 1linguistic orgasm (“A11  flushed: (0!),

panting, sweating (0!). all breathless” [214])° in which the

barmaids undeggo avkind of synecdochal fusing:; “Ihey‘ urged’

each each to peal - after peal, ringing in changes,

bronzegold, goldbronze..." (214). And theh,' another change

" (of “voice?, of place?) in which a voice ébéaks:'“Marrjed to

W}

Bloom, to greaseabloom” :(214). The changes rung in by the
_ ’ v 0

bronze and gold seem to change Bloow as well: a rather

greasy sea change which now fuses Bloom and the "old fogey."

If all this ‘serves( to place Bloom, if not in the

;} presence of Miss Dpuce, but as Cope suggests, "in - [her]

psychic typology,"'45 then we can see too that she is part

of the complex typology of Bloom’'s fantasizing as well. The
"typing" of characters, . and eSpecial?y Bloom, in this

. . ‘ \ _
writing of the ‘coalescence and dispersion of interior

spaces} is, like the writing of any Kind of space in

I 4

"Sirens, " Comprised of “a multipTicity of substitutions: and

the priority of any given identity (or cipher of identity)
L .

is generally hard to tell. There is a sense in *which the

, indef1nitenéss of idenfity’is never entirely laid to rest.

1f Bloom is castrate cuckold, then he Ls as much a

borderline lascivious fogey, and also, as Cope would have

it, "that strong sailor rbunding home toward lthaca, toward
w© ‘

"45Cope, 227.
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Molly." 146 Bloom will also inscrjbe himse]fi_1ater as ;the
naUghty Henry Flowef, verbal lover of anothér potential
Molly figure, Martﬁa Clifford (225—230). In this scheme,
Lydia Dbuce plays doub?e' for 'bbth the virgin, and for

Molly.'47 Miss Douce seems to sustain the connection herself

when she sings the line from the song of the east: "0,
. ldolores, gueen of the eastern seas!" (215).148
Characters, bpth 'méle‘ and ~ female, often share

iy

idenﬁities. [t is no mistake that Simon Dedalus enters the
Ormond, 7picking‘chips 6ffw one of his rocky} thumbnails®
(214),~ right after the barmaids’ laughter. With a subtle
naturalistic siroke.(”rocks lon] rocky thumbnailf]"), the
narrator places the aging Dédé]Us.in the typo]ogy‘of the
fogey. But a_éhange occurs in fhe Kihd of épeech ﬁhat takes
place betweeﬁ male and female when they meet. A certain a
tattered air of the Lédy and Gent leman pervadeé the
conversations ‘which,ﬁ(no doubt to add‘a little extra ironic
- distance) are partia]]y mediated by the narrator: 149

. --0, welcome back, miss Douce. :
--He held her hand. Enjoyed her holidays?
--Tiptop. S :
__________________ - ‘ ¥
146Cope, 227. o . - “
147Rjichard Ellman in Ulysses on the Liffey (London: Faber,
1974) 107 notées the Martha-Douceg=Molly connection, as does
-Cope, 227. Typological/mythical analyses of .Joyce are
* ‘legion. But.see chapter four of this thesis for further
digguSSSion of the problem of this Kind of reading. For the
.moment, I will follow a more conventional reading, without,
‘1 trust, goihg too far down its path. ‘
‘"+8This may-have other implications. See chaptér four, page

787

~ 143Helen Cixous, The Exile of James Joyce, Trans. Sally A.J.
purcell (New.York: David Lewis, 1972] 48. Cixious mentions
the "gentleman" and "lady" aspect of intercourse between the
isexes, both here and on other occasions in the chapter:
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He “hoped she had nice weather in Rostrevor. .
-1Gorggous, she said. Look at .the holy. show 1 am.
ut on the strand all-day.

-~That was exceedingly naughty of you, Mr .Dedalus
told her and pressed her hand indulgently. Tempting
poor simple males. (214}

»

Dedalus cannot, however; keep up this roguish gallantry. The
first metonymic "Jingle" (215) of Blazes Boylan is heard

from afar, announcing the .first movement of the

Raoul/tenor/lover figure.'59 Dedalus at this po1nt seems to

miss ‘the lady-like movements of Miss Douce. by ge&tlng lost
in a somewhat morbid reverie on the Mourne Mountains: "N =t
be a- greatj tonic in the air down there. But a long
threatening comes at last, they say. Yes. Yes." (215). The
narrator "cannot help but observe: "With grace she tapped a

measure ongold whisky..;A]achty’.she served" (215). The
| narrator then echoes this "Yes," as Dedalus, in his morose

preoccupation, twists and twines the maidenhair of his

tobacco, the substitute/symbol of’his siren self-pity: "Yes.

He fingered shreds of hair, her maidenhair, her .mermaid’s,
into the bowl" (215). This of gcourse parallels the sadness

“of Miss Kénnedy who, just a moment before, had sadly twisted

~twined her own maiden’s hair. Then all falls silent in an

oxymoronic moment where the words of sad self-pity and

affirmation float upon the narrator’s ivoice: "None nought

said nothing. Yes." (215). But soon, Miss Douce trills her
song ' ("0, ldolores..." ), Dedalus revives ("--Was Mr Lidwell
in today?"), into the Ormond Comes Lenehan, and across the

150 ater, Dedalus will be conflated with the lover Lionel in
another tenor role The connection to Boylan is of course
parodic. ' '
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-bridge of "Yessex' comes Bloom, himself a new cohtext for
the word of -affirmation, for Mo]]y s word: "Mr BToom reached‘
Essex bridge. Yes, Mr Bloom crossed bridge of. Yessex (215).

% 1» ‘
The change of space of context, changes too the word The;

\‘.ﬂl
ts briidge) becomes the space of aff1rmat1on

b

- end of the book, re ounds in the middle, as\ the place. of"
crossing (E%ﬁ
i

"bridge of Yessex." But the aff1rmatmon9;f amblguous is

this Bloom's acceptance’ of Boy]ao as Surrogate/Subst1tute

for himself .as Mo]ly_s Tove (8oy1 n w1J1 crors this same “f

bridge 1in a moment as "a- gay hat~r1dlng “on. a Jaunt1ng car

J

D
(217117 is 1t a kind of swgn of B}oom s 1mm1nent sense, @f;

x.) 5
sexual rejuvenation ("Too 1ate now Dr if not? If not7§1f

stili?” [éGh] ); or is, this a shared T1ngu1st1cv;§1gure of

Bldoh’s and Mo]lﬁ’s potent1a1 congruence° We cannot (must

Ynot)'choose fon here agﬁjh' thefs1gn of doycean narrat1on

res1sts\ewéﬁosure marks 1tse?f as the tgace of a s1gn1fy1ng
(not of- a closed s1gn1f1catran) Whlch offers in its peculiar
1m1tat7v%1lst ain, the concretehess fx'we,'can trace its
const1tueni elements,'read Yessex gs G mlayfu] acoustical

image) and‘%; fi(u;tx where wﬁﬂl the s1gn1fv1ng end?) tﬁéﬁ

% . ¥ 4

shape it as awha at1ve analogy o/mUs1c

@ But there %é”;spﬁiﬁ a way to go in this chapter of
simultaneity and mogion, where" flux, change and concurrence
mark the movement of language as it defines the space
’ thgopgh which it moves. Coalescence and dispersion mark
(sign?) this as a musical writing of movement .and

simultaneity, where voices, identities, and spaces maneouver

@
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and participatz -1 each other. And so it will continue: ' as

the space of the Ormond fills with music.
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IV, "Words? Music?...": The Interteéxt of Song

