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ABSTRACT

The majority of studies of James Joyce's Ulysses
gonsider thematic details as though woven throughout the

chapters from "Telemachus" to "Ithaca,"” and treat
"Penelope; as something apart: an audacious and colourful
coda, necessary to confirm Molly's adultery, and to
complete the Odysseyan parallel. This is to disregard the
finai intermeshing of the themes, their reversal into the
fabric of what has préceded, and the tighteniné and
.completion of the pattern. This study proposes to follow
such major themes as language manipulation, the father-son
relationship, and considergt}ons of time and space, in
Ulysses, t; their final intricate designings in the haﬁds
of Joyce's Peneldpé, the finest weaver, a;d unweaver, of °
all. > "

The author 's control of narrator, tone, and technique,'
are the main aspects to be considered in any study of the
language, but Joyce hgé so withdrawn himself from the
novel, that the narrator becomes a character in his own
rigﬁzj\deciﬂing on the most effective use of tone and
techpique to manipulate character and reader in a |
demonstration of the‘déceit and inadequacy of language.

Only Molly sees through his knavery, and resists his toils.

It is she who emphasizes the essential ﬁqnesty of language,

iv



pointing to th deceit in previous chapters as springing
fgém the characters' abuse of language; only she rejects
narrative control.

The father-son relationship has received intensive

I
-
treatment, but few scholars have linked it to Molly as

spirit, in_a completion-of the trinity. (Those who have,
including Ellmann, do not support their a}gyment'from the
text, being content to draw picturesque and imaginative
parallels with family group or divine Trinity. This study
endeavours to prove Molly's right to complete tAe human
trinity in her role of human spirit, as opposed to, but
closely allied with, the divine Spirit{- Stephen's and
Bloom's inability to accept the essential fatherhood and
sonship within each man, and the consequent isolation of
the individual while in communion with all men, separates
them from the spirit, and clouds their vision. Their lack
is illustrated in the "Parable of the ?lums,"‘as is
Moiiy's truer vision and greater fulfilment.

In his conaidération of time and space, Joyce mocks
the philosophies of Berkeley, Lessing, Vico, and Aristotle
in a direct attack on the validity of the intellect in the
approach to reality. Stephen, the intgllgctual, is
tergified b& the pést as embodied in memory and histo;y.
Bloom naively arrives at philosophical truths w%thout aware-
ness, and accepts time and space as painful bonds to be
tolerated and, if possible, igné;ed. Molly, in her

intuitive re-enactment of the Viconian cycles, her

» | v



regeneration through ritual and confession, and her

Brunonian anti-intellectualism and awareness of the divine
in nature, transcends time and space. She touches on a
,w\jfeality far greater than Stephen's or Bloom's. For her

there is no epd; only a beginning. Even death is but the

‘\

doorway to "something better for us in the'other world."
i)
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CHAPTER 1I.

NARRATOR, LANGUAGE CONTROL, AND MOLLY BLOOM

-Although Penelope plays a greater role in the final
books of Homer's Odyssey than elsewhere, she does not holg

undisputed sway as does Molly Bloom in the final episode of

.
§

James Joyce's Ulysses. Considering the progressively more
intricate form of each episode in this work, Joyce must have
had very good reason for alloﬁting ﬁis entire concluding
chapter to Molly and her apparently uncomplicated stream of
consciousness.1 Joyce's Penelope is one whé weaves and
unravels' more than a death shroud for Laertes. Beneath the
simplisticfstructure éf-this episodé are woven the
complexities of reality that have been thematic throughout
the preceding chapters:_ Molly'é soliloquy inco;porates in
its-structure, style and content, such concepfs as the |
meaning of the word and literary language, the relatioﬁship:
of father and son; and probléms of time and spacé. It is.
‘Molly who reveals, sometimes consciously, more oftén sub;f
consciously, a truer visi:n of realityAthari any 6thér
character in Ulysses. . Hers is the vision 6ffMoses who
recognizes in his Pisgah sight of the Pales#ihe hé\has
journeyed so far to fihd, only a symbol of the '‘Promised
Land.' Reality is elsewhere.. Molly has Qnact;a the

'Parable of the Plums' and had a giﬁilar vision. Her
: [}

soliloquy dexterously unravels the web of Steéhen's  ">

intricate aesthetics and of Bloom's hoﬁespun.philosophy.

1



Tﬁroughout Ulysses the increasing concentration on the
o theme of language is appropriately structured to parallel
the reader's growing dist;ust ofi’word and style. Very early
in the openingﬂchapters, throuéh the elusive and unreliablé
'narrafor, the language proves deceiuful, and as fhe hovel’
progfesses, lénguage, narrator, and tone, conspire to
- confound and control both character aud reader. Faith in

the inherent honesty of ‘language is eventually restored by
"Molly who demo;sufates an avoidance of its nets and a
rejec;}on of its control as she seizes its prbtean strands
and binds them firmly into the fabric of her soliloquy.
‘The first half of uhe novel teaches the reader to

question the narrator's reliability, his tone, his where-

abouts and his subtle control. What appears to be a

1\
)

conventidnal opening presented by ‘an omniscient narrator,
fposéibly the author¢Qis suddenly disrupted by the single
word “Chrysostomos."2 This cryptic_pomment is not the
narrator's, and befoue'long the reader discovers it to be
typical of Stephen's thinking. Gradually thére comes th?
. awareness that far from being oﬁhiscient,-the narrator is
limited to Stephun's perception of the worid'around him,

and in an effort to control, manipulates this wheuever‘"
possxble.3 The narrrtor’ls not privy to. Mulllgan 8 thoughts
or true character. His opening comhent: 'Stately, plump
Buck Mulligan" is garnered from appearances alone and is

extremely misleading. Buck Mulligan is anythlng but

stately as hls subsequent clownish behaviour proves: *He



*

moved a doll's head to and fro, the brims of his Panama
hat gquivering, and began to chant in a quiet happy foolish
voice," and later "He capered before them down . towards the
fortyfootihole, fluttering h;s winglike hands, leaping
nimbly, Mefcury's hat quivefing in the fresh wind that bore
baek to them his brief birdlike crteé? (25). His appearanCe
in the library, seen through the eyes‘of the discerning
Stephen, confirms Mulligan'sehabitual mien: -"A ribald
face, sullen as a éean's,,Buck Mulligan came towards them
‘biithe in motley . . ." (197).‘ In the opening scene
Mulligan is playing the eolemn and exaggeratedly stately
role of priest as he holds the shavﬁng'bolealoft’and
intones the opening words of the ﬁass,'and’the{na;ratcr's
limited vision dndlpropeneity to error and deception;is

.
b

seen in fetrospect in that opening word. It is aI&ays
‘surface, artistically drawn, inages,df Mnlligan’thatiare'
presented: "A pleasant émi;e-b;oke quietly over his lips”
(9) » "His cnriiné shaven np_;; .laughed Aa.rq);he édges _pE his
white glittering teeth"” (12). N f
* The narrator relies heavily pn éteghen's berception;j
. ae'eolourfui deecriptipns bearing the*unmistékeable etamp’
eertenhen'e charac%er indicate: "Stephen, sa;d quietly
:‘(10), 'Stephen freed his arm quletly (14); Stephen}k
' Dedalus . . . looked coldly at the shakingigurgling'faee
e (9): "Stephen . . . saié" very coldly” (16). This is -
picked up from Stephen' 's way of thinking as the repetition '

\ suggests. It is Stephen playlng his quiet cold role, aloofn
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from the rest of men. He admires thesg auéiities, even
noting them in Mulligan when he is at one with him: "God,
he [Mulligan] said quietly. 1Isn't the sea what Algy calls
it: a grey sweet mother?" (11). The narrator is less prone
to error when Stephen is afound, but it becomes éifficult to
know when the narrator depends on Stephen and with what
degree of reliability, wheﬁ narrative remarks attribute
possibly unwa&nted virtues: "'Buck Mulligan wipeq again
his Qazorblade. / ; Ah, poor dogsbody, he said in a kind
voice, I must give you a shirt and a few noserags" (12).

Is ihié narrative co?ment on Mulligan's kjndness, or is it
Stephen's comment? %;ter events indicate that Mulligan is
far from kind. He g;ve; his secondhand clothes to Stephen
for a purpose: Stephen is the puppet who must dance when he
pulls the sfring; and the orders, 'kgnch, get the jug" (19),
"Fill us out some more tea, Kinch" (21), are only small .
indic;tions of how Stephen must perform to win friends and
influence for this plown who unashamedly uses peopié:

"Why don't you play them as I do? To hell wi;L them all"
(23). Mulligan's happy front vanishes quickly at the
small;st frustration, Milkless tea is enough to‘Put_him in
"a sudden pet,” and reveal his true feelings: "~0, damn

you and your Paris fads . . ." (18); and his bland suavity
and good humour are quickly dissipated when Stephen crosses
ﬁgines: "Buck Mulligan bent forward across to Stephen and
';hid with coarse vkgour: ‘= You put your hoof in it now"

™

(22). .As he admits in the library, "- The disguise, I fear,

© “



is thin" (216). Stephen does not consider Mulligan kind.

He thinks of him as "usufper" (29), and "mine enemy" (197),
and regardsrhis castoffs distastefully as fetters binding
him t6 the man: "My two feet -in his boots are at the end
of Hhis legé . . ." (43). It seems most likely that kindness
is attributed to Mulligan by the narrator who either errs ’
in his:judgment of Stephen's perception or deliberately
attempts to mislead.4 B%t whether thé érror be intentional,

whether it be Stephen's or the narrator's, it is the

narrative voice which has deceived the reader, and to it

@

-

the distrgs; must be attéched.S
Throughout Lhe three chapters of the "Telemachia" and
during the "Scylla-?nd Charybéis*‘chapter in the library
the narrator Movers constantly behind'séephen's shoulder,
always moving so easily in and out of gis stream of
consciousness that the reader begomes, fo; the most paft;
unaware of ‘his distorting presence: There is a pervading
sengse of Stephen's contemgt for Deasy, his materialism and
his politics. . How much of this is actually jéservéd? How
much is due to Stephen's poses and his intolerance of the
non-artistic tgmperameﬁt, or how much %s due to sly
narrative ihnuendo, is not easy to detérmine.6 Deasy may,
in his own way, have as much insight as Stephen; or does
S tephen mock,'or the narrator lie, when it isareported that
Deasy's eyes ". . . open wide in vision stared sternly
across the sunbeam in‘whibh he halted,” as he declages,old

t

England to be dying (39)? “How is the reader to interpret
an X
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the final description of the old teacher with its suggestion
of treachery linked to wisdom and light and spoken in the
narrative voice with Stephen's artist perception evident in
the imagery: "On his wise shoulders through the checkerwork
of leaves the sun flung spangles, dancing coins” (42)? The
deliberate blend of voices confusés the reader as can be
seen from J. H. Maddox's contradictory judgment on Deasy.
" Though he likens him to the prudent and frugal Bloom, and
comments on Stephén's "grudging respect for the elder man's
stability and earnestness,” he is forced to the vague
conclusion that "For all his unknowing wisdom, however, Mr.
Deasy is inadequate as a figure for Stephen's emulation” (28).7
Maddox notes a conviction of Joyce's that "the closest

we can come to the knowledge of a character is knowledge of
the character's 'rhythm'."8 In "Proteus” the narrator has
become so familiar with Stephen's rhythm, and the narrative
voice so at one with his perception, that the narrator is
almost forgoften until the sudden jolt into "Calypso" makes
‘the reader turn, like Stephen, "rere regardant” to give
more attention and significance to the final lines of the
Chapéer he has just read:

He laid the dry snot picked from his‘nostril

on a ledge of rock, carefully. FoY the rest

let look who will., Behind. Perhaps there

is someone. He turned his face over a shoulder

rere regardant. Moving through the air high

spars of a threemaster, her sails brailed up

on the crosstrees, homing, upstream, silently

moving, a silent ship. (56)

The two voices separate in this closing scene. "For the



rest let look who will" is Stephen's comment on the
remainder of the snot which he has not succeeded in
removing from his nose without his handkerchief, and it is
the narrator's comment on the remainder of the novel where
language will>1eave the. reader looking for meaning. Stephen,
as though aware of the other voice believes someone is
behind. Looking back\he sees the ship homing upstream, but
carrying as cargo beneath its symbol of crucifixion, bricks,
tokens of Christ the cornerstone, the Word, which can be
either building material or stumbling block for artist,
character and reader.

The jolt into "Calypso" reminds the reader that howeveér
subdued the narrétor has been, he is still very much a
force to be reckoned with. His introduction to the novel's
other hero is abrupt and memorable: "Mr. Leopold Bloom ate
with relish the inner organs of beasts and fowls" (57).
Although the subsequent lines place this statement in
perspective, there still remains the startling and misleading
impression of a man in the act of devouring an enormous
relish-spread meal. Very soon the narraéor slips into the
character's consciousness, and in the second paragraph the
description of the "humpy" tray added to the vernacular of
"Made him feel a bit peckish,” indicate that the narrator
has moved into Bloom's perception. Though the "gelid"
light reveals continuing narrative interference, the
thought in the next three chapters is almost entirely

Bloom's, with apparently direct narration relying heavily on



Bloom's perception and belied by intrusive words:

The porkbutcher snapped two sheets from the
pile, wrapped up her prime sausages and made

a red grimace. - Now, my miss, he said.
She tendered a coin, smiling boldly, holding
her thick wrist out. (61)

The "red"” grimace belongs in Bloom's imagery to the butcher
whose fingers he has just registered as being "sausagepink,"
and the "thick wrist" is the girl's whose "strong pair of
arms" he has likewise noted. The phrase "Now, my miss"
returns to Bloom's mind later in the day indicating his
complete observation of the scene.

But ﬁloom's humility, his integrity, and his lack of
self-consciousness or role-playing make it difficult for the
narrator to deceive through him. Notice the use of the word
"kindly" when applied to Bloom: "Mr Bloom watchell &
curiously, kindly, the lithe black form. Clean to see: ;'
the gloss of her sleek hide, the white button under the butt
of her tail, the green flashing eyes (57). This "kindly" is
assuredly honest narrative comment. It is pregeded by an
exact description of how Bloom regards the cat: "curiously,”
as the list of details confirms. It must be accepted that
"kindly" is intended with equal sincerity. Only when the
character is most vulnerable can language deceive. McCoy
talks to Bloom of his wife, a singer like Molly:

- My missus has just got an engagemeht. At
least it's not settled yet.

Valise tack again. By the way no harm.

I'm off that, thanks.

Mr Bloom turned his largelidded eyes with

unhasty friendliness. . .
- My wife too, he said. She's going to sing



at a swagger affair in the Ulster hall,
Belfast, on the twentyfifth. (76)

Bloom's untypical, less than charitable, thought on McCoy's
way with a valise, triggered by the imagined slight to
Molly, allows the narrator his opportunity. His "unhasty
friendliness" is an inversién of the negative, but only in
retrospect does the reader notice the alert in the strange
synonym for "slow." Forgetful qf Bloom's haste when ;é
first met McCoy some pages back, "Get rid of him quickly"”
(74) , the reaéer does not suspect that Bloom's actual lcok
is one of "hasty unfriendliness” until s&me time lafer when
the truth of Bloom's feelings at that moment is revealed:

You‘and me, don't you know? In the same

boat. Softsocaping. Give you the needle

that would. Can't he hear the difference?

Think he's that way inclined a bit. Against

my grain somehow. Thought that Belfast would
fetch him. (77)

L d

The reader, recalling the details, is startled into an
awareness of how, despite the signs, he has been deceived,
and he trusts less. 5

Yetfeven the most wary is unprepared for the pitfall
in "Hadéé," when, beginning to trust once more in the

ubiquitf of Bloom's perception, his confideénce is suddenly

undermined by narrative trickery. As the men follow the
coffinﬂ Bloom (or is it Bloom?), muses on the procession:

First the stiff: then the friends of the
stiff. Corny Kelleher and the boy followed
with their wreaths. Who is that beside them?
Ah, the brother-in-law. All walked after.
Martin Cunnlngham -whispered: :
- I was in mortal agony with you talking of
suicide before Bloom, (103)
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The shock of realization tﬁat he is not within Bloom's
perception forces the reader to question how deceived he
may have been by other assumptions. Just to what extent
has the narrator been distorting the awareness of Bloom
throughout the chapter? Thereafter the reader never again
allows himself to forgét the narrator's power,

As though to compensate for his more limited ability
to deceive in this second triad of chapters, the narrator
uses language to control the character. Often Bloom's body
parts are made to perform as though responding to an outside
force, while Bloom looks on: "His hand took his hat from
the peg . . ." (58); "His hand accepted the moist tender
gland and slid it into a side-pocket. Then it fetched up
three coins . . ."” (62); "His vacant face stared pitying
at the postscript” (68). On one such occasion it appears
that he controls the act, but the accompanying words reveal
otherwise:

While his eyes still read blandly he took
off his hat quietly inhaling his hairoil
and send his right hand with slow grace
over his brow and hair. Very warm morning.
Under their dropped lids his eyes found the
tiny bow of the leather headband inside his
high grade ha. Just there. His right hand
came down into the bowl of his hat., His
fingers found quickly a card behind the
.headband and transferred it to his waistcoat
pocket. (73)
In this remarkable passage the words "blandly"” "with slow
grace®™ "their dropped lids" are much too self-conscious ¥

be Bloom's. The combination of these and the distinctively

separdte body movements suggests that the entire scene is
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v
under the narrator's control. Bloom seems distanced as his
fingers find, not."the card,” but "a card."” Even the "high
grade ha" cannot be attribyted to his thinking at this time,
since the previous first mention of it was no£ directly his.
"The sweated legend in the crown of his hat told him mutely:
Plasto's high grade ha" (59). 'It is only later that the
phrase is allowed to become Bloom's own.

In "Lestrygonians" the narrator's control becomes even
more obvious. Bloom is given the throwaway, and "His slow
feet walked him riverward reading" (151). It is as though
the narrator directs his steps and the consequent stream of
consciousness: "He crossed Westmoreland street‘whén“
apostrophe S had plodded by. Rover cycleshop. Thoée'races
are on today" (155); "He passed the Irish Times. There
might be other answers lying there" (159). B. J. Tysdahl
speaks of the narrator's ". . . oblique introduction to®the
main point of view in 'Telemachus' . . ." as having
", . . the effect of a stage direction before a monologue;
the scene -- one that is more "bbjective' than Stephen's
mind -- is set before the hero is allowed to’ start his

10 For "is allowed" one might very well

roaming soliloquy."
read "is forced," and might note the striking parallel’
between the unfortunate character in the hands of the

" narrator and Odysseus at the mercy of Poseidon: "I might
‘have made it safely home, that:;ime,/ but as I came round
Malea the current/ took me out to sea, and from the north/

11

a fresh gale drove me on, past Kythera."” The narrator in
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"Léstrygonians" plays on Bloom's senses, touching responsive
chords with skillgd fingers\ "A warm human plumpness

settled down on his brain. /His brain yielded. Perfume of
embraces all him assailed. With hungered flesh obscurely,

he muﬁely craved to adore" (168). These lines are not
Bloom's but the narrator's and are finely‘tuned to touch off

-

the sensuous chord in the character. The thought that

s

follows: "Duke street. Here we are. Must eat. The Burton.
Feel better then." is usually attributed to Bloom, but it )
might as easily be shared with, or given oyer to, the
narrator, who having aroused Bloom's appetite, seems intent
on leading him to the crowded, busy, lower-class restaurant,
there to pile image upon revolting image until Bloom bolts
from the place in disgégsév The same narrator who has lured
him with "perfume of‘embraces," alerts him to the contrast

in the first mogznts—of his entrance: "His heart astir he
pushed in the door of the Burton restaurant. Stink gripped
his trembling breath: Pungent meatjuice, slop of greens.

See the animals feed."™ It cannot be Bloom who notes all

the nauseous details during his brief stance ;; the doorway.
When he turns in disgust from the place it might once again
be the vicious narrator who speaks: "He came out into the
clearer air and turned back towarés Grafton street. Eat or
be eaten. Kill! Kill!" (168-70) If it is he, he is well
named "manipulator" by Michael Groden.12

"Aeolus”™ is distinct in, the first half of lesse; in

its almost cbmplete breakaxay from the stream of

/



consciousness of Stephen and Bloom. It is a chapter with
wind and rhetoric as its subject, where the narrator uses
tone and technique to dominate}and to confuse. Karen R.
Lawrence, discussing the major revisions that Joyce made to

this chapter after its first publication in "The Little

Review," notes:

It seems that Joyce deliberately altered the
chapter to make it predict the antics of the
later ,chapters and to give the reader earl,
notice that the form of the novel was becoéﬁng
obsolete. The devices of interruption and
double writing in "Aeolus" anticipate the
"Cyclops" chapter; the game of classification
played in "Aeolus" anticipates the catechism
of "Ithaca"; and, finally, the language of

the headings, that cliched voice  of the press,
anticipates the language of "Eumaeus."13

The captions to the various sections, which include
newspaper héadings, pictqrﬁ@captions ana paragraph details,
foreshadow, Groden claime; ". . . not only the succession
of styles in "Oxen of the Sun," . . . but ail the voices

-- distinct Both from the characters and the narrators of
the early episodes -- who tell the story in the second half

14

of the book." It will be argued later that all these

voices are impersonations by the one narrator, but now it
_must be noted that neither Groden nor Lawrence mentions one
of the major anticipations of the style of "Aeolus": the

control of character and reader through the language of the

narrator.

The relation of captions to material demonstrates

15

irony, ingenuity and unpredictability. Innocuous thoughts

and comments may be highly charged when related to each other.



14

Bloom's passing thought of Dignam in his grave with "that

" 0ld grey rat tegring to get in" points the pitiful self- |
importance of mén inherent‘in‘the caption: "WITH UNFEIGNED
REGRET IT 1S WE ANNOUNCE THE DISSOLUTION OF A MOST\RESPECTED
DUBLIN BURGESS" (120). At times the n;rrator is more

subtly ironic: "SPOT THE WINNER" may refer to the hors;
race, to Bloom's efforts with Keyes' advertisement, to his
rivalry with Boylan symbolized in the phallic Sceptre, or

to his silent war against the stupidities and prejudices of
Dublin foreshadowed in the stfuggle between the two newsboys.

Often he is downright confusi DONATE DUBLIN'S :

CITS SPEEDPILLS VELOCITOUS AERONIT BELIEF” (149). Here

the enigma of thef"Parable 6f the P " and the cryptic
"belief” suggest that this is more iha a convoluted method
of reporting the falling plumstones. At times he is
straightforward: "WE 8EE THE CANVASSER AT WORK" (121). Or -
is he? The-paranoid reader begins to find himself searching
the lines for ironies and ‘:innuendoes, sﬁares énd deceits. )
Language can be no longer trusted.

Even an astute reading of the passage will not present
an honest picture, The narrator, either with intent, or
through limited knowledge, presents Bloom in a pathetiéally'
foolish light as he becomes the unconscious head of the
mocking kite with paperboys prancing and capering behind in
cruel .imitation of "his flat spaugs and the walk" (131).

Only later in the day does Bloom reveal that he is very

aware of the mimicry (373), and only then does the reader

{



realize that in those moments, rather than pitied, Bloom
was to be admired for his self-control, tolerance and
dignity. The narrator, in his selectiveness however, has
controlled reader reaction and without Bloom:s fleeting
thoughg~to redeem him, the image of a foolish figure would
have persisted. Lawrence mentions ovef thirty rhetorical
devices used in "Aeolus"16 and M. J. C. Hodgart notes that.
it contains ™. . . thehthree main kinds of oratory,

nl7

according to Aristotle . . . With such forces at work

for hi; the narrator has little diffichlty controlling.

"In the second half of the novel,"” writes Marilyn
French, "the styles are more complex, and the characters,
the city and the 'plot' diminish in importanée."18 Groden
says much the same thing: ", . . the last nine of the
eighteen episodes transfer concern from cﬁaracters to
technique. . . .“19 Both writers emphasize the réiative'
unimportance of chaf;cter in the second half of Uixsses,
but it is an undeniable fact that in the reading character
becomes even more predominant, to the extent that the
meeting of the two principal characters has called forth a
torrent of emotional criticism. Maddox is much nearer to
the truth in his analysis: "The graéual tendency of Uixsses
to move aﬁay frah the character's consciousness towards a
form imposed from without by the author-artificer
constitutes the l;rgest and most osvious formal moveﬁent
20 '

within the book." The emphasis on movement away from

character consciousness rather than from character

/
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importance is vital to Joyce's comment on language, since
his consideration: of the effect of narrative style and tone
on character and reader is even more profound in the second

half of Ulysses.

