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Abstract Lo . ‘. 3
~Time and space, considered both as Lheme and as clements of tcchmque are close]y'
\rigcrconnected in the later writings of James Joyce. Whlle numerous crmcs contend that either -
space or time predominates in Ulysses and Finnegans Wake, it is evident ‘that the- dimensjons
instead show a prod’uctive‘ interaction. This rcrzlationbshi‘p can Be understood.on‘ly if we explore
the role of the reader, for the spatial and temiporal q'\ual‘itieS of ,all literature are inherent but
"-: also require a reader who completes or realizes them,.and, moreover, Joyce's works involve the
reader to an unusually great extent.

. A \
The first chapter of the thesis begins with a general discussion of the temporal and

spatial qualities of literature, with particular attention given to the role of the reader. 1 then

A
o

" “ place Ulysses and Finnegans Wake in this context and discuss thé methods whicﬁ I Have chosen
to approach each text. In the::second chapter, I look closely at "}')roteus":in orderfto show that
time and space are f psed on th‘e level of form, whichris perceive'd.by the reader alone and not by

- - Stephen, and that Joryce.!s technique requires the ex'tensi.ve particibation of the rcadér, with the
result that this invo}vement is essential to an ﬁndersténding of time and.' space in the chapter.
"Penelope” is comparable to ."Proteus,' " except that it contains an incipient tension between the
dimensions thgu looks f orWarq to F inneéans que.; In Finnegans Wake, time and space are in
u_nresolve_d» tension rather than fused, with th(; resuit vthat the_ reader continually pursues, in

time, sbatial stabili’ty. I conclude with the observation that Joyce's reader is not entrapped in

isolated textual worlds but instead experiences a productive involvement with Joyce's texts.
P ; ) :

1
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A.. Apprqaching Time rxrrd Space

Critics who have explored time and spzrcc in James Jorcc's later writings can be divided
iNlo two groups: "There are those who emph, aze the tempora] flow of Joyce S wmmg and
‘argue that Joyce sees the flux of time as ulumatel\ real. Thesc critics, who draw upon the’
philosophy of Henri Bergson and are typified by writers such as Robert Klaw_itter énd Shiv K.
Kumar‘,‘ do not den}‘/ the presencé or ‘import_an’ce'in Ul'}:svses and Finnegans Wake of pattérns
that seem to occupy space, but they argue that‘J\ oyce exposes these patterns as artificial or
false. The second group of critics pOntéhds that.spatial parterns predorriihale in Ulysses and
Finnegans Wake Thel theoreucal f oundauons of thrs approach were first and most clearly
expressed b\ Joseph Frank whose genera] discussions of "spatial form" I will examme at
: length. Whrle this separauon of critical perspectives into two groups is undemably reductrvc
because nerther group'_rgnores the dimension emphasized by the other, it serves to re;veal a
pervasive dichotomy in Joyce criticism, one v{hich has had unforturrazrte consequences. For this

f ragmenrétion of perspectives has hindered the exploration of the crucial and complex
interrelationship betwepn time and space in Joyce's later wririhgs. The primacy that critics are
inclin.ed.to grant to time or' to spacesusually upsets this intricate connection and leads to a
simplification of their interaction. *he purpose of the present study is to explor_e this. .
interrela_rtionship of time and space in the.later writings of James Joyce.

In the secpnd and third chapters, I will look closely at Ulysses and Finnegans Wake.
But first, I will examine in more general terms the relationship between time and space irr
_literarure-. While 1 will keep in mind the context'of modernism arrq will, in time, apply thrs
discussion to Joyce's later Writings, I will first co‘nsider the broader, theoretical foundations of
the approaches to modern literature which emphasize spatial form and temporal progression.
The focus of this discussion will be the role qf the reader: critical perspectives which emphasize
spatial form or the temporal flow of writing always depelnd upon particular models of the

reader, which are frequently implicit and unexamined, and an exploration of these crucial

suppositions illuminates and often exposes the weaknesses of the theorists' arguments. Most



importantly.l this emphasis upon thé role of the reader permits us to examine the connection
between time and space both as theme and as eiements of technique and the act of reading. At
a fundamental level, a text has neither-a temporal nor a sphtial dimension: iy acquires the first
as Lﬁe reader pfo.cecdé throuéh the work ir;\;'t_im'e and the second as spatial pat}etns of form are
compleled or realized in our minds durmg this temporal reading. As«‘:wej will see, the

K —

relauonsmp between time and space in this act of rcadmg and /ere and space as theme or

Ny

content is pamcularl) 1mportam in the writings of }oyce t’or‘ 'H“y e .works which greatly

involve the reader. We can say ,‘ even more emphamcal\ :l“thal o‘r understandmg of thev

interaction of time and space which cmerges durmg tﬁe e p&lcpce of reading provides the key
S &

to Joyce's ideas about time and space 1{1 Ulyssc:} and anegar:s Wake.

The concept“of space in lnerature 1.5 at best elusive, in large part vbecause its mgéning is
figurative and o‘ften vague. The term i§ érrllployc;d ina r_elativel_v strict sense by Joseph Frank,
who limits its use to the spatial quality of .form in literature. Frank introduced the term
"spatial form " in a series of articles that were first published in 1945 in'i’}ze Sewanee Review
(and were subsequently collected and revised by E;ank, who.included them in The Widen;'ng.
Gyre), and in 1977 and 1978 he published two more articles in response to renewed interest in
hi»s ideas.' As the title of Frank's first article, "Spagial Form in Médem Literature, " indicates,
his.‘purpose was to examine the spatial qualities of the poetry and narrative of the early
twentieth century. His criticism was a response to ,Lhé difficulty of works of this time: Frank
developed the concept of spatial form in ordér to account for Suizling features of modern
literature, and he emphasizes that his comments on s'patial form are dqscribtive rather than

prescriptive.? While his theory has a particular use in the study of modern writers (including, as

Frank recognized, James Joyce), it also has a‘ general appliéa_tion. Consequently, Frank 's ideas

!Joseph Frank, "Spatial Form in Modern Literature,” in The Widening Gyre: Crisis and
Mastery in Modern Literature (New Brunswick, N.J.: Rutgers University Press, 1963), pp.
3-62 (earlier version published in The Sewanee Review, Vol. 53, Nos. 2-4 [1945]); "Spatial
Form: An Answer to Critics, " Critical Inquiry , 4 (1977), 231-52; and "Spatial Form: Some

» Further Reflections " Critical Inquiry, 5 (1978), 275-90. Page references will be accompanied.
by the date of the article.

*Frank, 1977, p. 232.
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can best be understood by considering modern writers' distinctive exploitation of the spatiality

of all litera

Frank argues tha} the moderns recognize and resist the temporal flow of poetry and
narrative, a temporaligy” which arises because words succeed onc another in time and because

ey often ref¢r to actions that unfold consecutively. While the moderns do not entirely ignore

this \quality iteratyre, they subordinate it to the spatial relations of parts ,Of a text: sequence
becomes second .ry to/ patterns of interrelationship between the words, images, actions, or any
other significant units of a work. A part of a text is not related causally or chron‘ologi.cally to
the parts that precede or follow it; instead, the segment must be seen in th'ellight of a more
‘complex web qf imer.connections i_amon.g "the parts. Sequence is° s!éill important, for
juxtaposition frequently serves td reveal or create meaning, but causal and chronological links
are eitﬁer: of secondary importance or are significant but obscure. In the latter case in
pﬁrticular, there is a productive ténsion between fime and space_bpgause an essential temporal
fl.ow hés been deliberately distorted by giving primacy to spatial pattern. -Accbrding to Frank,
the "point at which such 'space-logic’ becomes completely dominang; . .is the point at which
“'modernism’ beginé.” | |

The spatial pattern of a work emerges as we read but is not complete until the entire
web' of the work can be perceived, for Frank suggests that parts of a modernist fext cannot be
understood in isolation from their context: In "Spatial Form in Modém Literature,” he makes
a crucial remark with regard to poetry that _he also applies to narrative: "modern poetry," he
argues, "asks its readers to suspend the process of individual reference temporarily until the
entire pattern of internal references can be apprehended as a unity;"‘ Thi's; in other words, is
"reflexive reference”;’ .like a subject that acts upon itself (and is, of course, described by a

. reflexive verb), the text is, at first, self -contained. The parts of the text do not directly refer
to an external, seemingly real world but instead refer to one aﬁother and must first be seen in
*Frank, 1978, p. 281.

*Frank, 1963, p. 13.
$Ibid., p. 14.



\ _ 4

their interrelationship. Once these connections are fully grasped, the "units of meaning are

.

- apprehended reflexively in an instant of time."® Our apprehension of meaning occurs

“"in. . .time," but it is spatial in essence, for the web of connections is perceived as a whole that
\

\

\

seems o occupy a field of space.

- To some extent, these spaﬂal qhalities are> prescr;t in all literature. As Frank
Drecognizes. the moderns expose and exaggérate é characteristic of 'literature that is usually
present but overlooked. In the-third and most useful of vhis articles, "Spatial Form: Some

- Fufther R;:ﬂefztions," he turns his attention to the Lheoret_ical‘foun‘dation of his ideas and:
considers their position in the history of criticism:
 The radical nature 6f the experimenés of literary modernism brought spatial form to
the foreground of critical consciousness; but now that the novelty has worn off, it has
become possible to locate the concept in relation to a much wider literary horizon.
: Spatial form, so far as I can judge, is at present in the process of being assimilated
»  into a much more general theory of the literary text.’
This "more general theory " allows Frank to perceive spatial form as a quali'ty of all literature.

" Frank obtains a larger perspective by recognizing his affinites with the Russian
Formalist critics, who were progenitors of structuralist theory and, like the structﬁ}alists who
succeeded them, were concerned les§ with the form and meaning of particular texts than with
fhe essence of textuality,i In "Spatial Form: Some Further Reflections,” Frank states that he
was hot f arn‘iliar with the yfhixgs of sych theorists as,Roman Jakobson when he wrote his first
article on spatial~form,* but he has come to'recognize important similarities between his own
work and that of Ehe Russian Formalists and related theorists. This correspondence exists
because the New Critics, who heavily inf’luénced Frank's formalism, show some. affinities with
the Russian Formalists of the early . part Q)f this century. Most striking is the resemblarnce
between Frank's understaﬁding of internal referénce in modern 1iteratu¥§ and Ferdinand de

Saussure's insistence that linguistic signifiers consititute a system based on internal rcferéhce.

Saussure was, of course, a linguist rather than a member of a school of Russian Formalism,

¢Ibid., p. 16.
"Frank, 1978, p. 279.
*Ibid. : ) -



but his anatysis oi language was the crucial starting point of much formalist and structuralist
thought. -He made-a seemingly simple observation, but one with radical implfcations, when he
argulcd that the "rﬁycaning" (Saussurc would say the "value") of words is, as Frank' puts‘it,
"defined in terms _nf the differential relations within the system [of linguistic signs],v"not in
terms of the relativon of the sign 1o a rcality external to language itself."* In other woids, a

’ A

linguistic signifier is seen in relation to the signifiers from which it differs and has no natural

connection to the signified that it represents; similarly, Frank argues that reference is internal’

or reflexive before external reference is possible. When we turn from the level of words to -

~ . ’ -
larger units of the narrative, another resemblance is evident, this time between Frank's

v

conception of spatial form and the Russian Formalists' understanding of narrative order and

voice. In 1917, Victor Shklovsky made the crucial and now famous distinction between Story:.

O

and plot'in narrative when he argued that,

The idea of plot is too often confused with the description of events—with
what 1 propose provisionally to call the story. The story is, in fact, only material for
plot formulation.'®

Or, as Boris Tomashevsky explained four years later,

Plot is distinct from story. Both include the same events, but in the plot the .
events are arranged and connected according to the orderly sequence in which they
were presented in the work."

A.story, then, consists of actions which are in causal and chronological order, while a plot is an
arrangement of these actions which constitutes a particular narrative. When a story is shaped

into a plot, the temporal flow of the action is disrupted, and the re-ordered units of the.story

v

acquire an important spatial arrangement. As Frank observes,

it would appear that the "literariness” of a narrative work, its specific artistic quality,

may be defined as the disjunction between "story " and "plot,"” that is, the manner in

which the writer’ manipulates and distorts ~ causal-chronological

sequence. . . .And. . .every narrative work of art necessarily includes elements that -

may be called spatial since the relations of significance between such elements must be
<

'Ibid., p. 280. ‘ . .
19Yictor Shklovsky, "Sterne's Tristram Shandy: Stylistic Commentary,” in Russian Fermalist
Criticism: Four Essays, trans. Lee T. Lemon and Marion J. Reis (Lincoln: University of
Nebraska Press, 1965), p. 57. .

1Boris Tomashevsky, "Thematics," in Russian Formalist Criticism, p. 67.

r



"1 Jbid., pp. 59-60.

construed acfoss gaps in thg strict causal-chronological order of the text."
The Russian Formalists did not ggcak of plot aé a spatial arrangement, as Frank notes,'’ bul
the term "sp‘atial " accuratcly describes the‘qu‘alities of narrative which they perceived.
. ’ !
1 noted carlier that Frank charactefizes modern writers by their exploitation of this
spatiality. -But he also makes larger claims. In "Sbatial ‘Form in Modern Literature,"‘ he
argues that periods in which the temporality of.li[erature prec;o‘mihates have alternated with the

ascendency of spatial form. Literary history can be understood in terms of this shifting

emphasis: "it is possible,” Frank contends, "to trace the evolution of art forms by their
‘ i

.oscillations between these (wo poles [of time and space)."** However, Frank does not suggest -

that literary hfstor_v is propelled b, the internal dynamics of these oscillating poles. Instead, he '

suggests that spatial form becomes predominant in response to particular cultural attitudes:
- 4

"when the relationship between man and the cosmos is one of disharmony and disequilibrium,
we find that nonorganic, linear-geometric styles are always produced.”*® The moderns are
illustrative (including, Frank contends, James Joyce). Their frequent juxtaposition in space of

past and present removes historical éequence and results in the emergence of “eternal

-

: o
prototypes” and the "timeless world of myth,"'¢ and this discovery of archetypes within the

particularity of history enables them to overcome (not to escape Or to ignore) the "disharmony
.

~—

and diseqﬁilibrium " that they perceive. Frank stresses that the Leéhnique of the moderns, iike
that of all writers who exploit spatial form, is a response to cultural needs.

Spatial form. .i, ﬁ:s significant appeal to the writer and, presumably, to the reader.
Blit what is the preci ¢ nature -f the reader’s relationship to it? The -cade. may be, as Frank
suggests, attracted 1o time. 288 rﬁyths that sometimes accompany spatial form. But it is

even more likely that the reader will be confused by the disruption of sequence: it was, after

all, Frank's puzzled response to modern literature that led him to postulate the concept of

Frank, 1978, p. 283. ° :

Bbid., p. 284. ‘ : )

“Frank, 1963, p. 8. ' . ¥
¥sIbid., pp. 53-4. - .



spatial form. Frank, however, does not devote much attention to the reader, for his concerns
are elsewherc. William Holtz is in part correct when he says that "Joseph Frank's essay is
grounded in an essentially formatist conception of the literary work as artifact,"!” for Frank is
concerned with the literary object and not with the reader's relationship to it. With reference
to the connections that draw a modern work together, Holtz proposes that,
What these poetic sinews are remains to be accounted for, but to the extent that they
apparently depend heavily upon covert contributions by the reader to the continuity of
what he reads (as distinct from overt, conventional contributions by the author), they

would seem to call for an attention to audience at least as rigorous as our attention to
artifact.! '

While Holtz correctly points out this need, he does not give Frank his due. The role of the
reader is often implicit in Frank 's writing and can be specified by pursuing Frank's hints.
The reader required by Frank's theory is an active one, for the reader must discover or

create connections among parts of a text that are seemingly disjointed. Using Joyce's Ulysses

—

as an example, Frank notes that, .

Joyce composed his novel of a vast number of references and cross references that

relate to each other independently of the time sequence of the narrative. These

t references must be connected by the reader and viewed as a whole before the book fits
together into any meaningful pattern.'’

But the task of Joyce's reader is by no means easily completed: "The burdens placed on the
{eader by this method of composition may well seem insuperable."?* These burdens may
"seem" insuperable to an actual reader, bul they 'may theoretically be carried. In this
important point we can find the key to Frank's conception of the reader: the reader is neither
an ideal nor a particular reader but is instead a balanced fusion of the two. Frank bases his
understanding of the rcader upon the practice of reading but then partially idealizes this
6bservation. In "Spatial Form: An Answer to Critics,” he emphasizes the ideal side of ‘this

duality. Speaking of his article "Spatial Form in Modern Literature,” he contends that

1"William Holtz, "Spatial Form in Modern Literature: A Reconsideration,” Critical Inquiry, -
(1977), 271-83, p. 275.

Y Ibid., pp. 279-80.

YErank, 1963, p. 16.

2 Jbid., p. 19.



All through the essay, as a matter of fact, 1 kept indicating that 1 was setting
up what Max Weber called an "ideal type"—now called a "modcl"—rather than
describing what was empirically and literally true in any particular casc. In speaking,
for example, of the "space-logic” of reflexive reference that-governed modern poetry
and of the necessity [of "its readers"] "to suspend the process of individual reference
temporarily until the entire pattern of internal references can be apprehended as a
unitv," 1 specifically labeled this as the definition of a model. "This explanation. of
course,” I added in the next sentence, "is the extreme statement of an ideal condition
rather than of an actually existing state of affairs."?!

Frank's point is that actual readers cannot fully suspend external reference until reflexive
reference is complete. He is here acknowledging his awareness that he partly idealizes the
reader. and he reveals his concern that his "model” be not too remote from practice; in other
.words, Frank implies that the reader he envisages is both the reader who is required by the text
and a real reader. While Frank is primarily concerned with the work "as artifact,” as Holiz
argues, he is also aware that the spatial form of a modefn text is completed or realized in the
mind of an active reade?, one who precedes in time and cannot have a purely spatial
apprehension of internal reference.

Holtz is not the only critic who fails to see Frank's subdued but important concern for
the reader. Giovanni Giovannini cites Frank as one of several critics of the arts who too

quickly assume that there are broad similarities among the sister arts because, Giovannini

Y

implies, Frank is not sufficiently attentive to the reader's role. Giovannini speaks of the

temporal quality of the spatial art of painting and of the spatial quality of primarily temporal
/4

literature, and he suggests that these secondary temporal and spatial qualities (or "elements™)
are not inherent in works but are in the mind of the perceiver:

What is described as a common element in two art objects [in different media] is likely
‘to be ‘an element actually given (i.e., perceptible to sense) in one object and
objectively analyzable in it, and not given in the other but merely suggested in the
affective response and applicable to the object only by way of metaphor.*’

Referring specifically to "Spatial Form in Modern Literature," he argues that,

The discontinuous sequences are supposed to effect the apprehension of the whole in a
moment of time, of "pure time," which is not time at all and therefore must be space.
The logic is questionable. But what is more important, the method confuses the final
'¥rank, 1977, pp. 232-3. :
2Gi - ~nni Giovannini, "Method in the Study of Literature in its Relation to the Other Fine
Atts, Journal of Aesthetics and Art Criticism, 8 (1950), 185-95, p. 190.

(s

1



operation of perception fusing disparate fragments into a whole with a technique
which is spatial only in the sensc that the fragments are found in different places.
The method does not take into account the fact that the whole finally visualized is of a
certain kind and has a certain kind of meaning because it has been built up and
controlled by a temporal sequence, however much broken. Moreover, it is not an
imitation of spatial art which explains the apparently instantancous fusing of
fragments in The Waste Land [one of Frank's examples in his study], but a technique
of concentration and rapid shift without transitions, a technique which is probably a
development of elements within a literary tradition.?’

Giovannini is maki}lg two points. First, he attributes to Frank the belie that spatial literature
has the inherent spatial quality that we see in the visual arts and that this spatiality is derived
from the visual arts rather than from literagy tradition. Secondly, Giovannini suggests that tl\ie
spatiality of literature is metaphorical only and not inherent because it belongs to the "final \
operation of perception.” But Giovannini attributes ideas to Frank which were not suggested |
in "Spatial Form in Modern Literature,” for Frank does not state or imply that the space of
literature ié like thé space of visual arts. The disjointed parts of a text do not necessarily form
a single, spatial image but instead have what can be f iguratively called a spatial relationship.
Simply put, Frank is concerned with "spatial form," not spatial content.** Moreover, it is not
the case that Frank's logic is "questionable” and that he merely concludes that something which
is not temporal "therefore must be space” (or, as Frank Kermode argues, Frank "cannot rid
himself of the notion that whatever is not temporal is spatial "23}, The web of connections does
exist in space: it cannot be merely reduced to an abstract idea but must be visualized as a
relationship that occupies space. This does not mean that the spatial quality of literature is
"entirely in the mind of the reader: Frank recognizes a close connection between the text and the
reader, who realizes or completes the spatial form that is inherent in the work. Giovannini is,
in general, correct to emphasize the role of the perceiver, but he does a disservice to Frank
when he fails to recognize that this idea is implicit, in qualified form, in Frank's argument.

The reader s activity can be f urther specified. Sometimes, we must attempt to discover

the causal-chronological order that has been deliberately disrupted, or, to use the terms of the

Bbid., p. 191.

“Frank implies this distinction in his response to Giovannini in "Spatial Form: An Answer t0
Critics" (1977), pp. 234-5. ‘

Frank Kermode, "A Reply to Joseph Frank," Critical Inquiry, 4 (1978), 579-88, p. 587.
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Russian Formalists, our task is to reconstruct the causal-chronological story on the basis of a
particular plot. This may involve only a re-ordering of events, but more often it requires
greater activity on the part of the reader, for material .Lhal is essential to the story but only
implicit in the plot must be inferred, sometimes with the assisiance of extra-textual knowledge. .
The readers of texts with spatial form usually have a role that is even more complex: as .was

noted earlier, we must try to "suspenc‘f-'“ external reference until internal reference has been

r

completed; because we will likely expect external reference to be immediate, this process of
suspension is often frustrating, with the result that we become aware of our hindered activity
of inierpretation. Spatial form also frustrates our expectations of continuity: the form is both
in tension with the temporal cbminuity of reading and conflicts with our frequent assumption

of narrative conttnuity. Once again, the tension between our expectations and the spatial form

of a work serves to make us conscious of our considerable activity and of the author’s

technique. . ’
Frank begins his first article on spatial form ‘by insisting upon the relevance of
Gotthold Ephraim Lessing's I nocodn (1766) to an exploration of time and space in literature.

While Frank does not accept Lessing's conclusions, he tecognizes that Laocoon is an important

*a

(and often undervalued®”) study of the temporal and spatial dimensions of art. Unlike Franl&,
Lessing insists that literature is teniporal: Lessing's primary purpose in Laocodn is 10 méke a
rigid and extreme distinction between the visual arts, which he contends are predominantly '
spatial, and poetry, which procegds through time. Lessing emphasized this polarity ih order 1o
counteract the tendency of contemporary artists to disregard the limitations of their medium:
Horace's simple declaration that "A poem is like a painting” (wt pictura poesis) because works

‘in either medium give pleasure in a variety of ways?* had led to a blurring of the distinction
: .

between the sister arts. Poets, Lessing argues, frequently describe objects that exist in space,

\

even though these objects can be more effectively represented in the spatial media of painting
*Frank, 1963, p. 13.

]bid., pp. 3-4.

»*Horace, On the Art of Poetry, in Classical Literary Criticism, trans. T. S. Dorsch
(Harmondsworth: Penguin Books, 1965), p.\91.

) .
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and sculpture; similarly, visual artists often fail to leave actions that take place in time to the
poets who have a temporal medium. It is worthwhile to examine Lessing's ideas about the
sister arts more fully than does Frank, not only because Laocoon was innovative and seminal,
but also becauseﬁ its short-comings illuminate the central questions of spatial interpretation,
particularly that of the reader's role. , '

Lessing's argument is remarkable because it is based upon a careful analysis of the
qualities of artistic media. At the beginning of Chapter XVI of Laocoon, Lessing declares that

he "will turn to the foundations and try to argue the matter from first principles,’ meaning

that he will consider the fundamental properties of the "signs"” of poetry and painting and the
relationship of these signs to content.?” In the key passage of the work, he posits a
correspondence between signs and content: ‘
If it is true that painting employs in its imitations quite other means or si'gns than
poetry employs, the former—that i ko say, figures and colours in space—but the latter
articulate sounds in time; as, unquestionably, the signs used must have a definite
relation to the thing signified, it follows that signs arranged together side by side can
express only subjects which, or the various parts of which, exist thus side by side,

whilst signs which succeed each other can express only subjects which, or the various
parts of which, succeed each other.*’

The logic is appealing, but al;o deceptive, in its simplicity.

The argument of Laocoon is explicitly based upon the properties of signs, but it also
has an equally important (and considerably more complex and problematic) implicit
foundation. Lessing's polarization of the sister arts largely rests upon his understanding of the
reader and viewer: while there is no.exhaustive discussion in Laocosn of the audience, Lessing's
distinction between the sister arts owes much to his conception of the audience. In the above
quotation, Lessing's use of the words "can” and "only" suggests that imitation is directly and
necessarily limited by the properties of signs: a temporal form must imitate sequential
"actions,” and a static form must imitate "bodies” that exist in space.>* But it later becomes
evident that the poet and péinter are also réstricted by the capacity of their audiences to

»Gotthold Ephraim Lessing, Laocoon; Nathan the Wise; Minna von Barnhelm, ed. William A.
Steel (London: J. M. Dent and Sons, 1930), p. 55.

Ibid.

1 Ibid. , : .
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respond to thesc signs. Lessing's crucial declaration that "Physical beauty arises from the
harmonious effect of manifold parts that can be taken in at one view"¥ rcvcal'ls the major
constraint that the audience imposes upon the poct an'd oaimgr: if the audience is to p_crceivc
bicauty. and Lessing firmly believes that it should,* one must bc able to sec a work of art in its
entirety. A painting can easily obtain this wholeness because it égn exist within a single field of
vision, but long works of poetry are not ea-sily "taken in at one\qfiew." The unity of a poem
depends entirely upon a sihgle thread of "vontinuous actions,"** and poets must therefore be
careful to maintain the cohérence of events. The description of objects particularly detracts
from the unity of a poem. Becausc a description of bodies is necés$arily diffuse in a‘medium
with - successive signs, the rc;der cannot grasp the totality of tfle object; moreover, the
coherence and‘ forward movc':mem of the action is disrupted. As a result, Lessing allows for
description only when it is absolutely necessary to action and will not produce a fragfnemation
that, 1ac'ks' beauty. His insistence upon this unity is only in part a consequence of his
' understanding of signs: his tidy and rigid co-ordination of "signs" and “thihé[s] signified "**
has an important middle step, which is his belief that the audience ought to be able to perceive
the entirety of a work of art.

We should not simply dis;niss Lessing's theory by arguing that beauty need not be the
goal of art. The issue is more compléx, for it concerns the capacity of the audience to perceive
as much as it involves prescriptions of beauty. While unity is partly a property of a text or
painting, it also depends upon the person whoﬁcompletes dr realizes this wholeness:.because a
work of art is only poientially unified, the éapacity of the audience 1o see its parts in "one

view" is of prime importance. Lessing demands a high degree of unity in a text or painting

largely o..ause he believes that this ability of the audience is limited. He suggests that the

audience ca. -p the whole through an active process of synthesis and abstraction,
instead, . ar. the whole must be present in the passive mind of the reader or viewer,
21bid., p. ¢

30n pag- 12 of ...~ = lLezsing speaks ol the first law of art, the law of Beauty."

%Lessing, p. 56.
31bid., p. S5.
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which greatly restricts the audience’s capacity to see a work in "one view."

Lessing's reader or viewer does not actively create coherence in a work of art but is
instecad absorbed in an illusion. When a work of art comes alive and seems to be real (but is
not necessarily realistic), it engages the imaginatibn of the perceiver. This importance of
illusion becémes increasingly clea;r"in Laocoon. While in Chapter XVI Lessing states that
consecutive signs "can. . .only" express actions, in Chapter XVII he revises his view by arguing
thag the poet could represent bodies, bﬁt onfy at the expensc of the affective power of
literature:

, . :
The poet is not concerned merely to be intelligible, his representations should not

merely be clear and plain, though this may satisfy the prose writer. He desires rather

to make the ideas awakened by him within us living thmgs so that for the moment we

realize the true sensuous impressions of the objects he describes, and cease in this

moment of illusion to be conscious of, the means—namely, his words—which he
" employs for his purpose.*t

The goal of the poet is to bring us "nearer to the d‘egree of illusion of which the material
painting is specially capable, ™’ and it is an illusion whic‘h absor’bs readers until they forget that
the objelct is described in a work of art and, oné may. assume, until they forget their vwn
activity of comprehe’néion. Lessing is not merely advocating laziness whén he declares "what
trouble, what effort” it is to recall the parts of a poem that make up its whole and to remember
"all of them in their due order, so vividly, o think of them together with even a moderate
swiftness, énd thus to arrive at an eventual conception of the whole,"** for the parts must be.
"constantly present”*® in an uns;rained mind if the reader is to experience a fictional illusion.
When the reader's mind is excessively taxed, unity, beauty, and illusion are lost.

Because viewers of a painting are absorbed in an illusion, their imaginations can modif y
the temporal dimension‘of the painting's content. Lessing illustrates these ideas by discussing a

painting of Medea. The viewer extends the static scene and thus, Lessing contends, "foresee[s]

the €nd of the [Medea's] flght "*% This extension "in Nature" (i.e., of content) is based upon
¢Ibid., pp. 60-1.

]bid., p. 53.

*Ibid., p. 61.

¥ Ibid. , 8

*°Ibid., p. 15.
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our external knowledge and is not an extrapolation from the given scene. It is significant,
LﬁoUgh, that this awarencss of extra-textual knowledge is selective: while the viewer uscs
knowledge of the story to extend the fight of Medea, such knowledge 'is not said to permit
recognition of a character who is captured in an unusual moment, and someone who ié depicted
oﬁt of character will ﬁot be "distringuishable.“” In this instance, Lessing assumes that the

viewer is unaware of the narrative contéxt, but Lessing still believes that this context matters.

'

The- difference between these two examples is reve;ili’ng: in the first case, extra-textual
knowledge creates a unified temporal dimension in which the painting is situated; in the second,
extra-tiextual kn'owledge would make the scene incongruous, and one can assume that Lessing
ignores the applicability of this knowledge so that beauty, harmony, and illusion will not be
lost. The viewer is believed to extend content only when unity is enhanced. However, the
inconsistencies ’in Lessing's argument show that the temporal dimension of the primarily spatial
medium of painting is more significant and unconttollable than Lessing suggests.

Lessing posits a temporal extension of form as well as of content. Extension on the
level of form ("as Art presents it") is said to result :1 our perception of the "continued
indecision of Medea,"** not in a perception of slight movement: because the signs of- painting
are static, Lessing suggests, Medea's action seems to be continuous. But Lessing is naive to
Haim tha.t the‘viewer mistakes this stasis’of form for continuity of content and that a "single
moment Teceives from Art an unchangeable continuance” that justifies limiting painting to the
depiction of bodies rather than of "anything. . .transitory."*’ In short, Lessing suggesfs that
the signs of painting are perceived as static and that a temporal dimension arises only through
an extra-textual knowledge w.hich creates an enveloping unity of action. He fail; to see that
this extension may involve extrapolation as well as knowledge of a broader story and
consequently does not recognize that the primary temporal dimension of painting arises when

the viewer gently sets the scene in motion.

“Jbid., pp. 38-9. S g
“Ibid., p. 15. ‘ -
“Jbid.
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Lessing also misunderstands the témporal quality of the signs of poetry. He contends
that because poetic signAs succeed one another, they should represent' passing actions but not a
description that must be contained as a whole in the reader’'s mind. However, cc;n:s"ecution is
not a property of t‘he signs, as Lessing seems to suggest. At a fundame.nta‘l level, the signs of
poetry are not sequential at all but instead exist in space on é printed page. Seduence arises in
two wa.ys: the reader of the text may read from beginning to end, or the signs may refer to
content which has an important temporal dimension. Lessing's concern is only with the latter,
for he argues that the consecutive signs of poetry ought to represent actions that take place in
timé. He fails to realize that the seguential arrangement Qf signs in poetry is importam even
when the content is not an action sequence: the juxtaposition of signs has significance as the
reader reads in time. When Lessing states that the "calamity of Laocotn and the Destruction
of the City" are descriptions that "follow each other successiveiy. and I do not see what
disadvantage it could bring to the second, how greatly soever the preceding one had moved
us, "** he suggests that scenes, unlike unified action sequences, are not inf luénced by succession.
Bﬁt while' juxtaposed scenes do not form a unified whole, they nonetheless shape the reader's
" understanding of one another. |

”fhis juxtaposition is the essence of what Joseph Frank calls spatial form. But for the
moment, the important point is not only that tempbral literature has a major spaﬁal dimension
which Lessing overlooks and Frénk elevates to its proper place. The reasons for Lessinz's
argument are crucial: while he explicitly contends that it is the relationship between signs z-d
content that restricts each medium to certain subjects, there is an underlying concern for the
role of the perceiver. As we have seen, Lessing's reader or viewer is passive: he or she must
instantaheously and unconsciously acquire a "conception of the whole" in order to experience
the illu‘s‘ion on which poetry particularly depends."** But it is possible to see a more active role
for the perceiver, who engages in a process of selection anc interpretation, one which is partly

conscious but which ‘oes not necessarily destroy the beauty of a work or the audience's

“Ibid., p.31. .
“SIbid., pp. 61 and 63.
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illusion.

Lessing fails to recognize that a "conception of the whole,” in which the parts are
"constantly present,"** is not possible. Naturally, the mind cannot contain a wealth of detail
at one moment, apd when we look at the wholc of a painting, we fail to see many details: only
the major shapes and their relationships are perceived. Similarly, whenever a poem is grasped
as a whole, material is left out or is subsumed undér a more general concept. As a result, we
are not overwhelmed by diffuse description in poetry but may, at the expense of detail, perceive
its relationship to the rest of the work: while a reader or viewer is rarely able to take in all parts
"at one view,"* he or she can usc abstraction and synthesis in order to perceive the whole.
This point may be self-evident and cven banal, but it is crucial and easily overlooked; although
Lessing's declared intention is "to argue the matter from first principles,” he fails to adequately
explore his fundamental assumptio@concerning the reader's activities and capacities.