Introduotion

One of the most s1gn1f1cant elements fin the narrative of

Q‘ o

"Sirens" s ‘the ‘1ntertext of song. As 1 noted in chapter

‘:o Zack Bowen s trac1ng of the musical al]us1ons in “this

chapter and indeed, the whole of Ulysses, is a piece of

"dschotarly worK form1dab1e in 1ts thoroughness and range. But

" Bowen's reading, both in’ his article, "The Bronzegold"

‘Sirensong” mentioned in chapter one, and in his later

Musical Allusions in the Works of James Joyce'S' follows a

" universalizing process that will not completely suffice for

"a re-reading of the chapter. Using Bowen as a point of

Q

_departure I will first g1ve a br1ef presentatlon of one of

 Bowen's readtngs which w111 demonstrate the d1rect1on that I

do not want to go.'5% The example‘comes from the later text,

Musical Allusions in the Works of James Joyce.

Bowen ‘ts, of course, acutely aware  of the
intra/intertextual connections that pervade this chapter. A

telling demonstrat1on of his method involves a discussion

‘perta1n1ng to the connect1ons that surround Stephen, the .

btind ptano tuner, and the figure of one of the songs in
1517ack Bowen, Musical Allusions in ghe Works of James
Joyce: Early Poetry through~-Ulysses (Albany: State
University of New York/Press, 1974) 160-211. This is
basically an expanyion of the earlier article cited in
chapter one. The bgok I w111 refer-to as Allusions, the
article, as "Bronzegold.

152The reader will understand that I am not attempttng to

.disparage Bowen, or any of those who would propose the

"essentialness” of Joyce’s mythic intertext. 1 must
demonstrate and move away from Bowen as a means ‘of
re-viewing the text. The doubleness.of my own gesture here
will, 1 hope, show both my respect and my nece551ty

63
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"Sirens, "~the croppy boy. A clear intratextual 1{nK ’betweenf
Stephen and  the tuner is tHat thh' gﬁhbugh for wvery
different reasons) "tap" their way blindly through part’ of 
the text: Stephen in "Proteus” ("1 ém getting on nicely in
the dark. My ash sword hangs at my side. Tap with it: they
do" {31]), and the tuﬁer, mos t 5bd151y, during.the ségﬁjon
of "Sirens"‘.in which Dollard sings "The Croppy Boy"
(231-238).‘53 The t}pological/hythica],interrelatihg here is
quite complex. Bowen notes' that the song's “fa1§e-ﬁather
motif...is‘ reflected in Stephen’s ;iew of his own
father." 5% Moreover, {%e croppy boy’'s forgetting to pray
for his. mother’s rest is “"parallel to Stephen's sin
reéarding his mother’'s death. and 'Stephen’é' agenbite of
inwit." 155 As for the piano tuner, Bowen notts that his
”’bitches‘ bastard’ echoes through the narrator’'s rendition
of Dollard’s song, " and tﬁq; the boy’s entering "the ' lonely
Ormond hall’ at the end of'Sirens ﬁuts'him d%rectly in tne
croppy boy’'s place."!'3#® B]oom,uas Bowen aléo noﬁes, gives

aid to both Stephen (at the end of "Circe”), and the blind

boy (in ”Lystregoniané" [148-150]). 's7 Thus, Bloom becomes

153Bowen, Allusions, 204.

15480wen, Allusions, 204. Note that the connection relies

upon a pun. :

155Bowen, Allusions, 204. ,
156Bowen, Allusions, 204. Bowen is referring to the entry of
the tuner which is given in language similar to that of the
song: "Tap..A youth entered a lonely Ormond hall" (238). The
line from the song, as quoted in Bowen,. is "The youth has

enter'd an empty hall” (196). This line is interpolated

earlier in "Sirens" by the narrative voice: "The voice of

Yarning...to]d them the youth had entered 'a lonely hall”
233). : ' .

157Bowen, Allusions, 204.

2 s
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symbolically the true “father4f%gpre.“ The theme of betraya!l
in the song, and in Ulysses ultimately includes B]oom; ~and,
according to Bowen, "Eventua]ly_everyone can be Hinked with
the croppy boy...as the song, like other major musical works
in. the chapter.vtakes on overtones of beihg both the means

and the end of the universalizing process” [my emphasis].'58

The "universalizing process” is for Bowen the means by which
characters and their situations in Ulysses becoﬁe, or are
identified with the figures or situations in the songs or
operas that are a1ludéd to. To Bowen, the moment of citatiion
or allusion is é moment  of in-difference, Qﬁ collapse
befween stories, figures, characters both inside and outside
(if we may be allowed the distinction) the text. The story
(6r stories) 'ihat is alluded to creates a sfratum of
verification for the figures and figugations in the chapter.
It is this reading of in-difference that I wou 1d 1jké°to get
past. [ do not disparage Bowen' s scholarship, only the
tendgncy to make the process of signifying stop, or ‘reside
sbmewhere in the "Truth" of sOme‘previous story. X

In chapter three, I use the the 'word '"typo1ogy”/ (a
potentially transcendent word) and its variants as a means
of describing a particular set of narrative possiBi]ities
rather than moral, or essentialist necessities. If there is
something missing gn'my mentioning of "types" it is thét the
exchange: or variable repétition which constitutes the

intra-textual space of “Sirens“ {of Ulysses) is'in many ways

158Bowen, Allusions, 204.
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‘" "held together" by a p]ural1ty of allus1ons“{g;ﬁihfertéxtual

underpinning wh1ch is at var jgw times more and less overt.

In a simple way, for 1nstanc§Viithe "old fogey" typology

which “rises out of the conversation bef{geen Miss Douce and

Miss Kennedy, and which seems to includli.a y.of those who
enter th Ormond, has the'stereotyp{¢élity of a cultural
" common™ text. 159 The "bif of beard" and the "greasy nose,"”
here allowed by the narrative to pass as eiéments of
uimediated speech (watch as the  "naturalistic”
becomes/inc]udés the symbo]ic),' are 'common figures of
'emasculatién, respective synecdochal emblems of effemihacy
(the éontempt of the feminine) and»rsaucedﬂphall%c grandeur .
The implications of the fallen male state echo too one of
the oldest literary/culitural jokes: that of the cuckold, a
type with which Leopold Bloom will soon be identified. In
this reading, there is nothing that shapes ‘itself as’
universai necessify. Instead, we see the manifestation of a
common symbolic endod%ng, which Sértu,ws explicitly to Bloom
1n-‘the naﬁrator’s , "greaseabloom.” The symbolic fiction of
" the cuffdrai text loudly enters the fiction of ”Si[ens,“ but
its necessifyi,as "fundamental"” étoryb is undercut by the
narrative'vpicé ﬁhat‘would also include Bloom under the
banner of emascu1afion5- Affer 'fhe entry Qﬁ Boylaﬁ who is
hailed by Lenehan as "the conquer1ng hero " Bloom, about to
follgy Boylan, 1s ha11ed by the narrator as the unconquered
hero" (217). Th1s is perhaps a Bmall po1nt but it serves to

159The intertext, of course..need not deal only with the
written. ST _ a

i
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illustrate that the iconography of the emasculated cuckold
“and of the "unconquered hero" 5FZ not types:between which we
are to choose; rather, they are figurations which mark a
d1scont1nu1gy between the fictions that surround the text
and permeate the text 1tse]f. The priority of one over the
other is not something we canﬁeverzrea11y decide.