The tone of "Wandering Rocks"” is one of the major
stumbling blocks in a chapter that abounds in them.21
J. R. Elliott, who speaks of Father Commee's compaSsion,
génerosity, benigﬁity and intellect, is only one of many who
find the portrait of the priest kindly and flattering. Joyce
himself has expressed his goodwill and intentions towards
the character, but it seems that the narrator has a mind of
his own.zz The blanaly ironic tone of the opening,

contrived by‘the smooth flow of language and the weighted

words can easiiy be overlooked. in the apparent homeliness

and simplicity of the action: "The very
Commee S. J. reset his smooth watch i is waistcoat

pocket" (218). The language d tone leaves only one way

for such a very reverend character to behave: with sm&bth
complacency. Shortly after there is further indictment as
the narrator,'Qiéh’tongue-in—cheek simplicity notes thgt:
"He thought,. but not for long. .;. ." The frequent
rejection ofhdiféét speech in favour of the narrator's
report emphasizes his distorting ihfluence. A direct feply
from the priést, "I feel wonderfﬁllf well indeed,"” would
lose all the smugness suggested in the narrator's statement:

. . \
"Father Commee was qu&erfully well indeed” (218).
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5
In this chapte£ too, Joyce makes his first direct
attack on the validity oidstream of consciousness in
bortraying character. That it is neithér sO revei}ing nor
so honest as has been hitherto accepted will be discussed at
greater lengthvin\another section of this ;ssay.' What is
important here ‘is how.it reveals the superiority of the
narrator in depicting and controlling character. One
wonders just how different the character of Kérnan might
have been, despite his distorted self image, without
narrative comment. Would that distorted self iﬁage have
been even obvious? Had he not "“preened himself before the
sloping mirtor," and "glanced in farewell at his image," and
had his satisfaction with his appearance not been followed
by the merciless comment on,his "fat strut" as "Bravely he
bore ﬁ}g stumpy body forward on spatted feet squaring his
shoulders," the reader might‘well have accepted his ﬁusings

at face value, and judged him as very akin to Bloom, the

shrewd business man, prone to lapses of memory as he

«

mistakenly recalls the history of his'surroundfngs. Indeed
his inability to recall some of tﬁgjsacred moments of Irish
patriotism could well have been taken‘for satiricai commept
on the whole }ssue. But the narrator's intervention angles
the image just sufficiently to present him otherwise,‘ and
his portrait only highlights the dignity of his look-alike
Bloom (238-40)."

In 'Sirens' words no longer adhere to expected order

or shépeq constantly changing, shifting, extendihg, and.
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goncealing meaning. The portrait of Boylan in his jaunty
¢

cocksure lecherousness is eloquently conveyed:

By Bachelor's walk jogjaunty )1ngled Blazes
Boylan, bachelor, in sun, in heat, mare's
- glossy 'rump atrot, with flick of whip, on dh
bounding tyres: sprawled, warmseated, Boylan
o impatience, ardentbold. ‘Horn. Have you the?
‘ Horn. Have you the® Haw Haw Horn. (268) ;

It is generally accepted that most of the second half

a 4
oft\81rens is. seen through Bloom's:consciousness, but French

beMeves that, "Many of the passages [in "Sirens”™] usually

attributed to Bloom's consciousness are actually the .

derisive narrator's comment on Bloom and the others."
<

Throughout this episode, she argues, the narrator mocks ail
the characters ‘for their susceotigllxty to emotion. 24 This
‘-may be tfue, but the narrator's gymnastics-with language
suggest, even more strongly, that he mocké their inabilityf
to use language to express cmotion,g;nd demonstrates most
effecti‘vely how neither words hor music are adequate to
-render feelings; how any attempt ‘o do 's¢ must réach beyond
language to a primitive, intuitive, !}ictlon of sounds
which are a verbal and auditory equlvalent of the emotion,
recording and engendering it at the same mome;t. It is not
‘Bloom who, having spent most of his day suppressing the
image, conjures up the emotionally charged scene in progress-
between‘Boylan and Molly. It is the nairator who displays
his virtuosity with occasional illuminating interjections

A
on his performance:
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Tenderness it welled: slow, swellihg. Full
it throbbed.

That's the chat. Ha, give! Take! Throb, a
throb, a pulsing proud erect.

Words? Music? No: 1it's what's behind.
Bloom looped, unlooped, noded, disnoded.
Bloom. Flood of warm jimjam likitup secretness
flowed to flow in music out, in desire, dark
to lick flow, invading. Tipping her tepping
her tapping her topping her. Tup. Pores to
dilate dilating. Tup. The joy the feel the

warm the. Tup. To pour o'er sluices pouring
N gushes. Flood, gush, flow, joygush, tupthrop.

Now.

Language of love. (273)

This is a étep beyond”stream of consciousness, but it is
out;ide of the character's scope. The parrator is,
subliminally, as it were, controlling, rather than mocking,
the character's emotions. Bloom's reaction is a conscious-
ness of the language of love, which, , not perhitted(ég\iZese
crucial moments to lead him, as all else does, to thoughts
of Molly, finds vicarious utterance in pﬂrases of the love
letter that he will write to Martha. He believes the
coincidence to be the singer's mention of his name just
when he felt the urge to speak the "Lanquage of love."” His
language of love is presented in pitiful contrast to what .
has just gone before: "Lovely name you have. Can't write.
Accept my little pres" (273).

The "essence of vulgarity" and lechery is captured as
the narrator both describes, and sexually stimulates, Boylan
in his verbal display: :

Boylan, eyed, eyed, Tossed to fat lips his
chalice, drankoff his tiny chalice, sucking
the last fat violet syrupy drops. He
spellbound eyes went after her gliding head

as it went down the bar by mirrors, g;lded arch

AN



20

"

for ginger ale, hock and claret glasses
shimmering, a spiky shell, where it
concerted, mirrored, bronze with sunnier
bronze. (265) .
It is this passage rather than Miss Douce's smacking garter
that rouses Boylan. Though it is not his stream of

consciousness he responds as though it were: "Come on to

blazes, said Blazes Boylan, going."” He has indeed, to quote

LA

Lenehan's crudely contrasting and inadequate language, "got
thg horn,"” as the narrator intended he should. (266)

Having, it seems, almost played out the possibilities
of the stream of cbnsciousnessx and underlined i;s
limitations, the narrator assumes full control in "Cyclops,”
moving into his first impersonation as he takes on the
speech of a low class Dublin bar hopper: eloquent, vicious,
and cliched, to demonstrate the power of a prejudiced
reporter.25 Not content with this he introduces a variety
of rhetoric, emphasizinq the one-eyed-view it presents, and
its refusal to yield an inch to character or circumstance.
In this chapter Bloom is not onlvy open to the assault of
cruel, narrow minded Dubliners, to which at least he can
make rebuttal, but to the Assault of even more cruelly
prejudiced language, against which, deprived of his stream
of consciousness, he has no comeback. He is described in
‘the harshest of termé by the Dubliners, with pejorative
words that seek to lessen him: "I saw his physog do a peep
in and then slidder off again.” (300) It is against Bloom;s

religion and politics that the Citizen launches his

fiercest attacks, but it is the little man's attempt to
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command language which dra&s down on him most of the
Narrator-as~-Dubliner's abuse: "And then he starts with his
jawbreakers about phenomenon and science and this phenomenon
and the other phenomenon” (303); "And Bloom, of course,
with his knockmedown cigar putting on swank with his lardy
face. Phenomenon! The fat heap he married is a nice old
phenomenon with a back on her like a ballalley” (304).
When Bloom attempts to explain Dignam's widow's position it
is language which trips him up when he substitutes the
wife's "admirers™ for "advisors."” "Then" as the narrator
complains with renewed vehemence, "he starts all confused
mucking it up about the mortgagor under the act like the
lord chancellor giving it out on the bench . . ." (311).
He offends simply by using language: "Bloom was talking
and talking with John Wyse and he quite excited with his
dunducke tymudcoloured mug on him and his old plumeyes
rolling about” (329). And when he is asked for a definition
language fails him:
- But do you know what a nation means? says
John Wyse,
- Yes, says Bloom. (stalling for time no doubt)
- What is it? says John Wyse,
- A nation? says Bloom (still stalling) A nation
is the same people living in the same place.
- By God, then, says Ned, laughing, if that's
so I'm a nation for I'm living in the same
place for the past five years.
@29 Parentheses added)
Language through the deliberate prejudice of the narrator is

relentlessly controlling Bloom and character/reader reaction

to him throughout the chapter,
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The ludicrous situation of a character caught up in a
rhetorical style, and his helplessness to overcome that
style, is vividly illustrated in the language of the Mock
Epic, Archaic Epic, the Bible, Hansard, journalese and
medical jargon. However serious, pa£hetic, or heroic the
situation, language can deflate. F. L. Radford, describing
the technique of "Cyclops” notes: ". ., . we are constantly
invited to consider how our response to what is said is
shaped by how it is said."26 Journalese and cheap literary
styles turn the execution of the revolutionary into a
sideshow. Mention of Molly calls forth a prose saga on her
beauty and chastity, and ﬁloom's attempt to preach love
results in a paragraph of graffiti. Even his last valiant
stand, where biblical language raises him to heroic and
prophetic heights, must suffer the deflation of an abrupt
change in language as he ascends "to the glory of the
brightness at an angle of fortyfive degrees over Donohoe's
in Little Green Street like a shot off a shovel." (343)

Gerty Macpowell is a perfect example of a character
controlled by narrative tone and technique of language. T?e
romantic magazine schmaltz, the "nambi-pamby jammy marmalady
drawersy (alto la!) style"27 of "Nausicaa" should not be
attributed, as is customary even by the most discerning of
critics, to Gerty's unspoken thought.28 Arnold Goldman
cautions: "The cento of romantic clichés . . . is hardly

to be considered the actual reportage of Gerty MacDowell's

speech, stream of consciousness, or even mode of perception,”
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and considers it a parody of the way ". . . certain sub-
n29

literature presents certain material. Considering that

in the preceding chapter Joyce has.just qivenra virtuoso
performance of his skill with rhetoric, and in the succeeding
chapter is about to give another, demonstratind his skill

with literary styles across the vast expanse of Eknglish
la;quaqe and literature, it is unlikely that the concentration
in this episode would be on the parody of one species of
sub-literature. Kenner describes the technique as adhering

to "The Uncle Charles Principle," which is to say that

". . . the narrative idiom need not be the narrator's."

Since this however would attribute to Gerty's idiom such
unlikely thoughts as: ". . . in that simple fane beside

the waves, after the storms of this weary world . . ."
(351-2), Kenner hastens to add that "Joycean syntax may
mirror the priorities of a character we needn't think of as

30 This is indeed a most apt

framing the sentence.”
description of the process that is taking place in
"Nausicaa," but does not explain whose idiom is being
presented. IHowever feignecd it be, or for whatever purpose,
it must, despite Kenner, be termed the narrator's. The
blending of his idiom with Gerty's actual thoughts is so
obvious as to provide the humour of the chapter:

Inclination prompted ﬁer to speak out: dignity

tqld.her to be silent. The prgﬁzy lips pouted

a while but then she glanced u nd broke out

into a joyous little laugh which had in it all
the freshness of a young May morning. “She knew

=



right well, no-one better, what made squinty
Edy say that. . . . (347)

The pitfall for the reader is the assumption that it is
entirely Gerty's thought. But it is not just the reader who
is being manipulated; Gerty, too, is victim. A simple
action is reported in highly elevated language which forces
her into the world of fantasy. If she resists, the narrator
imposes his will: "Gerty wished to goodness that they

would take their squalling baby home out of that and not

get on her nerves no hour to be out and éhe little brats

of twins. She Qazed out towards the distént sea." It is
the language of the narrator, not Gerty, which has intro-
duced the romantic note. On this occasion she tries to

fix her thoughts on practical, unembfoidered, remembered
things: the rain washing pictures off the pavement, the
clouds gathering, the beam of the lighthouse-on the hill of
Howth, the church music, the smell of incense. . . . But !
the narrator persists with greater romantic emphasis: "And
while she gazed her heart went pitapat.” (355) Immediately
she is plunged into her role ,as mercilessly and as
helplessly as the masturbating Bloom.

This method of character control joins with the reader
control of "Cyclops" to achieve even greater effect in
"Oxen of the Sun.”™ Using a pagtiche of literary styles
ranging from Anglo-Saxon through practically every‘literary
era to the twentieth century, Joyce illustrates how the

telling of an event is as important as the event itself,
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and how it affects reader reaction. Styles distort and
refashion; representing the cycles of generations that have
lived ". . . they come, muttering thunder of rebellion,

the ghosts of beasts. Huuh! Hark! Huuh! Parallax stalks
behind and goads them . . ." (411). Bloom is unable to
break the restrictions imposed on him by the narrator's
choice of language. When Mulligan insults both him and
Molly by offering his sexual services: ". . ., Pray sir,
was you in need of any professional assistance we could
give?"” he is forced, lest he make an issue of the matter,
to give thanks by the demands of the eighteenth century
prose of Addison, in whose web he is caught: "Who, upon
his offer,‘thanked him very heartily, though preserving his
proper distance . . ." (400-401).

Characters change under the linguistic influ%bce, and
howeverlaptly the description guits the character in another
style, it falls far short of the actual. Mulligan is a
"spry rattle” (401); Lenehan is "a kind of sport gentleman
that went for a merryandrew or honest pickle . . ." (395).

The style of Pepys is best suited to present the birth
of the Purefoy child as a doubtful blessing:

'Tis her ninth chick to live, I hear, and
Lady day bit off her last chick's nails that
was then a twelvemonth and with other three
all breastfed that died written out in a fair
hand in king's bible. Her hub fifty odd and
a methodist but takes the Sacrament and is to
be seen any fair Sabbath with a pair of his
boys off Bullock harbour dapping. . . . (395)
The style of Dickens transforms this to an event that gives

joy even in heaven:
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She had fought the good fight and now she was

very very happy. Those who have passed on,

who have gone before, are happy too as they

gaze down and smile upon the touching scene.
Reverently look at her as she reclines there N
with the motherlight in her eyes, that longing i’
hunger for baby fingers (a pretty sight it is

to see), in the first bloom of her new

motherhood, breathing a silent prayer of
thanksgiving to One above, the Universal

Husband. (417)

The viewpoint changes with style, and the event is shaped

accordlngti.
Echoes' of the terrible loneliness of the wanderer in
the Anglo-Saxon poem adds tremendous pathos to Bloom's
outcast state: "Some man that wayfaring was stood by house-
door at nights oncoming., Of Israel's folk was that man that
on earth wandering far had‘fared. Stark ruth of man his
errand that him lone led till that house." (382) The
Anglo-Saxon short syllable words and alliteratipn emphasise
Bloom's sheer and simple pity f;r, and his i§o1ation among,
men, Perhaps'no other language could express it better.
Most poignant of all is the realization that nothing remains
of that Anglo-Saxon Wanderer but his language, and only
through it does his memory live. Under the control of
Bunyan's language étephen's deepest and most fearful
thoughts on his lost religion, which unti} now he has not
admitted, are revealed: ) |
. But was young Boasthard's fear vanquished by
Calmer's words? No, for he had in his bosom
a spike named Bitterness which could not by
words be done away. And was he then neither
calm like the one nor godly like the other?

*le was neither as much as he would have liked
to be either. (392)
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Anthony Burgess, in commenting on this chapter, speaks of
". . . the inability of the laﬁguage in the past to
encompass the referents of the present” which gives to the
chapter a sense of "humourous hopelessness."31 But this is
“to ignore the fact that despite archaic language "Oxen of
the Sun" is operating in the present, ;ot hopeiessly, but
with method and effect.

It seems inevitable that the narrator should eventually .
move into ?né[:vert stage direction of "Circe." He
embraces all the conventional techniques ranging from
Shakespearean terseness to Shavian verbosity32 and goes far
beyond. Taking advantége of the fantasy of "Circe" his
direétions stretch across time and space, and contain
symbolism which drowns out the voice of the character. - The
birth of Bloom's eight sons who are immediately appointed
to ". . . positions of high public trust in several
different countries . . ." and whose names contain symbols
of wealth, dehénstrates, and inevitably mocks, Bloom's
deeply hidden desires and is typic;i of the fiendish
.narrator of "Circe" (465). His ;hoice of words and intimate
knowledge of the apparitions make it obvious that thé
na;fator is nét merely recounting events which materialize
unbidden from the character's subconscious or hidden
conscious thoughts, but is asgisting in their conception.
Who but he knows the names and behaviour of Mrs. Dignam's
five children? Certainly not Bloom, judging from hig many

referénces at the funeral to "the boy" whom Ned Lambert

)
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identifies as "the eldest boy" (104). Motifs and scenes
are repeated, which have occurred earIier, beyond the
perception of either StepHen or Bloom; the lacquey, who
has so annoyed Simon Dedalus, clangs his bell (493); the
one-legged sailor appears (515); é,voice is heard calling
as Simon earlier called: "Hold that fellow with the bad
breeches" (483); Gerty speaks in the idiom of romantic
literature (433) and the Reverend Hugh C Hailnes Love M A,
who is unknown to Stephen of Bloom appears and plays out
his role (527). |

> It is the narrator who organizes and selects the
fantasies. Mindful of every word and action, however
minute, he conjures them into being to torment and tefrify
the characters. He is not con#é@nt to ﬁandle the stage
directions but must be director as well, and despite the
characégrs' right of dialogue, his pbwer is dictatorial.
Since no sequence of-thought or action is necessary, or-
even desirable, he is free to intrude, where and however he-
chooses. Mrs Breen and Bloom may talk of past events and
reminisce on the "dear deaé days" only so long as the ’
narrator permits. As the moment approaches when theig
intimacy will be revealed, Bloom savours the memory and she
waits the recall with excitement: "Mrs Breen: (Eagerly)
Yes, yes, yes, yes, yes, yes, yes," but the narrator
intervenes: " (She fades from his side . .’. )" (437)

.

.Such narrator justifies Stephen's claim in the opening

scene \0f "Circe" that universal language should be



confined to gesture.

The distortion of language in "Eumaeus" has regularly
come under fire from the critics. Budgen voices the popular
opinion when he writes: "Théﬂ%ourney home is described in
the language of tired men. Sentences yawn, stumble, become
involved and wander into blind alleys."33 Edmund Wilson is
even less complimentary when he supposes that Joyce
"intended the colourless and tiresome episodes ["Eumaeus"”

and "Ithaca"q to set off the rich and vivid ones. . . .”34
8. L. Goldberg goes even further: " 'Eumaeus' ORI seems.
to me one of the weakest sections of the book, though not
only for the reason usually given -- that it is too boring
a way of expressing boredom. As well as that . . . it seems
to distort Bloom's chart_:lcter."35 This is a serious charge
indeed, but the answer, which the critics have overlooked,
__hot only vindicates Joycé's apparent debasiné‘;% Bloom, but
adds to the e?isode that zest and humour in which it is
considered so deficient: in "Eumaeus" neither Bloom nor
Stephen are ever heard; the two characters who speak their
lines are imposters, ventriloquist's dummies, through whom
the narrator attempts to control the character and deceive
the reader as Ulysses, in disguise, deceives Eumaeus.

It is an episode where language is constantly to be
distrusted as it gives rise to bogus figures, mistaken
identities, and illusions. The sailor is not what he claims
to be; Skin-the-Goat is céncealing his true identity; and

the jarvey is not Henry Campbéll. C&%trary to theﬁ



30

newspaper report, Bloom was at the Dignam funeral but

r »

Stephen and C. P. -McCoy were not. And tﬁe two figures who
go off in the low b;cked car can not possibly be Bloom or
Stephen. The speakers then must be suspect. French talks
of the use of "¢circumlocutions and euphemisms to deal with

36

basic things." This is the narrator's attempt to

impersonate Stephen's and Bloom's weary condition, but what
he and the majority of t;e chapter's critics overlook in
accepting the language solely as an objective correlative
for their condition, is that Egtigue and drunkenness may
result in.ampaired speech, muddled thoughté, and inane
topics, but does not change charaéter tréits or style of
speech.37
Bloom is guilty‘of neither the affected, flourishing,
rambling style,: nor the unpleasant prejudiced sentiments\
attributed to him throughout the'chapter{ It is difficult’
to reconci;e gentle, tolerant, kindly Bloom with-the
character who persistently attributes unworthy motives and
values: to Qorley as being a hanger-on; to Mulligan:
". . . it wouldn't occasion me the least surpriée to learn
that a pinch of tobacco or some narcotic was put in your
drink for sdme ulterior object"” (541); to the %Filor's wife
as being untrue; to the half idiocy of the whore, who on
another occasion, as he admitted, was smart enough to have
him "decked" (552, 288); and to the sailor whom he suspects
of swigging the ship's rum and hunting for females. There

: -~ . '
is none of Bloom's compassion in the man who coldly assesses
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Corley's "chronic impecuniosity" and decides ". . . he had

a consummate amount of cool assurance intercepting people

at that hour . . ." (539); or who wonders how the whore ". . .

a wretched creature like that from Lock Hospital, reeking

.with disease, can be barefaced enough to solicit . . ." (553)
The pseudo-Bloom tries hard. He uses cliché-ridden

language in the awareness of Bloom's similar tendencies,.

failing to noté, however, that most often Bloom's clichés

have the unusual effect of broadening, rather than

stultifying meanihg.’ "Time enough" (72) has reverberations

through ﬁhe novel, and through Bloom's life and day: time

enough for Boylan to have his way; time enough for Bloom to

savour the drugged existence of "Lotus Eaters" before the

fate in "Hades"™ is upon him; and time enough for the

recycling of gegerations through the ages. "Once in a blue

moon"” used in "Nausicaa" picks up the motifs of the Virgin

that have been running through the chapter, while it

suggesté the pagan femininity of Ge;ty. Cliche in "Eumaeus"

however falls like a rock into the muddied swirl of

language. But the narrator seems oblivious to the

discrepancies. He chooses passages vefy akin to those he

has heard Bloom use. Obv&ously-he has been privy to -,

Bloem's thoughts on the faces that Howth hill has seen pass

before it through the generations. He attempts something

in a similar vein. Bloom pondgrs: "All quiet on Howth now.

The distant hills seem. Where we. The rhododendrons. I am

: _ - ’
-a fool perhaps. He gets the plums and I the plumstones.
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S
. .
Where I come in. AlT tﬂat old hill has seen. Names change:

that's all. Lovers: yum yum. Tired I feel now" (374).

@ —

Pseudo Bloom also ponders:

. . . while Howth with its hi§toric associations
and otherwise, Silken Thomas, Grace O' Malley,
George 1V, rhododendrons several hundred feet
above sea-level was a favourite haunt with all
sorts and conditions of men, especially in the
spring when young man's fancy, though it had

its own toll of death by falling off the cliffs

i by design or accidentally . . . (548)

The argument thaé the second‘is a fatigued Bloom is
answered in tﬁe last line of the first soliloquy. Yet the
success of the narrator's impersonation may be judged by
tﬁe‘majority's acceptance of the speech as Bloom's.

In his impersonation of Stephen the narrator is fnore
wary. "And thaﬁ one was Judas, said Stephen, who up to then
had said nothing whaésoevér of any kind" (535). Andﬁyery .
wisely too. It is easier to imitate the cliched ﬁhougﬁt
patterns of the pragmatic, self-educated Bloom, than to
imitate the artistic thought of the intellectu?;%;binclined
Stephen. Part of the joy of "Eumaeus” lies in the ¢
discovery of the devious ways in which "Stephen" tries to
keep out of the co;versation, and flounders when he is
cornered. The narrator is sufficiently well acgquainted

P ith Stephen's'thinking to attempt the fraud, but cannot,
without Stepheh's help rise to his heights, of scholarship.
Over and over‘again he misquotes, and, when he attempts
desqriptive passages, painfully diminishes tHB artist's

sty19.38 Consider Stephen's rhythm of thought patterns in

&
.
Com

. '.'m
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his image of home: "Memories beset his brooding brain. Her
glass of water from the kitchen tap when she had approached
the sacrament. A cored apple, filled with brown sugar,
roasting for her at the hob on a dark autumn evening.” (16)
Compare it to the other Stephen: -

Stephen's mind's eye being too busily engaged

in repicturing his family hearth the last

time he saw it, with his sister, Dilly,

sitting by the ingle, her hair hanging down,

waiting fo me weak Trinidad shell cocoa

that was "in e sootcoated kettle to be done

so that he and she could drink it with the

oatmeal watef for milk after the Friday

herrings they had eaten at two a penny. . . . (540)
Comment is unnecessary, other than to note that "busily
engaged"” seems to contradict any plea of fatigue. This is
a clever hoax. The reader is deceived and disappointed,
the character is "possessed." "Sounds are impostures,”

~N

Stephen says, "like names . . . what's in a name?" (543)
In "Eumaeus” Stephen and Bloom are names only. Mr Podmore,
also a name, suggested by the pseudo-Stephen, is a well

known spiritualist who conjures up fake images.39 So too

-~

the pseudo-Bloom, who ushews his friend from the she%ter,
speaks the words of a spiritualist: "Come, he counselled,
to close the seance."” (580) while Stephen feels ". . . a
strange kind of flesh of a different man apéroach him,
sinewless and wobbly and all that"™ (581). The charaéters
created by the narrator are not the true Stephen and Bloom.
They are ‘the two figures in black who go off talking of
usurpers "in their low backed car" as the - genuine pair

"walk towards the railway bridge" (586). It is strange
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that in this delightful episode the greatest deceit of all
is the one that has been opverlooked.

In "Ithaca"” the narrator, as though in atonement for
tﬁe fraud perpetrated on the reader in the previous
episode, offers a chapter where no voice can mimic another.
The‘impersonal catechetical answer and response seems to
ensure truth, French notes that "Ithaca” presents ". . . a
series of irrelgvaﬁt parallels, contrasts, guantitative
relations, and intermeshing of totally inane crossing
points, " and suggests that ". . . the narrator is mocking
the reader for his desire to find significances and
convergences.40 But even more the reader is mocked for the
ease with which his judgements and emotions may be
manipulated, as he trusts in the honésty and objectivity of

_the /catechetical style of presentation. 1In this chapter

-~

the narrator allows no character to speak, while every
thought passes through ﬁis censoring shaping hands; Just
how removed from objectivity this style is and how it
influences the reager can only be deduced by refusing to
.accept the high stxlization, and questioning the intention
of each response. The report of Bloom's refusal to accept
the Dedalus's invitation to dine is more than mockery; it
is the narrator emphasizing Bloom's weaker points, his
self abnegation; and the over effusiveness of the ou:cast
in response to kindness (600).

