
 

 

 

 

 

 

 

 

 

Copyright 

by 

Jasmine Tiffany Mulliken 

2011 



 

 
The Dissertation Committee for Jasmine Tiffany Mulliken  

certifies that this is the approved version of the following dissertation: 
  

 

From “Disentangling the Subtle Soul” to “Ineluctable Modality”: 

James Joyce’s Transmodal Techniques 

  
                
      
 
             Committee:  
  

 
 ____________________________________  

                   Alan W. Friedman, Supervisor  
  
      

 ____________________________________  
                    Brian A. Bremen  

  
      

 ____________________________________  
                    Justin D. Hodgson 

  
      

 ____________________________________  
                    Thomas F. Staley 

  
      

 ____________________________________        
              Elliott M. Antokoletz 

 
 



 

From “Disentangling the Subtle Soul” to “Ineluctable Modality:” 

James Joyce’s Transmodal Techniques 

 

by 

 

Jasmine Tiffany Mulliken, B.A.; M.A. 

 

Dissertation 

Presented to the Faculty of the Graduate School of 

The University of Texas at Austin 

in Partial Fulfillment 

of the Requirements 

for the Degree of 

Doctor of Philosophy 

 

The University of Texas at Austin 

May 2011



 iv 

From “Disentangling the Subtle Soul” to “Ineluctable Modality”: 

James Joyce’s Transmodal Techniques 

 

Jasmine Tiffany Mulliken, Ph.D. 

The University of Texas at Austin, 2011 

 

Supervisor: Alan W. Friedman 

  
 This study of James Joyce’s transmodal techniques explores, first, Joyce’s 

implementation of non-language based media into his works and, second, how digital 

technologies might assist in identifying and studying these implementations.  

 The first chapter introduces the technique of re-rendering, the artistic practice of 

drawing out certain characteristics of one medium and, by then depicting those 

characteristics in a new medium, calling attention to both media and their limitations and 

potentials. Re-rendering can be content-based or form-based. Joyce employs content-

based re-rendering when he alludes to a piece of art in another medium and form-based 

re-rendering when he superimposes the form of another medium onto his text. 

 The second chapter explores Dubliners as a panoramic catalog of the various 

aspects involved in re-rendering media. The collection of stories, or the fragmented 
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novel, shows synaesthetic characters, characters engaged in repetition and revision, and 

characters translating art across media by superimposing the forms, materials, and 

conventions of one medium onto another. Dubliners culminates in the use of coda, a 

musical structure that commonly finalizes a multi-movement work. 

 The third chapter analyzes of A Portrait of the Artist As a Yong Man, focusing on 

its protagonist who exhibits synaesthetic qualities and a penchant for repeating phrases. 

With each repetition he also revises, a practice that foreshadows the form-based re-

rendering Joyce employs in Ulysses and Finnegans Wake. 

 The fourth chapter explores the “Sirens” episode of Ulysses. In this episode, Joyce 

isolates the structure of the musical medium and transfers it to a literary medium. This 

technique shows his advanced exploration of the effects of one artistic medium on 

another and exemplifies his innovative technique of re-rendering art forms. 

 Finally, the fifth chapter explores how we might use digital technologies to 

visualize Joyce’s techniques of re-rendering. Based on these visualizations, we might 

identify further connections Joyce makes across his works. 
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Chapter One 

Re-rendering: An Introduction to a Theoretical Framework 

 In their introduction to Joyce’s Critical Writings, Ellsworth Mason and Richard 

Ellmann note that, according to his brother, James Joyce contemplated acting as a career 

under the stage name Gordon Brown. The name was a tribute to Giordano Bruno, the 

sixteenth-century philosopher who was burned at the stake for heresy. In a 1903 review 

of Giordano Bruno, a new biography and explication of his philosophy by J. Lewis 

McIntyre, Joyce describes Bruno as “[a] Dominican monk, a gipsy professor, a 

commentator of old philosophies and a deviser of new ones, a playwright, a polemist, a 

counsel of his own defense, and, finally a martyr burned at the stake” (CW  133). As a 

multitalented artist himself, Joyce admired Bruno, and, while he apparently never acted 

as Gordon Brown, he paid tribute to Bruno in his written works.  For instance, Joyce 

makes “gnomon,” one of Bruno’s mathematical interests, a signifier of paramount 

importance to the young boy in “The Sisters” and, according to David Weir, uses a 

gnomonic model throughout Dubliners.1  According to Bruno’s theory and definition in 

his De Triplici Minimo, and as cited in Weir’s article, “[t]he gnomon is that which, added 

or subtracted, enlarges or diminishes a figure without changing its form” (348), and, Weir 

argues, Joyce employs characteristics of the gnomonic enlargement and diminution in his 

                                                        
1 See David Weir’s “Gnomon is an Island: Euclid and Bruno in Joyce’s Narrative 
Practice.” Weir argues that Joyce’s omitting of certain narrative passages creates a kind 
of structural gnomon. By leaving out Eveline’s actions and thoughts between the 
apartment and the Wall in “Eveline,” Joyce creates a narrative void that parallels the void 
in the geometrical gnomon. 
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narrative patterns. Weir thus maintains that Joyce uses “gnomon” not just as an allusion 

but also as a structural model for his stories.  

 Bruno also appears in both A Portrait of the Artist As a Young Man and 

Finnegans Wake. In the 24 March diary entry at the end of Portrait, Stephen is at college 

arguing with Ghezzi: “This time about Bruno the Nolan. Began in Italian and ended in 

pidgin English. He said Bruno was a terrible heretic. I said he was terribly burned. He 

agreed to this with some sorrow” (249). In Finnegans Wake, as Mason and Ellmann note, 

Bruno appears in the name of the booksellers Browne and Nolan.2 A trace of Bruno the 

Nolan may also appear in Ulysses’s “Brunny Lynam,” the name of the young Belvedere 

boy whom Father Conmee asks to post his letter. Though not a perfect anagram, the name 

suggests a mixture of anagrammatic and mathematical processes. For instance, if y=o, 

“Brunny Lynam” becomes “Brunno Lonam.” Next, in subtracting the shape of “n” from 

each word, “Brunno Lonam” may become “Bruno Lonan.” If lon=nol (in algebra, the 

result of values multiplied is the same regardless of their order), then “Bruno Lonan” 

becomes “Bruno Nolan.” Finally, since “the” is an article denoting a singular noun, we 

may treat it as a “1,” a number which, when multiplied by any value, equals the 

multiplier. We may then insert a “the” theoretically without changing the original value, 

thus “Bruno Nolan” becomes “Bruno the Nolan.” While lacking any concrete scientific 

proof, this process nevertheless exhibits a unique synthesis of literal and thematic 

allusion: not only does Joyce invoke the name of the mathematician; he does so through a 

                                                        
2 In the 1591 Latin publication, Bruno identifies himself Iordoni Brvni Nolani. The 
variation of alphabetic symbols and spelling in translation adds to the malleability of the 
name as a reference to the person or ideas. 
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mathematical-verbal process that blends literary (via anagram) and mathematical (via 

mathematical operations) techniques to conjure a deeper allusion than a solely literal 

reference could provide. Whereas a literal allusion may elicit a reader’s interpretation of 

the connective qualities between referent and its context, an allusion in the style of 

something non-literal signals not just a thematic comparison but a structural one. Joyce 

refers not just to Bruno the man or Bruno’s work but also to the structures and 

conventions that define his work. The fact that Bruno was “[a] Dominican monk, a gipsy 

professor, a commentator of old philosophies and a deviser of new ones, a playwright, a 

polemist, a counsel of his own defense, and, finally a martyr burned at the stake,” adds to 

the linguistic-mathematical focus a potential reference to religion or theater or law 

because Bruno’s interests were so varied. Joyce pays tribute to this man of multiple 

modes by using multiple modes to allude to him. 

 Bruno’s appearance in Joyce’s work in the forms of his gnomon, his identity as a 

martyr, and his possible pseudo-anagrammatic namesake represents a small example of 

how Joyce invokes and reprograms themes in multiple texts. Scholars have produced 

numerous volumes on the myriad allusions in his works; they have also argued, like 

Weir, for the works’ resemblance to other kinds of art. In Our Exagmination Round His 

Factification, Samuel Beckett, under the influence of Joyce, insists that Finnegans Wake  

“is not about something; it is that something itself” (14).  In the case of Bruno, Joyce is 

both writing about Bruno in Portrait and writing in terms of Bruno in Dubliners—and 

also in Ulysses. The difference shows a multi-phased process that Joyce employs in the 

trajectory of his work, with increasingly complex examples in Dubliners, Portrait, and 
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Ulysses. Although the technique culminates in Finnegans Wake, it is the aim of this study 

to show the development through his earlier works of a process I call “re-rendering.” 

 Re-rendering is the practice of drawing out certain characteristics of one medium 

and, by then depicting those characteristics in a different medium, calling attention to 

both media and their limitations and potentials. In order to understand this process, 

however, I will first discuss what constitutes a medium, addressing existing definitions 

and their limitations, and then demarcate the distinction between rendering and re-

rendering by exploring examples within Joyce’s work and work he has inspired. 

 While multimedia was not a common term in Joyce’s day—it was introduced in 

reference to art in the 1950s (OED)—the concept was nonetheless a popular one. In The 

Artwork of the Future, a text often referenced by Joyce, Richard Wagner writes, “Artistic 

Man can only fully content himself by uniting every branch of Art into the common 

Artwork,” and he identifies the “highest conjoint work of art” as drama (4). Drama is the 

superior form of art, Wagner argues, because it combines all other kinds of art—lyric, 

architectural, visual, performative, and musical—into one in which each part must rely on 

the others for its full expressive potential. This idea of the Gesamtkuntswerk, or the whole 

artwork, was also taking shape in the early 1900s in the cinema, which, like opera, 

combines multiple art forms in a multimedia production. Fascinated by film, Joyce was 

partly responsible for opening Dublin’s first cinema, the Volta. Among writers who 

lauded film as a new and wonderful artistic medium was F.T. Marinetti, co-author of 

“The Futurist Cinema.” According to Marinetti, the cinema offered a new method of 

artistic expression, but he warned against letting the productions become cliché. He 
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proposed pushing the expressive limits and creating an art that would be “antigraceful, 

deforming, impressionistic, synthetic, dynamic, free-wording” (12). He thought it should 

move beyond emulating the theater and become its own “polyexpressive” medium: 

One must free the cinema as an expressive medium in order to 
make it the ideal instrument of a new art, immensely vaster and 
lighter than all the existing arts. We are convinced that only in this 
way can one reach that polyexpressiveness towards which all the 
most modern artistic researches are moving. (12)  
 

As Marinetti’s context implies, polyexpressiveness seems to rely on the use of multiple 

modes of conveying information—aural, visual, textual, etc.—to  express more than what 

is expressible in a single mode. The cinema had, at Marinetti’s time, the ability to 

incorporate the visual and the textual. His argument seems to be that while text is 

expressive, the added visual element that cinema provides makes it expressive in multiple 

ways.  

 While Joyce experimented in various artistic modes—he sang and considered 

acting—he ultimately settled on the literary arts as his domain. Intrinsic in this decision 

was the resolution to work within the constraints of the traditional literary medium of the 

book.  However, he sought to move the expressive potential of the book toward 

Marinetti’s polyexpressiveness. In order to do this, though, he had to employ different 

methods than those used in theater and cinema. He had to break down each medium into 

its most basic parts in order to rebuild it as a hybrid that would take the shape of literature 

but carry in its DNA the residues of, among others, opera, painting, film, pantomime, 

photography, dance, and folk song. And in order to understand how we might read into 

his works these surgical processes, we must first understand the make-up of a medium, a 
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concept that, like multimedia, has attracted several definitions and multiple explanations 

in the last century. 

 Marshall McLuhan describes a medium as a technology or an extension of man. 

According to McLuhan, a medium is not content driven but technologically driven. 

Furthermore, the content of media is always other media. The idea that a medium is a 

technology and self-reflexive will become important to this study, but we might first 

consider a couple of more basic descriptions. Gunther Kress and Theo van Leeuwen, 

Multimodal Discourse, offer a fairly basic description of medium as “the material 

resources used in the production of semiotic products and events, including both the tools 

and material used (e.g., the musical instrument and the air; the chisel and the block of 

wood)” (22).  Bolter and Grusin offer a more nuanced and complex explanation. 

According to them, “[m]edia function as objects within the world—within systems of 

linguistic, cultural, social, and economic exchange” (58). Both definitions equate the 

medium to an object. While materials and functional objects do constitute a necessary 

component of a medium, a medium must also include a set of conventions, like 

characteristic practice and form. While Kress and van Leeuwen leave out the first two 

elements, Bolter and Grusin’s emphasis on the informing systems implies that convention 

and practice are also essential to the make-up of a medium. Expanding on Kress and van 

Leeuwen’s definition and narrowing Bolter and Grusin’s, we might build yet another 

definition that might be applied more explicitly to Joyce’s techniques. 

 “The musical instrument and air” are not themselves a medium, though the 

production of music certainly requires these materials. The medium of music must 
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consist of, in addition to the materials (e.g., the instrument), the processes involved in 

using the materials (the movement of air, plucking of strings, depression of keys, etc.) 

and the organizing principles governing the implementation of the process upon the 

material (i.e., the forms). Someone entirely unfamiliar with a flute, for example, might 

see the object as a tool for purposes other than making music: a measuring stick, perhaps, 

or a weapon or a form of currency. To this person, the material alone may fail to reveal 

its purpose or potential as art. Even if one is familiar with a flute as an instrument of 

music-making, one particular flute may be an artifact representing an ancient culture, 

meant not to be played but to exist as evidence of a past civilization. In this case, the flute 

functions more like a sculpture in a museum, a representation of certain artistic practices, 

both musical and artisanal. It is a material symbol, once a tool, but not itself a medium. It 

is as much a material object of a metallurgy or woodworking medium—a sculptural 

medium rather than a musical one. In addition to its materiality, a medium also requires a 

context.  

 The flute is, of course, an instrument of music-making. Certain conventions 

determine its use as such a tool, but unless one understands the convention of positioning 

the mouth in order to elicit a tone from the instrument, blowing air into the mouthpiece 

will result only in a sound of air traveling through a tube. One of the first skills a flautist 

must learn is embouchure, the positioning of the mouth to the instrument. Embouchure 

differs greatly between instruments. Likewise, one operating this tool must learn the 

fingerings that correlate with the notes. These basic processes are necessary in order to 

create music.  
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 Similarly, the processes of music rely on a musician’s understanding of the 

conventions used in notation so that she may produce the sounds the composer has 

imagined in the creation of the piece. For example, musicians must understand key 

signatures (see fig. 1.1) in order to produce a musical piece of work. Different styles of 

music use different key conventions. A contemporary European diatonic scale consists of 

an octave, with the bottom and top tones separated by seven incremental tones. In 

contrast, a pentatonic scale, which is used in the music of many Eastern cultures and 

many other cultures’ folk music and in jazz, is made up of only five increments. In any 

piece, the key signature may be interrupted by accidentals (sharps, flats, or naturals that 

are not part of the key’s major scale) marked by notations in the music. 

 

Fig. 1.1 
Key signature indicating the key of E♭, in which any B, E, or A note should be played a 

half step lower than the natural, i.e., B ♭, E ♭, and A ♭. 
 

 A musical medium also consists of rhythmic forms. In addition to containing a 

key signature, a piece of music also includes a time signature (see fig. 1.2), which might 

classify the piece as a march (4/4 time), a waltz (3/4 time), a tarantella (6/8), and so on.  
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Fig. 1.2 
Time signature of ¾. In a measure in which a quarter note is the standard unit, each 

measure will contain the rhythmic equivalent of three quarter notes. 
 

These time signatures may be further modified by tempo, such as andante, allegro, or 

presto. Together the number of beats in a measure and the tempo define a style. 

Additional notations in a piece, suggesting dynamic (pianissimo, sfortzando, etc.) or 

emphasis (staccato) or changes in rhythm (ritard, fermata, etc.) all contribute to the 

conventions of a musical medium. 

 The same logic may be applied to oil painting or photography. Paint and canvas 

and brushes are material components of the medium of oil painting, but by themselves do 

not constitute a medium. The action of the artist is needed to transform material into what 

someone will consider art.3 Some artists, especially toward the end of the twentieth 

century, made an art out of the process of randomly throwing paint on a large canvas, 

splattering various colors in the hope (or expectation?) that serendipity would cause the 

                                                        
3 While an interesting discussion, especially in terms of Joyce’s works, the artistic 
aesthetic and what constitutes art is too subjective a topic for this study. For purposes of 
this book, I use the term “art” to mean anything that some audience, however small, 
might consider art. 



10 

final product to be labeled artistic. Even when the application of paint was somewhat 

more controlled, as with many forms of action painting or, say, Pollock’s drip painting, 

the processes are foregrounded while the tools are limited or dispensed with. Other artists 

have used their bodies as brushes, dancing or otherwise physically performing on a large 

sheet, their bodies coated with paint, allowing whatever imprint the actions might conjure 

to serve as the lasting impression of their performative process. In instances like these, 

the final products are themselves only part of a larger artistic endeavor, much like an 

audio recording or still shots of a dramatic production, proof of a much more complex 

process than the material alone provides. 

 Photography offers an excellent example of the problems associated with defining 

a medium solely by its materials: at its advent, photography utilized mercury, silver, a 

copper plate, and lavender oil to produce an image; now digital cameras use electronic 

sensors that measure reflecting protons to create an image which can be viewed on a 

pixilated screen or printed on paper. Although the materials used in the process of 

capturing an image based on light and reflection have changed, the process and 

conventions remain essentially the same: a camera, using particular lens adjustments, is 

aimed at a target and captures its image through processes that have evolved since the 

late 1820s. In photography, in fact, technology ensures that the materials of a medium are 

always evolving to adapt to the processes and conventions that characterize the medium 

even though the critical process of capturing light has remained at the center of 

technological changes. This “contact point,” as Bolter and Grusin call it, the point that 
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“establishes an immediate relationship between the photograph and the object” continues 

to define the photographic medium (30). 

 In addition to material and convention, a medium requires form. In photography, 

the form may be characterized by the composition: the arrangement of objects in the field 

of vision. Painting relies on form in the sense of the conventions an artist must use to 

convey perspective. In music, form is not only an organizing principle but also an 

essential part of a piece’s meaning. For example, in Music As Cultural Practice, 1800-

1900, Lawrence Kramer explores the implications of form in music and how, by 

disrupting expectations of form, artists like Beethoven, Chopin, Liszt, and Wagner 

convey the dynamic essence of an age. While formal designation, like sonata or fugue, 

convey certain moods and meanings in and of themselves, these forms can also carry 

very different expressions. Kramer points to the examples of the Scherzo movements of 

Beethoven’s Fifth Symphony and String Quartet, which express opposite meanings 

though they adhere to similar formal structures. This “expressive doubling” shows the 

potential of music to mean based on its relationship to formal expectations. As a non-

linguistic expression, music, like the visual arts relies upon this kind of relationship for its 

expressive potential. Meaning in music is almost always an effect of the implementation 

or manipulation of certain forms. The same can be said of any artistic medium.  

 If a medium is a combination of material, form, and convention, rendering is the 

act of conveying an idea utilizing these characteristics (i.e. making an idea an object) and 

re-rendering is the practice of taking one or more of a medium’s characteristics and 

transposing it into another medium. In Camera Lucida, Roland Barthes writes that “the 
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photographs I liked were constructed in the manner of a classical sonata” (27).4 In music, 

a sonata contains an introduction, exposition, development, recapitulation, and coda. 

Although Barthes does not explain what he means by his analogy of a photograph to a 

sonata, it seems likely that he is referring to a photograph’s composition. Something 

about the photograph must seem arranged well to him; perhaps the image communicates 

a certain balance. Perhaps its construction fulfills some expectation and therefore appeals 

to him as a particular kind of viewer. Perhaps Barthes’ appreciation of the musical sonata 

causes him to seek similar movement and characteristics in photographs. In this case 

Barthes experiences photography as a re-rendering of music: he takes the form of a 

certain style of music and applies it to the aesthetic expectation of photography. 

 While any viewer may, like Barthes, appreciate and thus experience art in terms 

of another medium, she is not necessarily performing a re-rendering herself. Barthes likes 

a photograph because it reminds him of a sonata, but he admits he is no photographer: the 

photo he describes is not one that he took. And while Barthes may see sonata-like 

qualities in the photo, the photographer may not have intended to imbue musical qualities 

into his art. A photographer who is not consciously re-rendering a sonata in the 

photographic medium is not attempting to show a connection across artistic media. Yet 

Barthes seems to have experienced an emotional reaction to the photograph much like the 

one he might experience when listening to music. In both cases a non-linguistic force is at 

                                                        
4 While his statement implies that the photographer purposely modeled the construction 
of the photograph after the construction of a sonata, Barthes would certainly recognize 
the problem with assigning authorial intent. The re-rendering is perceived by the viewer 
rather than constructed by the artist. 
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work. Barthes in fact says that he cannot put into words what makes him like a 

photograph, although Camera Lucida is his attempt to do so. 

 Joyce, on the other hand, not only attempts to put music into words, he also 

specifically uses the forms of music in his writing. Joyce says he wrote the “Sirens” 

episode of Ulysses, a chapter in many ways about music, in the form of a fuga per 

canonem (Letters I 129). He purposely draws out the formal characteristics of one 

medium and applies them to the creation of a piece of art in another medium. 

Additionally, he says he uses all notations. Musical notations may include the symbols on 

a sheet of music that indicate certain moves to the musician. In this sense, he uses the 

conventions of the musical medium in addition to the form. Thus, Joyce re-renders music 

as text when he applies the characteristics of musical form and convention to his writing. 

The process of re-rendering becomes clearer, though, once we understand the 

relationship between media and the senses. 

 Re-rendering as an artistic practice has much in common with and might derive 

from certain synaesthetic qualities of perception. All media, as Kress and van Leeuwen 

point out, rely on sensory perception, and the synaesthesia they describe, in which an 

observer experiences stimulation of more than one sense because the stimulant “can be 

materially realized and recognized in different media” (67), is certainly one way that 

Joyce plays with this concept. He goes even further, though, by portraying synaesthesia 

as a neurological condition in which sensory receptors overlap. Joyce, like many writers, 

uses language to invoke the various senses that represent a mood that might best be 

provoked by non-lingustic means. For instance, he describes or conveys a mood by 
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alluding to certain music or the way colors appear in a certain light or how the sound of 

words elicits kinesthetic sensations. Vike Martina Plock, in her article “Good Vibrations: 

‘Sirens,’ Soundscapes, and Physiology,” describes “Joyce’s interest in psychoacoustics: 

the question of how music and sound can affect, stimulate, or touch the human ear or 

mind” (481).  She applies the scientific developments of Herman von Helmoholz, a 

physician who was interested in optics and energy conservation as well as acoustical 

physiology, to the way Joyce treats the overlap of sound and touch specifically in 

“Sirens.” Indeed Joyce interested himself in scientific discoveries and theories as much as 

he explored various artistic media. He registered for and briefly attended medical school, 

and he made one of Stephen Dedalus’s comrades a medical student. Myriad allusions to 

and discussion of physiology appear in both Ulysses and Finnegans Wake, but the 

antecedents of these more explicit discussions come in the form of a word- and sense-

obsessed young Stephen in both Stephen Hero and A Portrait of the Artist As a Young 

Man. As a child, Stephen seems to brood constantly on sensory perception. The first 

paragraphs of Portrait make reference to each of the five senses as well as several artistic 

media. He imagines the smells, tastes, sounds, sights, and feelings of his childhood while 

he recalls certain songs and family performances. 