We cannot, however dismiss the tracing '%ﬁ allusions
that Bowen e]aborates The symbolic code is one which cannot
be passed over in the re-re%eing/writing of the Joycean
text. But we will dttempt to include it differently. We will
attend to the intertext of "Sirens"not as a et of
universal ‘repetitions (figurations ‘of @ truth “which
pervades, transcen&s, and yet 1links any and all of ils
~manifestatiors], but: as the site of the groblem of citation,
indeed, as a critique of the expectation of the universal in
the repetition of eongs. We will consider al]usiohs,
typological man festations, etc. as traces of a matrix of
writing, as threads to and fror other texts (written and
unwritten), a. the peculiar fé;m of the Joycdean "intertext,
in which

The value is to be found fn. the heterogeneity, * in
the very distance between...diverse elements that
the writing. will cross in a ceaseless play of
relations and correspondences in which every element
becomes the fiction of another. The unity of these
elements is not, then, as is generally supposed, one
of content, of meaning, but one grasped at the level
of their reality as forms,: as fictions. What is
constructed in the play of their interrelations in

the writing 1is a discontinuity in progress, a

constant displacement from fiction to fietion.'8°
160Stephen Heath, Amb1v1olences: Notes for reéading Joyce,”
Post-structuralist Joyce: Essays from the French, Eds. Derek

Yy om
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We will also:keep in mind the possible analogy between music

and language as systems of difference (chapterﬁpmfg, as-well
as the notion of song (alluded to at the end of chapter one)
as itself a férm“of difference:,thét is, a form composed of

the different systems of music and language. ‘

3

The emphasié on vocal musjca in "Sirens" creates, a
complex Kind of intertext. In chabter one, I mention thQ.
inﬁerént' cqntiguity of the sdng, and by extensioht any form'l
of wvocal music.'8' The doubleness of the vocal compositioh,
its condition as a place of meeting for music and = language,
acts as an embiem of‘the writing of "Sirens;" that is, as an
emblem of differéhce. By this 1 mean that in song, the.voice
is in "a double posgpré, a double production: of language .
and of music," 162 justggs'the narrative of 'Sirens,” with
itsh reoombiﬁant/substitutive‘ linguistic play, and its
strange ménipulations of time and space,ﬁis ifse1f»a1way§ in
somefkfnd Qf g "double {at least double) posture.”

But there is another Kind. of doubling in  the

vocal/musica1 intertext of "“Sirens" which has very direct

-imp1ications.in the narrative technique. Marc E. Blanchard,

"§in a discussion of Elias Canetti’s The Voices of Marrznesh,

says something which, with some minor adjustments, may prove

noe

germane to "Sirens:’

Up, 1984) 31-68. 40.
161See page 16.
162Rpland Barthes, "The Grain of the Voice,” The

Responsibility of Forms, 289.
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Words 'belong to everyone, the .oic--. one voice only
to someone. It is this ambigL .y of a Lndy Tike no
other and of this sound lik & « ~ther=, with wh’ch
Canetti cpnfronts us.'63 '

While we would resist the abso ‘= i‘nk‘n_ of lanaiage
"everyone," 164 we will mair *°n fcr cur purposes the
paradoxical sense of the particular ty of lne 2 voir. ("a
body fike no other"), and the lal o- the zness qf
words (“this sound 1like all others"). . s paradox, or

doubleness invades and establishes the musi_al intertext of
"Sirens.” But'here‘the song, in its efficacy as a cultural
Utperance, is used to expose the loss of-difference in the

~agsumption of "private expression” through the means of

“public tonality,”'65 an assumption shared by the majority

of singers and listeners in the chapter. This is done,
however paradoxically, by the predeminance of a narrative
voice which maintains difference thrdugh its usual‘(unusualf
bhonemic/syntactjc v pTay,‘ as well as its selection or
citation from the language of "common" cultural ficpione ef
tonal intefpretetion. As a result, a senee of ambiguity, and
even dispfécement strongly inhabits the musical moments of
the chapter. It is net necessary to discuss them all, so we
will fecus our comments on a few of the more significant
musicgl intertextual occurrences.

163Marc’ E. Blanchard, "The Sound of Songs: the Voice in tﬁe
Text," Hermeneutics and Deconstruction, Eds. Hugh J.

Swlverman and Don Ihde (Albany: State Un1ver51ty of New York
Press, 1985) 122-135. 130.

16“l\]ways the problem of who everyone is--even among those
that ostensibly share the "same' language.

~165] quote from my citation of Norton in chapter two of this
paper . See page 22.

' .
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One of the more striking mohents is Simon Dedalus'

p]ayfhg of "Goodbye, Sweetheart, Ggodbye."wfhe movement into

w

. I . . .
this 'song 1is preceded by an‘interesting loss of a clear,ﬂ
referent for the pronoun "he,” someth1ng which the narrqﬁﬁve

voice, id\epparent imitation of some reader/y/vo1ce (ours7)

draws atﬁenfion to:

Upholding the 1id he (who?] gazed in theﬁﬁgffin
(coffin?) at the oblique triple (piand!) wiggsl He

pressed (the same’who pressed 1ndu1gent1y he#® hand),
soft pedal]1ng g, triple of keys...1216) €

The 1nterpoT§ted questions. happily resolve as the voices
seem fo join in their recognition of "the "(piano!).”

Dedalus, however, is not directly named, he " is merely

4

signified by reference to his earlier gentieman]y posing

with Miss Douce as "(the same who pressed indulgently her

-

hand)." Pronominal confusion persists as Deda kit strikes the
tuning fork left by the blind piano tuner:

- From the saloon a call came, long.4.in dying. "That
was the tuningfork the tuner had' {{#% he forgot that
he now struck. A call again. That-2% now poised that
it now throbbed. You hear? It throbbed pure, purer,
softly, and softlier, its buzzing prongs. Longer in
dying call. (217} -

At the sound of the fork, Dedalus seems to disappear. lost

in the pr0ﬂounéﬂ that wunite him tov the tuner, and yet

obliterate b th (“the tuner hdd that #e now struck”).
Sjgnifi'"ntly; this momen} of the decomposition of

idenf%ty oc#l:»s amidst the sounding of an . "absolute”
pitch 166 Hugh Kenner believes that in this passage Joyce is
1GGW1111 Apel and Ralph T. DanleT'\The Harvard Brief
Dictionary of Music (New York: Sion & Schuster, 1960). Apel
and Daniel say that the tuning fork is used to indlcate the
correct absolute pitch, usually for the tone a..." (317).