Stephen suffers similar exposures. His suggestion for

the advertisement for writing paper is a merciless attack
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on Stephen's love of éelf dramatization, and his inability
to communicate. The message passed between the couple in
the little scene of suggested intrigue is, "In sloping,
upright and backhands,”™ nothing more than a repeated
doodling of the name of the hotel (605). This catechism is
not objective. It is often harsh and cruelly prejudiced.
Stream of consciousness is no longer direct, but, as with
Father Conmee and Mr. Kernan, reported. The thinly veiled
ridicule under which both Conmee and Kernan collapse to
become figures of fun, is even more potent in "Ithaca.":

NWhy did Bloom refrain from stating that he had

frequented the university of life?

Because of his fluctuating incertitude as to

whether this observation had or had not been

already made by him to Stephen or by Stephen

to him. (603)
Although the narrator is barred from Stephen's stream of
consciousness, he suéceeds in mocking him too, through
Bloom's perception: "What impeded Bloom from giving
Stephen counsels of hygiene . . . ? / The incompatibility
of aquacity with the‘erratic originality of genius®" (593).
It is therefore a measure of Stepheﬁ's and Bloom's stature
that they survive the onslaught without loss of dignity.
It shall indeed be argued later in this essay that during
their vigil in Eccles Street, théy achieve greater maturity
and move towards fulfilment. Here their ability to rise
above the narrator's insidious deflation, as they strive to
regain control of language is alone worthy of comment. As

with the stream of consciousness, their reported conversation

is also subjected to merciless exposure:
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What fragments of verse from the ancient
Hebrew and ancient Irish languages were
cited with modulations of voice and translation
of texts by guest to host apd by host to guest?
By Stephen: "suil, suil, suil arun, suil go
siocair agus;, suil go cuin (walk, walk, walk
your way, walk in safety, walk with care).
By Bloom: Kifeloch, harimon rakatejch m'baad
1'zamatejch (thy temple amid thy hair is as
a slice of pomegranate). (608)
' But beneath these apparently meagre and irrelevant offerings
of ancient Irish and Hebrew, with which the narrator hopes
to amuse the reader at his victims' expense, lie hidden
depths. The words of Stephen's song are a reassurance and
a blessing for Bloom, and, as part of a song in which a
young person determines: "Round the world I'll beg my
bread / I'll make my parents wish me dead," they express the
artist's resolution to break with the ties that bind him,
and seek fulfilment elsewhere. Bloom's words express his
admiration for the person and intellect of Stephen, who
bears the same stamp of the "highbrow" as Joyce himself.
They reflect too, Bloom's turning towards the temple of
his fathers with pride and acceptance. Both men's growth
becomes obvious, even as they learn to defeat the narrator
at his own linguistic games.

Nor does the reader escape manipulation 4in "Ithaca."
The question and answer format gives the illusion that
emotion has been left aside, but if the reader too, has
been learning the lesson of Ulysses, he can resist the
narrative tone and style, to become aware of the ‘deep
emotional undercurrent which is even more-effective for its

»

concealment.41 Coincidence of converging thoughts on the
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incidents in the Queens Hotel offers Bloom the ideal
moment to confide in Stephen the facts of his father's
suicide, but his reluctance to bare the wound is hidden
beneath the glib front of language: "Did he depict the
scene verbally for his guest to see? / He preferred himself
to see another's face and listen to another's words by which
potential narration was reallsed and kinetic’temperament
relieved.” (606) It is a most effective way to conceal or
to convey emotion. Bloom's isolated and lonely existence is
never so pointed as when the narrator in detached tone,
reports the few occasions on which he has previously
communicated with others. The exact dates, names, and
places suggest Blo§?'s treasuring of the memory of thése
moments. The under@lay of emotion has, as always, the 1
effect of more poQérfully touching the sensitive observer,
- and emphasising th% poignancy of the situation. The
narrator uses igtelevant details, digressions, and humorous
recall in his aﬁtempt to conceal the true tension.in that
drab little kitchen in Eccles Street, as the two men grope
towards maturity, but the reader who has:learned through
the painful process of Ulysses, and has sufficient insight
to break free from narrative control and read the subtext
will find that he too knows greater fulfilment. All this,
however, can only be realized jin retrospect, when the final
scene has been enacted. .
Critical response to "Ithaca" has indicated that the

reader more often than not finds himself groping, as Bloom
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drifté'gff to sleep, and leaves the unhatched egqg, the
wordless ;ymbol of someth&gg about to be given birth, on
the printed page. Then narfator, technique, and point of
view are encompassed, in the inimitable style of Molly,

¢

within the firm and capable control of her soliloquy where
deceit of language is dealt with summarily, and, to borrow
a Bloomism, "once and for all.” Molly pours out every

~

thought as it passes through her mind in a pure stream of
consciousness unlike any that has gohe before.42 Yet
through this soliloquy the reader learns how language may
be trusted and controlled.

She demonstrates that language is not in itself
deceitful. Her views of Poldy, though unexpected at times,
never contradict anything that he has previously said or
done. She completes his portrait "so much so" J. H. Raleigh

<

believes "that if the Penelope section had been left out we

wbuld not only have lost; to our sorrow, MollfxBloom, we
would have lost as well the whole, true, and final Bloom".43
She confirms statements he has made: "yes because the day
before yesterday he was scribbling something a letter”
(660) ; "the day I got him to propose to me yes first I Qave
him the bit of seed cake out of my mouth” (703). She fills
in gaps he has left or rectifies his misapprehensions,
explaining, for ex?pple, that her intense concentration
during his lecture Sn Spinoza at the Gaiety :as, in fact, a

concentration on how she might disguise an unexpected onset

of menstruation. Molly herself is honest. The discrepancy
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in the number of times that she claims Boylan "must have
come” "3 or 4 times" (663), "4 or 5 times" (684), "5 or 6
times" (701), cannot be labelled ag either untruth or
exaggeration. It is merely indicafive of Molly's intense
dislike of any type of restrictionlor calculation by rules
and numbers?44 She twice miscalculates her own age: "for
the 4 years.more I have of life up to 35 no Im what am I
at all I11 be 33 in September"” (672). Actually she will be
thirty four in September. She is not deceitful:; "I Rabu\
that pretending” (672), and has so little tried to deceive
Bloom that he knows the exact time she will cuckold him.
The controversial issue of her previous faithfulness
to Poldy, highlights her revelation of the deceit of
language in previous chapters as being dependent on the
speaker, the tone and the technique. The image of Molly
as the great adulteress has been so firmly established that
the unlikely list of suitors which Bloom considers in-
"Ithaca,"” including "an Italiankorgaﬁgrinder," "an unknown
gentleman in the Gaiety Theatre," and "a bootblack at the
General Postoffice," has been accepted as correct (652).
.E. R. Steinberg is voicing the obinion of manybleaaing
scholars when he claims that Molly ". . . can only repeat
endlessly with different menfthe routine of love--making."45
Otherg have defended her, claiming, as Father R. Boyle
does, ". . . that Molly's actual sexual experience is-

46

indeed limited." It is only in her soliloquy that the

reader first begins to doubt the impression of promiscuity
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and immense sexual appetite that has been associated with
1] . .

Molly in the previous chapters. Unexpected prudery is

evident: "those brazenfaced things on the bicycles with

their skirts blowing up to their navels" (667); "because her _

bumgut fell out a nice wofd for any priest to write" (672).<:
There are indications that she has a highly romantic and |
fantasized view of love and sex:- "theres nothing like a
kiss" (661-~2); delights in getting love letters (679), on
occasions writing them to herself; imagines being embraced
by a priest "in his vestments and the smell of incense
off him"™ (662); or a "sailor off the sea”" or "one of those
wildlooking gipsies in Rathfarmham" (699). It is not for
any of the men of her acquaintance that she longsr Indeed
she finds the actual sex act unsatisfactory: "and no
satisfaction in it pretending to like it tiil he comes and
then finish it off myself anyway," (661) and slightly
revalting: "making us like that with a big ho}e in the
middle of us like a Stallion driving it yp:inﬁo you because
thats all they want out of you with that determiﬁed vicious

\
look in his eye" (663).

Her opinion of her  "suitors" is invariably low, and
though she considers their overtures, she does not cite any
actual encounters. Menton, sﬁe recalls, "had the impudence
to make up to‘me one time well done to him mouth almighty
and his boiled eyes of all tﬁe big stupoes I ever met” (660) .
_Indeed it is remarkable that the only man she seems able to

compare with Boylan is Bloom, deciding, "Poldy has ‘more
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spunk in him" (663). As the honesty of Molly's language
gradually convinces, the reader finds himself turning back
to reconsider the truth of the evidence against her, and in
doing so to consider how.he has been deceived.

There are only four specific instances in previous
chapters, where Moliy's promiscuity and persistent faith-
lessness is suggested. The most damning, Bloom's list of
suitors, is another of the glib "facts" of "Ithaca" that
is highly questionable. There is no evidence that Poldy
thinks of the men on the list as other than the "wife's
admirers"” as his Freudian slip in "Cyclops” suggests. In
"Hédes" Menton remembers Molly: ' "She had plenty of game in
ﬁer then.” Molly gives the true story on Menton's approach
(quoted above), and the bravado of his remark hitherto
unnoticed, becomes clear. Lambert's reply: "- Has still,”
must be considered however. Closer examination of Lambert
'in "Hades" reveals his fondness for gossip and tAe smart
quip. Bloom notices that he wears brightly coloufed clothes,
but they are dyed (112).' It is a clue to_yis language:
|co}ourful bufjgn;rue.’ Flynn's innuendoes exist only in
Bloom's troubled imagination (172), and Molly's final
accuser is Lenehan, He is a clo&n\ﬁho abuses language -
consistently: age is "the accumulation of ;he anno Domini"”
(130) ; lahighable is "O my rib risible"™ (131). He usé;
foreign phrases, puns on language with jokes and riddles,

and forms palindromes. His version of the encounter with

Molly is more probably the distorted one. Molly, not even
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aware that she has been accused, has established her
‘innocence; but of even greater moment, she has established
the potential deceit, but essential honesty, of laﬁguage.

Perhaps one of the most outstanding features about
Molly is her manipuiation of language. It is evident in the
contradictory nature of hdr thouéht, which French describes
as "logically ridiculous".48 ~églly is in contrél. She will
not be chained and fashioned as Sﬁsphen, Bloom, and the
others are by the words and style allotted her. Her
ch;racter will dictate her language at all costs. She
revilesi?oldy for "doing his highness to make himself
intergs‘iééhto that old faggot Mrs O'Riordan,” and then her
mercurial temperament forces the language to turn back on
itself a few minutes later: "still I like that in him
polite to old women like that" (559). Molly is consistent.
There has been no change in character, or even in her basic
attitude to Poldy or Mrs O'Riordan. She has simply
adjusted her language concerning them. 7

She uses symbols for numbers in place of words. They
will have no part in language since their only function is
to limit and measure. Letters, on the other hand, are
creative and communicative and are treated with respect.
This is particularly pointed in one instance when she"
brings both together, and rejecting the more usual form of
| "two w's" represents it as "2 double you?k (679). Even a
quarter which has become more word than number in commoﬁ

usage is returned to symbol (668). Words are used
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regardless of tongue if Ehey enhance the meaning. The
Spanish 'mirada' conveys more than the look which Mr. Cuffe
gave her: it also suggests, in the mirror association, both
her reflected responding glance and her mirror awareness of
her pleasing appearance. The 'vague' fellows in %pain are
the gipsy 'vagos', but also become the‘vague, wandering
people of their race and the dim figures in the shadows. The
'serene' watchman is the Spanish 'sereno' but evokes the
image of the calm and gentle Spanish evenings.

A most significant and effective sign of Molly's
control of language is her rejection of punctuation.49 If
she wishes to abort a thought in midstream the language
must co-operate, and must pick up any half phrases plucked
out of her memory though it make nonsense of itself: "little
chits of missies they have now singing Kathleen Kearney and
her like on account of father being in the army and my
‘'singing the absentminded beggar and wearing a brooch for
‘lord Roberté when I had the map of it all and Poldy not
Irish enough” (669). Later references fill in the blanks
but only whep Molly decides. Her run-on style is moét
effective in-extending meaning and impression, when, despite
correct word order, the thought of one sentence overflows
into another. It is impossible to erase the impression that
Molly slapped the face of the haﬁghty Mfs Joe Gallagher in
public, when she reflects 6ﬂ»ﬁilly: "answering me like a
fishwoman when I asked her to go for a'half a stone aof

potatoes the day we met Mrs Joe Gallagher at the
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trottingmatéﬁé?xand she pretended not to see us in her

trap witﬁ\frief& the solicitor we werent grand enough till
I gave her 2 damn fine cracks across the ear for herself
take that now for answering me like that" (689). Though it
is almost immediately obvious that it was Milly she
chastised the first delightful- impression remains. The
virile Boylan is made to look riaiculous in the comic
confusion of nose and penis with Mollyfs "dressing and
perfuﬁing ana combing it"™ (663). The examplgs are numerous
and hilarious, leaving ﬁb_doubt'of Molly's superiority with
words. Hers is the greateét triﬁﬂph over the deceit and
tyranny of language in Ulzssés.

-
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actual language employed. :
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45 Erwin R. Steinberg, "A Book with,a Molly in it,"
James Joyce Review, 2 (1958), S58; Kain, p. 100, speaks of
"her lovers"; Morse believes "She is a dirty joke. No
one regards her as anything but a whore."” J. Mitchell Morse,
"Molly Bloom Revisited," in A James Joyce Miscellany, 2nd.
series, ed. Marvin Magalaner (Carbondale: Southern
Illinois University Press, 1959), p. 140; Harry Levin,

James Joyce (New York: New Directions, 1941), p. 126,
suggests that the 'cold statistics' of "Ithaca"™ must be
accepted as an account of her twenty-five lovers.

16 Fr. Robert Boyle, "Penelope" in "Ulysses”": Critical
Essays, p. 413. Kenner argues that this 1s Molly's first
adul terous encounter. Hugh Kenner, "Molly's Masterstroke,”
JJQ, 10 (1973), 19-28.

47 Kenner, Ulysses, claims that ". . . this list is a
list of past occasions for twinges of Bloomian jealousy.”
p. 142,

18 French has this to say of Molly's contradictions:
". . . next to her interest in sex, this is the character-
istic Joyce most emphasises. Surely the author's point is
clear: it is contradictions that are destroying Stephen,
while Bloom is spending all his time trying to resolve
them, but they fall like rain from Molly's ample shoulders.”
pp. 249-50). French's point in regards to Stephen and
Blo is well taken, but she underestimates the significance
of ese contradictions in relation to Molly.

49 Goldberg, p. 296, is unjust when he speaks of the
". . . absence of punctuation unsuccessfully macquerading
as the flux of consciousness., . . ." Joyce has hitherto
managed his stream of consciousness very well without
recourse to such measures,

’



CHAPTER I1I.
FATHER, SON, AND SPIRIT: "PENELOPE" AND
THE COMPLETION OF THE TRINITY

It has become a commonplace to describe one of the
major themes in Ulysses as the search‘of father for son and
son for father, but it is all too simple to see Bloom as
the father, deprived of his son Rudy, moving through Dublin
to keep a spiritual tryst with §tephen, the son who has
rejected his consubstantial father and seeks a substitute.
Nor does the meeting appear to entail the communion that
such a long anticipated and neatly arranged event would
warrant. Stephen's and Bloom's entanglement with distorted
father-son images, related in Stephen's case to his heritage
of family, religious, and national ties at war with the
heritage of his art, and in Bloom's to his grief and guilt
over lost father, son, and nation, clouds their vision,
destroying the fruitfulness of their existence as they peer
distractedly behind and before, avoiding the necessary open-
eyed plunge into the darknesé of the human condition wherein
true vision is ultimately granted. Only by accepting the
father—sén combination within each of them, recognizing
that man can only be truly father when he has experienced
being son, and son only when he knows what it is to be
father, will Stephen and Bloom find fulfilment thréugh the
spirit which is bsth cause and effect of ﬁheir communion,
The spirit of truth and 1{ght is revealed by Molly in her

soliloquy, and through spirit the mystery of the fathe&-son

50
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relationship is understood and the trinity is complete.
Within this human trinity lies the unity of man, essentially
individual and separate though he be. Molly as spirit has
intuitive vision denied the two men as long as they resist
the recognition and acceptance of the duality of their roles.
Hers is the vision of Moses permitted only his frustrated
- view of the Promised Land from Mount Pisgah, yet granted in
his darkest hour a truer and more lasting vision of reality
than those who ate the promised fruits. !
Bernard Benstock is correct when he argues that
despite the many father-son allusions in "Telemachus" there
is little evidence that Stephen is in quest of a father or
that his quest can be taken at a literal level.l Although
Benstock does not note it, there is evidence that Stephen
has actually rejected his ‘consubstantial father ayd has no
desire to find a conventional father figure to replace him.
At no time during the day does he cross his father's path,
and in a city so intimate as Dublin this fequifes some |
manoeuvring. He passes close, but though he must realize
the probability of his father's presence in Paddy Dignam's
cortege, he makes no effort to locate or greet him.‘
Stephen Qeems rather, delibefately to avoid encounters
with, or even consideration of, Simon Dedalus. When his
thoughts turn unbidden }n;that direction, he abruptly cuts
them off. In the library he recalls the words of Hamlet's
ghost, "List! List! O List! / . . . If thou didst |

‘ever . . .'2 and abruptly interrupts himself with speech

¢
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b?fore the line can be completed. "If thou didst ever thy
dear father love" is a sentiment he wishes to avoid. When
Haines mistakenly believes that Stephen has proven himself
to be the ghost of his own father, Mulligan doubles up in
laughter at the idea and equates such a scene with a
sentimental novel in which a son literally“goes off in
search of his father. "'"0O, shade of Kinch the elder!" he
cries, "Japhet in search of a father!" Stephen is offended.
at this. He ignores Mulligan and uses the royal plural with
cold aloofness to Haines, refusing to comply with his
request, "We're always tired in the morning . . . And it is
rather long to tell"™ (24).

Only once does Stephen, despite all his musings on
paternity and sonship, allow himself to think on Simon
Dedalus in particular, and then it is as ". . . your old
fellow. The widower." at once rejecting_Simon as father
figure, disclaiming him with the pronoun, and distancing him
with the objective description. The widower's only claig'to
Stephen's attentioﬁ is his former relation to a dead mother.
Stephen recalis the occasion when they hurried to her
deathbed: "I touched his hand. The voice,vnew warmth,
speaking."” Obviously there ﬁas been little previous contact
or warmth, and only shared grief brings them close. It is
a sharing which cannot last, as Stephen knows, "The eyes
that wish me well. But do not knoQ me." Immediately the
thought is followed by one of Stephen's more passionately

sincere sentiments,'and given honest narrative support~énd

1]
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description: "A father, Stephen said, battling against
hopelessness, is a necessary evil" (207).

Stephen rejects paternity as a legal fiction declaring,
"Fatherhood in the sense of conscious begetting is unknown
to man" (207). In "Proteus" he thinks of his own conception:

Wombed in sin darkness I was too, made not

begotten. By them, the man with my voice and

my eyes and a ghostwoman with ashes on her

breath. They clasped and sundered, did the

coupler's will. From before the ages He willed

me and now may not will me away or ever. (43)
Edward Duncan, in rejecting Wilson's theory that Stéphen's
lecture in "Scylla and Charybdis"” concerns the relation
be tween Sh&kespeare and Stephen's father, maintains that
"Most other Joycean critics make a similar mistake in
concentrating on the father-son relationship which is
largely incidental to the main theme, the relationship
between Hamlet and his mother, between Shakespeare and Ann
Hathaway, and between Stephen and his mother." Stephen is
indeed concerned with the relationship to his mother, but
Duncan is wrong to consider emphasis on the father-son
relationship a mistake. Sonship is.Stephen's theme, and ﬁe
is not only disclaiming sonship with Simon Dedalus, he is
rejecting everything towards which he feels a weight of
allegiance. Mother Church, ;§ﬁbolized by his mother's ghost,
looms spectrally over him, and to her ghastly image he
cries in anguish,'"No, mother. Let me be and let me live"

(16) . His nation, Mother Ireland, calls him, and he turns

from her in disgust. She is a pitiful creature for whom K;
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feeks only contempt. She igfsymbolized in the old milkwoman
with shrunken paps to whom Stephen listens in "scornful
silence."” "She bows her old head to a voice that speaks to
her loudly, her bonesetter, her medicineman; me she slights”
/,

(20). Stephen equates her w'ﬁh Ireland in tRe same way that
he equates Haines with Engiaﬁd: "~-Well? Stephen said. The
problem is to get money. F;om whom? From the milkwoman or
from him. 1It's a toss up, I think" (22). 1In "Circe" she
reappears as old Granny Gummy, "the old sow that eats her
farrow" (524). R

Yet deep within him Stephen loﬁgs for a father-son
relationship. He believes.that-th%re is a consubstantial
relationship that has nothing to do with blood ties.
Fatherhood is ". . . a mystical e€state, an apostolic
succession from only begetter to only begotten”" (207). It
is for this reason that he dwells at such length on the
Shakespeare-Hamlet reiationship. William M. Schutte beli;ves
that "'Shakespeare' is Stephen's excuse for devoting himself
frantically to Art and for rejecting those personal
attachments and group loyalties on which alone a living'
~society may be built."4 But surely for Stephen, Art would
he sufficient excuse in itself. What Stephen looks for in
Shakespeare is a father-in-art. Shakespeare is more of .his
substance than is his own father. He believes that "His own
image to a man with that queer thing genius is the standard

of all experience, material and horal. Such an appeal will

touch him. The images of other males of his blood will
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repel him. He will see in them grotesque attempts of nature
toforete1¥or repeat himiflf" (196), and he speak§ of -
Shakespeare's Art as ". . . a voice heard only‘in the heart
of him who is the substance of his shadow, the son
consubstantial with the father" (197). Shakespeare is the
father he would claim, but it does not seem to be enough to
satisfy the father-son craving within him. Shakespeare 1is

a ghost, by his death and by his proven oneness with Hamlet's
ghost. "-What is a ghost? Stephen said with tingling energy.
One who' has faded into impalpability £hrough death,\through
absence, through change of manners" (188).

He is further confused in his sonship to Art by the

Otregtment from the literary men of his day. They pointedly

N\

ignore him as they discuss the young writers who will
attend Moore's meeting, to which even Haines and Mulligan
have been invited. He longs to be accepted, to be one with
them, not realizing fﬁat his separateness is essential.

e

J. Mitchell Morse believes that "Dedalus can be saved only

5

by overcoming the need for acceptance.” Stephen is deeply

hurt by the ostracization and compares himself to "Lir's
loneliest daughter,” once again eéhating Art to fatherhood.
de looks at the group and sees "I you he they;" but never
"we" (209).

In;%he library, time and time again, he touches directly.
on the truth; "Gravediggers bury Hamlet 'pére' and Hamlet

'fils'" (212):' father and son are one, but he does not

perceive it. S. L. Goldberg considers his seeming

v
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ambivalence as stemming from the fact that "Stephen's theory
of Hamlet points to Joyce's fundamental belief that as an
artist he could have his cake and eat it too."6 But this is
shifting the blindness from Stephen to Joyce and doing less
than justice to both in the process, since Stephen's genius
lies in his ability té come to the heart of the matte; even
when his intellect blinds him. He argues on the.fatherhood
of Shakespeare that ". . . he was not the father of his own
son merely, but, being no more a son,\Qie was and felt himself
the father of all his race, the father of his own grand-
father, the father of his unborn grandson . . . ," and
Mulligan with his quick shrewdness picks up on Stéphen's
point as Stephen himself does not appear to do; "- Himself
his own father. Sonmulligan told himself" (208).

Stephen  cannot see beyond his own mockery. He has set
himself to make the older scholars look foolish, to
irritate and confound them, as the heavily charged narrative
vocabulary in "Stephen sneered,” and "Stephen said
superpolitely,” indicates (184-5). He constantly
admonishes himself: "Unsheathe your dagger definitions”
(186) ; "Work in all you know" (188); "I think yOu're.
getting on very nicely. &ust mix up a mixture of theolo-
logicophilolological® (205). His theory is just that:
a mixture of God and the Word, Father and Son, but the * |
great irony of the chaéﬁefAis thaf‘h;Vdoeé ndf séé ;;;7 It |
is himself he confoﬁndq. His most honest answer is to

A

Eglinton's question "Do you believe your own theory? -No,

|
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Stephen said promptly" (213). He admits to himself
"Sufflaminandus sum,” "I ought to be stopped\(ZOS),' and
later reveals the compulsion he feels to pursue his arguments
when he asks himself "Are you condemned to do this?" (208)
and urges himself on "But Act. Act speech. They mock to

try you. Act. Be acted on" (211). He calls himself

. . . 7 . .
"l.apwing," disguiser of secrets, and equates himself with

deceivers, "I am tired of my voice, the voice of Esau” (211).

The son who deceives the father is here a particularly good
analogy for the man who deceives himself.