 As an artist, Stephen pays attention to senses in a way that goes beyond 

identifying each of them in isolation. He (or if not Stephen, then Joyce) is the kind of 

artist media theorist Marshall McLuhan describes in Understanding Media: “Artists in 

various fields are always the first to discover how to enable one medium to use or to 

release the power of another” (54). Using the senses as a kind of medium in Portrait, 
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Joyce calls attention to the possibility of “enabling” or “releasing the power” of language 

through its relationship to these senses. Joyce identifies sense as a primitive and naturally 

artistic process. The first chapter of the book shows a young Stephen engaging in the act 

of situating himself in the world through associating words and feelings, words and 

images, and words and sounds. He ponders the word “suck” in terms of its sound (which 

he likens to the draining of water from a tub), its image associations (the words “cold” 

and “hot” printed on the “cocks” of the tub from which the sound comes), and its feeling 

(the hot and cold of the water that comes out of the cocks and “sucks” down the drain). 

What Stephen does here is conflate the senses into a kind of synaesthetic experience of 

the word “suck.” He feels and sees the sound of the word.  

 In this scene and myriad others, Joyce enacts the notion that McLuhan addresses 

regarding the hybridity of sense:  

Our very word ‘grasp’ or ‘apprehension’ points to the process of 
getting at one thing through another, of handling and sensing many 
facets at a time through more than one sense at a time. It begins to 
be evident that ‘touch’ is not skin but the interplay of the senses, 
and ‘keeping in touch’ or ‘getting in touch’ is a matter of a fruitful 
meeting of the senses, of sight translated into sound and sound into 
movement, and taste and smell. (60)  

 
McLuhan uses the analogy of translating sensory perception to highlight the natural 

desire artists feel to mix media, a desire Joyce enacted in all his works. Synaesthesia is a 

microcosm or example of what Joyce does on a larger scale by imposing the forms of one 
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medium onto another, such as the dramatic and performative media on Dubliners5 and the 

musical medium on Ulysses.  

 Not only does Joyce “release the power” of language as a medium by formally 

and structurally juxtaposing it with other media; he also foregrounds the problematic 

nature of his medium and calls attention to its limitations. As a result, Joyce’s works have 

often been compared to Cubist art. According to McLuhan, “cubism, by giving the inside 

and outside, the top, bottom, back, and front and the rest, in two dimensions, drops the 

illusion of perspective in favor of instant sensory awareness of the whole” (13). McLuhan 

argues that the goal of Cubism is to show all perspectives at once. With Joyce, we could 

argue that a similar motive is at work. But I would add to McLuhan’s ideas of what 

Cubism attempts to do. By depicting multiple perspectives simultaneously, the Cubist 

artist calls attention to the limitations of the two-dimensional surface of a canvas.  The 

interface, that which stands between content and an audience’s reception of that content, 

becomes more apparent than the content because the interface disrupts that content. 

Cubism forces us, in the words of Richard Lanham, to look at, not through the medium 

or interface.6 Joyce’s work also forces us to look at the interface and structures of the 

novel. For many readers, Joyce is notoriously “hard to follow,” just as, for many 

spectators, Cubism is “hard to get.” In both cases, it is the disruption of our ability to look 

through the interface that presents the challenge to “getting” the work of art. By calling 

attention to the book as an interface, a technology, a medium, Joyce “drops the illusion of 
                                                        
5 Alan Friedman’s Party Pieces: surveys and analyzes the myriad performances in 
Dubliners in the context of the Irish performative tradition (24-52). 
6 For more discussion on interface and the “AT/THROUGH oscillation,” see Richard 
Lanham’s Electronic Word. 
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perspective” and forces us to consider that perspective is limited (and constructed) by 

medium. He disrupts narrative flow, for example, in “Sirens” by imposing the form and 

structure of music on the text. He seems to say “Here are the limitations of the printed 

word: it leaves out music; it leaves out orality.” McLuhan writes that “[t]he ‘content’ of 

writing or print is speech, but the reader is almost entirely unaware either of print or of 

speech” (18).  Joyce, however, makes us aware of both print and speech by juxtaposing 

other media with the medium in which he is constructing his work. Joyce seems to be 

arguing for an aesthetic that foregrounds awareness of the medium, and doing so by 

showing media in simultaneous play with each other. He shows what is possible in print 

technology by pointing out its limitations, thus agitating for new ways to express 

meaning.  McLuhan describes this artistic agitation when he writes, “[t]he serious artist is 

the only person able to encounter technology with impunity, just because he is an expert 

aware of the changes in sense perception” (18). 

 Joyce was indeed aware of the changeability of sense perception, its fluid borders, 

its analogy to media. To this end, he was himself eager to repurpose his work for film. In 

The Social History of Art, Arnold Hauser notes that Ulysses already parallels film in its  

simultaneity of the contents of consciousness, the immanence of 
the past in the present, the constant flowing together of the 
different periods of time, the amorphous fluidity of inner 
experience, the boundlessness of the stream of time by which the 
soul is borne along, the relativity of space and time, that is to say, 
the impossibility of differentiation7 and defining the media in 
which the mind moves. (226) 
  

                                                        
7 This description suggests an antithesis to the idea of the “ineluctable modality of the 
visible/audible” in the novel. 
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Stuart Gilbert, Joyce’s close friend, comments that a successful film of Ulysses “can only 

be done if the amazing technical virtuosity of the book is somehow transposed into film 

technique—not otherwise.”8 He further maintains, “[e]very device of the modern cinema 

should be employed; the tempo should change with every episode. In fact the film should 

be a triumph of film-work, as the original is of literary technique.” He suggests a 

successful transposition might be done with “Oxen of the Sun” by using cinematic rather 

than literary methods. Through its visual effects, the scene would depict the evolution of 

film as the episode depicts, through its linguistic style, the evolution of the English 

language and its literature. For “Lestrygonians,” the episode whose technic Joyce 

identifies as “Peristaltic prose” and the organ as the esophagus, Gilbert suggests, for 

example, that the scene could depict x-ray images of its characters as they eat in the 

Burton restaurant.  

 Gilbert’s suggestions, which may well have been informed by conversations with 

Joyce, convey the difference between rendering and re-rendering. To render an idea is, at 

the most basic level of meaning “[t]o express or represent” it (OED). In an artistic 

context, “to render” means “[t]o represent or reproduce, esp. artistically; to depict, 

portray.” Since, according to Structuralism, language is symbolic and expressive, any 

piece of writing, especially complex narrative, is a rendering of a complex set of ideas.  

 The Bohemian Girl, for instance, an opera by Michael Balfe with libretto by 

Alfred Bunn, depicts the story of Arline, the daughter of a count who is kidnapped as a 

                                                        
8 Gilbert’s descriptions are from his “James Joyce’s ULYSSES—project for a scenario,” 
a brief explanatory note included in the folder containing a script for Anna Livia 
Plurabella, HRC Stuart Gilbert, box 7, folder 5. 
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small child by gypsies. Twelve years later, Arline, who has lived a happy life with the 

gypsies and remembers nothing about her past as nobility, is in a romantic relationship 

with Thaddeus, a Polish exile pursued by the Austrian army who has been with the 

gypsies only slightly longer than Arline herself and who had saved her life prior to her 

kidnapping. The gypsy queen is also in love with Thaddeus, though, so she devises a 

scheme to have Arline arrested. She gives Arline a medallion that had been stolen from 

Arline’s family at the time of her kidnapping, and the nephew of the count, although he is 

in love with Arline, calls the authorities to have her arrested when he recognizes the 

medallion. But the count then recognizes her as his long lost daughter, and so she is 

returned to her noble family. She pines for Thaddeus, though, and soon he returns to 

claim her. Old injuries are forgotten and the count grants him her hand in marriage.  

 The opera renders themes of politics, exile, class, national identity, love, jealousy, 

betrayal, etc. into a theatrical multimedia artwork, and though other artists (in other 

media) had portrayed these same ideas before, The Bohemain Girl is an original work of 

art with a distinct combination of plot, characters, and setting, all set within the 

parameters of the operatic medium. The story may resemble Romeo and Juliet in theme, 

but its different locale, people, and set of events make it a unique rendering of those 

themes. Additionally, the medium of music as the mode of verbal delivery distinguishes 

this rendering from Shakespeare’s non-musical dramatic rendering. 

 Subsequent to its first stage production in 1843, and incidentally after the 

publication of Dubliners which makes numerous reference to the opera, at least three 



20 

films appeared that were based on The Bohemian Girl:9  a 1922 silent film directed by 

Harley Knoles, a 1927 remake of the 1922 version by H.B Parkinson, and a 1936 Laurel 

and Hardy spinoff by James Horne, which largely departs from Balfe and Bunn’s text. In 

translating the work from theater to screen, each of the directors had to make choices 

about how to represent the most important elements of the story within the cinematic 

medium. By 1936 film technology had expanded the expectations of an audience 

accustomed to the medium’s potentials, and filmmakers wanted to show these potentials. 

Horne’s version, then, took advantage of the Laurel and Hardy brand, a brand 

popularized by the filmic medium though not exclusive to it as they also performed on 

stage. Thus, while the film is still framed by the story written by Balfe and Bunn, it 

deviates greatly from the opera, adding comic episodes through the new characters of 

Ollie and Stan and bringing to the original an element defined by what at that time was a 

filmic convention. This sequence of creating and recreating is one that filmmakers refer 

to as repurposing. Films often repurpose books, usually attempting to stay close to the 

original text. What they are actually creating, though, borders on re-rendering, since the 

adapted work is itself a rendering of a complex set of ideas composed an artist to convey, 

within the chosen medium, a network of ideas whose relationships distinguish the 

artwork as an original expression. The problem with many repurposings, especially those 

from book to film, is that if they seek simply to transplant a story and its characters, they 

                                                        
9 Also subsequent to its first production are at least three burlesque versions, which 
Richard Schoch describes in his article “Performing Bohemia.” These were produced in 
London between 1860 and 1880. The American Film Index lists an additional Italian film 
from 1909 by the title The Bohemian Girl, but it may in fact be a film version of Mignon, 
which was also titled A Bohemian Girl.  
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necessarily fall short of expressing what the book expresses about its medium. A re-

rendering, on the other hand, seeks to employ the strengths of the new medium to express 

what may be unexpressible in the written medium by transposing the materials, 

processes, and forms into an iteration that maintains thematic characteristics of the 

original yet relies on the transposition to inject new meanings or to highlight existing 

meanings, many of which directly or subtly address those elements of medium that 

inform and contain the artwork. Thus, Gilbert’s suggestion that the film version of 

Ulysses make use of visual technologies like the x-ray constitutes a re-rendering rather 

than a repurposing. 

Re-rendering has much in common with Bolter and Grusin’s remediation, a 

process that synthesizes the competing drives of immediacy and hypermediacy. Art that 

conveys immediacy, according to Bolter and Grusin, has no perceivable interface or else 

seeks to make the interface invisible (23). The authors use the example of linear 

perspective painting. Linear perspective, as opposed to Cubist painting, seeks to make the 

canvas invisible by simulating three dimensions. Immediacy is  

the notion that a medium could erase itself and leave the viewer in 
the presence of the objects represented, so that he could know the 
objects directly. In its psychological sense, immediacy names the 
viewer's feeling that the medium has disappeared and the objects 
are present to him, a feeling that his experience is therefore 
authentic. (70) 
 

Art that is immediate, then, would seek to direct attention from the conventions, material, 

and form of the medium by avoiding any deviation from the expected characteristics of 

the medium. Joyce, however, foregrounds the mechanics of the written medium, for 

example, by calling attention to the printing process with the large dot at the end of the 
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“Ithaca” episode of Ulysses.10 He also calls attention to the inability of print to express 

simultaneity in sequential (or what Walter J. Ong calls alphabetical) form when he fuses 

words in Ulysses and Finnegans Wake.11  Such fusion problematizes an “immediate” 

reading of these works.  

Hypermediacy, in contrast, implements different media in combination. Bolter 

and Grusin note that newspapers, magazines, and illuminated texts combine text and 

image in various layouts with varying levels of thematic relatedness. Analogously, 

websites employ video and audio in addition to static images and text. Bolter and Grusin 

sum up the relationship between immediacy and hypermediacy this way: 

The logic of immediacy has perhaps been dominant in Western 
representation, at least from the Renaissance until the coming of 
modernism, while hypermediacy has often had to content itself 
with a  secondary, if nonetheless important, status. Sometimes 
hypermediacy  has adopted a playful or subversive attitude, both 
acknowledging and undercutting the desire for immediacy. At 
other times, the two logics have coexisted, even when the 
prevailing readings of art history have made it hard to appreciate 
their coexistence. At the end of the twentieth century, we are in a 
position to understand hypermediacy as immediacy's opposite 
number, an alter ego that has never been suppressed fully or for 
long periods of time. (34) 
 

                                                        
10 Various editions of Ulysses include or omit the black dot that Joyce instructed the 
printers to put at the end of the episode. The dot, which Joyce said he wanted big enough 
for a flea to fit under, has been the subject of Joyce scholars interested in the printing 
history of the novel. 
11 “Siopold” in Ulysses, for example is a fusion of Simon, Lionel, and Leopold, a fusion 
that expresses simultaneous identities. Such simultaneity might be expressed in visual art 
through collage, or in music, by polyphony. In linguistic form, however, only one entity 
can be uttered or printed at a time. Even though all the parts appear in one word, the 
sounds and letters are separated because of the impossibility of simultaneous expression. 
To write “Simon,” “Lionel,” and “Leopold” overlaid might convey simultaneity, but it 
would also render the print unintelligible.  



23 

Joyce implements what Bolter and Grusin call hypermediacy when he imports images or 

lays out text in ways that suggest other media. For example, Ulysses (see fig. 1.3) and 

Finnegan’s Wake (see figs. 1.4 and 1.5) both contain musical notation. 

 

Fig. 1.3 
Ulysses 17.808-845, pgs. 566-567 

 

 

Fig. 1.4 
Finnegans Wake 1.2.44 
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Fig. 1.5 
Finnegans Wake 2.2.272 

 
While Joyce is mostly content to allude to musical pieces by mentioning song titles or 

opera characters, in these two instances, staffs of music assume space on the pages. This 

signification of music exemplifies what Bolter and Grusin mean by hypermediacy. 

Although the music is inaudible, the staffs, notes, and key signature are images that differ 

greatly from lines of alphabetic language. They disrupt the flow of text and reader’s 

expectations. Similarly, the giant S, M, and P that begin the three major sections of most 

editions of Ulysses reflect practices of illumination in medieval texts, adding another 

hypermediated quality to Joyce’s work that is absent in works that strive for immediacy. 

Finally, Bolter and Grusin describe remediation as a process similar to what the 

film industry terms repurposing or adaptation.12 For instance, while both Joseph Strick 

and Sean Walsh repurposed Joyce’s Ulysses for film, remediation has a different 

function. As Bolter and Grusin describe it, 

The process of remediation makes us aware that all media are at 
one level a “play of signs,” which is a lesson we take from 
poststructuralist literary theory. At the same time, this process 
insists on the real, effective presence of media in our culture. 
Media have the same claim to reality as more tangible cultural 
artifacts; photographs, films, and computer applications are as real 
as airplanes and buildings. (19) 

                                                        
12 They also build on Frederic Jameson’s idea of “mediatization,” which describes how 
information and culture evolve in relation to the media that express them. 
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Remediation seeks to present both the subject and the interface together, as occurs in 

Cubist paintings. The term is problematic, though, for Joyce’s writings. “The very act of 

remediation,” Bolter and Grusin argue, “ensures that the older medium cannot be entirely 

effaced; the new medium remains dependent on the older one in acknowledged or 

unacknowledged ways” (47). In the case of the fugal “Sirens,” then, the musical medium 

is “effaced” when Joyce strips it down to its bare structure and discards the sensory 

aspects of music. While evidence of polyphony, repetition, point, and counterpoint 

appears in the episode, we cannot hear music by opening the book to episode eleven. The 

“effacement,” though, is a not a shortcoming. In fact, Joyce’s technique is less an 

“effacement” than a conscious manipulation of artistic forms in order to stress the 

limitations of all media. The term “remediation” may be useful in examining multimedia 

art, but Joyce’s creation with structures of other media and manipulation of those media 

make the term inaccurate here. Re-rendering relies on an artist’s conscious dissection of 

one chosen medium’s material, form, and convention, and then the reassembly of one or 

more of those elements in the context of a new medium. 

 Joyce’s re-renderings can be content-based, as with The Bohemian Girl, or form-

based, as with the “Sirens” episode. Joyce employs content-based re-rendering when he 

alludes to or references a piece of art in another medium (i.e., The Bohemian Girl in 

“Eveline” and “Clay,” the opera Tannhäuser in Exiles, a painting of Romeo and Juliet in 

“The Dead”). These allusions not only elicit certain moods and themes that help to define 

the work, but also suggest parallels in characters and events. This kind of suggestion asks 

us to imagine, for example, “Eveline” or “Clay” as a re-rendering of Balfe’s opera and 
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Exiles as a consolidation of the opera Tannhäuser into the less dynamic (owing to its 

absence of vocal expressiveness) medium of a play. 

 Conversely, Joyce employs form-based re-rendering when he superimposes the 

form or convention of another medium onto his text (i.e., the form of the fuga per 

canonem or sonata or opera on “Sirens”).  This type of re-rendering does not seek to 

conjure up a specific existing artwork, like Bach’s Fugue in C Minor from Das 

wohltemperirte Clavier, book 1,13 but instead to borrow the framework of a medium—its 

forms, conventions, and materials—and use it to carry or enclose the moods and themes 

of work the artist is himself creating. For example, by the time we reach the “Sirens” 

episode in Ulysses, the main characters and their moods and thoughts are already largely 

established. The episode borrows the musical medium to show these characters, as well 

as their moods and thoughts, in a different way than the previous episodes. 

 Both of these types of re-rendering processes illustrate an evolving technique that 

Joyce approaches descriptively in Dubliners and Portrait and implements in Ulysses. The 

technique culminated in Finnegans Wake, a work that seems to embody every genre and 

medium Joyce knew. The technique first appears in Dubliners when characters imagine 

re-rendering art and performance. Joyce then offers an extended description of the 

technique’s origins and evolution in Stephen Hero and Portrait, where he plays with the 

processes of revision and synaesthesia. In Ulysses he creates a major series of re-

renderings, a performance that anticipates and culminates in Finnegans Wake. Though 

this study will not analyze Finnegans Wake, it surveys the unfolding and evolving 
                                                        
13 In Grove Music Online, Paul m. Walker refers to this piece as exemplary of the 
fugal form. 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technique that ultimately became that final work, what Matthew Hodgart and Ruth Baurle 

have called “Joyce’s Grand Operoar” and that Jacques Derrida has called “this 1000th 

generation computer” (“Two Words…” [147]).14 

 Louis Armand argues Finnegans Wake less resembles a Modernist novel than a 

hypertext fiction in which many words are hybrids. As defined by Ted Nelson who 

coined the term in 1965, hypertext, is “a body of written or pictorial material 

interconnected in such a complex way that it could not conveniently be presented or 

represented on paper” (OED). It has also been called simply “non-sequential writing.” 

Finnegans Wake is certainly not a convenient text; nor is it sequential. It is both inwardly 

and outwardly referential, though, and some of its outward references are to other Joyce 

works. One passage, for example, works in the titles of all of the Dubliners stories, 

though the representations are mostly eccentric: “Sistersen,” “clay,” “little clots,” 

“wrongcountered,” “eveling,” “boardelhouse,” “after the grace,” “the painful sake,” 

“countryports,” “the dead,” “arrahbejibbers,” “two gallonts,” “mother” (FW 1.7.186-

87).15 The same passage also alludes to the “tundish” of Portrait, that “most interesting 

word” that Stephen introduces to the dean, in the word “astundished.” The passage also 

contains the word “protoprostitute,” which may, in this highly referential passage, evoke 

both the “Proteus” episode of Ulysses, which takes place mostly in Stephen Dedalus’s 

head, and Stephen’s encounters with prostitutes in both Portrait and Ulysses. The Wake 
                                                        
14 Derrida also includes Ulysses in this designation. 
15 “Ivy Day in the Committee Room” seems to be the only title missing from the passage, 
though there are hints of the words spread across the entirety of the two paragraphs that 
contain these references in “livingsmeansuniumgetherum, Knockmaree, Comty,” and 
“rival doors.” It is, of course, possible that Joyce omitted this one title in order to send 
scholars in feverish search of it.  
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passage becomes a kind of hypertext, a text with its own meaning but which connects and 

derives meaning from other works. Though Joyce may not have been planning it when he 

wrote Portrait or Ulysses, these works subsequently became objects of reference and thus 

objects for re-rendering, and the culmination of hypertextual characteristics in the body 

of Joyce’s work naturally raises the issue of digitizing Joyce. 
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Chapter Two 

“Over and Over” and “Round and Round”: Re-rendering in Dubliners 

 Dubliners is Joyce’s first published text to contain forays into the re-rendering 

process. In a less developed form than Portrait or Ulysses, Dubliners shows an interest in 

re-rendering primarily through its characters’ imaginations and actions. Scenes like the 

one in “After the Race,” in which Jimmy Doyle “conceive[s] the lively youth of the 

Frenchmen twined elegantly upon the firm framework of the Englishman’s manner” a 

description he perceives as “a graceful image graceful image of his, and a just one” (46), 

and the one in “The Dead,” in which Gabriel imagines the painting he would produce “if 

he were a painter” (210), suggest the artistic desire to capture a mood and freeze it into an 

enduring expression. These two instances demonstrate characters imagining re-rendering. 

Otherwise, however, Dubliners represents a collage of near-re-renderings, evidence of 

the beginnings of what will become in Joyce’s later works fully realized descriptions or 

representations of the transmodal process. Little Chandler in “A Little Cloud” repeatedly 

seeks to “express the melancholy of his soul in verse” (84) and Mr. Duffy in “A Painful 

Case,” who makes sure that “writing materials were always on the desk,” (108) exhibits 

“an odd autobiographical habit which led him to compose in his mind from time to time a 

short sentence about himself” (108). Other stories depict professional musicians and 

performers, like the “artistes from the music hall” in “The Boarding House” (62), “A 

Mother’s” Kathleen Kearney who is “very clever at music” (138), and “The Dead’s” 

various music teachers, pupils, and performers. Representing a population inclined 

toward artistic performance and experimentation, would-be visual artists, failed and 
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successful writers, and all sorts of musicians fill Joyce’s “chapter of moral history” 

(Ellmann 132). 

In addition to a cast of creative characters, the structure of Dubliners contains 

suggestions of other media besides the written one of a short story collection. While 

Brewster Ghiselin contends that “The Dead,” for example, is best viewed as a part of a 

larger work, many other critics view the final story as a self-contained iteration that, 

while echoing and revisiting thematic motifs from the preceding stories, can effectively 

stand on its own. Perhaps the best interpretation, and one most amenable to plural views, 

is that it is both. Joyce wrote of the unity of the stories within a framework of maturation 

encompassing childhood, adolescence, maturity, and public life, but aside from allusive 

and thematic connections, each story is a self-contained portrait of Dublin life at the turn 

of the century. Taken as a set, however (and Joyce ultimately viewed them as “a series of 

epicleti” [Letters I 55]), the stories have much in common with a musical piece 

containing variations on themes and motifs. Florence Walzl notes that “The Dead” is 

much different when read separately from the rest of the stories. Taken together, though, 

she views the story as a coda to the preceding stories (21), one that functions as an 

evocative melody that finalizes the rich texture of the work’s wide-ranging ambiguities. 

One such ambiguity, as Clive Hart views it, is the interplay between circularity and 

linearity. He argues that the two structures—the linear structure of the Bildungsroman 

and the cyclical structure demonstrating self-reflexivity within the stories—indicate that 

“’The Dead’ should be considered separately, as a coda” (7). The idea of a separate coda, 

however, is misleading: the very nature of the coda, in musical notation, is a reflection of 
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a larger work. The coda cannot exist without a referent, and a piece of music is 

unfinished until the coda is played. It exists to highlight by recapitulation the important 

motifs in the earlier movements and to situate those motifs through a possible lens for 

interpretation. Structurally, the coda comes at the end of a musical piece and resolves the 

previously explored tensions in a concluding resolution. Thus, while the final story may 

be considered separately, as a coda it must necessarily be considered as the end of a 

series of movements.  