~prongs " could ‘we be certain of what exactly it s tha;

0 | ' T 71 o

"abrogating syntact1c canons ‘in adhering to- imftative

ones."'¢7 But we vm1ght ask: “Imitative of what?"“Wjthout .. '}

explicit mention of the tuning fork " and i}s ‘"bu221ng' ;!;

constitutes this “"Long in dying call"? 1 think that what is.'

d descr1bed in less than absolute terms.. fIf

being q§scr'bed here is not the forK’ sound but ité’v
absolute \\éh

ss

-

we corgider Jackson ;I. Cope'’ s suggestlon that th1s ear];/-\\

section of the chapter is “dominated by tumescence--a “sor

~of group [and mainiy malel masturbafion..;{1n wh1qh]i..5imon

flirts with DouCe;-Lenehah{ bgt down‘by Kennédy;glis brought
up by Douce Bgain:...@etc.]..lj“‘ﬁs then:we'mqyibe able .to
view the language hehe»ﬁ{h quite a diffenéntfway. We must
note how Dedalus’ hand moves from.én initiéi Flirtation with
Miss Douce (214), to an ostens1b1y 51m1lar pressing of the |
piano Keys (217). From the~$ubst1tut1oh‘of the piano Keys
for Miss Douce, ig fs‘but a 1fft1e-way;fo thesreplacemeht of -
tuningfork %or piano.'89 The fork_iﬁ‘apparent1y struck and, “
hence . tumegcesf “poised" _.énd throbb[1ng] then
detumeéces, growing "softlier.” Cons1der1ng what we havé
seen about mobility of the' Joycean signifier, it seems
uniikely that such words as "throbbed, " "poised," or "prong"
will: mere]y stand still as 1m1tat1ons of sound. Indeed, all

167Kenner , U]ysse ~89.
168Cope, 227

~'69The body is in seve.al places connected to mus1ca1

instruments:<Bloom dces it once in reference to the plight
of men ("We gre their [women’s] harps’ [223]), and later, as
we have seen, in reference to women ("a flute alive...all
women" [234]): Simon later makes a play on (so to speak] the
size of Dollard’'s “organ" (222); etc.
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of this - has }ess to do with sound than it does with a Kind
of‘rhetofization of the onanism of the absolute. The “pure"
pitéh is anthropomorphized, made to reside.within a web of
" tawdry sexual imagery. Thus, it is réndered “impurely:;" it
is already at the moment of ils sounding, interpreted,

mediated. diffused by the 1anguage that describes it. It s

R , .
 '§£? already different from itself, displaced at the very momen t
| yﬁjh which it is described. The body (any body), and thus the
'7 wvdice, ié being deferred. Hearing becomes a collaboration of
:sublimated sexual imagery.
,;” ‘-x;€9n A11 . this before Simon even begins té play the song.

When the#song does begin, it provides a context for another
set of displacements. In a significant per formance of
narrative-musical doubling, Joyce ' inscribes the 'unsung

language of the song: "--The bright stars fade.../ A

voﬁcelessisoﬁg sang from within, singing” (217). The voice

rd

~is missing, though the words are Qeré, if only for the

reader's eyes. The joke is, of course, that doycé is

-

re-presenting what is not there, at least in any "realistic”
" sense. In effect, the song is split, exposed - in its

supplementarity; '7¢ that is, as a place where word and note

1701 am thinking of the term "supplement” in Derridean
terms. See Of Grammatology, Trans. Gayatri Chakravorty
“Spivak (Baltimore: Johns Hopkins UP, 1974). In his
discussion of Rousseau’s conception of the relationship
between speech and writing, Derrida reminds us of the double
sense of the French word "supplementer,” which means both
"to add" and "to substitute:” "But the supplement
supplements. It adds only to replace....As substitute, it is
not simply added to the positivity of a presence, it®
‘produces no relief, its place is assigned in the structure
by the mark of an emptiness" (145). | ‘
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supply s1mu1taneous support (note adds to what word cannot

express : thus in a sense,. it suostitutes for word; and
vice versa) and ob11terat1on of . each other ail in the name
of “express1on. Thus,Awords enter here»samp]y7a£‘signifiers
of thetr non—presenoe as markers of:the'incomp]eteness, the
part jality of the song. ‘

S1m1]ar1y, the music of. the song, 1ike‘the sound of the
tuningfork, is less imitated than "figUreq.“ rendered in the
imagery of cultural ‘interpretive listening: ‘

A duodene of birdnotes chirruped bright trehte
answer under sensitive hands. Brightly the keys, all
tw1nk11ng, linked, all harpsichording, called to a
voice to sing the strain of dewy morn, of youth, of
love's 1eavetak1ng, 11fe S, ]ove s morn. (217)

Once more, the language has less to do with 1m1tat1ng sound
: than with how sound is heard. Th1s is the 1magery of affects
.t”birdnotes chirruped brtght trebles. . .all tw1nK11ng all
harpsichording" ), gf | the expectat1on_ of sob3ect1ve
' express1on through'.the \pub]ic prédetermination of tona]

song For where is the subJeot° Though the music calls "to a
,voice, no-body: in part1cular seems to answer. The "voice
like no otner“ is here deferred,’ has become instead ‘the -

voice ~of any other. For ."them in'the bar," (and perhaps for5“§
the Western tonal 1wstener 1n qeneral).‘what is heardv.is
.1mmed1ate1y 1nterpreted he]d under contro] by the '1aws“'oﬁ_
expredipon, thus produc1ng a condition of 1nd1fferent
_part1c1pat1on in thé pub]ie/private paradok of tonaJ song.

But 1t is not the cond1twon of the narrat1ve for the"very

f1gurat1onsvﬁthat stand in for sound, borrowed as they are
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from the fictions of tonal exprqssivity.'mark themselves as
self-conscious dis-figurations of “sound, ;ignifiers of other
signifiers that have already interpreted and displaced that
which they would name.'7!
Syntax too piays a paft in the double gésture of the
/)\gprsuré of_indifference‘and the maintaining of difference.
T%e phrases, "all twinkling," and "all harpsichording’ are
examples of pecu]iaf kind of verbal édjectives[ In a more

usual grammatﬁca] sequence, they might work thus: "the keys

were all-twinkling:;" "the Keys were all harpsichording!“ The
poihtnisb that they are locutions of #bredication," as
Bar thes might put it, and ibus have an “"economic
function" 172 (and  in wHat follows 1 will appear -to

contradict my earlier statements about the " absence of the

v

subject) . Bérthés.continues by saying that

171This does not contradict my discussion in chapter two of
the possible correlations between this narrative and music.
The emphasis in chapter two, you will recall, is less on ‘the
linguistic imitation of sound than on the sense of the
linguistic as *sound. The difference js that the recombinant
play of the narrative establishes ils correlation to a
musical process 'in a general sense; 1 am not there
maintaining that the narrative is imitative of a musical
form, or even of the ‘melodies or accompaniment of songs that
Joyce probably knew very well. This is not to say that even
in the passages we have discussed so far in this ‘zhapter:
there are.not words that may be taken to:imitate sounds:
"chirriped,” "a call...long in dying, “"buzzing,’ etc. (See
Bowen, "Bronzegold,® 250, fer a short list of ° .
poetic-imitational techniques; also Gilbert, 254-256, for a
list of possible imitations of musical techniques). But my
emphasis is on the implications of ‘narrative technique as it
explores its own potential for signifying, not signification
(the stopping of meaning: "this word corresponds to that
sound"). Signification is the process entered into by those
in the Ormond; it ‘is the way they sing and hear. It is not
necessarily the process of music, or of Joyce's narrative.
172Barthes, "The Graiq of the Voice," 267-8.