It is worthwhile to compare Northrop Frye's understanding of our perception of works
of art, for Frye does not entirely avoid the problems that Lessing encounters. This comparison
shows that Lessing's difficulties are not merely the inevitable short-comings of a pioneering
work: Frve makes comparable errors because he, too, fails:to adequately consider the reader’s
crucial influence upon the temporal and spatial qualities of literature. At first, Frye seems
more perceptive than Lessing because he appears to recognize that we cannot grasp the entirety
of a work without the loss of detail. In the Anatomy of Criticism (1957), Frye argues that

" patterns can be perceived when we "stand back" from a work:

In looking at a picture, we may stand close to it and analyse the details of
brush work and palette knife. This corresponds roughly to the rhetorical analysis of
the new critics in literature. At a little distance back, the design comes into clearer
view, and we study rather the content represented: this is the best distance for realistic

.Dutch pictures, for example, where we are in a sense reading the picture. The further
back we go, the more conscious we are of the organizing design. At a great distance
from, say, a Madonna, we can sec nothing but the archetype of the Madonna, a large
centripetal blue mass with a contrasting point of interest at its center. In the criticism
of literature, too, we often have to "stand back” from the poem to see its archetypal

organization. If we "stand back" from' Spenser's Mutabilitie Cantoes, we see a
background of ordered circular light and a sinister black mass thrusting up into the

*“Ibid., p. 61.
“Ibid., p. 74.
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lower foreground—much the same archetypal shape that we see in the opening of the
Book of Job. If we "stand back” from the beginning of the fifth act of Hamlet, we
sec a grave opening on the stage, the hero, his enemy, and the heroine descending into
it, followed by a fatal struggle in the upper world. If we "stand back" from a realistic
novel such as Tolstoy's Resurrection or Zola's Germinal, we can sec the mythopoeic
designs indicated by those titles.** ' ’

Detail is lost or, more precisely, is subsumed under a larger, archetypal pattern.

Problems begin to emerge when Frye elaborates upon this understanding of our

perception of pattern. In "The Archetypes of Literature” (1951), he discusses the audience's

art:

Frye makes comparable (but slightly less accessible) points in the 4natomy and concludes these

Some arts move in time, like music; others are presented in space, like
painting. In both cases the organizing principle is recurrence, which is called rhiythm
when it is temporal and pattern when it is spatial. Thus we speak of the rhythm of
music and the pattern of painting; but later, to show off our sophistication, we may
begin to speak of the rhythm of painting and the pattern of ‘music. In other words,
all arts may be conceived both temporally.and spatially. The score of a musical
composition may be studied all at once; a-picture may be seen as the track of an
intricate dance of the eye. Literature seems to be intermediate between music and
painting: its words form rhythms which approach a musical sequence of sounds at one

of its boundaries,. and form patterns which approach the hieroglyphic or pictorial

image at the other. The attempts to get as near to these boundaries as possible form
the main body of what is called experimental writing. We may call the rhythm of
literature the narrative, and the pattern, the simultaneous mental grasp of the verbal
structure, the meaning or significance. We hear or listen to a narrative, but when we
grasp a writer's total pattern we "see” what he means.*’ :

-«

remarks by observing that,

It is this notion of "simultaneous apprehension” or "simultaneous mental grasp” which is

We listen to the poem as it moves from beginning to end, but as soon as the whole of
it is in our minds at once we "see" what it means. More exactly, this response is not
simply to the whole ofit, but to @ whole, imeit: we have a vision of meaning or dianoia
whenever any simultaneous apprehension is possible.*

problematic and must be explored.

“*Northrop Frye, Anatomy of Criticism: Four Essays (Princeton: Princeton University Press,

1957), p. 140. : ,
“'Northrop Frye, "The Archetypes of Literatire," in Fables of Identity: St lies in Poetic

Mythology (New York: Harcourt Brace Jovanovich, 1963), p. 14.

.*Frye, Anatomy. pp. 77-8; Frye's emphasis.

~apprehension of a work of art with specific reference to the spatial and temporal qualities of
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While Frye recogniz;es that detail is lost as we step back from a work of art, he does not
perceive the audience's active role in selecting and abstracting this detail. The larger design of
a work is not constructed by the audience but instead, Frye suggests, émcrges automatfcaﬂy
from our perception of the work's entirety. Just as Lessing believes that we can and ought to
take in all the parts "at onc view,"*! Frye believes that we can (and, as we will see, should)
have a simultar;eous apprehension of a work. But how can one contain, in a simultan‘eous
mental grasp, the entirety of a work? Frye weakly proposes that the whole of a symphony may
be perceived when one sees all of its notes: the "score of é musical composition may be studied
all at once."*? This simultaneous grasp depends more upon the pérceiver's mode of
apprehension than upon any quality inherent in the symphony. Eblsv‘ewhere, he contends that'a
symphony audience may miss "the subtletieg detected by an analéysis of the score,” but "as the
audience can hear everything that is being played, it gets thefn a}_l}as part of a linear experieﬁce;
the awareness is less conscious, but not less real."*’ Simiiltaneous apprehension hinges upg)n
this unconscious awareness, for we cannot/"qontain the whole of any but the shortest works in»
our conscious minds. We could, of course, construct patterns, but Frye does not allow for this
possibility, despite his discussion of "standing back" from a work. "When Frye turns from
music‘ to literature, he is only slightly more éonvincing. His idea of .simultaneous apprehension
is successful, but only bgcausg he insists that the s'-truc.ture of a work of liiérature is also its

. 1 .
theme: for example, Fryé states that in the third phase of cdmedy, a "humor gives way to a
young man's desires; "$* which equally describes theinev and plot. All 6f the phases of his
mythoi are presented in ter}rls that apply bc h to the shape that emerges from the whole of a
work and to theme, v;/ith the result that » mind both can unconsciously coﬁtain an entire_
qgrrative and, 6n the basis of this simultaneous apprehension, can /\also perceive the meaning of

the work’> Frye does not posit a partly conscious process of selecting and constructing theme.

In contrast with Lessing, Frye over-estimates the capacity of the reader or viewer to contain a

Y

'Lessing, p. 74. .
S'Frye, "The Archetypes of Literature,” p. 14. .
$3Frye, Anatomy , pp. 85-6. . : o

Ibid., p. 180.
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whole in his mind: but like Lessing, he fails to see the active role of the audience in creating

v

meaning and pattern.

Why does nyc insist upon this concept of simultancous apprehension? The answer is
embedded in his entire vision of the nature aﬁd purpose of literature. Frye's theories cannot he
thoroughly discussed at this time, but we must at least recognize that his"lpmdcrstanding of the
reader's role is a consequence of his other beliefs and is not based upon a stude of the act of
reading. In the Anatomy, Frye's professed aim is to develop a comprehensivé and objective
analysis of literature which is not just another "document in the history of ‘taste";“ he seeks to
systematically study the whole of English literature without assessing the failure or success of )
worlgs according to any kind of prescribed value. But in his haste to avoid value judgements,
Frye ignorés morality in literature when he can and dismisses it when he cannot help but
recognize its presence. Frye argues, for instance, that the moral natures of the tragic hero and
of his nemesis are not important, and in order to account for the audience'.s ébnviction that
morality is central, he turns to our reactions rather than to the plays themselvgs: he argues that
"In high mimetic tragedy pity and fear become, respectively, favorable and adverse moral‘
judgement, w}_lich are re}levant to tragedy but not central to it."s¢ Our emotional reactions
certainly inﬂuenc:a our moral judgements, but this fact does not preclude the presence of moral
concerns within fﬁe tragedies. Wheré morality cannot be explained as a judgemental response,
it is seen as mcxdental Frye contends that "each mode of literature develops its own existential
projection,"*’ which is the philosophy that each mode seems to contain. The words. "develops”
and "projection” are significant, for they suggest that the modes are not chosen because of
their Philosophies. This belief in the priority of form is made explicit when Frye argues that
"the fact that Le Malade Imaginaire is a comedy is-the only reason for making ‘Argaif's wife a

hypocrite—she must be got nd of to make the play end happlly "5t That the play is a comedy is

a reason for gemng rid of her, but it cannot explain why Moliere chose, out of many
$3Ibid., p. 25. °

¢ Ibid., p. 38. .

SIbid., p. 64. ‘ ’ 0

*Ibid., p. 114. .
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possibilities, to make her a hypocrite. Frye too readily dismisses morality: it is either absent or
incidental, never integral. Because he rcjc.cts moral themes, he can arguc that meaning emerges
onl&‘ and directly through the mythopogic shape of a work; value judgements are eliminated
from the discov_cry of theme, but so is the active role of the 'rcader. Frye's theory demands
that the reader be seen as an esscmié‘lly passive perceiver of the entire shape of a work.

Frye's reader sees a mythopoeic or archetypal pattern in art that is at once both spatial
and tcmpofal. The pattern is immanent in the work of arl. and emerges as we read in time; but
the entire shape can be seen simu}ianeously, which means that it appears to occupy a limited,
perceptible amount of space. When the shape of a work becomes its theme, the temporal
dimension is tfansposed into space. But we cannot call this "spatial form” without diluting our
critical vocabulary: as we have seen, spaw form is characterized by the temporal discontinuity
but underlying spatial relationship of segments of a text. These segments must be rearranged
and interpreted by an active reader, who does not merely experience a barely conscious
perception of the whole. Lessing is like Frye tb the extent that he also sees literature as spatial
but does not perceive spatial form: the string of* "continuous actions™* that gives unity to a
poem (and- consequently creates beauty and illusion) can, Lessing argues, be perceived as a
whole; because wé .can see the entire action, we are not immersed in time but can see a shape
that is spatial as well as temporal. Once again, though, the term "spatial form" canﬁot be:
used: neither the work's f ofm nor the reader's role satisfies our definition of this term.

Frank's spatial form and its implications for the reader contrast with a perspective that
emphasizes the temporal dimension of literature. This approach has ilts roots in the philosophy
of Henri Bergson,lwhose attempts to reveal the continuous flow of the mind influenced writers
of the early twentieth-century and their critics. Bergson argues that the mind and experience
are essentially temporal in character, which is o say that sensations, feelings, and ideas all flow
together without disruption. In Time and Free Will (1889), he terms this continuity of being
"duration”: because ."states of consciousness, even when successive, permeate one aﬁother, "o

$7Lessing, p. 56. »
9Henri Bergson, Time and Free Will: An Essay on the Immediate Data of Consciousness, trans.
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consciousness proceeds unbroken or seems to endure.

Duration is usually masked when the mind divides this flow into units angl juxtaposes
vthcm in space. Thesc units arc not naturally occurring and inherent in states of consciousness
but are instead imposed upon duration: a unit is not a fundamemél substance but‘can always

be broken into smaller segrments, until finally it becomes evident that there are no stable,

natural units. Consciousnsss is indivisible or, conversely, it is infinitely divisible, but we find it

convenient to imagine that we have distinct moments of consciousness. Once we have created

£y

these units, we try to grasp their relationship. Because we find it difficult to conceive of two
units occupying t‘he same space,!’ each unit is given a unique spatial position and is seen in
terms of its proximity to other points. If we place these points in a line and imagine that they
have a sequence, theh we add the dimension of time to space. This shows tha. .ae concept of

time can be subsumed under space; or, as Bergson phrases it, "time, understaod in the sense of

a Ihedium in which we make distinctions and count, is nothing but space”¢? (although it should
be noted that Bergson sometimes uses the word "time" loosely, as an equivaleht of "duration,"
and thus there aré "two possible conce‘ptions of time, the one free from all alloy, and the other
surreptitiously bringing in the idea of space"®*). In Time and Free Will, Bergson clarifies the
relationship between duration, spatial time, and space with an example:

.when the movement of my finger along a surface or a line provxdes me with a
series of sensations of different qualities, one of two thmgs happens either I picture
these sensations to mysell as in duration only, and in that case they succeed one
another in such a way that I cannot at a given moment perceive a number of them as
simultaneous and yet distinct;, or else I make out an order of succession, but in that
case 1 display the faculty not only of perceiving a succession of elements, but also of
setting them out in a line after having distinguished them: in a word, I already possess
the idea of space. Hence the idea of a reversible series in duration, or e w -imply of
a certain order of succession in time, itself 1mphes the representation - <race, and
cannot be used to define it.**

In other words, when duration is broken into units which are thought to succeed one ~1other in

time, a spatial field that contains the temporal order has necessarily been imagined. Time, like
(cont’d)F. L. Pogson (London: Swan Sonnenschein and Co., 1910), p. 98.

¢/bid., pp. 88-9.

“2Jbid., p. 91

$3]bid., p. 100.

$4Ibid., p. 102.
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the space upon which it depends, is an artificial construct and must not be confused with
duration; it ’obscurcs the essential continuity of consciousness.

Bergson suggests thal the spati’al arrangement of units is almost unavoidable. When
the rx;ind is relaxed (while it drca_ms. for instance®*), duration is not disrupted by the creation
of separatc units, but thought usually depends upon spatial imagination. This is the case
because concepts are units that have been isolated from the flow of duration: whenever we
conceive of something, it becomes a point in a ficld of space. This isolation is intensified when
we name a concept and thereby solidify it. The experience of duration, Bergson'argues, is
"inexpressible, because ]a\nguagc cannot get hold of it without arresting its mobility ";** even 1o
speak of "several conscious states" that are inseparable is a falsehood, for "several” and
"states” imply that there are separable units of consciousness.*” Any attempt to think aiboul or
to discuss duration necessarily distupts its continuity and requires the creation of a spatial field.

Bergson's goal is, in part, to expose the artificiality of this spatialization. While it
seems to be an inevﬁable or natural activity of the mind, it also disiorls and falsifies reality by
concealing duration. Spatial thought is pervasive, automatic, and essential to verbal
expression, but these are not grounds for its acceptance; while Bergson recognizes that spatial-

thought cannot be eliminated, he seeks to minimize it and to recover the experience of duration.

Some critics of Jo'yce‘s writings, most notably Shiv K. Kumar and Robert Klawitter, -
argue that Joyce, like Bc;,rgson, sees duration as the ultimate reality. In Bergson and the
Stream of Consciousness Novel, Kumar is careful to point out that Joyce "was not consciously
influenced by Bergson's thec;ries,""kb w};icﬁ is debatable; but' Kumar also contends that "James
Joyce's acqua_imance with Bergson's thought Was neither incomplete nor indirect” and that
Joyce "seems to have made an intensive study of the new iime-philosophy.""" These seemingly

contradictory points are resolved when Kumar goes on to state that Joyce's "acquaintance vith
$3Ibid., p. 126. _ i
6Jbid., p. 129.

$71bid., p. 122.

$'Shiv K. Kumar, Bergson and the Stream of Consciousness Novel (London: Blackie and Son,
1962), p. 138. —_
7 1bid., p. 104.



Bergson was, in fact, in the nature of a self-realization”:™ Bergson merely formulated ideas
that Joyce discovered for himself.”* Kumar makes bold and extreme claims for the importance
of Bergsonian thought in the writings of Joyce. In "Space-Time Polarity in Finnegans Wake,"
he argues that Joyéc's "primary intention as a literary :‘misl is to render in a new fluid medium

Bergson's durational flow."" More specifically,

. .in the work of James Joyce as in the entire thought of Bergson, space and time are
presented as contraries, with durational flow as the only true reality. Whereas space is
synonymous with matter, externality and convention, la durée [i.e, duration], on the
other hand, represents spirit, inner reality and free will.”

While Kumar is correct to see a duality of time and space, he too readily assumes the primacy
pf duration. The correspondence between Joyce and Bergson does not extend so far.

But Kumar must not be quickly dismissed, for he makes an important point th:;t seems,
at first, to strengthen his case. As was noted earlier, Bergson believes that the experience of
duration is "inexpressible,"’* for words inevitably and artificially fragment its continuity.

Kumar argues that "Bergson, like Joyce," believed that "the conventional word. . . .is like a

~—

spatial entity existing in a homogeneous medium and implies an inevitable solidification of our
fluid impressions."”* But Joyce, Kumar suggests, transforms language, making it contribute to

duration rather than disrupt it:

James Joyce is essentially engaged- in this effort to penetrate into the hard
crust of the conventional word, seize it in its embryonic form and then remould it to
embody nascent movements in his characters' streams of consciousness.

Unfortunately, Kumar concludes that,

Ibid., p. 107.

Mt is also possible that Joyce was influenced by St Augustme more than by Bergson. Herman
Hausheer suggests that it is "interesting to note the analogies which Bergson's and St
Augustine's psychology of duration have in common" ("St Augustine's Conception of Time,"
in Aspects of Time, ed. C. A. Patrides [Manchester: Manchester University Press, 1976}, p
34.). As Hausheer points out, Augustine believed that time is "a succession of indivisible
instants" (p. 31) and that "there are three presents a present of things present, a present of
things past, and a present of things future,” all of which exist "in our mind" (p. 32).
Augustine's discussions of time are extensive (for example, Con fessions X1 11-28, in which the
above conclusions are reached) and would probably have been familiar to Joyce.
2Shiv K. Kumar, "Space-Time Polarity in Finnegans Wake," Modern Philology, 54 (1957),
230-33, p. 233. .
SKumar, Bergson and the Stream of Consciousness Novel, p. 133.

""Bergson, p. 129. -
sk umar, Bergson and the Stream of Consciousness Novel, p. 115.

4
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It is not our intention here to present a (detailed analysis of the various linguistic
devices employed by him to achieve the effect of involuntary fluidity.’

Such an analysis’ would show that Kumar's point needs major qualif_ication. He is correct to
sﬁggcst that Joyce's  language has a "fluidi‘ly " that comribulés to a p%cscmation of duration.
But some of the same qualities that create this flow also constitute spatial patterns.
Assonance, for instance, produces a forward moving fluidity, but it is also a spatial pattern of
int‘c@nal reference. This is a minor example, but it illustrates Kumar's failure to account for
spatial patterns in Joyce's writings.

Robert Klawitter more effectively deals with space, but he also overemphasizes the

Bergsonian dimension of Joyce's thought. In an insightful article, "Henri Bergson and James .

Joyce's Fictional World, " Klawitter recognizes that Joyce does not present pure duration. But

he argues that Joyce exposes the division of reality into spatial units as false:

~

Most of us have long agreed that Joyce represents the world as Bergson says it is not,
a repetitious, reversible, dialectical flux of the fragments of eternity; a formal,
mechanical, determinate, uncreative world. And Joyce's books do not only represent
a world that Bergson calls unreal, they also call attention to its unreality.”’

Because the reality of duration cannot be represented in language, Klawitter argues, Joyce
affirms it by presenting and undermining its opposite:
Jo ce's fictional world, then, is a parodic representation of unreality as.
Bergson ¢ scribes it, a parody of the inevitable unreality of the human world. Several
analysts have made the mistake of supposing that Bergson's philosophy can lead 10 a
novel of durée réelle. But there can be no representation of reality as Bergson
describes it because reality for Bergson is always falsified by representation.™
According to Klawitter, Joyce's writings are indirectly Bergsonian because Joyce recognizes, on
the basis of Bergsonian ideas, that duration cannot be immediately represented.
Two objections must be made to Klawitter's arguments. First, he does not recognize

that duration can be, to some extent, directly represented. While "there can be no

representation of reality as Bergson describes it because reality f or Bergson is always falsified

¢ Ibid., p. 116.

""Robert Klawitter, "Henri Bergson and James Joyce's Fictional World," Comparative
Literature Studies, 3 (1966), 429-37, p. 433,

"t Ibid.. p. 435.
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by representation,” this same reality, for Joyce, caﬁ be partially represented. The difference
lies in a distinction, which Klawitter overlooks, between a philosopher and a writer of
literature. If we speak strictly and observe philosophic exaétness, we can say that duration is
inimitable in language. But a writer of literature may represent duration. This occurs when
' language becomes as fransparent as possible br, conversely, when words become fluid 'things in
themselves rather than mere units tﬁat convey meaning. As we will see, Joyge (in part)
achieves the former in Ulysses and the latter in Finnegans Wake. The second point to be made
is that Klawitter undervalues the patterned, spatial "world" of "unreality.” It is true that
Joyce calls attention to (and sometimes parodies) these "unreal” constrﬁcts and that they are
undeniably artificial or human creations.” But it does not necessarily follow that Joyce denies
value to them and to their spatiall dimension in favour of duration. It is significant that Joseph
Frank, like Bergson, sees spatial constructs as artificial and grants a deeper reality to fluidity,
but"Frank does not dismiss them as somehow false for this Areason.. While this point is not
explicit in Frank's articles, it is latent thréughout. In "Spatial Form: An Answer to Critics, "
he approvingly observes that Frank Kermode has f inz\ally learned that,.
. we say tick-tock because to repeat tick-tick endlessly is a burden that humans
cannot bear; where there is a beginning we want an end, a human pattern, the music
of the spheres, not simply the hum and buzz of repetition ad in finitum.”

Both Frank and Bergéon grant a lesser reality to the spatial order that the niind creates than to
time or duration. But one praises this embellishment of time while the oth:r seeks a release
from space and spatial time in favour of duration.

Joyce 1:s able both to present duration and to affirm spatial patterns. The two exist in
an important tension and, while one continually undermines the other, one never gains absolute
ascendancy. On the one hand, spatial patterns expose the limitations of duration; on the other
hand, duration reveals Lhe‘confusing pluralfty of spatial constructs. Before we brocede to

)
explore this tension and specify the reader's Telationship to it, we must consolidate and clarify

the definitions of time and space that have been discussed. Frank's time of reading and of
<

"Frank, 1977, p. 244.



26

narrated action is not, of course, identical to Bergson's duration or the fluid progrcssionv of a
writer's .representation of duration;-nor is spatial form the same as the basic mental process of
spatialization that Bergson describes. It is time to gcngralizc these terms and, retaining what

as been discovered about time, space, and the reader from these writers, we can now view the
concepts more fully in the context of Joyce's later writings. I will broaden slightly Frank's

definjtion of space: while he is concerned primarily with the interrelationship of substantial

segments of narrative, the term "spatial form" can be applied to any size of unit, from

—_—

morphemes 10 t’hé"r'mfcro-structure of a work. Anything that interrupts the flow of action and
of reading and requires internal reference will be called "spatial.” This includes paradigms or
‘archetypes that emerge as we read, patterns of words, sounds, and phrases, and actions that
occur in different pléces_ at the same time. This use of the worq is intentionally broad; it is .
encomﬁassing because it is defined in opposition to "temporal,” and this will allow us to
explore more fully the crucial tension between the two dimensions. "Temporal” will refer not
only to pure duration, in which there is continual flow and an absence of uriits, but also to a
forward movement that can be divided. into units, provided that they do not form a prominent
spatial pattern owing Lo‘internal reference.

The tension between temporality and the spatial dimension of Joyce's writings can best
be approached through an understanding of the reader. This is the case because of the intricate
relationship between time and space in the act of reading and time and space as ideas within the
content of the works. The reader reads in time and may discover a comparable fluidity within
the wdrk; we also actively construct spatiai patterns, and these patterns are both inherent in the
text and realized in spatial form within our imaginationf It is this four-fold distinction
between time and space within the text and in the activity of interpretation that clarifies Joyce's
understanding of the dimensions in Ulysses and Finnegans Wake. But we need significantly
different terms when we épproach these two texts. While they are comparable to the extent
that the reader's involvement clarifies time and space, the formal dissimilarity of the works

creates important differences in the reader’s role. When analysing both Ulysses and Finnegans -

«
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Wake, a distinction between form and content is the key to the reader's participation. But if
the connection between time and space is to become clear, we require two different definitions
of the relationship between form and co‘ntcm‘. The words are so ambiguous and so often
misused that it is terppting to simply discard them. But we can specify distinct and very
different meanings to them, yet still allow the consistency of terminology to reveal the point of
similarity between these definitions, which is the reader's médiating role between form and
content.

In Ulysses, the reader's understanding of fime and épace céntrasts with and undermines
the characters' views of this relationship. This is most obvious in "Proteus” and "Penelvope,"
which will be analysed in the next chapter. For now, it is important to recognize that the
knowledge we gain of time and space as we come to understand Joyce's technique is superior to
the characters' comprehension of tempor{;l ﬂos;v and spatial pattern. It is useful here to invoke
a definition of form and content which is based upon the comparative knowledge of the reader
and the characters [ a work. In "'What's Hecuba to Us?': The Audience's Experience of
Literary Borrowing,” Peter J. Rabinowitz asks, |

How do we know how to interpret a given pattern? If it is perceived by the authorial
but not the narrative audience, then it will be interpreted as "form," since the
authorial audience sees what is before it as art, and any pattern it alone sees must be a
quality of the work as art.**
While we do not find a narrative audience in "Proteus” or "Penelopé," Rabinowitz's pbint still
holds. We perceive a relatibnship of time a‘nd space that is not recognized by the characters
and which occupies the level of form. It is from technique which we attribute to Joyce rather

than to Stephen Dedalus or Molly Bloom that this superior knowledge arises.

Both "Proteus” and "Penelope” can be described as stream of consciousness narratives

#
e

in which duration is'represented. An exact specification is more difficult, for there are subtle
differences between interior monologues, the representation of sensations and/or verbalized

thought, and various other types of narrative that are gfrouped under the encompasssing term
19peter J. Rabinowitz, "'What's Hecuba to Us?': The Audience 's Experience of Literary
Borrowing," in The Reader in the Text: Essays on Audience and Interpretation, ed. SusanR.
Suleiman and Inge Crosman (Princeton: Princeton University Press, 1980), p. 252.
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"siream of consci'ousncss." But it is enough to recognize that these streams represent the flow
of experience that Bergson calls duration. As we rcad in time, the thoughts, emotions, and
sensations of the characters unfold without interruption. When pure duration is represented;
' <

there are relatively few demands placed upon the reader: while we may actively interpret a
character's nature, we are not bothered by disruptions of form, and language is as trans;;arcnl
as possible ratherythan ‘imrusive and subject to stylistic analysis.(although such analysis may,
of course, be profitably done). We are like Lessing'é reader, who "cease[s] in this moment of
illusion to be conscious of the means—namely, his [the poet's] words—which he employs for
his purpose.”*' However, it is immediately apparent that Joyc'e does not present pure duration,
for we find in "Proteus” a_nd "Penelope” abundant and various patterns, inclgding patierns of
sound, images, phrgses and concepts. These patierns form a complex web of internal reference
that emerges as we read in tim.e but is predominantly spatial in character. Sometimes Joyce's
characters, especially Stephen, create or recognize patterns, bul more often ‘the reader
perceives, through an awareness of technique, patterns that are limited to the level of form and
cannot be underétood as part of the comem‘ of the characters' minds. As we will see in the
‘next chapter, the relationship of time and sﬁace that emerges on this level of form uﬁdermines
the characters' temporé] duration and tﬁeir understanding of space.

It is necessary at this point to examine a spatial dimension of duration that is
potentially problematic. In "Spatial Form: Some Furthér Reflection,” Joseph Frank sees
spatial qualities th literature which attempts to capture the mind's stream of consciousness. He
argues that,

It was, however, not so much with regard to poetry as to the novel that the
nc{}Lio}n. pf "spatial form" made its greatest impact. For it focused attention on the
opposition between the temporal nature of the narrative medium (language) and the
experiments of such novelists as Joyce, Proust, and Djuna Barnes, who broke up
narrative-continuity in order to portray either the prereflexive stream of consciousness
or the interweaving time-shifts of memory, or who composed in terms of symbolic
imagery.*’

But what continuity has been broken in stream of consciousness narrative? The flow of

~ 'Lessing, p. 61.
*2Frank, 1978, p. 281.
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language, thought, and sensations has not bf:cn disrupted. What is disjointed is the time
sequence of the mind's images and the contents of its thoughts, but this is entirely consistent
with Bergson's understanding of duration. According to Bergson, duration is without spatial
arrangement, but this does not mean that there can only be an immersion in the present

moment:

Pure duration is the form which the succession of our conscious ‘states assumes when
our.ego lets itself live, when it refrains from separating its present state from its
former states. For this purpose it neéd not be entirely absorbed in the passing
sensation or idea; for then, on the contrary, it would no longer endure. Nor need it
forget its former states: it is enough that, in recalling these states, it does not set them
alongside its actual state as one point alongside another, but forms both the past and
the present states into an organic whole, as happens when we recall the notes of a
tune, melting, so to speak, into one another. Might it'not be said that, even if these
notes succeed one another, yet we perceive them in one another, and that their totality

- may be compared to a living being whose parts, although distinct, permeate one
another just because they are so closely connected?*

This does not mean that we have a simultaneous apprehension of past and present, for this
would introduce space into temporal duration:

We here put our finger on the mistake of those who regard pure duration as something

similar to space, but of a simpler nature. They are fond of setting psychic states side

by side, of forming a chain or a line of them, and do not imagine that they are.

introducing into this operation the idea of space properly so called, the idea of space in

its totality, because space is a medium of three dimensions."
When a character such as Molly Bloom recalls her past, she is not disrupting the flow of
duration. Neither do abrupt changes in topic result in a spatial arrangement; these shifts reveal
the interpenetration of her states of consciousness, not the juxtaposition of spatial units of
thought. Joyce represents duration when he shows us these movements of his characters’
minds and is not employing spatial form. But there are, as we will see, abundant and
prominent spatial patterns on the level of form that noticeably contrast with this duration.

Temporal flow and spatial patterns are in fension, with one continually undermining

the other. Formal patterns expose the limitations of duration, but what this reveals about

duration is not immediately clear. Does it show that duration is not real, that it cannot be

represented, or that it is not desirable? This question will be explored in the next chapter, but

3Bergson, p. 100.
' Ibid., p. 103.
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for new it is sufficient to recognize the tension between the flow of the mind and formal

patterns. While space brings duration into question, the latter is not so impaired that it
cannot, in turn, expose the artificiality of spatial patterns. But these patterns are not shown to
be false, as Robert Klawitter believes. They are an integral part of the text that cannot be
merély dismissed; moreover, readers contribute to these patterns as they realize them in their
minds, with the result that the spatial patterns gain credibility and cannot be easily confined to
Bergson's world of "unreality.” These pafférns‘cal] im,o_q‘uestion the Bergsonian du;ation as
much as they are themselves undermined. |

This tension between time and space is resolved oﬁ the level of character. Both Stephen
Dedalus ‘and Molly‘ Bloam are unable to fuse time and space b_ut instead understand or
experience only the extremes of pure ten}poral flow and timeless paiterns. The reader, by
contrast, resolves duraiion and spatial form and is éble to see the immanence of all types of
spatial pattern in time (although, as we will see, this resolution is incomplete in "Penelope,”
which consequently looks forward to Finnegans P'Vake). Time and space on the level of form,
which is understood by the reader alone and is clarified during the act of reading, illuminates
time and spéce‘as content in these chapters.

Because separate consciousnesses cannot be demarcated in Finnegans Wake, this
def ix:mion of form and content will not help us to understand the relationship of time and space
in the work. Rather than distinguish between form that we perceive and content that the
characters can also recognize, we must draw a distinction between Iinguistic signifiers and their
referents or signifieds. {The form of the work is its sound, the almost tangible signifiers that
are significant objects in their own right, while its content is the elusive referents of these
signifiers. By contrast, numerous commentators have argued that there is a merging of form ’
and confem in Finnegans Wake. The first to emphasiz-e'this quality was Samuel Beckett, who

wrote in 1929 that "Here form is content, content is form";** more recently, B. R. Gluck has

5Samuel Beckett, "Dante. . .Bruno. Vico. . .Joyce," in Samuel Beckett, et al., Our
Exagmination Round his Factification for Incamination of Work in Progress (London: Faber
and Faber, 1929), p. 14.
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argued that form and content in Finnegans Wake are "éynqnymous."" However, by disrupting
meaﬁing, Joyce has not fused form and content but has instead forced them apart. Our task is
to join them, and as we try to do so th;: relationship between form and content becomes
clarified.®’ |
Finnegans Wake is characterized by an unresolved and unreso{vable tension between
time anfl space. Thére is, on the one hand, an almost overwhelming fluidity in the book, for
Joyce's distortion of. }anguage transforms words into sounds that continuously flow together.
In Labcobn, Lessing speaks of the "signs” of poetry, his temporal medium, as "articulate
‘sounds" rather than as words:* because sounds are articulate or jointed, they seem to
constitute a continuous stream that cannot be disrupted but is superficially divided wheh we
typographically separate words. Joyce's Finnegans Wake shows this quality in the extreme,
for the sound flows in an unstoppable surge. But we try to sei)arate distinct words and find
their referents, and we seek spatial patierns of internal reference in an attempt to discover what
is of importance in the confusion of lhnggage. However, the patterns that emerge in time can
nevel become complete or even achieve stability, and, conseque’ntly,' we are engaged upon an
unending tempofal quest. The flow of words and our anticipation of finding internal reference
draws us onward, but our desire for spatial forrﬁ is largely ‘f‘mstrated: we cannot find a pattern
that exists outside time, but instead only find conrieétions that are\contipually modified as we

proceed in time. Spatial order, then, is the goal that sustains our quest, but this goal is never

N

, l6Barbau'a Reich Gluck, Beckett and Joyce: Frzendsth and Fiction (Lewxsburg Bucknell
University Press, 1979), p. 106.
71t is interesting to note that while Beckett insists that form and content are the same in
Finnegans Wake, his reasons actually support the argument that the two are separated. He
contends that, , ’
Here form is content, content is form. You complain that

this stuff is not written in English. It is not written at all. It is not

to be read—or rather it is not only to be read. It is to be looked at

and listened to. His writing is not about something; it is that

something itself (p 14).
Beckett suggests that the word is an important thing in itself, w1th\aura1 and visual qualities,
and, consequently, the word (i.e. form) has or is content. But thls prominence of the word in
fact serves to separate the signifier from its signified, or form f rom content as we will see m
the third chapter.
#'Lessing, p. 55.
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reached; signifiers are never conclusively joined to signifieds and stable patterns of meaning
cannot emerge. A seeming. connection bgtween time and space is illusory and continually
hindered: a temporai r:eading never yields stable patterns which escape the flow ‘of time that
contmuallv changes whatever shapes we discover.

It might be argued that anegans Wake can. be percelved as a whole. The book, of
course, ends where it begins, with its final sentence f’lowing bagk to the opening words. This
gives the book the spatial design of a circle: Finnegans Wal‘ce‘ appears to be autonomous, a
self -contained and limited pattern of internal reference that can be imagined spatially as a
whole. I;ut two objections must be made. One is that this sirﬁultaneous apprehension which
pr’oduces the dominance of space over time can occur only in' theory . In practice, we a}é bound
. by time, for our temporal quest does not lead us to a spatial apprehension of the Whole. Like
many cCommentators, Northrop Frye recognizes that the rea&er of Finnegans Wake is engaged
upon a quest, but he fails to recogpize the significance of the practical impossibility of
successfully acduiring a simultaneous, spatial apprehension'. In "Quest‘and Cycle in Finnegahs
Wake," Frye makes a general distinction between the cyclical order of nat'ur‘e, which ié “the

<

hero's world, " and the quest, which is "dialectic” or upward-moving,"’ and he asks,

Who then is the hero who achieves the quest”‘ It is not Shem, for here as in
Ulysses the artist is part of the cycle, and Joyce's view of him is detached and ironic.
It is not HCE, nor Shaun, nor even Finnegan, who never does wake up even if HCE
does. Eventually it dawns on us that it is the reader who achieves the quest, the
reader who, to the extent that he masters the book of Doublends Jined, is in a position
to look down on its rotation, and see its total form as something more than
rotation.®® '

"To the extent that he masters the book": this is a crucial point, the implications Otf which Frye
does not see, for it radically influences the role of the reader and the relationship between time
and space in Finnegans Wake. Frye seems indifferent to his own qualification, for he still

speaks of the reader as"'a "hero” who "achieves the quest.” This betrays excessive confidence

in the reader, who is more ideal than real in Frye's conception, and it suggests that Frye

¥Northrop Frye, "Quest and Cycle in annegans Wake," in-Fables of Identity: Studies in
Poetic Mythology (New York: Harcourt Brace Jovanovich, 1963), P. 261.
oIbid., pp. 263-4; Frye's emphasns
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believes the book is masterable: Frye both elevates the réader and diminishes the reader’s task.