Joyce saw “The Dead” as a reshaping of his own lens of “scrupulous meanness” 

through which he had depicted Dublin in those earlier movements (Ellmann 132). In his 

book Party Pieces: Oral Storytelling and Social Performance in Joyce and Beckett, Alan 

Friedman describes the crucial role performative art plays in each of the stories in 

Dubliners, suggesting that through most of the text, “Joyce problematizes performances, 

frequently depicting them as awkward, embarrassing, or inappropriate party pieces rather 

than festive or reassuring,” but that he “modifies and complicates” these depictions in 

“The Dead,” reaffirming, in essence, the role of the story as coda through its culminating 

qualities (24). The story both indicts and redeems the characters, and thus Dubliners, in 

an epiphanic conclusion, unites them in a common state through snow, death, and, most 

importantly, art. Thus the final story does indeed act as a coda, emphasizing the musical 

elements in the collection. Additionally, through its subjects, characters, and structures, 

Dubliners invokes various media and introduces a panorama of re-rendering possibilities, 

all of which Joyce explores more deeply in subsequent works. Dubliners, however, acts 
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as a catalog, providing hints and previews of the media experiments which are to come in 

full form in Portrait, Ulysses, and Finnegans Wake.  

Though much of the transmodal quality of Dubliners resides in “The Dead,” other 

instances warrant attention for what they anticipate in Joyce’s later, more explicitly 

transmodal works. Unlike the other stories, “The Sisters” was published in two very 

distinct forms. Its first iteration, published in 1904 in The Irish Homestead, differs greatly 

from the version that introduces Dubliners. While containing the same characters, setting, 

and themes, the later piece has a very different narrative style. Joyce mentions the early 

version of the story in a letter to Constantine P. Curran in 1904; at that time it was the 

only story he had written, though in the letter he projects the final collection to number 

ten. A year later, Joyce had revised ”The Sisters” so that it could take its place with the 

rest of the stories, which at that time numbered twelve. As Brian Bremen notes, in the 

amendment of the text, “[t]he compression of Joyce’s prose and the concomitant 

magnification of its effects create a new story” (56). Indeed, the revisions, which Bremen 

examines in detail, show a condensed narrative style, and his use of the term 

“compression” reveals a somewhat digital characteristic to Joyce’s methods. Though 

Bremen does not take the argument in this direction, his description poses interesting 

parallels to digital composition. 

In computer-speak, to compress a file is to “reduce the size of (a file, digitized 

signal, etc.)” (OED). If the original size or scope of “The Sisters” reflects, as Bremen 

notes, a “stilted, romantic style” (55) that is sometimes “rambling” (56), the compressed 

version conveys that “scrupulosity” with which Joyce endows the entirety of the 
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collection with the exception of “The Dead.” In compressing a file digitally, the 

compressing program, known as a codec, retains the most important bits of information 

along with the information the decompressing program will need in order to retrieve and 

display the original file. Throughout the revision of “The Sisters,” then, Joyce works as 

the codec that first compresses and then decompresses the bits of information, ultimately 

creating a new version that delivers a “concomitant magnification” of the original. The 

process shares characteristics with that of linguistic re-translation. For example the 

English word “revise” translates to “überarbeiten” in German, but when it is processed 

through the same translator, “überarbeiten” becomes “rework.”16 The two English terms, 

while synonymous, carry subtly different connotations. In translation, the word is 

changed: it may still mean essentially the same thing, but the signifier, both graphic and 

aural, is changed. The revision process shares with the translation and re-rendering 

processes the characteristic of a filtering action. Though it is not itself re-rendering, 

revision demonstrates an important process of moving and filtering. It is a process that 

Joyce employs in revising “The Sisters” and foregrounds in Portrait (which I will explore 

in the next chapter). 

“An Encounter” depicts revision in the voice of the stranger whom the boys meet 

on the sloping bank. In his perverse description of “nice young girls,” the man gives the 

boy “the impression that he was repeating something which he had learned by heart or 

that, magnetised by some words of his own speech, his mind was slowly circling round 

                                                        
16 This example uses the popular google translator. Other translators provide different 
results, but the variations among the available tools only emphasize the diversity of the 
possible translation outcomes. 
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and round in the same orbit” (26). The narrator also notes that “[h]e repeated his phrases 

over and over again, varying them and surrounding them with his monotonous voice.” 

The man revises his own descriptions as he speaks, repeating and elaborating, elaborating 

and repeating. He does the same with his description of whipping young boys: “He began 

to speak on the subject of chastising boys. His mind, as if magnetised again by his own 

speech, seemed to circle slowly round and round its new centre” (27). Though the 

narrator notices the man repeating himself, this observation does not dissuade him from 

doing the same: he re-employs the phrase “magnetised by his own speech,” though he 

varies it slightly, and instead of “over and over,” he describes the language as going 

“round and round.” The narrator, as if mesmerized by the stranger’s techniques, adopts 

them to retell most effectively what the man has conveyed to him. As a first-person 

narrator, the boy is essentially revising the man’s stories while also implementing in his 

own narrative the technique he observes.  

Revision and repetition also occur in “Two Gallants,” “A Little Cloud,” “Clay, 

and “A Painful Case.” “Two Gallants” contains minute examples of repetition and 

variation, a technique that anticipates a style that Joyce employs on a larger scale in 

Portrait. The story starts with the phrase, “The grey warm evening,” and then reorders it  

only a few lines following as “the warm grey evening air” (49). The language of the 

opening paragraph seems to circulate just as the “mild warm air…circulate[s] in the 

streets.” The narrator of “A Little Cloud” also employs repetition and revision. 

“Melancholy” seems a favorite word of the narrator. The first instance, “a gentle 

melancholy took possession of him” (71), is followed by “[m]elancholy was the 
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dominant note of his temperament, he thought, but it was a melancholy tempered by 

recurrences of faith and resignation and simple joy” (73) and “the melancholy tone of his 

poems” (74). The story ends with Little Chandler reading Byron and thinking, “How 

melancholy it was!” (84), after which he wonders, “Could he, too, write like that, express 

the melancholy of his soul in verse?” (84). The narrator of “Clay” favors certain 

descriptions as well. In describing Maria’s laughing mannerisms, the narrator emphasizes 

her physical facial characteristics: “when she laughed…the tip of her nose nearly met the 

tip of her chin” (101); “Maria laughed again till the tip of her nose nearly met the tip of 

her chin and until her minute body nearly shook itself asunder” (101); and “Maria 

laughed and laughed again till the tip of her nose nearly met the tip of her chin” (105). 

Three times the narrator repeats the same phrase, suggesting that, as in “An Encounter,” 

“[s]he w[as] repeating something which [s]he had learned by heart” (26). The repetition 

of language in each of these examples indicates a narrative voice self-conscious of its 

own style. In the first-person narratives, the tendency might be attributed to the 

character’s self-awareness as storyteller, in which case the characters are emphasizing 

their storytelling technique . With third-person narratives, though, the narrator, who 

retains this self-conscious voice by playing with style, often seems to reflect the character 

at the center of the story, though at other times the idiom changes to that of the character 

at the center of the moment’s action. Thus, though the boy in “An Encounter,” a first-

person narrator, describes the old stranger’s speech, he does so using the stranger’s 

technique of methodical repetition. Hugh Kenner explores this tendency in Joyce’s works 

in Joyce’s Voices, explaining that “his fictions tend not to have a detached narrator, 
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though they seem to have” and that “the narrative point of view unobtrusively fluctuates” 

(16). That this fluctuation and narrative technique represent such a prominent quality of 

Joyce’s works suggests that Joyce is highlighting a convention of the literary medium by 

calling attention to and problematizing it. Thus, Dubliners reflects Joyce’s first 

foregrounding of medium by calling attention to narrative conventions, conventions 

highlighted even more powerfully by the juxtaposition of (at least) fifteen separate 

narrative voices. 

In “Araby” the narrator evokes the material and convention of music to describe 

what he feels in response to the girl he loves. He explains, “my body was like a harp and 

her words and gestures were like fingers running upon the wires” (31). The analogy is an 

explicit simile, not a re-rendering, but it touches upon the relationship between music and 

physiology, a relationship Joyce frequently explores in his writing17 and in more depth in 

Portrait and Ulysses. “Araby” offers early evidence of Joyce’s fascination with the 

senses and their capacity to receive various modes of expression. Just after the boy feels 

his body to be a musical instrument, he describes a moment of intense solitude and 

meditation upon the object of his desire. He is in a small back room of the silent house 

listening to the rain outside and gazing at “[s]ome distant lamp or lighted window” (31). 

Though the stimulants he describes are soft and vague, he recoils from them: “[a]ll my 

senses seemed to desire to veil themselves.” In the same breath, though, he fears losing 

connection to those senses: “and, feeling that I was about to slip from them, I pressed the 

                                                        
17 Vike Martina Plock examines this relationship in her article “Good Vibrations: 
‘Sirens,’ Soundscapes, and Physiology.” The essay focuses on “Sirens,” but she discusses 
the relationship in Joyce’s earlier work as well. 



37 

palms of my hands together until they trembled, murmuring: O love! O love! many 

times” (31). In order to sustain the senses of sight and sound which he feels are slipping 

away, he activates his sense of touch by pressing his hands together. By stimulating one 

sense, he is able to re-engage the others. Thus Joyce hints at a relative of multimedia: 

synaesthesia.18 The relationship between music and physiology also appears in “Two 

Gallants” as Lenehan, recalling the harp music he had heard earlier, feels that “[t]he air 

which the harpist had played began to control his movements. His softly padded feet 

played the melody while his fingers swept a scale of variations idly along the railings 

after each group of notes” (56). The music of the harp becomes the movement of his 

body. Having taken in the sound, almost like a human recording device, he replays the 

music through his movements. Though noone who could hear Lenehan’s footsteps and 

his fingers tapping would likely interpret the sounds as “Silent O Moyle,” Lenehan’s 

movements create a re-rendering of the song, a sound unrecognizable from its original, 

yet, to Lenehan, very much informed by it. Similarly, Duffy in “A Painful Case” 

imagines a train whistle as a voice speaking the name of the deceased Mrs. Sinico. Like 

Lenehan imbuing his own movements with musical elements, Duffy imbues the train, a 

product of technology and industry, with human linguistic capabilities. The imagined 

ability of a machine to speak with a human voice and the ability of the human body to 

transmit the sounds of a harp represent a process of separating the conventions from the 

material of one expressive mode and transplanting them into the materials of another. 

                                                        
18 Synaesthesia plays a larger role in Portrait and will be discussed at more length in the 
next chapter. 
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As discussed in the previous chapter, both “Eveline” and “Clay” allude to themes 

and moods from Balfe’s opera The Bohemian Girl to complicate their characters and 

plots. Allusions to works and artists of various media occur in all of the stories, but the 

repeated reference to this opera in these two stories suggests that Maria in “Clay” is an 

older version of Eveline. Allusions to literary works, like the The Union Jack and 

Halfpenny Marvel magazines in “An Encounter,” imply that the stories are iterations of 

the works they reference. For example, The Halfpenny Marvel could very well have have 

contained a story about two young truants skipping school to have adventures. And the 

writers of such stories, “wretched scribbler[s] that write these things for a drink” (20), 

though unappealing characters in the eyes of Father Butler, who chastises Leo Dillon for 

reading such “wretched stuff,” may have had endearing qualities for Joyce, who knew the 

value of being paid for writing. But when stories employ allusions to works outside of the 

written medium, they suggest characteristics uncommon to the written medium. For 

example, to imagine “Eveline” through the medium of the Bohemian Girl allusion or 

“The Boarding House” through the medium of the Greek Slave reference is to imagine 

the stories as operas. In “Eveline.” the story’s two scenes, which are separated by a row 

of periods, become two acts; the opening sentences become set and stage directions; and 

Frank’s “Come!...Come!” at the end of the story resonates as a booming, desperate 

vocalization. The problem with such an imagining, though, arises from the difficulty the 

operatic medium has in expressing flashbacks and imagination as smoothly as stories can, 

and as “Eveline” does. Still, the hypothetical re-rendering such allusions suggest calls 

attention to the process of recreating an existing work in a new medium or genre. 
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Because of the myriad allusions in Dubliners, the stories ask us repeatedly to imagine the 

text (either the story individually or the collection as a whole), for instance, as a 

“theatrical advertisement” (12), magazine story, newspaper piece, geometric shape, oral 

narrative, musical recitation, aria, drama, opera, painting, music hall skit, pantomime, 

history, minstrel show, review, street performance, etc. Like Barthes appreciating the 

aesthetic of the sonata in a photograph, readers of Joyce are invited to conceive of the 

stories through the aesthetic framework of the media invoked by their allusions. Even 

though Joyce is not creating a re-rendering, his audience is imagining one by applying 

the conventions of the referenced medium to the stories. 

 Though “After the Race” does not explicitly reference Marinetti’s “Futurist 

Manifesto,” the style and subject of the story certainly recall it. Phrases like “rapid 

motion through space elates one” (44), “the machinery of human nerves” (45), “the swift 

blue animal” (45), “the snorting motor” (45), and “the city hung its pale globes” (45) 

echo the celebration of speed and technology that Marinetti invokes in his manifesto. 

Additionally, the story hints at artistic creation along the lines of Gabriel’s Distant Music. 

As Doyle dines with his comrades in Ségouin’s hotel room, he romanticizes the scene in 

front of him, hardly able to believe he is so fortunate as to sit amongst people so “well 

worth knowing” (43): “Jimmy, whose imagination was kindling, conceived the lively 

youth of the Frenchmen twined elegantly upon the firm framework of the Englishman’s 

manner. A graceful image of his, he thought, and just” (46). The “graceful image” seems 

to echo the romantic paintings Villona describes in the same passage. And like the 

“spurious lutes of the romantic painters” that Villona decries, the image is more 
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misleading than “just.” It is simply that, however —an image. Created in Doyle’s mind, it 

is a moment frozen in graphic representation; it is his interpretation of the scene. Though 

the image functions more as a rendering than a re-rendering—it creates art based on 

events rather than sifting art from one medium to a new one—if we view the youthful 

vitality and revelry in the story as a ruse created by the Frenchmen to scam Doyle out of 

his money, then Doyle’s image could indeed represent a re-rendering in that an intricate 

drama being directed and played out by his comrades is re-rendered as a still image 

capturing the spurious intentions of Doyle’s companions. 

Several stories invoke the genre of poetry. “A Little Cloud” is the story of a 

would-be poet who desires the skill and resources to be able to “express the melancholy 

of his soul in verse” (84). The story also has Chandler reading Byron’s “On the Death of 

a Young Lady, Cousin to the Author,” focusing on the lines “Within the narrow cell 

reclines her clay / That clay where once…” (84). Besides anticipating the following story, 

“Clay,” the lines reflect the sense of loss and stagnation that Chandler feels as a “prisoner 

for life” (84). Another poet appears in “Ivy Day in the Committee Room,” but instead of 

reading lines written by someone else, the poet in this story has managed to “express the 

melancholy of his soul in verse.” Hynes’s Parnell poem has a title and a date, and it looks 

on the page as if it is a poem printed in a magazine rather than dialogue spoken by a 

character in the story. Though the phrase just preceding the poem, “[a]fter a rather long 

pause he announced,” would normally, according to Joyce’s preferred style, be followed 

by a line break and then a dash indicating dialogue, the title and date of the poem are 

centered on the page, as if Joyce were providing the image of a published poem rather 
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than a character’s oral recitation of it (134). Thus not only does the story reference the 

genre of poetry, it also imports the genre’s format principles. Furthermore, “Ivy Day” 

employs dialogue as its primary expressive mode. Compared to the eleven stories 

preceding it, “Ivy Day” reads like a drama, oscillating between speech and stage 

direction, and almost completely devoid of the internal thoughts and perceptions of its 

characters. 

“The Dead” is both the longest and the most allusive story in Dubliners. It also 

contains the most explicit re-rendering—Gabriel’s Distant Music—and is itself a story 

that many critics consider a coda, a structure native to the musical medium. As a coda, 

the story contains many of the motifs of the earlier stories in the collection. Needless to 

say, then, it reiterates some the characteristics of re-rendering that the other describe and, 

in true codic form, takes those characteristics a step further into a final act of re-rendering 

that merges the previously disparate and hinting suggestions. If the first fourteen stories 

contain the precursors of re-rendering—allusion, repetition and revision, and 

synaesthesia—the final story unites all three and presents a character in the act of truly 

re-rendering a piece of art from one medium into another. Furthermore, the story’s 

resemblance to a musical coda anticipates the process Joyce will use in Ulysses when he 

explicitly writes in the style of a musical form.  

The sequence of re-rendering characteristics and techniques described in “The 

Dead” reflects the sequence in which the characteristics are introduced in Dubliners. The 

first three stories—the childhood stories—employ allusions in their openings. In “The 

Sisters” the references are simply to words: paralysis, gnomon, and simony (9); in “An 
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Encounter” the references are to The Union Jack, Pluck, and The Halfpenny Marvel (19); 

and in “Araby,” the references are to The Abbott, The Devout Communicant, and The 

Memoirs of Vidocq (29).19 “The Dead” opens with “Lily, the caretaker’s daughter,” who 

is “literally run off her feet” (175). Shortly after this introductory episode, Gabriel, the 

main character whose idiom soon becomes preeminent in the narrative, enters his aunts’ 

house. And after a brief exchange with Lily, one which he deems a failure on his part, 

Gabriel recedes to the recesses of his mind where he is busy composing a speech. Several 

paragraphs into the story, the first characteristic of re-rendering presents itself in 

Gabriel’s inability to decide which work to reference in his speech: “He was undecided 

about the lines from Robert Browning for he feared they would be above the heads his 

hearers. Some quotation that they could recognise from Shakespeare or from the 

Melodies would be better” (179). As in the first three stories, the reference is to three 

different works, but unlike what happens in the first three stories, where the allusions are 

simply mentioned, in “The Dead,” the allusions are being considered by someone who is 

self-conscious of the way references work with audiences. Suddenly we are privy to the 

process of choosing references by a conscientious writer. Gabriel’s choices represent an 

increasingly multimodal list: Browning is a poet, as opposed to Gabriel who writes 

reviews. The Browning reference is complicated, as well, because of the poet’s use of 

dramatic monologue, a form that correlates well with speechmaking. Shakespeare is of 
                                                        
19 Wolfgang Karrer suggests that the use of these references in the opening paragraph of 
each story shows a modernized use of epigraph. Additionally he interprets the three 
allusions in the three stories as interconnected and patterned after the triad of the 
childhood stories. “Gnomon,” for instance has as much to do with “Araby” as it does 
“The Sisters,” and The Abbott sets up ideas of a woman keeping house as in “The 
Sisters,” though the reference appears in “Araby.” 
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course an artist of the theater, a multi-expressive medium. The reference to Thomas 

Moore’s Melodies is most appropriate for Gabriel’s audience because it is a musical 

work, though in a print medium, with which the hosts and guests are all familiar. Moore’s 

collection combines verse with ancient melodies that convey Irish folklore and, thus, is 

another multimodal artwork. 

Narrative repetition is the next characteristic to emerge. When Freddy Malins first 

appears, he is “rubbing the knuckles of his left fist backwards and forwards into his left 

eye” (184). As soon as he joins the group in the refreshment room, he walks purposefully 

over to Mr. Browne in order to “repeat in an undertone the story he had just told Gabriel” 

(185). His demeanor resembles that of Farrington in “Counterparts,” who delights in 

recounting his exchange with his boss as he gets drunker and drunker with his friends. 

After Freddy finishes his story, he explodes into laughter and “rub[s] the knuckles of his 

left fist backwards and forwards into his left eye, repeating words of his last phrase as his 

fit of laughter would allow him” (185). Not only in gesture, but also in repetition of exact 

phrasing, shades of Farrington and the stranger in “An Encounter” reappear in this codic 

last story. Gabriel also repeats such favorite phrases, such as “thought-tormented” (192, 

202) and “distant music” (210, 214). Repetition and reversal of phrasing appear yet one 

last time at the end of the story when Gabriel observes the snow “falling softly upon the 

Bog of Allen” and “softly falling into the dark mutinous Shannon waves” (223) and again 

“falling faintly through the universe and faintly falling” (224). 

Allusion combines with an overlap of expressive media when Gabriel sits sullenly 

in the parlor listening to Mary Jane’s Academy piece. Following Freddy’s repetitive 
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gestures, the scene represents a third precursor to the re-rendering process. Unable to 

listen to the piece, which “had no melody for him” (although he is able to describe it as 

“full of runs and difficult passages” [186]), Gabriel stares at the floor. The sight irritates 

him as do the sounds invading his ears, and he seems to experience a resentment toward 

the sensory stimulation he must endure. Desiring to calm at least one of his irritated 

senses, he allows his gaze to fall not upon the source of the music but upon the two 

pieces of art on the wall behind the piano. The first, which depicts Romeo and Juliet’s 

balcony scene, combines the dramatic medium with that of painting. The play existed 

first as a script, then as a performance incorporating those elements Wagner describes in 

his praise of the theater—architecture, set design and painting, acting, costumes, etc. At 

some point, a visual artist depicted a scene from the play, expressing with the materials, 

forms, and conventions of his medium those thematic elements of the play he most 

valued. As an image on the Morkans’s wall, the picture becomes an element of both the 

interior design of the room and a visual accompaniment to Gabriel’s response to Mary 

Jane’s Academy piece. The second piece is a “picture of the two murdered princes in the 

Tower which Aunt Julia had worked in red, blue and brown wools when she was a girl” 

(186). Invoking the sense of touch, the textile piece immediately reminds Gabriel of the 

“waistcoat of purple tabinet” his mother had made him when he was a boy. He then 

notices a photograph, yet another visual representation, of his mother in front of a mirror. 

In the photo, his mother holds a book and appears to be reading a story aloud to Gabriel’s 

brother. Scenes of sense revelry reappear in expanded form in Portrait when Stephen 

recalls the stimulants of various media from his early years. 
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The characters who people “The Dead” are a talented group. Gabriel is a 

successful writer; his aunt Julia is “still the leading soprano in Adam and Eve’s” (176) 

though she has been dismissed, and Kate gives “music lessons to beginners in the back 

room;” his cousin Mary Jane also teaches music and performs; and most of the guests at 

the party at the heart of the story are either pupils of Kate or Mary Jane or musical friends 

and family of Julia and Kate Morkan. Through their various performances, these 

characters display the processes critical to the creation of effective artworks. Oral 

performance fills the stories of Dubliners, and Alan Friedman traces many of them in his 

book Party Pieces, noting that performance has always been a crucial part of Irish 

culture, especially in informal or domestic settings. While Joyce depicts formal and 

commercial performances, as in  “A Mother,” impromptu performances as a condition or 

reciprocation of hospitality make up a far greater number of performative instances in 

Dubliners. These include the father’s recitation of The Arab’s Farewell to His Steed in 

“Araby,” Villona’s piano playing in “After the Race,” Polly’s and the artiste’s 

performances in “The Boarding House,” Farrington’s telling of his own story in 

“Counterparts,” Maria’s recitation of “I Dreamt That I Dwelt” in “Clay,” Hynes’s 

recitation of his Parnell poem in “Ivy Day,” and, of course, the myriad performances in 

“The Dead.” Each of these performances, whether troubled or festive, is at the heart of a 

social gathering; according to Friedman, the success of each performance relies on the 

ability of “performer, audience, occasion, and substance [to] all cohere” (50). And 

although many of the performances in Dubliners are problematized and thus failures, 

“The Dead” seeks to redeem performance, although not always successfully. In addition 
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to a performance being successful if all four elements cohere, Joyce shows that art is, if 

not successful, at least redeemed20 when it is re-rendered by another artist, and this notion 

of redemption and return is part of the focus of the final story. Re-rendering is reflective 

of the Irish artistic and oral tradition, which, as Gabriel Conroy says of Irish hospitality, 

“our forefathers have handed down to us and which we in turn must hand down to our 

descendants” (203). Furthermore, the successful transmission of art is essential to the 

arrival at the coda, a finalizing structure which itself fuses reiteration and fresh 

perspective. 