/

»
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the predicate is always the rampart by which the.

subject’s image-repertoire protects itself against

the loss - that  threatens it...music has an

image-repertoire whose function is to reassure, to

constitute the subject, who hears it."7?2 ‘
We might add, also those who siqg it. But if Barthes
maintainS" that the szject is constituted by my§ic, then am
T not (by cifational ‘inference) »p]acindé@ég%§élf in
contrédiétioh? Not vrea]]y; since the interpretive tonal
moment (sung or just heafd) not ‘only obliterates the
subject, but also, allows a space for it to créép béck ih,
however transformed. A voice, some particu1ar' voice, may
enter into the place of public expressivity, may become the
" voice "like no other” whﬁqh' takes its place amidst the
"image-repertoire” of expressidn as the voice or spéaker of
the song. Thus, 1in this repetition the sub ject is
constituted, acquired, and also deferred.

&- The intertextual moment of song is, then, one of _boih
absenée and ‘presenCe; it is a writihg of displacement, or
replacement, in which identity fis problematized, disperSed,"
a  process of which those in the Ormond;‘except.perhaps

Bloom, remain unconscious. The text of "Sirens," however,
. N

-]

does not. ' ) ' ! g

‘73BarthesF1“The Grain of the Voice," 268. By "economic
function," I .take Barthes to mean that it is somehow a " good
investment” for the listener to subscribe to an
image-repertoire in the face of the aesthetic object. In
this way truths about “Truth," "Beauty," etc., may be merely
consumed, without one ever having to even question the
methods by whichra mode of expression is able to signify
such things. This is the economy of shoring one' s aesthetic
fragments against ome’s ruin or abyss. “
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It is appropriate, then, that dispersion should so mark
the actions of those who are present in the bar during the
playing of this'song. Boylan shows up during the song, and

his a%rival is marked by - a synecdochal entrance: "dJingle

jauﬁted by the curb and stopped....Blazes Boylan's smart fan,

shoes creaked on the barfloor where he strode” (217)., The

barmaids make synecdbcha] response ("Yes, gold {rom anear by

bronze from afar" [217]1), and, amidst all this fragmentary

coming énd going, prepare themselves to assume their "like
lady, lédy1iKe“ (217) roles: "f~*r miss Kennedy....smiled on
him. But sister bronze oﬁtsnilec he;, preening for him her
richer hafr,>a bosom and a rose (2181, The ladylike posing,
especially of Miss Douce. = a Kkind of euphemism for
f]irtation; In the last chuoter, noted that she sings iThe
Shade of the Pafm,”i~an e,nti- song of the east ("0,
Idolores..." [215]), whic according to convent ional
readings, idenfifies her with Mglly\i74»8ut,we may now wish
toftake this further. WHeth:r r not this song does identify
her with Molly, it also mar-s her as a c1pher of the exotic,

of the sexual. And "sexual ‘n this case (and probably for

much of the chapter) we may take to mean, male sexual.

faniasy.‘75 The speaker of the song, as 'is clear from

Bowen's transcription of- the lyrics, is male,'7®; thus, Miss
174See chapter three, p.57. "

175This has definite implications for Mo]ly too.

1761n the first stanza of the song, the speaker mentions
that "There is a maid Keeping her tryst with me,” and-also

=sks." How can | leave her alone...How can I part from
her..." {Bowen, "Bronzegold," 251- 22). Moreover, the line
which Rouce 1naccurate\y sings is the first par* of the

“chorus: "Oh my Dolores Queen of the Eastern Sea! (Bowen,
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L DoUce-‘Rn acquiring or constituting her “self” through the

,song.,ﬂtakes pa- in ~a double displacement Instead of

const1tut1ng herself as "subjecit” through the economy of the

song, she takes on the ro]e of obJect With the words of the

,jsong still playing about her lips, she becomes the

manifestation of the-song’s'deferreo object of desire:
Lenehan still drank and grinned...at miss Douce’s
lips ‘that all but hummed, not shut, the oceansong
her lips had trilled. Idolores. The eastern seas.
(218) !
o _ : ,
There is also a sense of bartering (“--Fine goods in small

parcels./ That is "to say she” [218]) here that emphasizes

the doubie disptacement of Miss Douce within the eoonomy of L

the song and the bar. As she returns Boylan', s change, ‘the

narrator interpolates lines from the song jfor descr1pt1ve
purposes: "Fair one of Egypt teased anc sorted in the till

and hummed and handed coins in ¢hange. Look to the west. A
{ x

clack. For me (218) The culmination of all this.

splitting of character comes when M1ss Fouce, atcgbe beggtng
of Lenehan, makes yet another transformat1on. She rings the

bell of her body which echoes again all the masturbatory

Y

displacement in the songs:

-- Go on! Do! Sonnez!

- Bending, she nipped a peak of skirt above her knee
Delayed. Taunted them still, bending, suspending,
with wilful eyes. . ,

‘6(cont’'d) 252). Bowen relates the first stanza to Boylan,
w1th its "assurances of a tryst,” while the second stanza
has more to do with Bloom "with its echoes of former days of
love" (Bowen, 252). The critical reading here seems to
sustain the absenting of Miss Douce. :
'77]n the lyrics that Bowen cites, the phrase is "Fair one
8; Eden, look to the West for me ! " (Bowen, "Bronzegold:'

2). ' '

Tk

t
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N
--Sonnez! .

Smack. She set .free sudden in_ rebound her nipped
-elastic garter smackwarm against her smackable a
-woman’' s warmhosed thigh.

--La cloche! cried gleeful Lenehan. (219)

ATl of thjs takes place while the voiceless song
continues s1ng1ng Goodbye Sweetheart, Goodbye . This
background song is part of a reflexive narrat1ve move wh1ch
~subtly emphaswzes the displacements going on in the bar. As
the tension builds toward -the climax of Miss ‘ouce’s
performance, the discourse continues its own displacing
~ double play. One doulle moment I have already mentioned in
chapter two: the deceptive correspondence betWeen the high
note and the "hie" word: "--...to Flora’s lips did hie./
High, a h1%g note pea]ed in the treble clear” (219). But
this is gust part of the play,; for as things rise around
this hvgh“ note, the sflent singer sings wrong words.
' Accord1ng' to Bowen, the line from the song actuatly goes:
" And morn to f]orat-]ips doth hie."'7¢é Bowen notes that the
errof is not due to Bloom' s inaccurate memory since "he is
not even in earshot of the pianolfor dost of the song.“;79
Moreover, if the song;is not actually being sung, then the
fault. cannot be Dedalus’ either. Bowen offers a curious

explanation When he suggests that doyce 18 represent1ng the -

notes with the lyrlcs that accompany them and the 1ncorrectf.3

quotat1on 1s therefore the narrator g."180 We cannot d1spute

that it is the narrator who ig osten51bly "in error, but - I

17 8Bowen, . ' Bronzegold 255. . , l "\f' fdv
179B8owen, "'Bronzegold," 255. ' L, IR
180Bowen; "Bronzegold,'-255. ' . Lo L

o
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.not see what this has to do with the lyrics "representing” .
the notes_fo the song. P;esumably,‘one may change 'the lyrics

. withouf Changing the muéic.;But ]eéyjng possible disputes
~about . authorials intention aside, we may consider  this

"error" as a portal of discovery in which the musical
intertext again enacts the presence/absence gesture of song.