But a spatial, simultaneous apprehension can, in practice, never be achieved. As a result, time
and space necessarlly remain at odds: no matter how long we proceed in time, a spatial

conception of the book cannot be attamed« space remains the ideal that is in tension with our

~

temporal quest.

The second objection is related to the first. Finnegans Wake is not, strictly speaking,-

circular. More precisely, the text as object is circular; but as a text that involves its reader, it
assumes a very different shape, which again shows that time and space in Finnegans Wake can
be -understood only if we consider the reader. When this is done, it is evident that Finnegans
Wake should be envisaged not as a circle but as a coil Lhat has no perceptible beginning or end.
Each new reading is not a rereading of the same text, as a circular model suggests, but is

instead a new and different reading. Il goes beyond and modifies an earher ‘reading and is

consequently unique; it does not lead us within reach of a simultaneous apprehens;on of a -
N . T

limited, circular text but instead emphatically reveals that a complete spatial aphrehensﬁdn of
the text is an unat;ainable ideall. When we describe Finnegans Wake as a coil, this important
temporal dimension of the rereading is illustrated. The spatial dimension is still present,
though, and in two ways: first, a quest through time is necessarily a quest across space becahse
of the unavoidable spatial dimension of time (which was noted earlier in the discussion of

Bergson's distinction between time, which is spatial, and pure duration); secondly, and more

importantly, the spatial dimension is present as an ideal that escapes time or contains time
v - . ’

within it. But time predominates, as this image of the coil suggests, during the activity of .

reading. The coil traps us in time; a circle, the ideal, exists in space and is complete, outside

time.

ol

One might object th’at‘. Finnegans Wake abounds with spatial patterns that seem stable.
We find, for instance, the four-fold division of the text that corresponds to Vico's four stage

cycle of history; there aTe numerous archetypes or paradigms that emerge as we read; and there

-

is an intricate, spatial web of mterconn\ected phrases images, and concepts. But ths

A¢]
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abundance of thc spatial designs helps undermine them, for it means that none is reliable or
authoritative. Their complexity alone is not problematic, for, as was noted earlier, a reader of
literature can often ébstract an order-giving pattern at the expense of detail. The crucial point
is that none of the patterns is stable: they are constantly rr{odified in time and none is given
priori‘ty in a hierarchical order. Even the Viconian patterns are more problematic than
problem-solving and are neither stable nor dominant. 1 do not ir{tgnq to suggest, though, that
the spatial patterns of Finnegans Wake are entirely undermined becajise of their plurality.
Robert Klawitter argues, as we have seen, that Joyce parodies all spatial thought in order to
indirectly assert the primacy of duration, but his case is too extreme. The spatial patterns are
in tension with durational flow, not undermined by it; the idgal is only partially mocked
because it is unattainable. Once again, we see that the problem is less the abundance of
perspectives than their instability: there are only two fundamental kinds of perspectives, the
spatial and the temporal, and their instability arises: because they continually undermine one
another. Rather than try to make sense of each spatial design, we must fiist understand this
tension between tempor‘al flow and spatial pattern in Finnegans Wake, for what thgse
numerous patterns have in common is their relationship to temporality. This connection will
be explored in detail in the third chaptevr: for now, my concern is to firmly establish the
relevance of the reader’s temﬁoral reading and active construction of pattern to the temporal
: Ja_.nd spatial qualities of the text. It is in the reader's mind that this tension between time and
space is realized, and this tension is the means by which the text is sustained and becomes
comprehensible.
" Wolfgang Iser desc;ib:; Ulysses inzterms that are, to some extent, comparable 10 tho,se—.—‘
I havg found appropriate to Finnegans Wake. In "Patterns of Communication in Joyce's
Ulysses," he argues that the reading of Ulysses
is a quest which brings to the surface the possiblity of any number of findings. Thus
it is possible to discover many different 'pictures’ of the everyday world, but they will
never converge into a defined picture—and it is this very fact that compels the reader
to continue his search. Even though he will never find the object of his scarch, on his

way he will meet with a vast array of possible conceptions, through which the reality
of everydayv life will come alive in a corresponding number of ways. As these
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conceptions are not joined together, every picture'remains representative of no more

than one aspect of reality. . . . [T]he aspects of reality that group tupether into a

'picture" are continually merging and diverging, so that the reader can experience that

reality as he goes along, but being thus entangled in it he can never hope to encompass

it all.” \ '
Iser's argument is q ‘onable. The meaning of Ulysses is not, as he suggests, indeterminate
but is instead constrained to a substantial extent. I have arg'ued that formal patterns of time
and space have an ironic plirpose that serves to restrict meaning, and the following chapter is
devoted to an exploration of th‘is proceés in two sections of Ulysses. At that time, I will
elaborate upon Iser's view of "Proteﬁs_" and "Penelope” and hope to show that i‘t is his
conception of the reader which has led him astray.

But Iser's argument should not be put aside so readily, for the under]ying spatial
metaphor in the above quotation illuminates the spatial quality of Joyce's writings. When Iser
speaks of the "many different 'pictures'” which "will never converge into a defined picture,"”
his placement of "‘picture" in guotation marks suggests that he is aware of its figurative
quality. -But he does not considér the suitability and implications of this metaphor nor point
out that it is spatial in character. The metaphor is cruc?a] to his argument and weakens his
. conclusions. A piéture is a spatial construction that has considerable cohesion; in particular, a

single, "defined" picture, unlike "many different 'pictures,'" is inherently unified. Iser's
metaphof reveals that he demands a greater degree of spatial coherence than does Josgph
Frank. As was noted earlier, Frank does not suggest that the space of literature is like the
N )
space of the visual arts: while Giovannini accuses him of mistaking the two, it is clear that
Frank does not envisage a single, spatial image or picture but instead uses the term "spatial” to
describe a web of internal reference that must be imagined as occupying space. Almost no text,
Ulysses included, constitutes a unified picture, but it can be grasped as a spatial pattern. Once

we reject Iser's implicit understanding of the spatial quality of a text in favour of Frank's, we

can find that reading Ulysses is not an unsuccessful quest but instead is a more structured

""Wolfgang Iser, "Patterns of Communication in Joyce's Ulysses," in The Implied Reader:
Patterns of Communication in Prose Fiction from Bunyan to Beckett (Baltimore: The Johns
Hopkins University Press, 1974), pp. 232-3.
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activity.

Reading Finnegans Wake, by contrast, can be described as an unsuccessful quest. But
this is the case not because pictures fail to "converge into a defined picture,” for.the reader
does not expect to find such cohesion. If the reader does not seek this unity, what propels the
act of rcading? Iser suggests that it is our failure that prompts us: it is "this very fact” of
failure that "compels the rcader tQ‘ continue his search.” But why does the reader not give up
or diminish the goal of unity, wander aimlessly or become content with onc of the "many
different 'pictures'"?- It is the relationship between iime and space which is the key to the
reader's persistence. When I analyse Finnegans Wake in the third chapter, I will show that
Joyce continually taunts us with the possiblity that spatial patterns can be found, with the
result that we pursue a goal through time rather than wander aimlessly. By exploring the
implications of Iser's spatial metaphor and placing it in the larger context of time and space in
Joyce's works, we can see that lser overest:~ates the reader's freedom. Meaning is more
constrained in Ulysses than lser contends, and his understanding of the reader's role does not
even suit the more plural Finnegans Wake.

My emphasis upon the reader's role is by no means intended to suggest that the reader
may simply impose interpretations upon Jovce's works. The reader is active but not entirely
free, for the text acts to constrain all but the most uncooperative of readers. Joyce's texts
demaﬁd a particular kind of reader; one who attends to the temporal and spatial qualities of
form, and the reader with which I am concerned is, in part, this ideal reader that is demanded
by the text. When reading Ulysses, he or she accepts an ironic perspective upon the charac[eré'
understandings of time and space, and the reader realizes.the tensions between time and space
in Finnegans Wake. However, this reader is not only ideal but is also a moe{el of an actual
reader who has a limited capacity to perceive patterns and cannot, for instance, achieve
simultaneous apprehension. Here we should recall the reader implicit in Joseph Frank's
discussions of spatial form. Frank, we found, envisages an idealized version of actual readers

and thus creates a balance between the reader required by the text and the practices of actual
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readers. If we accept z;nd expand this model that is implicit in Frank's criticism, we can
establish a close connection between text and reader.

One of the dangers of spatial form is that the connection between juxtaposcﬁ parts of a
text may be so unclear that the reader has a confusing freedom of interpretation. Joyce avoids
these problems by. constraining the activity of the reader, and how he does so is best illustrated
by contrasting Joyce with T. E. Hulme, who does not a\;oid these difficulties in his poetic
theory and practice. In Hulme's work, as in Joyce's, spatial form is in tension With the flow
of time. Hulme accepts Bergson's conclusions that the flow of duration constitutes reality,
although Hulme sees this flow as an aimless flux and as a property of the objective world
rather than as a desirable quality of the human mind, and he érgues that the task of the poet is
to isolate spatial images from this flux that characterizes reality. These images are then
juxtaposed in space: they are placed side by side, without causal or chronological connection,
so that a deeper relationship will emerge. According to Hulme, "Two visual images form what
one may call a visual cord. They unite to suggest an image which is different to both."? &By
fusing these images, the poet creates a spatial order that contrasts with the flux of time. |

Hulme supposes that the reader will be able to grasp the connection between the
juxtaposed images.'v He calls the reader the "unexpressed author,"?® which is the case because

-~ the f us;n of images that takes place in the aufhor‘s mind also occurs in the reader's. Both
k. ert and reader respond, in the same way, to the images that have been isolated from the flux,
with the result that the poet has "Sympathy with [the] reader as brother.” The foundation. of
this-concurrence is a latent similarity between poet and reader: "all the effects that can be
produced by the literary man,"” Hulme argues, ". . .are to be found dormant, unused in the
reader, and are thus awakqned." What is dormant in the reader is a "half-forgotten
"impression, "** which the images of a poem bring to full consciousness. What matters, Hulme
believes, is that a poet could "pick out one element which‘ is really in all of‘ us, but which before

*2T. E. Hulme, Further Speculations, ed. Sam H:nes (Lincoln: University of Nebraska
Press, 1955), p. 73.

931bid., p. 93; Hulme's emphasis.

“Ibid., p. 94. ' '
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he had disentangled it, we were unable to perceive. "’

But what constrains the response of the readci? The relationship between juxtaposed
images is uncertain, with the result that readers have a puzziing freedom iwhen they read a
poem. The juxtaposcdlimages do not have a causal or chronological reiation that can be
discovered through reason; instead, Hulme suggests that the connection between images is
perceived intuitively and leads to an emotional response. It follows that the readers'
understanding of the poem will depend more upon their own emotions and the nature of their
"half -forgotten impressions” than upon qualities inherent in the poem. In practice, Hulme
overcomes ‘this problematic vagueness by giving a narrative context to many of his poems,
which permiL‘s us to reconstruct acausal-chronolo’gica] relationship.between the juxtaposed
images. This context also enables us to infer the presence of an authgf\‘, who perceives the
images, with the result that the images do not directly provoke an emotiogal response in the
reader but are mediated by the implied author. We sense that a creator has aétivgly discovered
images in the flux of time and has placed them side by side in His or her art. This relationship
between spatial form and time is comparable to that which we find in Ulysses: in both cases,
the relationship between time and space is understood by comparing the spatial and temporal
qualities of form with the spatial and temporal qualities of content. If Hulme's juxtaposed
images were perceived immediately by the reader, SO that an intuitive, emotional response
would result, form would not be visible or mediate, with the result that the crucial relationship
between the flux of time and the spatial form of the poetry woﬁld pass unpcrceive:\’" Itis ourv

. L

consciousness of the implied author and his transformation of experience into art which
“constrains our activity of interpretation and prevents spatial form from becoming aimless.

Hulme's theory leads to another problem in practice, one which illuminates Joyce's
technique in Finnegans Wakg. ‘As was noted earlier, Hulme believes that poetic images shoﬁld
"make an immediate impression upon the reader's mind. If this is to be achieved, Hulme
suggests, languaée must be fresh, precise, and pure. What. this means is that the poet must

T. E. Hulme, Speculations: Essays on Humanism and the Philosophy of Art, ed. Herbert
Read (London: Routledge and Kegan Paul, 1924), p. 150.
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avoid worn-out words and the "vain decorative and verbal images of the ordinary poets"’*.in
favour of _wordo which directly convey the essence of an object. Words should be transparont,
creating an image of the objcct to which they refer, and should not be perceived as things in
their own right with unique qualities of sound; according to Hulnle, "This new verse resembles
sculpture rather than music; it appeals to the eye rather than to the ear."’ In short, Hulme
seeks to fuse signifiers With their referents or signifieds. One consequence of his reluctance to
see words as things is his failure to acknowledge their histories. He assumes that they can .be
purely immediate, stripped of all past meanings and connotations and directly convey their
referents. As a result, he fails to control these secondary meanings and they contribute to the
vagueness of the connections between images that are givon spatial form. In Finnegans Wake,
as we have seen, Joyce separafes signifiers and signif ieds (or f orm from content) rather than
assumes that they can be fused. It is ‘true that he does not control the meanings and
connotations of words: but the activity of readers of Finnegans Wake is constrained becausc
their goal is to reunite signifier and signified. The goal cannot be achieved, but it nonetheless
provides a strong sense of direction. Hulme's reader, by contrast, wanders aimlessly in the
spaces between his juxtaposed images.

I have argued that the reader of Finnegans Wake is engaged in a temporal pursuit of
spatial patterns. To use more suggestive terms, the reader is seeking an origin, something
stable that is beyond time. This origin is either a pattern of internal reference that is within
but Superior to time, an origin that existed before time, or a paradigm that transcends time.
The reader seeks, but can never find, an origin that is not subject to constant, temporal
revision. This unsuccessful 'pursuit of an ‘origin has obvious affinities with the
deconstructionist critics' necessarily unsuccessful search for a ground or origin. Time dops not
permit a detailed exploration of these affinities, but it is important to briefly note the
resemblance between qualities inherént in F innegans Wake and the activity of deconstruction.
Finnegans Wake is an almost ideally plural text, for it has no stable pattern that has priority

s*Hulme, Further Speculations, p. 90.
v Ibid.; p. 75.
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and would constitute a center, and, as was noted carl‘vf'er, it 1s problematic less because of the
abundance of patterns than because of their lack of stability and dominance. Instead of a
centered sm-lcture, we find an cruption of language, a world consisting of unstable linguistic
signifiers. Jacques D_errida’s insistencg that there is nothing beyond languagé is clearly
applicable to Finnegans Wake: as we have seen, Joyce separates vsignificrs from signifieds, with
the result thaﬁt we are overwhelmed by signifiers that have no stable, dominant referents. While
it seems obvious that Finnegans Wake is inherently deconst;ued, one must be careful to avoid
hasty conclusions. Margot Norris, for instance, uses post-structuralist terms to describe
Finnegans Wake, but she does not show that 'the book lacks a center: while she states that "In
th‘e course of several chapters, I have ‘examined this lack of certainty in every aspect of the
work," she does not prove that this uncertainty arises because Finnegans Wake is decentered
rather than merely ambiguous.”* The key to proving this point lies in an exploration of time
and space in Finnegans Wake, for the lack of stability in the work depends upon the tension
between spatial pattern and temporal flow, which undermines both and upsets all ways of
centering the text. The relevance of this approach becomes even more clear if we consider the
deconstructionist critics' underlying concern for time and space. Réference is, of course, said
to be "deferred,” meaning that it is continually pos;ponéd in time. The goal of this temporal
quest for a signifier with priority is often described by a metaphor that is spatial: J. Hillis
Miller, for instance, speaks of the desired "ground” (and of its absence as an "abyss").”* .

Similarly, the reader of Finnegans Wake seeks, in time, a stable spatial pattern that contains or

*"Margot Nortis, The Decentered Universe of Finnegans Wake: A Structuralist Analysis
(Baltimore : The Johns Hopkins University Press, 1974), p. 120. Norris, drawing mostly upon
Jacques Derrida's early and crucial essay, "Structure, Sign, and Play in the Discourse of the ‘
Human Sciences, " applies Derrida's terms and key points to Finnegans Wake. While she notes
the resemblance, she does not adequately justify this procedure. The problems in her analysis
arise because in most of her book she does not apply deconstructionist theory but instead draws
upon psychoanalytic/mythological concepts and upon structuralism; at the end of her study,
she tries to move from structuralism to post-structuralism but cannot complete the transition.
Norris's confusion of method is apparent in her title, for she speaks of Finnegans Wake as

" Decentered, " thereby implying that she will use deconstructionist techmques but at the same
time promises " A Structuralist Analysis."

»For example, in J. Hillis Miller,- "Stevens' Rock and Criticism as Cure," The Georgia Review,
30 (1976), 5-31 and 330-48, passim.
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transcends time. Textual justification of this poini will be given in the third chapter; for now,
my purpose is largely to show that co,nclusions- comparable to those of theorists of

. deconstruction can be reached using a model of the reader superior to the model most often
employed by [hé deconstructionists. ‘

Deconstructionist critics, most notably Jacques Derrida, decenter the reader as well as
the text. In his influential article, "Structure, Sign, and Play in the Discourse of the Human
Sciences," Derrida cites, as an example of the "radical formulation” of decentering, the
"Freudian critique of self-presence, that is, the critique of consciousness, of the subject, of
self -identity and of lself-proximity or self -possession. "!°° Wﬁen he later states that "I don't
believe that there is any perception,”'® he denies a subject/object distinction; this has
implications for the reader, for it suggests that there can be no separation of the reading
subject and perceived text. The reader, consequently, cannot act as a center.

The reader is thought to have two typeg of response to a text. First, he or she
experiences the emotional response of joy. In After the New Criticism, Frank ‘Lentricchia
argues that "this shift to affective rhetoric succeeds in generating a subject-object model (with
psychologistic nuances) for the relationship of reader and text markedly similar to the one that
operates in traditionalist thought."*** However, the&deconstructionists never foolishly argue
that the reader can have no physiological-psychological qualities; they instead deny that the

reader can act as a stable ground. Roland Barthes's understanding of response is comparable

.

to Derrida's, for, as Jonathan Culler points out,

. . .[Barthes] needs a way of speaking that takes account of the empirical fact that an .
individual can read and enjoy Satext and that however stereotyped or generalized his
subjectivity, certain experiences are best treated as his. The notion of the body
permits Barthes to avoid the problem of the subject: appealing to "the given that
separates my body from other bodies and appropriates suffering or pleasure to it,” he
emphasizes that he'is not talking about subjectivity.'®?

100] ycques Derrida, "Structure, Sign, and Play in the Discourse of the Human Sciences,” in The

Structuralist Controversy: The Languages o f Criticism and the Sciences of Man, ed. Richard

Macksey and Eugenio Donato (Baltimore: The Johns Hopkins University Press, 1970), p. 250.

1 0bid., p. 272,

19?Frank Lentricchia, After the New Criticism (Chicago: University of Chicago Press, 1980), p.

185. - . :

103 Jonathan Culler, Barthes (Great Britain: Fontana Paperbacks, 1983), p. 94.

Q
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Like Barthes's Jjouissance, the joy that Derrida perceives does not require a centered subject.

The deconstructionjst critvics also recognize a cognitive responsc, but, like an, emotional
reaction, {dt is essentially pass.ivc. J. Hillis Miller argues that the critic "repeats’ a
deconstruction that "the text performs on itself " 104

The deconstruction. . .annihilates the ground on which the building stands by showing

that the text has already annihilated that ground, knowingly or unknowingly.

Deconstruction is not a dismantling of the structure of a text but a demonstration that

it has already dismantled itself.'®*
Miller's point is that deconstruction is inherent in language because the linguistic >system is
bésed on difference (as Saussure pointed out). Miller minimizes the role of thc.feader in orc_ier
to stress this characteristic of the linguistic system; the reader envlisaggd by Miller does not
destroy the text but is instead Subservient to language. Moreover, because the rc.adcr does not
actively deconstrue the text, a subject/object distinctio‘n is not required and there is
consequently no danger that the reader will be seen as a center.

Like the deconstructionist critic, the reader of Finnegans Wake pursues an origin in
vain. But Joyce's reader is more active Lﬁan the essentially passive critic eﬁvisagé‘d by the
deconstructionists. To allow for a more active reader is not necessarily to est-hlish the reader
as a center, for as long as the reader is in no way given priority, the pluz v he text will
not be limited. Deconstructionists decenter rather than ignore the structures.that permit

interpretation (Derrida argues that he is.not "doing away with all boundaries” but instead

shows how a text is "making them more complex, dividing and multiplying strokes and
\

.
i
»

lines, "' so that plenitude becomes absencc; the absence of a center); as a result, the reader
may belong to a decentered structure. and is active without closing a text. The
" deconstructionists have unnecessarily minimized ti.. role of the reader: their own theory allows

for a more active reader, such as the one required by Joyce's text.

1o4Miller, p. 333.

105 1bid., p. 341.

19¢Jacques Derrida, "LIVING ON: Border Lines,” in Harold Bloom. et al., Deconstruction and
Criticism (New York: Continuum Publishing, 1979), p. 84.
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I have touched on deconstruction in part to show that the reader cannot be ignored no
matter how Joyce's writings are analysed. A reader-oriented approach to questions of theme
and technique in Ulysses and Finnegans Wake is, of course, only one of several possible
methods, but the reader can never be entirely forgotten. 1 have considered a wide variety of
approaches in this chapter in an attempt to show that each can help us to comprehend time and
space in Joyce's wdrk, but only if we understand the assumptions about the role of the reader

that underlie them. The New Criticism that influenced J oseph Frank, Lessing's poetic theory,

the formalism and proto-structurélism of the Russian Formalists, Frye's mythopoeic criticism,
| Hulme's imagism, and deconstruction: all contain assumptions about the reader which may
strengthen (but more often weaken) the explicit foundations of these methods. Moreover, the
wide range of the critical approaches that I have discussed reveals a fu'ndamemal cohesion in
critical theory and the need for a cautious eclecticism when approaching a gi'\fen problem of
interpretation. Time and space in the later writings of James Joyce cannot be fully understood
if we severely narrow our approach. But one method can assume dominance in response to the
nature of the- particular problem to be exélmined. Time and space, because they are so
intricately connected with the time of reading and the reader's spatial imagination, are best

approached through a reader theory, but .one which is not detached from other critical

: A

concerns.

In the following chaptefs, I will examine ‘sections of Ulysses and Finnegans Wake.
While this general discusssion should be kept in mind and I hope to reveal a close relationship
between theory and practice, a slight separation between this background and the following
practical analysis is essential. This is the case for two, related reasons. First, the relationship
between Lirr;e and space that I will discuss should emerge from the text and not be overly
influenced by extra-textual knowledge. ‘We have seen the danger of such a bias 1n the criticism
.of Kumar and Klawitter, who apparently assume that Bergsonian ideas are important in
Joyce's Ulysses and Finnegans Wake because of the historical importance of Bergson's

thought. Secondly, my purpose in this. chapter has been to examine the role of actual (but
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slightly idealized) readers. Consequently, I intend to show the conclusions that emerge from
the activity of reading and do not seck to distort the texts by imposing an unrealistic model of
the reader. This theoretical discussion should illuminate, but not overpower, the relationship

between time and space that emerges as we read.



B. Ulysses: Time Resolved with Space

In the first chapter, I promised to explore the refationship between time and space in“
Ulysses by closely ana]ysiné two chapters, "Proteus” and "Penelope,” in which these
dimensions are especially prominent. Time and space are not, for the most part. atypical in
‘these chapters, but they acquire unusual importance and clarity because of the characters’
failure .to understand their interaction. Our superior comprehensioﬁ arises through our
awareness of form and of our own activity of reading: we discover spatial patterns during our
temporal readings and come to recognize that time and space are productively fused on the level
of form. The dimensions are clarified not by explicit statement but rather through our own
active comprehension of the formal qualities of the chapters. I will look at "Proteus” and
"Penelope” successively father than together, for the latter is unique and. problematic because
the resolution of time and space is incomplete.

"Profeus" is a variety of stream of consciousness narrative in which Joyce presents the
yer_balized thoughts of his character. We learn about Stephen's sensations, but only indirectly,
through' his mediating mind. Because Stephen speaks to himself, Joyce avoids the diffi;:ult'
ﬁroblem of whether and how duration can be represented in language: Stephen's states of
consciousness are predorhinantly linguistic in character, so that there is no tension between
du%ro'n, which Bergson argues is independent of space and spatia! time, and the ‘"space-logic"
of language. ‘While Bergson contends that the exp.erience of duration is "inexpressible”,'*’ the
artist is able to give it representatior;: Or, more precisely, Joyce does not represent duration by
transforming it into language: the flow is already in linguistic form and is therefore not
falsified by woids.

Duration is not in tension with language, but it is brought into 'question by another
kind of space-logic. For contrasting with Stephen's fluidity of mind are the formal patterns of |
the chapter, which are various in nature. Most striking are the frequent distuptions of the flow

of Stephen's mind by the comments of an elusive, unidentified narrator. This abrupt change

1°7Bergson, P. 129.A
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of voice can be described by Joseph Frank's term "spatial f ormt“ for ‘the narra{or' upsets the
temporal flow of the c\haptéf and -cannot be explained away as part of the causal-c.hronological
story that serves as the basis of piot. We\must. consequently, find a more tompl_ex relationship
between the two voices that is, figuratively speaking, spatial. Another spatial element of the .
chapter-is its affinity with Homer's Odyssey, which is only implicit but none_thelesé constitutes
a crucial juxtaposition of past and present. As we will see, Joseph Erank's description of the
spatial quaiity of myth is relevant to this aspect of "Proteﬁs": "Past.and presem." Frank
argues, "are apprehended spatially, locked in a timeless unity that, while it may accentuate '
surface differencés, eliminates any feeliﬁg of sequence by the very act of juxtaposition."'®
These patterns in "Prcﬁeus" a?e undeniably ‘subtle and, consequently, are sometimes
overlooked. Wolfgang !ser makes this error when he argues in "Patterns of Communication in
Joyce's Ulysses" that” "Stephen's monologue has no consistent pattern."'* Iser does recognize
the Homeric parallel and, rightfully, questions its usefulness in our attempts to make sense of
"Proteus,” but he fails to perceive important shapes 4Lhat are inherent in the chapter,
particularly Stephen's shift from a space-dominated mind to one preoccupied by the flux of
time. The tension between duration and 'the spatial qualities of form have a counterpart in this
. )
dichotomy in Stephen's mind.

At the beginning of "Proteus,” Stebhen desires to escape the terﬁporal world by.
discéyering paradigfns that transcend time. He is inclined to see experienqéf;spatially, to group
similar instances together in an attempt to find their informing pattern. By doing so, he hopes
toover ¢ time: both the present moment., which confines Stephen to the physi;al world, and
the constraining flow of history- can be transcended, he believes, through the discovery of
archetypes or Platonic ideals. When Stephen closes hfs_ eyes as he walks along the shor;, he
tries to Teject the temporal, objective world and to establish the primacy of the patterﬁing
mind. In Ulysseseon the Liffey, Richard_ Ellmann argues that Stephen "makes the
experiment. . .of closing off the external world of space by shutting his eyes and living

1 Frank, 1963, p. 59.
19]ser, p. 208.
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altogether in the internal world of time,"'!® but the opposite is more accurate. Stephen does

© .
\

]7 .
not retreat into the internal world "of time" but rather into an internal world that can, through

.the power of the mind to discover spaifal archetypes, escape time. The physic = orld is. of

course, spatial, but its space is inextricably intertwined with the fléw of time: as Stephen sanys,
there is "A very short spéce of time through very~short Limes o mace."! It is important to
g : g
notice that space does not predomihate in the physical world, nor define it, as Ellmann
suggests.!'? But space can'dcy)'minate in the mind. David Lodge recognizes this qual(i'ty qf
Stephen's mind, although he calls it "metaphoric” rather thaﬁ spatial'. In The Modes of

Modern Writing: Metaphor, Metonymy, and the Typology of Modern Literature, Lodge makes a

distinction between metaphor, which is a vertical relation based on similarity, and metonymy,

" which is horizontal or contiguous, and he applies it to the workings of Stephen's mind:

Stephen's consciousness is essentially metaphoric—he is - constantly

transforming what he perceives, the world of contiguities, of nacheinander

(one thing after another) and nebeneinander (one thing next to another)

into other images and concepts drawn from his reading, on the basis of
1oRijchard Ellmann, Ulysses on the Li ffey (London: Faber and Faber, 1972),'p. 23.
111]ames Joyce, Ulysses (New York: Random House, 1961), p. 37. Subsequent page references
will be given in the text after each quotation.

I have chosen to cite te 1961 Random House edition because, as Hugh Kenner
observes, it "has become, faut de mieux, the standard text for critical citations” (Ulysses
[London: George Allen and Unwin, 1980], p..174), and it is, for instance, the edition cited in
the James Joyce Quarterly. While I have not given page references to the 1937 Boc.cy Head
edition, I have compared this version with the 1961 edition and have found that all quotations

- from Ulysses which appear in this chapter are identical in the two editions.
112] ike Richard Ellmann, Joseph Kestner sees the external world as predominantly spatial. In

The Spatiality of the Novel, Kestner quotes the first two paragraphs of "Proteus” and
concludes that, :

Although the novel is a temporal art form, the opening sentence is about .

the timeless world of the visible and the unavoidable presence of its

modality. In other words, before all there is space, a pure Einsteinian

relativity. All first knowledge is spatial. . . .In contrast to the first

paragraph, which concerns the spatial, in the second Joyce evokes the

- world of the temporal: "Stephen closed his eyes to hear." Since by closing _

his eyes Stephen both sees and hears, it is evident cne must pass through )

the spatial for the temporal to operate, and the temporal is not attained

except by the spatial. . . .Because of this space-time relativity, the

teuporal, the nacheinander or the successive, is less an object of fear than

the inescapable spatial, the nebeneinander (The Spatiality of the Novel

[Detroit: Wayne State University Press, 1978], p. 140.) -
It is not clear how this primacy of space constitutes "a pure Einsteinian relativity," nor is
Kestner's division between the first two paragraphs convincing. Most importantly, Kestner
fails to recognize the spatial qualities of Stephen's thoughts. |
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some perceived similarity or ironic contrast. The more insistently he does
this—the more substitutions he makes—the weaker becomes the chain of
combination and the more difficult it is for the reader to follow the
discourse. Thus "Proteus,” in which Stephen is actively.pondering the
metaphorical processes of the mind (and stepping up their power
artificially by closing his eves and shutting of one sensory channel to the
world of contiguities) is the most "difficult” of the first three episodes.'*
Lodge's point is strong, although it is preferable to replace the terms "similarity” and
"contiguity" with "spatial” and "temporal." While we can describe "both similarity and
contiguity as spatial, similarity shows a stronger, more figurative spatial " relation than
contiguity, which can be seen as a temporal succession within a spatial field. By referring to
Stephen's process of mind as spatial rather than as metaphoric, we can minimize a problem that
Lodge encounters. It is not possible to entirely separate metaphor and metonymy, and often
they are almost identical, for an attribute that stands for something (metonymy) also shows a

relation of similarity to it (metaphor), and the reverse is true is well.!** Time and space are also

intertwined, but their relation is clearer than that between metaphor and metonymy, and, in

addition, they can be more readity understood as opposite poles, which Lodge hopes to achieve

with his differentiation between metéphor and metonymy. Most importantly, by using the
terms "time" and "space" we can more fully relate Stephen's process of mind to the other

matters in the chapter, and we can go beyond the relatively narrow concept of metaphorical

_similarity to perceive a wider variety of spatial arrangements.

This 'spatial. quality of mind is the xﬁeans by which S‘tephen can assert his own
»importance in opposition to the external, temporal world. When Stephen places himself in a
paradigm, he denies his‘individuality but at the same time strengthen; his ego. His adeclaration
that "Wombed in sin darkness I was too, made not begotten™ (U 38) irhplies that he beloﬁgs to
a paradigm which includes Christ; compensatipng for his denial of heritage (or historical time)

and individuality (uniqueness at a point in time) is his role as a Christ figure. This paradigm is
WDavid Lodge, The Modes of Modern Writing: Metaphor, Metonymy, and the Typology of
Modern Literature (1thaca: Cornell University Press, 1977), p. 140.

4] odge's attempt to forestall this charge (pp. 76-7) by drawing upon the-arguments of
linguist Roman Jakobson is theoretically acceptable but is weak when it comes to the practice
of literary criticism. In other words, Lodge too readily broadens the application of the terms
"metaphor” and "metonymy."
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spatial in the same way that myth is spatial: past and present are juxtaposed so that causal and

chronological connections are absent or unimportant, and the paradigm is formed because of

the mutual reference of two juxtaposed instances, Christ and Stephen.

Stephen seems o realize that he cannot transcend time, although he resists this

knowledge and its implications. When he opens his eyes after trying to withdraw into the

spatial mind, he recognizes that the external world was "There all the time without you: and

ever shall be, world without end” (U 37). According to Richard Ellmann, Stephen's

recognition that the world continued while he shut his eyes shows that Stephen accepts and

prefers Aristotle's argument that form and matter, and time and space, are fused:

Stephen tests Aristotle's view of space and time by shutting his eyes. Will
the world empty if the perceiver blots it out? If so, the subjectivists and
ihe idealists are right. But he opens his eyes again and confirms Aristotle,
though he humorously summons a doxological rather than a peripatetic
phrase for the purpose: "See now. There all the time without you: and
ever shall be, world without end."'**

But Stephen's desire is for transcendence, and he is not easily defeated by the continuing

presence of the material world. The "subjectivists and idealists,” whom we can describe as

spatialists (rejecting Ellmann's insistence that Stephen retreats into the temporal world of the

mind) remain more congenial to Stephen. For Stephen seems to think. that if the physical

world that persists forever is the world of God, then Stephen can escape time by becoming a

*1Christ figure. With characteristic arrogance, he transforms time into space by finding within

the flow of experience archetypes that touch the temporal world but also transcend it. He sees

himself as the manifestation of an archetype, which means that he is the expression of the

timeless in time. But Stephen does not value this manifestation as a fusion of time and space;

he instead emphasizes the possibility that this raises of overcoming time. For Stephen is

seeking origins, ones. which exialain the puzzling flow of time and which are stable, standing

‘utside or before time. These origins are of various kinds, including his own origin ("One of

_ - sisterhood lugged me squealing into life. Creation from nothing” [U 37 and the origin of

Jumanity

SE]me.

wille" [U 38]). These different types are manifestations of the concept of
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origin, which again shows that Stcphcﬁ's mind tends to abstract spatial paradigms, . only is
Stephen's process of mind metaphorical, as David Lodge argues,''* but Stephen also uses this
method in an attempt to find spatial origins. These pattcfns emerge from time, but Stephen
desires 10 overcome time through them: he is aware of the interrelationship bem"ccn time a;ld
space but nonetheless seeks the unattainable goal of transcending time through space.