“Coda” has been a favorite term of Joyce critics for decades. Musically, it refers 

to the finale of a piece and is usually played only after other sections of the music have 

been played and even, at times, repeated. It is quite common, for example, for a piece to 

contain several movements of varying style, tempo, and key. Musicians are often 

prompted by repeat signs ( :| ), or signals such as D.C. (“Da Capo,” or “from the top”) or 

D.S. (“Da Signa,” or “from the sign”). The repeat sign signals the musicians to return to 

the corresponding reverse-repeat sign ( |: ) and play the section again, after which they 

are to ignore the repeat sign and continue on to what follows the repeat sign. Sometimes 

what follows is the coda, but more often it is another movement with its own set of 

repeats and returns. Structurally, this kind of returning to music already played parallels 

the ways in which art is reintroduced throughout Dubliners generally and “The Dead” 

specifically. Characters often relive and retell past events; but they are not simply 
                                                        
20 For instance, D’Arcy’s performance, which is at first seen by some characters to be 
selfish and, because unheard by a full audience, unsuccessful, is redeemed by 
Gretta’s use of the performance in her narrative and Gabriel’s use of it as one 
inspiring element for his imagined painting. 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repeating; they are fusing the retelling with new and present awarenesses. The patterns in 

Dubliners, especially vivid in “The Dead,” more closely reflect the structure of the D.S. 

al Coda, in which musicians are prompted to return to a section in the music marked with 

a specific signifier ( § ) and to play through al coda (“to the coda”). The coda, then, is a 

section of varying length (though usually comparatively short) that is played only once 

and usually contains hints of major preceding musical patterns but that is otherwise 

markedly different and recognizably finalizing. “The Dead,” in particular, makes use of 

coda and repetition through the re-rendering of art and the structure of the story’s (and 

thus the book’s) ending. 

The various flawed or inappropriate performances in “The Dead,” such as Mary 

Jane’s recitation, Aunt Julia’s “Arrayed for the Bridal,” Gabriel’s after-dinner speech and 

his subsequent telling of the incident involving his grandfather’s horse, set the stage for 

the two major artistic transmissions of the story: Gabriel’s Distant Music and Gretta’s 

Michael Furey narrative, both of which incorporate and fuse, though differently, Bartell 

D’Arcy’s singing of “The Lass of Aughrim.” Mary Jane’s Academy piece is a 

performance out of place for her audience, as Friedman notes, “inappropriate to its 

occasion” (39). Though the guests had insisted she play something for them, Gabriel 

notices “[t]he only persons who seemed to follow the music were Mary Jane 

herself…and Aunt Kate” (186). The performance, though, loudly applauded at its end, 

does not invite an encore, and is never mentioned again in the story. Also absent from the 

description of Mary Jane’s piece is a title. Though Joyce names the pieces Julia and 

D’Arcy perform, Mary Jane performs “her Academy piece,” a series of technically 
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difficult runs and passages. Nothing in it inspires a re-rendering, not even a title which 

can later function as a reference.  

On the other hand, Julia’s performance is highly successful with her listeners. The 

narrator notes that “[h]er voice, strong and clear in tone, attacked with great spirit the 

runs which embellish the air and though she sang very rapidly she did not miss even the 

smallest of the grace notes” (193).  Freddy Malins, nearly in tears, insists he has “never 

heard [her] voice sound so fresh and so…so clear and fresh, never” (193). The 

performance elicits a kind of an encore when, in the hotel room, Gabriel, though he is 

more focused on her haggard appearance than on the song itself, recalls the title of the 

song she sings. Again, the original performance becomes a visual image, stripped of its 

melodic aural characteristics and rebuilt in discordant visual detail in his mind. Just as he 

re-renders “The Lass of Aughrim” into Distant Music, he turns an aural performance into 

a visual image; but whereas Distant Music is a comforting and erotic image, that of Julia 

is disconcerting. Thus, a successful transmission is not always soothing even when it is 

memorable and inspiring of new art. 

Gabriel’s after-dinner speech is an artwork in the making when it first appears in 

the story. The speech is a tradition he has performed “in years past” (202), one which he 

dreads yet enjoys. In addition to the problematic Browning reference intended for the 

speech, Gabriel also plans to allude to the three Graces and to the Trojan prince, Paris. He 

uses the phrase “thought-tormented age” (203), a variation on “thought-tormented music” 

(192), a phrase he had once used in a review, to describe the “sceptical” age in which he 

and his companions are all living. His artistic choices—the references, the recycled 
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phrases—culminate in a highly praised speech. Gabriel is so elated by his own 

performance and his audience’s reception that he feels encouraged after a while to tell the 

comic story of his grandfather’s horse circling around the statue of King William III. 

Receiving another warm reception, Gabriel seems to be on a roll as a performer; 

however, a knock at the door terminates his re-enactment of the horse’s movement—and 

at this point the story reaches its first coda. 

“The Dead” contains two endings: one for Gabriel and one for Gretta. Both 

endings are cued by music, and each re-renders that music into another form of artistic 

expression. For Gabriel the culminating creation is an imagined painting (“Distant 

Music”); for Gretta it is a narrative performance. One distinct difference between the two 

is the absence and presence of an audience, respectively. Gabriel internalizes his art and 

relishes it privately—and so intensely that he over-interprets his own creation and is 

surprised to find that Gretta has not only a completely different interpretation of the 

referring art but a wholly different re-rendering mind. The disparity, which is evidence of 

the couple’s disconnection, also represents the two very different re-rendering processes 

enacted by these characters. 

Much of the story belongs to Gabriel, as do most of its internal thoughts and 

idioms. His ending in the story seems to start, appropriately because of his successful 

performances, at the end of the party. As he gazes up the staircase at his wife, Gabriel 

begins composing his finale. The artistic piece that incites the re-rendering process is 

“The Lass of Aughrim,” an Irish air that describes a young woman in love and in despair. 
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Several versions of the story exist,21 and it is uncertain which version Bartell D’Arcy 

sings. In fact, his delivery is described as “uncertain,” suggesting perhaps the multiple 

versions of the song’s text. Nevertheless, D’Arcy plays and sings the song upstairs to an 

audience of only himself, Miss O’Callaghan, and Gretta (of whose presence he may or 

may be aware).  She stands outside the open door, entranced by the song she hears. But in 

the role of covert listener, she also becomes a performer. Her audience, Gabriel, at the 

foot of the stairs, watches her stand motionless at the top of the stairs. He vaguely 

perceives music as he gazes up at her, and the scene vaguely echoes the one in which he 

heard only too loudly Julia’s Academy piece while he gazed at the pictures on the wall. 

This time, though, he imaginatively paints a picture, combining the mood created by the 

faint sound of the air and the striking colors and shadows he observes in his wife’s pose. 

He struggles with inexpression, asking himself, “what is a woman standing on the 

stairs in the shadow, listening to distant music, a symbol of?” (210). The symbol he is 

looking for, the signa that he titles Distant Music, is a signifier that carries in its name a 

cue to return to the past. Offering musical resonance, the signa leads Gabriel back, 

through iteration of the phrase Distant Music, to a time years earlier when he had written 

Gretta a letter, which itself centers around problems of signification: “Why is it that 

words like these seem to me so dull and cold? Is it because there is no word tender 

enough to be your name?”  Gabriel recalls writing these words to her and how “[l]ike 

                                                        
21 For a detailed survey of the song’s origins, iterations, and connotations, see especially 
Hugh Shields’s “The History of The Lass of Aughrim,” Séamus Reilly’s “Rehearing 
‘Distant Music’ in ‘The Dead’,” Julie Henigan’s “’The Old Irish Tonality’: Folksong As 
Emotional Catalyst in ‘The Dead’,” and Martin Dowling’s “’Thought-Tormented Music’: 
Joyce and the Music of the Irish Revival.” 
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distant music these words that he had written years before were borne towards him from 

the past” (214). The painting Distant Music, a creation fusing his recollection of their 

relationship with the song sung by D’Arcy, acts as the D.S. al coda for Gabriel, signaling 

him to return in his mind to a distant past with his wife. After the more concrete 

memories compound, his expectation for the coda begins. Immediately after he recalls the 

letter, his thoughts continue,  

He longed to be alone with her. When the others had gone away, 
when he and she were in their room in the hotel, then they would 
be alone together. He would call her softly: 
-Gretta! 
Perhaps she would not hear at once: she would be undressing. 
Then something in his voice would strike her. She would turn and 
look at him…. (214) 

 
He is not just desiring this conclusion; he is already accepting it, imagining “he would 

call her,” “she would not hear at once,” “something in his voice would strike her,” “she 

would turn.” These events are Gabriel’s coda, what he imagines will happen once he, the 

dutiful artist, replays the memories al coda. 

 As a microcosm, the same passage carries with it elements of repetition in the 

musical sense. In musical notation, repeat signs ( |:…:| ) frame a section indicating 

repetition. Joyce’s passage of text is similarly framed by phrases that suggest repeat 

signs: “:-Gretta! Perhaps she would not hear at once:”. Not only does the last colon 

anticipate an explanation of why she does not hear, it also functions as a repeat sign 

indicating the address, “-Gretta!”, should be repeated, perhaps this time with more 

success; and once repeated, “[t]hen something in his voice would strike her. She would 
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turn and look at him….” The last two sentences are, in effect, a small coda in this 

microcosmic section of text that represents the ending of the story as Gabriel imagines it. 

 Finally escaping D’Arcy and the cab and his memories, Gabriel begins the 

transition from recollection to action: “after the kindling again of so many memories, the 

first touch of her body, musical and strange and perfumed, sent through him a keen pang 

of lust” (215). Although ready to initiate the coda, he is thwarted. He has assumed he is 

the composer, and it shocks him that another work of art has been contemplated. His 

imagined Distant Music has been a performative failure for Gabriel since it fails to elicit 

the desired response from Gretta. Aside from the absence of an audience other than 

himself, the imagined painting combines an experience and a reference that do not 

cohere. 

 While Gabriel’s experiences and feelings are genuine, perhaps the most genuine 

he has had all night, he makes the mistake of attaching those experiences to a reference 

he cannot fully comprehend; for while Gretta is from the west of Ireland, like the ballad, 

and has experienced the sorrows of love combined with death, Gabriel has not. In fact, he 

can barely hear D’Arcy’s singing, and so, by attaching to his imagined painting the soft 

music of the ballad, a reference inconsistent with his own experience, he renders his 

artwork unstable. It does not combine Gabriel’s experience with the impetus for the art’s 

creation. Gretta, on the other hand, has a perfect opportunity at this point to fuse 

reference and experience successfully and to offer it to an audience able to fulfill a proof 

of that success. Prior to Gretta’s ending, Gabriel constructs a coda that is false due both to 

its instability as art and to its inconsistency with the nature of the coda to be both 



53 

referential and unique, perhaps even surprising. Gretta offers a new perspective to the 

story, a new lens through which to view the actions and characters, and thus her narrative 

fulfills the requisites of a coda for a story that is, after all, about more than just Gabriel. 

While Gabriel is consciously constructing a culminating finale for his night’s 

series of performances, Gretta is preparing for her role as the voice that delivers a finale 

not just for herself and Gabriel, but for “The Dead” and Dubliners. Her artwork, the 

narrative of Michael Furey, also begins with a prompt from Bartell D’Arcy’s 

performance of “The Lass of Aughrim.” We might see the end of Gabriel’s performance 

as a Da Signa, where the Signa is the moment in the story when D’Arcy is singing. The 

song holds special meaning for Gretta as it recalls a previous performance: Michael 

Furey singing her the same song. Thus, the referent has a direct connection to Gretta’s 

personal experience so that a fusion of the two into a new art form potentially indicates a 

more appropriate performance that ultimately elicits the final epiphany. 

Gretta’s performance begins when she responds to Gabriel’s call, not in the way 

he had imagined but with a look “so serious and weary that the words would not pass 

Gabriel’s lips” (54). What “words” he would have uttered are never made explicit; and 

the phrase indicates not only that Gabriel will not say them, but, if we emphasize his 

name (“the words would not pass Gabriel’s lips”), that it will not be Gabriel who delivers 

the coda. His “longing to be master of her strange mood” is in fact thwarted, and 

throughout her narrative he must reconcile his urge to be the coda’s artist with his new 

role as audience of her performance. Though still unaware of what is to come, he finally 

yields to this role, at least symbolically when he invites her story: 
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He stood, holding her head in his hands. Then, slipping one arm 
swiftly about her body and drawing her towards him, he said 
softly: 
-Gretta dear, what are you thinking about? 
She did not answer nor yield wholly to his arm. He said again, 
softly: 
-Tell me what it is, Gretta. I think I know what is the matter. Do I 
know? (218) 

 
His body still struggles for control at first as he holds her head, but he offers greater 

support when he moves his arm behind her body. Again, the use of the colon, visually 

recalling the repeat sign, enhances the suggestion in musical terms of a repeat in an 

exchange that does in fact convey repetition: “softly: -Gretta dear, what are you thinking 

about? She did not answer nor yield wholly to his arm. He said again, softly:”22 This 

repetition, like Gabriel’s earlier use of the same structure, incites the commencement of 

the coda, but unlike Gabriel’s finale, which is based on a continuance of his dominant 

perspective in the narrative, Gretta’s finale performs the necessary move to a 

differentiation of style. Like Gabriel, Gretta begins her artistic re-rendering by 

introducing the referent. But while Gabriel barely perceived and failed to understand the 

song, it is an effective introduction for Gretta who uses it as common ground to connect 

her to her audience and begin her own story.  

 For both Gabriel and Gretta, the D.S. al coda is the distant music of “The Lass of 

Aughrim.” The signa that Gabriel returns to, his own phrase Distant Music, like D’Arcy’s 

performance, is elusive. Gretta’s signa, though, is more fixed. The music directly 

correlates where she is now and where she was when she last heard the song. Having 

asked D’Arcy for the title of the song, she can name its proper signifier, thus setting up a 
                                                        
22 Emphasis mine. 
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stable and publicly acknowledged sign so that, when she refers to it at the beginning of 

her narrative, she prepares Gabriel (and the reader) for one last carefully composed 

artistic action, one spoken by a fresh voice that has the power to complete the complex 

larger work. As Gretta tells her story, first at the prompting of Gabriel’s questions and 

then in her own, more detailed, narration, she unfolds a simple yet carefully constructed 

narrative, which, as Friedman argues, “she seems to have spent all her married life 

rehearsing but not telling” (37). The experience has always been there, but, until now, it 

has lacked the ignition offered by the referent. While “The Lass of Aughrim” could have 

propelled Gretta’s story on its own, the reference would have been a dead one to her 

audience. Seizing on the circumstance that brought her, her audience, and referent 

together, though, she now delivers a moving artistic transmission, one that re-renders a 

text from an oral tradition, which has been orally conveyed to Gretta by D’Arcy that 

night, and which becomes Gretta’s oral telling of her own past. 

  The narrative further invokes oral tradition in its effect upon her audience, 

Gabriel, and then by its re-rendering by the narrator through free indirect discourse. After 

her performance, Gretta collapses into sobs, and Gabriel is left to consider the 

implications of what she has narrated. He lets go of her hand and moves to the window. 

At this point, a break appears in the text; when the text resumes, enough time has passed 

for Gretta to have fallen asleep. The perspective turns once again to Gabriel’s thoughts, 

now the thoughts of a changing Gabriel who sounds more removed, more universal, more 

like a narrator than the clumsy imitator of horses or a mixer of Classical metaphors. Now 

the voice of “all the living and the dead,” he represents the transcendent effect of 
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appropriate re-rendering of art on its observer. That transcendence is then reflected in the 

panoramic vision of the closing lines, a move showing the transference of that vision to 

the narrator and finally the reader, a complex transmission of art that started with a 

traditional Irish ballad. Thus, although the performative coda is Gretta’s narrative, the 

final vision is a culmination of the entire performance as it persists with its audience, 

creating a remove from the immediacy of the text and resituating it as a piece in a larger 

work. 

 Gretta’s coda to “The Dead” reminds us that the story itself is a coda to a much 

larger and more complex work. The codic nature of the story is apparent in its thematic 

culmination of motifs that recur throughout Dubliners, including private and public life, 

Ireland and England, the visual and the aural, shadow and light, age and youth, performer 

and audience, transcendence and paralysis, and numerous others. Florence Walzl has 

suggested that, prior to the addition of “The Dead” into Dubliners, the collection was 

framed by two stories, the first a story of “defective religion and a picture of a priest 

dying of paralysis, a figure symbolic of clerically dominated Ireland” and the last of 

“faith and a picture of a corrupt priest preaching a materialistic sermon to a group of 

morally insensible Dubliners” (20). The addition of “The Dead,” however, introduces a 

coda to a set of movements that link and repeat until a fresh perspective finalizes what 

might otherwise be an infinitely self-referential loop. This argument is strengthened by 

the fact that “The Dead” was composed by a Joyce whose vision of Dublin had changed 

and broadened after the years following the completion of the first fourteen stories. 
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 Although the codic qualities of “The Dead” are not news to Joyce critics, the 

microcosmic structures of the coda and their relationship to Joyce’s depiction of 

transmodal re-rendering represent a compelling example of how Joyce challenges the 

book as a traditional artistic structure. By infusing Dubliners with elements of orality and 

music, Joyce calls attention to the interconnectedness of all art forms and exemplifies 

what they gain from each other. The fact that Joyce has his characters perform the same 

kinds of re-renderings that he practices in his writings suggests that Joyce consciously 

plays with the established precedents for expression in any medium. Allusion to other 

media, revision with variation, and a blending of sensory perceptions are foundational 

ideas upon which the act of re-rendering relies. These three foundational ideas, along 

with the culminating process of re-rendering, are introduced in Dubliners which then 

serves as a prelude to their much more complex depictions in Joyce’s later work. The 

ultimate authorial re-rendering occurs in Finnegans Wake, but before that, Joyce expands 

on the fundamentals of the technique in Portrait and Ulysses. 
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Chapter Three 
 

“Re-embodying” the “Subtle Soul”: Revision and Synaesthesia in Stephen Hero and 

A Portrait of the Artist As a Young Man 

If Dubliners represents a panorama of the various aspects of re-rendering, A 

Portrait of the Artist As a Young Man is a focused study of some of the fundamentals of 

this technique. A revision of Stephen Hero, Portrait is a reproduction in its own right. 

Though it does not rework art across media, it revises Joyce’s earliest attempt at a novel, 

one that evolved over several years and various iterations. Considered a Bildungsroman 

and also a Kunstlerroman, the novel also incorporates a number of literary genres, 

explicitly and implicitly, including the diary, poetry, the essay, autobiography, and of 

course, novel. Portrait  highlights each of these genres while simultaneously depicting 

the process of revision. 

Stephen Dedalus, the central figure of the novel, inhabits several of Joyce’s 

works. Besides using the name as a pseudonym in his correspondences with Oliver St. 

John Gogarty and Constantine P. Curran, Joyce began Stephen’s first incarnation, in 

Stephen Hero, between 1901 and 1904.23 In 1904 he published the essay “A Portrait of 

the Artist” and began work on the stories that would become Dubliners.  The concurrent 

projects offered Joyce room to experiment with different narrative styles and techniques 

while focusing on the ideas surrounding the production and aesthetic of art and the artist. 

The several works—the essay, Stephen Hero, and the final novel—cast  Portrait as a kind 

of collage, a novel made up of ideas first posited in an essay and the revisions of an 
                                                        
23 Theodore Spencer discusses several possible start dates in his Introduction to Stephen 
Hero. 
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earlier novel. Furthermore, the novel represents a distorted autobiography,24 albeit 

satirical, of the author in his formative years, and the final pages of the novel, written in 

the form of a month’s worth of diary entries, add yet another style to the mix. One of the 

focal points of the novel is a villanelle that Stephen composes, and its formal composition 

is a parallel to much of the circularity of language present in the text. Portrait is a hybrid, 

a collage of genre and style that relate to a textual artistic medium, what Walter Ong 

defines as literacy. While Joyce’s later works transform form and style across artistic 

media, and at times invoke elements of orality, Portrait represents Joyce’s first tinkering 

with transforming and synthesizing form, but within a network of similar forms, i.e. the 

literary medium. 

Chester G. Anderson notes in his Introduction to Portrait that “the essay…of  

1904, and the selections from Stephen Hero can help us see the stages through which the 

experiences passed before reaching final form in the Portrait; and the selections from 

Ulysses and Finnegans Wake show later stages in the ‘book of himself’ which Joyce kept 

reading and writing” (2). The trajectory of Joyce’s work certainly shows a process of 

refinement. But while we may usually think of refinement in a more Beckettean sense of 

paring down and cutting out, Joyce’s works show a process that both eliminates 

unnecessary or too-obvious explanation while also expanding the possibilities of meaning 

through carefully chosen and even hybridized words. Based on page numberings, the 

manuscript of Stephen Hero is at least 902 pages, most of which are either lost or yet to 
                                                        
24 In The Complete Dublin Diary of Stanislaus Joyce, the author’s brother comments that 
Portrait is “almost autobiographical, and naturally as it comes from Jim, satirical” (12). 
Stuart Gilbert notes in his Introduction to Letters that “[t]here was little of young Stephen 
Dedalus, arrogant and introverted, in the Joyce I knew—the artist as a mature man” (31). 
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be revealed by their holders (Spencer 7). In a letter to Grant Richards Joyce specifies the 

page count to be 914 (Letters 2.132). In any case, the version of the work Joyce finally 

published, A Portrait of the Artist As a Young Man, is considerably shorter.  

Portrait is a revisionist work, both in the sense that Joyce wrote the novel as a 

revision of Stephen Hero, and that it illustrates the process of revision through its 

protagonist’s narrative idiom.  As a revision itself, Portrait represents one iteration 

among many possible iterations.25 That Joyce chose not to publish Stephen Hero does not 

necessarily rule it out as a part of the function26 of Portrait. In their Forward to Stephen 

Hero, Slocum and Cahoon emphasize that “Joyce’s known economy of episode and 

phrase was such that even the rejected portions of his manuscripts usually contributed 

heavily to a published work” (4).  In fact, in Ulysses Stephen recalls the lofty writing 

goals of his youth, both the great works and the notes toward those works:  

Books you were going to write with letters for titles. Have you 
read his F? O yes, but I prefer Q. Yes, but W is wonderful. O yes, 
W. Remember your epiphanies on green oval leaves, deeply deep, 
copies to be sent if you died to all the great libraries of the world, 
including Alexandria? (3) 

 

                                                        
25 In Techne: James Joyce, Hypertext, and Technology, Louis Armand compares the 
various drafts and iterations of texts that surround textual genetics to the field of quantum 
theory in which multiple “possible worlds” co-exist. He introduces the analogy to frame 
his discussion of Finnegans Wake and hypertext, but the same idea may hold true for the 
various iterations of Portrait. 
26 In the mathematical sense, a “function” is “[a] variable quantity regarded in its relation 
to one or more other variables in terms of which it may be expressed, or on the value of 
which its own value depends” (OED). Thus Stephen Hero is part of the process at work 
in Portrait. 
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Ulysses Stephen demonstrates a similar attitude toward his writing as Joyce. Joyce’s 

famous prediction that his work would “keep the professors busy for centuries arguing 

what [he] meant” (qtd. in Ellmann 521) and his insistence that every word was intentional 

and precise reflect Stephen’s self-assurance of his own genius. Like Stephen, who 

contemplates mailing out his notes to ensure his immortality, Joyce also expected his 

unpublished works to be of value to his readers, especially the scholars whom he had 

already determined would be busy interpreting his body of work “for centuries.” Thus, 

even though Portrait reads as a complete text, we may also read it as a draft, an iteration 

or a part, of a larger text that exists as a set of multiple iterations.  Portrait then serves as 

the final draft, the pared-down and polished rendering of a story Joyce wrote multiple 

times, and the emphasis on revision in the narrative style of the novel explores the basics 

of re-rendering, for re-rendering must begin with an awareness of the conventions, forms, 

and materials of a medium. The relationship between Stephen Hero and Portrait and the 

artistic qualities imbued upon Stephen represent a focused portrayal of the first steps of 

re-rendering, a stepping back from the panorama of Dubliners to explore the 

fundamentals necessary to effectively re-render art across media. 