But once again Stephen is unaware of the profound truth
that underlies his words. He does not recognize that his
consubstantiality with Shakespeare is more than an acceptance
of him as father-in-~art. Farlier in the day Buck Mulligan
clowns, and mocks Stephen's theories: "He proves by algebra
that Hamlet's grandson is Shakespeare's grandfather and
that he himself is the ghost of his own father" (24).
Mulligaﬂ is deliberately confusing the issue. Is it
Shakespeare or Haﬁlet who se;s himself as the ghost of his
father? Haines points up the ambiguity with further
confusion, "-What? Haines said, beginning to point at

8

Stephen; He himself?" It is indeed the beginning of much

pointing to Stephen as Hamlet, Shakespeare, and, by virtue

of Stephen's own theory, Hamlet's ghost. When Haines
emphasises the resemblance between the Martello tower and
Elsinore, Mulligan, all at once, sees Stephen as Hamlet,

father and son, and, aware of the spirituality of the
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relationship, his ever ready tongue is silefced: "Buck
Mulligan turned suddenly for an instant towards Stephen but
did not speak” (24). Eglinton, though not fully convinced
by Stephen's arguments, is nevertheless led by them to see
the light when S£ephen himself does not. "Judge Eglinton
surmed up."” "-The truth is midway, he affirmed. He is the
ghost and £he prince. Ye is all in all.” Bﬁt Stephen is
blind to the truth and reinterprets, "-He is, Stephen said.
The boy of act one is the mature man of act five" (212).
The irony of the librarian's comment, "I hope Mr Dedalus
wili work out his theory for the enlightenment of the public
(196)" has come full circle. There only remains Stepheﬁ's
enlightenment.

Stephen's strong sense of an ideal father-son
relationship finds an outlet in the parodic creed (197-8)
based on the Sabellian heresy to which he again later
refers, ". . . tﬁg Father was Himself His Own Sorf (208).
The heavily religious associations further complicate and
highligh; Stephen's problem. In "Circe" he sees himself as
Christ, the ébn, and second person of the Trinity. He has
touched fleetingly on it in "Proteus”: "Come. I thirst"
(56) , but in the_ later épisode the relation becomes ovért.
Crucifixion images surround the sqldiéfs' attack on
Stephen: "The midnight sun is darkened. The earth trembles.
The dead of Dublin . .‘f arise and appear to’many" (526) .
This is taken almost verbatim from the answer to the

@

question in the Maynooth catecﬂ&sm "What happened at the
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death of Christ?" which is "At.the death of Christ- the sun
was darkened, the earth trembled, and'the dead arose and
appeared to many." wﬁen Lynch deserts Stephen he cries,
"Exit Judas. Et lagueo se suspendit" (527). He'carries his
ash plant like a cross, and when Bloom refers to it as a
stick, he corrects him, "Stick, no" (528). Bloom at once
picks up Stephen's meanjng and watches by the cross as
Stephen lies senseless: "Bloom holding his hét and ashplant
stands erect . . . . Silent, thoughtfui, alert, he stands
on guard . . ." (532).
Linked to the problem of tﬁe father-son relationship

is the mystery of the Trinity. Each of the heresies Stephen
earlier calls to mind questions its nature, but it is the
Sabellian hereéy which equates Father, Son, and Spirit
that Stephen finds the most subtle.9 Twice he refers ‘to
Sabellius in such terms: ". . . the subtle African
heresiarch" (27), and "-Sabellius, the African, subtlest
heresiarch of all the beagts of the field . . ." (208).
Gifford notes the latter reference as springing directly
from the biblical quotation "Now the serpent was more subtil
than any beast of the field which the Lord God had made."10

tephen is therefore at once condemning the Satdnic quality
of the heresy but admiring the wisdom it contains. It is
a heresy with which Stephen finds it very easy to identify
fih.some'mysterious way, a feeling that is fuffgézﬂit(gggth~

ened 5&*his natural tendency to identify with Lucifer. That

£, .
Stephen holds the Trinity sacred can be. inferred from
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Mulligan's mockery of it as "He hacked through the fry on
the dish and slapped it out on three plates saying: '-~In
nomine Patris et Filii et Spiritus Sanqgi.'" (18) . Mulligan
mocgs-all that Stepﬁen holds dear.11 He is the materialist
vho would reduce all spiritual things.12 Stephen's,a&are-'
ness of the Trinity and of something missing»iﬁ/his confused
father-son ;ﬁages, surfaces, as dp many other subconscious
thoughts, in "¢irce," when Stephen calls for "The hat. trick!
Whefgls the third person of the Blessed Trinity? (524) 1In
the quy Trinity the Spirit is the recognition and love of
the Father for the Sor' the Son for the Father. 1In the
human trinity it Es also the symbol of the father-son
acceptange,,and by its nature brings more spiritual insight
intolthe human condition. So it both creates and is

created by man's awareness of self. Stephen's rejection

of his fellowmen is indicative of the lack of spirit within
him, and until he aécepts all men as sons and fathe;s,
becoming father and son to them in turn, he will not be
touched by the spirit, nor find unity within h;mselﬁ.

There is little doubt that Bloom is well establiﬁhed
as father in search of a son, though for the greater part
of the day he is unaware of his longing. H;\hps lost his
son Rudy eleven years previocusly and it is only through
Stephen that his feélings surface. The first re;l
indication of his need comes with the ;ight of Stephen from

the funeral(céach. Simon Dedalus is incensed and Bloom

reflocts:‘ "Full of his son. He is right. Something to
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hand on. If little Rudy had lived. See him grow up.

Hear his voice in the house. Walking bei}de Molly in an
Eton suit. My son. Me in his eyes" (90). His attraction
to Stephen before they meet is obvious. Mulligan observes
it with typical mockery: "-The wandering jew, Buck Mulligan
whispered with clown's awe. Did you sée his eye? Hs
looked upon you to lust after you. I fear thee, ancient
mariner. O, Kinch, thou art in geril. Get thee a
breechpad™ (217). Bloom is not aware of what urges him to
follow Stephen to the brothel. “WhaF amﬁI following him
for?" (439) but continues to dog his footsti?s at Great
personal inconvenience. R.P. Blackmur speaks of Bloom's
"less than conscious wish"™ to meet Stephen.13 It is only in
the closing moments offtirce" that his hidden longing is
revealed and Bloom comprehends his attachment to the young
man. As he stands guard over Stephen the figure of Rudy
materializes, obviously conjured from §loom's visions of
Stephen as son. It is significant, however, that Rudy does
not recognize Bloom as father but "Gazes unseéing into
Bloom's eyes . . ." (532). He is dressed in outlandish
costume indicating Bloom's raéher ridiculous and pathetie
attempts to dress him for a role, and mocking Bloom's
secret longing to have Stephen also play the role. Like
Cinderella's ugly sisters there is no possibility of

»

Stephen stepping into Rudy's glass shoes which will fit

only their rightful owner.l‘
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Bloom's pain over Rudy's death is ﬁore for his faillure
as father than for the loss of the deformed child "neither
one thing nor the other" (696), at wﬁose death the midwife
could honestly say "God is good, sir" (68). But the
foolishness apd futility of the search for a specific
individual to create\ fatherhood is soon to be underscored
in "Ithaca"™ as Bloom considers the irreparability of the past:

4

. . . once at a performance of Albert Hengler's circus
in the Rotunda, Rutland square, Dublin, an intuitive
particoloured clown in quest of paternity had
penetrated from the ring to a place in the

audi torium where Bloom, solitary, was seated .
and had publicly declared to an exhilarated

audience that he (Bloom) was his (the clown's)

papa. (617)

Relentlessly the catechism continues: Was the clown
Bloom's son?" and‘the answer is the briefest in the
chapter: "No." The past cannot be recovered or repaired,
and Bloom must let go of Rudy and his substitutes.

Bloom's feeling of failure as father is emphasised by
the loss of ﬁilly. His love and concern for her is evident.
He reads her letter four times and phrases from it recur
to amuse and worry him:tﬁroughout the day. It is he who

-has arranged for her to be in Mullinger, "such an idea for
him to send the girl down there to take photographs® (687) ,
;yet obviously he misses her. When he thinks of her first
birthday away from home his comment is brief but eloquent,
'Sepag:tion' (68), and he equates her with Molly whom he
iloves deeply, "Molly. Milly, Same thing watered down"

(91) . Though he seems to have considered it a necessary
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sacrifice for her good, he cannot rid himself of the
feeling of guilt,lS as his musings indicate: "O well:
she knows how to mind herself. But if not? . . . . He
smiled with troubled affectioh at the kitchen window" (68-9).

Bloom's fretted paternity is suggested in his link
with the unhappy ghost of Hamlet's father. Pondering the
flow of Shakespeare's language he misquotes: "Hamlet, I am
thy father's spirit / Doomed for a certain time to walk the
earth" (152). During the library scene when Hamlet holds
centre stage, Bloom moves about, indistinguishable, in
shadow, "patient silhouette waited, listening"” (200),
". . . a bowing dark figure . . ." (201), "A dark back went
before them" (217). He thinks in the idiom of the ghost
that "Jack Power wd‘!d a tale unfold"” (162), and in "Circe"
0' Molloy declares that "If the accused [Bloom] could
speak he could a tale unfold . . ." (446).16

Bloom's greatest claim to fatherhood, and the one of
which he is least aware is his great humanity. He
recognizes suffering in others and he sympathizes. He
passes a small boy collecting skins and observes: "A
smaller girl with scars of eczema on her forehead eyed him,
listlessly holding her battered caskhoop. Tell him if he
smokes he won't grow. O let him! "'His life isn't such E
bed of roses!i (72) He thinks sympathetically of Dilly
Dedalus (151), and worries about Mrs. Purefoy's 1on§
lying-in (160-61). He is dqeply wounded by Power's caustic

comment on suicides, "The greatest disgrace to have in the
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family,"” but it is not on Power's inhumanity he broods, but
on Cunningham's kindness, "Sympathetic human man he is.
Intelligent. Like Shakespeare's face. Always a good word
to say," and in spite of his own pain he has pity to spare
for this man whose drunken wife is "Leading him the 1life
of the damned" (98). He sees the sins of men, yet he accepts
them: "Poor old professor Goodwin. Dreadful old case.
Still he was a courteous old chap" (65); he considers the
dishonest way in which penniless barmen 1iké Larry O' Rourke
make enough money to open their own flourishing establish-
ments, and though théy will not even oblige him with aﬁ
advertisement, he does not condemn: "Cute old codger. No
use canvassing him an ad. Still he knows his own  business
best"” (60). His tolerance makes him the outsider in the
n;;row-minded atmosphere of "Cyclops" where nothing but
contempt is shown for "Bloom with his ‘'but don't you see?’
and 'but on the other hand'"™ (304).

He is repeatedly scorned and hﬁmiliated but he forgives.
He forgives Menton'ip the graveyard, allowing himself only
the wry comment, "How grand we are this morning” (116); he
forgives the newspaper boys who mimic him, later pondering
their action without rancour (373); he forgives everyone
whoAslights.him for being Jew and cuckold; most magnanim-
ously of all he forgives Molly and Boylan. It is then only
just, that when he has been most vigorously attacked and -
humiliated by the vicious Citizen he be calledbby *a voice

out of heaven," the Father himself, and ascend in glory to



65

his reward (343). Bloom's humanity makes him a worthy
father to all men; but he cannot see it.

What is less obvious in Ulysses is Bloom's role as,
son. Thoughts of his father, however, occur more frequently
and emotionally than thoughts of his son. In the opening
chapters the first thought of Rudy is brief: "She knew
from the first poor little Rudy wouldn't live . . . He
would be eleven now if he had lived" (68). He allows
himself a moment of grief as "His vacant face stared
pitying at the postscript,” but immediately his thoughts
are once more swamped with thoughts of Milly. His first
thoughts of his father affect him more deeply: "Poor
papa! . . . Nathan who left his father to die of grief and
misery . . . Poor papa! Poor man! I'm glad I didn't go
into the room to look at his face. That day! O dear! O
dear! Ffoo" (77-8). This last cry is a repressed shudder-
ing sob as he thinks of himself as the unworthy son,
Nathan, who left his father to die.

In fCirce' it is not images of Rudy that haunt him,
“but threatening and mocking ghosts of his father and grand-
father. With vulture talons feeling his son's face,
Rudolph Virag speaks: "Are you not_my'son Leopold, the
grandson of ﬁeopold? Are you not my dear son Leopold who
left the house of his father and léft the God of his fathers
Abraham and Jacob?" (430-31). His grandfather,
unpleasantly related to animal images, is cynical, mocking,

and domineering (477 ff). Bloom is strongly presented as
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the erring, guilt-ridden son, and son of an erring son.

In "Cyclops™ he become§ the Christ figure, the
suffering son, rejected and humiliated. The language points
the comparison: "Christ was a jew like me;" "By Jesus, I'll
crucify him so I will" (340); and Elijah, who is often
seen as prefiguring Christ, becomes one with Bloom, as
"ben Bloom Elijah" ascends in ylory (343). 1In "Circe" he
is the Messiah. He speaks Christ's words when questioned
if he is the Messiah: "You have said it." He is asked to
prophesy and work miracles; his genealogy is traced from
Moses and his name is called Emmanuel; he is stoned and
stands in Christ's seamless garment bearing the liturgical
sign of Saviour in the phoenix flames of the resurrection,
and paraphrases the words of Christ to the daughters of
Jerusalem: "Weep not for me, 6 daughters of Erin" (pp.
465-7) .

Bloom is both father and ﬁon in his Jewishness; father
to all nations, "Sodom, Gomorrah, Edom., All dead names.

A dead sea in a dead land, grey and old. It bore the
oldest, the §3rst race . . . The oldest people. Wandered
far away over all the earth, captivity to captivity,
multiblying, dying, being born eVerywheref (63), and son to
the Patriarchs "his fathers Abraham and Jacob” (431). He
betrays this sonship early in the day when he seeks to
establish goodwill with his Christian companions by
relating a story against a fellow Jew: “That's an awfully

good one that's going the rounds about Reuben J. and his
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son" . . . "Yes. Isn't it awfully good?" . . . "Isn't it
awfully good? Mr Bloom said eagerly” (96). Three times
as he tries to tell this story "Martin Cunningham thwarted
his speech rudely.” It is surprising that Cunningham, at
all times noted for his sympathy and humanity, should act:
thus, unless, perhaps, he is desperate%y trying to prevent
Bloom's obvious act of betrayal, which Bloom himself must
realize (96). He redeems himself in the climactic closing
moments of "Cyclops" when he regains his self respect and
proclaims his faith and nation to the world, but it is
unlikely that he would see it in these terms.

He continues to see himself as failed father and
unworthy son, though he -is much nearer than Stephen to
fulfilment as father and son at one with the spirit. Unlike
Stephen he does not think in mystical terms. To the extent
that he has never consciously accépted his essential
fatherhood and sonship he denies himself communion with the
spirit, and this is his true pain and outcast state.
Bloém's rejection of the spirit is seen, not only in his
inébility to rise above. the prﬁgmatic, but in his treatment
of Molly. His pragmatism is evident at all times.. His
scientific approach, as 6pposed to Stephen's religious and
artistic one, will only permit his seeing manifestations
that are beyond the realm of the sense as either physical
or‘ﬁental disturbances: "From which (if any) of these
‘physical or mental disorders was he not totally immune?

. . .-once, sleeping, his body had risen, crouched and
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crawled in the direction of a heatless fire and, having
attained its destination, there, curled, unheated, in
night attire had lain, sleeping” (613). The body, deprived
of understanding, light, and fire, all symbols of the
movement of the spirit, simply indicates for Bloom, a
sleepwalker. -

He visits the church, and there, surrounded by
spiritual symbols and values, he solemnly, and withogt
intentional mockery, reduces them to mundane terms. He
reads the ﬁotice in the church entrance, "Save China's

. .

‘millions,"” and his reaction is immediate: "Wonder how they
explain it to the heathen Chinee. Prefer an ounce of
opium.” He reflects: "Prayers for the conversion of
Gladstone they had too when he was almost unconscious:"
He compares religions: "Buddha their god lying on his side
in the museum. Taking it easy with hand under his cheek.
Josssticks burning. Not like Ecce Homo. Crown of thorns
and cross" (8l). It is hardly surprising that to ﬁiﬁ
communion is " the thing." Administered with the sign of
fhé Trinity it is incomprehensible to him: "He étopped at
each, took out a communion, shook a drop or two (are they
in water?) off it and put it neatly into her mouth. . . .
Rum idea: eatiné biﬁs of a corpse why the cannibals cotton
oﬂ’to-it"(BZ). Blind faith to him is the "old fellow -
asleep near that confession box." 1In the graveyard it is
the fate 6f’the\body'rath;r*than”the”soui that_intrigues

him: "Dreadful. Turning pink and green, decomposing. Rot
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quick in damp earth. The lean old ones tougher. Then a
kind of a tallowy kind of a cheesy. Then begin to get
black, treacle oozing out of them. Then dried up. Death-
moths" (110). He congiders the practicality of the various
forms of burial: "More room if you buried them standing,”

and the actual process of dying:

It's the moment you feel. Must be damned
unpleasant. Can't believe it at first.
Mistake must bg: someone else. Try the
house opposite. Wait, I wanted to. I
haven't yet. Then darkened deathchamber.
Light they want. ‘Whispering around you.
Would you like to see a priest? Then
rambling and wandering. Delirium all you
hid all your life. The death struggle.
His sleep is not natural. Press his lower
eyelid. Watching is his nose pointed is
his jaw sinking are the soles of his feet
vellow. Pull the pillows away and finish it
~off on the floor since he's doomed. (112)

This is death in the most practical of terms. There is no
sense of death's mystery, of the awesome departure of the
life from the body, or of the possible journéy of the soul
to another plane. It is not merely that Bloom sees the
spirit as ceasing to exist with the body, it is as though
it never were.

It is’rarely considered that Molly suffers from
Bloom's treatéent of her, since her admitted offences
against him are so over‘xelmingly evident; but he is as
culpable as sfte. When he plays the rolewa sonless and <\\
fgiled father, he involves hex in :}s\{g'lur‘. It is he
yﬁé hasrremqigq ;i}ly fromh?g; protection. It would seem
toé, that it is he and not Molly who has been unab1$1£0' |

L4
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complete intercourse since Rudy's death, thus frustrating
both wife and mother in her.17 He leaves the way open for
her adultery, ensuring that he will be gone for the entire
day, and making sure that she knows. He pretends that he
is going to the Gaiety to see "Leah."” As he reads the
notice for it he remembers "I said I," and is too ashamed
to admit the rest of his dishonesty and his mbtives (93).
He plans to visit his father's grave in Ennis rather than to
accompany Molly on her tour with Boylan. He has the excuse
of his father's anniversary, but he is allowing,his guilty
;nd distorted sonship to further injure their relationship.
Bloom is undoubtedly guilty of sins against the spirit.
Stephen's and Bloom's unconscious awareness of their
dual roles surfaces in "Circe.‘ Stephen éxhorts himself to
"Imitate pa" (480), and Bloom takes part in the play "Vice
_ Versa” in which the theme-is the interchanging of identity
between father ;hd son (491). When they look in the mirror
together they see reflected the face of Shakespeare,
father and son to himself and to Hamlet (5085. But both
mer; lack sgfficient spirit Jto have a clear vision of
reality. They ére symbolized by the two old women in the
"parable of the Plums,"” and, according to Irene Orgel

Briskin, "It may be said that the whole of the philosophy

on which Uliéses is founded is present in the parable
18 :
"

Stephen and Bloom 'have much in common with the two old

!

women, the frustrated vestal virgins of the parable, who
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with much effort climb to the top of Nelson's p{ﬁlar, the
viewpoint of Dublin, and see nothing when they get there.
Stephen, the creative artist, corresponds to Florence
McCabe, the midwife, who brings new life into the world.
Briskin, though she does not relate her to Stephen, has
defined one aspect of her as the‘Fate "Clotho (spinner) who
spins the thread of life."19 Like her, Stephen is still
"lourdily"” weighed down with the superstitions of religion:
the Lourdes' water, given him by the lady, his mother, who
received it from a 'passionist father,' the emotional God
of wrath and love created by Jew and Christian alike.
Bloom, believing in the solid things of life is related to
Anna Kearns, who, "Antithesis" to her companion, relies for

comfort on her stout Double X.20

Apostgte Jew, Bloom eats
the crubeens, flesh of the forbidden pig, gnd lik; the
sister Fate, Atropos, is concerned with de;th. In "Hades"
as.has\been noted, he ponders its every ai‘tcﬂ‘deeply,
considering even, the horror of Dignam's being buried
alive: "And ifﬂh? was alive all the time? Whew! By Jingo,
that Qq'ld Se awful!"_ In thésevmoments he, like Atropos,
sees death as preferable to life, and his cry of "No, no:
he is dead, of course. Of course he is dead,"” echoes both
his‘;elief and the implacability of death (llji. Bl?om's
inflexibility, which the name Atropos denotes, is ofﬁen

commented upon by Molly: "heM so pigheaded” (669);

"Poldy pigheaded as usual®™ (674).
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The bread and brawn which the old women purchase ‘are
symbolic of the two.men. Bloom is associated with bread
on a number of ‘occasions: he is Molly's daily bread ". . .
but she prefers yesterdJy's loaves turnovers crisp crowns
hot. Makes you feel young™ (59). Molly does not hide her
preference for "those fine young men” (697). "When she first
sees Boylan and is attracted to him, she is' eating "plain
bread" wath Bloom (666). Bloom looks at himself in the
bath and repeats the words spoken over the bread dﬁ%ing the
Liturgy of the Mass" "This is my body" (88). Brawn, defined
in the Oxford dictionary as "meat pressed into a mould” is
very descriptive of the way Stephen feels. He is striving
to break out of the mould that Ireland, England, Churchoénd
family Qould fit him into. He is élso in danger of fitting
himself into the mould of the intellectual artist:21 he
role plays; has "Paris fads:" and resents th; old woman's
failure to éee ﬁim as bard (20). 1In the library his role
playing is continuous.

The vestals, in parody of the wise virgins who wait
patiently with oil stored, fér fhe bridegroom and his
spiritual light, spend their wealth in getting themselves to
the tog of the pillar to peer nervously through the rails at
"Dirty Dublin,” and lasc¢iviously up at the adulterer. The.,

whole atmosphere is one of voyeurism, exhibitionism, and
22

-

sexual repression. The phallic symbol of the pillar is
emphasized by the adulterer above, Buf he is a one-handed
'adulterer immobilized in stone, mocking the seCteﬁ desires

'y



of the 014 women. They, "elderly and pious," have lived
out a vicarious existence in Fumbally Lane, which name
conijures images df the fumbling that goes on there "Against
the wall" (145). - Now they are out for a closer sight of

the Promised Land: "On now. Dare it. Letsthere be life”

(145). But they see little, high above Dublin, at their

i

congueror's feet.

They must eat the bread and mouldgg meat of a life not
fully lived. They pull up their skirtg; but can only
"settle down on their étr}ped petticoats, peering up at the
statue of the onehandled adulterer"” (148). They cannot see
properly. To look either upfsr down bothers, them, so

- r
any gﬁdent appreciation,
14 - .

blindly and mechanically, withéhﬁ
they devoﬁr, "one after another" the r1pe\plums, the .
fulness of life, and alldw ﬁ&e rich wholesome juice to
dribble out of their mouths. Then they cast ﬁhe siones on
the rocky ground of Dublin beﬁeﬁih: seeds that fall upon
‘stony gg@rnd. M. J. C. Hodgart notes this and the many

23 The

other references to Matthew found in "Aeolus."
nﬁﬁber of the plﬁms suggeéts that they are the ones taken
from the‘pie in the nursefy rhyme, already referred to on
- three océas;ohs (70, 70, 76). Stephen has described how
the women bbught them at the foot of the pillar, but in a
one line paragraph: "WHAT? - AND LIKEWISE - WHERE?"
Crawford insists on asking "Where did they get the plums?”

No one has an answer for him (149},24 but he has succeeded
‘ hY P )

in emphasizing the importance of the question.-ﬁIn place of

£
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the sweet and juicy plums which the old women have

appropriated, the pie is filled with blackbirds, symbol of
>

evil and ‘the perversion of the vestal virgins. The maid well
‘deserves to have her nose snapped off, as, like the old
[ 4

women with their striped underwear, she hangs out her .
* *
ey

.

washing-in public. Stephen and Bloom, exhibitionist and

voyeur, are no less to blame, as they allow much of the true

values of life to dribble out of their mouths in a

restricted view of themselves and the reality of existence.
It is smali,wonder then that there is no sign of

communion when Stephsr and Bloom meet,’ though critical
v

opiniontis sharply divided on this point. There are those

[ of
like Edmund Wilson who believe: that "It is possible that

-~

Molly and Bloom, as a resu;t“of Bloom's meeting with Stephen,
. w

will resume normal marital relations; but it is certain .