Recalling Barthes’ disbqssion of-..-the prédication of the

’

subject through the image-répertoire of music, wé perceive
in fhis moment of “érrof" a kind of linguistic demoﬁstration
of. music’'s conétitufiv%: effect. An. adiective, "floral,”
turns into a noun, "Flora;" a part “floré];lips," is turned

into a (w)hole, "Flora."?8!' Thus, an "erroneous” repetition
. . ' ! . ')f:;"\. )
of the song constitutes the textual cipher of an identity,

one that. is neither "in' the song, nor “in" Ulysses. The
moment of error exposes the moment of substitufion;  of

\ ‘w
displacement that occurs in the musical masturbatory mq%ent

E -

of the bar. "Flora" is forever deferred-in this Citatioﬁ of
words that are not present; fhus, the diSbourse-refJexive]y
parallels the absenting of Miﬁs Douce and her own deferred
..presence within the context of the Ormond. 182 . Y

~Into this space of bar room musical in'differencé comes

Bloom. He occupies an unusual position in the chapter: since
‘B‘IH?chapter two, | discussed the shifting grammaticality
of words in "Sirens."” Considering all the play with words
and names that go on in this'book (the Man in the -Macintosh;
:the various versions of Bloom's name; etc.), it seems
unlikely that this is merely a case of Joyce nodding.

182The "realistic” elements that we must include always have
a certain un-realistic aspect in Joyce. No matter where the
discourse goes, the story can never besgyver looked. Idea: Is
this one of the differences between "mod#iernism” and

postmodernism?”
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he s both participant and recalcitrant, insider ‘and
“outsider of the general tonal tendencies of his.peers.
Technically, Bloom has very good .ears; He Knowsn‘ for
instance, that the piano "Sounds better than last time I
heard. Tuned probably" (224}, and can even ‘distinguish the
peculiarities of Céwley’s touch at the piano: “Pfano again.
Cowley it is" (223). To a large degree, he also shares " in
the i;terpretive leanings of those around him. Whén Ricﬁie
Goulding whistles "All is lost now" (again"without words )
' Bloom\jrecal1s the stbry of the - opera (quSonnambula) From
whicﬁ“it comes, and reEOntextyal12es*@¥jf“Yes,‘ 1 ‘remember.

»

Lovely air. In sleep she went to him.* Innocencer in the moon’

(224),183 Soon, the public tonal text takes'on.a‘generalized -

‘significance | in  Bloom's reverie, effectively (almost)

displacing the particulars of his own situatjon: "Still hold

-

her back. Call name. Touch water. Jingle jaunty. Too 1at§i

She 1onged to go. That's why. WOman:'As easy stop ~thé sea. .

Yes: all is lost" (224).

- Bloom’s movement here is significant. From * the
part1culars sof the story, he moves to genora1lzat1ons about
"Woman." Differences seem to co]]apse as he identifies with
the tragic; voice of Elvino:‘”&‘beaut1fu1 air, said Bloom
lost Leopo]d I know it well” (224),. What 'we observe here is

an 1nstance where the s1gn1f1ed (that which is recalled by

183Bowen briefly recaps the story: "Amina, betrothed to
Elvino, sleepwalks into another man’s room at an inn, .
dreaming she is coming to Elvino....Elvino denounces . .Amina
, and his subsequent misery prompts the aria.

("Bronzegold," 264-5).

[9]
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" the music; the story of La Sonnambuia, in particular,

Efviﬁo’s moment of misguided despair) becomes the signifier
of the mythology ot the sexually relentless "Woman," and
“Man’ s" concomitant perpetual chagriﬂ.‘84 And, as is- usually
the case with such “mythologies, "The meaning is already
complete, it postulates a Kind of knowledge, " a ,pastt a
.memory, a comparat1ve order of facts, ideas, decisions."185
~Bloom’s movement “identifies him (Const1tutes him} w¢§h/as'
Elv1no, the image-repertoire supplies the mytho1og1ca]
7ﬁow]edge of 1dent1ty Part of a song (a bit of melody, no
wérds) fills in the blank, and the subject is ‘“created:”
just 'anothef particular participant in the,eternal struggle
between "Man" end "Woman.

But the mythologies of listening may, in their turn, be
signifiers for an almost entirely sublimated and impendjndaﬁh
dimension of hearjngf What Joyce’'s intertext has beeh
establishmg all’ along is the wunconscious erotics  of
listening, the fetishism of tonal expression. Rether than a

simple 'correlating of musical archetypes and Dublin

bér-typesl deyce offers an exam1nat1on of the heard and

Ferd

unheard, of ,the, more or less conscious mythologies of

‘*intenpretatién (such as Bloom's), and, of the displeced or

marginalized hearjng/interpreting which shadows the myths of

the communal ear. ‘
*

"B‘For Barthes’ discussion of how the signified becomes the
signifier, see Mythologies, Trans. Annette - tavers (New York:
Hill and Wang, 1972) 114-115.
185B8arthes, Mythologies, 117.

!
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A ?@ery significant moment in 'the exposure vaf thé‘
~communal ;unconscious takes place during Simon Dedalus”
version of ”Qheh first 1 saw that form endearing." The
rendition he;performs is itself an interesting emblem of a
series__of 'displacementsh As Bowen notes, Dedalus sings the
English yersﬁon of an Italian trénslation from the German
opera, Martha. The sensation of the music seems to bridge
differences in languages as the "form endeéring” of song"
permeates the nervous systems ;f its ready listeners::

"Braintipped, cheek touched with flame, they listened

feeling that flow endearing flow over skin 1imbs heart soul

spine",(Zﬁé). From sensation, sound moves quickly into
fmagg:'-ﬁ%%hrough the HUsh of air a vdice”fsang to
theﬁ....tpuching their still ears with words, still  hearts
of ‘their ‘each hisﬁrremembefed lives" (225). Public and

private distinctions b&éék;down as the mytho1ogy ~of the
“lovesoft oft]oved wofa” offers its "mercy of beauty:”
"sorrow from them each seemed to from both depart whe% firét
they heard" (225). The mythology here is ﬁamed by Bloom as
"Love that is singing" (225}; "Language of love" (226).
But the voice (that carries this language of love
becomes increasingly phallic ("Tenderness it welled: s]aw.
swelling, full it throbbed...a lesing proud erect” [225]),
and its entry into Blpom’s ear i$ related in phrases
'@suggestiveiof a kind of voyeuristic p]easuref
§§£ Bloom. Full of warm jamjam lickitégv §ecfetness

* flowed to flow in music out, in desire.-. .Tipping her

Q%@' tepping her tapping her topping her. Tup....Flood,
’ gush, flow, joygush, tugthrob. Now! -.Language of
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love. (226) " )
At the cre&cendo of the song comes an orgasm of
reconstituted subjects:

--Come. .. ! ‘

It soared, a bird, it held its flight....soaring
high, high resplendent, aflame, crowned, high in the
effulgence symbolistic...everywhere all soaring all
around apbout the all, the endlessnessnessness. ......
--JTo me! '

Siopold!

Consumed.