Eliminated in Portrait are the long physical descriptions of characters in Stephen 

Hero as well as several conversations between Stephen and other characters that focus on 

artistic aesthetics. Instead, in Portrait, Joyce offers a narrative more subjective to 

Stephen’s point of view. The narrative voice evolves throughout the novel, paralleling the 

maturation of the central figure. And even though the narrator and Stephen are separate, 

the narrator exhibits characteristics of Stephen, much like the narrative voice in 
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Dubliners reflects the idiom of the characters in the stories. This idiomatic narrator is not 

present in Stephen Hero and is thus a major aspect of the revision. This more specific 

Stephen does not come with prolonged physical description, and neither do the characters 

surrounding him. This more subjective view, one that values introspection more than 

physical appearances, echoes Stephen’s preference of the ephemeral over the concrete. 

Likewise, the conversations that inform his aesthetic theory, which are so prevalent in 

Stephen Hero, are also reduced, suggesting a diminished perceived importance of the 

influence of others on Stephen’s brilliant aesthetic theories. 

In addition to physical description and conversations, Stephen Hero contains long 

passages in which Stephen thinks about what qualities artists must possess and how they 

should go about creating art. He reflects on his own characteristics in an attempt to 

identify himself as an artist, and spends a lot of time developing arguments in his own 

mind for his artist-status. To some extent Portrait retains these meditative episodes, but 

in most cases the revised novel dispenses with any indication that Stephen is consciously 

concocting his theories; rather Portrait shows Stephen in the act of either discovering or 

exhibiting artistic characteristics: in Portrait, instead of explaining Stephen’s thought 

processes and characteristics as an artist, Joyce allows Stephen to demonstrate them 

himself. One especially poignant passage in Stephen Hero exemplifies the explicit 

indication of Stephen’s theory formation:  

The artist, he imagined, standing in the position of mediator 
between the world of his experience and the world of his dreams—
a mediator, consequently gifted with twin faculties, a selective 
faculty and a reproductive faculty. To equate these faculties was 
the secret of artistic success: the artist who could disentangle the 
subtle soul of the image from its mesh of defining circumstances 
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most exactly and re-embody it in artistic circumstances chosen as 
the most exact for it in its new office, he was the supreme artist. 
This perfect coincidence of the two artistic faculties Stephen called 
poetry and he imagined the domain of an art to be cone-shaped. 
(77-78) 
 

Here, Joyce directly reveals the “secret of artistic success” as Stephen sees it. In Portrait, 

however, the reader must infer these “secrets” through the narrative technique. Whereas 

the narrator of Stephen Hero is objective, leading the reader through each thought, 

Portrait’s narrator takes on the idiom of the novel’s characters, and for most of the novel, 

this idiom is Stephen’s.27 Thus, Portrait Stephen enacts the characteristics of the artist as 

defined in Stephen Hero without consciously formulating them. In the above passage, 

Stephen thinks an artist must mediate experience and dream; in Portrait, Stephen the 

artist does mediate experience and dream. He not only vividly perceives his dreams (his 

sleep dreams as well as his fantasies), he carefully selects and recalls the elements of 

those dreams which most apprporiatley portray him as a “supreme artist.” Indeed, the 

“selective faculty” Joyce applies in rewriting Stephen Hero as Portrait eliminates at least 

two-thirds of the original text. The remaining selections implicitly convey the “subtle 

soul of the image.” 

The reproductive faculty takes the form of the revision and repetition that 

Stephen, through the narrative idiom, applies to his perceptions and decriptions. Stephen 

has an affinity for words and phrases, especially his own phrases, an affinity he expresses 

through repeating particular favorites. The first of these is in the description of the square 

ditch incident, an event Stephen will recall several times throughout the novel, but which 

                                                        
27 Kenner provides in-depth discussion of the narrative idiom Joyce’s Voices.  
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shows its significance through repetition early in the first chapter. The first reference is as 

follows: 

That was mean of Wells to shoulder him into the square ditch 
because he would not swop his little snuffbox for Wells’s seasoned 
hacking chestnut, the conqueror of forty. How cold and slimy the 
water had been! A fellow had once seen a big rat jump into the 
scum. (10) 
 

He recalls the incident again only a few pages later when he is in the playroom and Wells 

is teasing him about kissing his mother: 

It was Wells that had shouldered him into the square ditch the day 
before because he would not swop his little snuffbox for Wells’s 
seasoned hacking chestnut, the conqueror of forty. It was a mean 
thing to do; all the fellows said it was. And how cold and slimy the 
water had been! And a fellow had once seen a big rat jump plop 
into the scum. (14) 

 
Stephen the storyteller has already begun to play with syntax, trying the effects of 

reordering the facts and the claim by moving “that was mean” from the beginning of the 

description to the middle. He also adds supporters (“all the fellows”) to his claim and 

interjects a sound effect (“plop”) to the rat description. By placing Wells’s action—

“shouldering him into the square ditch”—before the analysis—“It was a mean thing to 

do”—Stephen allows his audience to form a judgment of the action instead of forcing 

judgment on them before they know what the action is.  

The next morning Stephen abandons the full description and maintains only the 

support of his fellows when he huddles under the covers waiting for the prefect to 

confirm his sickness: “He heard the fellows talk among themselves about him as they 

dressed for mass. It was a mean thing to do, to shoulder him into the square ditch, they 

were saying” (21). Here, two scenarios seem plausible. Stephen the storyteller has 
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prematurely placed the support of the other fellows into the previous playroom version of 

the description because the events of the morning have already happened by the time he 

narrates the story from the playroom, a plausible scenario if we view the novel as a work 

narrated by an older Stephen recalling his childhood. Another possibility is that Stephen 

the storyteller confuses actual events with his own imagined version of them. In other 

words, on that morning the fellows are not really saying “it was a mean thing to do to 

shoulder him into the square ditch” (these are in fact the exact words from the previous 

two descriptions); Stephen is simply placing the supportive sounds of his fellows in his 

half awake, half asleep fever-consciousness. In either scenario, though, Stephen narrates 

the descriptions, taking phrases and reproducing them, finding his artistic and authorial 

voice through revision, much as Joyce his creator was doing with the novel.  

As Stephen grows older he abbreviates the square ditch incident and places it 

within a string of critical events. While at the Francis Xavier retreat several years later, he 

remembers “his life at Clongowes: the wide playgrounds, swarming with boys, the square 

ditch, the little cemetery off the main avenue of limes where he had dreamed of being 

buried” (108-9). The event has become less worthy of storytelling, though the resulting 

sickness and sensation of nearly dying remains a critical memory for Stephen, one to 

which he will return several more times in the novel. 

A similar early revision sequence occurs with the description of the first 

Christmas holiday after the death of Parnell. The scene begins as a distinctly new 

episode, punctuated on the page by three asterisks which mark a passage of time between 

two sections: “A great fire, banked high and red, flamed in the grate and under the 
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ivytwined branches of the chandelier the Christmas table was spread” (27). This opening 

description, which suggests a stage set, serves as a positioning device, an exposition that 

places Stephen in a physical space different from the previous Clongowes setting. As the 

scene unfolds, Uncle Charles, Simon Dedalus, Dante, Mr. Casey, and Stephen await 

dinner. Stephen has been looking forward to the holiday and returning home from the 

cold, dark, dampness that has defined the previous school session. This dinner, his first 

with the adults, will introduce him to the vitriol of political division. After a brief 

discussion around the fire, the men move into the dining room; up to this point the 

narrative is mostly dialogue and description. After Stephen says grace, the narrative 

reverts to the more common stream-of-consciousness-style. Seeing the turkey on the 

table, Stephen recalls the experience at Dunn’s in D’Olier Street when his father bought 

the turkey for a guinea. At the word “turkey,” his memory leaps back to Clongowes, and 

he wonders, “Why did Mr. Barrett in Clongowes call his pandybat a turkey?” Stephen 

checks himself quickly, knowing he must be both physically and mentally present at the 

dinner, and so does what many a storyteller does after becoming distracted; he starts over, 

repeating the language of the opening description almost exactly: “and the great fire was 

banked high and red in the grate and the green ivy and red holly made you feel so happy” 

(30). The repetition serves to resituate Stephen back in the scene, yet also Stephen is re-

evaluating his surroundings and re-describing them: removing the chandelier and the 

Christmas table and expounding on the description and emotional effects of the holly. 

The new description combines the previous one with yet another earlier passage from 

Stephen’s fever dream: “There were colored lanterns in the hall of his father’s house and 
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ropes of green branches. There were holly and ivy round the pierglass and holly and ivy, 

green and red, twined round the chandeliers. There were red holly and green ivy round 

the old portraits on the walls. Holly and ivy for him and for Christmas” (20). The 

reconfiguration combines Stephen’s fever dream with his present reality, mediating 

dream and experience and imbuing the moment with childlike complacence while 

foreshadowing the coming conflict through the emphasis on red and green, the colors 

representing Davitt and Parnell. The final description, then, becomes a final draft, a 

revision of the previous drafts, that condenses the multiple themes -- of childhood 

ignorance and narcissism, Irish political tension, the dramatic medium, and storytelling -- 

into fewer words while emphasizing the technique of revision and the reproductive 

faculty. 

Perhaps one of the most sustained descriptions is that of Eileen Vance, the girl 

whom “[w]hen they were grown up he was going to marry” (8). Eileen appears on the 

second page of the novel and reappears several more times through Stephen’s memory. 

Stephen’s mother rebukes his marriage fantasy, and only later does he understand that she 

does so because Eileen is Protestant. The taboo may be the reason that Stephen never 

narrates specific events as he does the incident in which his mother reprimands him, but 

instead only tells and retells the incidents involving Eileen as memory. Because it is a 

memory he repeats often, it becomes a passage of text that he can revise again and again. 

After Stephen’s initial display of interest in marrying Eileen, and suffering the 

consequences, he keeps his thoughts of her to himself. The next time he thinks about her 

is at his first Christmas dinner just before Mr. Casey tells the story that ultimately incites 
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Stephen’s first attempt at poetry. Stephen first recalls Dante’s forbidding him to play with 

Eileen because of her own childhood experiences playing with Protestants. According to 

Dante, the other children would mock her, shouting “Tower of Ivory” and “House of 

Gold!” (35) These phrases turn Stephen’s memory to Eileen. He meditates: 

Eileen had long white hands. One evening when playing tig she 
had put her hands over his eyes: long and white and thin and cold 
and soft. That was ivory: a cold white thing. That was the meaning 
of Tower of Ivory. (36) 

 
Stephen awakes from his reverie as Mr. Casey begins his story, but he maintains his 

association between Eileen and ivory in his next remembrance a few pages later: 

Eileen had long thin cool white hands too because she was a girl. 
They were like ivory; only soft. That was the meaning of Tower of 
Ivory but protestants could not understand it and made fun of it. 
One day he had stood beside her looking into the hotel grounds. A 
waiter was running up a trail of bunting on the flagstaff and a fox 
terrier was scampering to and fro on the sunny lawn. She had put 
her hand into his pocket where his hand was and he had felt how 
cool and thin and soft her hand was. She had said that pockets were 
funny things to have: and then all of a sudden she had broken away 
and had run down the sloping curve of the path. Her fair hair had 
streamed out behind her like gold in the sun. Tower of Ivory. 
House of Gold. By thinking of things you could understand them. 
(42-43) 

 
This time Stephen follows his definition with a description of another incident involving 

Eileen’s hands, one more erotically charged than the first. Instead of her hands covering 

his eyes, they are in his pocket, a detail that, now revealed, seems rather markedly left out 

of the first description. Perhaps as Stephen matures, he also matures as a storyteller, 

realizing what details are important to include or perhaps realizing how to embellish 

while he revises. The new version of the story certainly reflects a more sexually aware 

Stephen, and it also connects one of the previously unattached phrases, “House of Gold” 
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to another element of the story, Eileen’s hair. Like the josser in “An Encounter,” his 

words circle his mind, finding expression in repetition and variation. 

The description appears yet again when, on the tram home from his Aunt’s, he 

agonizes over reaching out to “catch hold of” E.C. (an abbreviated version of Stephen 

Hero’s Emma Clery), a young woman who will inspire Stephen’s second attempt at 

poetry the following day. While his thoughts bend toward the woman, he recalls Eileen:  

And he remembered the day when he and Eileen had stood looking 
into the hotel grounds, watching the waiters running up a trail of 
bunting on the flagstaff and the fox terrier scampering to and fro 
on the sunny lawn, and how all of a sudden she had broken out into 
a peal of laughter and had run down the sloping curve of the path. 
(69) 

 
This time, Stephen leaves out the pocket bit, yet he adds a response from Eileen that had 

been missing from the previous description. Her laughter perhaps indicates Stephen’s 

insecurity at the thought of reaching out to E.C. and being rejected. The revision in this 

circumstance both injects his current scene and his memory with this insecurity, yet also 

renders the memory more succinct. The identifying elements—“the waiters running up a 

trail of bunting on the flagstaff and the fox terrier scampering to and fro on the sunny 

lawn”—remain, but the intimacy of the pocket detail is omitted. Also omitted but not 

exactly part of the recollection is the final phrase of the previous passage: “By thinking of 

things you could understand them.” This line explains precisely what Stephen is up to in 

his revisions. By taking specific wording and re-using it in his memories, he is essentially 

working at understanding that wording. Stephen’s thoughts, selected and reproduced, and 

refined into succinct descriptions depict one interested in making language into a kind of 

clay that can be reshaped until it is perfected. Indeed, according to Richard Ellmann, 
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Joyce once told Samuel Beckett that he “could justify every line of [his] book” (702). 

Though Ellmann’s context of the remark suggests that he was referring to Finnegans 

Wake, the comment could be ascribed to any of Joyce’s texts. His prolific revisions and 

notes certainly show concentrated deliberation about everything from word choice to 

punctuation. The almost tortuous obsession Stephen shows towards the perfecting of a 

phrase or a description reflects a care he shared with his author. The repetition and 

variation also suggest the form of the villanelle that Stephen later writes. The repeated 

phrases punctuate the novel just as the repeated lines of a villanelle inject the poem with 

cyclical properties. 

Joyce’s various renderings of language represent one level on which he is 

exploring variation within a single medium. The second part of Stephen Hero’s 

description of an artist suggests another level that is also apparent in Portrait: “the artist 

who could disentangle the subtle soul of the image from its mesh of defining 

circumstances most exactly and re-embody it in artistic circumstances chosen as the most 

exact for it in its new office, he was the supreme artist.” Here, Joyce defines, in a sense, 

re-rendering. “The subtle soul of the image” must be maintained through the process of 

translating it into the “artistic circumstances” that make up a new medium. What 

distinguishes this early approach to re-rendering, though, is the term “re-embody.” The 

term elicits sensual themes related to perception—e.g., seeing, hearing, tasting—rather 

than simply the modes of artistic delivery. Sensory perception is almost an obsession for 

Stephen in the novel, so much so that he displays symptoms of synaesthesia, which is yet 

another Joycean method that anticipates transmodal re-rendering. If the effect of art upon 
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the senses distinguishes, for instance, a musical medium from a visual one, then attention 

to sensory perceptions and how they overlap is an essential first step toward 

understanding how media may overlap. 

Synaesthesia is a neurological disorder that received particular attention during 

the late nineteenth and early twentieth centuries. Synesthetes most commonly report an 

ability to hear color; some even report tasting shapes.28 As a neurological phenomenon, 

synaesthesia fascinated philosophers, scientists, and psychologists as early as 1690. In An 

Essay Concerning Human Understanding, John Locke wrote: 

A studious blind man, who had mightily beat his head about visible 
objects, and made use of the explication of his books and friends, 
to understand those names of light and colours which often came 
in his way, bragged one day, That he now understood what scarlet 
signified. Upon which, his friend demanding what scarlet was? 
The blind man answered, It was like the sound of a trumpet. (199) 

 
Locke dismisses the perception as unrealistic, claiming the phenomenon is more likely 

based on linguistic connotation and the result of the blind man’s friends’ descriptions 

rather than his own sensory overlap. He explains, 

to hope to produce an idea of light or colour by a sound, however 
formed, is to expect that sounds should be visible, or colours 
audible; and to make the ears do the office of all the other senses. 
Which is all one as to say, that we might taste, smell, and see by 
the ears: a sort of philosophy worthy only of Sancho Panza, who 
had the faculty to see Dulcinea by hearsay [sic].  

 
Others since Locke, though, have taken the condition more seriously. The term 

synaesthesia was first defined in the Century Dictionary of 1891 as “the production of a 

sensation located in one place when another place is stimulated” (OED).  In The Man 
                                                        
28 A similar association may indicate one reason why Stephen perceives art to be “cone-
shaped” (SH 78). 
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Who Tasted Shapes and “Synesthesia I: A Review of Major Theories and Their Brain 

Basis,” Neurologist Richard Cytowic traces the history of synaesthesia from 

philosophical treatises like Locke’s to scientific explorations in the eighteenth century 

and to medical studies in the nineteenth and twentieth centuries. Among those cataloged 

is a study by Sir Isaac Newton in 1704 in which the scientist attempted to “devise 

mathematical formulas to equate the vibrational frequency of sound waves with a 

corresponding wavelength of light” (Cytowic 52-53). Had he been successful, Cytowic’s 

equation might have interested Stephen in Ulysses as he sought to modulate between the 

audible and the visible. As it is, Stephen laments the “ineluctable modality of the visible” 

(U 3.1) as he walks, eyes closed, along Sandymount Strand. Attempting to escape the 

characteristics and processes of seeing, he turns his attention to his sense of sound and 

touch: he hears the “crush crackling” and also feels the shells beneath his boots “crush 

crackling.” He taps (an onomatopoeic word invoking sense of sound) his “ash sword” in 

order to feel the terrain in front of him, noting that it “[s]ounds solid” (3.17). Like the boy 

in “Araby” who tries to stimulate his veiled senses by pressing his hands together, 

Stephen, attempting to sever his sense of sight, effectively synthesizes his auditory and 

tactile senses. This tendency to feel sound is one of the earliest characteristics with which 

Joyce imbues Stephen in the earlier novel.  

The opening page of Portrait identifies each of Stephen’s five senses; the 

following pages move the “subtle souls” of those senses across their physical borders. 

Stephen begins by attempting to isolate each sense but he soon overlaps and combines 

them. In the first few paragraphs the narrative voice, which takes on the ebullient 
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qualities of a very young Stephen, first identifies the sense of sight: “his father looked at 

him through a glass” (7). Although it is his father’s flawed sight rather than Stephen’s 

that is being identified here, the phrase immediately following—“he had a hairy face”—

describes what Stephen sees as he returns the gaze. The narrator next invokes the sense of 

taste in the reference to lemon platt and then immediately transitions into verse -- “[h]e 

sang that song” -- invoking the aural sense. The sense of touch follows in the description 

of wetting the bed—“first it is warm then it gets cold” – and then smell: the oilsheet “had 

the queer smell” and “[h]is mother had a nicer smell than his father.” 

By the time Stephen is at Clongowes he is fascinated with language, especially as 

a means to incite sensation. He plays games with words in his mind, working out the 

nature of language—“[w]ords which he did not understand he said over and over to 

himself till he had learned them by heart” (62)— concluding that  “by thinking of things 

you could understand them” (43).  The word “suck” incites an especially synaesthetic 

process. Recalling Simon Moonan calling another boy “McGlade’s suck,” Stephen goes 

into a reverie of word and memory associations, ultimately synthesizing the senses of 

sound and touch. When he thinks of the word “suck” in the way Moonan uses it—a suck-

up—he perceives the word only as a sound, not a signifier. He recalls:   

Once he had washed his hands in the lavatory of the Wicklow 
Hotel and his father pulled the stopper up by the chain after and the 
dirty water went down through the hole in the basin. And when it 
had all  gone down slowly the hole in the basin had made a sound 
like that: suck. Only louder. (11) 

 
He hears “suck” not as a word but as pure sound, one with its own connotations. Thus he 

does more than simply associate semantic connotations; he perceives the word as pure 
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sound, an artistic object of its own, like music, that appeals to his sense of hearing. In this 

passage and others like it, Portrait Stephen again demonstrates what Hero Stephen 

describes at greater length. Two episodes in Stephen Hero address the notion of hearing 

words as sounds; first: 

As he walked thus through the ways of the city he had his ears and 
eyes ever prompt to receive impressions. It was not only in Skeat 
that he found words for his treasure-house, he found them also at 
haphazard in the shops, on advertisements in the mouths of the 
plodding public. He kept repeating them to himself till they lost all 
instantaneous meaning for him and became wonderful vocables. 
(30) 

 
and second: 

He sought in his verses to fix the most elusive moods and he put 
his lines together not word by word but letter by letter. He read 
Blake and Rimbaud on the values of letters and even permuted and 
combined the five vowels to construct cries for primitive emotions. 
To none of his former fervours had he given himself with such a 
whole heart as to this fervour.…He persuaded himself that it is 
necessary for an artist to labor incessantly at his art if he wishes to 
express completely even the simplest conception. (32) 
 

Both passages describe a characteristic that becomes implicit in Portrait Stephen. 

Instead of ruminating on what makes an artist, Stephen exemplifies these artistic qualities 

in his attention to the sound of words. And just as Joyce was an artist in various media, 

especially musical and literary, so Stephen also displays multi-modal artistic 

characteristics. Portrait Stephen’s focus on the sound of words manifests in an active 

process of sensory associations rather than simply a description of this tendency. Portrait 

Stephen also goes a step further, though, by “re-embodying” what he perceives. He tries 

out the possibility of turning sound to touch as he pursues the sound of “suck.” The sound 

conjures sensory responses in Stephen beyond the aural. The imagined sound invokes an 
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image of “the white look of the lavatory,” an image that makes him feel cold and hot 

sensations. He is not just imagining temperature, though, or what the words “hot” and 

“cold” mean: he is actually having a physical sensation: “To remember the white look of 

the lavatory made him feel cold and then hot.” The lines following, 

There were two cocks that you turned and water came out: cold 
and hot. He felt cold and then a little hot: and he could see the 
names printed on the cocks. That was a very queer thing. 
 

represent a linguistic rather than synesthetic connection, but it is the synesthetic 

connection that happens first and then leads to Stephen’s more common process of 

linguistic association. Joyce essentially shows that Stephen’s obsessive word-association 

games are based in an overlapping of sensory perception. That Stephen is sick and fevery 

during this process enhances the purely physical level of neural processing.29 The sensory 

overlap even invades the young Stephen’s dreams: “[t]he train was full of fellows: a long 

long chocolate train with cream facings.” (20) A little later he describes the sound 

coming from Mr. Casey’s mouth as a “silvery noise” (28). Joyce shows both the Lockean 

perspective of cross-sensory description as semantic association and also the physical and 

neurological phenomenon of synaesthesia. By imbuing Stephen with both capacities, he 

                                                        
29 Stuart Gilbert once noted that Lucia Joyce’s sickness made her clairvoyant. While 
clairvoyance is perhaps a problematic assignment, Gilbert’s association is nonetheless 
indicative of the connection between neurological disorders, perhaps that of Lucia’s 
diagnosed mental condition and synaesthesia. Gilbert noted similar characteristics in 
Joyce and commented on his ability to visualize the manuscript of Finnegans Wake, 
explaining that “[h]e could promptly conjure up, it seemed, the long, intricate text in its 
entirety, the exact pagination of the draft typescript, and even the position on the page of 
individual  lines. Indeed I sometimes felt there was a hint of the uncanny in his facility of 
inner visualization, rather like that of the ‘sensitive’ who, under certain conditions, can 
evoke latent memories with a precision impossible to his normal self and occasionally 
displays clairvoyance” (Letters I 30). 
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defines a key first step in the process of re-rendering: the awareness of an object and its 

medium or, to return to Joyce’s terms, the “soul of the image” and its “artistic 

circumstances,” and it is an awareness that grows in Stephen as he matures throughout 

the novel.  

Joyce demonstrates Stephen’s sound-touch synaesthesia again when Stephen is in 

the playground hearing the sounds of the cricket-bats. While he finds the sound 

agreeable--“That was a sound to hear” (45)--he imagines potential danger: “but if you 

were hit then you would feel a pain.” The association uses the mediating thought, that of 

being struck by one of the objects making the sound, thus suggesting a linguistic rather 

than physiological association. Stephen’s next thought, however, is of the boy who is 

about to be flogged, and he “wondered what was the pain like,” for  “There were different 

kinds of pains for all the different kinds of sounds. A long thin cane would have a high 

whistling sound and he wondered what was that pain like. It made him shivery to think of 

it and cold” (45).  