. N *
thaigstephen, as a result of this meeting, will go away

25'7.\*' N
Othe?s agree with Maurite Beebe

and write 'Ulysses.'”
éhat “There is ﬁeopold‘Bloom, whose quedt for a spiritual
son is:juktaposed~hga1nst'$tephen'g search‘fo% a spiritual
father. But when Bloom and Stephen finally‘meet‘at the end
ofgthe day; thére is iiitlo.eviaqnce that'qithér\has

+

succeeded.‘zﬁ Still 6thdfc,wou1dvagree with Marilyn French

-

who speaks of ing'ﬁodents ofldouiunidﬁ.betweCn E?e,ﬁén; but

believes -Thpu;ignificance ot,thgqg;momonts of rapéort is

not loﬁ‘gﬁinﬁ}Gé'cné oltiniti.» We surely cannot say that
. méetipq,eichlothor'will,chaﬂqo the life of difﬂor.'27
.'Richard'iain, in,afépqpiiyihoivi.stﬁdy of opinions, lists

C®
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ten major types of readings that have been proposed by

various scholars. He himself opts ". . . for the area of

ambiguity . . ." which ". . . best reflects the richness
. w28
and mystery of life.
The evidence in "Ithaca" seems to be overwhelmingly
against a -<communion between the two, but most critics seem
to forget Joyce's g;omise that the last word would be given

29 1t is only in "Penelope"” that the mystery may

to Moily.
be defined. Richard Ellmann links Molly with Stephen and
Bloom in a Holy Family and in a "human (as opposed to a
divine) trinitnyo what is made clear in fhis comparison
i; the spiritual link among the three, but Ellmann neglects
to define in his chapter on "Lay Sanctity" Molly's spiritual
role in either family or trinity. So much has been said of
her unquestionable mother earth image that it is difficult
to accept Molly's close affinity with the ghird Person of
the divine Trinity, the Spirit of love and understanding,
but through her open ackAowledgemenf ané acceptance of her
humanity, and her truth to her nature, the pctency of her
éoul is actualized, and the pure knowledge.that results is
g?lightenment. She is the\personification'of the human

' sgirit as opposed ;o fﬁe divine. This is revealed in ﬁer
soliloquy through'thevinstinctiyo‘;pifituéi insight which
give; her a vision of reality, not granted conp{etely, as
yet,;tp either Stephen or Bloom. It is not conscioup
deiibcrﬁtion, but it pervades her thinkinq with iés light.31

Y



76

Molly presents Bloom as the Everyman and Noman which
he is. As Everyman he is Adam, and when.she imagines Stephen
waking sleepily in Bloom's house, seeing her, and not knowing
her from Adam, she comments: "very funny wouldnt it Im his
wife” (701). Like Adam, "the first man going the roads
. . . theyre all made the one way" (672). 'He" and °'they’
become synonymous terms: "theyre so weak and puling when
theyre sick" (659); "what do they ask us to marry them for"
(665); "what was he doing there where hed no business they
can go and get whatever they like from anything at all with
a‘skirt on it" (667). She reveals him as Noman: "hes not
natural like the rest of the world" (666); "hes beyond
everything” (675). When she wears her old clothes "they know
you've_no man® (672). She wishes he would smoke so that he:
might'"get the smell of a man" (673),” and she says that he's
"like that Indian God" (693). She can truthfully say of
Bloom "I know every turn of him" (702).

Her picture of Stephen is so unlike the Stephen of
previous chapters as~toﬁseem absurd, yet there is profound
truth in it. Her misLeading memory of him as an'innocent
boy then and a darling little fellow in his Lord Fauntleroy
suit and curly hair is followed by the perceptive
obgervation *"like a prince on a stage"” (696). Perhaps as
there i;vstill much of Hamlet in Stepheh, there is also,
equally well hidden, much that is inﬁocent and darling.

It must be'remambered, after all, that he ié a role p%ayer.

Buck Mulligan macks him: "God, we'll simply have to dress
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Vs
the part" and hands him his Latin Quarter hat (23). The

thought of his hat and his role playing returns to him on
the beach (47). Molly is "sure that hes very distinguished”
and with:her unique control of language, pinpoints his greét
belief in himself as creator: "Id like to meet a man like
that God" (697).

She compares him to the fine young men "standing up in
‘the sun naked like a God o£ something and then plunging into
the sea" (697). The idea of the hydrophobe Stephenvplunging
into the sea would be ridiculous, were it not that‘its.
association wifh the naked sun God creates a symbolism,
suggesting that Stephen the artist-God may well be in danger
of plungihg, ;;ke Icarus, to his doom into the "scrotum-
tightening sea,"™ the "almighty mother,"” "a toil of waters,"
which will drown him in sentiment and remorse, engulfing
forever his objective creativity and his concept of Ehe
dedicated, single-minded’grtist. Molly then immediately
likens him to the statue ‘of Narcissus, a yaung man too much
in love with himself to respond to the ;ové of others, thus
touching on a weak spot in Stephen's make-up. Her highly
| romanticized vision of a poet languishing with love and
writing poems to ﬁer, is nqt to be scoffed at. There is
much more of the Romantic beneath Steplen's pose as
Clagsical artist than he cares to a@mit. She sums up his
behaviour in the library very aptly when she says"theres
many a true word spokgn in jesty (681{.‘ Her final plan for

him to take a lover and mistress and become famous suggests

. . -
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that Molly's knowledge of Stephen is next only to God's --
or Joyce's. Yet J. Mitchell Morse writes: "What intuitions
come to Molly Bloom? None of any freshness, truth, or

value.“32

There is little need to illustrate Molly's earthy
representation of the spirit of love. For her there is
"nothing like a kiss long and hot down to your soul" (662),
and love indeed for her "fills up your whole day and life
(679). Yet she is aware of the pure love of the Spirit seen
in the sacrifice of Christ on the cross: "It must be real
love if a man gives up his life for her fhat way for nothing
I suppose there are few men like that left its hard to
believe it though unless it really happened to me" (688-’).
Awareness of the Spirit as her divine counterpart is shown
in many ways. She twice makes mention of Whit Monday. It

is whit Sunday which is the feast of Pentecoét, the coming !
/

of the Spirit upon man, but Whit Monday has ¥e

layicised version of the religious holy May, being
celebrated as a national holiday throughout Britaiﬁ. Molly
remarks, "Whit Monday is a cursed day"” (686), and
considering how it has overshadoweéiand displaced thg
greater day of the Spirit it is indeed a cursed day.
Molly's next réference makes fufther u;e of her linguistic
control: "when was it last I Whit Monday yeg'_(691). Here
she equates herself to the earthy and non-religious feast:

of the spirit. She is human spirit, not divine. _ .
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Wwind as symbol of the Spirit blows through her
soliloquy. Molly is possessed of it. She passes wind on a
number of occasions, and in comparing herself with other
women reduces them to "sparrowfarts,” piny puffs of wind
compared to her own mighty efforts. It is true that Rloom
too, passes wind, but he always does so in mockery, however
unintentional. Molly's is a wide, free and satisfying
‘gesture as her words impl;{ "that was a relief wherever
you be let your wind go free" (684). She plans to sing
"Winds that blow from the soufh" as an encore to "Love's
01d Sweet éong,"'also significantly related tg'éhe Spirit
(684) . She creages wind, élowinq up and bursting her pirer ’
bag (682), and she plans to get her big fan mended to.cfeate
more (684). She opens the window to let the fresh air blow
in, though, in her earthy way, she prefers to describe it
as "to let out the smell” (689), and she plans to do
breathing exercises (671). She also 1ntroduces the flre
symbol of Pentecost: "I feel all fire inside me" (675).

Molly's combination oflearth and spirit is related to

her earlier ihterest in mptempsychdsis. She herself

associates it with the ;ncarhation "that word met SOmething'( too-
with hoses in it and he came out with some jawbreakers » 3

about the incarnation® (675). The sexual c0nnotations sh4
unwittingly brings to the word 'met him pi;e hoses” typifies
her earthy but splritual apgroach to the divine. In her
_final "yes I said yes I will Yes," with the last word

.« . s . o .
capitalized as it,gnly»is for God and man in the soliloquy,’
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there are strong echoes of the virgin's acceptance of the
power of the Spirit within her. Molly }s possessed of that
spirit which Stephen so desperately needs, but which his
distorted view of humanity denies him. It is the’' spirit
x&(éh Bloom does qpt appreciate, and it is the spirit which
breathe§ the fulness of life into man and complete%ithe‘
trinity. With it comes vision, and Molly's superior vision
is shown in her treatment of the essence of "The Parablé of
the Plums."

Molly has "her bread and brawn, but here it is Boylan,
bursting with muscle and virility, who is associated with
the brawn, a second definition for brawn in the Oxford
Dictionary being "muscle,"” and the link with Boylan
becoming cruelly obvious in "Ciree": b

Bloom: Eccles Street . . .
Bello: (Sarcastically) I wouldn't hurt your
feelings for the world but there's a man of
brawn in possession there (494).
Molly's values are clear: she recognizes the true worth
of the'bread, demanding no less than four slicesveye;y
morning, and admitting to herself that "Poldy has moée i
spunk in him" (663), while she ackndﬁledges the shortcomings
of the brawn: "has he no manners hor no\refinement nor no
nothing in his nature" (697)i In her choice of picnic
meats she rejects the more populgr brawn in favour of othet -
cql&'meats, her control of words once mo:e in operation as
she points the negative associatlons with Boylan: 'nO'n?t

. with Boylan there yes with some veal and ham® (685). She

determines she will have only pu;e fruit ja@,.and_in’ w
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rejecting the "mixed plum and apple"” (685) which is the
cheap substitute for the more expensive pure plum, she is
indicating that the apple, like th‘iiirst apple, contamin-
ates spiritual values. Later in.the episode she reaffirms
this, at thé same time indicating her awareness of the
\spiritual in man when she exclaims: "you wouldn't know

\
&hich to laugh or cry were such a mixture of plum and
apple” (702). -

Molly possesses the gold of the Claddagh ring, symbol
of love, in contrast to the silver and copper of the vestal
virgins, and she does not store it unnaturally in a tin box
to be cbaxed out with the blade of a knife; she finds it
clumsy to hold on té, and gives it freely and generously as

\ a love token should be given. Molly's open-delight iﬁ
\Lsexual pleasures is a refreshing improvement on either the
\gurtive perversions of Bloom or the inhibitions of Stephen.
i Qpllyﬁs insight %o Stephen is g;eater than his own, and in
; hek reflections on his ﬁame she identifies his'failurs. She
con iders ‘the names Delapaz ‘and Delagracia wh'ich she has

in Glbraltar. The usual interpretations of these as

"of the pefce and "of the grace" iq‘obv1ously me@ht to be
translated to'tgéﬁfees usual but'equeily correct "from the
peace d "from the grace" as the deliberate use of the
English word in the name 'Vial-plana of Sapta Maria," the
"vessel ful ‘of holy Mary" indicates. Molly com "‘s these
*names with Dedalus, noting their similarity, andviﬁaeed

"De la luz" "f the 1light" is closely connected to the

-
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others. Then she makes her comment of all three: "the
devil's gqueer names" (700), showing her remarkable insight.
Stephen turns, like Lucifer, from the spirit of light and
peace and -grace towards the devil of his tortured

intellect.33

| Tt is not until the closing moments of "Ithaca" that
he and Bloom begin to turn towards the spirit in their
growing awareness of the father-son relationship. One of
the most unusual aspects‘zf Stephen's behaviour in that
chaﬁter is rarely commented on. Having been cared, for and
protected by Bloom all evening, and having partakeh of his
hospitality, he procéeas to siné the legend of the Christian
boy trapped and murdered by the Jewish girff At no time
during - the day has Stephen joined in the Jew-baiting of
the narrowminded Dublineré, yet, when it is least deserved,
he appears to taunt Bloom with the notoriously unjust
claims ofrthe murder ovahristian children by Infidels.
Not only is this soﬂg given iniits entirety, but of the
nunerqys songs in Ulisseg, (Gifford lists almost three
hundred) it is the only one which shares with the mocking -
-"Gloria® ih "Scylla and Charybdis" 1:Vh.e‘distinction,of‘d
musical notation (198). | o

A Ait is unlikgly that.gtephen, if he felt. trapped .by
-Bloom's insistence th#t he stay, would r*al his.feelings
so maliciously. It is much more likely that he is repaying
’Bloom in some way for his kinﬁness.: That there is‘deqp

. . 'y i ) R A
. significance infiie song's presentation can be inferred

v”‘
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from Bloom's reaction. He listens to the opening verse
"With unmixed feeling. Smiling, a jew, he heard with
pleasure . . ." (611), though from his thoughts on this
legend during the day, it seems likely that he knows the
song. His attitude changes, however as it continues and he
receives the second part "With mixed feeling. Unsmiling, he
heard and saw wilth wonder a jew's daughten, all dressed in

green" (612). Obviously Stephen's message has been regceived.
o

Trivial injury can be discounted aﬁiunworthy of both men.

-

It is not of Christian and Jew alone that Stephen is singing.
He Iikens the boy to puny man challenging his fate:

One of all, the least of all, is the victim
predestined., Once by inadvertence, twice
by design he challenges is destiny. It
comes when he is abandoned and challenges
him reluctant and, as an \apparition of hope
- and youth holds him unresdgting. It leads
him to a strange habitation) to a secret
infidel apartment, and there, implacable,
immolates him, consentin (612-13)

Man must realiie that he victim predestined and accept

his fate, the pain and tality of the human condition. .
When he'resists he‘wi 1 strike out in anger at his fellow
man, uselessly and pa etically, unable to recognize, in
his isolation, that all men are fellow sufferers. So
Stephen's song becomes anothe;'"Gloria,* but now he sees it
is not God who is to be mocked, but man, for his blindness,
" his prejudice, and his folly. ' .-

Most significant of all Stephen is beginning to &.
realize that mankind is one: "One of all" and “least of

"all.” Stephen's rejection of his fallowmen has been one of

\\ S
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the chief obstacles to his awareness of the father-son
potential within him. There follow three references to

the host an "host (victim predestined)" who is Stephen,
"host (reluctant, unresistant)” who may be either Stephen

or Bloom, and "host (secret infidol)" who islBloom; Stephen
and Bloom are joined in fellowship in those moments, and
recognize their resoonsibility to all men (612-3). .Goldberg
writes of Stephen in the closing moments: "The exile of

the artist now'appears‘as something other than a mere o
negative rejection of restrictive Valnes; tentative®y, but
more trgly, it seems to him the achievement %f a positive,
stnbie order of the spirit, an emotional balance rather

than a mere‘disengagement."34v The artistry of Stephen's
message to Bloom, presented in poetry and music; empnasised‘
by.the complete verses and notation, is indicative of the
.way in which Stephen will be one with his feliowmen.‘ T
Throngh his art, with e help of the new spirit growing N

within him, he will be er and son to all men, Jew and

2

Christian alike.

Bloom's wonder at "a jew'n daﬁghtér,' all dressed in
the green of Catholic Ireland, confirms his recognition‘of
Stephen's message. It is shortly after this that Blpom
becomes aware of the irreparability of the past, linked to
the fruitlessness of. search for a son, in tne memory of the
_clown in’ quest of paternity And it is th;n that he is
conscioup of a deep desire "to anend many -Dcial conditions,

the product of inequality and’avarice and international

3
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animosity" (617). There is for both men the beginning of
'growth and a greater vision of the reality of existence.
They are open to the spirit, and both gaze at a "visible
l%minous sign" which is "the mystery of an invisible person
. . . Marion (Molly) Bloom, denoted by a visible splendid
sign, a lamp" (623). It is then that they have the vision
to turn to each other‘"Silent, each contempléting the other
in bﬁth mirrors of the reciprocal flesh of theirhisnothis
‘feliowfaces.” Molly w}ll comment later that "a mirror never
gives you £he expression” (670), but this is the true
mirror, the image of oneself in another's face. W. Y.
Tindall writes: "Mrs. Bloom's window and her lamp
coﬁstitute a vision of ultimate ;eality. Casting on the
ceiling a pattern of 'concentric circles,' her lamp seems to
iAﬁly Dante's final vision‘?f the Trinity . . n36

The spirit has touched-them and there is hope thgt
(they will learn to see as Molly sees. She has the vision
of Moses to wﬁom on Pisgah it was surely revealed that the
.Promised Land towards which he hadijourneyed éo far, was not
the arid land ;f Paléstine, bué some greaterfRealjty;n
something within himself. Molly alone, in her ability to
see_the things of the wbrld atfthg}r true value, has the
'Pisgah‘sight.of MSse;. Her insight unravels the knots,of
Eﬁtephenig aﬁdeloqm's thought and,éé;ion.throﬁghout the
day,Qﬁnd skilfully weaves into more coﬁpletefpatternS'the B

themes of Ulysses. Through her it‘is Suégested, more

[
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effectively than elsewhere, that man, despite his earthly
nature, partakes of the spiritual and carries the mystery
‘ ’ ' )

of Reality within himself "if the God almighty truth was

known" (150).
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CHAPTER I11.

TIME AND SPACE

In Time and Western Man, Wyndham Lewis has no

hesitation in referring to Ulysses as a time-book which

". . . lays its emphasis upon . ... the self-conscious time-
sense, that has now been erected into a universal
philosophy.” This philosophy he attributes to Bergson
whose immeasurable duree influenced by Darwinian theory
looks forward to Einsteinian space-time.l Lewis is not
congerned with the truth of the great time philosophy but
with whether ". . . in its application it helps or destroys
our human arts,"2 and he is not impressed with Joyce's use
of it: ". . . the method of Ulysses imposes a éoftness,
flabbiness and vagueness everywhere in its bergsonian
fluidity."3 It becomes obvious Fhat Lewis has no very
clear concept of what exactly Joyce has done with time and
space in Ulysses.. That Joyce is very aware of Bergsonian
theory is one thing, that he sees in it the answer to the
time-space dilemma is another. Joyce's treatment of
Bergson is unique in that he subjects the philosopher's
views to the scrutiny of various enquiring minds:
Stephen's, Bloom's, and the author's own. But Bergson is
not the only one to receive this distinction; he shares it
with other great minds and fares no worse in the process
than thgy. Joyce, the mature artist, avails himself of

one golden'opportunity for direct comment on the role of

the intellect in search of truth,
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There is only one episode in Ufzsses apart from
"Penelope”, where Joyce allpws neither Stephen nor Bloom to
play a dominant role. Half way through the book the
principal characters are displaced to make way for the
complex wanderings and retracings through time and space
which Joyce weaves into the crowded tapestry of the
"Wandering Rocks." Here Joyce shakes off the bonds of his
characters' perceptions to give rein to his own expression
as he parodies the philosophies of Berkeley, Lessing, Vico,

»

and Bergson in a manner which echoes Molly's succinct
comment on the theory of Metempsychosis, "O rocks! . . .
Tell us in plain words."”

Joyce plays with Berkeley's ideas as expressed in A New

Theory of Vision, so pertinent to Stephen's thought in

"Proteus."5 Berkeley writes on the perception of space and

objects:

Looking at an object, I perceive a certain
visible figure and colour, with some degree
of faintness and other circumstances, which
from what I have formerly observed, determine
me to think, that if I advance forward so
many paces or miles, I shall be affected with
such and such ideas of touch: so that in
truth and strictness of speech, I neither see
distance itself nor anything I take to be at
a distance. I say, neither distance nor
things placed at a distance are themselves,
or their ideas, truly perceived by sight.6

Joyce, tongue in cheek, takes him ;ompletely literally, and
"Wandering Rocks" is a ludicrous maze of things seen at a
distance, unrecognizable, or mistaken at first glance, and

waiting correct identification until the reader finds
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himself at the ?roper viewpoint, which may not occur until
hours later, ané perhaps in another chapter. A fluéhed
young man comes ' from a“gap in the hedge, and after him a
young woman, to be blessed by Fr. Commee (223). It is not
until the scene in the-maternity hospitél that the two are
identified as the unworthy Lynch and his girlfriend. A
figure is first glimpsed in St. Mary's Abbey (230). "From
a long face a béard and gaze hung 6n a chess board" (230).
But since he is actually in the Dublin Bakery Company he is
not 'identified as Parnell's brother until the reader
arrives there sometime later (247). Viewing across vistas
of both time and space "Lawyers of the past" behold an
unknéwn elderly female (231), who réappears to be
identified, it seems, by the phrase "no more young” (235)‘
as the Countesg of Belvederei(222). The Countess, however,
died in the eight;enth century.7 A refined accent speaks
in the glooﬁ (229) and is later identified as the voice of
the landlord distraining for Fr. Cowley's rent (244). The
heads of Miss Kennedy and Miss Douce appear tantalizingly,
bronzed by>gold, at the window of the Ormond Hotel (245),
but.it is only in the next section that they are recognized
as the barmaids. The reabér never does catch up with "that
particular party" seen by Constable 57C (224). It is noé
just the reéder who is deceived. Tom kernan, having
established his foolishly distorted vision of life, offers:
his own explaﬁation of Bergson's-theory. ‘He believes he

sees Sam Lambert over the way "What? Yes. He's as like it

»
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as damn it. No. The windscreen of that motor car in the
sun there. Just a flash like that. Damn like him" (239).
Master Dignam mistakes Blazes Boylan for a gentlemanb(ZSO).
Berkeley enlarges on the perception of objects in
space; "What we strictly see are not solids, nor yet
planes variously coloured; they are only diversity of
colours."8 Joyce throws down the gauntlet with a flourish,
as Stephen glancesg at Almidano Artifoni's trousers, and
notes, not as might be expected, their colour, but "the
solid trouserleg." This identification of the trousers by
their solidity is not accidental; a few minutes later,
Artifoni ". . . trotted on stout trousers after the Dalke?
tram” (228), and the entire section closes as the
Lieutenant Governor receives ". . . the salute of Almidano
Artifoni's sturdy trousers swallowed by a closing door"
(254;. Joyce, both in his concurrence with, and in his

direct opposition\Fo, Berkeley's theories, manages to make
'them appear ridiculous. -
Lessing's theories were never dear to thg heart of
Joyce, and of Stephen Hero he writes: "The treatises which
were recommended to him he fouqd valueless and trifling;
the Laocoon of Lessing irritéted him. He wondered ‘pw the
world . . . would accept as valuable contributions such
ffantas] fanciful generaliéations. What finer certitude
could be attained by the artist if he believed that ancient
"9

art was plastic and that modern art was pictorial. . .

It must therefore have given Joyce great pleasure to
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overthrow, so completely, Lessing's theory that plastic

arts are spatial with things fo}lowing each other in space
(Nebeneinander), while literature is temporal, with events
following each other in time (Nacheinander). Stephen recallsg

Lessing's terms as he wanders along the beach, and though
) . ,
he mocks tﬁem, "My two feet in his boots are\ét the end of

his legs, nebeneinander” (43), he is unable to\}efute them.
Joyce proves himself well able to do so.

Joseph Frank, speaking of the modern writers, notes the

movement towards the spatial form by which ". . . the reader

is intended to apprehend their works spatially, in a

n10

moment of time, rather than as a sequencer. . ey and of

Ulysses he says: "Joyce composed his novel of an infinite

number of references and cross-references which relate to
one another independently of the time-sequence of the
narrative; before the book fits'together into any meaningful

pattern, these references must be connected by the reader

11

and viewed as a whole." Nowhere does Joyce illustrate

this more brilliantly than in the "Wandering Rocks".section
of Ulysses. Jo-Anna Isaak has likenéd this episode to a
cubist painting. Describing the Cubist esthétic she speaks
of the fragmentation of the object:

Cubist pictorial space . . . suggests the

addition of the dimension of time to spatial

dimensions, since objects are given not as
- seen at any one moment, but in temporal
sequence; that is, to perceive the many views
of the object as given would either have
required movement by the viewer through
temporally sequential positions or movement
on the part of the objects depicted.l2

»
4
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" Then relating this method to Joyce's work, she goeé on to
say: "But the episode‘ﬁhich is most Cubist in nature is
not the Cyclops, but the Wandering Rocks. For it is here
that Joyée most fully utilizes the new langégge of
discontinuous planes and masses, and we are introducéd to a
world in which the fixed and absolute are replaced bg the

v
indeterminate and relative."13 Joyce in the "Wandering
Rocks" has added to the temporal medium the dimensioﬁ Qf
space, as objects are presentea in'a moment of time but
from different points of view, demonstrating fragmentation
through the parallax which Bloom finds it so diff;cult to
understggd. Periods in time recur in various places, giving
the effect of simultanaeity. Views of Molly's arm, Corny
Kelleher's jet of tobacco juice, the one'legged sailor,
Parnell's brother, the darkbacked figure scanning the books,
Fr. Conmee reading ig the fields at Clongowes, the young
lady and the glderly lady no more young, are each fragmented
and scattered across the pages. There is fragmentation in
the reflections as Master Dignam views "Master Dignam on
his left" and "on his fight Master Dignam (250)", and Mr. «
Power talks to "the stalwart back of Long John Fanning
ascending towards Long John Fanning in the mirror" (247),
but the overall effect is one which givesﬂan amazingly |
detailed and vivid pageant of Dublin life, and makes
Lessing's theory Ehat literatgre, depending onvthe sequenée

of language and of events, cannot be épatialized, sound
1 ‘ -

didactic and considerably outdated.
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Even a philosopher whom Joyce uses for all his worth
does not escape this merciless deflation of the intellectu-
<
als. A. M. Klein ably demonstrates the use of Giambattista

. . . 14 . .
Vico's New Science in "Nestor,"” and following Klein's

lead, it is possible to break down the first section of
"Wandering Rocks" into the consecutive ages of Gods, ﬁé;oes,
and Men linked in cycles by regenerating Ricorsos, where the
roles are played with ridiculous effect by most unlikely
characters, and the double edged sword of Joyce's wit
wounds Vico and Dubliners alike.