Stephen must close his eves when he tries 1o escape lime because perception belongs to
the physical, temporal world rather than to the spa[iél world of ‘his mind. Perception occurs at
a particular moment and place, for both the gbserving sﬁbject’and observed object are defined
in terms of thesc two coordinates of time and space. Subject and object, in other words, are
relative, and this intertwining hinders Stephen’s attempts to stand back and' perceive a timeless
pattern. Consequently, purely spatial patterns are discovered only when the mind separates
itself from the external world, as is the case when Stephen closes his eyes and becomes
self-absorbed. The link between subject and object, which exists in time, must be broken
before spatial patterns can be apprehended.

Liké Stephen, the rcader of "Proteus” attempts to discover spatial patterns that
‘transcend the confusing flow of time. As we read, we try to stand back from the text and find
a spatial ordef that makes sense of the stream of Stephen's consciousness. Joyce hinders our
ability to do so because we, like Stephen, are enmeshed in tt}e complex relationship between
subject and object. While Stephen closes his eyes, immersing himself in his mind at the
expense of external objects in order to acquire a spatial apprehension, the readcr has a more
difficult task and sees as simplistic Stephen's attempt to shut out the temporal world in'ipfx..\/our
of his spatial mind. Joyce's narrative technique makes us question .our own relationship as
subjects to the text as object, with the result that our ability to give spatial order to the

confusing temporal flow of the chapter is undermined and we become aware of the tension

between time and space.

11¢]odge discusses the metaphorical processes evident on pages 34-5 of Ulysses in The Modes of
Modern Writing, pp. 140-1.
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The third person narration that frequently interrupts Stephen's thoughts has unsettling
consequences for the reader and hinders the perception of spatial pattern. The narrator's
comments are not clearly distinguished from Stephen's thoughts, and this confusion of voice
cnmeshes readers in the text and upsets their own relation as subjects to the text as object. The
narrator's voice is not fully distinct, for the content of his statements could easily have been
presented by Stephen and, moreover, the observations of the narrator are often closely related
to the thoughts of Stephen that precede and follow. This lack of differentiation of content is
accompanied by an ambiguous use of pronouns that often makes it impossible to determine at
what point the voices switch. When, for example, the statement that "You are walking through
it howsomever" (U 37) follows an obvious intrusion by the narrator, it is not immediately clear
whether the narrator is addressing the reader or Stephen or whether Stephen's voice has
returned and he is speaking of himself as object. We may eventually choose one possibility,
but not before we confuse the relationship between the narrator and Stephen, his object, and
wonder about our own position with regard to the text. The distinction between voices is again
unclear when we are told that,

The grainy sand had gone from under his feet. His boots trod
again a damp crackling mast, razorshells, squeaking pebbies, that on the
unnumbered pebbles beats, wood sieved by the shipworm, lost Armada.
Unwholesome sandflats waited to suck his treading soles, breathing
upward sewage breath. He coasted them, walking warily. A porter-bottle
stood up, stogged to its waist, in the cakey sand dough. A sentinel: isle of
dreadful thirst. Broken hoops on the shore; at the land a maze of dark
cunning nets; farther away chalkscrawled backdoors and on the higher
beach a dryingline with two crucified shirts. Ringsend: wigwams of
brown steersmen and master mariners. Human shells.
He halted. I have passed the way to aunt Sara's. Am I not going
there? Seems not. No-one about. He turnc' ' theast and crossed the
firmer sand towards the Pigeonhouse (U 40- 7).
Even in the first sentence, which is obviously spoken ir. the tuird ~zrson, elements of the first
person p'oint‘of view are evident: the "grainy sand" movces, rather than Stephen, which
establishes Stephen as the center of perception; the past tense of "had gone" suggests that our

concern at the moment is primarily with Stephen, and the absence of any indication of where

the sand has gone again shows that Stephen is the focus of attention. The next sentence is also

~ <
h
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in the narrator's voice, but the allusion to Shakespeare ties the statement to Stephen's similarly
allusive thought five lines earlier''” and thus blurs the distinction between the observing
narrator and Stephen. By the end of the paragraph, Stephen's voice has replaced that of the
narrator, 'but it is impossible 10 determine at what point this switch occurs because the
landscape is described from Stephen's point of view. (For instance, Stephen imposes himself
upon his surroundings when he gives the porter-bottie the human attribute of a "waist," and
the "crucified shirts" recall his perception of himself as a Christ figure.) There are numerous
other examples in the chapter of this confusion of voice, a surprising number of which concern
Stephe‘nl's boots and feet. This is because Stephen ié alxﬁost as detached from his feet as the
reader and narrator are, so that the reader cannot be certain who is looking down. The
reader's relationship to the text is even more directly brought into question when Stephen asks,
"Who ever anywhere will read these writtep words?" (U 48). While Stephen seems to refer to
the note that he has just written, the question is, of course, applicable to the reader and makes
uncertain our position with regard to the text. The unstable relationship between the observing
narrator and his object, Stephen, resembles and in fact cau'ses our own unclear relationship to
the text as object. '

The intrusions of the narrator both prompt us to stand back from the text and hamper
our abilily to discover spatial patterns. The perception of pattern is facilitated by the change in

voice, use of the past tense, and the objective, pictorial description, all of which ser\{e to
|

distance us from Stephen's thought. But voices are blurred, action is not completed in the ‘past

(that is to say, the past perfect is rarely used), and the pictorial is related to Stephen's imagery

and ideas. Our distance helps us to understand the theme of subject and object, but Joyce's

‘technique results in the extension of this theme to the reader’s relation to the text as bbject; the

recognition of theme does not lift the reader out of the confusion of the text, providing a

spatial apprehension, but instead sinks us further into the moment of reading and constitutes a
117Weldon Thornton note: ihat "the unnumbered pebbles beats” alludes to King Lear 1V vi 20
(Allusions in Ulysses: An Annotated List fChapel Hill: University of North Carolina Press,
1961], p. 50); this recalis Stephen's allusion to Hamlet 111 ii 367 when he says "Ay, very like a
whale."”
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destabilizing reflexivity. This self -consciousness does not itself become an order-giving theme,
for it hinders our attempt to grasp other themes rather that replaces these themes and becomes
dominant. Form does not become content, meaning that form does not contain or determine
Lhe. primary themes, although form does have a content that echoes or parallels Stephen's
ideas: because of Joyce's technique, the reader encounters difficuities with the relationship of
subject and object which are comparable to the problems that Stephen tries to overcome.

Joyce challenges us to separate the narrator's voice from Stephen's, and, by doing so,
we come to understand the nature of consciousness. Stephen's voice is related to but ultimately
distinct f rom the voice of the narrator, just as his mind is inseparable from the surroundings
which make impressions upon it yet is a distinct entity in itself. On the one hand, Stephén's
mind cannot be isolated from the physical and literary contexts into which it flows; on the other
hand, however, this fluidity reinfofces the idea of duration, of an independent mind that is
. dominated‘. by its own internal flow. (It is interesting to note that this dufation fldws into its
literary as well as its physical context, which once again shows that Stephen's linguistic
duration is not in tension with literary representation. This is an important point, and I will
return to it when I discuss "Penelope.”) Our task- as readers is to recognize that consciousness
is an inseparable flow that also touches upon the external world without suffering dissolution.
The perceiving subject is distinct yet in dependent relation to its surrouﬁdings, which is ei
dependence that Stephen wishes to overcome in favour of the spatial world of the mind.

Like Stephen, the reader seeks a spatial order, but we use space ip an attempt to clarify
rather than overcome the subject-object link. Our own muddled relation to the text as object
becomes clear as we slowly discover spatial patterns within the flow of the text. This relation
to the text is stabilized because our understandipg of spatial form is not shared by the
characters, with the result that we are able to separate our own éonsciousnesses from those of

;
Stephen and the narrator. Forrh. and consciousness are, then, inseparably intertwined: the
confusion of voices blurs distinctions of consciousnesses, and this distinction becomes clarified

as we recognize that we, as readers, can see formal properties that are not recognized by the
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characters. It is important that we now recall the definition of form and content that was
cmphasized in the previous chapter. Drawing upon the comments of Peter Rabinowwitz, |

argued that form in Ulysses is that which the reader alone perceives, while content is also seen

d

by the characters. As we come to understand the spatial form of "Proteus,” we clarify our
confused relation to the text and are able to distinguish consciousnesses (including our own)
from the objective world and frdm one another.

The spatial pattern that most enables us to stand back frdm the confusing fluidi;y of
the text'is, specifically, Stephen’sb movement from_ a spatial to a temporal perspective. Of
course, the blurring of voices in the text calls altemio-n to itself because it is puzzling, and we
.consequently see the spatial form of voice, but this pattern is sécohda_ry. More important and
helpful is Stephen's abrupt change, which concerns the relationship bétwcen time and space
that is the essence of the matter under consideration. Stenhen's change occﬁfs when he walks
1o the_edge of the sea, which is a s‘yml.)ol of transcendence for him (he wonders whether he is
walking "into eternityf' along the strand [U 37], and the "harping” air at the sea's edge [U 44]
reminds the reader of angels). However, he turns back toward thg: world of time, for when he
reaches the sea's edge he has no choice but to recognize that he belongs to the temporal world
of the shore rather than to the sbatial sea. This Opposition between time and space is evident
in the language used to describe the moment. The eternal is presented symbdlically (the sea;
“harping" air or angels), and the unity of impact and the fusion of the tangibie and
insubstantial in the symbol is suggesiiye of the wholeness of transcendence. But the pictorial
symbol is in teﬁsion with the concrete and temporal: the air is said 16 be "harping in wild
nerves, wind of wild air of seeds of brightness" (U 44), which is almost incomprehensible and
suggests that syntax and the tangible have hampered the symbolic. Thve temporal qualities of
language are also prominent when Stephen turns: the s sounds are drawn out in time and the
near repetition ("Turn back”; "Turning") suggests both the forwérd movement of rhythm (and
time) and Stephen's indecision or sﬁasis. That the latter word, "Turning,” is a present

participle or continuous present aiso serves to emphasize Stephen's necessary recognition of
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time. In short, the pictorial, unified symboll cannot withstand the pressure of time, just as
Stephen gives in and turns. It is important to notice that this turn is preceded and followed by
the voice of the third berson narrator, whose intrusions both increase our awareness of the tiine
of action and narration and give us the distance needed to perceive the spatial shape of the
chapter. This shape that we find is Stephen's abrupt change as he emphasizes external time
rather than internal space. |
After Stephen turns, he shows greater concern for vthe objective world and more .

awareness of time. In the three or f ouf pages that follow his turn, he is more observant of thé
scene that surrounds him and is, at times, almost a passive recorder of impressions. Rather
than retreal into the subjective, spatial mind, he turns to the objective, temporal world. In
Time and the Novel, Margaret Church argues that,

Stephen rejects Protean change that s.ténds in direct opposition to Viconian

cyclical recurrence. . . .Turning from the sea, leaving the soggy sandflats,

Stephen symbolically overcomes Proteus and Protean flux as he reaches

firmer sand.''*
While she is correct to say that the flux is "represented by the sea,"'** she fails to recognize that

earlier in "Proteus” the sea is a symbol of the transcendence of time: the sea is at first

associated with "eternity" (U 37), but after Stephen's turn it is primarily temporal, :

speaks of the "flood" which is "following me. I can watch it flow.past from here';
' 4
Once the symbolic meaning of the sea changes from transcendence to flux, Stephen can find no

escape from the transformations of time and instead observes the flux and decay that

characterizes the shore:

A bloated carcass of a dog lay lolled on bladderwrack. Before him
the gunwale of a boz  unk in sand. Un coche ensablé, Louis Veuillot
called Gautier's prose. 1hese heavy sands are language tide and wind have
silted here. And there, the stoneheaps of dead builders, a warren of
weasel tats. . . .(U 44)

Not only does Stephen fail to find the "firmer sand" that Church speaks of, but he also does

not even seek this ground: Stcphen abandons an extreme view of transcendence and accepts an

1WMargaret Church, Time and Reality: Studies in Contemporary Fiction (Chapel Hill:
University of North Carolina Press, 1949), p. 48.
19 Ibid,
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extreme view of flux that can, like the former, accommodate his egotism. If "seachange" (U
50) is_ pervasive, then there can be only flux, not continuity; Stephen will decay and become
"toothless,” but so will all authoritv and everything that threatens him: he will be "Toothless
" Kinch, the superman” (U 50). As a rcsult, Stephen accepts the flux and when, I”oi instance, he
loses his handkerchief, he does not bemoan its absence and change over time gut instead
concludés that he had "Better buy [another] one” (U 50). Stephen wants :either pure
transcendeﬁce, in which the mind's spatial world is r-beality, or a pure flux that leaves room for
his ego.!?® |
While Stephen observes an orderly process of change over time in the latter part of
"Proteus,” he cannot find within it a spatial pé[tern that gives this transformation purpose.
~ When he looks at the life in the sea, he thinks that,
.God becomes man becomes f ish becomes barnacle gobse becomes
featherbed mountain. Dead breaths 1 living breathe, tread dead dust, -
devour a urinous offal from all dead (U 50).
"Seachange "(U 50) is not transcendence, a transformation into "something rich and strange”
(The Tempest 1 1i 401}, but is instead pAointlens“s decay. When Stephen says that "All days make
their end” (U 50), his emphasis is upon the "end": rather-t‘han constitute a meaningful pzllttern,
the repetition of days merely brings recurrent expiration. But while Sleﬁh\éﬁ cannot discover
the pattern that he segks, the reader is aware of'a shape within the ﬂqx of the chapte-f. For
“words and images that are found at the beginning of "Proteus" reappear at the end in changed
forrh: the seé. which was a symbol of eternity at first, comes to represent flux, and words such

. as "snot" (U 37, 51) and "nebeneinander" (U 37, 49) re-emerge in a new context. These words

120In "Time, Sexuality and I/dentity in Joyce's Ulysses,” Sheldon Brivic argues that Stephen
"rejects time" (James Joyce Quarterly, 7[1969], 30-51, p. 31), but his reasons also show how
Stephen can embrace time. Brivic contends that Stephen denies the body and the physical
world in favour of the mind, and this necessarily invoives a denial of time, for "Time is a
function of matter" in Ulysses (p. 30). While Brivic's association of time and matter is
insightful and well supported (although his discussion is marred because the concept of space,
including the space of form, is noticeably absent), his understanding of Stephen is questionable
_because he does not specify the quality of time/matter which repels Stephen. It is not the
physical decay of matier as such which bothers him but only the implications of this decay for
the mind; consequently, Stephen can accept change and time (as well as the body and the
physical world) when they seem to give his mind superiority and freedom.



57

may seem, initially, to be merely in flux, but they make us recall Stephen's eaﬂier attempt to
retreat into spatial thought. "Snot" is a particularly clear example of this: at the beginning of
"Proteus," Stephen describes the sea as "Snotgreen” in an attempt to impose himself upon the
objective world; at the end of the chapter, when he "laid the dry snot picked from his nostril on
a ledge of rock,"” the "dry" snot beccmes a‘ symbol of his own flux and decay and of the
subordination of his spatial imagination to the world of time. As a result of such
transformations, we can more clearly perceive Stephen's change from a predommantly spatial
mmd to temporal thought and the spatial shape of the chapter is emphasxzed as we conclude
our temporal reading.

The final paragraph of "Proteus” summarizes the chapter because it- presents Stepﬁen's
two extremes. Loorkin'g over his shoulder, he sees a ship: "Moving through the air high spars
of a threemaster, her sails brailed up on the crosstrees, homing, upstream, silen_tly moving, a
silent ship™ (U 51). On the one hand, the ship is a symbol of trariscendence: the three masts
or crosses represent the crucifixion and Stephen's perception of himself as a Christ figure. On
the other haﬁd, the ship is passing through time: it is "homing, upstrear'n, silently moving:‘l"
The first is spatial or pictorial, and the second is marked by trochaic feet and the repetifion of s
sounds, which emphasize the ship's movement because they are temporal. The final paragraph
thus summarizes the tension in the chapter between time and space 'and largely resolves it. As
Richard Ellmann argues, the ship "seals the marriage of form and matter, of body and soul, of
space and time."' Ellmenn sees this fusion as part of a larger shape in Ulysses—"1 shall‘

propose that in every, group of three chapters the first defers to space, the second has time in

By

~ the ascendant, and the third blends (or expunges) the two "‘“—althouéh it is a pattern which is ‘

very reductlve ~He apphes his generalization to the first triad to reach the conclusion that "If

the corruptions of space dommate the first episode, and the corruptions of time the second the

third chapter is Stephen's attempt to sort out corrupt and incorrupt.”'?* But while Ellmann is

21Ellmann, p. 26.
22r1bid., p. 19.
1137bid., p. 23.
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correct to sav that time and space are blended (although, as was noted earlier, he sees time as
internal and spacc as external to Stephen rather than the reverse), he is incorrect to suggest that
this resolution is perceived by Stephen. At the end of the chapter, Stephen "turned his face
over a shoulder, rere regardant” (U 51), and this "backward glance,” Ellmann argues,

is a parting denial of the subjectivist universe which briefly attracted him

at the beginning of the episode, as well as of the universe of moribund

gloom which has filled his thoughts. Since Stephen is an artist, Joyce

implies that art is not self-isolation, that it depends upon recognition of

“other existences as well as one's own. '

Ellmann is too positive, as he is throughout Ulysses on the Liffey, when he suggests that the

resolutions} .end of the chapter are perceived and even experienced by Stephen rather than

Ron him. Stephen's parting glance is too briel and comes too abruptly
ith flux to resolve the tension between time and \space that pervades

t* Ellmann %oes not recognize that concerns of time and space inform

» ,}Proteusf;:'x-wﬁxjg;-hé sees th‘.eﬁc?ivision of the chapter into two halves, arguing that "The first
part déals with  what is p}imal, the second with what is terminal, "'?* he does not see that the

< "primal" is a spatial origin, outside time, and‘ that Stephen's concérn for flux, which leads to
decay or the "terminal,” is opposed to this spatial goal. The tensior;s of t‘ime‘and space are not
resolved when Siephen opens his eyes near the beginning of the chapter to find that matter hés
éominually existed, but they instead persist. throughout. Stephen does not achieve nor even
desire a resolution of time and space, because such a merging wou}d place the pressures of
history and ancestry upon him. The history which Stephen fears, whichvin "Nestor" he calls "a
nightmare from which I am trying to awake"” (U 34), is not, strictly speaking, temporal but is
ordered time, that is to sa_v,. time. with an inherent spatial pattern. When time is purposeful,

| meaning that is has a spatial shape or design, the past is a burden for Stephen; when there is a -
confinuous present, either the continuous present of the archétype or its opposite, the
continuous present of the moment in flux, he is free to assert his own importance as Christ 07

as toothless supermahn. It is a mistake to assume that the resolution of time and spatia; 1. "tern

24 7bid., p. 26.
125 1bid., p. 23.
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is as desirable to Stephen as it is to us.

To say that Stephen recognizes or experiences the reconciliation of tirﬁe and space is
also to mistake form for 'contem. The resolution belongs to the realm of art or technique that
is per‘ceived by the reader alone and not by the characters; it does not occur onlthe level of
content. But Stephen éhould perceive this resolution, and this is where problems of
interpretation begin. Fdr here the distinction between form and content becomes uncléar:
while the resolution between time and space occurs on the level of form, it can and ought to
also be found on the levei of content and be perceived by Stephen. This is, 6f course, what
makes ihe.resolution ironic; we see something that Stephen shouid recognize but fails, in his
arrogance, to perceive. It is'tempting, then, but unsound to suggest that the resolution on the
level of form also ‘occurs on the level of content and is recognized by éfephen. This potentially
confusing relationship between form and content creates ‘problems for Peter Rabonowitz's

definition of the terms: Rabinowitz argues, we noted, that form is "perceived by the

authorial. . .audience” alone;'?* but what do we do with a pattern that’is perceived by the.

autiwrial audience and ought to be (but is not) recognized by the characters? In othe; words,
his distinction cannot deal with knowledge that also belongs to the level of .content but is
unperceived there. While this hampers Rabinowitz's definition, it advances our purpose. For
the close relationship between form-ard content shows that form is integral, that it arises out
of content and is not imposed. The patt.ern thajswe see, in which Stephen's spatial point of
view is followed by an abrupt turn, then a temporal perspective, and f inally by a summarizing
image, enierges frorh the content of the chapter. Form, which is necessarily a pattern and
which is, consequently, spatial, arises from the temporal flow of content: form and confent,
like time and space, are merged. Form is distinct from content to the extent that it comments
ironically upon content, buf it is integral rather than imposed.

This immanence of form in content has counterparts in other aspects of the chapter

which also demonstrate a fusion of spatial pattern and temporal movement. Sometimes, there

1R 2 binowitz, p. 252.
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is a fusion that Stephen can see and even discuss, which intensifies the irony of the chapter
because it shows that he should be able to perceive this fusion in matters which more closely
touch_upoq'his own life and sense of sclf. Near the beginnin’g' of the chapter, for instance,
Stephen discusses the temporal and spatial qualities of poetry: |
Won't you come to Sandymount,
Madeline the mare? ‘
Rhythm begins, you see. I hear. A catalectic tetrameter of iambs
marching. No, agallop: deline the mare (U 37).

"R.hythm begins, you see”: the sounds that follow one another in tirne;"reinforcve the spatial or
imagistic content of a line of poetry. Temporal sound does not create sense but instead echoes
sense or parallels it: in Stepﬁeq's example, "Madeline the mare," the thythm is "agallop” and
thus reinforces the lexical content of the line. A similar relationship of verbal form and
content is evident in the onomatopoeia of "crush crackling wrack” (U 37). in which sound is
imitative rather than creates new content; sound is not an autonomous svystf_err'i that determines
relations of content (as' it is, by contrast, in Finnegans Wake), for the formal qualities of
language are inextricably attached to the particular content of an expression. The temporal and’
spatial qualitigs of language are intertwined, but it is a fusion that Stephen will not apply.to his
own life. |

Stephen sometimes attemﬁts to reé)oncile the past with th.e present an& thereby find
spatial patterns that are immanent in the flow of time, but he is notsuccessful when he is
_ concerned with his own past. Rathef than place himself in a paradigm, Stephen occasiona}ly
“tries to find a continuity of self: he perceives neither archetypes nor flux but instead tries to .
‘fuse the spatial and the ltemporal. The Lechnidue that Stephen uses is self -mockery, iﬁ which
he ridicule_s his past selves and can consequently begin to accept them, seeing ari evolution of
personality rather than stasis or flux. Stephen ridicules his past ideas (his "deeply deep”
epiphanies, for example), but he does 4not entirely reject them; mockery leads to-a reluctant and
incomplete forgiveness and he concludes that "I was young" (U 40). Stephen goes on to
. declare that "When one reads these strange ﬁages of one long gone one feels that one is at one

with one who once. . ." (U 40): he is "at ohe" because he can first see himself as another and
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ridicule himself, just as he seems to laugh at the twisted style of the sentence. But the

convolutions of syntax also show that Stephen is uncomfortable with this view of himself that

merges time and space to create an evolvmg identity. Moreover, the abundance of "one” in the
_sentence implies a self -importance and solipsism that is in tension with mockery Stephen tries

" to use self -mockery as away of increasing his egotism, and because of this contradiction he is

necessarily unsuccessful. He cannot resolve past and present but instead prefers to disown his
past selves and consequently live.in the flux of the moment, or else he seeks to become a stable,

exalted "one " who transcends time. . -

Because Stephen tries to bulld hrs ego through self - mockery he shows a seemmg but .

false humrhty, with the result that his character is easily misinterpreted. ThlS drffrculty is

compounded because the narrator- gives us no clues as to how we should respond to thlS

»

egotlsrn for he seems to reinforce it or, conversely, seems unable to disrupt Stephen's emphasrs

l‘”\.upon‘hrmself . In addition, the confusion of subJect and object prevents any sustained

“sympathy or alienation that would lead the reader in one drrectron or the other. These

uncertamtles can be clarified through an attention to time and space on the level of form and

{\

' ,_c\qnten’t, as we h’ave seen in our discussion of the chapter's irony. We can also assess Stephen s
S ,‘f' . )

failure to resolve past and present in his own life by contrasting his successful fusion of time

and space when ‘he brings the past into the present by modifying ancient‘ models. While

’ Stephen's self -ridicule does not create ‘this merging, his mockery of the archetypal figure of

"{lg‘rist’otle, for instance, successfully fuses time and space: when Stephen ridicules Aristotle
“("Bald he was and a millionaire" [U 37]), ATistotle is incorporated into the temporal world

because he is subject to revision in the present. Time and spatial pattern are here successfully
resolved. ' T .

This fusion of time and space characterizes form in "Proteus” and is particularly
evident in the' archetypes of the chapter. Wolf gang Iser pr’esents a contras_ting view when he
emphasizes the partrcular quality of an archetype at the expense of its paradlgmatrc nature.

Seen from a perspective conCcrned wrth '1me ahd space this means that Iser eruphasizés the

~ ;:‘J‘.

Nt



temporal side of archetypes. *Speaking in generat of "the archetype,” but in the context of a
. discussion of* Homeric par'allds,b he argues that "The history of its [the archetype's]
manifestations takes precedence over its mythical nature."'?” He later contends that,

one must bear irﬁmind the fact that the "archetype" does not exist in
itself, but must be brought into existence by a realization. It'is, so to
_speak, an empty frame that requires the concrete powers of style and
language to provide the picture. The archetype, then, can take on as many
forms as there are forms of presentation, so that we cannot really say even
that the homecoming in the Odyssey is the archel’ype It is only one
rendering among many possible renderings, and, in the light of 2]l the
variations appatent in the novel, it becomes retrospectively as restricted as
they are. The archetyoe as such remains,a structured blank that bears all
potential realizations within itself and- provides the basis for all its own
‘subsequent variations.'?** °

oy

But if, as Iser sng‘gests, Ulysses shows us the linitations of archetypes (and, he argnes, the
limitations of any attempt to constrain the plnrality of meaning through spatial pattern), from
what do these -archetypes derive thei{’authority and their value as a I‘rame"’?:Why, in other
~ words, are they not simply mocked or narodici. 3 part of Bergson's world'of unreality?, The

archetvpes can be a framework because these spar al patterns call mto question the flow of time :

Y

as much as time undermmes the spatil patterns. Thrs tensron&etween ‘time and space 1s

ia ..n \

resolved on the ievel of form, in which spatial patterns are immanent in time, and, most

importantly it is a balanced resolution. But by emphasizing the particular or;;;t,emporal.' Iser
' < -,v\

can leave the text as open as possrble and consequent]y 1llustrate his reader theory which

I

requires substantial freedorn for the reader 128

-That Iser’s reader theory drstorts our understanding of time and space i1s most evxdent

when we. focus our attention on the Homeric parallels. Iser be’gms hls\.drscussmn of ‘this

\

'correspoxrdcnce by reJechg two common views of it: he obJects to the conclusion that the

.-j.;'parallel's reveal "the permanem nature of basrc human c:ondu‘ct"130 and, secondly, he argues
agarnst the view that the parallels reveal a declme ,£rom past to present and that events in
v 127Iser p.201. . o _

128 Ipid ., p. 230. . *”’ B o

9]¢ is alsq interesting to note, once again, Iser’ S crucral pictorial metaphors "He triés to
diminish archetypes by seeing them as the “frame" rather than as part of the "picture,” but he
"~ cannot entirely dismiss them. Ly . - : )

‘ “1300bid., p. 196. )
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‘Dublin are an inferior copy of an ideal. Iser calls them "the permanence and analogy
theories,""’! but we can as easily say that the first is spatiahl, for past and present are
juxtaposed withqut regard for chronology and causatibn, and the second is temporal,
emphasizing historical decline. Rather than accept a median view, Iser rejects them both. He
instead argues that the parallels serve to empha51ze particularity, not contmmty or decline, and
that "the similarities serve in fact to point up the differences; " fo¢ instance, Iser belle_zy‘es that
the parallel bctween Leopold ‘Bloom and Ulysses illustrates Bioum's "uniqueness” and "the
€normous varxet,‘( of posslbllmcs of human conduc; not his similarity to Ulysses or decline

u

from: dn 1dea1 mdmduahty and humamty of Bloom are revealed in opposition 1o "the

hldealva o‘f Ulysses "2 Tgep -goes on to argue that- Ulysses and the Odyssey are not, in fact,

A hy

i "wdeals but are the realization of an archetype and show the partlculanty that he values in

‘ _Blodm,, for he contends that "Ulysses's reactions” merely "assume a paradigmatic character,

‘ , l
and the homecommg for mstance is transfdrmed into an 'ideal' homecoming."'** Iser's

=t

argumem becomes problematlc and perhaps contradictory, because he falls to recognize that

.l

Ulysses and Bloom are both types and are, at the same time, particular or unique. In other

words, the timeless and the temporal are fused. Eut Iser insists upon the import:ﬁ'fce of human

"variety" at the total expense"of .ideals,. for particularity increases the texE's indeterminacy and
the reader's .‘f're'edcu a . |

The Homeric parallels constrain, the text more than Iser will aliow, although they do

.' not severely close its meaning. For the correpofldeﬁce between Joyce's writing and the Odyssey

demonstrates the fusion of time and .space and "the immanence -of f(o;m in ‘coment that is the

vkey,'to "Proteus.” The Odyssey is an’vix‘ffprming.pattem‘;’ one which both reveals timeless

similarities because of the spatial juxtaposition of past and present and which exposes historical

~.decline from 'ar'l}'ideal. One or the other side of this balance is often emphasized in

s

‘ cdntemporary criticism, but this dichotomy merely shows that they are of equal importance and

Bifbid., p. 197.
1 bid., pp. 229-30.
1337bid., p. 230..
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are better seen in fusion. Moreover, these two sides of the balance should not be considered
opposites, for comparable techniques contribute to the timelessness and the temporality of the
correspondence. First, our sense of the spatial juxtaposition of past and present is increased
because the lOdyssey is revised and thereby brought into the present. Just as Aristotle is

brought into the preser  .cn Stepr.'n mocks him, the Odyssey seems to be alivc bccause it has

4

been modified. Pas™ and pro :nt are thus juxtaposed in a timeless presen\ whch is spatial

because causality and c. wogy are irrelevant. But this revrsron pf t)}% Y)gt\yssey sometimes
reaches the extreme of parody, and an awareness of time consequentl)v intrudes and is not

entirely separable from the spatial quality of the correspondence. Moreover, this revision and._ o
4

now

&\ -
parody of the Odyssey mean that the pattern which it grves is intertwined with or 1mmanent m>m
e

w

the material that is shaped. This 1mrned1aC\ though, reduces the capacity of the Odyssey* to

:-rw

provide an authoritative design, and thus the.pattern comes to be more in need of explanation
than something which explains. While revibsion of the Odyssey increases @ur sense that it is a
pure, ongﬁ;na] form, the immediacy that this change gives hampers its capacity to shape4§nd
clarify the action in Dublin. We are aware that it provides a spatial patte:n, but becausg it is
fused with time, this pattern is unable to adequately order the chapter. Thi‘s duality creates
uncertainty in the chapter. although it isj not the indeterminacy arising from particularity that
Iser discusses. While meaning is considerably open, our understanding of the Homeric parallels

N

. ‘ o TN . . i .
is nonetheless constrained because of the” tlationship between time and space, one which
N \ - .

-

belongs to a much larger pattern of meaning in "Proteus." R

It becomes clear by the end o"r" "Proteus” th\a‘t‘-the chapter has a unique form. Despite
: its numerous allusions, the chapter is centripetal because of the str_ength of Stephen's
consciousness and the patterns of the chapter as a whole. The pattern ‘that finally emerées
- grows out of a ternporal reading and is not 1mposed it is founded upon our understandrng of
Stephen's failure to see a relationship between paradigmatic patterns and complete flux. When
we acquire a sense of the shape of the chapter, we also begrn to understand the relationship of

"Proteus” to Ulysses as a whole. The last paragraph draws the chapter together and ends with

b
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a repetition of "silent” that seems, in part, to refer to the silence or ending of the narrative, but
these devices which close the chapter are balanced by foreshadowing of "Calypsé." We have
seen that after Stephen turns, he- is more concerned with the external world, and on the last
page of the chapter there is emphasis upon action and time. This prepares the reader for

"Calypso," which begins with traditional third person narration and is more concerned than

most of "Proteus" with action and the observable world. Similarly, "Proteus” builds upon
"Nestor," in Which we can see Stephen’s frustration with the objective world and his dislike of
the patterns of history. We can thus see "Proteus” both as an aulonomous chaptey with its
own pattern and as part of the larger shape of Ulysses.

Wolfgang Iser argues that formal differences among chapters prompt us to reject as,
limited- the form that characterizes each chapter. In "Patterns of Communication in Joyce's

Ulysses," 1ser speaks of "style,"” used broadly to mean the perspectives and forral patterns

o

that shape the abounding material in Ulysses, and argues that, i,‘

In Ulysses Joyce shows up these limifdtions by themauzmg ‘the
capacity of style itself. By constantly changmg the perspective through-
the eighteen chapters, he draws attention to the normative pressure caused
by the modes of observation inherent in any one style, thus revealing the
extreme one-sidedness of each individual "act of interpretation.” While
.the change of styles shows up these limitations, the process is underlined in
the individual chapters by the surplus of ni¥integrated, unstructured
material. This, too, makes one aware of the limijtations of the style in
question, so that it often seems more feal than“t#€wiew of reality being
presented at the time.'*

But we should not dismiss these forms simply because we are aware of their presence and
limitations. Iser suggests that we»should value indi\;idual variation and particularity rather
than these pattérns, whichi/is cornparable to Kla@itter's and Kumar's insistence that Joyce
affirms duration at‘ the expense of spétiai modes oﬁ,ggéanization;"f‘ however, Stephen's failure
to integrate flux ana paradigms shows us that duration or teml;oral flow must be fused-with.;'

. e
spatial pattern. TFhis integration is achieved throughout "Proteus,” primarily in the merging of

form and congént, of sound patterns and word méaning, and of the Homeric paradigms and
Y4 1bid., p. 202.

135Whlle Iser does not specifically argue that Joyce affirms durauon he does-speak of
"transformations” and "a fluidity" that carot be reduced to a “common pattern” (p. 228).
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their temporal manifestations. As a result, we do not dismiss form when we find diffe.r'em
ways of ordering in other chapters. (And, as we have seen, "Proteus” follows and leads into
its neighbouring chapters and is not undercqt b\ them.) The spatial pattern ofp) the chapter
does not distost a temporal reality but is instead an essential and integral part olf time, and it
has as fnuch reality as the flow of Stephen's states of consciousness. While we are initially
confused by the tension betwecn duratio’n and pattern inlthe chapter and cannot resolve it
because our own position as subject in relation to the text as object is uncertain, we can

eventually discover, through an awareness of form, that time and space can and must be fused.