He feels cold as he imagines the sounds and the sensations of pain, which he 

understands as connected. Although the first series of relationships—Stephen hears the 

bats hitting the balls, thinks of being hit by a ball, imagines pain—is not necessarily 

synaesthetic, the second sensation—that of feeling cold when imagining sound—is. 

Stephen’s physical sensation of temperature here recalls the same impression of cold and 

hot feelings induced by the earlier synaesthetic experience evoked by the sound of the 

word “suck.”  
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Stephen’s synaesthesia in Portrait may indicate a kind of subconscious or 

primitive inclination toward transmodal re-rendering, but because of his affinity for 

words and language, his inclination becomes a more refined experimentation with 

isolating words from their contexts while remaining within the medium of language. One 

of these processes concerns the word “belt.” Stephen faces the arbitrariness of language 

when he recalls one of the other boys asking him “[w]hat kind of a name is that?” (9).  

His discomfort at his inability to answer sends his hands fumbling with his belt. Putting 

his hands under his belt,he thinks that the word means both an article of clothing and a 

verb associated with fighting.30 As the narrator distinguished the five senses in the book’s 

opening paragraphs, Stephen experiments with isolating words from their contexts, 

singling out specific words (like belt) and then reapplying them to new contexts.  

Recontextualization for Stephen also involves syntax or the ordering of words. As 

a child he shows attention to the implications of varied syntax and he performs 

syntactical experiments himself when he repeats phrases in various orders. Re-

contextualization is yet another way of re-embodying and thus another precursor of re-

rendering. In addition to isolating sounds and then using them to rediscover words, 

Stephen experiments with isolating words and reconfiguring them within organizational 

structures. In one of the novel’s first scenes, Stephen seems to hear, as an echo, the sing-

songy taunt, 

Pull out his eyes, 
Apologise, 
Apologise, 

                                                        
30 That “belt” also means “sing loudly” does not occur to Stephen, but the association 
certainly invokes multi-modal implications. 
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Pull out his eyes. 
 

Apologise, 
Pull out his eyes, 
Pull out his eyes, 
Apologise. (8) 

 
The lines, a crude anticipation of Stephen’s villanelle, highlight the young narrator’s 

affinity for ordering language.  

Later, Stephen considers a text he had written into his geography book: 

Stephen Dedalus 
Class of Elements 
Clongowes Wood College 
Sallins 
County Kildare 
Ireland 
Europe 
The World 
The Universe 

 
He concludes that the list makes sense both forward and backward. Following his own 

handwriting, though, is a verse that his friend Fleming wrote: 

Stephen Dedalus is my name, 
Ireland is my nation. 
Clongowes is my dwellingplace 
And heaven my expectation. 

 
Unlike his name and list of locales, the lines of verse cannot be rearranged without losing 

rhythm and meaning. When “he read the verses backwards,” he concludes “then they 

were not poetry.” Instead of giving up on the malleability of verse, however, he pursues it 

years later when he composes the villanelle. The poem’s form seems a perfect 

manifestation of Stephen’s interest in rearranging and revising text, of playing with 

syntax and experimenting with sound. It also brings the novel full circle back to the early 
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anticipatory villanelle-like “Pull-out-his-eyes-Apologise” chant. And both poems’ 

circular patterns, playing upon permutations, reflect the circular patters in Dubliners and 

anticipate those of Ulysses and Finnegans Wake.  

At the same time Stephen re-orders lines, he re-orders words. He tries out words 

in various combinations, switching their placement in sentences much the way he repeats 

and revises descriptions.  In one scene, Stephen explains, “the cards for first place and 

second place and third place were beautiful colors too: pink and cream and lavender. 

Lavender and cream and pink roses were beautiful to think of” (12). Later, Stephen, 

having recently moved with his family to Dublin, “finds himself in the midst of a new 

scene, every event and figure of which affected him intimately, disheartened him or 

allured him and, whether alluring or disheartening, filled him always with unrest and 

bitter thoughts” (78). The transposing of “disheartened…or allured” and “alluring and 

disheartening” shows a conscious stylizing of description through repetition and variation 

as Stephen’s thoughts express his discomfort. Transposing words, which becomes a 

common practice in the novel, has already proven an affective technique for Joyce as 

well, as in the famous last lines of Dubliners: “His soul swooned slowly as he heard the 

snow falling faintly trough the universe and faintly falling, like the descent of their last 

end, upon all the living and the dead” (224). 

Another technique combines revision and syntactic manipulation with a kind of 

synaesthetic description that approximates transmodal re-rendering. As Stephen rides in 

the train to Cork with his father, he stares out the window, meditative as usual:  

He saw the darkening lands slipping past him, the silent 
telegraphpoles passing his window swiftly every four seconds, the 
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little glimmering stations, manned by a few silent sentries, flung by 
the mail behind her and twinkling for a moment in the darkness 
like fiery grains flung backwards by a runner.” (87)  
 

The sentence highlights five words or word iterations: darkening/darkness, silent, 

seconds/moment, glimmering/twinkling, and flung. Each word or variation occurs twice. 

The first series—darkening, silent, seconds, glimmering, flung—is overlapped by the 

second series—silent, twinkling, moment, darkness, flung (see fig. 3.1). Just as Stephen 

clings to certain descriptive phrases and repeats them in variation throughout the novel, 

here he isolates certain words and uses them in variation throughout the span of a single 

sentence, recontextualizing individual words and their synonyms in an overlapping cycle 

of various permutations.  

Figure 3.1 
A re-alignment of a passage of text, showing overlap of word usage. 

 
In this same scene, Stephen wakes from dozing, praying “that the day might come 

quickly.” The words of his prayer become a song “which he made to fit the insistent 

rhythm of the train,” and he again blends sight and sound: “at intervals of four seconds, 

the telegraphpoles held the galloping notes of the music between punctual bars.” Stephen 

explicitly communicates his awareness of how music works, blending the visual and 

auditory stimuli; as a result, both this and the previous telegraphpole representations 

impart a cinematic or filmstrip quality to the description. The poles punctuate the visible 

scene like the bars separating segments of film. The addition of music to this moving 
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picture further conjures the allusion to the medium of cinema with which Joyce was 

already experienced by the time he wrote these lines. And while Stephen does not 

explicitly connect the filmic medium to his experience in the train—he is still operating at 

the synaesthetic stage—Joyce certainly indicates that he is a step beyond Stephen in 

terms of imaging the relationship between artistic modes.   

The above example shows that Stephen’s meditations on language, which are both 

explicit and implicit, involve syntactical play. Implicitly, his meditations take the form of 

revision and recontextualization, essentially performing the characteristics of linguistic 

art that constitute much of the explicit description in Stephen Hero. Portrait Stephen still 

ruminates, however. He explicitly ponders language as he practices with it. Just before he 

presents his aesthetic theory, and before he presents the villanelle, Stephen embarks again 

on his practice of isolating words from context until meaning disappears: 

He found himself glancing from one casual word to another on his 
right or left in stolid wonder that they had been so silently emptied 
of instantaneous sense until every mean shop legend bound his 
mind like the words of a spell and his soul shriveled up, sighing 
with age as he walked on in a lane among heaps of dead language. 
(178-79) 

 
This passage, a revision of the previously quoted passage from Stephen Hero, conveys 

Stephen’s meditative quality but also injects a more stylized narrative voice. Instead of 

“wonderful vocables,” Portrait Stephen receives the words as a soul-shriveling spell. 

More importantly, however, Portrait Stephen is not meditating on the phenomenon of 

isolating words or sounds as a condition of art; he is doing it by displaying those qualities 

which are defined as artistic in Stephen Hero. Portrait Stephen, soul-shriveled and 

spellbound though he may be, because he is an artist, composes a quick ditty: 
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The ivy whines upon the wall 
And whines and twines upon the wall 
The ivy whines upon the wall 
The yellow ivy on the wall 
Ivy, ivy up the wall. (179) 
 

Although he immediately dismisses the lines as “drivel” (“Lord Almighty! Who ever 

heard of ivy whining on a wall?”), the lines both echo the previous revision-based 

passages about ivy and also anticipate the structure of the villanelle. The passage 

exemplifies, then, both revision, in playing upon previous passages describing ivy, and 

re-embodiment, in isolating the “subtle soul of the image” and communicating it through 

a new form (poetry). 

Joyce’s revisions between Stephen Hero and Portrait find performative parallels 

in the narrative voice of Stephen Dedalus in Portrait. Stephen exhibits the processes of 

revision as he develops his artistic voice, processes that serve as the most basic 

characteristics of re-rendering and which Joyce explores deeply in the novel. While 

revision constitutes one characteristic of the re-rendering process, re-embodying 

constitutes another, one that Joyce will explore more in Ulysses. In Portrait re-

embodying is incorporated in a synaesthetic phenomenon, one that will lead, in other 

works, to the transfer of art between media rather than just sensory perception across 

sense receptors. The assemblage of genres that Portrait deals with—the novel, poetry, 

and diary—also anticipates a widening scope of media that Joyce will explore in Ulysses.  
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Chapter Four 

“Embedded Ore:” “Sirens” As Re-rendering of All Musical Forms 

 Weldon Thornton’s 1973 list of allusions in Ulysses, including references to 

“literature, philosophy, theology, history, the fine arts, and popular and folk music” (2), 

spans 489 pages. His list “aim[s] at completeness,” but, as he admits, it cannot possibly 

be exhaustive. A previous study in 1959 by Matthew Hodgart and Mabel Worthington 

identifies over 400 songs in Ulysses, fifty of which are Irish songs (6). Using both works 

in his research and adding his own discoveries to the list, Zack Bowen counts about 700 

musical allusions in the novel and admits that many more remain undiscovered. The 

“Sirens” episode alone, according to Bowen, “contains one hundred fifty-eight references 

to forty-seven songs” (Musical Allusions 53). 

 Thornton calls an allusion “a metaphor with an almost inexhaustible number of 

points of comparison” (3). The use of allusion has proven to be one of the most 

complicating features of Joyce’s work, and that the author embedded more and more 

allusions into each of his texts only adds to the increased complexity of each consecutive 

work. While many authors employ allusions to enhance characters and themes, Thornton 

notes that “Joyce’s use of allusion is distinguished from other authors’ not by its 

purposes, but by its extent and thoroughness,” and that “Joyce’s uniqueness and 

complexity lie not in his themes or characters, nor in the basic methods of developing 

them, but in his accepting the challenge of an Olympian use of his chosen methods” (4). 

Music functions in Ulysses not simply as allusion, though; it figures into the language, 

events, and structure of the novel. 
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 Bowen calls music one of the most important keys to the theme of 

consubstantiation, or “the simultaneity of being” (Musical Allusions 54), in Ulysses. 

Through songs like “The Croppy Boy,” “The Pauper’s Drive,” and “M’appari,” which 

highlight the moods and identities of different characters at different times, characters are 

shown to be one and the same. While each character retains an individual identity, music 

serves as a communal source for that identity and thus makes the characters fluid, 

weaving melodiously into and around each other. Indeed, in Music and the Novel, Alex 

Aaronson argues many early twentieth-century writers, “[i]n their search for a faithful 

representation of the inwardness of experience, be it through individual consciousness or 

through the awareness of social identity, …discovered in music a metaphor of 

harmonious existence” (32).  

 Similar to Aaronson’s notion that music harmonizes identity and Bowen’s theory 

of consubstantiation of characters is the idea that music also serves to augment time. 

Music and literature share the constraint that time imposes on a piece of art that unfolds 

or becomes. Unlike painting or architecture, which are artworks of space, literature and 

music, as temporal arts, depend on the progression of time to convey meaning. Artists of 

these media can partly escape their linear constraints by playing upon the repetition and 

variation of motifs, and this shared capability makes the use of literature in music and the 

use of music in literature an especially powerful technique. As Brad Bucknell notes, 

Joyce uses “the non-linear sensibilities of writing and its potential associations with the 

expressivity of music” (8) as a way to convey the inward and the outward, the individual 

and the social, simultaneously. Much like Clive Hart’s contention that Dubliners operates 
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both linearly and cyclically, Ulysses, while unfolding along an explicit chronological line, 

relies upon themes and techniques of circularity. From repeated allusions to glimpses of 

memories to the cycles of the human body to the winding and crossing paths of 

characters throughout Dublin, the novel oscillates between lines and cycles. It is no 

wonder, then, that Joyce uses music, another linear yet cyclical art form, to enhance, 

allusively and structurally, the characters, themes, and forms of Ulysses.  

 Allusion acts as a catalyst for the unraveling of the laws of time in Ulysses. 

Though the chapters adhere to a strict schedule, each chapter more or less spanning an 

hour, the novel’s time is often in flux. Memory, such as Bloom’s recollections of his 

deceased son Rudy, and motivic repetition, as in repeated references to metempsychosis, 

connect events separated by time. As prevalent as memory and repetition is in effecting 

circularity even while time moves the characters forward, musical allusion creates 

circularity on an even larger scale. The use of the same musical references by different 

characters at different times creates a kind of simultaneity of allusion that connects points 

in time.    

Simultaneity of allusion also occurs when one allusion carries with it additional 

allusions. For instance, “When the Bloom Is on the Rye” acts as a leitmotif for Bloom in 

“Sirens.” Before that, though, Bloom refers to the song “Comin’ through the Rye” as he 

sympathizes with and tries to solicit sympathy from Mrs. Breen. The reference is already 

complicated by Bloom’s conflation of the song with another one:  

  Your funeral’s tomorrow 
  While you’re comin’ through the rye. (8.221-22) 
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Bowen suggests that the conflation, which acts as a “transition from cynicism and 

jocularity in the first song to pensive reminiscence in the second…denotes a shift in gears 

in Bloom’s mind, as Mrs. Breen starts to become sadly thoughtful and he, sympathizing 

with her, senses her dejected state and tries to change the subject” (Musical Allusions 

130). Additionally, “the rye” connects Bloom to Stephen in “Scylla and Charybdis” when 

Mr. Best quotes a line from As You Like It: “Between the acres of the rye” (9.266). Thus, 

by the time Bloom uses “When the Bloom Is on the Rye,” a song that, in the context of 

“Sirens” suggests Boylan’s and Molly’s meeting but also Bloom’s proposal to Molly, the 

idea of “the rye” already carries hints of Bloom’s past with Mrs. Breen and Stephen’s 

ineffective argument about the consubstantiality of Shakespeare and the ghost of 

Hamlet’s father. The references, “Comin’ through the Rye,” As You Like It (which, 

because of its context, is also a reference to Hamlet), and “When the Bloom Is on the 

Rye,” are all interwoven. They each evoke works outside of the novel, but with each new 

reference, the variety of the allusion increases, alluding not only to those songs and plays 

but also to characters and incidents within the novel. The references connect not only 

points in the day but also points in history.  

 Allusions are perhaps most innovatively employed in the “Sirens” chapter.31 Each 

character has his or her own musical motif, some of which are sounds, words, or rhythms, 

but many of which are repeated song references. Simon Dedalus’s performance of 

M’appari, an aria from Flotow’s opera, Martha, for example, leads to the climactic 

consubstantiation of Simon, Bloom, and Lionel, the hero of Martha, in “Siopold!” 
                                                        
31 For a complete diagram of the musical allusions as they occur throughout the chapter, 
see Appendix C. 
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(11.752). Thus the song becomes a vehicle for not only the way musical allusion works in 

the episode but also the way musical structures work to convey a sense of simultaneity, 

which music can communicate more easily than literature. While musical allusions 

represent an initial relationship between music and literature that Joyce explores, the re-

rendering of musical attributes in the form of literature presents an even more meaningful 

opportunity for an exploration of the two media. 

 Ulysses employs a variety of media as part of its organizing structure. The 

schemas Joyce provided Linati and Gilbert show several episodes as using “technics.” 

While some assignments are more bewildering than enlightening (e.g., “peristaltic prose,” 

“whirlpools,” “shifting labyrinth between two shores,” “foetus,” “exploding vision,” 

etc.), others urge readers to imagine the episodes as works in other media (e.g., 

Telemachus as a “dialogue for three or four” and then a “soliloquy,” thus a drama or 

“Sirens as a “fuga per canonem,” thus a piece of music). The science/art assignments are 

even more explicit in their designating episodes as modeled on various media. While 

some structures do not challenge the conventions of the novel (i.e., “theology” or 

“mythology” or “literature” do not require the deployment of non-literary forms or 

conventions), others indicate that serious changes to basic literary conventions are 

underway. For instance, the art of “Lestrygonians” is architecture; “Nausicaa”’s is 

painting; and “Circe”’s is  dance, though the episode seems more explicitly modeled after 

a dramatic script. Perhaps the most deeply explored episode, in terms of its use of 

transmodality, is “Sirens,” whose art is music and technic the “fuga per canonem.” 
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 Joyce claims that he wrote the “Sirens” episode in the mode of the “fuga per 

canonem” (Letters I 129), a musical form that relies on polyphonic variation and 

repetition. A fugue usually includes at least two voices that alternate serving as the 

subject and the countersubject, complementing and enhancing each other. In many cases, 

additional voices serve as harmonic embellishment to the subject and countersubject, and 

each of the voices may usurp the role of subject at any time. In addition to the 

countersubject, an answering voice may enter into dialogue with the subject, and a 

counterpoint may speak to both subject and countersubject while remaining separate from 

the primary conversation. Joyce told Weaver that his fugue contained eight parts as well 

as “all musical notations,” a comment which has spurred debate among critics ever since. 

From identifying the eight fugal parts to suggesting that the episode is not a fugue at all 

but a sonata, both music and literary critics have taken up the challenge of mapping out 

the musical techniques present in the episode and the novel. 

 Ezra Pound, one of the first to comment on the musical style, argued in 1922 that 

the entire novel paralleled the sonata form. Since then critics have gone back and forth 

between fugue and sonata, while others have noted such operatic elements as Wagnerian 

leitmotif. Stuart Gilbert, adhering to the schema Joyce created for Ulysses, identifies in 

his explication of the episode “various themes…introduced in the fugal manner” (James 

Joyce’s Ulysses 248). Going even further, Gilbert identifies some of the fugal elements: 

the Subject, is obviously the Sirens’ song: the Answer, Mr. 
Bloom’s entry and monologue; Boylan is the Counter-Subject. The 
Episodes or Divertimenti are the songs by Mr. Dedalus and Ben 
Dollard. The Episodes, Subject, Answer and Counter-Subject are 
often bound together, contrapuntally in the narrative or in the 
texture of Mr. Bloom’s monologue…. (248) 
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Gilbert also identifies elements not exclusive to the fugue, effects such as staccato, 

trillando, appagiatura, martellato, etc. Although generally concurring with the overall 

fugal structure, Lawrence Levin identifies the structural parallels differently. Whereas 

Gilbert assigns the voices to the various characters in the chapter, Levin argues that the 

eight voices are various themes relating to each other.  Both of these views are equally 

plausible, and, in Joyce’s case, simultaneously possible.  

Robert Boyle affirms Pound’s view that the novel represents a “frustrated sonata.” 

Don Noel Smith both agrees with Boyle’s sonata reading and criticizes him for not 

arguing his position of a unified correlation more strongly. Heath Lees explores the 

distinction between the modern understanding of the fugue and the fifteenth-century 

canon, which he argues Joyce was referring to in the phrase fuga per canonem, while 

Mack Smith redescribes the episode’s sonata elements in terms of the relationship 

between Stephen and Bloom with the aim of illustrating a consubstantiality between their 

two themes.  Citing Boyle’s ambivalent argument that the two characters function as 

tonic and dominant (Stephen and Bloom, respectively) while arguing that the resolution 

of the novel does not allow for a reconciliation of the two themes, Mack Smith echoes 

Don Noel Smith’s application of musical form to the novel as a whole. The debate 

continued throughout the 1990s, with Zach Bowen arguing in 1995 that “[j]ust as the 

novel can never be tied exclusively to the rigorous formula of the Odyssey, the signs of 

the zodiac, or the mass, neither can the Sirens chapter be limited to one musical form 

exclusively” (27). Jack Weaver’s Joyce’s Music and Noise identifies the novel as a sonata 

and the chapter as a fugue, but then argues that every chapter can be read musically. 
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Carrying the debate into the twenty-first century, recent articles by Lorraine Wood, 

Nadya Zimmerman, and Scott Ordway collectively show that no one solution can explain 

all.  

 All these studies illuminate striking examples of Joyce’s deployment of musical 

technique and forms, and through each of the arguments—whether it be that Boylan’s 

“jingle” is a leitmotif, that there are eight voices in “Sirens,” that the first sixty-three lines 

of the chapter are an overture—it becomes apparent that none of these models necessarily 

precludes the others. In fact, any one assignment of style or structure is reductive because 

Joyce intentionally problematizes multiple structures (linguistic, narrative, musical, print) 

throughout the novel. Joyce in effect did in literature what the cubists did in the visual 

arts: by employing several musical techniques as the Cubists employed several visual 

perspectives, he simultaneously shows several ways of re-rendering music as literature. 

The cubists depict simultaneous visual perspective; Joyce portrays simultaneous musical 

forms. The multiplicity of forms that inhabits the whole of Ulysses is one way the novel 

explores the possibilities of simultaneity. What many critics fail to observe, because 

doing so would complicate any one reading, is that Joyce intentionally implements 

multiple techniques at once. The schema provides a range of possible threads of 

interpretation for each episode in the novel. For “Sirens,” Joyce assigns the time 4 to 

5pm; the color is coral; the people are Leucothea, Parthenope, Ulysses, Orpheus, 

Menelaus, and the Argonauts; the science and art are music; the meaning is “the sweet 

deceit;” the technic is fuga per canonem; the organ is the ear; and the symbols are 

promises, the female, sounds, and embellishments. If we are equally able to imagine the 
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implications of the color coral  (which evokes choral, chorale, chorus, chora) and the 

episode; the symbols of “promises, female, sounds, embellishments” and the episode; the 

Homeric references and the episode; we can then also imagine simultaneous musical 

techniques that, though Joyce may not have explicitly named, he nonetheless wove into 

the episode. Through these techniques of simultaneity Joyce demonstrates yet another 

level of re-rendering.  

 If a piece of writing can simultaneously be a fugue and a novel’s chapter, as his 

letters and schema suggest, the technic employed may be equally, to use Marinetti’s term, 

polyexpressive. In fact, Brad Bucknell notes that the term fuga per canonem is itself 

contradictory: 

Where it appears that Joyce is giving some solid clues to the nature 
of his writing, we find ambiguity, an intersection between two 
musical forms involving flight (fugue) and rule (canon). (122) 

 
It is unsurprising that Joyce would assign such a playfully contradictory label to describe 

his technique, and this spirit of play makes it counterproductive to exclude any form in 

favor of another. What is most likely, and most enriching to the text, is that Joyce 

employs many musical forms simultaneously.  

 Additionally playful, if not problematic, is Joyce’s contention that, in addition to 

the form of the fuga per canonem, he employs “all the eight parts” of that form (Letters I 

129) and uses “all musical notations: piano, forte, rallentando, and so on” (Borach 326-

27). The “eight parts” have historically been treated as eight voices, and the notations 

historically as techniques.32 For instance, rallentando, or “becoming slower,” is 

                                                        
32 For one possible visualization of the voices and notations, see Appendix D. 
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represented in the lines, “Blackbird I heard in the hawthorn valley. Taking my motives he 

twined and turned them. All most too new call is lost in all.” The third sentence in the 

series differs from the first two in pace. The rhythm of the first two sentences is mostly 

dactyllic trimeter: 

BLACK bird I 
HEARD in the 
HAW   thorn 
VALL  ey 
 
TAK  ing my 
MOT  ives he 
TWINED  and 
TURNED them 

 

While the number of syllables does not strictly adhere to the pattern, the two sentences 

nevertheless take on this feel. The phrases are even more clearly represented as a musical 

measure of triplets, with accents and rests in the appropriate places (see fig. 4.1). 