It will be sufficient to examine here only a few of
the cycles (pp. 218-20) to give a good indication of what is
to be found throughout.15 From tﬁe start, the age of'Gods
is represented by Fr. Conmee’playing at being God. "The
superibr, the very reverend John Conmee S. J. reset his
smooth watch in his interior pocket. The words of the
Preface cross his mind: "It is truly meet, just and
right,"” and the lines that hang unspoken in the air are
indeed meet and just in this particular chapter at this
particular moment: "in all places and at all times to éive
thanks to God." Conmee anticipates the gfatitude of both
the boy Dignam and that pillar of the church, Martin
Cunningham. Standing before the religious house of the
Sisters of Charity, holding on to hiseone silver "crown"
the very reverénd John Conmee blesses the one iegged
sailor, and brings in the next age: "soldiers and sailors

whose legs had been shot off by cannonballs, ending their
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days in some pauper ward,” but heroces in the fight "for
England" as was that other hero Cardinal Wolsey, a less
than worthy prince of ghevchurch. The age of men is
democratically represented by Mr. David Sheehy, M. P. to
whom the "God" Conmee shows subservience: "Fr. Conmee was
very very glad to see the wife of Mr. David Sheéhy, M. P.
160king so well and begged to be remembered to Mr. David
Sheehy»ﬂf)P. Yes, he would most certainly call."” This
ingratiating "call” is far removed from the ovefwhelming
voice of God heard in the thunder by the first men. The
riéorso is tygically trivial and anticlimactical: Fr.
Conmee "smiled yet again in going. He had cleaned his
teeth, he knew with arecanut paste."” The second cycle
 follows a similar pattern. Again Conmee is God presented
\;é he "walked and, walking, smiled,” once again a weak and
pallid contrast to the awesome God of thunder who first
drove men in fear and shame to seek refuge in caves.lG. Fr.
4 -
Bé:nard Vaughan is the hero "of good family" who speaks
with a Cockney accent to‘another "hero:" "Pilate! Wy
dont you old back that owling mob?" The men are three
little schoolbbys: "And what was his name? Jack Sohan.
And his name? Ger. Gallaher. And the other little man?"
The ricorso "Master Brunny Lynam ran across the road and
put Fr. Conmee's letter to Fr.~proviﬁcial into the mouth of
the bright red letter box,"” is a repetition in ﬁaby

language of all the phrases previously used.l7
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God returns as "Fr. Conmee smiled and nodded and
smiled and walked along Mquntjoy square east." The heroes
are Lady Maxwell and Mr. Dennis J. Maginni, professor of
dancing, described by Adams as ' the fake gentleman,"18 and
splendidly attired in tight lavender trousers. The two ﬂf
meet, appropriately enough, at the corner of Digman's court. 7
Men are represented by Mrs. McGuiness pawnbroker, who has
the temerity to look like Mary Queen of Scots. "Well, now!"
The ricorso is Fr. Conmee's repetition through his failure
to think of a better word: "Such a . . . what should he
say? . . . sucﬁ a queenly mien.” And so it continues, a
traveéty of all that Vico wou;d have envisaged, as men
strive to be thought heroes or gods. Only after the final
ricorso, the turning of the thin page of the breviary is
the portrait ¢of Vico revealed in a cycle unto himself:
'Sin: Principes persecuti sunt me gratis: et a verbis tuis
formidavit cor meum." Vico was a man subject to pbersecution
;rom the princes of the Church,land standing in awe of God:

a man who may return again.,

Joyce's heaviest artillery however, is reserved for

Bergson. Shiv K. Kumar in Bergson and the Stream of

Consciousness Novel writes: "Unlike Dorothy Richérdsoﬁ,
James quée's acqﬁaintance with Bergson!s thought was ;
neither incomplete nor indicht. He seems to have. made an
intensive study of the new time-philosophy and realized

19

its importance to the literary;artist.” However later in

his work, Kumar is careful to add: "Although Joyce, unlike
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Virginia'Wooif, was directly acquainted with Bergson's
thought, it does not necessaxily imply that his literary
experiments show the influence of the philosopher's
theories."20 )
In "wWandering Rocks” Joyce has ‘an excellent opportunity
to air his knowledge of Bergson's theories whilst deflating
and distorting them with puckish glee. Perhaps less a
scientist or philosopher than Bergson, but certainly more of
an artist, Joyce sees the weaknesses which underlie some of
Bergson's more sweeping statements:
Consider again, a character whose adventures
are related to me in a novel. The author
may multiply the traits of his hero's
character, may make him speak and act‘as much
as he pleases, but all this can never be
.equivalent to the simple and indivisible
feeling which I should experience if I were
able for an instant to identify myself with
the person of the hero himself,2l -
Kumdr sees such identification made in the stream.of
{ .
' consciousness nogel: "In attemptihg to seize reality from
within, with an unprecedented effort of the i ation, -
~(
the new novelist ceases to have any 'point de vue' in the
traditional sense, as his object is teo reproduce, as
faithfully as possible, his character's internal rhythms
of thought -and experience."22 But Joyce deliberately uses
. no~4dentification with character, no stream of conscious-
) {
ness in some of the most revealing and touching moments of
"Wandering Rocks", while at other moments stream of

consciousness is used to frustrate and confuse. the reader. ,

A£ no time do anyﬂmembers of the Dedalus family; apart from
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rStephen, reveal their thoughts, yet in the two brief moving
glimpses of them, characters are drawn with vivid strokes.

All are unique and unforgettable: patient hardworking

" Maggie, the Martha of thé family; gentle Katey, thankful

‘

for the crumbs, Mary at the Lord's feet; angry Boody, the
rebel, strikidg out at authority "Our father who are not

-

in heaven;" Dilly, !‘psitive and timid, craving excitement
and culiure, but desperate for 5 bite to eat; and overall,
Simon, loud mouthed, good hearted, witty, lovable and
totall} exasperating. 7he depravation and frustration of
all is portrayed with ;w;o%gnancy which finds echo in
Stephen's déspairing "Mg¢sery! Misery!" The one iegged
sailor's bitter resentment and pain is neither spoken of,
nor’thought of, by him, but is all too»avident as he
crutches and jerks himself violently along, giving grumbled
thanks, sour glance and growl unamiable. The weak impotence
and frustration of the blind stripling is evidenE in his
"slender tapping cane," "thewless body," "sickly face"”

and muttered cdrse.% There is no means of identity with

the mad, disturbed Farrel, shunning the light, but, the\
retracing of steps, the frown thrice noted, the rats-bared
teeth and the grinding"Coactus volui” betoken his frenzy
and cgkpulsion (249). 1In no‘;ase has .the reﬁ&er been
peryitted to identify, as Bergson would describe it, with

the timeless flux of the characters' consciousness; but the

[y
N3

identity {s total. | é

< ‘ .
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In contraSt, the stream»of consciousness evidenced in
the three characters, other than Stephen and Bloom, in this
szbtion is totally C;nfusing. Fr. Conmee seems to be a
controversial figure. 1Is he the warm, vital and humane,
epitome of Christian cha?ity that Sullivan sees; the "kindly
‘huménist" of Gilbert, "the spiritual antithesis of material
glory;" or "the self-posed posturing mannikin,” Adams'
"well-pleased clerical pleaser?“23 It is indeed possible
to make a case for each of the contrasting views or for
numerous gradings’between. How, when the entire passage
is one of identity with the character is it possible for
so much confusion? Bergson has said that for him, through

< such identity, "The character would be given fo me all at

once in its entirety."zr Joyce contrives otﬁerwise. How
valid is‘the stream of consciousness and the. memory of the
past in assessment of character when the charac#er is ;ole
playing, and the memory of the past "loyal times in joyous
townlands" distorted by wishful thinking and refusal to

/’~£5¢€ reality? Master Pafrick Aloysius Dignam is less

+ blameworthy as he veils his ;eepest feelings. His thoughts
are honest and the thoughts of any sphoolboy. He dislikei
the gloomy hoﬁse and talk of his elders, is proud of his
moment of notériety before his schoolfellows, and tﬁinks
with awe of death.’ He feels a certain sympathy for the
‘departed: "Poor pa,"” and hopes he has at least made it to'

purgatory; but of his own feeling fér his father, dead ort

alive, nothing is revealed. ﬁeither love, hate, fear,
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resentment or affection are evidenced in any of the boy's
inmost thoughts. He is more emotional about his "bléoming
stud" than he appears to be about his memories of the dead:
"His face got all grey instead of being red like it was and
there was a fly walking over it up to his eye. The scrunch
that was when they were screwing thé screws into the coffin:
and the bumps when they were bringing it downstairs. Pa
was inside it and ma crying in the parlour and uncle ggrney
telling the men how to get it round the bend"” (pp. 250-51).
It could be argued that the boy's detachment is his
protection against the depth of his grief. It could also be
argued that he is heartily relieved to have seén the end of
his drunken father. The point is that, despite identifica-
tion with the boy's thoughts, it can be argued.

Mister Kernan is the only other character favoured
with the §tream of consciousness technique and though
Robert Humphrey may quibble at the use of the word
"technique" to describe stream of consciousness, it is
certainly apt in this sect:ion.z5 Ideas are painstakenly
associated: "Times of the troubles. Must ask Ned Lambert
to lend me those reminiscenéés of Sir Jonah Bgrrington.
Wwhen you look back on it all in a kind of retrospective
arrangement. Gaming at Daly's.26 No card sharping then.
One of those fellows got his hand nailed to the tagle by a
dagger."” Very little of Kernan's true feelings are

revealed because Kernan does not recognize truth when he

sees it. He has an image of himself, grossly distorted,
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which clouds all his conscious thought: "1 smiled at him.
America, I said, quietly, just like that."” "Saw him
looking at my frock coat. Dress does it. Nothing like a
dressy appearance. Bowls them over." Kernan is actually
very overdressed for the occasion. "Mister Kernan halted
and preened himself before the sloping mirror of Peter
Kennedy, hairdresser. Stylish coat, beyond a doubt. . . .

Fits me down to the ground." The sloping mirror distorts

~

and flatters the view Kernan has of himself. His cough is
more revealing than his confusion of thoughts: "Aham!
Must dress the character for those fellows. Knight of the

road.” "A-ham" indeed! Mistaking highway-man for salesman
is only one of many errors. Emmett was beheaded, not drawn
and quartered, nor was he buried in Glasnevin since his
body was never found; it was not the Lord Lieutenant's wife
who drove by to witness the dogs licking his'blood but a
wbman who lived,nearby.27 It is difficd&f:E§)separate fact
from fiction in all Kernan's tﬁinkinL/Ahd it‘is extremely
difficult to know where his loyalties reaiiy lie. Does he
consider Lord Edward Fitzgerald to have been on the wrong
side, perhaps because he was unsuccessfulf The poem he
admires damns any unpatriotic Irishman as "a knave or half
a slave,"'28 yet Kernan is disproportionately disappointed
to miss the cavalcade of his English overlord (238-40).

How can identity with the stream of consciousness of such

a character be taken seriously? Joyce rests his case.
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But he has not yet finished with the philosopher of
time. One of Bergson's great concerns is with the confusion
that exists within men's minds on the measurement of time.
He maintains that it is not time but space that 1s measured
chronologiéally, and that true time or duration cannot be
measured. since it is in constant flux. Bergson writes:
"pure duration that which consciousness perceives, must
thus be reckoned among the so-called intensive magnitudes,
if intensities can be called magnitudes: strictly speaking,
however, it is not a guantity, and as soon as we try to
measure it, we unwittingly replace it by space,"29 and he
speaks of the habit we have fallen into of counting in time

30

rather than in space.

L ¢
Joyce seems intent on demonstrating in the "Wandering

Rocks" that people in measuring time do not necessarily use

space intervals or clock time, and moreover, that they seem

to get along very well in space with no measure of it at
all. His theory, in direct opposition to Bergson, would
appear to be that time is measuragae and space not
necessarily so. So detailed is the time of occurence of the
events in this chapter that Clive Hart is able to draw a
chart of each character's position in space for every

minute between two-fifty-five P.M. and four P.M.31 Yet this
measurement is possible without reliance on clocks or
watches throughout the episode; in fact, Joyce makes a

point of putting them out of operation. The only watch in

kY .
running order is consulted before the chapter opens and Fr.

e 2
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Conmee's first action is to pocket it. At no time does hq
consult it again. John Henry Menton holds "a fat gold
hunter watch not looked at" (252), Micky Anderson's "all
times ticking watches” are useless (252), as are the clocks
on Boylan's socks (253). There is distrust implicit in the
assistant town clerk's walking "uncertainly, with hasty
steps past Micky Anderson's watches” (246).32 Stephen';
sudden praise of "God's clockw0rk creation,"33 "Very large
and wonderful and keeps famous time" (241) which follqws his
blasphemous utterances, is no more honest than Hamlet'g
deceptive words to Poloniué with which he caps it. Boylan
uses his watch to impress the flower girl, a gold watch
held "at its chain's length" and does not record the time
with it (226-7). When Lenehan has occasion to record clock
time he distorts it to "blue o'clock™ (233). Dilly Dedalus
avoids marking intervais of time when her father arrives
late, "it's time for you," and questions his whe;eabouts
"Were you in the Scotch house ;ow?" (236-7). McCoy's "gold
watch and chaﬂn" is non-existent and, despite consultation
of two clocks,; his time is measured ultimately by the race
to be run, "After three, he said. Who's riding her?" (232)
That is to say "after the race has started” and shortly
before Boylan is due to ride Molly: time being measured in
relation to both events.

This is the same relativity that is seen in Miss

Dunne's treatment of time. Despite her utter boredom, her

efforts to pass time novel-reading, and her concern for
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release from duty, she never consults a watch or notes
present time. She thinks and talks of time on six occasions
in her short section, but never with mention of the clock,
and always relatively: "after five," "after six,” "a
quarter after.” Mention of the hour is even more relative.
She is not really thinking of seven o'clock as a possible
hour of dismissal, but she is afraid of being kept late and
seven implies an impossible hour. Four has little signifi-
cance for her, but it has for Boylan who must meet Lenehan
in the Ormond at that hour, but is supposed to keep tryst
with Molly at the same hour. It is indeed relativity which
measures time throughout the chapter. Actions occur, and
reoccur within a different context, thus creating further
time links, until a complete network is established. Budgen

wrote: "To see Joyce at work on the "Wandering Rocks" was

to see an engineer at work with compass and slide rule

n34

. - . ’

and considering Hart's scheduling of accurate
time_intervals, this is not surprising.

Joyce goes further in his argument with Bergson, and
demonstrates the obvious discrepancy when people do convey
space in terms of time, as he claims is the normal practice.
Boylan says that Molly lives ten minutes'away, while Master
Dignam, in ludicrously exaggerated schoolboy terms,
commeﬁts on the strength of Fitzsimons: "One puck in the
wind from that fellow would knock you>i£gn the middle of
next week, man" (250).

Space, on the other hand, is rarely measured so
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accurately apd objectively as Bergson believes. 1In section
after section of "Wandering Rocks" characters known to be
miles away are unexpectedly rdpresented as though part of
the scene unfolding, the space between counting for naught.
Gifford lists such "intrusions"” a£ the beginning of each
section and only four of the nineteen sections are without
them. Leo Knuth calls this the labyrinthine effect "designed
to cause the reader to lose his bearings," oyx to put it in
more formaliterms, to lose exact spatial perception.35 It
is not just the reader who is lost in space. Characters
leap, in memory, from their established Settings to ones
far off in space and time. Fr. Conmee, walking to Artane,
is found an instant later in Clongowes field (223). Aﬁ one
moment he rides the bus, and the next moment serves A
communion at the altar rail (221).

As Fr. Conmee's journey progre he measures space
more and more subjectively. He starts out with accurate
details of streets and directions and for a time it appears
!Eat space is to be givep proper objeative measurement.
"father Conmee walked down Great Charles street . ., .
Father Conmee turned the corner and walked along the North
Circular road. . . ." Eut the route becomes less formal
and more and more subjective as the priest progresses. He
begins to locate himself by smell: "Father Conmee smelled
incense on his right hand as he walked. Saint Joseph's
church, Portlang row." As he progresses further he locate§

himself by people more obviously than by their premises:

~
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"Father Conmee . . . was saluted by Mr William Gallagher who
stood in the doorway.of his shob. . . . He passed Grogan's
the tobacconist. . . . Fathér Conmee went by Daniel.
Bergen's public house. . . ." He steps on a tram to avoid
traversing on foot "the dingy way past Mud Island,” space
to be quickly passed over and ignored as far as possible.
His* route becomes more difficult to measure. He alights at
Howth road and without transition is located on the Malahide
road where space slips away as "A listless lady no more
young, walked along the shore of Lough Ennel, Mary, first
countess of Belvedere. . . " He, too, loses track of his
bearings, and finally turns completelx inwards, becoming

!

lost to the world until, like the "Beati immaculati” in

the psalm he reads, he walks "in the law of Yahweh"
36

(218-23).

Other subtle points emphasise inability to measure
space accurately. The blind stripling attempﬁs it, taéping
with his stick, with limited success. His methodhié '
imitated by Ned Lamber£ searching for a placé tqrwalk:

"In the still faint light he moved about, tappin; with his

lath the piled seedbags and points of vantage on the floor"

(230). Hely's sandwich men measure the space between two

, .

markers, one of which does not exist, the sﬁace "between

Moneypeny's corner and the slab where Wolfe Tone's statue

v

was not" (228). Only Lenehan uses miles to measure, but
the gpace he attempts tg measure is outer space where

i

Molly looks for stars: "At last she spotted a weeny weeshy

{
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one miles away"” (234). The disténce is vastly understated,
and would have been more accurately left unmeasured than
expressed in Lenehan's terms. and then there is measuremeﬂt
as Bergson wants it with time measurement recognized as

space measurement: "From the sun dial towards James's

Gate" (238), Mr. Kernan uses the time-teller to measure

space, but the space it meashres is ludicrously inappropriate.

Joyce reserveés his most explicit comment on Bergson

L -

until the final section of the chapter when time and space
are united in the Lord Lieutenant's procession. Protesting
the measurability of motion Bergson writes:

We generally say that a movement takes place
in space, and when we assert that motion is
homogeneous and divisible, it is of the space
traversed that we are thinking, as if it were
interchangeable witd the motion itself. Now,
if we reflect further, we shall see that the
successive positions of the moving body really
do occupy space but that the process by which
it passes from one position to the other, a
process which occupies duration and which has
no reality except for a conscious spectator,

eludes space,37
Joyge chooses well when he selects a procession to refute
Befgson's claim; since, as the name suggests, the
procession iS‘thg progress and is unique in that it is both

object and action, and as such is divisible. Bergson goes

’

on to say: : .

On the one hand we attribute to the motion the
divisibility of the space which it traverses,
forgetting that it is quite possible to divide
an object, but not an act: and on the other
hand we accustom ourselves to projecting this
act itself into space, to applying it to the
whole of the line which the moving body '
traverses, in a word, to solidifying it: as if



this localiéing of a progress in space did

not amount to asserting that, even outside

the consciousness the past co-exists along

with the present!38

Joyce solidifies his action, his procession, beyond
doubt, coﬁposing it of leaping outriders, the Lord
Lieutenant, his wife and lieutenant-colonel Hesseltine,
followed in the next carriage by "Mrs. Paget, Miss de
Courcy and the honorable Gerald ward, A.D.C. in atéendance"
(351). It is a movement which contrives to exist in the
past along with the present. The procession is viewed by
various Dubliners at different points simultaneously, and
viewed at the same spot in different moments of time.
Denis Breen éonfirms'its past and present existence when
"Mrs Breen plucked her hasﬁening husband back from under
the hoofs of the outriders. She shouted in his ear the
tidings. Understanding, he shifted his tomes to his left
4 .

breast and saluted the second carriage" (253). Outriders

and Excellency have passed but the procession is still
before him.‘ The procession is divisible. It is a brilliant
device and Joyce's_salute to Bergson is a salute much
vaunted and little understood. It is as authenﬁic as Simon
Dedalus' salute to "His Excellency the Lord Lieutenant
general and general governor of Ireland” as Simon comes
from the greenhouse or urinal, with ﬁat brought low to
conceal what E. L. Epstein galls "certéin ineluctable
adjustments of the garments" (252),39 and as nose;thumbing

a gesture as ". . ..the salute of Almidano Artifoni's sturdy

trousers swallowed by a closing door" (254).
Q . ' .



Having thus considered Joyce's challenge to the
intellectuals in the dimensions of time and space, it should
not be surprising to discover that the measure of reality
.achieved by each of his three principal characters in their
approach to this Protean question, is in direct inverse
proportion to the amount of intellect they bring to bear on
it. A study of Stephen's, Bloom's, and Molly's attitude to
time and space will justifyvthe argument Joyce is labouring
so carefully to establish: despite all that may be said or
written on lhe subject, reality can only be approached with
the acceptance that "nature it is.”

Stephen's concern with time and space appears early 1in
"Nestor:" "I hear the ruin of all space, shattered glass
and toppling masonry, and time one livid final flame.” The
Blakean phrase "Fabled by the daughters of memory"” which
precedes this, is one which contrasts the daughters of
memory unfavourably with the daughtgrs of inspiration on
whom the artist relies. In the same source, Blake also
speaks of ". . . the Vanities of Time and Space only
Remember'd and call'd Reality."40_ Thus the artist Stephen,
with Blake, implicitly rejects concepts of time and space,
but since he also rejects memory which is one way in which
he could shatter time and space barriers, he is tiltihg at
windmills (30). Ellmann séys: "We free ourselves from
time and space, from history and geography, by memory, which

fables itself into at."*l when Stephen walks on the beach

in "Proteus," he considers philosophic theories on space

/
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and time, relating them to the ineluctable modality of the

visible and aydible in Berkeleyan terms,42 to the Nacheinan-

»

der and Nebeneinander of Lessing, and to the Aristotlean
theory of the adiaphane. He déliberately experiments, but
unlike "Jcom, his mind is already conditioned by his
learning. He has the big words which both Molly and Bloom
deplore; he only needs some experience on which to hang
them. He closes his eyes and walks throug! space "a stride
aé a time." 1Is it space or *'ime he measures? "A very short
space of time through very short times of space.” He
counts and decides it is strides following each other in
time, Lessing's Nacheinander, which he measures. His
conclusion is the ohe of which Bergson complains. Mitchell
Morse has said that in "Proteus” "Joyce shows us Stephen
Dedalus beginning to realize that if hevis ever to be a
serious artist rather than an arty dilettante ‘must
experience the beast." > ' -

The beast could well be Stepheﬁ(g/;ftempt to come to
grips with eternity and infinity, shattering the bonds of
time and space. "Am I walking into eternity along Sandy-
mount stram?" But closing his eyes, walking in the dark
- will not,aispel the_dimensions "There all thé time without
you,” and they seer: to mock him "ever shall be, world
without enc."” The past terrifies him{ embodying as it does, -
memories of his mother, his religion, and of his country's

history, all of which seek to trap rather than liberate

him, in tine and space (42-3). Henke describes it as
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Stephen "desperately searching for a philosophy that will
transcend the spectral past and confirm the uniqueness of a
creative  vision rooted in the present moment.“44 "Hold to
the now, the here, through which all future plunges to thé
N

past.” This is a rather desperate sounding Stephen who
finds himself at once in another time and spéce. "It is
%his hour of a day in mid June, Stephen said, begging with
a glance their hearing. The flag is up by the playhouse by
the bankside" (188). Stephen is aware of his inconsisten-
cies, his great ambivalence about time and space. As he
seeks the composition of place of Shakespeare's playhouse he
89&15 on Ignatius Loyola, centuries gene, to aid him. His
re-enactment of this Shakespeare-Hamlet-Hathaway relation-
ship brings history to vivid liff and the present mingles
with the past:

Do and do. Things done. 1In a rosery of

Fetter Lane of Gerard, herbalist, he walks,

greyedauburn. An azured harebell like her ‘

veins. Lids of Juno's eyes, violets. He i

walks, One life is all. One body. Do.

But do. Afar, in a reek of lust and

squalor, hands are laid on whiteness.

Buck Mulligan rapped John Egﬂ}ngton s desk
sharply. . . . (202)

recalling Stephen to the presené. His hold to the here and
now is very tenuous.

Histo;yrentangles Stephen who knows in his heart that
it must not become "a tale like any other too often heard,
a disappointed bridge inadequately spanning past and

present. It is unreliable as a series of facts to be

remembered, distorting time and space. Cochrane forgets
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the place of the battle of Asculum but remembers the date.

-~

.
%g;bﬂe could have as easily forgotten the'date and remembered

5;.the plage; forgotten both or neither. Stephen himself has

¢

-

b*}q.check, "glancing at the name and date in the gore-
e

Scérred‘book" (30). This is not reality and the artist in
Stephen cries out hopelessly against iti He wonders if all
history is mere chance. Could any even%‘gf well as another
héve been gctualized pout of the infinite possibilities of
the past? "Had Pyrrpﬁs not fallen by a beldam's hand’in
érgos or Julius Caesarﬂnbflbeen knifed to death?" Then he

has potential vision: "But can thgse ,have been possible

seeing that they never were? Or was that only possible

L} ot

which came to pass?" But the cries of the boys for a ghost

story, fiction of fictiéhs, destroy his approach to

reality (31). The truth'of the moment"fé never actualized.
Throughout "Nestor" Joyce mocis Stephen's immaturity,

h‘is fruitless attempts to escape from %he"‘*htmare of

hi'story. The entire chapter, if Klein's fﬁ;ory is to be

acceptéd,,illustrates in both content and form fhg cyclical

history of mankind as envisaged by Vico. God may be a

+

. -
*shout in the street, but it is that God-noise which

initiates over and over again a new cycle of history.