Once this is recognized, we can answer the question raised in the first chapter, which is whether

I e ke
Rty N

" duration is undermined becauselit cannot be represented, because it is not real, or because it is
undesirable. We have seen that duration can be represeﬁled (ifitisa predominan{ly linguiétic
duration) and that it is reall. as real as spatial patterr;s, but we can see in Stephen the dangers
that result from an immersion in flux alone or, conversely, from a retreal into spatial
paradigms. It is essential that the two be fused, for this merging makes time purposeful and
patterned. This is a fusion that the reader not only perceives but also 'experienﬁes when the
inherent shape of the chapter emerges as we read-in time. . |

o It is possible, though not entirely convincing, to understand the relationship between
reader and text in terms of spatial metaphors. This enables us to fusé more directly and
extremely the topic under discussion, namely the spatial and temporél Aqualities-of Joyce's
writings, with the predominant method of approach, which‘is a concern for the reader's
activity. The key quc;stibn is whether readers do more than complete or realize in their minds
the spatial patterns that are inherent in the text: can we describe., at any time during the
process of reading, the text as an object, as something that exists in spgc_’e like a, piece of

. ) o . .

'sculpture, so that the text and its reader seem to be juxtaposed in space? We can begin by

‘e'xtrapq'léfzing a notion that is latent is Iser's article and then turn to the more explicit argument
- 4, '

., .

- 2 of Joseph Keégner.j I noted in the first chapter that Iser speaks of the reader's goal as the'

«
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discovery of "a defined picture.’;"‘ and 10 the above quotation he refers to the style of each
chapter as a "perspective,” which is to say ﬁhat form obstructs or distorts the audience's view
of their object (or "pi‘cture "). These are clearly spatial metaphors that are derived from ;he
visual arts, although Iser does not note this nor speak of reading as in any way spa.i‘t;i\lzyi.l. Most
importantly, he does not suggest, it seems at first, that the metaphors imply a separation of.
subject and object that distances readers from the text and makes them mere 6bservers. While
there may, of course, be considerable interaction between a painting or sculpture and its viewer,
there is also a physical distance between perceiver and object that becomés especially pr(')minent
when this relationship is understood metaphorically and applied to a text and its reader.
According to Iser, there is no such detachment between subject and object: because the reader
cannot deal with the overwhelming mat_¢rial that Joyce presents, he tries to reduce it to
manageable shapes; - "in so doing, he is .forced to enter into the action of theA novel, "7 for
Ulysses, Iser believes, is primarily concerned .with~the limitations of ali ways of organizing the
book's material.!** But while this involves the reader, as Iser sﬁggests, it is more a parallel

relationship, a correpondence between subject and object, than an enmeshing in the text. Even

Iser's understanding of the gaps in a texi;which must be filled by the reader betrays a notion of

the text as object which seems to be q"'

&

,éaige of a rigid formalism, for the text remains an
G - . X ,

object to be confronted by the reader. Ironmically, while Joseph Frank is accused, erroneously,
of treating the text as an object, one which is analogous to a painiing or sculpture, it is Iser, a

. ! i .
reader theorist who grants much freedom 1o the reader, who suffers from this conception of

w2

iy

the text. Iser's theory is in large part a reaction against the formalist notion of the text as
object, but he overcomes this idea by first accepting it and then attempting to transcend it: Iser

thinks of the text as an object which a dissociated reader acts upbn, and this separation is never

entirely overcome, so that the concept of text as object burdens Iser's theory. In short, Iser -

adopts the notion of the text as object and then overcompensates by positing a largely
16 [hid. p. 232.
B1Ibid., p. 204.

138 1bid., p. 200"
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unrestrained reader. The reader of Ulysses, he argues, "is virtually free to choose his own
direction,"'*® which suggests that there is a disjunction between subject and object rather than
a productive interaction. But there is a greater dependgﬁcc and involvement between reader
and text than Iser recogrrizes, for the reader of "Proteus,” like Stepiden, sceks to overcome
confusions of subject and objectl‘ We are able, in time, to perceive an order-giving pattern,
one that is revealing rather than reductive because it gives us an ironié superiority to Stephen.
Because of the complexity of this relation of the reader to the text, it is undesirable to use
sp?tial metaphors that imply a distance betwéen text and reader in order to describe their
| irrteraction.

.Joseph Kestner tries to use spatial metaphors while at the same time allowing for a
complex relation between reader and text. In The Spatiality of the Novél, Kestner argues that
novels are like buildings because both have "exterior and interior space”: ;'The book is not only
an object, but an architectural object; it is constructed, not written."**® But it does not follow
that the reader is a distant, PCIC61¥ er, for Kestner argues that the reader may enter the space of
a novel. Kestner expkams'thrs process bv drawing upon a drsuncuon that Bergson makes'*!

Sy
between encountering a representation of a person's conscious states and directly experiencing
that person’s duration for oneself. ~The latter, called "dynamism," also describes the
experienée of the reader: "One of the properties of a novel," Kestner argués, " 1s that it is a
dynarrric field through which the reader may atemporally be the characters, be the author of his
own text, and be an 1nterpreter "i42 The novel, then, is a spatial field, one that can be entered
when the distinction between fiction and reality is broken down through llterary ref’lexth\
The reader, Kestner suggésts, reads about readers .and must constantly wonder whether_ all
readers, himnself included, are ficritious, and we are authors because we construct a text as we

~

read and interpret.’** Because there is a text as object and a particular reading, which is itself

197bid., p. 231..

MoK estner, The Spatzallty ofthe Novel, pp. 134 and 135.
‘“'Bergson, p. 186 (Kestner, p. 135).

142K estner, The Spatiality of the Novel, pp. 138-9.
131bid., pp. 136-7.

o omen -
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"an act of creation” and constitutes "another novel, "'** there are actually two texts that seem
to be two fields which are juxtaposed in space. Kestner'é'spatial metaphor is ill-defined, but it
does emphasize his belief that there are two distinct texts, the author's and the reader-author's,
Kestner applies his understanding of "dynamism" to. the works of James Joyce,
although he concentrates upon the early.writings. While he touches upon Ulysses, he does not
show that it illustr.a,tes his thesis, and there is, oddly, no discussion of Finnegans Wake.
Kestner's practical analysis is problematic because he explores ideas significantly different from |

those he discusses in more general terms: while he begins his chapter by describing the

- relationship bciween the text and the text created by the reader, in practice he explores’

-~

intertextuality, especjally within the corpus of Joyce's writings, and minimizes the role of the
reader. He examines the similarities among Joyce's writings and suggests that W must
compaie them by juxtaposing them in space: his argument/\is;) in essence, that "Joyce's work is
concerned with the relationship of texts outside time, a nexus that can be grasped only
spatially."** This idea isv applied more fully. to bece's writings in "Virtual Text/Virtual
Rcader: Th‘e Structural Signature Within, Behind, Beyond, Above," but once again Kestner is
more concgrned with Joyce's texts than the reader’s activity, even though he insis‘ts that the
reaaer is a cieétor.“" This proBlem arises because Kestner, like Wolfgang Iser forces apart
subject and object and sees the text as a thi’gg: we have seen vthaAt“ he calls the text "an object,

. .an architectural object,"!*’ something w:hichA é dissociated“ sbﬁject must seek to penetrate,
Kestner attempts to overcome this disjunction with his idea of juxtaposed fields that result in a
blurring of fiction and reality, but this mixture cannot heal the separation because it does not "
al]ow_fq'f“:_a, sufficiently complex and variable reiationship between text and reader. When

Kestner turns from theory to practical analysis, he largely leaves behind his concern for the

reader and concentrates upon the text as object.. If we try to apply Kestner's ideas to Ulysses,

#47bid., p. 139.

“3Ibid., p. 140. _ :

14¢Kestner, "Virtual Text/Virtual Reader: The Structural Signature Within, Behind, Beyond,
Above," James Joyce Quarterly, 16 (1978-9), 27-42, pp. 33-4 and 38-9.

“'Kestner, The Spatiality of the Novel, p. 135.
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their limitations become apparent, for the confusion of fiction and reality that characterizes the
reader's relationship to a dynamic field is not as pervasive as Kestner assumes: while we are
initially confused by the third person narration, we are finally able to scparate consciousnesses

and to distance ourselves from the narrative. In addition, we do not confuse ourselves with the

author when we "write” our interpretation but instead must posit an implied author who is .

responsible for the ironic form of the chapter. "Proteus,” while an innovative and complex

chapter, nonetheless depehds upon traditional techniques of irony that require our allegiance to
(nét out reflexive identification with) an implied author. Joyce's reflexive form is 9_r11y
par,tial'ly absorbing, for the reader's task is to overcome the confusion that reflexivity creates by
dis;ovéring the spatial formv whfch has been constructed by the implied author and which
" reveals the ;hort-comings of Stephen. Consequently, the text cannot be described as an
"architectural object” that is entered by the reader; instead, we are at first immersed in the text
_and must try to distance ourselves through the discovery of immanent spatial form. To

oo

describe the text and the activity of reading in spatial terms is‘fo simplify this interaction and to
- use spatial metaphors inexactly.

Kestner argues that we create when we read Joyce's works because we wrile a new text
as we proceed, and a‘l.comparable idea is advocated by Brook Thomas, who calls the reader of
Ulysses an "accomplice of the guthor."“' Both suggest that the reaaer is the aut. r's equal.
Thomas argues that "Ulysses cannot be read, . . .it can only be misread"'*’ because he, like

Iser, sees the text as open or "inexhaustible,”'* and, consequently, this misreading attests to
[y
. ey

the creativity of Joyce's readers rather than to their inferiority. Because Thomas insists that

0o

the reader is an "accomplice” and that reflexivity, the "tale of the telling,” is as important as

the "naturalistic tale,”*s' he must posit some sort of creator of the telling with whom we

conspire: he rejects the deconstructionist approach that sees plays of language as a consequence

141Brook Thomas, "Not a Reading of, but the Act of Reading Ulysses," James Joyce Quarterly,
16 (1978-9), 81-93, p. 82; cf. p. 86. :

9 Ibid., p. 89.

101bid., p. 82.

YUIbid., p. 84.
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of qualities of the linguistic system rather than as the conscious creation of the author and,
while he recognizes the problems that arise f rom the idf;a of authorial intention, he favours this
latter view in order to make the reader the "accomplice” of a creator.!’? Thomas could
minimize -the problem if he were'simply to recognize that the reader constr‘ucts an implied
author. This construction would, of course, close the text somewhat and reduce the reader's
status, which Thomas wishes to avoid: "with Ulysses," he argues, "the reader's journey never
ends,”*** for the reader acts creatively upon an indetern;inate text.!** Thomas's understanding
of the Homeric parallels is illustrative of the role he envisages I of the rez;der, for he argués that
because the parallel is only hinged at, "the reader activates these clues"!** and consequently has
a large and free role. But it is this very immanence of the parallels that constrains (rather than

opens) our interpretation of them, for the parallels show the fusion of time and space that is

fl"_the key idea in "Proteus.” Thomas argues that our active discovery of the correspondence
makes each of-us a writer, an "accomplice,” but in fact it makes us aware of an authoritative
voice, an implied author. In short, the relationship between the r‘ead‘g:r, text, and implied
author is not unﬁsual in "Proteus. There are not two comparable planes or fields, of text and

a reading, that are juxtaposed*in a parallel, spatial relationship which _allows chiasmal-

N

interconnections that blur the distinction between fiction and reality and between author and
reader. Instead, we show an ironic supericrity to Stephen and must acknowledge' our
inferiority to the implied author, whose technique illuminates Stephen's short-comings and

explains our own initial enmeshing in the text. While we discover spatial patterns as we read,
our relationship to the text cannot be usefully described as spatial; the reader is active in both

152]bid., pp. 91-2. j
1531bid., p. 83. : - :
1341t should be noted that Thomas does recognize the dangers of subjectivity and indeterminacy

(p. 89) and suggests that he avoids them because he is concerned with both subject and object
(p. 90). The activity of reading, he proposes, is shaped by the text: he suggests that "We are
not totally making the book over in our image because, as we read, we are being made over-in
part, in the book's image" (p. 90), and, consequently, we find "metaphors " in the text which
‘describe our activity and "thébest reading models for Ulysses are the models provided by
Ulysses itself. . ." (p. 91). But these are vague constraints and, while Thomas successfully -
avoids seeing the activity of reading as radically subjective, he continues to emphasize the
freedom of the reader.

155Thomas, p. 86.

~

»

" &



=L

dn

*Qoyce's conception of time and 'space is 1iself static and that a

1981) . 204,

o AR . & -
conceptions, b{t{' it the latter uje/w ind a presumptuous reader theory that seeks to elevate
the reader to the status of co-creator, without regard for the qualities of the text that shape

<

- and sometimes limit the role of the reader.”

The questions that were raised and the answers 1 have proposed in this discussion of
"Proteus” will do much to clarify "Penelope,” yet the final chapter of Ulysses shows tensions
which are.notlso easily resolved. As in "Proteus,” we find in "Penelope” a contrast between
the temporal flow of mind and the sp.atia] patterns of the chapter, a contrast whose resolution
illuminates Molly's understanding and :experience of time and space. But there is also a
residual conflict between duration and spatial order that remains after we have achieved this
ironic perspective upon character. It might, at first, be“" argued mét I have weighted my
evidence by choosing a chapter too much like "Proteus”; mareover, if we arg  with Knren
Lawrence, that "Penelqpe" is a "technical reversion" in which "Joyce returned to one of the '

stylistic conceptions that domi{;’ates th. ea: - chapters of the o" l"““ then it will follow that
7 - .
, Chapdfal progression in Ulysses

- P

is incomplete or even absent. But "Penelope” is a more experimental and open-ended chapter
than "Proteus” because of the umesolve'd tensions between time and space, tensions which

make the chapter umque in Ulysses and look f orward to Finnegans Wake.

- a

"Penelope Jis a stream of consciousness narrative, although it is different in kmd from
the,predominantly 1inguistie "Proteus." The absence of punctuation in the chapter suggests
that Molly is not thinking through language and that the words which represent the f lon of her
mind are unav101dable means of representation that should remain as, unobtrusive ‘as possible.
The ﬂuldxty and 1mmed1acy of Molly's thoughts have led some critics to argue that "Penelope”

is transparem, without an authorial voice or visible language: Hugh Kenner contends that

"there is no 'style': for once; no style. . . .The illusion created by 'Penelope’ is the

.

P¢Karen Lawrence, The Odyssey of Style in Ulysses (Princeton: Princeton University Press,

}
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Shékespearean one, that anything at all ca‘r.1 be',said. .., 7" and Margaret Church, argues that ’
in "Penelope” there’is "a close approach to pure duration. "'s* |
Molly's shifting | thoughts do display spatial form, but this is a pattern entirely
consistent with the concept of duration. Her mind moves from idea to Iidea and é‘mong past,
present, and future by means of a process of free association that_ is based upon intemﬁl
ref ereﬁce and juxtaposition. To use David Lodge's terms, Molly finds vertical or metaphorical
associations, although Lodge would not accept this conclusion. In The Modes of Modern
Writing, he argues that,
. Molly Bloom's stre,am- of consciousness is still more "metonymic"

than her husband's, inasmuch as she seldom makes any metaphoric./al

connections between items. Such metaphors and similes as occur in her .

discourse are rarely coined by her, but are colloquial or proverbial clichés. -

She is very literalminded, pragmatic, down-to-caitl  Bloom's speculative,

whimsical thought is-as far’ removed from hers ., Sicphen's complex,

ironic and cultured intelligence is fror 3loom's.!*
Lodge cites an eﬁample (Molly thinking of "Blor.  1aving bieekfast in bed the next morning
and Bloom having breakfast in bed in tﬁe past”) to show that Molly does perceive sirnilarity,
but argues that "this is not a metaphorical kin! of similarity"” because the two events "belong to
the same order of reality;"160 This strained point is the result of the difficulty that is i_nevitably
encountered when trying to differentiate between metaphor and metonymy, a problem which is
1arg£aly avoided if we instead think in terms of tir_ne' and"gpace. Molly's thought is clearly‘
épatial, within the temporality of its flow, because she disieg'arc}s causal and chronological
order. While this spatial juxtaposition constitutes the underlying system of .Molly's thought -
and appear; to fhe reader as spatial f orm, its predominant effect is to emphasize the temporal
fluidity of Molly's mind. The sgatial pattern Temains a slgbsﬁ"éf%re and is not in tension with

)
but rather explains the durational flow of her thoughts.

157K enner, p. 148.
$'Church, pp. 23-4.
15%Lodge, p. 142.

1890bid., p. 143.

T
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While the spatial quality of Molly's process of free association is #ot n tension with
the fluidity of her thoughts, this duration does conflict with the language thﬁkrepresents it. 1
have said that Molly's stream of consciousness, unlike Stephen's, 1srnot linguistic in character
whereas Stephen is conscious of and thinks through language, with the result that his duration
need not be translated into linguistic form, Molly's thoughts are not verbal and must
consecjuen_tly be given representation in words. 1 argued earlier that Joyce makes this
transformation as unobtrusive as possible by using ro pu .ciuation, whrch gives the words an
uninterrupted flow and makes them seem less substaiial. But this technique has another
effect that is opposed to the first, for the un..ual typography and-syntax call attention to

‘themselves and emphasize the contrast between the words and Molly's non-linguistic thought.

Karen Lawrénce begins to recognize this point but does not pursue its important implications

P

when she says that, S N
"Penelope" is first-person narration that does shut out a third-person
narrative voice. But some narrative presence transcribes the sound of the
train whistle (pp. 754, 762, 763) and, if it performs this ,act of
transcription, it is also scribe for Molly's monologue as well.!¢

But our awarenes_s of the "scribe " i1s.more than a logical eonsequence of the transcription of the

whistle An 1rnphed author who transcribes Molly's thoughts is ommpresent for the language‘

of the chapter calls attention to itself because of its oddrty Moreover, this effect is continually
intensified because of Molly's rnaterialism: the word sometimes becomes a thing in itself for

Molly, as when she repeats the word ™yes" at the end of ._the chapter until ‘the sound gains

substance 'and, because of Molly's predominating materialism, we come to recognize ‘this

rangibility' in all the language of_ the chapter. Consequently, the implied author is rnore than a

"scribe, " for he obtrusively transf orms Molly's thoughts into a-medium that contrasts with her

non-lingnistic mind. This tension, which is absent from "Proteus, pervades "Penel'ope."

‘The tension between duration and language must not be overefnphasized, for there is a

strong cohesio‘n between Molly's thoughts and the words which represent them. While Karen

161} awrence, p. 204.



Lawrence recognizes that there is a reforgmg of "the link between character and style "162 ghe

fails to see that thrs is most obv1ous jin the example of the train whlstle whrch Lawrence

believes disrupts Molly S stream of consciousness. However; the sound of the' train has not -

been directly transcribed by the implied author but is instéad 'mediated,by Molly, for the sound
is echoed by her mind and is in concord with her thoughts. The fir- +~d of the train

coincides with the chmax of Molly's sexual thoughts (U 754), the secon.  "weeping tone,”

with her sentimental memories ( U 762), and'the third is sounded when she feels "some wind in .

me" (U 763). The external and.interna, worlds, like thought and language, are here fused, and

!

this .conjunction pervades ? chapter. But Lawrence's anxiousness to find evidence of the
scribe is understandable, for there is an incipient tension in "Penelope” between duration and
B!

the language that represents it. This tension emerges most strongly when Molly calls attention .

o language which, is not evrdence of a linguistic mind comparable to Stephen s but instead

demonstrates her casual attltude towards expression. Molly constantly forgets ‘words (for
example, "that word met something with hoses in it. . . [U 753-4] and "Saint Mtchaels cave

with thé icicles or whatever they call them" [U 760]), whicbﬁ has the opposite effect of making

‘q
her drctlon prominent. She does not seek a precise awareness of expressron but instead wants a

language that is drrect and not bothersome thmkrng of the prrest who heard her confessior.,

she wonders couldnt he say bottom nght out (U 7141), and sornetxmes she seems to ridicule

others euphemisms ( did you wash possrble" U 743] "so 1 went around to the whatyoucalht .

i

everythmg was whatyottcalht ‘[U 761]).- But ™ . 'ecurrent concem for letter writing helps

make language bothersome 1nc1udmg the languagc of the <«chapter thlS is. most evident when

she thinks of a letter Wthh has "no stops (U 758) lure the. chapter 1tse1f We are also

reminded that we are readmg a chapter in_ a 1ar2er nm-atrve for Molly thinks of "Ulysses

Grant™ (U 757) "HMS Calypso (U 761) and of "books with a Molly in them (U 756).

q k)

These various. comments by Molly encourage our contmual awareness of language an

awareness which Molly does not fully share. In addmon thts prominence of language makes

Y2 1bid.

- ’ N 5
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. ’ ' .
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irresolvable tension between duration and language.

us ask whether pure duration” can.exist and be represented, and there is. a resulting and

While this tension is absent in "Proteus,” . 8

Vo . . I

" it is.in¢ipient.yet noticeable in "Penclope.”

of Wofr'ds in 'Penelope,"‘ he insists that "the words exist (0 be noticed'and the web of the text -

is suchr that thesé little details cannot be accidental,” - ¢

' charac.terrstrc dUalrty, for she is ai once both whole ar archefypa] symbol of the earth, and .

The language of the chapter is not ‘spatial in Bergson's sense, for the reader is not

. R : — CI SR ‘ o
encouraged to have a philosopher's heightened awareness of the spatial quality that-uriderlies a]l 3%
' ’ . N .o ) r\,) , -

verbal expression. But patterns of internal word reference emerge which contragh with the -

stream of Molly 's ‘consciousness and which, ‘because they are not recognized by her, reveal an

AR

fronic contrast between spatial form, which we alone percéivg, and Molly's.duration. These
R 2 ) . R :

*word patterns’are described by Jiames Van Dyck Card, who finds numerous pairs of contraries

in PeneIOpe such as "yes" and "muchv" and "little " which are often ‘juxta'posed 1o

emphasrze their relatlonshrp ln’ "The Ups and Downs Ins and Outs of Molly Bloom Patterns

s on 1o posit; some explahation

- ' . ’
he hints, that thev call attentiOL .uage and he argues that

of these cdntrasts :

emphasrze the contrarieties of ordinary’ hf e.te? Card S-concern 1s gognarily with 1dent1f ymg the'

he - N £ o

u"

patterns but we can see'that thev have 1mportant rmphcatrons f Bour Lnderstandmg of‘ ﬁme Lo

e

‘~a'nd space The contraries suggest that there IS a pattern ‘which is complete W1thm the f low of ‘. R
ume although the gpposnfgiferms sometrrnes seem to cancel one another and 1mply that Moll) Vi
6. "‘\L\ \X . . . Y

These contrastmg mterpretatrons express Molly S

- 5

1S statrc rather than entire and autonomous

"

/
ES

statxc, full of contradlctron and burdened by her materrahsm. In both cases, we have an 1romc

perspective upon Mol'; “f or she lacks the: mythical imaéination necessary to perceive h‘erself as

an archetype and sheé cannot recognize her own. stasis. It is eonseq"uently apposite that our

v

awaréntss of this wholeness and static materrahsm arises through patterns of words that the

<

reader perceives but whrch Molly - -because she is not observant of language, cannot see. AS

L. N . \\
Well, we can gee ”the contrast ’between imgurstrc forrn and the content of ,Molly N thoughts in

t¢*James Van Dyck Card, "The Ups and Downs, Ins and Quts of Molly Bloom: Patterns of
Words in 'Penelope " James Joyce Quarterly, 19 (1982), 127-39, p. 138. . . .

- ‘ . .
< B
. . o
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more general terms, as-evidence of the necessary.tension between/'her type of duration and
lmgmstrc srgns The c'gnflict is thus not entirely resolved on the level of character by means of
our ironic perception of spattal form; the tension remains open, for the abstract, unresolved
i -opposition trans(:ends the particularity of thc narrative situation. . |

o Th‘e wholeness and stasis that are suggested by Molly S contradrctrons are also evident

static circular shape-is created because the two ends seem”to ‘meet.. This shape of the chapter

13

o

‘%ts .upon Molly in two ways, first by making'her seem stable; wholé, and eternal yet

d

17

W

earthly so0 that she representc hfe especrally sexual creatron Joyce said«iin a letter that Ny

Y

G

surely and evenly round and round spmnmg
. _»»,},w')‘ \:?l_q K. o
. and«the pornts around whrch it spms are fouﬁpart of t.he body and four correspondrng
No Rl Ty - » 4
words 144 In the same letter J oyce observes that the‘?_hapter "beglns and ends w1th the female
s ol

B 'word Yes " wrth’ "female” emphasml%”the connectron bEtween crrcular form and sexuahty,
) €

‘ N
> [ }v\

"Penelope” “Jturns like the huge earthball-slﬁ%

S 'correSpondence that- emerges in the text ltself When Molly peniel,lbers that "he caressed them’

B get in there where they come out o,f_ " L’Uj

" T fsexuality At the~ same ‘time, thes arrty of the chapter has the opposrte effect of
R - : 'L a . \n ) o

emphasrzrng Molly S stasis, 1[§olatron sexual inactivity wrth Bloom and hieg matenahsm Whrle

¢

R

- 6
we - are encouraged to be- syrnpathetrc wrth Molly rathw ‘than’ h shy Judgemental we

nonetheless recognrze that these qualrti€s are. short commgs " The c1rcle Here represents a lack
x -~

of progress itis an empty circle that return us to the beginnin and a pattem that suggests the
g .

-~ vl

absence of a pattern. In both cases, when Molly rs an earth -symbol and when - she is
- c A, : °

’earth-,bound the circularity of the chapter is perceived as'a _property of form rather than ‘of

' -
P

' content because it is recognized by the narratrve audrence only
Y :; : ’

.................. o o - ‘ ) 6 . . . .
164 James: ] oyce, Letters of James Joyce Vol. I,' ed. Stuart Gilbert (London: Faber and
< Faber, 1957); p. 170 ' . e '
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outsrde they love doing that its fhe roundness " (U*760) and later thrnks that "theyre all mad o e

"
s
Lo



o ) N it
. fmal "Ges” differssrom the: é{f) $

78..

"The crrcularrty of the chapter can also be seen as part of a more complex pattern “which SN

draws rpon VICO S four -stage cycle of history and which belongs to form rather t‘han to

‘content Thrs structure is discussed by Diane Tolomeo in "The Final Octagon of Ulysses "in

~ He

which she argues that the eight "sentence” pattern of " Penelope” is a doubling of the Vrconlan,t )

pattern; more specifically, the "second half" of the octagon is "not a repetition but a reflection

. R

of what preceued it, each of the remammg sentences mrrrorxng rnaigpr images in the first four
£

sentences. "t For example, the fi 1rst sentence corresponds in Vlcoman terms, to the chaotic

-

5

_ phase “of hrstory7’" the . recorso ‘for it contains 1mages of destruction and -of rebirth or

generatrcm (for mstance eggs) “‘ -and this first sentence is mirrored by the last one. But
. [

Tolomeo aiso suggests that the erghth sentence. does not exactly reﬂect the frrst one and that the

,.v" K2

- .
Coua ,_\s ‘\

i thef)e is not a perfectl\ crrcular pattern nor, at ‘the

Y
AN

“:?7. l !‘-A ‘_'

© same trme does the etghth Sentence co?tstrtute a unique terrnrnal of; {a simple lmear

R : 44' 7 o .

A,amovernent" L‘?” in other wc‘)&ds the last sentence is part of both ar temporal f)rogressron and a
spatlal pattern Even 11’ ‘we questronﬁTolomeo s complex’ and sometrmes -strained textua] N
Justrfrcatron of the symrnetncal patte;nw;o: "PeneIOpe andédemand ‘tlear Qroof that iits.

&) )
1f Sa P - % B g
sente es’ COITeS Oﬂd [O 4 lCO S fOllI' ages, we. can nonetheless see that there areum ortant -
ug P g p ,

\} N A. [ o ‘ . o~ ) . /t" “u
-elements of . Vico's cycles it the chapter and that txme a,nd space are fus?g‘ in the Vrconran~ .
B . tb . N , ‘J K 3 "
pattern of change “that leads o rebrrthg.nd repetmon More precrsely time is purpo,sef ul in.

3 AT ISTNC | - 2
bt a spatral pattern
- Co

But thrs Vrcontan pattern whlle undemably present, is tenuous and unobtruswe and u' : v

thrs conceptron and is contamed

t“@w

¢

does not grve a strong spatral order to the flow of Molly's t'houghts. Trme and space in ther

L."

chapter aTe not enttrely resolved b\ means of the Viconian pattern: while trme 4 contamed

~a

. within space in the Viconian cycles, there remains a tension hetween this predbminantly spatial

v

-

pattern and the abounding flow of Molly's thoughts. Duration and'pattern are-not re‘solved,

for the Vlcoman pattern )acks the 1mmanence and strength of the spatral patterns that we

165D1ar.1e Tolomeo, . The Final Octagon of Ulysses," James Joyce Quarterly, 10 (197’3) 439- 54
pp. 448-9. - | . . 5
1661bid., pp. 441-2. ' S o

\7Ibid.. p. 449, | @ -
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~all evident when we look at the Homeric parallels of: the chapter In "Penelopeu Q/;;E'S:kﬁ

79°

found in "Proteus.” Once again, anh incipient and unresolved tension disr}?)ts Our more
’ ' : » & )i

 conclusive view of time and space that reflects ironically upon Molly-.‘

A more successful fusron of time and space one whrch we have already seen in our

l:s

disc' ssion of Stephen's stream of consciousness, occurs when archetypes are brought into the

mersed in tlme 1n the moment, and trmeless she

agids \:3. .

1 .poral world. Molly is at onc .Lb‘othm_

-

p; t ‘the contrnually changing present of duration and the

it never alters: (and which can also be described as spatial).
l

These two may. be secn as opposite peles, but they also seem to fuse because Molly s immersion

present that is constant becaus

o

.in the thought of - the moment usually leaves her indifferent to clock time, just as the trmeless

transcends obJectwe time. When she thinks that "I never know the time even that watch he

e

gave me. never ‘seems to go properly" (U 747), ‘we can see _that she is- both unmersed m

subJectrve time and is timeless. Molly is umque in trme as the abundance and partrcularrtg;gf :

detarl suggest,: and a tlmeless archetypal fr&e who symbohzes the earth female se;ruahty,‘

el ¢ 70 s )

“ maternity, and womanhood in general The symbol that Joyce has grven tﬂ‘}hls chapter 1n his

design for Ulysses is that of etermty for Molly 1& earthly yet everlastmg, representatrve of the :

cycles of generatlon yet trahscendrng this~ temporal pattern by virtue of her symbolrct

archetypal quahty As a result the symbol of eternity in 3 oyce 's schema stands f or an etermty
1

- that contains rather than escapes trme But,-once agam the spatral and the temporal do not

seem to be perfectly resolved for the1r confhct transcends the natrative situation.. They are

fused within M_olly, but they also seem to-Spill over, to go beyond this level of chara‘gter and to

exist in a more general fension. Whlle Stephen too, 13\{3 timeless figure because he belongs to

the paradlgm typified by Telemachus he does not become an archetypal frgure comparable to

the female, tellurian figure of Molly, and it is this more prominent archetypal quality thatq

7. ¢ , : .
begins to strain the merging of the continuous present of duration and the timeless present of

S

the archEtyﬁe But this 1s an incipient tension that must not be overemphasrzed, and it is not at -

B » v

Proteus the Homeric pattern demonstrates the immanence of form in content and the fusion

&
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- the flow of ti,ﬁte thus %mrmg Aan ironic perSpective But this irony is. not ha

_ rather than ridicule her. Severe Judgement is dlscouraged because spatial pa

T .o _ 80
c‘?“m;r : . /f s !

o’l{"dme and space the parallel is both a spatial juxtaposition that reveals timclesq snnilarities

" and an exposure of temporal decline from an ideal. And, like the Viconian pattern, it is one

‘that Molly cannot recognize.

Our ability to perceive the synthesis of time and space exposes the limitations of

4
i

Molly's immersion in the present. Because she is absorbed by the thought of theﬁmoment, she

1nnot recognize the contradictions that abound in her stream of consciousness. One of many -

instances is her changing‘view of women's pacifism: she first contends that "you wouldnt see

o
[

women going and kilhng one another and slaughtering when do you ever see women rolhng.

q
-around drunk like they do. . ." (U 778), but later she thinks of "some woma'n'rfeady to stick

" her knife in‘you I hate 4hat in women no wonder they treat us the way they do-we are a

B

dreadful lot of bitches” (U 778-9). The most pervasive dichotomy is her attitude toward

A

adultery, which she fears Bloom practices but herself has committed. While Molly 's immersion

"+ in the moment and usual indifference to language prevent her from seeing the contradictions

‘and duahties that characterize her, the reddet, by contra$t, can perceive spatial patterns w1thin
N 4 S e o

v o r)‘\( T
encouraged to sympathize with Mglly and o see her 1nconsrstenc1es as evr ‘

/‘»" 8]

'terns are brought

~ into question by duration as much as Molly S temporal flow is undermined lgy spatial patterns

P s

for Molly's life-affirming flow contrastg with the rigidities*of spatial design. ,As a result, we

must recognize that time and Space should be fused, so that neither‘gains ascendency. Readers

" may not b&come arrogant because their ironic perspective places upon them the resp}nsibility of
rs . o S

o . : ° >
" realizing this fusion. » -

- -~ . '

R . ' o o . . Lo
We ,arﬁ’ even less likely to-criticize Molly's inconsistencies because they are largely
- ! - ‘

N , - . . ~ ,
superficial. Our perception of' hef contradictions dogs not lead to criticism 6f her but 1@ead -

~ L 1%

~ encourages us to sge the deeper unity that is within her, a f undamental cohesion whose essence

is her: humanit\ For exarnple we may be 1n1t1ally tempted to see 1rony in Molly S thought of

a leS long and hot down to your soul" (U 740), for ‘the obvious tension between body and

h’ér hurhanity

adi
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soul seems to be unperceived by her. But the spirituality of the naturalistic Molly is not only
ironic, for there is a deeper level at which body and spirit are fused in her. Near the end of the
chapter,' she observes that "I love flowers. Id love to have the whole place swimming in roses

God of heaven theres nothing like nature. . .as for them saying theres no God I wouldnt glve a

snap of my two fingers for all therr learnrng why dont they go and create somethmg "(U SRR

!