This moment of consummation is generally regarded as a
crucial one in “terms of the- problem of paternity which
peryadee Ulysses. dJackson 1. Cope givesw perhaps the most
concise version of this reading:

This is the 'moment of passihg on; Simon's best
moment, Bloom's “beginning'. toward his paternal
destiny. If we allow the joke to have its poetry, we
meet Joyce's precedent patterns of asp1rat1on in the
birdf ®ight, d1sembod1ed soaring. '8

A "mythic inversion” occUrs as Simon "bowls] out," allowing
“Icarus [Stephen] to bA%Qme Dedalus; but offering to the new
father Bloom the idiqm;by which Stephen can be trained to
transcend himself,.arimusic.“‘g7 | |
However p]auSible this 1ine of reading hay be, it seems

curious in a way that with all the masturbatory suggestions

7preva11s in-Portrait.

"187Gppe, 232. It is 1nterest1ng that Cope sees this as ~
succession. rather than 1mpregnat1on Jeanne Perreau]t
however,.in "Male Maternity in Ulysses, forthcoming in ESC,
(September 1987), does not miss it. Following a reading g of
the re11g1ous/myst1ca1 imagery of Ulysses, Perreault \
observes that at this moment in the song, Bloom, like the
Virgin Mary, is impregnated by the Holy Ghost. She traces
the subtle progress of Bloom's gestation, pointing out
Joyeé's - appropr1atlon of female iconography for male
artistic uses

e
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that have preceded this moment Cope should now wish to take
a. quite different approach to the text and "look for another
action beyond the masturbatory allegory."'88 It seems likely

. . {
that even at a potentially mythic level, Joyce's narrative

is  not as clear cut as this. . The 'practice of
metonymic/synecdochal part-making has been a constant

R

feature of "Sirens.” And, as this discussion of the musical
Antertext h;s shown, the narrative goes to great lengths £o
establish the procedure of part-whole substitution  as
endemic to cér&ain kKinds of tonal playing and hearing: it is
in this way #that the narrative achieves its most impor tant
correlation w’th music. The point. is that throughout
"Sirens,"” doyoefs shimmer ing 'sjgnifiers Have been undoing
narrative and, .. through ref]ex}ve imitation, musical

conventions. Meaﬁﬁng, "be it musical, narratival, mythic or

paternal, is prec1s@1y what the play-off betwe 0y

q

Y \ :
of mus1c and narratnve' problemat1zes 0f co r%e, as Cope
w'“’»

1mpl1es the trans1tor1n&§s of 1dent1ty whlch%fs.ﬁo apparent

in “Sirens" may be doyce's ﬁ@morous performance of a k1nd of

met him- p1ke hoses.," or mythncaﬁ adfbﬁtggp.ﬁ

of characters~
in Dub11n to those in more archetypal p]aces But as‘Michael
Hol]1ngnon suggests, though "similarities are sure]y

possibilities deriving from the uses of association, whlchm

is the ~dominant method of the novel,"'89% it seems just as

likely that the mythic possibilities are part of the book' s

T T

188Cope, 232. ,

188Michael Hollington, "Svevo, Joyce and Modernist Time,”
Modernism: 18390-1930, Eds. Malcolm Bradbury and James
McFar lane (Harmondsworth: Penguin, 1981) 430-442. 440.

.
oy
™5
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“comic content,” .ih that- “The author is a kind of

super-tyrannical fate pursuing_ .his charactersv with

rgmbrseless,_ ubiquitous‘ motifs." 190 GiQen the playful
narrative manipulations in “Sirens," it seems possible that

there is '"perhaps no meta-language--such as myth" in

. lesses, but instead, an 1ron1c, re]ativistic sense of the

ways in whiéﬁ we shape our exper1ence into meaning¥ﬁ+////
temporal.éattefns."

‘ It could be argued that what I have called ’the
"unconscious" may be buf another shaping mythology. Sti]]?
it s poSsib]e to use the term provisionally to indicate a
place of sensétioh; that is, eschewing any Fpeudian schema,
we might use "unconscious"” as a kind of mark for the place
where ‘"nerve stimuius" is "transpoéed into image," %' with
the»narrative {mage conscious of litse]f as signifier for
thig process of deferral. With this‘idea in mind, the moment:
of ostensible union between listener, singer, and the figure
in the song, may be viewed also as a momenf of dispersion.
The fusion of names reminds us of the narrative tactic of

phonemic recombination that prevails in "Sjrens," and of the

dispersion of identities that goes with such play. The two

190Ho1lington, 441.

191] work from Nietzsche’s, "On Truth and Lie in an
_Extra-Moral Sense," The Portable Nietzsche, Trans. and Ed.
Walter Kaufman (Harmondsworth: Penguin, 1982) 42-47. 46. 1
am talking of the moment of transformation from stimulus to
image as an Unconsc1ous " Nietzsche does not. But his ‘
system of "removes" (A nerve stimulus, first transposed into
an image--first metapihor . The 1mage, in  turn, imitated by a
sound--second metaphor. "146)) suggests a cond1t1on of
desire, amorphously c1rcu1at1ng around and outside our

representations.
-\&
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~way movement of the word "Siopold" makes it a Qignifier of
desire: one moment part of a whole homb-ergtic iconographic
union, dispéraging.of conventional sexual mythologiés. Yet
in the same moment;'ésna,recombination of phonemic element§;
it marKs,thé'crescendoigf‘theféohg as a removal from the
very sensations it would represent. In a way, this unsfeady-
word, coming -appropriate1y at the climax of the‘ song;
reminds us of the concreteness and.ambiguity tﬁat is shahed '
by both musiéal and narrative forms: we may not doubt the
presence of a signifieri but there is perhaps no way to be
sure of what it signifieé. It may not be only one thing, and
it may never be separate from some Kind of desire.

F?oﬁ this point on, Bloom seems to shift away from - his
position as in-different listener, and begins to re-assert
the arc of his peculiarly discerning.mind. In the wake of
Déda]us’ song, Bloom marvels at "The human voice, two tiny .
silky chords, wonderfﬁl. more than all others” (227). The
erring pun on “"chords” nicely suggesté:aAKind of gap, or.

space, in the produdt?én of wvocal music: vocal pitch "is

created in the‘%pabe between Qibrat%ng‘vocél cords; chords
are created by the intervarl bétWeén 'simultaneously sounded
pitches. A space} an absence seems always to accompany tﬁg
moment of musical presence. Bloom notes the pnegénce/absence
aspect of wvocal music in terms of the song he has juSt
heard:'"Thaf voice was a Tamentation. Calmef'_now. }tfs Zyw

the ‘s%lence after you feel you hear. Vibrationg. Now silent

air" (228). Bloom is here working backwards from “mythology

\
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(voice as: "lamentation") toward the problems of ‘the
doubleness of hearing ("in the silence after-you feel you

RN <.
hear") and of the voice in the "

‘posture of musical
- ~ Al

v

production ("Vibrations. Now silefs )

Bioom seeks a metalanguage in an attehpt to explain the

way that music works:: | |
Numbers it is. A]l music when you come to think . Two
: multiplied by two divided by half is twice one.
- Vibratioens: chords those are...Do anything you like
with figures juggling. Always find out this equal to
that. Symmetry under a cemetery wall....And yQu
think vyou're listening to the etherial. But suppose
you said it like: Martha,, seven times nine minus X

is thirtyfive thousand. Fall quite flat. (228)
The numerical metalanguage fails since the ostensible
precision of its schemd correlates numbegs and- sounds

without differeﬁce. What the body-hears is not numbers; the

N

5

diffehénce is "on account of the sound" (228}. Bloom is
aware, however tangentially, that music 1s a form of

difference, = that for all the cﬁ%creteness of musical sound,
as a signifier, it possess€s a certain indeterminacy?
J“Instance he's p1ayiné now . Imp;ovisiﬂg. Might be what you
]iké.,.h (229]. He knows too, that once “you_héar the words”
"a certain supp1eménfary situatéonA occurs, that‘fggm this
.moment 5f addition, music does ndt mean "what you like," but
becomes part qf the codes of expression: of love, of waf, of
“fiow,“ or of “fhou lost  one. AT1 songs on ‘that theme"
(228). |