" 45 but i,drthe very

"Vico," Dalkey, is indeed Vico - The Key,
midst of,.it Stephen, -striving to make order out of the
chaos of the past, does not s@e that his only hope lies in

'sqeing a éyélical pattern to history, with each cycle

eriding in chaos from which the Gods are once more
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regenerated. Mircea Fliade in the Myth of the Eternal

Return writes:
As for the primitive societies that still live
in the paradide of archetypes and for whom time
is recorded only biologically without being
Ce allowed to become "history" -- that is, without
its corrosive action being able to exert itself
upon consciousness by revealing the irreversi-
tbility of events -- these primitive societies
regenerate themselves periodically. . . 6
Despite Stephen's emghasis on the here and now and his
rejection of the past, he constantly uses memory to call it
N N
to the present. It appears to be a deliberate evocation
with effort made to recall every painful detail: "Silently,
in a dream she had come to him after her death, her wasted
body within its lobse brown graveclothes giving off an
odour of wax and rosewood, her breath, that had been bent
upon him, mute, reproachful, a faint odour of wetted ashes"
(11). There is the suggestion that Stephen's pain in the
memory is less than the pleasure he takes in the poetry of
tl? sounds. But perhaps it is that the artist in Stephe
is fascinated by memory, being only vaguely aware that 1n
some way he must come to grips with it before he can
effectively overcome time and space. When he draws again

a
upon! the memory of his mother he reconstructs the image of
N \ 4 .
it almost exactly, altering only the phrase "her breath,

that had bent upon him, mute, reproachful,” to the more
poetic and rather more unfathomable "her breath bent over
him with mute secret words.” Now too, he adds another

passage: "Her glazing eyes, staring out of death, to shake

and bend my soul. On me alone. The ghostcandle to ligﬁt

.

»



her agony. Ghostly light on the tortured face. Her hoarse
loud breath rattling in horror, while all praye& on their
knees. Her eyes on me to strike me down." Tﬁe self-
reproach which follows is an acknowledgement of his own
macabre delight in resurrecting the gruesome details:
"Ghoul! Chewer of corpses!" and in a moment of pain and
revulsion against this morbid fascination with memory which
he cannot fath he cries out: "No mother. Let me be
and let me liv:%EiEG).\

-

Mulligan recognizes the inconsistency in Stephen: "You
crossed her last wish in death and yet you sulk with me
because I dont whinge like some hired mute from Lalouette's.
Absurd!" and he pinpoints the measure of Stephen's
persistent clinging to his unhappy memories: "-Dont mope
over it all day, he said. Im inconsequent. Give up the
moody brooding” (14-15). This self-conscious effort to
stir up further memories using Mulligan's and Yeats' word
is certainly Stephen's‘rather than Joyce's: "Memories
beset his brooding brajin" (16). The long recital that
follows brings both pain and pleasure, yet Steﬁngg\goeé not
recognize the potential ally in memory. He selects”aqd‘\
deliberately embellishes images for the proper artistic
effect.

This is obvious too in his handling of the stream of
consciousness. Stephen is never completely lost in the

»
association of ideas. There is a self-consciousness about

him which is evidenced in the odd narrative voice which



interrupts him, apparently to describe the action
objectively, but which speaks the language of Stephen the
artist. “Proteus" opens with Stephen lost in a stream of
consciousness, but this is abruptly broken: "Stephen closed
his eyes to hear his boots crush crackling wrack and shells”
(42). 1t is a brief interruption, but sufficiently tinged
with Stephen's subjectiVe "modality of the audible” to show
his influence. [Fven within his stream of conscious,
associations of ideas are strictly controlled, following an
intellectual train of thought which is developed to a
satisfactory conclusion. The sight of the two midwives
triggers thoughts of a trailing navel cord. "Hence," says
Blamires, "he reflects on the network of navel-cords

nd7 He develops

linking all humanity together, back to Eve.
this thought, and eventually moves from thoughts of Eve's
womb to his mother's womb and his own begetting, and he
finally draws his conclusions: He has a being independent
of his parents, and his sonship is upheld by God.

At times Stephen's control is such that he can
abruptly cut off the stream of consciousness in mid flow
when it leads into unpleasant associations. He stops short
in "Proteus:" "But the courtiers who mocked Guido in or

a
san Michele were in their own house. House of . . . ," and
berates himself: "We dont want any of your medieval
abstrusiosities”™ (51). The aborted phrase, Epstein

explains, is House of Death. Stephen has too many associa-

tions with the word to tolerate it. Epstein also notes the
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suppression of the word "father™: "1 will arise and go to

.48
my . .
There is no free association of ideas, no complete
t ranscendence of time and space. 1In Circe the subconscious,

A

more uncontrollable and ruthless than conscious memory,
reveals truth, and the apparition is stripped of its
poetic trimmings:
Stephen's mother, emaciated, rises stark
through the floor in leper grey with a wreath
of faded orange blossoms and a torn bridal
veil, her face worn and noseless, green with
grave mould. Her hair is scant and lank.
She fixes her bluecircled hollow eye sockets

on Stephen and opens her toothless mouth
uttering a silent word (515).

a
Stephen, who has so often resurrected her for his own
tormented satisfaction, scarcely recognizes her, and
addresses her as the ghost of the dead sent to frighten
children.49 "Stephen: (Horrorstruck) Lemur, who are you?
What bogeyman's trick is this?" "Choking with fright,
remorse and horror," he realizes how he has toyed with
memory. He has controlled it, believing it will only

bring misery, and has refused to give it free rein since

he has not been prepared to accept the consequences (516) .
He realizes for the first time the truth of the message he
telegraphed to Mulligan earlier in the day: "The

_ sentimentalist is he who would enjoy without incurring the
immense debtorship for a thing done" (199). The artist can
not play the dilettante. He must take . action and incur the

immense debt, rejecting sentimental recall, and using

memory as an ally agains; time and space. Seizing
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Siegfreid's sword ot deliverance, Nothung, he strikes down

the barriers to his artistic fulfillment. Time and space
shatter as he had dreamed they might in "Nestor” and with
them the light which has blinded his vision (517). He
abandons the ashplant which has been his prop and flees
into the darkness.

Stephen has struck a blow for liberty, but he is still

far from resolving’his dilemmas.> F. L. Radford points out

his later cry to the soldiers: "'Let my country die for
me. Up to the present it has done so,'" and his immediate
contradiction: "'I dont want it to die. Damn death. Long

live life,'"” as evidence of the continuing confusion of
loyalties in Stephen ". . . who has wanted, from the opening
milkwoman sequence to be acknowledged as the true Irish
bard -- while answering 'non serviam' to the patriotic

50

demands of that role." Although in "Ithaca,"” Bloom leads

him from the house with lighted candle, Stephen's need is
for visionary darkness, something beyond the light of his
intellect.51 This is the darkness of which Dionysius the
Areopagite writes:
For by the resistless and absolute ecstasy in
. all purity, from thyself and all, thou wilt be
carried on high, to the superessential ray of
the Divine darkness, when thou hast cast away
all, and become free from all.52
It is the darkness of the blind stripling,{ﬁén exquisite
player"” {(262), who can tune to perfection the instruments

of music, and who can recognize the greater other darkness

of the mindless Farrell, though the madman, like Stephen,
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shuns the ar'ti/f)i(‘ial light: "You're blinder nor I am, you
bitch's bastard!l” (249)53 This could well be Joyce's cry
to Stephen whose last thoughts in Ulysses are of the
prayers for the dead which yet haunt him since his mother's
funeral (625).

while Stephen must destroy the confines of time and
space in order to survive, Bloom, unable to attain to
artistic fulfilment, must bear with them.v It is a painful
acceptance, and best coped with by a refusal to dwell on
. the subject. Thus, despigé his scientific and enquiring
turn of mind, Bloom appears to have remarkably little
interest in the problems of time and space that beset
Stephen. Even when his conjectures and experiments seem to
move in this direction he goes off at a tangent, indicating
a train of thought far removed from the philosophies and
intricacies of spatial and temporal perception. At the
same time he demonstrates how a less intellectual approach
allied to a native wisdom brings him intuitively closer to
reality than either Stephen or the philosophers.

As he stands before the w;ndow of Yeates and, Son, he
blots out his vision of the sun with the tip of his finger
(166) . Recollection of Stephen's "shut your eyes and see"
suggests further philosophizing on the ineluctable modality
of the visible with possible references to Berkeley's theory
of vision. But Bloom gives little consideration to the

distorted view that distance presents; he is more interested

in the sun it seems: "Must be the focus where the rays
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Cross. It 1 had blach «lasses. Interesting. There was a
lot of talk about those sunspots when we were 1n Lombard
street west. Terrific explosions they are. There will be
a total eclipse this year: autumn some time"” (166). Such
deliberate dismissal of a prominent theme by a major
character of the novel shows that Joyce must be up to
something.

Unlike Stephen, Blooé has no knowledge of Berkeley's
theorvy of vision, yet, when he raises his finger to blot out
the sun, he is repeating the experiment which Berkeley
suggests in illustrating how a blind man, suddenly seeing,
will react:

Hence it 1is evident, one in those

circumstances would judge his thumb, with

which he might hide a tower, or hinder its

being seen, equal to that tower, or his hand,

the interposition whereof might conceal the

firmament from his view, equal to the firmament:
Berkeley 'goes on to explain the nature of vision and the
perception of magnitudes,55 until, after much discussion of
light rays crossing as they strike the upper and lower
parts of the eye, he conclﬁdes: "To me it seems evident,
that crossing and tracing of the rays is never thought on
by children, idiots, or in truth by any other, save only
those who have applied themselves to the study of optics."56
Bloom's brief commént: "Must be the focus where the rays
cross" suddenly acquires new significance. Bloom has not
studied optics in any sense that would be acceptable to
Berkeley. Relying on his own very limited knowledge,

N

experience and intuition, he touches the core of Berkeley's
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philosophies unerringly. He is a natural philosopher,
coming more directly to the truth without the disadvantage
of intellectual stumbling blocks.

Almost immediately Bloom again toucﬁes on a phenomenon
related to time: "Now that I come to think of it, that
ball falls at Greenwich time." But it is to the mechanics
of the ball falling that he turns his attention, ignoring
the variation in time readings. "It's the clock is worked
by an electric wire from Dunsink” (166). Yet included in
Bloom's thought is an answer to the question he would not
dare to make to Professor Joly, were he to visit Dunsink,
"What is parallax?" Time is apparently displaced by
readings from two different viewpoints, Dunsink and Green-
wich. Bloom may claim: "Parallax. I never exactly
understood"” (153), but the idea is encompassed naturally in
all his thinking. |

In "Calypso"” when he considers the movement of the
earth round the sun, it interests him as a means of avoiding .
old age: "Makes you feel young. Somewhere in the east:
early morning: set off at dawn, travel round in front of
the sun, steal a day's march on him. Keep it up for ever
never grow a day older technically."” And his tentative
thoughts on space/and time dissolve into fantasy: "Wander
through awned streets. Turbaned faces going by. Dark
caves of carpet shops, big man, Turko the terrible, seated
crosslegged smoking a coiled pipe” £59). Significahtly, it

is towards. the mystic east that his thoughts turn. However
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much scientists and philosophers may measure and analyse
the infinities of space and time, the truest concept of 1t
is to be found in that "other world" where intuition and
spiritual knowledge prove superior to reason and
observation. Bloom may consider himself an eminently
pragmatic man but he is more a mystic than the artist
Stephen.
Aristotle, too, is challenged by this naive philosopher.

In "Nausicaa" Ble#m's thoughts on the stogping of his watch
at the moment when, miles away, Molly and Boylan came
together, would seem inevitably to lead him to considerations
of time and space. But it is themagnetism which intrigues
him; time is summarily dealt with:

Back of everything magnetism. Earth for

instance pulling this and being pulldd. That

causes movement. And time? Well that's the

time the movement takes. Then if one thing

stopped the whole ghesabo would stop bit by bit.

Because it's arranged. Magretic needle

tells you what's going on in the sun, the

stars. Little piece of steel iron. (371)
Contained in these surmisings is basic Aristotelian
philosophy:. Aristotle considered movement as the link
between time and space

And not only do we measure the length of

uniform movement by time, but wlso the length

of time by uniform movement, since they

mutually determine each other; for the length

taken determines the length moved over (the

time units corresponding to the space units),

and the length moved over determines the

time taken.>7

However Bloom, forestalling Bergson, does not entirely

endorse Aristotle's theory of movement measuring time. He



shortly atter muses upon the length of time it took for
L 4

Gerty's perfume to cover the distance between them, and

.
v

suggests that the movement, jugglihg time as it wishes, is

no reliable measurer: "Why did I smell it only now? Took

its time in coming like herselg, slow but sure" (372). The
movement here, taking its own time, negates the possibility
of measurement by the units of space it covered.

Bloom continues to show very little interest in time
and space. When he recalls the law of falling bodies:
"Thirtytwo feet per second, per second,” despite his
repetition of the time unit, it is the weight which he
ponders. A few seconds later, as he taps the newspaper
against his leg, the refrain recurs: "Per second, per
second,"” and with an entirely une%gected shifting of
thought, he fastens on the more unlikely word for
consideration: "Per second for every second it means" (73).
Time is again ignored, it seems, but in fact Bloom is out-
thinking Bergson. Why even quibble about the measurement
of time? Twice throughout the chaptef he reassures himself
and the reader that there is "time enough” (72, 85). In{
his "per éecond" tapping of the newspaper he demonstrateé
how to "mark time" as the fusiliers do in the same chapter,
without the intrusion of space. His "per second" is a
'corrective substitute for the count which Bergson claims is
responsible for the confusion of time with spaée. When

counting seconds -- or sheep ". . . if we picture to

‘ourselves each of the sheep of the flock in succession and

L
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separately, we shall never have to do with more than a
single sheep." In order that the number should increage

". . . we must retain the successive images and set them
alongside each of the new units‘Which we plcture to our-
selves: now it is in space that such a juxtaposition takes
place and not in pure duration."58 Bloom, in so marking
time, will never have to do with more than a single second
while yet he measures "every second." The tapping is to
recur as a measure of time for Bloom as he‘waitg the hour
of Boylan's and Molly's encounter. The sound of the blind
stripling's stick acts as an ominous refrain "per second per
second" during the painful, slow-paced hour of the "Sirens”,
increasing in frequency and persistence as four o'clock
approaches. It is an excellent measure of time without
recourse to space measurement..

Measurement of time is indeed very relative f6r Bloom.

It is remarkable how little use he makes of his watch.59

’

He consults it once before Paddy Dignam's funeral: "How
goes the time? Quarter past"” (85). The interest is at

once focussed, not on the actual hour, which is omitted,

but on the three quarters wﬁich remain at his disposal. He
is not discovered checking it again until he goes for lunch,
and then it is a significant gesture. Despite the fact that
the clock in Davy Byrne's pub is.facing him, he draws his
watch, not to tell time, it seems, but to consider what his
drink will be. Even Nosey Fiynn is struck by the oddity of

this, and, lest the reader has overlooked it, comments
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later to Davy Byrne: "Didn't you see him look at hié
watch? Ah, you weren't there. If you ask him to have.a
drink first thing he does he outs witﬁ the watch to see
what he ought to imbibe. Declare to God he does” (177-8).
Nosey Flynn has nof, of course, asked Bloom to have a drink,
but Bloom's thoughts have accidentally strayed, as he muses
on Davy Byrne, to the number that haunts him: "He doesn't
chat. Stands a drink now and then. But in leapyear once
“in four"/£l7l). The confused automatic action results:
"Wwhat will I take now? He dfew his watch. Let me see now."
The repetition .of "now" emphasises his time-related anxiety.
Minutes later he reacts in a similar w?y to a remark of
Flynn's: "Isn't Blazes Boylan mixed ué in it?/ A warm shock
of air heat of mustard haunched on Mr Bloom's heart. He
raised his éyes and met the stare of a bilious clock.
Twof (172). wWhen he almost coltides with Boylan later ih
the day, he again panics, searcﬁing his pockets, "Loak for
something_I. His hasty hand weﬁt quick into ; pocket.
. . ." This time he draws out the newspaper, but it is not
what he is looking for. "Afternoon she said. I am looking
for that. Yes that. Try all pockets" (183). Though he
eventually comes up with the soap, it seems obvious that
his mind was on ;is watch,

Obviously he does not check his watch again until eight
o'clock that evening, when he first discovers that it has

stopped, and then it is only in response to a request for

the time from Cissy Caffery (359). He does not bother to .
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wind it until much later in the Maternity Hospital (422).60

Bloom's watch is really a "conundrum” to him (358); he has
his own way of measuring time. |

Bloom's view of the past has that same quality of vision
which enables him %o see history,‘not so much as his own
particular nightmare, but as a universal occurrence
containing the elements of poetry and tragedy, which bring
a catharti? experience to its contemplation. In this he
again improves\on Aristotle who claims that poetry deals
with universal situations, whereas history describes the
particular. As Bloom watches a cloud over the sun he
recalls the history of his race: "Brimstone they called it
raining down: the cities of the plain: Sodom, Gomofrah,
Edom. All dead names. A dead sea in a dead land, grey and
old. o01d noﬁ. It bore the oldest, the first race" (63).
Thornton comments on Bloom's use of Edom:J "Bloom is mistaken
in including Edom as one of the cities. Edom was the name
given in Genesis 25:30 to Esau, who became father of the
Edomites."61 Thornton is correct, but so also is Bloom.
With the thopghts of the cities that had callgd down the
wrath of God, cities which had sold their spiritual birth-
right for the lusts of the world, Bloom is reminded of that
othgg occasion when Esau (Eddﬁ) handed over his birthright
to Jacob,_and hence to the Israelites, forla-bowl of soup.62
That Bloom is thinking so, and is liﬁking the Jewish loss

&

-of birthright to the Ifish loss, and thence to the universal

: . 3
loss, is evidenced by his thinking later on in the day. It



~. 129

is he who introduces, though he does not tell, the story of
‘Reuben J.'s payment of two shillings for the Q;demptiog‘of
his son (96). He takes note of the Irish police, employ

by the British Government and symbol of British rule in
Ireland. "After their feed with a good load of fat soup
under their belts" while others head for their troughs,
"Pfépare tq recéive‘soup" (162). Finally his thoughts stray
to a fact of Irish history: ™They say they used to give -
pauper children soup to chqezf to protestants in the time of
the potato blight"™ (180). It is the "same bait," soup in
exchange fér a birthright in whatever nation. "A bent hag
crossed from Cassidy's clutching a noggin bottle by the

neck. The oldest peoplé." Irish or Jew it is a story of .
universal death in "the grey suﬁken cunt of the worla““(63).
Bloom reacts to the unigersality of it as he does not react
,to thoughts of his own pathetic history or his d%agg:
"Desolation, G;ey'horror seared his flesh. Fofaigéfthe

page inéo his pocket he turned inﬁo Eccleé Street, hurrjing
homeward." But he has furth;r cetﬁi?sis to ;ndergo as he is
entombed with universal m&n; *Ccold oils slid along pis

veins, chilling,his blood: age crusting him with a salt
'8¥§ak" (EB). He emerges from his vision "Well, I am here
now,” and turns to "smell the gentle smoke of tea, fume of

the pan, sizzling butter,¥ and "her ample bedw‘fmed flesh,"
with fresh and greateér appreciation for the here and now,
"Yea,‘Yes' (63).

"
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Bloom's cyclical vision of time is close to Vico's,

but is more all-embracing in that it is intuitively aware

of cylical pattern everywhere at every moment: "One born:
every second somewhere. Other dying every second"” (164).

He even sees it in the cosmos: "Same old ding dong always.
Gagl then solid, then world, then cold, thén dead shell
drifting around; frozen rock like that pineapple rock” (167).
A sense of recurrence is to.be\e pected in Bloom's
philosophy as inevitably as "Day, then the night"” (71). The
year returns: "June that was too I wooed." History
repeats itself, and though the repetition in the form of
masturbation here seems trivial, it is in fact a turn in
the cycle of his life which he contemplates. He has been
stirred, emotionally and sexually, as he has not been s;hce
he wooed Molly: "Ye crags and peaks I'm with you once
again. Life, love, voyage round your own little world"
(374).

His vision fails him only»in that he finds it a dreary
cycle. Regeneration to a higher plane does not fit into
his creed. There is a joyless mechanical twist to his
wheel of time: "Wheels within wheels" (162). He does not
discount the possibility of further lives as his recurrént
thoughts on Metempsychosis indicate, but it is on the
numberigf deaths he muses rather than on the lives. He
sees a bunch of flowers left on a grave, "Must be his

deathg§ay. For many happy returns” (95). He ruminates in

the graveyard on love making among the tombstones: "In the



midst of life we are in death. Both ends meet™ (110). He

recalls his history:

Dear, O dear! All that lang.business about
that brought us out of the land of Egypt and
into the house of bondage 'alleluia. Shema
Israel Adonai Elohenu.' No, that's the other.
Then the twelve brothers, Jacob's sons. And
then the lamb and the cat and the dog and the
stick and the water and the butcher and then
the angel of death kills the butcher and he
kills the ox and the dog kills the cat.l24

Bloom has vision, but it is blurred by that pragmatic side
of him which sees "everybody eating everybody else" (124).
Memories come more tranguilly and frequently to Bloom
than to Stephen since the older man makes less effort to
control them. Generally he enjoys them, sgvouring the "dear
dead days beyond recall" as the persistent refrain from
"Love's Qld Sweet Song" suggests. His memory assumes almost
ritual s;gnificance when he uses the Jewish Passover
formula: "That was the niéht « « " (71, 156), thus
effectively destrdying barriers of time. Eliade speaks of

" . the abolition of time through the %mitation of
archetypes and the repetition of paradigmatic gestures."63

However when memories threaten his peace of mind Bloom

L

attempts to block them. Henke argues that for Bloom ". . .

recollection is carefully restricted to the frame of

nb64

positive memory. That this is not strictly accurate may

be seen from his thoughts on Rudy's and his father's deaths,

but he does attempt more often than not to control unhappy

-

memories:

She was humming: The young May moon she's
beaming, love. He other side of her.



Elbow, arm. He. Glowworm’s la-amp is
gleaming, love. Touch. Fingers. Asking.
Answer . Yes.

Stop. Stop. I it was it was. Must. (167)

When he recalls Mollyv’s new garters and who will see them
he closes out the thought: "Today. Today. Not think”
(180).

This control is seen too in Bloom's stream of con-
sciousness. The constant interruption by narrator, blending
into his thought patterns, indicates the objectivity which
persists in the shaping of his mental flow. It is almost
as though he surveys himself and his thoughts from a
distance: "Dribbling a quiet message from his bladder
came to go to do not to do there to do. A man and ready
he drained his glass to- the lees and walked, to men too
they gave themselves, manly conscious. . . ." (176)

Though not determined on developing artistic or intellectual
thought as is Stephen, his enquiring mind will not allow
ideas to associate freely without his forciné them into
satisfactory channels of thought. He sees the advertisement
for a planter's company, and stays with the imageé this
conjures up until he has worked out all the pros and cons

of the investment and decided: "Nothing doing. Still an
idea behind it" (62). He is a practical soul, and though,
unlike Stebhen, it is peace of mind rather than self-
torture or intellectual satisfaction he is seeking, never-
theless he is negating the more visionary and spiritual

part of himself. He has come a lot further than Stephen in

the approach to reality, allowing intuition to balance



intellect, but he still has some way to go betore he can
attain to the vision of reality achieved by Molly in her
blessed 1gnorance.