 

 

 

Fig. 4.1 
A measure, in 4/4, containing four sets of triplets. Each note corresponds to a syllable. 
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The third sentence, however, emphasizes each syllable, even forming two words out of 

what might otherwise be one in the case of “All” and “most.” The emphasis on each 

syllable forces a rallentando, as each word seems to span an entire beat or at least to 

demand as much emphasis as the first in the set of three, which creates a slowing effect. 

 As Lawrence Levin points out, “In the fuga per canonem there are not eight 

regular parts, unless Joyce is referring to voices which, nevertheless, according to 

definition, are not necessarily confined to a specific number, as Joyce…seems to imply” 

(12). And In “Joyce’s Ineluctable Modality: (Re)Reading the Structure of ‘Sirens’,” 

Lorraine Wood asserts that the terms piano, forte, and rallentando “are dynamic and 

tempo markings and not ‘notations,’ which generally refer to the methods used for 

transcribing the music itself” (70). She does, however, provide an appendix that ascribes 

musical technique to passages from the episode, which suggests that she sees Joyce’s 

misappropriation of terminology as no reason to dismiss an exploration of the techniques 

(like volume and tempo variations that piano, forte, and rallentando imply) Joyce 

employs in the episode. Joyce’s problematic terminology, once again, offers great room 

for interpretation, and his work certainly contains musical notations in both the strict 

sense and in the sense in which he uses them. Again, he creates a simultaneity of 

meaning. 

 The opening lines of “Sirens” present a preview of the various musical 

characteristics the episode employs. “Sirens” begins with an overture, sixty lines33 that 

                                                        
33 According to Zack Bowen, the overture contains sixty-seven lines based on the 1946 
Random House edition. The enumeration of lines poses a problem, though, because of the 
variation among manuscripts, typescripts, and editions of the novel. The Gabler edition, 
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introduce the various sounds, actions, characters, thoughts, motifs, and allusions 

contained in the episode. As a musical structure, an overture precedes a dramatic work 

such as an opera, though it may also serve as the introduction or the first movement of a 

symphony. A preview of the themes and motifs, these opening lines of “Sirens” introduce 

the events, characters, techniques and motifs that make up the rest of the episode. Each 

line in the overture is easily identifiable in the body of the episode, but the syntax is 

almost always different. While the overture provides fragments, the sections in the 

episode that correspond to the fragments are longer and more detailed. Also, though the 

first couple of lines reflect chronologically the actions in the episode, there is much 

overlap and variation in the rest of the lines. For example, the final line of the overture, 

“Begin!” is not the final line of the episode. In fact, the word or a variation of the word 

appear only twice in the episode -- as “began” and “Begin”34 -- the latter of which reflects 

most closely the context of the overture. It appears in the episode, though, just before the 

passage corresponding to the line in the middle of the overture, not near the end. The 

final line of the episode instead corresponds to the penultimate line of the overture: 
                                                        
which employs line numbers for ease of reference, presents the overture in sixty-three 
lines. Line length is, however, necessarily bound to the materiality of print. The 
relationship between type size and page width precludes lines being longer than a certain 
number of inches. Thus what may comprise a line in a manuscript notebook changes 
when it is rendered in print. And what is meant as a singular unit of thought may, even in 
manuscript, not fit on one line. My numbering is based on the Gabler edition, but in 
instances where a line is indented (signaling its continuation from the previous line) I 
count it as part of that previous line.  
 
34 “[B]egone” also appears in the episode and may arguable represent another variation of 
“begin.” Simon says to Ben Dollard “Begone dull care” as part of coercing Dollard to 
begin to sing Love and War. Also, the word combines “begin” and “done” and thus ties 
the final word of the episode, “[d]one” to the final word of the overture, “begin,” two 
words which, when joined, simultaneously express temporal opposites. 
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“Done” (11.63, 1294) Thus, just as each overture line is a syntactic variant of the 

corresponding text of the episode, the syntax of the overture as a whole is a variation of 

the chronological progression of the episode. These variations suggest a potential 

ambiguity to time and the sequence of events in the episode. Because words on a page 

must necessarily be consecutive, there is little way of intimating the simultaneity of 

events except with such explicit phrases as “at the same moment,” “meanwhile,” etc. 

Music, however, has the potential for polyphony, multiple voices expressing individual 

ideas simultaneously. We might also view the overlaps in chronology suggested by the 

overture and the episode’s body as signaling simultaneous events. For instance, the first 

two lines of the overture, 

Bronze by gold heard the hoofirons, steelyringing. 
Imperthnthn thnthnthn (11.1-2), 
 

convey the same sequence of events in the beginning of the episode. The first lines 

following the overture are “Bronze by gold, miss Douce’s head by Miss Kennedy’s head, 

over the crossblind of the Ormond bar heard the viceregal hoofs go by, ringing steel” 

(11.64-65). Soon after the women watch the carriage pass, a waiter enters with tea. He 

teases Miss Douce and she chastises him. He responds with “Impthnthn thnthnthn” 

(11.100). A short time later, “Douce huffed and snorted down her nostrils that quivered 

imperthnthn like a snout in quest” (11.144-45). The third action in the overture is 

Simon’s entrance, “Chips, picking chips off rocky thumbnail, chips” (11.3), followed by 

the fourth, “Horrid! And gold flushed more”(11.4). These two events are inverted in the 
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body of the episode. In fact, the fourth, seventh, and thrirty-ninth lines of the overture all 

appear before the third.35 

 The language of the overture and the episode works like phrasing or motif in 

music. Even when a certain movement or passage or phrase is not the central theme at a 

given moment, elements of that theme may appear subtly as a foreshadowing of a 

passage to come. In fact, it is just such an overlap that ties a longer musical piece 

together. It is the play upon the relationship of musical themes, through the structure of a 

chord, the rhythm of a phrase, that creates the tension and resolution that characterizes 

music. True to this nature of play upon possible combinations and sequence, Joyce 

arranges the relationship between the overture and episode in a generally sequential order 

but with much overlap, repetition, and inversion. The first 151 paragraphs of the episode 

(excluding the overture), for example, contain references to the first twelve lines of the 

overture. The action in these paragraphs consists of Douce and Kennedy gossiping and 

drinking their tea, Pat the waiter bringing the tea and teasing the women, Lenehan and 

Simon entering the bar, their conversation with each other and with the women, 

Lenehan’s waiting for Boylan, Bloom’s crossing the bridge and buying paper, and 

Simon’s preparing to play the piano. But the language in these first 151 paragraphs also 

contains allusions to themes yet to be fully developed, themes that appear at later points 

in the overture than the rest of the action of this particular scene. Line thirty-nine of the 

overture, “But wait!”, first appears early in the episode as Douce and Kennedy chatter 

about men: “But wait till I tell you, miss Douce entreated” (11.128). The “But wait” 
                                                        
35 For a full diagram of the overture and the corresponding phrases in the episode, see 
Appendix E. 
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phrase as it is situated in the overture seems more directly to correspond with the instance 

later in the episode when Bloom pays for his meal and waits to hear Ben finish his song 

before leaving the bar:  

Must go prince Bloom told Richie prince. No, Richie said. Yes, 
must. Got money somewhere…One and nine. Penny for yourself. 
Here. Give him twopence tip. Deaf, bothered. But perhaps he has a 
wife and family waiting, waiting Patty come home. Hee hee hee 
hee. Deaf wait while they wait. 
 
But wait.36 But hear. Chords dark. Lugugugubrious. Low. In a cave 
of the dark middle earth. Embedded ore. Lumpmusic. (11.1000-06) 
 

“But wait” is preceded and followed by the language of the lines in the overture that 

surround it: 

Wait while you wait. Hee hee. Wait while you hee. 
But wait! 
Low in dark middle earth. Embedded ore. (11.40-42) 

 
Because the overture explicitly outlines the chapter, any occurrence of the overture’s 

language within the chapter becomes emphasized. And a variation of sequence 

necessarily calls attention to issues of time and sequence in the novel. “But wait,” a 

phrase already charged with temporal implications, connects two moments in the episode, 

one in which the women are gossiping about Bloom in his absence and the other in which 

Bloom, hesitating, is compelled to listen to Ben Dollard singing “The Croppy Boy.” The 

first “But wait,” then, foreshadows the second in both language and reference to Bloom.37 

                                                        
36 Emphasis mine. 
37 This phrase also appears in “Wandering Rocks” when Lenehan gossips to M’Coy 
about a carriage ride he took with Bloom and Molly. “But wait till I tell you,” he begins. 
He then describes the ride and how “every jolt the bloody car gave I had her bumping 
against me. Hell’s delights! She has a fine pair, God bless her” (10.558-59). Lenehan 
ends his story with a description of Bloom pointing out constellations: “the great bear and 
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Likewise the inversion of Simon’s entrance and the exclamation “You horrid thing!” 

(11.183) implies, or at least asks us to imagine, a scenario in which Simon enters slightly 

earlier and overhears the women. His “picking chips off one of his rocky thumbnails” 

(11.191-92) may indicate a self-conscious show of distraction as he waits for the 

barmaids to notice his presence. 

 Such overlap of action suggests multiple events happening at once. For instance, 

Kennedy closes her book and stands up at the same moment Lenehan engages her with 

questions, and Boylan enters the bar while Bloom watches from outside as he is being 

hailed by Goulding. Naturally, the sequence is presented linearly on the page, but we 

accept the action as occurring all at once. At other times a line from a song precedes a 

description of Bloom’s thoughts while he listens. Simon’s performance of M’aparri 

appears spread over twenty-two paragraphs that are interjected by Bloom’s thoughts and 

surrounding conversation. The song does not stop for Bloom to think, so we can assume 

that the lines and the thoughts are simultaneous though they appear in succession on the 

pages. Bloom’s thoughts range from the song to the opera from which the song derives, 

to Martha who shares the name of that opera, to Molly meeting Boylan at the door, to the 

ingredients of soup, to ejaculation, to Lionel, the hero of the opera, to Pat the waiter, to 

the night he met Molly, to the barber in Drago’s, until the song finally ends in climax 

with Bloom’s inward cry: “Siopold!” (11.752) The exclamation unites the singer, the 

opera’s hero, and Leopold Bloom in a simultaneous convergence. Still, even in the 

combination of multiple words, the one technique by which a literary medium can convey 
                                                        
Hercules and the dragon, the whole jinbang lot” (10.568-69). “Jingbang” becomes a 
leitmotif for Blazes Boylan in “Sirens.” 
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simultaneity, the graphical signifier is a succession of word fragments and the vocalizing 

of the word is univocal. In a score for three voices, the notation would appear vertically 

(see fig. 4.2).  

 

Fig. 4.2 
Three voices simultaneously singing “Simon,” “Lionel,” and “Leopold.” 

 
Though still separated on the page, when rendered aurally according to the conventions 

of reading and performing music, the sounds would be simultaneous. The only way to 

signify this kind of simultaneity in writing exactly would be to overlay the words (see fig. 

4.3), making them illegible. 

 

 

Fig. 4.3 
“Simon,” “Lionel,” and “Leopold” overlaid. 

 
 Fierce applause follows Simon’s performance: “Bravo! Clapclap. Good man, 

Simon. Clappyclapclap. Encore! Clapclipclap clap. Sound as a bell. Bravo, Simon! 

Clapclopclap. Encore, enclap, said, cried, clapped all” (11.756-58). Though the words on 

the page are sequential, the effect of their combination again suggests that the sounds are 
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simultaneous. Wood, in fact, argues that  “there are at least two separate voices operating 

in these lines: one is shouting ‘Bravo! Good man, Simon. Encore! Bravo, Simon!’ while 

the other is simultaneously clapping” (72). That the applause and cries come from “all,” 

however, suggests there are more than two voices. In fact, the lines immediately 

following those above identify eight voices: “Ben Dollard, Lydia Douce, George Lidwell, 

Pat, Mina Kennedy, two gentlemen with two tankards, Cowley, first gent with tank and 

bronze miss Douce and gold miss Mina” (11.758-60). Furthermore, the eight distinct 

characters match up perfectly with the preceding eight distinct sounds and exclamations: 

Ben Dollard: “Bravo!” 

Lydia Douce: [Clapclap.]; [Clapclopclap.] 

George Lidwell: “Good man, Simon.” 

Pat: [Clappyclapclap.] 

Mina Kennedy: “Encore!”; “Encore, en[clap],” 

Two men with two tankards: [Clapclipclap clap]; first gent: “Bravo, Simon!” 

Cowley: Sound as a bell. 

The sounds and shouts overtake and overlap each other, and some syllables and claps are 

drowned out by louder claps and shouts, but what is represented is a dynamic 

orchestration of vocal and percussive polyphony. 

 Simultaneity combines with rhythmic structure a bit later as Bloom stretches his 

band to snap and he begins writing to Martha. As Richie Goulding, his dining partner, 

extols a previous performance by Simon of “Twas Rank and Fame” and Cowley plays 

voluntaries, Douce, Kennedy, Lidwell, and the men with the tankards gossip at the bar. 
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The fragmented action forms the background for the conversation at the bar that reveals 

Douce and Kennedy in disbelief at what Lidwell and the two men are suggesting: 

George Lidwell told her really and truly: but she did not believe. 
 
First gentleman told Mina that was so. She asked him was that so. 
And second tankard told her so. That that was so. (11.816-17) 

 
The lines directly following embellish the exchange: 

Miss Douce, Miss Lydia, did not believe: Miss Kennedy, Mina, did 
not believe: George Lidwell, no: Miss Dou did not: the first, the 
first: gent with the tank: believe, no, no: did not, Miss Kenn: 
Lidlydiawell: the tank. (11.818-20) 
 

Just as the periods in the applause passage act as the division of voices, the colons here 

suggest a distinction between musical parts. The paragraph then has the effect of 

producing a diverting embellishment, in ten voices, much like a musical passage that 

plays upon the previously expressed themes. The colon contains the added musical 

reference of the repeat sign, so in addition to the ten voices each uttering one of the ten 

phrases, we might imagine this passage as repeating, each time adding a voice. Thus, the 

segment would begin with a single voice uttering the first phrase, which is also the most 
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complete. That voice would then repeat the phrase, but 

 

Fig. 4.4 
A musical score, representing ten voices, in ¾ time. Tonal designation is arbitrary. 
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this time the second voice would enter, singing the second phrase, and so on until all ten 

voices are singing their own parts simultaneously (see fig. 4.4). The building of the 

polyphony parallels the building of the activity around Bloom as he attempts to compose 

his letter to Martha.  

 After this passage and before he is able to begin the letter, Bloom meditates on 

“musemathematics”:  

Numbers it is. All music when you come to think. Two multiplied 
by two divided by half is twice one. Vibrations: chords those are. 
One plus two plus six is seven. Do anything you like with figures 
juggling. Always find out this equal to that” (11.830-33).  

  

The meditation represents another turning point or perhaps signals another movement in 

the episode. Bloom’s focus on the letter to Martha brings with it an attention to the 

written medium and its limitations. Surrounded by music and orality, Bloom finds it 

difficult to establish his message in writing. The attempt to break down music into 

numbers, symbols that contain all the expressive power of sound, reflects the task Joyce 

undertakes by transcribing music as a novel’s chapter. This transition between the aural 

and the written for Bloom is necessary for him to switch modes.  

 This is also the point at which “Begin” appears in the episode: 

Instance he’s playing now. Improvising. Might be what you like, 
till you hear the words. Want to listen sharp. Hard. Begin all right: 
then hear chords a bit off: feel lost a bit. In and out of sacks, over 
barrels, through wirefences, obstacle race. Time makes the tune. 
(11.838-41) 

 
Again, Bloom oscillates between music and words, noting that the words are necessary to 

identify the tune, suggesting his attempt at moving from the ephemeral sounds around 
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him to the permanence of text. “Begin” signals simultaneoulsy the beginning of the tune, 

the beginning of Bloom’s writing, and the “begin” of the final word of the overture. The 

actions of the obstacle race show a sequence of events, symbols perhaps of Bloom’s day, 

that are reliant on the passage of time. In addition to the correlation between the passage 

and the final line of the overture, the paragraph contains reference to thirteen other 

overture lines. Thus, even though the actions represent the middle of the episode and 

contain the most direct reference in the episode to the end of the overture (even while 

invoking thirteen other overture lines), the word itself is indicative of a beginning, again 

highlighting simultaneity. 

 Bloom haltingly composes his letter, switching his attention between 

writing and pretending to read the newspaper he uses to hide the letter from 

Goulding. Once finished, he returns to thoughts of numbers. He thinks of “[a] 

hackney car, number three hundred and twentyfour” (11.878) and the address of 

“driver Barton James of number one Harmony avenue” (11.878-79). He goes 

through a series of thoughts connected by addresses, symbols of locations all 

housing lives and stories of their own. This eventually leads Bloom back to the 

world of orality surrounding him. The rest of the episode shows a slow crescendo 

of sound, beginning with the “Tap” that accompanies Bloom’s observation of 

Douce, Kennedy, and Lidwell listening to a shell: 

Tap. 
Bloom through the bardoor saw a shell held at their ears. He heard 
more faintly that that they heard, each for herself alone, then each 
for other, hearing the plash of waves, loudly, a silent roar (11.933-
36). 
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The “silent roar” gains volume as noises continue to interject the prose more frequently. 

Another “tap” sounds soon after, and Ben Dollard begins his performance of The Croppy 

Boy. Before beginning, the men discuss the key of the tune, a discussion that once again 

highlights the relationship between symbol and sound: 

--What key? Six sharps? 
--F sharp major, Ben Dollard said. (11.996-97) 

 
The “taps” become more frequent, coming in twos and threes, and noises, like 

“Cockcarracarra” (11.1048) begin making up more of the words. Bloom’s stomach joins 

in the symphony with “Rrr” and “Rrrrrrrsss” (11.1155, 1162). The taps pick up pace, 

coming now in fours, fives, and eights, the glasses “Tschink. Tschunk” (11.1280), and 

the episode ends with Bloom releasing gas over several lines: “Prrprr” (11.1286), “Fff! 

Oo. Rrpr” (11.1288), and 

Tram kran kran kran. Good oppor. Coming. Krandlkrankran. I’m 
sure it’s the burgund. Yes. One, two. Let my epitaph be. Kraaaaaa. 
Written. I have. 
Pprrpffrrppffff (11.1290-93). 

 
The final lines combine literacy and orality, injecting phonetic signifiers into lines from 

Robert Emmett’s last speech before being executed. The end of the episode, then, centers 

around sound and speech but must do so through the interface of the book, using 

graphical signifiers to convey non-graphical expression. Additionally, the lines make 

reference to numbers, also graphic signifiers, recalling Bloom’s meditation on numbers 

as a transition between the music he hears to the letter he must write.  

 The permanence of the written word, embodied in Bloom’s letter and the 

materiality of the novel in general, play against the ephemeral nature of music and sound 
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throughout the episode. The juxtaposition becomes a study of the differences and 

similarities between artistic media and an experiment in reworking one as the other. 

Joyce’s contention that he could no longer listen to music after writing the “Sirens” 

episode suggests the negative effects of such an experiment. Much is lost in music when 

it is stripped of sound and translated into language. For Joyce, even hearing music 

reminded him of the bare forms so that he lost pleasure in it. Likewise, the initial critical 

reception of the episode indicates that readers were put off by the sudden change in style 

the chapter represented, suggesting that implementing conventions outside the literary 

medium disrupts the aesthetic of the literary work. What is lost, then, in transmodal re-

rendering is the conventional expressivity of each medium. However, the Modernists 

usually defied aesthetic convention, privileging instead critical discussion of those 

conventions. Arguably the most subversive Modernist writer, Joyce epitomizes the artist 

challenging the constraints expressive potential of his medium by injecting the forms of a 

separate medium into the pages of a book. The work shows an inclination toward 

Marinnetti’s polyexpressiveness, but a desire to convey that quality through a singular 

medium. The obvious disconnect highlights the limitations of all media in isolation while 

offering an example of what art is capable of when it is hybridized. Experimentation in 

hybridity becomes even more obvious in Finnegans Wake, the work Derrida calls a 

“1000th generation computer” (147). These computer-like qualities are present in various 

evolutionary stages in all of Joyce’s work. 
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Chapter Five 

Joyce’s Network 

 In The Electronic Word, Richard Lanham imagines a world in which computer 

programs are able to ‘”play’ already existing visual patterns musically” (12).  He does not 

refer to visual patterns in the sense of musical notation, however; he means that a 

computer program might someday be able to take an image, say a picture, and assigning 

instrument, tonality, and tempo to certain visual characteristics, be able to translate that 

image into music. He calls the process Ovidian digitization. Such transmodal 

experimentation exists outside of digital media as well. In one of his compositions, John 

Cage produced a musical work based on the contours of a portrait of Duchamp. Turning 

the work 90 degrees, he allowed the shape of the lines to delineate the extension of a 

trombone slide. Utilizing the material and convention of the instrument and how it is 

physically played, Cage re-rendered visual art as music.  

 Cage has also created music based on Joyce’s works. The Roaratorio, which Scott 

Klein calls “the most thoroughly Joycean work of music yet written” (152), combines 

sounds mentioned in Finnegans Wake, snippets of Irish traditional music, and a vocal 

track of Cage reading his mesostic project entitled Writing for the Second Time through 

Finnegans Wake. He re-renders the Wake in several ways. He first employs a text-based 

code to the work through the process of mesostics, isolating portions of the text based on 

the occurrence of the letters that make up Joyce’s name. What results is a considerably 

abbreviated version of a text that is already full of abbreviated and hybridized words and 

passages. Cage plays upon Joyce’s play with language, and this verbal experimentation 
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forms one of the tracks of the Roaratorio. Translating graphic language to speech, the 

track represents one possible way to re-render the Wake, a work which is already a re-

rendering of sound and oral history into graphic linguistic signification. Dublin’s ambient 

noises and musical snippets constitute the other two tracks and represent different ways 

of re-rendering the text. In combination, these three parts—the reading, the ambient 

sounds, and the music—form a simultaneous jumble of sound that parallels the conscious 

hybridization and simultaneification of the words that make up the book. Klein describes 

Cage’s process as “tak[ing] apart Finnegans Wake and reproduc[ing] it as points and 

lines in the doubled notation of text and sound” (166). This taking apart and reproducing 

echoes the re-rendering process that Joyce explores in Dubliners and Portrait and 

employs in Ulysses and Finnegans Wake. It is no wonder Joyce’s works have often been 

the impetus for repurposing or re-rendering when he sets the stage in his own body of 

work with the explicit awareness of media structures. 

 Finnegans Wake has served as a focal point, especially over the past twenty years, 

for media theorists arguing that Joyce anticipates hypertext.38 Much of this analogy 

comes from the non-linearity and the highly referential nature of the novel. Louis 

Armand describes the novel as one of infinite possibilities:  

In relativity theory, other possible worlds are conceived of existing 
side-by-side with our universe—in quantum theory, as occupying 
the same space in a ghostly manner. It is this last notion of possible 
worlds that comes to bear upon the precepts of genetic criticism 
and which is probably most useful to a consideration of hypertext 
and Finnegans Wake. (Techne 40) 

 
                                                        
38 Louis Armand’s Joycemedia and Techne provide thorough surveys of the crossroads 
between James Joyce and technology. 
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Asserting that the Wake is only one of many possible combinations in a relativity-theory 

sense begs the question, though: of what is the Wake a possible iteration? It is 

simultaneously the story of HCE, ALP, Shem and Shaun; a history of Irish folklore; a 

catalog of languages; a hybridization of those languages; a dream version of Ulysses, a 

database of musical reference and sound; and a system of linkages back to earlier works. 

While hypertext shares many characteristics of what each of these represents, the Wake 

seems more like a remix in its permuting of various extant works into a new work in 

order to offer commentary on those extant works and the media that inform them. But 

even before the Wake remixed, say, Ulysses, Ulysses remixed Portrait; and before that, 

Portrait remixed Dubliners, a work whose fragments overlap each other. 