781 -2), and this pamhcrsrn resolves the surf ace contradiction between body and soul. Evefr’ the s

dual implications of the chapter' s crrculartty wh1ch suggests both that Molly is an earth- f ighte
and that she is static, can be perceived as the dual consequence of her essential humanity and

femmmrty Her dualities remain, but they are drmmrshed when we recogmze that they gome *

;N J'

2 g
A

oot
’ L b‘&l .
An- 1mportant consequence of thrs coh sion is that the more abstract tensrons of the
] ( ‘y ! ,:,
chaptexts:»seem detached frome Molly's charaoter and the SpeCIflC narrauve srtuatron The _

from the single essence of her self

\" n Q

tensions between language and duratrbn*}and between all patterns espemally archetypal and

Viconian shapes and the temporal flow of Molly s thoughts seem to be beyond her and do not

L u

bn ‘her: the conﬂrct between time and space.is not fully resolved 6 the level

: ? R : ,
of character but constrtutes a mog&\%bsi:act problem that prevents closure of the text. We

) ;t»’) B .
canrot -even’ attrtbute the tensron 1o an 1mphed author for it seems beyond his control and to

o

reside in the propertles of lanzu: ge and in an unavordable drsharmony between spatial pattern
and temporal flow. In Proteus Stephen's duration and spatial unagmauon are undermined

because neither is alone desrrable but in "Penelope " the problem is larger: duratron cannotsbe

A

represented in language without bemg notrceably shaped by it, and duratron does not even seem
& ,‘ .

real, for it cannot be, isolated from its dependent relation w1th the spatial atterns that

;r

undermine it. Time and space each requrr_et the concept that is its antithesis, but their tensiogs

~ are not overcome to form an encompassing unity. The tensions are problematic becayise they

are never resolved but they are mdependent of Molly and if they mfluence our understanding

.

of her atall, )hey emphasrze her fundamental coherence and stability.

‘)'53‘(;‘

:“!;c\
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between 'language- or spatial pattern and duration constitutes a mutual undermining that more -
‘»severely destabilizes. the chapter The resulttng openness of the text is-not comparable to the

mdetermtnacy that Wolfgang Iser percerves In "Patterns of Communication in Joyce S

B

' ‘Ulysses Iser argues that Penelope reveals the triumph of aboundmg partrcularrty over

- order gtvmg shapes JUS[ as he emphasrzes partrculartty in "Proteus" at the expense of ideals or

v

& arehetyp,es: Whrlevlser recogntzes; a cychcal sha‘pe in "Penelope” and that Molly is a symbolic

"Mother. Earth," he"‘i;nstbsts, that _the"sef;patternsg _cannot contain the profusion of life in the.

[ chapter: "it is only. f itting " he argues, "that the i‘n\‘terior monologue should end the novel in a
NS form whtch sets :a+life free from,,all the restrtcttons of——precrsely—rts form."!¢* Iser suggests

RO
- ks
“ ” ) J

that Joyce afftrms "lrfe that whrch s flurd) and plural ‘in. order to reveal the hmttattons of all

"~

iy . . . o

- patterns, but wc have seen that there is a more balanced tensxon between spattal@atterns and

e ¥

i‘\"{@:" temporal ﬂow Tlus tensron ts Open Qr unre olved whrch 1s not the. same as- saying that it
A crea:es ambrgu:t.y or 1mdeterm1nacy thére 1s openness Lbut not armlessness for the tensions, $ . &
- s . o . . A & A -
whrle unresolved constr;arn our understandrng of the chapter ' S o

P “"5:‘ Thrs unresolved opposmon between trme and space makes "Penelope unique in '
L a 5 T;b
Ulysses whrch hay 1mportant 1mp11catrons for our understandrng of the spaual and temporal '

[N

qualities of the enttre book. In order to understand these qualrttes we must consrder whether

:-',\:
@ L\““h o 50

. and in what way  "Penelope” concludes aUIysses grvmg partrcular Attentron to whether the

chapter is primarily a temporal goal or part of a spatial pattern. According to Karen IR

’

l;awre_nce Penelope does n8t conclude all aspects of the,book: - ' o N
Perhaps it makes sense to say that in "P'enelOpe " Joyce provides a

powerful ending for one "story" in Ulysses and not another: he completes

the archetypal plot of the Odyssey by giving us Penelope, and he fleshes

out the naturalistic plot as well by showing us the very human Molly - o

somehow falsified by this kind of fmal chapt "PeneIOpe" do
outside the sequence of styles, but it has the ¥ gn

© behind it. The whole book has cautioned us not to trust any oné version
of things more than another, even one so apparently formless or "natural”
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as this one.'*’ »

., v

¢
Lawrence s first two obserVahbns arg correct, for even though the story is not fully resolved it

I

seems to be completed by the homecoming, and we are not left wondermg “about the f uture
OV )
and, as Joyce Wserved, the nature or humanity of "Penelope” is "the indispensable countersign

to Bloom's passport to eternity," and thus "Penelope,” along with "lthaca," constitutes a dual

\e

conclusion to the book.!'’® In addition, Molly s‘ time domrnated mind is the antithesis of
v

Stephen's spatial thought, and her maternal ﬁature and concern for Stephen's "poor mother,”

who "wouldnt like that-if she was alive ruining himself for life" (U 778), make her the opposite
of the unfilial Stephen: both of ‘ these contrasts create balance and a sense of wholenessv, and, as
a result, ’.'Penelope_,"' i_s-'a temporal, goal that completes the spatial patternsof Ulyssés
Lawrence's observatlon‘that‘."Penelope " exists "outside the sequence‘ of styles" ‘.is 'questionable,‘
though, for the chapter also cornpletes the rnarked temporal progression 'ol’f-‘-“technique in
Ulysses. At the beginning of thi's' discussion ‘of "‘Penelope," I _noted that fLaw_rence sees a_

i

"reversion” to earqu“ techmques and we have just seen that Iser beheves that "Penelope

\J

«‘\4“,‘; N

free from the

-05 K
g

\However the contrast™ between the world of trme and spatial forms that pervades and is -

'resolved In the earlier chapters is also found in "Penelope,” where thrs tensron reaches its most -

extreme dissociation. As a result, "Penelope both looks back to "Proteus wrth whieh it*

l

shares an ironic pergpective upon the character's understanding of time and space, and it looks
e R L . Q " .
_ahead to Finnegans Wake, in which there is no resolution of time and space. "Penelope” is a

unique temporal goal of the book b)rt"one which also recalls earlrer chapters and consequently
increases our spatral apprehensmn of, ""Ulysses as a whole. Karen Lawrence argues that the
A

echnical reversion” of "Penelope” contributes to our sense of Teturn and closure, """ which’

su'g"gests thatit is a ‘temporal. goal that completes the'spatral shape of a crrcle. lts ynique

_ . A : .
_tepsions intensify thé temporal pro‘g/ression of Ulysses, ‘although this progression can also be

[ - .
i . Lo . ]

e / .

169Lawrence, p. 207. - . / ’ ‘ . S
'7°Joyce, Letters.of James Joyce, Vol I., pp. 160 and 168 ‘ 5
'"Lawrence, p. 204. S e . .

/

!
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seen as a spatial pattern. While space predominates in the former view, time is more important

in the latter.
Just as time and space are fused or in balanced tension in all parts of Ulysses, the work
as a whole is both end oriented and spatial. It first seems that we are primarily engaged in a
quest through time, for the apparent self—containment of the epic form implies that the clues to
- . }

this puzzling book will be forthcoming if we only persist. But this seeming autonomy alscv\dw’Q

4

~suggests that Ulysses is a self ; o i@\hed spatial whole. 1t does not matter that the wealth t&dh .
4}"1"""""‘i )

detarl prevents a simultaneous apprehensnon of the work, for we may nonetheless abstract an

select from this detail in order to acqurre a concepuon of the whole;: this process is not a
reductive 1mposmon of an order- g1v1ng pattern (of the kmd that Iser drsié%s) bul is instead a
hazier spatra] 1mag1nat10n of the entirety of the work. When we have f 1n1shed Ulysses, we are
left with a primarily spaual understandmg ‘of character, of Dublin, and of the pattern of the"'
‘ day, and even the temporal progression of techmque ¢an be seen from a dlstance as a spaual
patteri. Joseph Frank argues that Joyce wanted a unrf ied 1mpact " a "sense of simultaneous
'aetivity,"”’ and that he assumed "a unified spatial ,apprehension of his work wonld ultimately
'be possrble "173 The words "sense” and "ulumatgq are crucial here we cannot of course,
contain the entirety of Ulysses in our minds and eliminate time, but we can have a faxrly clear

sense of the space that the work occupies Or seems 1O contain. 'This spatial apprehensio'n is not

-

the elusive goal of a temporal reading (that is to say, it is not an 1deaﬁ) but instead gTOWS out

of time. Ida Fase] sees a less deslrable fusron of time and space in Ulysses when she says, in
passing, T ‘ S

how static: time emptied into itself without “passio.. the river become
stagnant, become space. There is no struggle, as in Faulkner, to break
through; no tension of spaceJtrme conflict, of attempted escape from the-
Uap 174 s

Tn other words, (because characters are immersed in time; they seem lifeless Or static and. to

117 ranik, 1963, p. 17. .

1371bid., p. 19. ‘
1"*[da Fasel, "Spatial Form and Spatial Trrne in The Western Humanities Review, 16:(4
- 223-34, p. 227 .

i
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acquire a spatial quality. However, not only do the characters often struggle to escape time,

but the form of Ulvsses is pervaded by " space time conflict," a conflict whose resolutidn leaves .

.»«.‘t .

us with' a wbr'mt not a static, spatial qtmltty that grows out of time and finally contains ttme
within it. Moreover, because the tex%ﬁﬁtt in "Penelope” are not fully resolved. Ulysses is
somewhat open-ended rather than a self -contained, static shape that seems to close in upon

itself. Most importantly, the-spatial quality of Ulysses does not make the book an object, as

. . » . \\ . . . .
though it were an impenetrable and static piece of sculptuxe@omt is crucial and must be

9 - ' -
LT~

looked at more closely. o \
' When I discussed "Proteus," I argued that the text does not seem to be a remote objec .

" because of the confusing interrelationship between subject and object. Bl blurred
_ relationship is found both within the story, in which Stephen cannot dissociate h_lmself from the
“objects. that he perceives, and in the telling of the story, for Stephen's consciousness is not

distinct from the narrator's voice and, consequently, the reader'sown Trelation to the text as .

' object is confused. The reader is enrneshed in the text and must segk to partially -objectify it;

we do not attempt, to»@enetrate a tex at already seems.to be a distant, spatlal object. - The

("ﬂ h 43
harmomous parallehs@t ‘ﬁwﬁeen the sw»m and its tellmg that characterrzes "Proteus is not

‘ l , YA

evident in "Penelope, ,tﬁ whrch there is a dlsJunctxon between Molly S stream of consciousness @
r . . ..{\,

and the forms, namely language and. spattal patterns whrch call attentron to the literary

representation of these thoughts. There is; in a sense, a confusx-on of consciousness, but it is , .

different in kind from that found in "Proteus”: Molly's archetypal\quality rnake§ ‘her part of

- the collectlve unconscious rather- than a mere 1nd1v1dual consmousness Wthh gtyes henas much

5:

affmlty to the "characters" og anegans @Vafe as- 'to Stephen whose consciousness is -

,ultirnately distinct from all others. But it is not this archetypal x'quahty that is pnmanly N A

responsible for the lack of a §t€ong subjeet-object distinction when we read "Penelope."

Instead it is the dissociatlon between the story and its llterary telhng that enme,shes the reader

m the tefd. nd prevents the chapter from becoming a statrc spatial object Becausw?he tension T R
- ' M
between Molly S duratlon and the language ang, spaual patterns of the chapter is never resolved . 4

s



v

»

' somethmg" (U 782) We are, of course, reagrng ;ayég

v,.\

. extreme in this last chapter although we must be caref ul ‘

) 86
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the reader cominually mediates between time and space and cannot solidify a- spatial
apprehensron of the text. Time is notur‘econciled with nor contained in space, and consequently

@

there is a tension from whrch the reader cannot ‘$tand back. -

.

' We also havea more»"conventlonal’relatlon-to the text because of our ironic oerspective,
which requires that we. posit an implied author. Our'superiority to Molly does not fully align
us with this implied author, though for we cannot overcome our sympathetrc attachment to
Molly. As a result, we do not seem 10 be the: author s equal and confuse ourselves with him
(as Joseph Kestner, by contrast, would suggest), nor do we thereby enter into the space of an
objective text. Our less conventional role of sustaining the text's tensions does, in a sense,
make us creators because of the magmtude of our involvement, but once agam we ate not the
author's equal Because the tensions in, "Penelope seem to be beyond the controllmg power of

the 1mphed author and ‘they humble the reader, who cannot resolve them we lack a sense of

superiority, 0r, 1f we are the’ rmplred author s eqttal we are equal only in powerlessness - Néar

Lk

=
the end of -"Penelope, we become more conscxous of thrs role as creator when Molly insists

that "I wouldnt grve a g&ﬂa’p of my two f mgers fu,

;.iucreaud’m,%nd are ourselves creative, but

N

drsruptrng [hlS srmrlarny is a contrast between Mollv s creatlon in nature and lrterary creatjon.
¢

.. Once agam the tension between nature and ‘art, like that between time and space, is most

EYEN

% overemphasize dif ference at the

- expense of likeness. We have a balanced, dua{ljp‘erspe’ctwe for we both ahgn ourselves with

Molly as a fellow c'r'eator and see tensions that she fails to recognize and which drstance us lrom :

her non-literary, 't'emporal world of nature. This dichotomy is typical of ouNelation to the
>

text,sfor ‘our readrng is contlnually drsrupted by the irresolvable tensrons of time and space in

the chapter. .er a relauvely conventional role that recalls our actxvrty\ when readrng

N

"Proteus,‘, but at the same trme we must sustain tensions wrthout the reassuring guidance of an

_"x A )

implied author. .In both cases, we are f ully 1nvolved in the spaual and temporal quahtres of the

“text, which shows once again that we can understand the relationship between time axd-space

) N . " ,Vp.}?
oy

: %

: itherr learmn’vhy dont they go and createv
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only if we specify the reader’s activity. '

While the tensions which disrupt the surface of "Penelope” are on Aincipient, they
predominate in Finnegans Wake, where time and space are in extreme disjunction and are never
reconciled. This affinityr between the two téxts can be further specified in order to reveal the
continuity between the largely dissimilar Ulysses and Finnegans Wake. Most..obviously, the
tension between the predomrnantly spatlal Vrcoman patterns and Molly's temporal thought f 1nd )

a strong parallel in J oyce 's use of Vico's cycles in Finnegans Wake, although in the latter the

patterns contrast with the flow of words rather than the flow of a single consciousness.z

even this emphasrs in anegans ‘Wake upon the fluid word is adumbrated in "Penelope"'t

N

‘which the word is at once both a transparent representatrve of Molly S duratron and a thmg in~

itself that belongs to a hngurstrc duratroh Moreover, the drsJunctron in "Penelope between

art and nature or f orm and content that is in part created by our awareness of the word finds
its most extreme expressron in Finnegans Wake,. in wha»ch the lrngurstrc srgnrfrer is detached
73 " .
from its referent. Molly reJects the word an((l.trres to lrve ina non- linguistic reahty, but J oyce
€
shows us in "Penelope (t;l’rat words lrke s,patral patterns are meseapable They shape thought !

and undermrne duranon ‘which in turn exposes the artful quahty of the spatral patterns In

aﬁJ

anegans Wake the word *dommates and there is"no longer“‘anx ‘point in trying to seﬂarate~ ~. '-"
conscrousness from the language ‘and patterns that inform it. Our task when reading F mnegans

Wake is not to separate form that we alone see- from content, as. part of our attempt to
- : W

_distin\grishm\ud@id consciouisnesses through an ironic perspectlve .mstead
‘consciousness is archetyp ore markedly so than Molly s, and our, task is. to relate. spaual

' reader does not think ahead to Fi znnegans Wake Our understandrng of the later work serves to

A

archetypes arrd\ other patterns to the temporatﬂ W oﬁ words Our rolé is made more drffrcult . ‘r;\ o
A, %

N : , I

because the 1mplred author who begms to drsappear in "Penpl\pe\has vamshed in anegans ?s.f

— —x ) -

~— v

’ Wake leaving us tp cope with tensrons  of-time and space more severe than those found at the .

o~ -

end of Ulysses.. Whrle the tensrons are less extreme in- "Penelope there can be no doubt. that

(A

P’
they are present they are. obserVable nht only in retrospect but also emerge even when the

] . R - ° . SN
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clarify temporal and spatial qualities of ""Penelope" which are inherent and which are an

extension of the interrelationship that we perceived in "Proteus.”



AN

C. Finnegans Wake: Time Chasing Space . ' m 3 \

'its reader's activity. For we cannot begin to make sense of the abundant patterns of meaning '

The relationship between time and space in Finnegans Wake is the key*to the work and

N
t

'

in, annegans Wake until we recogmze that spat1a1 interconnections and the temporal ﬂow of

-words are in balanced and 1rresolvable tension, with each undermmmg the other. This mutual

antagonism does not make the book stagnant, with a stattc'spattal pattern in direct opposition
4’-\\"
to aimless temporahty but mstead has the opposrte effect of sustaanmg the text and compelhng

the reader onward One might expect to find that anegans Wake is a perfect example of

- spatial form beoause of the extreme cnsruptron of a eausal chronologrcal story to form a plot

-~

~sustamed by spatial relauonshrps but whrle we pursue these spatral connections in -time, the

goal of a, stabl sanal order is a drstant ideal that cannot be reached by an actual reader
o B
Even %oﬁ@h we are unsuccessf ul, we do not give up the hope of achrevrng our quest and begm

‘to w%%der armlessly for Joyce contmually taunts us wrth the possxbrhty that we wrll in time,

 find spzmal stabrhty [In the followmg pages T will examrne this productwe tension between

. for this is J oyce s most direct consrderanon of space and time. . /
but more marked than the ﬂow it "PeneIOpe Each word 1s an almost tangrble sound a thmg_ '

v substantralrty of' the wrrtten word and its’ sound 1s herghtened because J oyce breaks down the'

< boundanes between wo’rds causmg ugto hear a sequence of sound Tather than% series of

1) * K R

spatial ideal and temporal quest and wrll show that it drrects but does not rrgrdly constrain our - h

activity. The fi 1rst half of the chapter isa relatively broad and abstract discussion in whrch T

v f

WL

essennal that we then turn to Chapter vi of the flrst par’t “of Fzmgegans Wake partrcularly tgv

9

the: story told by Professor Jones ("so emrnent a spauahst"”’) of the Mookse and the anes _

| ,

'I’he stream of words Jrn Fi innegans Wake constltutes a temporal ﬂow that is srrmlar to

in ttself that is pgrt of a stream rather than refers to somethmg external that is ﬂurJ Thrs'

9

‘ distinct sound groups Words are only superfrcrally divided by‘typology into umts or therr

175Tames J oyce Fi mnegans Wake (1939; rpt Harmondsworth Penguin Books, 1976), / 'p- 149,
. 18-19. Subsequent page and line nanbers will.be grven in the text ‘

k» - | . 5
o S 89

. : I
begin by looking a‘t the level of ~words and then move to ’larger drmensrons of the book ﬁ is 4,

a
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sounds, like their meanings, are not easily separated; for instance, "passencore” (FW 3.4-5) is

typographically distinguished as one word and may be understood to mean "passenger,” but it

.

may also be a fusion of the two words "pas encore.” Joyce presents in the extreme a property
of all language that was recognized by Ferdinand de Saussure, whose Course in General

. Linguistics will be used extensively to illuminate the nature of word reference in Finnegans
Wake.'"® According to Saussure, speech is not segmented on .ne level of sound but is instead a
continuous stream. In his discussion of the "Concrete Entities of a Language,” he argues that,

. .a primary characteristic of the spoken sequence is its linearity. . . In
itself, it is merely a line,-a continuous ribbon of sound, along which the
ear picks out no adequate or clearly marked divisions. In order to do-so,
recourse must be had to meaning?.”7 ’

When Joyce disrupts the meaning that permits segmentation, this fluidity of sound becomes -
more prdminent. Qur discovery of meaning does not entirely break this flow but instead

partially segments it; like Lessing, who speaks of the signs of poetry as "articulate"!’® in order
to emphasize the fundamental t‘emporality that underlies word division, Saussure describes
language as jointed:
In Latin, the word articulus means "member, part, subdivision in a
sequence of things." As regards language, articulation may refer to the
division of the chain of speech into syllables, or to the division of the

chain of meanmgs into meaningful units.!”?

The task of J oyce's reader is to articulate or find meaningful units within the temporal flow of

S

sound rather than entirely sever its continuity. v o
The unusual degree of fluidity that characterizes Joyce's language emérges because

Joyce exploits the potenual in language for the separation of the almost tangible 51gn1f1er from
"¢Ferdinand de.Saussure, Course in GeneralLinguistics, ed. Charles Bally and Albert
Sechehaye, trans. -Roy Harris (London: Gerald Duckworth and Co., 1983).

It is impossible to determine whether Joyce was directly influenced by Saussure's
Course. Hugh Kenner believes that there was no link because the Cougse was "published only
after both Joyce and its author were dead” ( "Approaches to the Artist' as a Young Language
Teacher," in iViva Vivas!: Essays in Honc of :Zliseo Vivas, ed.  Henry Regnery [Indianapolis: .
Liberty Press, 1976], p. 335). But while tz.2 f st translation did not appear until 1959, the
French text was first published in 1916. Nonctheless, Kenner is probably correct to suggest
that Joyce independently reached many of Saussure's conclusions (p. 343)

Y7Saussure, p. 102.
1" essing, p. 55.
1"9Saussure, p. 10.



91

its referent or signified. This possible separation was not explored by Saussure, but it
nofietheless arises from qualities of language which he perceived. The most radical and

influential insight in his Course in General Linguistics is his argument that the relationship

between the two halves of a linguistic sign, the signifier and the signified, is arbitrary and
secured by convention rather than an inevitable or naturél link; we associate a given signifier
with its corresponding referent not because pf any quality inherém in the sound of the signifier
but because we can differentiate it from all othler sound pat;erris ir ihe languzge. Saussure
proposes that there are two distinct realms, that of sound and 't 1 cept . in both of
which units are understood in terms of whai‘thcy are not:

Just as the conceptual part of linguistic value is determined solely by .
relations and differences with other signs in the language, so the same is
true of -its material part. The sound of a word'is not in itself important,
but the phonetic contrasts which allow us to distinguish that word from 2
any other. That is what carries the meaning.

This may seem surprising. But how could it possibly be
otherwise? No particular configuration of sound is more aptly suited to
express a-given message than any other such configuration. So it is clearly
the case—indeed, it must be the case—that no linguistic item can ever be
based, ultimately, upon anything other than its non-coincidence with the
rest.” Here the terms arbitrary and differential designate two correlative
properties. '

Everything we ‘have said so far comes down to this. In the
language itself; there are only differences. Even more important than that
is the fact that, although in general a difference presupposes positive terms
between which the difference holds, in a language there are only
differences, and no positive terms. Whether we take the signification or
the signal, the language includes neither ideas nor sounds existing prior to
the linguistic system, but only conceptual and phonetic differences arising
out of that system. In a sign, what matters more than any idea or sound
associated with it is what other soynds surround 4t.**

Joyce challeﬁges his reader to determine which sounds are significant, to find the differential ®
relations that allow arbitrary signifiers to carry value. For instance, the word "war” (W
142.30) may bé pronounced in different ways, soA that it may mean "war” or "were," and our
task is to think of all possible ways of sounding the letters in order to give them meaning. But
the process is more complex, for we rapidly compare the sound sequenée of "war" with all
sounds from which it differs and which it is like in order to determine in what way if is

107bid., pp. 116 and 118; Saussure's emphasis.

-~
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significant. This process occurs whenever we uée language, but Joyce exploits it in Finnegar
Wake. His play with significant sounds calls attention to our activity of finding referents and
| £Xposes the arbitrary nature of the link between signifier and réferent. Joyc: increases the
difficulty of our task and {iutensif‘ies his exposure of signification because Finnegans Wake
* contains numerous languages, with the result that we do not know which differential systems of
sound aTe revelant at any given instant. When Joyce almost over@helms the reader with a

confusing strea.i: «. sound, he theréby separates signifiers from their signifieds and calis

attention to the signifiers that constitute an autonomous system based on d'i.f ference.

Reference in Finnegans Wake is not merely ambiguous, in which case the link between
signifiers and signifieds would be secure but the relationship among signifieds uncertain.
Instead, Joyce _makes us conscious of the process of identifying signifiers with signifieds
because we discover meanings by differentiating a unit of sound that we can match with a
concept. There is a continual interplay between postulated concepts and sound groups which
calls attention to the two differential systems of sound and concepts and the arbitrary links
between them. Sound is presented as a world of its own, an autonomous system that must be
related to fthe conceptqal world. As Saussﬁre observes, "the language itself is a form, not a’
substance, "'** and Joyce separates this form from ihe content to which it refers and which

makes the articulation or disruption of its temporal flow possible.**?
Mrbid., p. 120; 1ta11c1zed in original.
132 "Approaches to the Artist as a Young Language Teacher," a rare application of Saussurian
linguistics to Finnegans Wake, Kenner discusses differential relations but does so without fully
exploring the Telationship between signifiers and signifieds. Kenner observes that because
language is based on difference rather than a natural link betweenﬁr ifier and signified, a
given signifier brings to mind and is understood in contrast to those om which it differs; this
mterplay is prominent in Finnegans Wake and serves to create coment, to call forth words not
prmted on the page:
- It is an odd property of Finnegans Wake that it brings vividly to mind so

many words that it does not use. They are often more vivid than the

words on the page, and they exist in the mind's ear to specify whatéthe

words on the page are not (p. 336).
Kenner extends this principle to other levels of the text and argues that the relationships among
entities such as "characters” are differential (for instance, we can begin to understand what a
Mookse is by realizing that it is not a Gripes [p. 335]). In effect, Kenner believes, we are
creating the referent, the "Mookse": it does not exist in the "real,” extratextual world but
seems to acquire characteristics and reality because it is a product of its relation to another
entity, the Gripes. Kenner sees the origin of this quality of Finnegans Wake in Joyce's use of
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The differential relations among significrs that permit us to segment a flow of sound

are an instance of what Joseph Frank calls internal reference. This can best be understood if

he

we contrast the predominant relationship between sound and meaning in "Proteus” with an
especially clear (but not unrcpresen\téfive) instance of sound usage in Finnewéans"Wake. We
saw in the last chapter that the sound of sofne words in "Pfot_cus" is onomatopoecic and that
rhythm may also echo the lexical content of words so that there is an immanencé of form in
content and of spatial pattern in time. In Finnegans Wake, however, sound is pre@ominantly
functional rather than onomatopoeic: the qualit‘ics of the sounds (such as vowel length and
nasal quality) are unimportant because the sounds are relational, not imitative. Just as sounds
are "contrastive” or ‘"relative" within the differential system of signifiers,'*’ sound in
Finnegans Wake is based upon internal relations. For example, the s and b sounds in "from
swerve of shore to bend of bay” (FW 3.1-2) are not .in themselves significant, and their
primary purpose is to relate the motion of the river to a particular point of reference ("shore”

or "bay"): the similarity of sounds creates rather than merely echoes content. e eventually
5

¥ .

find a close connection between sound and meaning, but the functional use of sound first

separates the word as an object with its own qualities from its meaning. The word is a
13(cont’d)th¢ "Berlitz method " as a language teacher. Because students do not "talk about”
the languagefthey are learning but rather use it, .

Slow]v, as they proceed, a universe of discourse, commencing from a very

few words like glove and shoe and umbrella and rapidly accreting

population, will sustain itself in the room between them, cohered by -

grammar and usage, and will generate such realities as are talked "about.”

That is the principle by which Mookses are born, and the world into which

they are born. . .is wholly that of language (p. 342; Kenner's emphasis).
But Kenner does not adequately show that it is the internal reference of language that creates
the Moaokse, or any other entity. On the level of words, we can see that a signifiéd is not
created by difference but that the arbitrary /ink between signifier and signified is created;
similarly, the difference between the Mookse and the Gripes does not mean that the Mookse
itself is created. It is not the case that "words can create Mookses" (p. 345), ones that we
might expect to "see” in the extra-textual world (p. 334), and difference may, by contrast, in
fact intensify the fictionality of the Mookse by drawing attentipn to the medium of
representation. Because the link rather than the signified is created, what is crucial in
Finnegans Wake is not difference or internal reference among signifiers or among signifieds but
Joyce's exposure of the link between signifier and signified. Kenner does not discuss Joyce's
extreme disruption of the relation of signifier and signif’ed that calls attention to reference, but
this is the key to the language of Finnegans Wake. Kenner's application of Saussurian
linguistics to Finnegans Wake is interesting but limited and sometimes questionable.
1Saussure, p. 117. ’

}
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sequefice of S(;unds that first displays interna!, spatial reference to otl{er sounds on a
;on-semantic level anq then show§ exteraal reference 10 a signified.

Once \;ve have posi'teci signif iedg, these concepts may also display influential patterns of
internal reference. We are inclined to recognize as important ideas which recur in tﬁe
cohfusing plurality of Finnegans Wake aﬁd which belong to. a web of interconnections. Like
spatial patterns of sound, though, these links do nof escape timé, for .they continually change
shgpe as they- incorporate more elements from the té\eﬁling book. But once again, the most
important factor is not the large quahtity of material is Finnegans Wake but its essential

; .

<
instability, which can be understood only if we look more closely at the link between sound and

referent in Finnegans Wake.
~ Signifiers and ;si.gnifieds(hha.ve a spatial relation that is different in character from
internal reférence among sounds alone or among réferents. A sign can be understood as a
sf)atial juxtaposition of two elementsiz while the words themselyes are first an ﬁnbroken stream
of sound, and concepts, by themselves, z;re fluid, oﬁce sound 'pattems are linked by tonvention
to referents a spatial relation emerges. This is true not only of nouns but of all parts of
speech, for the stasis resides not in the referent but in its link with its signifier. We are usually
aware of this quality only in special circumstances: allusiqns, for instance, and highly
ambiguous signs that seem to branch out in a number of directions are obvious,‘ly spatial.

If there is a temporal dimenfion in this reference, it is transcended. The signified to
which a signifier refers seems to exist prior to the signifier, to belong to a stable pool of
potent;al meanings that is antecedent to a given usage of its signifier. But while we can say
that. the referent seems prior in time, it is more accurate to say that it is timeless: a giyen
signifi.e'r refers to one or many signifieds that belong to a pool that is spatial, outside time or
before time. Joyce heightens this spatial quality because he dogs not limit reference to current
meanings but instead incorporates all past meanings into a large, : atemporal pool of

possibilities. Neither current meanings nor etymological Toots are given priority because of

their position in time. Etymology must be considered if sense is to be made of some words,
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and archaic words should be recognized as-such, but past meanings have no priority, so that we
cannot appeal to the root of a word to find a stable meaning. In short, the pool of potential -

K

meanings seems to have prior existence, but within this pool th.e'ré is no temporal order that

I3

wonld enable us to secure meaning. |

The cl‘rucial conclusion at this stage of my argument is that referéncc ié unstabl¢ not -
because there is a large number of possible referents buthecau‘ée"‘there is no original or
privileged referent th‘at v‘vou]d end the temporal play of signi'f ieation by creating a stable, spatial
link between_signifier and signified. We seek to find' one mear_xing‘ that is primary or; else a
han.ful of meanings that can be ordered hierarchically or feconciled to form a larger, stable
_complex of meaning. - Eventually, we reach an i.mpaSS, a point at which wé recogniie that the

atemporal origin or primary meaning cannot be found. Our goal is to soliQify the lir;k bet\_x{een
signifier and signified, but Joyce does m;t allow méaning to close; as a resu.lt‘, we coniin;ally
chase meaning in time, follovs}ing the play of signification in the hope that we wiil f ind a spatial
origin or ground. Because dece ruptures the link between the two differeniial systems of
signifiers and signifieds, we both find a temporal flow of sound and follow, in time, the play of
signification. While our quest for spatial stabilify in reference necessarily fails, we nonetheles‘s
persist because of the continual renewal of our illusory hope that an origin which escapes time
can be secured.- We are aware of etymology, but we. discover that root meanings fail to
stabilize words; we may finally discover a reférent for an"0dd sequence of sounds; only to find
that play within the system o'f signifiers and the differential relations of sigﬁif ieds removes any
‘ stability that we believed we had found.

An example of this absence of a stable, spatial relation between signifier and signif i,ed is
the play of nieaning in the book's title. Perha_ps the f irst meaning that occurs to us is that the
"Wake" is an observance of death, sbecif ically Finnegan's death . Butitis immediately evident
that there are numerous other possiblities which remove any priority that we may attach to the .

"first” meaning: "Wake" may mean "to awaken" (which is opposed to the sleep or death of

Finnegan), and it may also refer to a ship's wake. The play of signification extends further,
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R
t ~and.some examples can be. f ound in the text itself (we are told, f or instance, that "Timm an
agam 's- weak [FW 93.35-6], of "This Funnycoon s Week™ [FW 105 21] of "Fenegans Wtck"_
[FW 358. 23] and of ”memegame s fake [FW 375.16-17)), whlle numerous others emerge if
we thmk \of ) the dlfferentxal system of sound (wake, wade, waft, waif, quake, etc.) ™
Reference is similarly open ln the case of "F. ;gnegan." The ahsence of an apostrophe suggests
that it;ls not the possessive form of the name of ‘one person but is a plural noun, although 'this
latter sense does not become dominant. "Finnegaﬂ'" ls even less stable because, %‘s David Lodge
points, out “Finnegarl contains the'double echo of 'finish again' and 'begin again_"';“"it also
brings to mind "sin again," "grin again (FW 580. 20) win a gain" (FW 358.'19), "Timeagen”
(FW 415 15), and the "funn” at "Flammagen S ball" (FW 321.17). This plurality of meaning
is quahtatxvely different from ambiguity: the instability does not arise because there are
numerous srgmfreds but because there is a separatton of srgnlflers and srgmfreds that permits
the play of sound within the differential system of signifiers. This leads us to attempt to
secure a Spatlal relationship between signifier and srgmf ied by f mdmg the privileged, atemporal
ref erent‘ but we find only the continual, temporal play between a signifier and the sounds with
which it drffers including both those in the grven sound sequence and those which are
sngnrf icant in the language but happen t0 be absent. Each s1gmf ier and each signified calls up
“the signifiers and srgnrfleds with which it differs and which negatively defrne 1t, so that we
- continually ‘follow the web of mterconnectrons in the differential systems Because of this
negative definition, a series of contrasts emerges a wake for the dead. for instance, opposes
the notio’n of awakening, although there is hfe as,_, well as death at a wake, and this life or
motion of wakelul’ness contrasts with the stillness of a ship“s wake (which follows motion).
The signifieds continually undermine one anotherﬁ and lead us on a continual pursuit through

differential relations: if we begin by trying to secure reference in the title, we start an endless

quest that carries us throughout Fi mnegans Wake and throughout the system of language

................ r-
"

”‘Compare Joyce's partrcularly clear play with reference in Part 111, Chapter iv: .curious
dreamers, curious dramas, curious deman, plagiast dayman playajest dearest plagurest
dourest” (FW 577.31- 3) T

1351 odge, p. 133. o
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This is not to suggest that we fail to find meanings to work with along the way but

rather to suggest that reference lacks stability, a spatial stability that would end a temporal
pursuit. We can say, for example that the absence of an apostrophe in "anegans suggests
that experience is recurrent or archetypal not the unique possession of an individual, and we

‘can see a pattern of opposition in the meanings of ”Wake," in which movement is always in

tensron wrth stlllness But these notions do not close reference and show pnorrty -Jche o

'upstts ref erence by forcmg apart the temporal flow of sound from spatial reference and whrle
n

"we find referents along the way and can posit i-terpretations using them, we find no stablc

: - - . , .
ground. Because we can posit temporary meaning, our quest is not merely open OT aimless but
is directed. As we hop from referent to referent and among’ the significant sounds that

constitute the differential linguistic systems, we follow a winding but not unconstrained path.