- Significantly, much oﬁ/Bloom’s musical meditation takes

place while he writes to Martha Clifford. It is during this

writing that both musical and literary forms undergo the
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'closest parallelling. The*narrative, continuing its policy

of wr1t1ng the inside and the outside of Bloom, here offers

a dlsplay of the presence/absence gﬁsture of wr1t1ng wh1ch

strongly connects it to similar processes in music. Bloom

( .
is, of course, very interests~ i1 concealment ("Remember

write Greek ees' [229] ) but he 1s&a]so concerned with a-
kKind of reQea]ing prurience: Why do you call me naught? You

naughty too?" (229). The narrative makes quite sure that we

. are aware of the partiality of Bloom's self-inscription: "My
poor little press: p. o. two and six. Write me a 1ong. Do

- you deSpise? Jingle, have you the? So excited” (229). The

al intrusion of Boylan '("dingle"); aside fror
funct%0n1ng S 's{gnﬁ of Bloom's repression (and
subsf%tut1on' of events elsewhere. .signals too the

subst1tut1ve/d1spers1ve means of the narrative as a
whole. 192
Bloom' s thoughts‘about music blend into the context of

his writing. As he adds a postscript to his letter (P.S. The’

rum tum tum. How will you pun? You ’punish. me?"  [230]) he

notices that Cowléy’s-imprdvization "Trails off there sad in

minor," and asks "Why minor. sad? (230). Fittingly, he

~decid€s that "They like sad tail at end" and adds "P.P.S. La

la la ree. I feel.so sad today. La ree. So lonely.hiDee"
(230). Under-  the 1influence of the sad-minor mythology, he

shapes the sad "tail" of his letter; with a pun also shaping

the l1teralﬁgnd figurative aspects of his conclusion.'93 But
""""""" .h)n
'S2There 1$%@N here’, but. :

'93No doubt. @ pun sha]l be h1s punlshment ¢
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Bloom moves outgide gf the myth again as he completes his
self-jnscription, and, in characteristicaly oblique fashion,
implicitly indicts the~mytho1ogies of‘méaning that sdrround

Aboth music and writing:: . T

Too poetical that about the sad. Music did thai.-

Music hath charms. Shakespeare said. Quotations *

every day in the year. To be'or not to be. Wisdom .
while you wait. (230) '

‘ Bloom, as insider and outsider, is himself in a kind, of
double posture offb]indnéss‘ahakfhsight.‘gﬁ At one moméntAhe
sees through the myths of music and of words, the next hé is
drawn in. At time§ he sees the desire beneath'f%e myths of
the heard, the nerve stimulus fhe body would sbeakf e

shell held at their ears...... The sea‘fhey th;nk they hear.

‘Singing. A roar. The blood it is" (231). But «during

Dollard’'s ‘“"heroticized" version of "The Croppy,Béyﬂ" wh‘lé

sexual excitement ("On the smooth juttfng :beerpull laid
" Lydia hand....Fro, to: to, fro" [235]) colors nostalgic
martyr-worship ("Thrill now.:.To w§53\~away a tear for

‘martyrs that want to, dying to, die" [234]), Bloom seems
) . .
unable - to recognize his own desire.'%> He gazes at Miss

Douce with hope of contact through a "Song without words:”

1848 1oom seems to be associated with both bald Pat, hard of
his hearing, and the blind piano tuner. Both Bloom and Pat
are "waiters," and Bloom and the tuner are perspicacious
listeners. The monosyllables that accompany Pat ("Bald Pat
brought quite flat pad ink" [229]) paraliel the "Tap" of the
approaching tuner (230-238). Pat and the tuner seem to be
emblems of extgemes which Bloom treads in between.

195] take the term "heroticized" from FRL. Radford’'s, "K%ﬁg,

Pope, and Hero-Martyr: Ulysses and the Nightmare of Iris

History," JJQ (13978): 275-323. 287. Dr. Radford notes that
the word "heroticism” comes from Finnegans Wake, and is a
"parodic treatment of sentimental patriotism™ (287).

\



N

5 . . . . ) ,
N B : . 4 - 1 - g
l ! S ' . " P .
. - . < ‘,

"Say someth1ng Make her hear Withfh1ook to 7 look" (234).

~ G L a
But, dike one w1th an ear to the 'shell, it is only a

reflectxon of his own desire he feels he sees: "Ha.‘LidWe11.

For him then not for. Infatuated. 1 Vike that?" (235).

Thus, Bloom decides to "Get Qut before the end (235),

_ but® he \ess escapes unscathed - than surv1ves through

/. ‘

=

endurance--perhaps through deferral. True, he seems to >pass ’

safely "By -rose by sat1ny bosom by the fond11ng hand by
slops, [etc.]...j (235), away from the myths of voo@l

musical meaning ("Thinking strictly proh1b1ted [236]) . Buf}

he leaves amidst the shards of his identities, amidst the

. . . : ; .
parts that have adumbrated him and dispersed him; in short,

he. leaves as a figure of difference:

" Up the gquay went L1one11eopo]d naughty Henry with

. " letter for Mady. with sweets of 'sin with ' frillies

for' Raoul with met him pike hoses went Poldy on.
(236) o

Those he‘ has left behind receive similar fragmentary
recapitulation: "before bronze Lydia’sviemptindqjast rose’of
summer 'rose of. Castile. girst Lid, De, Cow.kkeh; Do]].;a
fifth" (238). And too, the blind stripling enters (V-11)

. \ | |
who, with his berfect ears and blind eyes, emblematizes the

. - e N
presence/absence procedure of the chapter: "He saw. not
"bronze. He < .w not gold....Hee hee hee hee. He did not see"
238 o

But it gs Bloom or rather Bloom's body, that maKes for

the last combination of "air and words (204) in the chapter=

(“Words? Music? "No...").- Even here however as the last

‘words_of Roberf‘iiret blend with Bloom’ other voice,

N
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. ‘deferral is maintained. The words speak of a time and’ place”

, of‘?wﬁiftehf'fulfi11ment:' *When my couﬁtPYQIaKeé her place

'amon'.,,.Natibhs "of  the - earth....Let © my’ epi taph
e _— | e
be...written" (238-9). Bloom's music, -however, speaks of
“mare  immediate  needs:  "Prrprri/.v . Fffl . Do

)

'Rrpr,(....Pprhpfﬁprpbfff?f (233). Air passes, 'the odor of
patriétic mythology, perhaps not:AAnd in this last ‘parodiq

mément of’phénemic recombination, where_mytﬁrand desire (or

o . o 4 ,
need)’c1ash,'nqthjng.is finiShed, nothing 1is "Done." The’

naft;tive maintains its double postUre, the musical

- ¥

'performance/critique simply stops under a guise oFKfina]ity.

The end is in a different place.
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