Molly has no struggle. Edmund Wilson is vastly over-
estimating her efforts and underestimating her achievement
when he writes:

Y
. . . she will tend to breed from the highest
type of life she knows: she turns to Bloom,
and, beyond him, towards Stephen. This gross
body, the body of humanity, upon which the whole
structure of Ulysses rests -- still throbbing
with so strong a rhythm amid obscenity,
commonness and squalor -- is laboring to throw
up some knowledge and beauty by which it may
transcend itself.®
Molly does not have to labour. Her knowledge and beauty
are contained in her invincible ignorance. To the extent
that Bloom's lesser learning and intellectualism raises him
nearer truth and reality than Stephen's, so Molly's abysmal
lack raises her to the highest reality of all. Molly's
solilogly is the natural sequel to Joyce's attack on
intellectualism in "Wandering Rocks" and Joyce uses one of
his favorite philosphers to underline his point. Giordano
Bruno argued all his life against intellectualism which
overlooked the divinity of the natural in its blind
striving after abstractions, and its seeking to know the
unknowable, and Joseph C. Voelker in a most illuminating
article on the influence of Bruno on Joyce establishes
beyond much doubt that "Molly's anti-intellectualism is

very similar to Bruno's."66



Molly's contradictions are well recognized, and

vVoelker sees in them the "coincidence of contraries” so
central to Bruno's thought. But what is particularly
relevant in Voelker's argument is that:
Both Bruno and Cusa associated the principle
of the coincidence of contraries with the
limits of human intellect and derived from it
the important corollary of "docta ignorata,”
or "learned ignorance" (the idea that we come
closest to God in our momentary apprehensions
of how he eludes our intellect) .67
Voelker also cites other evidence of Bruno's thought in
Molly. She dislikes mathematics and calculation,
premeditated action, and abstractions of all sorts. He
illustrates forcefully that Joyce had Bruno in mind when
creating Molly. However he fails to carry his relation of
Molly's thought to Bruno's through into one of the maijor
themes of Ulysses. Thus he is content to conclude that
Bruno "provided Joyce with a philosophical basis for
creating Molly both religious and amoral, an adulteress and
a piously faithful Penelope."68 But Bruno's non-intellectual
treatment of time and space has sweeping implications for
the role Molly plays in the overall pattern of Joyce's
novel,
For Bruno, within the infinite universe, J. Lewis
McIntyre writes:
. . . there is no difference between the hour
and the day, between the da& and the year,
between the year and the century, between the
century and the moment; for moments and hours
are not more in number than centuries, and
those bear no less proportion to eternity than

these. Similarly, in the immeasurable, the
foot is not different from the yard, the yard



from the mile, for in proportion to immensity,
the mile is not nearer than the foot.
Infinite hours are not more than infinite
centuries, infinite feet are not of greater
number than infinite miles.69
This denial of time and space barriers is Molly's as she
transcends both in ways that Stephen and Bloom never dare.
More than either of the two men Molly indulges in stream of
consciousness which Humphrey likens to the montage of films

’iS most

and says of it: "The thing about this that
pertinent to using the analogy for fiction technique is
that montage and the secondary devices have to @&o with
transcending or modifying arbitrary and conventional time
’and space barriers."70 Although both Stephen and Bloom
indulge in this process neither do so without frequent
interruptions from outside sensations recorded objectively.
Stephen in "Proteus" and Bloom in "Lestrygonians” are giv?n
the greatest opportunity for continuous association of
ideas, yet each, as has beea noted, deliberately limifs
himself when the stream of consciousness threatens to
control. '

Molly, however, defies all control. Very rarely,
de%pite the length of "Penelope", do outside events impinge,
and when they do they are assimilated into her stream of
consciouéness as fluently as thoughts of years long gone:

"I suppose he used tg sleep at the foot of the bed too with
his big square feet up in His wifes mouth damn this stinking

thing anyway wheres this those napkins are ah yes I know

I hope the old press doesnt creak ah I knew it would hes
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sleeping hard had a good time somewhere still she must
have given him great value for his money" (693). Nor does
she herselt at any time control her association of 1ideas to
follow any thoughts to a conclusion. However intriguing
the probl&m presented, whether it be the wonder of poldy
ordering breakfast in bed, curiosity as to where he got
sexual satisfaction, or the possibility of Stephen as a
lover, it is never so pressing that it can surface lun-
tarily again in Molly's thoughts. It must bide its time
until another train of associations chances to trigger it
once again into consciousness. This is the mind which
Wilson describes, in contrast to Stephen's purposeful
weaving of images, and Bloom's staccato notation, as
resembling "the swell of some profound sea."”
Of the three styles Molly's comes closest to the
Vd
spiritual reality described by Virginia Woolf:
Life is not a series of gig lamps symmetrically
arranged; life is a luminous halo, a semi-
transparent envelope surrounding us from the
beginning of consciousness to the end. 1Is it
not the task of the novelist to convey this
varying, this unknown and uncircumscribed
spirit, whatever aberration ‘or complexity it
may display, with as little mixture of the
alien and external as p0851ble?72 .
In a comparison of the three major characters' stream of
consciousness processes E. R. Steinberg notes the lack of

* .
structure in Molly's associations which is noticeably more

than Stephen's, and a little more than Bloom's.73 This
bears out Molly's unconscious reflection of Bruno's

teachings and emphasises the continual movement and change
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in all things. Bruno himself writes: "All things are 1n
)

flow; the parts of the earth, seas, and rivers vary their
positions, by a certain ebbing and flowing order of Nature,”
and McIntyre adds a footnote to this: "If the flow of
change were arrested at any one point of Nature it would
ultimately be arrested throughout the whole."74 Brivic
says: "The idea that time is caused by desire 1is a
standard concept in occultism, mysticism and Eastern
thought, where it usually supports the idea that he who can
overcome desire can transcend time."75 But Joyce in
"penelope"” is more concerned with Bruno's than with Eastern
thought, and Bruno sees desire as that which raises the
human to greatest reality: "In each and all is the desire
in-born to become all things. Such infinite desire implies
the existence in reality of that which will satisfy it."76
Bruno, according to MacIntyre, further adds:

None therefore are ever satisfied with their "

state, excepting the unfeeling or the

foolish who have no knowledge of, their own

ill, but enjoy the present without fear of

the future, can find rest in what is, and

have no feeling or desire for what might be:

'in short have 'no sense of contrariety,

which is figured bg the tree of the knowledge

of good and evil.'/’7

Molly's desires are numerous, her desire to become all
things often specific: "I wouldnt mind being a man and get
up on a 1 i/wéﬁéh" (GQLL; and far from this being, as
Brivic would contend, a subjection to time, it implies a
total Aisregard for the ravages time can effect, and Bruno
: -

emphasises this: "The wisq/Soul, however, will not fear

~ - 4

\ -
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death, will indeed sometimes wish for 1t . . _"/8 Molly,

surprisingly, in one so earthbound, has none of the dread
of death that haunts Stephehland troubles Bloom. On the
contrary, her desire most specifically relates to Bruno's
thought in the death wish: “"sweet God sweet God well when
Im stzgetched out dead in my grave I suppose 111 have some
peace" (690), and again, "I hope theyll have something
better for us in the other world" (693).

Molly not only transcends the future but the past, and
she relives the emotions of the past as subjectively as
though experiencing them for the first time: "I felt
‘rotten simply with the old rubbishy dress that I lost the
leads out of the tails with no cut in it" (673), and again
"I used to be weltering then in the heat my shift drenched
with the sweat stuck in the cheeks of my bottom on the
chair™ (677). It is interesting to note her use of the
present tense on one occasion: "keep yourself calm in ﬂis
flannel trousers Id like to have tattered them down off
him before ala/phe-people‘and give him what that one calls
flagellate till he was black and blue" (686). Nowhere of
course is this reliving of emotion so vivid as in the
closing stages of the novel, when Molly's %inal affirmation
of what has passed becomes one with what is, ;nd what is
to come. *

It is hardly surprising then that history holds no
fears for Molly. It is something that she knows abou; only

in the vaguest of terms: "general Ulysses Grant whoever he
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was or did supposed to be some great fellow landed ott the
ship" (678); "they could have made their peace 1n the

beginning or old oom Paul and the rest of the old Krugers

go and fight it out between them" (670). Occasionally she
reworks history: "the.Dublins that won Tugela” (670).79
She is much more interested in make-believe history: "It

was lovely after looking across ;he bay from Algeciras all
the lights of the rock like fireflies or those sham battles
on the 15 acres” (670). Molly's dismissal of history 1s of
immense significance in the pattern of Ulysses. Eliade
describes the need in man for continual regeneration. By

3 .
various r#!&)h‘ls_:_

. . . the cosmos and man are regenerated

ceaselessly and by all kinds of means, the

-..past is destroyed, evils and sins are

eliminated, etc. Differing in their formulas,

. all those instruments of regeneration tend
towards the same end; to annul past time, to
abolish history by a continuogus return'in
illo tempore'’ bg the repetition of the
cosmogonic act.380

Molly is very prone to ritual practice intefmingled with
superstitious belief: "the candle I lit that evening in
whitefriars street chapel for the month of May see it
brought its luck" (662); "I never brought a bit of salt in
even when we moved in the confusion” (686); "I oughtnt to
have stitched it and it on her it brings a parting"” (688);
"I was bad-tempered too because how was it there was a
weed in the tea or I didnt sleep the night before cheese

I ate was it and I told her over and over again not to

leave knives crossed like that . . . if he doesnt correct
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her taith I will” (689) .

" What may be termed superstitious practices in Molly
are not really different from the "repetition of certain
paradigmatic gestures" of which Eliade speaks, through
which alone an act requires a certain reality, and ?y which
"there is an implicit abolition of profane time, of
.duration, oﬁ\ifistory.'"Bl Molly's entire soliloquy is in
itself the confession of sins which has always been
regarded as an important ritual in regeneration and

abolition of time and history. Eliade notes that the

abolition of time and regeneration do not occur ". . . except

at essential periods - those, that is, when the individual
is truly himself: on the occasion of ritual or of
important acts (alimentation, generation, etc.).8 Molly

both menstruates and urinates during the early hours of
June 17. She is truly herself. Eliade could be speaking

of Molly when he writes:

It matters little if the formulas and images
through which the primitive expresses "reality”
seem childish and even absurd to us. It is
the profound meaning of primitive behavior that
is revelatory; this behavior is governed by
belief in an absolute reality opposed to the
profane world of "unrealities"j in the last
analysis, the latter does not constitute a
"world," properly speaking; it is the
. "unreal"” 'par excellence,' the-uncreated,

the nonexistent: the void.83

Reincarnation is still on Molly's mind from her
morning's lesson: "shed want to be born all over again”

(695), "and that word met something with hoses in it" (675),

"Id never again in this life" (686). It is difficult then
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not to look forx some sign of Vico's cyclesQ and indeed

there is ev{dencé'bf two complete contraséihg cycles of
N\

gods, heroes, men and ricorsos in the eight sentences of
the soliloquy, where Molly, without either the blindness
_of Stephen, or the satire of Joyce, is instrumental in
demonstrating how Vico, of all th philbsophers, comes
closest to the portrayal of reality. The Gods appear as
thunder in sentence one, with remarkably similar effect to
the apbearance of the Gods to man in Vico's history: "I
popped straight into bed uhtil that thunder woke me up as
if the world was coming to an end Gog be merciful to us I
thought the heavens were coming down about us to punish”
(662) . The heroes of sentence fwo are the long list of
suitors and gentlemen ranging from Boylan and Bartell
d'Arcy at one end of the spectrum to "a geﬁ¢leman",\"a real
old gentleman,” "an exceptional man,“\yaste% Francois,

Lord Roberts, the Prince of Wales, and\é%oom on a throne at

the other end (665~74). Men are recalled withﬂuncommon
pY ;

frequency in sentence three, while mention .is made of the

stages of man as "big infant," "delicate stﬁaent,‘ savage

brute,"” and in this sentence too can be found a reference
to the incarnation k674—5). Sentence four is a recall of
good times in Spain, and includes "books with a Md}ly in
them," and a perfect Rico;so: "Lord how long it seems
centuries of course they never come back" (675-80) .

Molly, of course, has just resurrected them all.



142

In the followino cycle Melly appears to have
. "

knowledge of Viconian ages. Shéssees things exactly as
they are, Gods, heroes, and men, and highlights their
absurdity. 1t is parody in the sense in which R. P.
Blackmur describes it:

Parody is something sung beside the main

subject. Parody is not caricature, not

satire: it is a means of treating reality

so as to come short of it either on purpose

or through necessity. Parody emphasises

mechanics, especially prescriptive mechanics

in executive technique, and greedily fastens

on the nearest possibilities in the material.

In our day, every man is a parody of his

moral self. (84)
A new cycle begins in sentence five. God's voice is
heard as a veritable shout in the street, in the bursting
of a paper bag: "Lord what a bang” (680-84). The hero of
sentence six is Ulysses himself. By her choice of Bloom
as hero, Molly is showing remarkable vision. Bloom is
indeed the perfect parodic hero. Blodm "sitting up like
the king of the country; Blodbm playing the hero in the boat
"with the tide all swamping in floods in through the bottom

-

and his oar slipping out of thé_stirrup. e . . thefes no
danger whatsoever keep yourself calm:" Bloom boasting of
"all the things he told father he was going to do;"

Bloom, the Knight errant, "whatever I liked.he was going to
do immediately if not sooner will you be my man will you
carry my can he ought to qe¥ a leather medal with a putty
rim." He makes a sorry hero but Molly in this sentence

admits: "I dont like a man you have to climb up to," and
<

realizes there are few heroes today: it must be real love
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.
if a man gives ub his 1life for her that way for nothing I
suppose there are few men like that left” (684-91). 1In
sentence seven Molly sees men clearly as poor creatures.
Doctor Collins she wouldn't marry "if he was the last man
in the world;" :there isnt in all creation another man with
the habits he (Poldy) has;" Arthur Griffith 1is a little
man; the furniture men need help: "deceitful men all there
twenty pockets are. not enough for their lies™; "man man
tyrant as ever"; horn blower "with the child's bonnet on
top on his ndb." Molly leaves no doubt of their folly:
"they call that friendship killing and then burying one
another . . . theyre a nice iot all of them . . . goodfor-
nothings?" She pictures the young men in Margate who from
the di§tance appeared "naked like a God or something and
then plunging into the sea with them why arent all men

like that"™ (691-97). This is Molly's plea for a new cycle,
a better world. Fortunately the'ricqrso of sentence eight
will come: "they might as well try to stop the sun from
rising tomorrow" (703). The entire last ééction, the
concluding paragraph of Ulysses is one tremendous ricorso
brought about by Molly (697-704). ’
Through her vision and natural awareness, through

-~

intuitive Brunonian and Viconian thought, a new cycle is

-

miade possible. Her assent carries with it overtones of
Mary's acceptance of the part she must play in the
redemption of men: "yes I said yes I will Yes." It is

.

not the end; it is merely the beginning.
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CONCLUSTON

The deceptively simple structure of Molly's soliloquy
has been the major stumbling block in a comprehensive
reading of the final chapter of James Joyce's Ulysses.
Scholars faced with the apparently inconsequent ramblings
of a semi-illiterate woman, in what should be the climactic
moments of a major work of literature, have resorted to
extremes in their treatment of "Penelope." Some dismiss
Molly as unworthy of consideration. Arnold Goldman makes
no mention of her in his discussion on the philosophical
themes of Ulysses, and only scathing acknowledgement in his
treatment of styles:

The style of "Penelope" is, then, an

approximation to a level of consciousness

(or unconsciousness) which is during the

day working below the level of the "stream”

reproduced for Stephen and Bloom in "the

initial style."” Its verbalization by Molly

is something of a pretext, but acknowledgement

of the style's function in the logic of

Ulysses' styles may help divert attacks from

MofIy herself by those who obiect to her

supposed Great Motherishness.
The Great Mother image is that, most trumpeted by other
extremists ever since Stuart Gilbert, highlighting the "Gea
Tellus" reference, described Molly as "the Great Mother,"
and Frank Budgen, in what seems to be considered a
definitive statement, declared that: "What she symbolizes
is evident: it is the teeming earth with her countless
brood of created things,"” and referred to her as "fruitful .

mother earth."” Gilbert speaks vaguely of Molly as "a

150
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creator of lite," without any concrete indication of how
exactly she merits the title. Budgen cannot specity any
of the analogies of his symbolism, and resorts to poetic
and meaningless obscurities: "Molly's monologue snakes its
way through the last forty pages of Ulysses lik® a river
winding through a plain, finding its true course by the
compelling logic of its own fluidity and weight."2

It is hardly surprising that such unwarranted symbolism
should rouse scholars to strong reaction, and J. Mitchell
Morse goes to opposite extremes as he ruthlessly strips
Molly of any possibility of mystique in a violent personal
attack, while E. R. Steinbergqg, rivalling Budgen in his poesy,
writes: "The ultimate irony of this lattér-day Penelope is
not that the reader sees her weavidg tawdry tapessries of
infidelities on the lons of her memory and imagination,
but that, pathetic as her Ulysses is because of her
treatment of him, she does not even deserve him."3

It is a mistake to see Molly as symbol rather than
character, or even like Dguglas Knight, to see her as much

symbol as character.4 It is equally wrong to refuse to look

e
beyond the character's everyday stream of consciousness to
the essential intuitive spirit beneath. Had Molly's
outpouring been merely the affirmation of her adultery, and
a fitting together of missing pieces in Ulysses, Joyce with
his genius for character portrayal, his keen ear for

dialect, and his delight in words and rhythms, could have

unleashed the flow of language in "Penelope” as easily and
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uninterruptedly as Molly herselt. The fact that he
laboured long and hard, findingqthe writing ot this
chapter Fo be much more difficult than he had anticipated,
is indicative of the intricacies of theme, structure, and
style woven throughout it. He admitted to Budgen that
"'penelope' is the clou of the book," which may be taken
to mean that she is the nail holding it together; the clue
to what has gone before.S

1t has been shown in this essay that at least three
of the major themes of Ulysses cannot be fully understood
until their final treatment in "Penelope" is revealed. The
function of the narrator is unique: 1limited in his lack of
omnidcience and interference, yet powerful in his

manipulation of the word, tone, and style of language, he

[

controls both character and reader, and breeds a distrust
of 1angugge which is only overcome by Molly. She dispenses
with the narrator, suits the tone and style to her charac-
ter, controls word and meaning, and illustrates the

honesty of language when it is not subjected to abuse from
character or narrator. It is the same narrator who moves
through the novel, at times, as in the opening six chapters,
intermingling with the stream of consciousness of the
charactei>to deceive and confound the reader; at times
impersonating a type, as in "Cyclops," or a writer, as in
"Ooxen of the Sun,"” to point the influence of style on both
character and reader; once{ in "Euﬁaeus," attempting to

impersonate the leading characters; and finally, in "Ithaca,"
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as toreshadowed in "Aeolus," pretending to withdraw
himseif and his influence from the scene. It is only by
accepting the single narrator concept that the variety of
his manipulations and deceits becomes obvious, and his
overthrow in "Penelope” effective.

The father-son relationship is not the simple Bloom-
Stephen union, which in fact is never consummated; It has
much of the Stoom-Blephen in it "Substitutinag Stebhen for
Bloom . . . Substituting Bloom for Stephen . . ."6 Each man
is both father and son in his relation to the rest of
humanity, and, inevitably, must be completed by the spirit
to form the eternal trinity and find fulfilment. It is only
through Molly as spirit that the fatherhood and sonship of
man is fully realized, and the non-communion of Stephen and
Bloom as father-son loses significance in the greater
communion with the rest of humanity, and in their awareness
of aloneness without loneliness. Molly's lféht is the
symbol of the movément of the spirit within the men: she
is of the spirit. Her procreation as Gea-Tellus is her
ability to quicken the spirit within others. Bloom rests
beside her, "the childman weary, the manchild in the womb"
(658) . Finally secure in his fatherhood and sonship,
through the vision of the spirit, he is enfolded in its
comforting love.

«Joyce uses problems of time and space to launch a

Brunonian attack on the use of the intellect in the search

for reality. Berkeley, Lessing, Vico, Bergson and Arﬁstotle



are not spared, as their philosophies are systematically
disproved, or mocked in the proving. Stephen's gféatcr
intellect makes him fair game for Joyce's arrows, and he 1is
only saved from complete ridicule by his ability to laugh
at his own efforts:

A very short space of time through very short

tires of space. Five, six: the "nacheinander . "
Exactly: and that is the ineluctable modality
of the audible. Open your eyes. No. Jesus!.

If I fell over a cliff that beetles o'er his

base, fell through the "nebeneinander”

ineluctably. (42)
But he is far from an awareness of reality,rfurther than
Bloom, whose natural philosophizing often touches unerringly
on deep truths, without the benefit of intellect and
argument. Bloom, however, allows his pragmatism to crush
the flowering of the spirit within him. In this he too,
clouds his vision of reality. He and Stephen are the two
old, frustrated maids of "The Parable of the Plums," who
allow the rich juice of life to dribble out of their
mouths. Molly's lack of intellect, in true Brunonian style,
brings her close to reality. She has an intuitive knowledge
of the divine in nature, and the futility of the search for
it by reason: "nature it is as for them saying theres no
God I wouldnt give a snap of my two fingers for all their
learniqg;yhy dont they go and create something themselves”
(703) . ‘

She is open to life as the old women of the parable

are not, and with knowledge of only "plain words" she yet

understands metempsychosis and the cycle of life and death.
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The eight sentences of her soliloguy contain two complete
Viconian cycles of ages, the second a parody of the first,
in a reflection of Molly's subconscious intuition of the
endless cycle of all things, and the pathetic self-
importance of puny man paradoxically reflecting his
essential greatness. Molly has vision as Moses had on
Pisgah when he realized that his promised land was not the
land of Israel towards which he had journeyed. Like Moses,
she is aware of a greater reality than are her fellow
travellers. Echoing Mary at the moment 6f the
Annunciation, she is open to the movement of the spirit
within her: "and then he asked me would I yes to say yes"”
(704). It is her response to love, to life, and to death.
Joyce wrote to Harriet Weaver that "Penelope” had ". : . no
beginning, middle or end."7 1t is appropriate; for Molly,
there is no distinction. The beginning is the end; the end

is only the beginning.
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APPENDIX A.

VICONTIAN CYCLES IN "WANDERING ROCKS”

N

The opening section of "Wandering Rocks" may be broken down

into Viconian cycles as follows:

Gods

Heroes

Men

Ricorso

Gods

Heroes

Father Conmee

"... soldiers and
sailors whose legs

had been shot off by

cannonballs ...
Cardinal Wolsey,

unworthy prince of

the Church.

Mr. David Sheehy M.P.

Father Conmee ".
smiled yet again
in going."

"Father Conmee
walked and,
walking ....

Father .Bernard
vaughan ... of
good family
Pilate

\
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"The superior ... the very
reverend ..." of the
Society of Jesus.

"Vere dignum et justum
est.”

'It is meet just and
right ...' to give thanks
to God.' Father Conmee
anticipates the thanks of
Martin Cunningham and the
Dignam family.

fight for their country
and end their days in a
pauper ward.

representative of the T
community of men. ‘
Father Conmee's "call"”
opposed to the voice of
God thundering.

The bathos made obvwiOws
in the coda: "He had
cleaned his teeth he
knew, with arecanut
paste”

overtones of God walkfng
in the garden of Eden.
"The man and his wife
heard the sound of Yahweh
God walking in the garden
...." Genesis 3:8.

with droll eyes and
cockney voice

Roman governor who is
unable even to "old back
that owling mob."



Men

Gods

Heroes

Men

Ricorso

Gods

Heroes

Men

Ricorso

Gods

Heroes

three little
schoolboys.

"aAnd what was his
name? Jack Sohan.
And his name?
Ger. Gallagher.
And the other
little man?"

Father Conmee -
smiles and walked
along Mountjoy

Mr. Dennis J. Maginni
Lady Maxwell

Mrs McGuiness-—
pawnbroker

Al

"Such a ... what
would he say? ...
such a queenly mien.

Father Conmee --
glances at shut-up
free church on his
left.

Rev. T. R. Green B.A.

"A band of
satchelled
schoolboys ..."
"Father Conmee
greeted them more
than once...."

Father Conmee smelled
incense on his right
hand as he walked ...
raised his hat to the
Blessed Sacrament

spendthrift noblemen
of Aldborough house
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names of a bookie,
pawnbroker and an
unpleasant acquaintance
of Joyce's. Note 17,
Chapter 11.

God on Mount

described by Adams as
"a fake gentleman.”

her lowly position
emphasized by Father
Conmee's amazement at
her gqueenly mien.

Repeat of Father Conmee's
first thought -- unable
to find another word.

The sheep will be on
God's right and the
goats on his left.

acting according to his
lights though suffering
from invincible ignorance

greets an old
acquaintance



Men

Ricorso

Gods

Hetoss

Men

Ricorso

Gods

Heroes

Men

Ricorso

Mr. Wm. Gallagher e
unlabouring men
lounging bargeman

on Newcomen bridge
Father Conmee
"stepped on to an
outward bound tram.
Off an inward bound
tram stepped the
reverend Nicholas
Dudley C.C.

Father Conmee

gentleman in tram
... his wife
"tiptapping a small
gloved fist on her
opening mouth and
smiled tinily"

the awkward man
in bus

the awkward old
man in church
an old woman

"She passed out

with her bagket

and a market net:
and Father Conmee
saw the conductor
help her and net
and basket down."

Father Conmee--
thinking of the
good souls whom
he blesses

Mr. Eugene Stratton
with thick
niggerlips - *

millions of black
and brown and
yellow souls

"Father Conmee
alighted, was
saluted by the

cpnductor and saluted
in his turn.”
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tradesmen lounging
non-working labourers
bargeman daydreaming —-
all seen as "idyllic" by
Father Conmee

Newcomen suygests new
beginning.

likes cheerful decorum

suggestion of coat of
mail Q

world renowned comedian



Gods

Heroes

Men

Ricorso

Godcs

Heroes

Men

Ricorso

Gods

Heroes

Men

Ricorso

Gods

Heroes

Father Conmee

Lords of Malahide
Lord & Lady Belvedere
Her husband's brother
"Only God knew and
she and he, her

husband's brother."

Father Conmee

Don John Conmee
the French
Conmee's recall of
days in Clongowes

Father Conmee

Lady Maxwell

Father Conmee
praying "in secret”
admitting onlygthen
his humanity a
depeﬂdence

He crosses his breast
Faqber Conmee

"Beati immaculati,”
'the blessed unsullied'

“the dry land
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Onh
16 pleased
road and the
"God called
'earth'

and God saw that 1t was
good." Genesis 1:10

One line of the poem
Conpee quotes seems to
mock Genesis: "Thus passes
each pleasure that earth
can supply.” :

COnme e
R .

Fathet
Malahide
wlth the
name echoes

- English planters
Branded adulteress and
unscrupulous husband.

without a title

a retelling of the story
in a single line which 1is

!

A

actually a cycle in itself.

thinks of "the ways of
God which were not our
ways."

whose words are homely
and just

with gloves, rededged
breviary and ivory
bookmark

he prays to God "Our
Father," and to Mary
our mother.

2 T

églked -- and walking

/
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Men Flushed young man and
woman comlng out of
hedge after love-maklng

R1corso "Father Conmee blessed
both gravely and turned
a thin paye of his
breviary."

The final word is Vico's (condemned as heretic and sinner
by the princes of the Church): Sin: Principes persecutl
sunt me gratis: et a verbis tuis formidavit cor meum.”
'Sin: Princes have persecuted me without cause: but my
heart standeth in awe of 'thy word.'