If we begin with the sequence of sounds "regginbrow” (FW 3.14), which we cannot demarcate

as a "word,"” numerous Teferents start to emerge: rainbow, begin, egg, regain, reginal, brow, -

row, etc. Gradually, plays of signification lead us further and further away from the original

sound sequence of "regginbrow,” and these connections can be followed'endlessly.‘ " The

immediate context of the sound sequence directs but does not close the play of signification, { or

the context is not stable but continually expands until the entire book becomes a web of

interconnecting threads that we follow in time. While this quest never ends, it is nonetheless

shaped and sustained rather tvhan aimless; Finnegarzs Wake is nnstable not because we can
impose any meaning that suits us but because the paths of meaning are interminable.

Wnile the relationship among sounds alone and ameng referents may at first seem to
give primacy to spatial form, the unstable conngction between these signifiers and signifieds
allows time to predominate. If this link between signifiers and signifieds were merely
ambiguous, reference would seem to spread out to fill a limited amount of spece; but because
the link is instead severed, we find a flow of signifiers and reference that continually changes in

time. By building upon the linguistic theory of Saussure, who was unwittingly the forerunner

of deconstruction, we have seen that reference in Finnegans Wake lacks the spatial ground that
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is the unattainable goal‘ sought by post-structuralist critics.''® It is important to noticevthal
Joyce has exploited the qualities of lanéuage that create ° stability and that the reader does not
impbse this undchtapding upon the text, In other words, deconstructionist theory illuminates
Athc' text and the experience of reading, and it can be seen as a tool for practical analysis rather
thah as an end in itself. Most importantly, it is a use of deconstructionist theory that allows '
for considerable rcadér activity and can be made compatfble with the reader . other findings.
As we will see, the lack of ispatial stabﬂity that characterizes word reference has counterparts in
other dimensions of Finnegans Wake. |

' Beyond the levél of .' word'sb are tenu‘o‘us ” spatial pattérns, such as gram:.atical
constructions, that cannot contain the flow of sound. 'Once we have broken the phonetic
duratidn into unstable wbrds. we can move to lafgef ‘syntactic shapes-which, while sequential or
;temporal . are also spatial because they‘ are pﬁtterns of internal reference and because rules of
syntax describe ideal shapes which are. beybnd pargicular manifestations in time. Joyce often
séems t6 distupt or ignore rules of syﬂtax, but ‘they *have a subtle i;llportance, as the
construction of the first paragraph shows. - The phrases that érc marked by commas follow a
pattern, fqr they grgw sfeadily in size and Builq, upon one another: the first word presents .fmd
| _describe; an object, and the second phrase place§ it in relation to a point ("Eve and Adam's”
[(FW 3.1]); then the river is seen in relation to other poinfs on reference, and we follow the
river's movement just as we méve from monosyllable to monosyllable; the fourth clause makes
us stand back and see the-emire pattern of "recirculation” (FW 3.2). The sentence, then,
"brings us" (FW 3.2) through the cycle. The first paragraph grows as its clauses increase in
size and the focus changes, and then the cycle begins again in the following paragraph, which
also starts with an object ("Sir Tristtam") and a phrase of one and a half feet. However, the
syntax of the first paragraph is unable to contain the eruption of language by closing the play

of meaning, for relations dictated by syntax are not constraining: for instance, syntax- suggests

1sAnd, by extending Saussure's argument, which has affinities to the theory of Joseph Frank,
as we saw in the first chapter, we have found that Finnegans Wake is temporal rather than
characterized by Frank's "spatial form."
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between signifiers and signifieds, he shows us the unattained ideal of a novelistic spatial form.

Joyce also raises the possibility that there is an implied author, an omniscient designer
: ) g

within whose mind the entirety of the book could be apprehended as a spatial whole. Not only -

~ would this implied author define‘ the boundaries of the text, but we could also attribute to him
;'f—tht; reajrangement of a causal, chronological_ story into a plot with spatial form. Joyce
sorﬁe‘times hints that there is such a creator, espécially by meané of pronouns. The "fiverrun, "
for instance, "brings us by a cornmodihs viéus of recirculation back to Howth Castle and
Envirgns" (FW 3.1-3; emphasis added): the plural pronoun suggests that there is an implied
‘ author, although one whose single ‘voice cannot 'be distinguished. The elusiveness of thc;
implieq authof is more extreme in Finnegans Wake than in Ulysses. 1 noted in the previoﬁs
chapter that the ambiguous pronouns of "Proteus" make the narrator's voice unclear and
disrupt our own relation as'subjects to the text as object, and in "Penelope” we are aware of an
obscure implied author who transforms duration to give it linguistic representation; while there
seems to be some kind of authorial presence in Finnegans Wake, we cannot define an authorial
voice (just as the letter which the hen finds in the mud pile-and which is a symbol or analogue

of the whple of Finnegans Wake has a creator, li;t one whose signature cannot be read [FW

114-15}). The linguistic duration may seem, because of its-oddity, o belong to an idiosyncratic

voice, and we seem to conspire with or to play against a mischievous ‘implied author who -
. 4
ity

constructs puzzles for us, but the flow of language also appears to be inherent in language, to
be the inevitable quality of a vital, self-propelling and autonomous system. The voice
disappears, but not without first suggesting that an ideal of novelistic normaicy can be found

within this experimental text.: Once again, the reader is prompted to search for something that

would gi'v'e épa’tial stability to the work but which has only a fleeting presence, and our

temporal quest is thereby sustained and directed, even though we fail to reach our goal.
Margot Norris is correct to remind us of the "'novelistic fallacy,’™"*’ which is the

assumption that Finnegans Wake is in -essence a novel, one that has been enriched or is

*"Norris, p. 10.

7

..
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“decadent.'** Norris concludes that Joyce's "dcpartures" from tradjtional novel form "sig;lify a
critique of the novel itself "*'* and, while she does.not specifyi the nature_of this critique, she
“implies that J oyce presents the novel form as undesirable and, perhaps, that he parodies it.;;
However, the novel form is primarily impotent in Finnegans Wake rather than undesirable:
while J _oyce's“distortion serves partl&f to ridicule noveli'stlic‘f orm, the distoftion,also strengthens’
it, converting it into a lost ideal, o'n"eb that we hope, in vaiﬁ, can give order to the~ confusion in
..Finnegan's Wake. The importz'arice of this form emerges when Norriyhows tHa{t she is unable
to entirely rejéc{ the _novelistic "fallacy.” Norris readily an( cj'iteg.orically asserts that
1-: innegans Wake 1s au "'dream-work"Wo and _theré_by suggvests that ihére‘is_a constraining story,
the story of dreaming. While Norris seems to‘recognize. in practice, that this story is just one
dimension _bf a multivalent book, she is no_nethe‘lesé drawn by an order-giving novelistic
“f allacy.” We are tempted by Joyce to look f;)r novelistic form because it is valid rather than
; entirely parodied, but it is also wc;,ak and remains an unattainable ideal. L
/Like the novelistic ideal, the Viconian patterns of F iﬁ;:egans Wake constitute a

S

primarily spatial order that fails to dominate time but that nonetheless sérves as the goal of our

A\ )
temporal reading, JIn order to understand this complex relation, ‘we -must first consider

alternate ways of interpreting Vico's cycles. One might argue that time and space are in
the pat"terns because time has spatial shape. Joyce seems to be presenting

N <

this view when he tells us that "in this drury world of ours, Father Times and Mother Spacies

balanced f usi‘on in

boil their kettle wifh their crutch” (FF:V 600.2-3), but closer examination suggests that time and
space are reconciléd only momentarily and in order to perpetuate time. Male and female, like
time and gpace, come together to "boil their kettle” or apply the energy of fire _t_? the waters of
;reation: the aging generatioﬁ uses their "crutch" in order to create a new generation (the "lad
and lass in thev lane” who acquire the parents' knowledge of procreation [EW—-*600.3-4j). and.

time is thereby propelled. This temporary reconciliation of the sexes and of the dimensions

W Ibid., p. 15. , .
9 7bid.
1997bid., p. 10.
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ocgurs at -dawn and in the recorso stage of the Viconian cycles, when change through time
/
¢ predominates. At all levels of meaning, the wuon of "Father Times and Mother Spacies” is

not a permanent fusion but rather contributes to the moce prominent dissociation of time and

space. -

P A ,
Viconian patterns can also be described as predominantly spatial, for time and space are

resolved in the patterns through the containment of time within space. In Time and Reality,

Ma\rgaret‘x‘Church summarizes the role of Viconian ideas in Finnegans Wake and suggests that

i

Joyce was,attracted to their spatial quality:

¢ _ . T f:: number four, representing Vico's four cycles, is basic to
' Finnegang Wake, written in four books. The first book, Book of the
J ~* Parents, -is divided into eight sections, the first four dealing with the father .
image, the last four with the mother image and its projections. Wherever .
.+ there are groupings of four, one can find parallels with Vico's four cycles,
< the divine, the heroic, the human, the recorso. Joyce refers to this system -
" as a "vicociclometer” ("eggburst, eggblend, eggburial and hatch-as-hatch
can") (p. 614), implying that Vico's pattern works with the regularity of
an instrument. It is this regularity and predictability that drew Joyce to
Vico and counteracted for him the insecurity found in uncontrolled flux.!*!

"Vico's philé)sophy," Church later contends, "appealed to Joyce as a synthesis between ti:me
and spacé, between th"ét which changes and that which remains. Through it he transcended the .
.fact of fh?m's impermanence. "!*? |

ﬁowever, just as the Viconian pattern in "Penelope” is weak, unable to contéin the
tempora\i fluidity of Molly's duration (or the opposing ciuration of language in the chabter),
| the Viconian patterns of F i;lnegans Wake lack the obtrusiveness and capacify to give order that
is necessary if the temporal flow of sound is to be contained within space. Whiie time an-d'

at

space are resolved within the pattern, this predominantly spatial pattern remains in tension with

o

the abounding temporality of the book.

The Viconian patterns are not exposed as false (that is to say, shown to be part of the

~

spatial wozld of unreality that opposes Bergson's duration), nor are they a spatial pattern that .

successfully overcomes an undesirable temporal flow. Neither time nor space gains ascendency

11Church, p. 55.
¥2]bid., p. 65. : s
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at the expense of the other, but they instead exist in a productive tension. Critics sometimes

fail to see that both time and hspace are undermined, with the spatial goal brought into question

‘as much as the desirability of duration. We have seen’in the first chapter that both Shiv K.

)
!

Kumar and Robert Klawitter grant ultimate reality to duration, although neither denies the

(f

presence of spatial patterns: Klawitter argucs that patterns belong to Bergs%h's world of
\ .
unreality, and Kumar, while recognizing that Fin:z'egans Wake contains a "space-time
polarity,"'?* nonetheless argues that Joyce treats duration "as the only determining factor in
assessing human ‘experience."'** Spatial patterns, they suggest, are undermined in favour of
duration. Like Kumar, Margaret Church recognizes the opposition between time and space in
Finnegans Wake and contends that Joyce . unlike Befgson, "saw the necessity of both duration
and space and of their interaction in Finnegans Wake,"*** but, as we have just seen, she érgues

that Vico's patterns successfully resolve the two by giving primacy to space over temporal flux.

While Church is correct to take the patterns seriously, more seriously than critic\s who grant

Vs ~

primacy to time, she overemphasizes their capacity to reconcile time and space. The Viconian -

pattern is in tension with the flux of Finnegans Wake and is a predominantly spatial idegl that

we seek in the hope of ending our temporal quest; it is artificial, created and imposed by -the

- mind, but it is nonetheless a valid, though unsuccessful, way of giving spatial order to time.

In large part, the Viconian pattern fails to dominaté time because its cycles have no

beginning or end. Because the recurring cycles are continuous, and they seem to have no

extremities that would give the .. “mited, spatial shape, they are subject to time rather than
subjugate it. In the first cha=ter, I proposed that Finnegans Wake is not a circ.lai »bject that

we can perceive, simultaneous * in s;:ac‘g but is instead a never-ending coil that iivolves its

*reader, and this dominance of tim¢ uver space can again be seen in the spiral Viconian cycles, in

which the recorso always leads' back to the age of divinity. .Of course, each reader has a first

v e . N

‘reading, but rather than set in ‘motion the book's cycles, we seem to join an already contindfng

l”Kum;’ir,- Bergson and the Stream of Consciousness Novel, p. 134.
194 1bid. . °

_Y**Church, p. 64.
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cycle, one that is largely propelled by vital and autonomous language. Margot Norris makes a
questionable but illuminating comment when she wonders whether the end of Finnegans Wake
leads to its beginning:

Although it is commonly supposed to be so, I recall no conclusive evidence

that the last word of the book connects with the first to form a complete

circle. But even if it does, the last "the" stands alone at the end of the

work, completely devoid of semantic meaning, and followed only by the

remaining blank paper of the page. For "the,” although it means nothing

in itsell, means something in relation to other words. Its sole purpose is

to anticipate the next word, to guarantee that something will follow,

something definite and particular. The "the" at the end of Finnegans

Wake anticipates nothing—a definite nothing, the void, the silence, the

death of ALP 1% .
While it is more reasonable to say that the final word of Finnegans Wake is followed by the
first word rather than by "silence” and that Finnegans Wake is indeed "the book of Doublends
Jined" (FW 20.15-16), Norris makes us question the smoothness of this return to the first
stage of the four part cycle. We do not easily and automatically repeat the cycle but instead
feel a jolt as we move from end to beginning, which suggests that we are starting a new and
somewhat different cycle. There is an unending series of cycles which is extended in time
rather than limited in space; there is no original cycle, nor is there ever silence after the flow of
language has completed the recorso stage.

In short, the subjugation of the Viconian patterns to time arises in two ways: first,
they cannot contain the overwhelming temporal' fluidity of Finnegans Wake and, secondly, they
lack an origin or- terminal that would demarcate temporal limits and permit us to see a
contained, spatial shape. But they nonetheless constitute an unattainable, spatial id'ealrand are
not entirely undermined by the temporal flow of the book.

lee the Vlcoman pattern, the various archetypes in Finnegans Wake cannot escape
time. Strictly speaking, there are no archetypes but only manifestations that are particular in

time. This is reminiscent of Iser's questionable argument that Ulysses presents, in essence, the

triumph of particularity over ideals and that "the 'archetype' does not exist in itself, but must

¢Norris, p. 139.
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be brought into existence by a realization.™"’ The;c is, though, an important ‘difference
between Iser's understanding of Ulysses and my interpretation of Ulysses and Finnegans Wake.
While Iser suggests that the plural manifestations of archetypes are more valuable than the
constrammg ideal that lies bchmd them (largely because particularity vields indeterminacy in
the text and freedom for the reader), it is more accurate to say that spatial archetypes and their

. manifestations in time are fused in Ulysses and that archetypes or ideals become more elusive
but no less valuable in FinAtgans Wake. The goal of the reader of Finnegans Wake is to find
the spatial archetypes that inform the numerous and protean manifestations in the book.
However, it is not entirely accurate to speak of the archetypes as "protean”: while the
m_vthoblogical figure Proteus has a usual shape and assumes various disguises in order to avoid
prophesy'ing, it is_difficult to see the various manifestations in Finnegans dee as departures
from a norm. In _short, we cannot distinguish archetypes from rhanifestatidns; we can, for
instance, see a series of opposed pairé, including Shem and Shaun, Nolan and Bruno, Mercy
and Justice, and Caiﬁ and Abel, but which is the primary archetype that transcends time? We
see only manifestations, ones which have an eﬁ?sive’ timeless quality that cannot be seéured
because the maﬁif estations are,constantly changing in tiine and dissolving into one another.

We might expect to f ihd that recurrent manifestations of archetypes exhibit the internal
reference that characterizes spatial form and that the archetype itself trahscends time. In the
first chapter, I not.ed Joseph Frank's general discussion of "eternal prototypes?‘m that escape
time and, more particularly, Margéret Church argues that Joyce saw Jung's theories of
recurrent archetypes "as means of defeating change”;'* Philip Rahv argues that "Finnegans

~Wake is the most complete example of 'spatial form' in modern literature, " af)parently because
"the mythic bias is in the ascendant, [and] the historical element recedes."?°° But rather than
lift us out of time, archetypes are brought:within the temporal world: we see them only in the

197 ser, p. 230. ‘ '
19'Frank, 1963, p. 60.

199Church, p. 63.

200philip Ra. . "The Myth and the Powerhouse," in Literature and the Sixth Sense (Boston:
Houghton Mifflin Co., 1969), p. 212.
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form of their continually changing temporal manifestations, for they, like J oyce's-»readers, are
trapped in time. This immersion in time is not entirely undesirable, for it creates a sense of
renewal and vitality, but it necessarily restricts our undqrstanding of spatial ideéls. Most’
importantly, the divinity that gives spatial boundaries to the temporal world of fallen humanity
cannot be known: in Pgrt II, Chapter ii, which begins and ends x}.ith Joyce's most extensive
considerations of the immanence of the divine in the worldly, Joyce shows that the divine can
only be approached through the systems of symbols created by fallen flumanity, systems which
hinder as much as help our necessarily unsuccessful quest to eécape these very constructions
that pervade our temporal world. We are overwhelmed by time and cannot perceive
t;anscending archetypes or spatial ideals.

Some examples are illuminating: the numerous rivers in the book are instances of an
archefypal river and are manifestations of the unchanging concept "time," but their fluidity
within time is overwhelming and makes the archetype a remote, unattainable ideal; Anna Livia
Plurabelle, like the other. "characters” in Finnegans Wake, is seen only .in her changing
manifestations, which are not easily reduced to a monolithic archetype. Joseph Campbell and
Henry Morton Robinson argue that the various roles of Anna are

continually shifting and mingling into each other. Anna is the principle of

vivid' movement, ever setting in motion and keeping in motion the

river-flow of time.?*
But while it is true that Anna cbntinually changes in time, she should not and cannot be
reduced to "the principle” of movement. Like all the characters in Finnegans Wake, Anna
evolves and merges with her surroundings, so that her spatial, archetypal qualities are
overwhelmed by time. The incipient tension that we saw in "Penelope” between Molly/'/s'
temporality and her archetypal quality is evident in extreme form in Finnegans Wake, althoufgh
for a different reason: because an archetype is difficult to ascertain and solidify, this spatial
idgal. contrasts with an essentially temporal reality. We pursue patterns of internal reference in
\the hope that we can secure the volatile archetype that we glimpse, but maniféstations in time

21Joseph Campbell and Henry Morton Robinson, 4 Skeleton Key to Finnegans Wake
(London: Faber and Faber, 1947) p. 19.
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predominate over spatial shape. The archetypal patterns fail to end our temporal quest
through Finnegans Wake, ;lthough they serve as a distant goal that directs this quest.

The fall is a crucial example of an archetype that cannot escape time. Like the
~ Viconian patterns that have no beginning, the fall docs not exist before time nor set time in
motion; like archetypes that fail to transcend ti;';:c, the fall is perceived only iﬁ the form of its
manifestations, which seem to be metamorphcses that occur and flow together in time. Before
the fall there is unity, a spatial unity, but Joyce never shows. us this original state that escapes
time; instead, we see only the plurality that follows the fall.  Nonetheless, Joyce suggests that
the original, atemporal stale may have existed and, once again, he taunts us with the'illusory
possibility that we can discover spatial stability. Just as the reader and jcharacters” of ,
" Finnegans Wake cannot ascertain how and when HCE fell but are usually certain that he did

fall, we are unable to discover when humanity (which HCE symbolizes, often in conjunction
with ALP) suffered it§ original fall.

Joyce's careful presentation of the fall can be seen most clearly if we look at the first
few paragraphs of Finnegans Wake. The tiver that runs "past” Eve and Adam's (FW 3.1)
does s.o in both a geographical and a temporal sense. If it is understood to be running past Eve
and Adam's in space, then time does not begin with the fall and instead flows in a continuous
cycle. Moreov;r, we have already seen thét Finnegans Wake is a never-ending coil rather than
a circular object and, as a result, the fall occurs repeatedly and \does not stért the flow of time.
But "past” also has a temporal meaning which suggests that. Paradise exi‘sted long ago and'is a
golden age that can be‘ separated from the flow of time. While the spatial meaniné of b"past"
imrﬁ8rses us in time, the temporal meaning gives us a perspective beyond that of the moment.
This second meaning p{ompts us to seek a golden age that escapes time, but the first suggests
- that we cannot succeed\f\‘fallen humanity c;n nnl} assume that an unfallen, spatial state bnce
existed, and we are trap;;éd in post-lz;)sarian time. In the following paragraph of Finnegans

Wake, Joyce upsets the linearity of Christian time by again suggesting that the fall occurs

continuously. That the "regginbrow” (FW 3.14) or rainbow immediately precedes "The fall”

~ N
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(FW 3.15) suggests that sin and the flood are not a consequence 'c))f the fall: Christian time is
denied in favour of recurreﬁéé. In the third paragraph, Joyce presents yet another instance of
a fall, that of ‘Humpty Dumpty, and thereby suggests that the fall is recurrent rather than an
origin. But gjithin this example, he seems to s'uggest that Paradise is an origin and to affirm a
linear view of time, for if Humpty Dumpty is scattered by his fall, then he was or’xce whole.
However, fallen humanity cannot grasp this original state and must be content with plurality
and the assumption that such a state existed and may be regained. We seek, in vain, to find the
~ original or archetypal fall of which Humpty Dumpty is an instance.

The example of Humpty Dumpty is particularly important because it enables us to
relate our search for a paradisic origin that escapes time to oﬁr failed quest for spatial stability
in word reference. Humpty's fall is described by a long, onomatopoeic word (FW 3.15:17),' in
which sound and content are fused, and we do n\o} find the usual inten‘ég ‘relations of sound
that I described earlier. But the primal language that exists at the time of the fall and imitates
its sound is replaced by a confusion of language (just as "the Lord dispersed them [the builders
6f the Tower of Babel, from there all over the earth” [Gen. 11.8] and gave them many
languages). This is illustrated Sy the fact that the onomatopoeic quality of the word is an
illusion, for the word is actually a composite of words from l;mguages that were given to the
builders of the Tower of Babel. Once this confusion has been created, the pre-fall state that is
unified, original, and essentially non-linguistic ‘cannot be seized; fallen humanity is not satisfied
with pure sound and relentlessly pursues meaning, so that we cannot escape referential
language. Onomatopoeic or directly referential language is an ideal, one that characterizes -
divinity: in Finnegans Wake, God is represented by pure sound that escapes the differential
- system of signifiers that humanity has created, as Joyce makes clear when he plays with the
words "Lord" and "Loud" (FfW 258-9); God is als;) repres;:nted by variants of an *

onomatopoeic, "hundredlettered name" which imitates the sound of thunder and which is the
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"last word of perfect language" (FW 424.23-4).*° If language is just onomatopoeic sound
before the fall. then a complex reconciliation of signif iers and referents is irripossible and fusion
can be achieved only with a return to a simpler, lost state in which language is imitative.

Nevertheless, a complex reconciliation is the reader's goal. Finnegans Wake is sustained as we

i

seek to fuse sound and meaning, just as our desire to f irfd the Original Sin amongst a multitude
\ 4

of instances propels the activity of reading. Our spatial g(\)als cannot be reached, but they seem

\

to be almost within our grasp and worth pursuing.’®*

Compare the thunderbolt described by Vico, which caused men "in the bestial state of
solitude" to imagine that "the sky was a vast, animate body which, with shouts, grunts and
murmers, was talking and wishing to say something to them” {Giambattista Vico, Vico:
Selected Writings, ed. and trans. Leon Pompa [Cambridge: Cambridge University Press,
1983], p. 141). This, Vico suggests, was the origin of more complex language.
2031 The Decentered Universe of Finnegans Wake: A Structuralist Analysis, Margot Norris
observes a comparable but extremely questionable relationship between language and the fall
when she argues that,
the theme of the fallen father, the fallen God, has linguistic
repercussions. . . .If the father signifies the semantic function of
language, the act of giving names to things or assigning meanings to
words, then the fall of the father in Finnegans Wake signifies that
severing of words from their referents which creates a linguistic
freeplay. .. (p. 124). '
Not only does Norris fail to demonstrate (or even attempt to demonstr that freeplay tccurs
in Finnegans Wake and instead shows her incomprehension of deconstryction by speaking of
"the uncertainty and ambiguity that must characterize a decentered languh«ge\: (p. 128), but she
also reveals how her emphasis upon Freudian and mythological criticism pre from.
fully utilizing the deconstructionist approach. She argues that the point of sitnilarity between
the "fall" of language and the fall of the father and the God is the absence of authority or
regulation, for the :

father's symbolic function as figure of the law is. . .analogous to the

semantic function of language, which assigns to lexical items their

meanings and their grammatical functions. The primordial law of the

father, the incest taboo and the kinship regulations, function like those

laws of phonological combination which permit certain sounds to be

coribined only in certain ways in the formation of words, and those laws

of syntax that regulate the relationships of words in the formation of the

sentence (p. 124).
Had Norris choser:  different example, such as the fall of Humpty Dumpty, it would be
apparent that the prok'=m ‘s less the loss of authority, specifically authority as described by '

Freud and anthropolo_ -t is instead a more encompassing loss of stability; while neither
authority nor a stat!c ¢ - discovered in deconstructionist analysis, it is characterized and
defined by the latiz- (w. ‘50 its largest point of contact with myth, as we are about to
see). In short, the sireng. ‘orris's Freudian/structuralist position prevents her from fully
reconciling it with deconst This is again evident when she argues that,

Both babbic, ... st spesch of the infz - man, and thunder, the first

word o God - - --:szrian mian, represent sound without meaning or

signification (1

+ . Norris's Freudian bias p--mgpis ~+ 1 that sound represents the failure of signification
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The idea of the continuous recurrence of sin, which lacks an origin outside time, is the
key to a more general understanding of myth and J oyce's use of it. Just as the mythic events

of Finnegans Wake (such as the fall) are continually repeated in various forms, and the book

recurs continuously because it is spiral rather than circular, all performances of a ritual can be

undetstood as a link in an unending cycle of repetition. When a rite is performed, an original,

mythic event:is not merely represented mimetically by an inferior copy but is recreated: the rite

has immediacy because it is the mythical event rather than a mere acting out of it. Mircea

Eliade approaches'this view ‘when he argues, in Myth and Reality, that,

¢
What is involved is not a commemoration of mythical events but a

reiteration of them. The protagonists of the myth are made present, one
becomes their contemporary. This also implies that one is no longer living
in chronological ime, but in the primordial Time, the Time when the event
first took place. ¥ :

While Eliade contends that a ritual is not a mere "commemoration,” he does not entirely reject
the notion that it is an imitation of an action rather than another occurrence of that action

itself : ritual, he suggests, "re-enacts” mythic events and is a "reiteration"?°* and is not itself

the enactment. Eliade reaches this conclusion because he insists that "myth is always related to

a 'creation,' it tells how something came into existence":?°* the mythic event occurred only
once, in the past, and is re-enacted but not carriec out in the present; it follows that "A rite
cannot be performed‘unless its 'origin' is known, that is, the myth that tells how it was
performed for the first time. "2 Joyce's myths show no such origin, and the‘ same is true of all
but one class of rituals, those which describe-creation. Because J oyce presents /po "first ti'me,"

his recurrent myths do not escape the temporal flow, and even if we suspect that an origin has

¢

203(cont’d)and the absence of power that the infant and the sinful person experiences; however,
we have just seen that pure sound represents not the failure of signification and is not a
"noise" (pp..124-6) that is "an obstruction to the understanding of a message" (p. 126) but is
rather. the prelapsarian unification of sound and meaning, in which reference or signification is
unnecessary. I do not intend to suggest that Norris should abandon her Ereudian,
-mythological perspective but rather that her attempted eclecticism is unsuccessful because of
the strength of her predominant concern.
- 1Mircea Eliade, Myth and Reality, trans. Willard R. Trask (New York: Harper and Row,
1963), p. 19; Eliade's emphasis. - : : : :
203 Ibid.
206 1bid., p. 18.
2071bid., p. 17; italicized in original.
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existed, we cannot specify its nature. Myth in Finnegans Wake is characterized by the lost
origin that is also common in ritual, with the result that myth intensifies time rather than

overcomes it by demarcating a beginning to time. ,

The absence of spatial stability in myth is the point of similarity between mythic and °

deconstructionist interpretations of Finnegans Wake. We have found that word réference is
predominantly temporal because the spatial ljnk between signifier and referent never becomes
stable, nor can we find an original senses'\that has priority; we also follow a trail of
manifestations-of myth without escaping time or discovering the first, atemporal instance. I
have - repeatedly ﬁointed out that Margot Norris fails to reconcile her dec‘onstructionist
approach with the mythical and p;ychoanalytic methods that she favours; it should now be
apparent that the predominance of time that arises from the lack of spatial origins is the
common discovery of each method when applied to Finnegans Wake. The psychoanalytic critic
seeks in vain for the origins of a sense of sin, the mythological critic cannot discover the origin
of various manifestations of archetypes, and the deconstructionist fails to find word origins and
instead encounters continuous temporal deferral: There is a remarkable consistency among the
various aspects of the text, for in all cases spatial stability is the goal of a temporal quest.
Finnegans Wake is not, as one might expect, characterized by predominantly spatial
ambiguity, archetypes, and Viconian patterns but is instead temporal. Nonetheless, space is
not entirely undérmined, and it, in turn, brings timq into question. Space is not shown to be
somehow false but is instegdA an ideal order, albeit a largely impbtem one that c{mnpt contain
the flow of time; time shows a comparable duality, for while it is vital and purposeful, it is
incomplete because>its spatial destination is never reached. Asa result, there is an extreme and
balanced tension between time and space, in thich neither is fully affirmed nor uﬁdermined.

This tension can be seen most clearly in Part I, Chapter vi of Finnegans Wake, in which

Professor Jones tells the story of the Mookse and the Gripes.
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Chapter vi of Part I is a series of questions, one of which is addressed to Professor
Jones, "so eminent ‘a spatialist "( FW 149.18-19). Part of his reply is the fable of "The Mookse
and The Gripes" (FW 152.15), which is intended to justify his insistence upon. the prirﬁacy of
space. Numerous critics believe that there is an oppésition between time and space in the
story: Shiv K. Kumar, for instance, 41ists "polarized couples symbblizing time and space

respectively” and includes the Gripes (time) and the Mookse (space),*** and Margaret Church

>

calls the story of the Mookse and the Gripes "a tale of time and space in conflict."** Most

critics also contend that this $pace-time polarity is somehow resolved. Kumar hints that there

‘

is a resolution of the conflict in the story and, after continually emphasizing J oyce's Bergsonian
preference for duration, makes a general (and puzzling) conclusion:

Whereas Shaunian space only divides, measures and calculates, Shemian
durée remains a process of eternal renewal. But in Finnegans Wake
Joyce, whatever his bias, impersonally comes out for their ultimate
union. !’ ’

"Impersonally,” "ultimate": Kumar does not develop these vague ideas but instead briefly

seerﬁs to dismiss his argument concerning Joyce's time "biaé." Margaret Church contends that
Nuvoletta "attempts a reconciliation” between the Mookse and the Gripes and that the tale
"actually show[s] the interdependence of space and time,"*!! but she does not clearly describe .
the nature of this "reconciliation” or "interdependence” and suggests both that time and space
ate fused and that they merely coexist in peace. In order to clarif y the opposition of time and
space and to determine whether there ié a reconciliation, it is necessary to look closély at this
relatively explicit consideration of time and space and, most importantly, to look at the latent

temporal and spatial qualities of the fable.
There is no question that Joyce ridicules the "spatialist,” but we must be careful to

separate Joyce's attitude toward the professor himself from his understanding of space.

29K umar, Bergson and the Stream of Consciousness Novel, p. 134. Similarly, Hugh Kenner
argues that ".. .we derive a st-_i'- sense (to say the least) that Mookses are space-creatures:
Gripeses therefore by contrasi .ime-bound” (Kenner, "Approaches to the Artist as a Young
Language Teacher,” p. 339). ‘

29%Church, p. 63.

219K umar, Bergson and the Stream of Consciousness Novel, p. 137.

*Church, pp. 63-4.
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Professor Jones in ?arge part represents Wyndham Lewis', with whom Joyce had a long
controversy.?'? Typical of Lewis's comments on Joyce is his staltemem in Time and Western
'Marlr that "Without all the uniform pervasive growth of the time-philosophy starting from the
little seed planted by Bergson, discredited, and now spreading more vigorously than e\/ér, there
v.vou}d be no Ulysses. .v oM Lewis repeatedly bemoans the predominance of time in the
theories of Bergson and Einstein; as well as in the writings of Joyce. But the story that
Jones/Lewis tells does not justify his attack upon the time-philosophers, nor .does it ironically
affirm J oyce's. supposed preference for tirhe. The rejationship betwveen‘time and space in the
tale is rhore complex.

I propose that the two dimensions of time and space can never be clearly separated to
form what Kumar calls a "polarity” and instead there is only a changing efnphasis in the
professor's tale. Rather than find a wholly spatial Mookse and temporal* Gripes, we discover
an iqtenwining of the dimensions; when one dimensipn does predominate, it is the Mookse who
represents time and the Gripes space. The Mookse proceeds through time but-also across
space: "Eins witI;ih a space and a wearywide space\it wast e.re woohned a Mookse" (FW 152.
18-19). The word "Eins" alerts the reader to thg presence of Einsteinian concepts, specifically
the idea that time and space form a continuum rather than constitute distinct entities. In order
to describe any event, Einstein and his followers argued, both its loca'tion‘\in spaée anq its
position in time must be given (although to separate the two in this way is to create an artificial
distinction). The Mookse is within this space-time continuum, and the temporal dimension is
emphasized in his case because he is in motion rather than stationary. It is true that the
Mookse has "specious hgavings" (FW 153.17), but the Griipes similarly talks of his "spetial

inexshellsis" (FW 154.35); while the Mookse calls the Gripes a "temporizer"” ( FW 154.26), it is

12Geoffrey Wagner describes this conflict in "Wyndham Lewis and James Joyce: A Study in
Controversy," The South Atlantic Quarterly, 56 (1957), 57-66. At the end of his article (p.

. 66), Wagner briefly hints that Joyce did not entirely reject space, but Wagner does not pursue
this idea and instead focuses on the opposition between time and space as it reflects the conflict
between the two men. : :
13Wyndham Lewis, "An Analysis of the Mind of James Joyce," in Time and Western Man
(1927; rpt. Boston: Beacon Press, 1957), p. 89.
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because the Gripes had asked to learn the clock time, which neither knows; it is the Mookse
who declares "Let thor be orlog [French "horloge,” clock]" (FW 154.23), who wears an
"o'cloak " (FW 155.2), who declares that "it is out of my temporal to help you. . ." (FW
155.10-11), and who "would a walking go" because sitting is "broady oval" (bloody awful; FW
152.19-20). The Mookse is not the polar opposite of the Gripes (rndeed, nothing has such
distinct boundaries in Finnegans Wake), but he does represent a predominance of time. Like ’
his antecedent, the fox in Aesop's fable of "The Fox and the Grapes," the Mookse happens
upon something which he wishes to get the better of, namely the Gripes (grapes)r The Gripes
is also within the space-time continuum, but he is predominantly spatial because he is "bolt
‘downrigh‘t" (FW 153.10-11); while he is above a flowing stream that represents time, ‘the
GriApes himself is motionless and‘the stream comments ironically upon his stasis as it babbles
past. In short, two things are apparent: time and space are not distinct poles but always
belong to the space-time continuum, and t’he predominantly temporal Mookse s in pursuit of
the predominantly spatial Gripes, so that time and space are again closely connected. We see,
in miniature, the relatlonshlp of time and space that charactenzes the whole of Finnegans
Wake f or space is the goal of a temporal pursuit: the Mookse encounters the Gripes because
"Allmookse must to Moodend much as Allrouts, austereways or wastersways, in roaming run
through Room” ( FW 153.21-3) (roughly, all roads run through Rome/Room/Raum [German B
"raum," space?!*]), just as the reader pursues space through tim_e. Rather Ehan grant priority
to either dimension, we must recognize that both are partially d’esirable and, at the same time,
that both are partially undermined becallse ef their tension. Jones/Lewis does not prove- his
spatial point with his fable, but he is not irenically undermrned by a tale that favours time.
ﬁefore I show how these ideas are embedded in the telling of the story, I will briefly
consider. whether a reconciliation ef time and space is achieved. There are three possible
resolutions of the conflict, one withrn the. story, one ironically absent, and a third elsewhere irr

Finnegans Wake. First, Margaret Church argues that Nuvoletta overcomes a space-time

214Roland McHugh, Annotations to anegans Wake (Balumore The Johns Hopkins Umversrty _
Press, 1980), p. 153. )
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“"conflict": . .

When these two figures come to blows and the Mookse overcomes the '
Gripes, it is their sister Nuvoletta who attempts a reconciliation. . . .Thus )
Professor Jones's tales, intended to prove the superiority of the
space-oriented man, actually show the interdependence of space and
time.?** : B

But while Nuvoletta may stop the fight, she does not resolve the tension (which is not, we have
seen, a full opposition) between time and space. Neither does she embody a resolution, .f or she
is dominated by time: "the river tripped on her by and by, lapping as though her heart was

. brook: Why, why, why! Weh, O weh! I'se so silly to be flowing but I no canna stay!" (FW

159.16-18). The presence of Nuvoicua, who is an Iseult figure and part of the female water

\

cycle -(her name means "little cloud"), merely transposes the space-time conflict. between the

Mookse and the Gripes and incorporates it into the male-female conflict. She creates no full

|

or perrhanent resolution of time a.nd space. ‘.

The second possible resolution is‘equalLy‘qu\éstionable. Allusion is glade to Bruno of
Nola and to Nicholas of 'Cusa‘,/.,who believed_that time and space are contraries that can be
resolved.?'* P_rofessdr Jones ;ejecfs this idea when he insists that "you, Bruno Nowlan, .take

your tongue out of your ihkpot!" (FW 152.11) and, after telling his fable and presumably

L m—— -

proving his point, he declares that "Nolan Browne, you may now leave the classroom"(FW
159.22); Jones later says that "I am not"'hefeby giving my final-endorsement to the learned

\ ‘
ignorants of the Cusanus philosophism”™ (FW 163.15-17). It might be argued that these

.

allusions ironically reveal the limitations of Jones's "clief that space dominates and suggest that
_the dimensions are resolved. But Nicholas and Bruno argued that time and space are resolved

" only. in God: according to 'Nicholas, "God encompasses all things, even contradictories,"*” and
**Churgh, pp. 63-4.
216This idea is most fully presented on pages 49-50 of Fz)megans Wake, where someone
- declares,
Now let the centuple celves of my egourge as Micholas de Cusack
! [Nicholas of Cusa] calls them,—of all of whose I in my hereinafter of -
“ course by recourse demission me—Dby the coincidance of their contraries
reamalgamerge in thit indentity of indiscernibles where the Baxters and the
: Fleshmans may they cease to bidivil uns.
21"Nicolas Cusanus, Qf Learned Ignorance, trans. Gerrnam Heron (New Haven: Yale
University Press, 1954), p. 49. .
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these corrtradictories are resolved beeause God transcends ali dualities, including that of time
and space. In Finnegqns Wake, the resolution of rime and space is also divine or an ideal, and
~ it cannot be attained by fallen humanity; it is the ideal that readers of Finnegans Wake seck but
do not reach as they pursue, in time, spatial stability. |

Because the numerous dualities in Finnegans Wake constantly merge with one another
and transform themselves throughout time, the opposition between Utime and space or the
Mookse and the Gripes cannot be considered in isolation. The third possible resolution of time
and epace occurs .outside the story, when "Shem - end Shaun, who are analogues of the

predominantly temporal Mookse and spatial Gripes, seem to be reconciled. In the twelfth part

of Chapter vi, the questroner asks "Sacer esto” (FW 168.13), "let:him be accursed?”;*'* the

reply is "Semus sumus,” which sugests that "we are" ("sumus ) the same (" Semus
same/Shem). This is not a unificatign, though, but rather a recognition of parallelism: Shem

on, just as yellow and blue are alike because they have

and Shaun are alike within their oppositi

~omparable positions on the spectrum of cqlour. Earlier in Finnegans Wake, we are told that,

The hilariohoot/of Pegger's Windup cumjustled as neatly with the
tristitone of the Wet Py 5 were they iste et ille equals of opposites,
evolved by a2 onesame [pawef of nature or of spirit, iste, as the sole
condition -and means of its himundher manifestation and polarised for
reunion by the symphysis of their antipathies (FW 92.6- 11)

2

But Joyce emphasrzes the difference between the thesis and antithesis rather than their
synthe31s when he goes on to say that "Drstmctly different were their duasdestinies” (FW
92.11)." The contrarieties are equals of oppesrtes, not just "equals,” and they come together
only momentarily and incompletely. Neither are time and space resolved in the figure of HCE,
who seems to contain the qualities of both Shem and Shaun within him."” HCE is
predominantly spatial and contrasts with temporal ALP; HCE and ALP unite, thus joiming
time and space, only long enough to, ensure the continuance of time. While it is, of course,

difficult to prove a negative, it should be clear from these ciscussions that time and space are

21'McHugh p. 168.
215Margaret Church, for instance, argues that "Shem and Shaun are synthesized in HCE, who

combines the principles of change and of resistance to change" (pp. 64-5).

g

)
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not resolved in.or outside the gtory of the Mookse and the Gripes.

The unresolved tension between time and space is manifest not only in the action of the
stors' Vbut aléo ‘in the manner of its telling. We ca.n~see contrasting spatial.and temporali
qualities on three.different leQels: the le'vel of words, of the story as a whole, and of. the ac;t of
narration.

Following the word "Eins" (FW 152.18) at the beginning of the story, Joyce applies
the Einsteinian idea that time and space are inseparabie to language with more clarity than
anywhere else in Finnegans Wake. Instances of this relativity abound: while we might expect
éctior; to take place "upon’"wa space because "Eins within a space” (FW 152.18) echoes "Once
_upon a time," action occurs "within" a space, which suggests that motion and time are

inseparable from space; the contraction of "there" to "ere" (FW 152.18) also reveals this
intertwining, for "ere” serves tQ ~indicate place but refers to time when out of its context in the
sentence; later in the paragraph, Joyce uses adjectives és nouns ( "his impermeable,” for
instance [FW 152.24]) and shifts other parts of speech and thereby suggests that an object
cannot be separated‘ from the qualities that it possesses at the moment; we are told of the
"Mookse now's assumptinome” (FW 153.20), and "now" suggests that_the Mookse changes
over time and that his temporal location is therefore _essentia] in a description of him. These
examples suggest thai an object cannot be" considered without regard to its motion and that
space cannot be separated from time. A consequence of this dependence is the relativity of
perception: all perception ‘is influenced by the position of the observer (in time and in space)
and By the position of the perceived object; in other words, perception is defiﬁed with reference
Lcn other events. Joyce also explores the implications of this idea in his technique: it may be
that "a wearywide space” (FW 152.18) is a space that is personified and therefore shows
weariness, but it is more likely that the fatigue belongs to a traveller through space; the object,
“space, is connected with or made relative to its observer, and this dependence is empha‘si;ed
because we become aware of the weary observer only by implication; the Mookse's position in

relation to the "Shinshone Lanterar} " (FW 152.39) is captured within the words themselves, for
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"Shin" and "ran" describe the Mookse and "shone" and "Lanter'n" refer fo the light that he
appro'at:he\é.. Moreover, Joyce uses the internal reference of sound that I discussed .earlier in
‘order to enforce these relations: in "Eins within a spa'ce " we find an s-w-s pattern of sound
that connects time ( "Eins "/(;nce) and "space,” while the opposite w.-s-w pattérn is evident in
"a wearywide space it wast” andyserves to connect observer and observed; "ere wohned a
Mooks.e" contains both the w and s sound, which connect motion and object. These examples
show that events are relative, and space cannot be isolated from time.

The intertwined spatial and temporal qualities of language are in marked tension. This
can be seen most"clc;alirly when the meaning of a word in the context of a sentence clashes with
its meaning when removed from that context. It was noted earlier, for instaﬁce, that "ere"”
(FW 152.18) must mean "there" because of its position in its sentence, but it refers to tir...
rather than to spatial positioﬁ when it is removed from its (:bn?text. The latter meaning .is
comparable to an archetype of paradigm l;ecause it is static and general, while the former
depends upon other words in the sentence and belongs to a particular moment in time. Because
of Joycess relatively explicit referénces to grammar in the tale, we are made even more awére of
the rules of usage that transcend time and their specific applications. Of course, Joyce calls
attention to language throughout Finnegans Wake, but it has unusual prominence in the fable
beéause Joyce distorts the terminology of grammar (for example,QJ ones's audience includes
"fullstoppers and semicolonials" [FW 1{52.16]). Similarly‘, the phrase "with preprocession and

-with proprecession” (FW 156.8-9) 'rriakes the reader aware of the paradigms of prefixes.
Grammatical rules, like the standard, dictionary rneaning;, of words, transcend their particula‘r
mahifeé'tatiéns or are, in other words, ideals that are above time. - When Joyce subjects = <c
standard meanings and forms to time, a pervasivé tension results. 1 observed earlier that Joyce
changes the toles of some parts of speech, and this creates a tension between a word's
prescribed meaning and its meaning in the context of the sentence. For example, "impugnable”
(FW 152.24-5) must_Be a noun because it is preceded by "his,” but it is an adjective vyhen

removed from-its context. Neither the paradigmatic nor contextual meaning has priority;
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instead, Joyce creates a productive tension between the two referents that upsets our attempts
t’o find a dominant meaning, one that shows spatial stability. Once again, we are inclined to
akppeal to a;n 6riginal or ideal rﬁcaning, only to find that the meaning is upsct; spatial sta‘.bih:ty is
glimpsed, but it cannot escape time and is. seen only in the form of a particular, relative
manifestation. Spatial stability is not entirely undermined but is-brought into question.

Like words and phrases, the entire fable of the Mookse and the Gripes shows
conflicting spatial and temporal di;nensions. The story is perwvaded by time, for the narrative is
a chain of actions that succeed one another: both events and their tgmporﬁl location are
important. We are continually reminded of the relative tim¢ of actions by such words as
"after” and "As" (FW 152.21 and 31) and by changes in verb'tense. However, within the
storv ‘as a whole, there are numerous levels of meaning that are manifestatiohs of an archetype
which transcends time. _The story is a folk or children's tale, a scientific story of creation, a
mythic story of creation, a historical story, ;1 Christian tale, and a story of sexual creation; the
Mookse is the hero of a tale, a celestial object, a deity, a historic figure, and Christ.  There is
an archetype that joins most of these threads, and this is a paradigmatic story of creation. But
once again, we see that there is no spatial stability in the archetype. In fact, each "particular”
story can itself be seen as archetypal, so that archetypes and manifestations cannot be clearly
disti.nguish.ed. There is no archetype that fully transcends time, and we see only protean images

of the ideal. bece tempts us to find stable archetypes within relativity, but we cannot succeed;
. : -

'

time continues to overwhelm spatial stability.

It may also be tempting to see the form of the fable as a timeless norm which is subject
to transforrﬁation and given temporal pérticularity. There seéms to be a norm or paradigm of
the story form because of the deformation of "Once upon a time" to "Eins within a space”
(FW 152.18), but it should not be hastily concluded that the conventional phrase acts as a
norm. While it has a strong presence, which makes it seem to be an origin of archetype, it is
aisd so severely distorted that its authority as a norm is weakened: space cannot e,scapeb time,

although transcendence appears to be almost attainable.
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This tension between an elusive, atemporal norm and its ‘temporal manifcstations
pervades the fable and can be understood in more general terms. Throughout the story, it is
not clear whether Joyce has deformed a spatial norm or presents us with transformations that
continue in time. Something can be deformed only if it has a s;andard'or normal shape that
can still be faihtly recognized in the deformétion; we must be frb'le tb infer an original,
archetypal shape and contrast it with the distortion. In conirast to deformation is

transformation, which depends upon our awareness of a precursor but not ‘of a norm or

archetype and which is dominated by the temporal dimension. These two very different

processes exist in unresolved conflict, for Joyce does not prefer one form of change to the-

other but instead uses the tension between them to help sustain the text...The numerous
distortions of conventional phrases are illustrative, for it is not clear ~\whcthe;"a timeless
standard exists or whether thefe is only change. Joyce prompts his reader to search for a stable
form_that escapes time, but the goal is elusive.

. The tension between time and space is also manifest in tﬁe act of narration. In part,
Professor Jones's narrative‘technique illustrates _Einstein's theory of the intertwinir?g of time
and space, for the observer and his object are interdependent. This relativity of perception is
heigl;tened because J oneé seems to be inseparable from the events that he deécribes and we
cannot sharply delineate his nature. While we are aware that Jones is shaping the story, we
cannof be certain whether some of the qualities of the narrative can be attributed to him or
whether they belong to an elusive implied author or to the forms of language and narrative.
The relativity of narration is most evident when rhythm and sound provide a distinctive (and
usually comic) voice that colours the presentation of events. An example is the phrase "Eins
v;/ithin a space and a wearywide space it wast ere wohned a Mookse" (FW 152.18-19), in which
‘the anapestic feet of the middle phrase stand apart from the preceding trochaic feet and the
iamﬁs that follow. This change in metrel creates a COMIcC 'parenthesis that bounces with thé

rh‘ythm of a poem for children; there is a change of tone and the creation of a voice. Another

instance is "I see, she sighed. There are menner” (FW 158.5). The patterns ("I. . .she,”

N
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"see. . .sighed"), the rocking rhythm, and the sequence of long vowels that is followed by the
abrupt "menner"” all contribute to a comic tone. Because this pattern includes the narrator's

"she sighed,” the tone does not belong to Nuvoletta but instead mocks her. .In both of these

instances, sound creates the distinctive voice of the narrator; however, it is important to notice

that the narrator is not sharply defined and that we can describe this voice as the
personification of language as easily as we can see it as the expression of Jones in language. In
other words, the distinction between language and person is obscured, just as Jones seems to be
telling a story but at the same time seerrlls to be the animation of narrative conventions. Joyce
challenges the reader to separate Jones from the system of 1anguz;ge and the conventions of
narrative, and our goal is to overcome time, to find a stability of voice that transcends the
relative or temporal inte'rdependénce of object and observer.» Rather than intensify spatial
form by visibly shaping a causal, chronological story into a plot, the narrator increases the
temporality of the fable. This relfitivity of narration is not overcome in the story of thé
Mookse and the Gripes, but a stable, spatial goal remains a valid, if largely impotent, ideal.

In short, Professor Jones's fable, like all of Finnegans Wak.e, is characterized by a
tension between time and spatial ideals. Tﬁis conflict errierges in the words of the fable, in the
story as a whole, and in the act of narration, for at each level we are taunted with the
possibility that time can be overcome, either through the discovery of paradigrna;tic meanings
and grammatical constructions, s;andard story forms, or a stable narrative voice. We saw that
in the action of the story, the Moose and the Gripes . are not polar opposites but instead
Tepresent an unresolved tension betwee.n the closely interconnected dimensions of time and
space. By looking at the telling of the story, we can specify the nature of this
int'erlrelationship: the text and the activity of reading are sustained because we corlltinually
search within and through time for an funattainable but tgmtalizingly close spatial stability.

InvFinnegans Wake, neither time nor space is alone valuable: it is their productive
interaction which allows their desirable qualitiés to predominate. - By itself, time is aimless and

confusing or it brings decay; space alone is merely static and lifeless. Were time and space a
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pc;larized couple, these undesirable qualities wﬁuld dominate and be in static opposition. But
the two are‘ in tenéion. a tension which is more productive because it cannot be resolved. Time
is purposeful because valid spatial goals appear to be Qithin reacﬁ: it remains partly confuéing,
but it gains vitality hecause it has direction. Similarly, space is not with%ut ‘an. undesirable
static quality, but it is predominantly desirable ibecause it isvan unattainéd and always ideal
haven, a stable rather than a merely static goal that promises order. A spatial paradise may b
lost, but it is this absencé which makes time purposeful. Joyce does not affirm time but
instead shows how the continuous interaction of time and space allows the desirable qualities of
both to dominate their short-comings.

Had Joyce parodied spatial patterns, attributing them to a Bergsonian world of
unreality, this productive tension could not exist.. There is no doubt that Joyce presents spatial
patterﬁs as artificial, but we saw in our discussion of Joseph Frank in the first chapter that
space' is commonly thought to be less natural than time and'is not necessarily dismissed for this
reason. Joyce accepts.spatial pattém because it is unavoidable: fallen humanity is surrounded
by a confusing babel of languages and other human cqnstruc;ions, and we have no choice but
to stay within the limits Qf these creations. They are tﬂoo pervasive, too informing to be
dismissed in favour of pure duration; indeed, there is no such thing as.an undel;lying. "nature”
thaf is free from spatial contructions, as Joyce makes clear whe;l we are told of "the pages of |
nature's book" (FW 57.30-1). The patterns that huménity has created are chaotic, but they
are also amazing and praiseworthy because of their plurality and vitality. While Joyce
sometimes parodies them he also embraces the creativity that lies behind them, a cré;itivity thét
Joyce displays in the extreme in Finnegans Wake. Like everything else in f“innegans Wake,

"space can be assessed in more than one way; Joyce requires that we accept complexity,
including the multiple and sometimes contradictory values of time and space. Spatial patterns
are never entirely parodied and dismissg:d in favour of duration: instead, time and space

continually undermine one another and largely overcome their limitations by virtue of this

productive tension.’
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Robert Klawitter argues that Finnegans Wake "is a triumph or catastrophe of the
pérodic vision, a total parody of the unreality of man's world"??° and that by calling attention
to this unreality, Joyce indirectly affirms Bergson's understanding of duration. But Joyce also
affirms and celebrates this world of unreality, and, what perhaps most clearly reveals the
limitations of Klawitter's argument, the duration that Joyce presents has its foundations in the.
very world of unreality that Klawitter believes is entirely parodied. Rather than find a duration
of consciousness, we discover a duration of language and of other constructions of humanity.
While it is not entirely accurate to describe these as durations, they do display fluidity and they
constitute and are experienced by the reader as interpenetrating states. Klawitter argues that,

For the artist like Joyce, Bergson's critique posed a terrible dilemma,
doomed him to unreality, because for him the verbal representational
world was more important than unverbalized and nonverbal reality.?*
Joyce, Klawitter suggests, could not represent duration in language but could only affirm
duration indirectly by exposing language. But we have seen that sound, the system of.
signifiers, constitutes the primary duration in Finnegans Wake because Joyce explores the
nature of reference within an arbitrary linguistic system that is a human creation; moreover,
Joyce shows the duration of humanity's systems, which flow inseparably into one another.
Joyce is able to represent duration, for fluidity dominates the spatial qualities of humanity's
designs and spatiality consequently becomes as ideal. Space and time are thus closely
ihterconnected, and. neither can be dismissed. Most importantly, they are in tension, a
dialectical tension that is never resolved. Klawitter argues that,
Bergson's unreality is a world of dialectical polarities; Joyce shows a
nature whose processes are the processes of the dialectical intellect, full of
". . .equals of opposites, evolved by a onesame power of nature or of
spirit, iste, as the sole condition and means of its humundher [sic]
manifestation and polarised for reunion by the symphysis of their
antipathies” (p. 92). Polarised for reunion, not reunited. Bergson's
unreality is a universe.fallen into pieces, a multiplicity of fragments
swarming in mechanical patterns—as Marcel Brion aptly describes a page

of Joyce: "A strange vibration of cells, a swarming of the lowest
Brownian movements uader the lens of the microscope."?*

20K lawitter, p. 432.

2 Ipid., p. 436.

M ]pid., p. 432.
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Reunification, Klawitter suggests, would affirm the unreal dialectic by making contrarieties
whole and productive rather than chaotically splintered. However, while tim: and space are
not fused, as we have seen, they nonetheless constitute a dialectic which is not parodied b.ut
which instead sustains the text and gives positive values to time and space, values’ which they
would otherwise lack. A didlectic is not a merging of polar'bpposites, as Klawitter suggests,
but is instead a process in ;A/hich a thesis gives rise to an antithesis, one.that gravitates towards
the pole opposite to the thes.is, and the synthesis that results is not their sum but rather their
product,.an entity of a different order.‘ Time and space in” Finnegans Wake are not opposites
that unite but are dialectical, for our spatial goals emerge as we read in time .and the two are
: -no,t fused but instead create something else,.namely directed time and a purposeful quest for
the reader. Joyce affirms both time and space and, most importantly, he affirms their

J |
dialectical interaction.

Because spatial patterns are largely impotent rather than unreal o% undesirable, our
quest for spatial stability—in word reference, in our search for transcending archetypes, such as
the Original Sin, or'in our desire to find syntactic and novelistic patterns—is a valid pursuit and
is consequently sustained even though we are unsuccessful. Spa;ial stability is éontinually near
at hand and is desirable, but it is weak, unable 10 contain time. QOur rep_eated failure to achieve
o ~our quest creates a dual response, for we are continually frustrated yet our hope is continually
renewed. J oyée thereby avoids a problem vfreql‘lently encountered by deconstructionist critics,
who may at first be horrified by their failure ta find a ground and later come to expect this
outcome, which loses its impact. In cbritrast, Joyce's reader always feels that spatial stability
is attainable, so that hope and disappointment are simultanequsly sustained.

This dt}a‘lity of response reflects a larger dichotomy in Finnegans Wake. For the book
is at once botfiTomic and threatening, full of playful distortion and at the same time nearly
chaotic (although like all dualities in Finnegans Wake, this is not‘a .polarization, for our delight
and anxiety both have their source in our failure t'q end oﬁr temporal quest and, consequently,

our responses are not easily separated). We can say, even more generally, that Finnegans

.
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Wake seems. to be an autonomous book that includes everything, and therefore it neceséarily
comains‘suc‘ﬁ contrarieties. This autonomy is intensified because the volume of material that
Joyce presentsbis overwhe}ming and may even seem all-inclusive, with the result that the reader
searches within the text for answers to problefns of interpretation; because allusions are
numerous and from many sources, the text seems to have no single, external kC); to its meaning
and is centr&petal, and the spiral shape of Finnegans Wake brings the text back upon itself and
thus creates expectations of internal clues to its own cqnstruction. ‘As a result, Finnegans
Wake seems to constitute or contain its own, autonomous world of space and time.
To speallk of Finnegans Wake as autonomous is not to suggest that the book is an object
that can be perceived as a whole in space. The book lacks the defining spatial boﬁndaries of a
piece of sculpture and cannot be understood, in figurative terms, to be spatially distant from its
readers. Finnegans Waké is not an autonomous object that seems to be a délimited ‘whole
within a larger context bﬁt instead seems to consti;uto the entirety of the cosmos; it contains
rather than is contained. The issue becomes more complex, however, for the reader attempts
to demarcate the limits of the wdrk and is tempted to believe that such objectification is
possibie. But we cannot be certain whether Finnegans Wake is exploding, expanding to take in
and become the world, or whether it is imploding, collapsing upon itself amidst internal
confusion. The two \have an important difference, for only an imploding object has
comprehensible spatial boundaries. In practice, though, it is difficult to differentiate between
them: likee massive star that tollapses under its own'weight until internal tensions reverse the
process and it begins to burst, Fiﬁnegans Wake seems to be oﬁ the borderline between
implosion and explosion. This is another instance in which spatial limits are tantalizingly
( \w1th1n sight but cannot be seized, for the seemingly autonomous world of E{inegans Wake that
is apparently characterized by internal combustion cannot be demarcated in space. Its words
seem to be a subgroup of the instances of language, but Joyce's disruption of signification
draws all linguistic systems into Finnegans Wake and abolishes the boundaries of the text; it is

- not within language but dissolves into language. Similarly, Joyce seems to have included
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certain human constructions within his work, but the text also seems to expand to become all of
human thought. The crucial problem-is hot that a simultaneous apprehension of . the text is
impossible but that we are unable to discover and secure spatiél boundaries. In short, the text
appears to be aAn autonomous, spatial whole, but we cannot objectify it; we are caught in the
flow of time within the space of the text and cannot distance ourselves enough to see the
atemporal whole.?*’

Because we are continually encouraged to seek spatial stability, dnly to find tha; we
cannot eécape time, text and reader are interdependent: readers are enmeshed in the text,
unaBle to extricate themselves, while the relationship of time and space is completed or realized
only through the readers' activity. The reader is not a subject who perceives the text as an
object but instead experiences a relationship of relativity, comparable to that between Professor
Jones and his fable, in which observer and object arc inseparable. The language of the text is
the readers' language, its syétems of thought are ours, and its "characters" are ourselves. J ust‘
as all boundaries are blurred within F. innegans Wake, the dividing line between text and reader
* cannot be f oundk. Even though Finnegans Wake c(:{an be a confusing, alienating text, we are
absorbed by it: not only is the flow of time inescapable, but‘the cooperative reader will
willingly pursue, in time, the tempting but continually feceding goal of spatial stability.

This view of Finnegans Wake is qualitatively different from a formalist perspective in
two main ways. First, we have. discovered not a complex ambiguity but a fundamental
instability in the text, on_ebthat is best explained by reference to deconstructionist models of

123Deconstructionist theory can help to illuminate these qualities of Finnegans Wake. In
"LIVING ON: Border Lines" (in Bloom, et al,, Deconstruction and Criticism), Jacques
Derrida argues that, :
If we are to approach a text, it must have an edge. . . . What has

happened, if it has happened, is a sort of overrun [débordement] that

-spoils all these boundaries and divisions and forces us to extend the

accredited concept, the dominant notion of a "text,” of what I still call a

"text," for strategic reasons, in part—a "text" that is henceforth no longer

a finished corpus of writing, some content enclosed in a book or its

margins, but a differential network, a fabric of traces referring endlessly

to something other than itself, to other differential traces (pp. 83-4).
Joyce's text is not simply without spatial boundaries but seems to actively break them down, to.
be contained and dutonomous yet without limits, and the reader becomes involved in the
inherent tension between space and temporal instability that results.
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\\imerpretation. Our entrapment in the text, I have grgued, is not a consequence of the size and
complexigy of tﬁe work but is rather owing to the relationship of time and space that
characterizes it. Secondly, the formalist view of the text as an object has been entirely rejected
in favour of emphasis upon the reader’s activity. This view of the reader is compatible with
deconstruction yet goes beyond the restricted conceptions of the reader that are frequently
found in deconstructionist criticism. The reader does more than repeat an instability inherent
in the text or show essentially passive bodily and cognitive responses. This does not mean,
however, that we become a center, for Finnegans Wake destabilizes our own sense of self when
we are entrapped in the temporality of the bookv and see its "characters” as ourselvés. The
readef is neither insignificant nor aggressivély destroys spatial stability: we are guided by the
te_xtl, enchan;ed by its illusory promises of spatial sulxbility, with the result thatl there is a close
and complex interact-ion between text and reader.

Were we to assume that the text is an object independent of its readers, Finnegans
-Wake would seem to be an ideally spatfal text, a work whose tempbral order is so severely
disrupted that spatial patterns of internal reference predominate. The opposite is actually the
case, for Joyce's disruption of causal, chronological order in Finnegans Wake immerses the
reader in time. But time is nonetheless in balanced tension with space, which constitutes a
desirable ideal; although the spatiality that a formalist might percefve does not describe the text,
it is the goal of the reader, who seeks 0 objectify the text, at 1east in part, in order to
overcome absorption in time. This relationship differs markedly from the fusion of time and
space that we saw in "Proteus” and completes a progression from "Proteus” to "Penelope” to
Fi_nnegan;s Wake in which time and space are in increasing tension aﬁd the reader finds it
increasingly difficult to see the text as a spatial objef:t that contains time. But the differences
between "Proteus” and F. innegans Wake should not be overempbhasized, for in botﬁ cases it is

the interaction of time and space which gives positive value to the dimensions and which

engages the reader. -



Conclusion

I have used significantly different methods to approachnU'lysses and Finnegans Wake in’
order to \suit theory to the unique qualities of the texts. Rather than impose a predetermined,
inflexible method upon Joyce's later writings, I have tried to show that theory can illuminate
qualities inherent in these works. Because of the central importance of charaéter and the
nature of consciousness in Ulysses, the subject of time and space is' best approached through a
" method whichfdifferentiates/between the reader’s realm of form and the characters’ realm of .
content; Finnegans Wake, by contrast, suits an analysis that dtaws upon, but is not overly
constrained b;/. deconstructionist theory. The crucial point of similarity between the two texfs
and approaches is the large role of the reader. 'Whilc it is aiways necessary to expose thé
assumptions concerning the 'feader that underlie an analysis or method, an understanding of the
reader@ particularly importarit in a study of time and space, for while temporal and spa:tial
qualities are inherent in the text rather than imposed, they must nonetheless be completed or

AN

realized by an active reader.

This concern for the reader hag radically- influenced our understanding of time and
space in Joyce's later writings, in large part because the'reader's involvement in Ulysses and
Finnegans Wake is unusually extensive. More specifi‘ca‘lly,_\because the reader whom I have
posited is only slighﬂy idealizad (that is to say, the reader ,dem:inded'by th¢ texts but one whose
capacities, such as the ability to perceive texts simultaneously, are limitgd)», this reader is
enmeshed in Joyce's works, unable to stand back fully from confusions of s@ject and object
and from unresolved tensions of time and space. In short, the reader theory whiéh I have
employed is itself practicable and, moreover, it serves to make other theoretical concerﬁs\ b
accessible and relevant to Joyce's texts and the experience of reading. - This approach does not
impose remote constraints upon our reading but instead rev:eals the ways in which Joyce's texts
cz%refully‘ guide the reader: 1 have found that critics of Firf egans Wake tend to close the text
e);cessively and that other critics, especially reader theori§ts, are inclined to see Ulysses as

extremely open, but we have seen that in both cases the reader is active but not entirely free,
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and an important distinction must be made between open and aimless texts and works, such as
J oyce's,_ which invol_ve yet guide the reader.

Joycé ",s massive and complex later writings may at first seem to be impenetrablé and
alienating, but they rapidly become absorbing works. Their difficulty and obséurity do not
suggest that they are unreadable but rather are a sign to the reader that they contain embedded
truths, that the mysteries within tilem can only be discovered if we accept and immerse
oursel\’res in their éorﬁplexity; their purposes are not ,readily manifest but emerge during and
because of our activity of reading, and Joyce's ideas gain forcefulness because they are
experienced rather than merely perceived by the reader.

Because of this extensiive involvement, thé reader's world and the world of the text
‘become fused. Ulysses and Finnegans Wake are not isolated texts that draw readers away from-.
their own realms and inio an illusory fictional world which is detached and esoteric. Neither is
the converse true: the literary self -consciousness that they encourage ddes not create a
self -contained, reflexive world in which tile reader's absorption iﬁ the text is a decadent
self -absorption and the author's fascination with literary form is narcissistic. One might also
a‘rgue that Joyce's texts are microcosms that parallel on the level of literary tecl;nique the
"external” world of the reader. But Ulysses and Finnegans Wake are not so. isolated and
self -céntained. Joyce suggests that thé worid créated by humanity is'formal and can only be
understood by experiencing its forms: just as reader and text are insepafable, the literary world
is inseparable from the "external” world that consists of human constructions and is not a
world of nature. When we read Ulysse.f, we see the folly of trying tlo ignore the patterns
created by humanity, espetially literary designs: Stephen will recognize ‘such patterns, but he
wants to confine them to the internal world of his. mind, where he can control them, énd Molliy
is obliv‘ious to‘?;the designs that we perceive. In Finnegans Wake, these constructions become
pervagive and even inescapable; they a’é not echo, i?nitate, or clarify the world but rather
constitute it. As a result, distinctions between fiction and reality and between illusion and

‘

self -consciousnesseare impracticable when analysing Ulysses and meaningless with regard to
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~Finnegans Wdaké. While these works are undeniably esoteric, they are not detached and

irrelevant, for Joyce continually overcomes the boundaries of fiction, and his works flow into
the systems of human thought and into the realm of the reader.

The esoteric quality of Finnegans Wake is also largely overcome because a crucial point
of the. work is that we are unable to grasp or transcend humanity's multitudinous
constructi;ﬁs. That an actual reader, unlike an ideal one, cannot understand all of Finnegans
Wake is itself significant,‘ and it intensifies our. immersion in time and emphasizes the fallen
nature of humanity. The difficulty of Ulysses is also purposeful, for it makes us conscious of
form, the form that enables s to see the relationship betwee; time and space more clearly than
do the characters of Ulysses.

While the initial inaccessibility and esoteric quality of J oyce's texts is purposefﬁl and

largely overcome by means of our awareness of our own participation, the complexity ofa

Joyce's texts is never eliminated. Joyce reciuires that we accept complexity, including.a

/435

complex relationship between time and space. We‘1-1ave seen the dangers of simplifying the
subject by concéntrating upon only or;e of the dimensions, bf failing to place the discus_sion in
a larger context, .including other ideas in the works and the continuity and progression within
J oyce'g later writings, and py failing to examine the theoretical assumptions that underlié any
ur;derstanding bf time and space. However, we have not only looked at time aﬁd space in a
broader context but can say,” more emphatically, that time and- space are crucial to our
understanding of these other matters. For the relatioﬁship between the dimensions is uessential

to our involvement and, consequently, to our understanding of the entirety of Joyce's later

writings.
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