 Using the term “Dj-ing” rather than “remixing” in Rhythm Science, Paul Miller 

writes that Dj-ing is writing and writing is Dj-ing. Though Joyce would not have 

described his work in the first half of the 20th century as Dj-ing, he employs techniques 

similar to what Djs use. He samples, mixes, collages, and interpenetrates existing ideas to 

form new works of art. From repetition of phrase to the borrowing of form to the 

reintroduction of characters in multiple works, Joyce’s body of work seems to represent a 

kind of variation on a theme. At some level, all writing remixes already existing words 

and thoughts into some previously uniterated permutation, so that each novel or critical 

commentary is one combination out of infinite possibilities. Though each of Joyce’s 

novels, poems, play, and short stories can be read as independent works, the arc of his 

canon contains such complex and refined connections that it invites a networked reading. 

Derek Attridge describes the relationship between the Wake and Ulysses, for example, as 
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a “network of detail that makes possible an infinite series of new coincidences” (122). In 

fact a network is visible among all of Joyce’s works, a network that becomes more visible 

and informative when explored using digital tools. And if, like Derrida, Armand, and 

many others have argued, Joyce’s techniques helped bring about hypertext, the same 

tools needed to create hypertext can in turn elucidate new structures and readings of 

Joyce’s work. Textual mark-up and analysis as well as geospatial visualization programs 

offer especially rich potential for exploring this network. 

 Each of Joyce’s works represents a remix or proliferation of those preceding it. 

Even Dubliners, in itself a collection of fragments, contains reincarnations or iterations of 

some of the same characters and employs language that references other stories. For 

example, Joe Dillon, the young boy in “An Encounter” who “had a vocation for the 

priesthood” (19) may be a boyhood version of one of the priests mentioned in “The 

Sisters,” “Araby,” “Eveline,” “Ivy Day in the Committee Room,” or “Grace.” The 

narrators in the childhood stories might easily be one and the same. Maria in “Clay” 

could be an older version of Eveline. Mr. Mooney could be a version of Mr. Kernan in 

“Grace” had he chosen not to attend the retreat with his friends; Mrs. Mooney could be 

an older version of Farrington’s wife; and Farrington could be a version of Lenehan once 

he is finally “able to settle down in some snug corner and live happily” with “some good 

simple-minded girl with a little of the ready” (58) or of Joe in “Clay,” who also makes a 

“smart answer” (104) to his boss. In turn, “Ivy Day” possibly presents an older version of 

Farrington in old Jack who recalls beating his son (120). Jack also resembles Jimmy 

Doyle’s father who, though not abusive, tried to give his son everything he needed in 
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order to be successful, including sending his son to the Christian Brothers. Mrs. Sinico, 

whose husband is a sailor in a mercantile ship may represent yet another version of 

Eveline had she been able to both marry Frank and stay in Dublin. Mrs. Sinico’s daughter 

gives music lessons, connecting her to Mary Jane and Kate, who also teach music in “The 

Dead.” Indeed, multiple combinations of possible character incarnations in Dubliners are 

suggested.  

 Dubliners also employs references to itself through language. Several explicit or 

implicit references to titles occur in the first story: “peculiar cases” (10) invokes “A 

Painful Case,” “little clouds” (12) “A Little Cloud, “[t]wo poor women” (12) “Two 

Gallants,” “the house of mourning” (14) “A Boarding House,” and all five occurrences of 

“dead” “The Dead.” The word “gallantly” appears in the story preceding “Two Gallants,” 

the word “clay” appears in the story preceding “Clay;” and “A Painful Case” reappears in 

an exchange in “Grace:”  

His new office made him professionally interested in Mr. Kernan’s 
case. 
--Pain? Not much, answered Mr. Kernan. (158) 

  
 Digital tools can aid in identifying linguistic linkages, allowing readers to 

”unmix” the mix in order to see how the elements work first in isolation and then in 

relation to each other. For instance, textual markup and analysis programs instantly sift 

through text to find specific words, word variations, phrases, or grades of similarity. The 

above examples of the occurrences of story titles in the text represent only a few of the 

linkages in Dubliners. A CATMA (Computer Aided Textual Markup and Analysis) user, 

for example, may create a set of tags, one for each of the story titles, perform a search of 
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each of the words in the titles, and produce a graph of the occurrences in the text. (See 

fig. 5.1.). The same analysis might be expanded to identify occurrences of Dubliners 

titles in Ulysses and Finnegans Wake. 

 

Figure 5.1 
Distribution of story title references within the text of Dubliners. See Appendix B for 

color and key. 
 

 Similarly, markup software can keep track of occurrences of geographical 

references, and once those places are identified and logged, geospatial applications offer 

a way to visualize the referenced locations. Such visualizations then reveal new potentials 

for interpreting text. A map of locations in Dubliners,39 for instance, reveals that the three 

childhood stories all start within a kilometer of each other on the north side of the Liffey. 

Most of the action of “The Boarding House,”  “A Little Cloud,” “A Painful Case,” and 

“Grace” occurs north of the river as well, but the rest of the stories primarily take place to 

                                                        
39 See Appendix A. 
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the south. The boys in “An Encounter” eventually cross the river from the North Wall, 

the same place where “Eveline” ends. “Two Gallants,” “Counterparts,” “After the Race,” 

and “Ivy Day in the Committee Room” all take place around the same area, and the 

stories all refer to specific places in that area such as Nassau Street, Capel Street, Great 

George’s Street, Fleet Street, Grafton Street, Trinity College, and Stephen’s Green. 

 Since geospatial applications also allow demarcation of routes, readers can 

observe the shapes of characters’ paths, paths which may further enhance reading. For 

instance, the narrator’s path in “An Encounter” ties the story even more closely to “The 

Sisters” than previously explained by Wolfgang Karrar. He contends that the triads of 

words or allusions in the opening paragraphs of each of the three childhood stories are 

interconnected. Thus among other connections, “gnomon” is as important a concept in 

“An Encounter” and “Araby” as it is in “The Sisters,” where it is introduced. Karrer 

draws the significance of “gnomon” as a relationship between gnomon and scene:  

Each of the three stories uses the gnomon construction: there is a 
long narrative preparation, culminating in a dramatic scene that 
illuminated what has gone before by exactly mirroring it or 
presenting a symmetrical inversion…(63) 
 

While the construction of the stories offers one gnomonic parallel between more than one 

story, geographic space offers another. The narrator’s route in “An Encounter” resembles 

a gnomon. Beginning in the vicinity of Gardiner Street, the boy takes a northeasterly 

route to the Canal Bridge. When Mahoney arrives at the bridge, the two boys continue 

northeast to Wharf Road where they turn right at the Vitriol Works. They take the Wharf 

Road, which turns sharply to the right as it approaches the area of the docks, all the way 

to the ships and then cross the river on the ferry. They spend a little time after they 
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disembark watching the sailors and then wander slightly southeast into Ringsend. The 

story ends with the boys abandoning the idea of visiting the pigeon houses and instead 

deciding to take a train home. The implied route home closes up the squarish shape of the 

route, (see fig. 5.2). 

 Because of its detailed gepgraphy, we might view Dubliners as a re-rendering of 

cartographic art. In order to understand which aspects of such an art Joyce may have 

employed, it is helpful to transcribe the text back onto a map. Within that medium, the 

stories are no longer isolated from one another; instead the actions begin to coincide with 

one another. Based on the possible points of intersections between the paths of Lenehan 

in “Two Gallants” and Farrington’s friends in “Counterparts,” it is quite possible that the 

two friends Lenehan talks to at the corner of Dame Street and Great George’s are Higgins 

and Nosey Flynn either on their way to Davy Byrne’s or having already left. 
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Fig. 5.2 

Route of the narrator in “An Encounter.” 
 

 “Two Gallants” is particularly detailed and the route of Lenehan particularly long. The 

story starts as Lenehan and Corley are leaving Rutland Square, north of the river. The 

men engage in banter the entire time they walk together, eventually ending up at 

Stephen’s Green. When viewed on a map, and particularly an interactive digital map like 

Google Maps, it becomes clear that the walk is two kilometers and would take the men 

roughly twenty-five to thirty minutes to complete. When viewed over the span of this 

amount of time, the conversation seems a bit sparse, strained. Once Corley breaks away 

from his companion to converse with his female friend, Lenehan wanders the city, 

sometimes circling, sometimes backtracking, eventually walking nearly another six 

kilometers. Again, the route contains at least one obvious near-gnomon (see fig. 5.3). 
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Fig. 5.3 
Approximate map of the paths walked by Lenehan and Corley and Lenehan alone. 

 
The gnomon of the “Encounter” route was approximated and implied, Lenehan’s gnomon 

is more explicit. After walking down Capel Street, he turns left at City Hall. He then 

turns right at Great George’s Street, where he meets his friends and continues in that 

direction until he turns left again at the markets. The space in what would otherwise be a 

near-parallelogram echoes the empty space Lenehan feels because he does not have a job, 

a home, or a “simple-minded girl” (58). While certainly perceivable without a map, the 

gnomon of Lenehan’s existence is reiterated by the shape of his route. Such visual cues 
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echo the kind of re-rendering Joyce describes in Dubliners. As discussed in Chapter Two, 

the use of visual imagery in “After the Race”  and Gabriel’s imagined re-rendering of 

D’arcy’s song as a painting both signal the important role visual arts play in the work. 

Re-rendering the text back into a visual medium, through a geospatial interface, shows 

even more the visual implications of the text. Furthermore, mapping provides a helpful if 

not necessary supplement to an ever-expanding global audience that may otherwise find 

the breadth of geographical references an impediment to an understanding or appreciation 

of Joyce’s work. 

 The overlap of characters, while perceivable to an extent by geospatial 

visualization, is more explicitly apprehended by returning to textual mark-up and 

analysis. After first identifying each character in Dubliners and assigning them to a 

tagset, a user can then track the appearance of each character throughout the text. Lyons 

appears in both “The Boarding house” and “Ivy Day in the Committee Room.” Holohan 

comes up in conversation in “Two Gallants” and takes a larger role in “A Mother.” And 

in true remix fashion, numerous characters from Dubliners reappear in Portrait, Ulysses, 

and Finnegans Wake. Portrait contains less overlap of characters, but it does take up 

some of the language-centered phenomenon first introduced in Dubliners. 

 Portrait builds upon the proliferation of words and phrases, and in fact focuses 

much attention on this phenomenon. As discussed in Chapter Three, the novel is built 

upon processes of revision and repetition. As with Dubliners, mark-up enhances the 

ability to find the various instances within the novel where phrases are repeated or 

revised. In addition to the passages about the square ditch and Eileen’s hands, another 
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topic emerges as a repeated and revised reverie. Stephen’s encounter with E.C. on the 

tram stays with him in the form of a focused attention to the shawl she wears and the 

sound of her shoes on the street. These three topics, when plotted by frequency through 

the text, show a pattern (see fig. 5.4).  

 

Fig. 5.4 
The distribution across Portrait of descriptions of the square ditch, Eileen’s hands, and 

E.C.’s shawl. 
 

The first peak represents the occurrence of the ditch description. In the first twenty 

percent of the novel the ditch is mentioned four times arises for the last time halfway 

through. The description of the incident with Eileen occurs twice at the twenty percent 

mark and once at thirty percent. The thirty-percent mark is also the point at which E.C. is 

introduced; after her introduction, her phrase repetitions replace those of Eileen and recur 

twice more in the novel. The overlap manifests in the text as a fusion of “hands” and 

“shawls”: 
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He tried to recall her appearance but could not. He could 
remember only that she had worn a shawl about her head like a 
cowl and that her dark eyes had invited and unnerved him. He 
wondered had he been in her thoughts as she had been in his. Then 
in the dark and unseen by the other two he rested the tips of the 
fingers of one hand upon the palm of the other hand, scarcely 
touching it lightly. But the pressure of her fingers had been lighter 
and steadier: and suddenly the memory of their touch traversed his 
brain and body like an invisible wave. (82-83) 
 

As Stephen recalls being on the tram with E.C., the experience with E.C. begins to usurp 

his association of hands with the memory of Eileen. While again discernible without the 

aid of mark-up, the associative patterns between the language and the occurrences of 

repetitive descriptions revealed through such programs as CATMA become more 

pronounced. Furthermore, once certain patterns are established, mark-up tools can assist 

in identifying similar or continued patterns. These inquiries become even more 

enlightening when expanded to include additional texts. 

 Stephen exhibits some of the same characteristics concerning language that some 

of the characters in Dubliners do. He repeats words to himself until he understands 

them—“[w]ords which he did not understand he said over and over to himself till he had 

learned them by heart” (Portrait 62)—and then repeats them until they lose all 

meaning—“[h]e kept repeating them to himself till they lost all instantaneous meaning 

for him and became wonderful vocables” (Stephen Hero 30). The obsession with words 

and sounds echoes that of the boy in “The Sisters” who “said softly to myself the word 

paralysis. It had always sounded strangely in my ears…” (9). Like Stephen, the boy also 

conflates sound and image: “it sounded to me like the name of some maleficent and 
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sinful being…and yet I longed to be nearer to it and look upon its deadly work” (9).40  

Stephen also shares characteristics with the boy beyond linguistic obsession. He takes 

comfort in thinking about Christmas like the boy in “The Sisters” who “drew the blankets 

over my head and tried to think of Christmas” (11) when he becomes disturbed by images 

of the dead priest’s face. Stephen’s fever dream also takes up elements of the boy’s 

dream. The boy recalls that in his haunting dream there had been “long velvet curtains 

and a swinging lamp of antique fashion” (13). At Clongowes, Stephen dreams of “pale 

strange faces” with “great eyes like carriagelamps” and wonders whether it is true that a 

big black dog roams the halls of the dormitory “with eyes as big as carriagelamps” (19). 

The similar dream images of haunting lamps in motion, whether real or analogous, 

connect the sensibilities of the boy and Stephen in their states of supernatural discomfort. 

Another scene in “The Sisters” shows the boy kneeling with the three women around the 

priest’s bed: “I pretended to pray but I could not gather my thoughts because the old 

woman’s mutterings distracted me” (14). In Portrait Stephen has a related experience 

with Uncle Charles:  

While [Charles] prayed he knelt on his red handkerchief and read 
above his breath from a thumb blackened prayer book wherein 
catchwords were printed at the foot of every page. Stephen knelt at 
his side respecting, though he did not share, his piety. (61-62) 
 

The narrator of “the Sisters” might share the piety of the women, but his annoyance at 

“the old woman’s muttering” trumps that piety, suggesting he may not be as pious as he 

wants to seem. 

                                                        
40 Emphasis mine. 
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 An adolescent Stephen, in Portrait as well as Ulysses, takes on characteristics of 

some of the older characters in Dubliners. His reiteration of Eileen’s soft white hands 

echoes the old josser’s descriptions in “An Encounter.” The josser also “held a stick with 

which he tapped the earth lightly” (24), an act Stephen emulates in Ulysses. Chandler of 

“A Little Cloud,” whose “hands were white and small” (70), exhibits the same desire for 

artistic expression that Stephen does at times in Portrait. While Chandler seeks to 

“express the melancholy of his soul in verse” (84), Stephen’s “old restless moodiness had 

again filled his breast as it had done on the night of the party, but had not found an outlet 

in verse” (64). Stephen’s attempts at poetry in the novel are failures, and the language of 

his failures is similar to the language that describes Chandler’s, which intimates a 

possible future for Stephen if he keeps failing to express himself as an artist. One passage 

in Portrait shows Stephen daydreaming about his favorite prostitute while trying to 

complete his equations: 

The vast cycle of starry life bore his weary mind outward to its 
verge and inward to its centre, a distant music accompanying him 
outward and inward. What music? The music came nearer and he 
recalled the words, the words of Shelley's fragment upon the moon 
wandering companionless, pale for weariness. The stars began to 
crumble and a cloud of fine stardust fell through space. 
The dull light fell more faintly….(103) 
 

Recalling the end of “The Dead,” the imagery of stars faintly falling and the suggestive 

accompaniment of “a distant music” hint that Stephen might become Gabriel, fluctuating 

between inward and outward and peppering his writings with favorite phrases. Though 

the passage in Portrait is meaningful in its context, the added suggestion of the Dubliners 

reference introduces significant implications. Close readers of Joyce will undoubtedly 



122 

find these major correlations without the help of mark-up, but when the phrases are not so 

emphasized, programs like CATMA can aid in uncovering more deeply embedded 

patterns, especially when it comes to such a dense text as Ulysses. 

 In a 1915 letter, Joyce describes Ulysses, which he was at work on at the time, as 

a “continuation of A Portrait of the Artist and also of Dubliners” (Letters I 83). Even 

without Joyce’s explicit comment, one obvious clue that Ulysses is a continuation of 

Portrait is the reappearance of Stephen Dedalus as a central figure. Though more 

Bloom’s story than Stephen’s, Stephen begins the novel as the main character of the first 

three episodes, the “Telemachia.” That Joyce identifies the novel as a continuation “also 

of Dubliners” implies that he saw Portrait either as a link between the two other works or 

Ulysses as a child equally of both Dubiners and Portrait. Most likely, it is both. Ulysses 

also reintroduces many of the characters of Dubliners. Nosey Flynn appears in both 

“Counterparts” and Ulysses. “Two Gallants”’ Lenehan reappears as a teller of riddles and 

limericks in the “Aeolus” episode, and Corley, the purveyor of the coin in “Two 

Gallants” returns in Ulysses to borrow a half crown from Stephen. The priest in “The 

Sisters” is James Flynn; a friend of Stephen’s father, Mike Flynn and a student named 

O’Flynn appear in Portrait, and a Father O’Flynn appears in Ulysses. Gretta Conroy and 

Kathleen Kearney reappear in Ulysses. Keogh the cripple of “Eveline” becomes Brother 

Keogh in Portrait and an Irish boxer, whose wife is a brothel cook, in Ulysses. The 

combination of personalities and locations fuses the Bildungsroman and Kunstlerroman 

of Portrait with the encyclopedic snapshot of the city streets of Dubliners. It is a 
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continuation of Stephen’s story within the context of a new Dubliner, Bloom, who like 

the other Dubliners is a palimpsest of Everyman, or the Wake’s HCE.  

 As one of Ulysses’s major features, music offers one mode of visualization of 

textual patterns, especially regarding the representation of simultaneity. Mapping text in 

score notation format with rhythmic patterns reveals possible lines of division between, 

for instance, the different voices of the “Sirens” episode. But in combination with textual 

mark-up, a spreadsheet allows for the vertical and horizontal ordering of information, like 

a score, without the necessary assignment of voice where vocal demarcation is not 

paramount or becomes too constricting. A spreadsheet user might assign one row to each 

of the overture lines in “Sirens” and, assigning each line or paragraph of the main text to 

a column, show where the overture lines appear within the body of the episode (see fig. 

5.5). 

 

Fig. 5.5 
A sample of a spreadsheet depicting the occurrence of “Sirens” overture language in the 

body of the episode.  
 

The bold and shaded entries represent instances where the text most closely matches the 

overture line. Other entries represent instances where certain words form the overture line 

occur but with less emphasis.41 A spreadsheet visualization of the “Sirens” episode 

elucidates the overlap of textual patterns within set parameters, but mark-up analysis 

shows even more interesting patterns. For example, the word “jingle” appears in the 

                                                        
41 For a complete spreadsheet analysis, see Appendices C-E. 
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novel twenty-eight times, twenty of which occur in “Sirens.” “Jing,” alone or embedded 

in other words, appears forty-six times throughout the novel, and “bronze” and “gold” 

occur fifty-six and 144 times, respectively. Even this small sample shows that “Sirens” 

with its overture could act as a broader representation of the novel, the entire episode 

perhaps acting as an overture for the entire novel, a piece played before the second act of 

a musical. 

  Developments in the digital humanities, such as textual markup and encoding, 

have simplified the process of discovering repetition and similarities among words and 

phrases, characters and places, and allusions. These tools are especially useful for Joyce 

scholars as Joyce was particularly interested in playing with language. World Wide 

Dubliners, edited by Roger B. Blumberg and Wallace Gray, offers hypertext annotated 

versions of “Araby” and “The Dead.” A project out of Brown which appears to have been 

abandoned by 1997, the site invites collaborators to add to the existing two stories’ 

annotations and to submit new annotations for stories as well. Any texts out of copyright 

are also available from Project Gutenberg, and with the files provided there, one may run 

her own textual analysis. Another project, Finnegans Wake Concordex and its related 

Lexichaun, allows a user to search for words in the novel even if they are embedded in 

other words. The Lexichaun searches grades of similarity so that, for instance, a search 

for “Dublin” returns occurrences of Wake-words like “aulddaublin,” “hobdaublins,” and 

“doublends.” Specialized text projects also exist for Portrait. What these projects lack, 

though, is the ability to search across all of Joyce’s texts, a function that is necessary for 

discerning linkages across the Joyce network of texts. Mega-projects like Jorn Barger’s 
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IQ Infinity contain annotated hypertext versions of most of Joyce’s work as well as links 

to image files, maps, and sound clips. IQ Infinity comes closest to implementing all 

media to explicate Joyce’s work, but as a massive hypertext, the non-textual media gets 

buried behind words. Other projects, like Michael Groden’s suspended digital edition of 

Ulysses, offer images of manuscripts that may be linked to text or viewed side-by-side 

with text. Projects using geospatial modeling can aid in visualizing thematic patterns 

within individual texts and among multiple texts. “Walking Ulysses,” a project out of 

Boston College maps the paths and landmarks in Ulysses. It allows readers of Ulysses to 

visualize the geography that plays such a vital role in the novel. More dynamic projects, 

however, might overlay maps from various texts so that synchronicities might be further 

explored. If, as discussed in the first chapter, Bruno the Nolan appears in multiple works, 

his gnomon may also appear in geographic representations of those works. 

 Louis Armand surveys several projects and plans for digital editions and tools for 

Joyceanea, in addition to the above, in Joycemedia. Armand, founding editor of 

Hypermedia Joyce Studies, a digital journal of Joyce scholarship, is one of several Joyce 

scholars engaged in exploring the potential that digital media offers new and continued 

study of Joyce’s body of work. Currents in Joyce criticism are moving toward utilizing 

the potentials of new media. Within the next twenty years, hypertext editions will surely 

emerge. In the meantime, digital tools are informing the reading processes of students 

and beginning scholars. The natural tendency of emerging scholars is to supplement and 

visualize as they read, creating maps, textual mark-up, and spreadsheets, as well as digital 

notes that embed or link to referenced works of art or literature. The tendency is both a 
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product of the availability of tools at the disposal of readers as well as the suggestions 

that Joyce makes by alluding to and writing with the structures of multiple artistic modes. 

And while filmmakers, musicians, and painters create new work inspired by this 

polyexpressive writer, scholars need to continue to look to the digital medium, one that is 

capable of simultaneously expressing language, sound, and image, to find yet 

undiscovered “embedded ore” in Joyce’s work. In his own time, Joyce challenged the 

limitations of the book by superimposing alternative structures to call attention to artistic 

conventions. Digital media offers a platform by which we might observe the various 

informing media—music, geography, visual art, etc.—in one package. Lanham points out 

that “[b]ecause word, image, and sound are expressed in a common digital code, the arts 

take on new and radical convertibility that threatens both their present 

compartmentalization and its academic departmental” (xi). New media forms always 

threaten convention, but ultimately they also provide the impetus for compelling and 

thoughtful new response. The impulse to re-render reassures the existing body of 

criticism of its influence while seeking to expand the possibilities of text to inform and 

inspire. Joyce explored the process of re-rendering media as text. It is only natural that as 

scholars we play, as Joyce did, with media, testing its limits and discovering its 

potentials. 
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Appendices 

 

Appendix A: Mapping Dubliners 

 A digital appendix, Mapping Dubliners is a geospatial study of the stories in 

Dubliners. Using the platform of Google Maps, the project identifies by pinpoints each 

street, landmark, and location mentioned in the text. Attached to each point is an excerpt 

from the text indicating where in the text the place is mentioned. Additionally, the map 

indicates the routes certain characters take in the stories. Each story is color coded so that 

in cases where there are routes, the path line corresponds to the color of the place markers 

in that story. The project may be found online at 

http://locus.dwrl.utexas.edu/mulliken/content/digital-appendix. 
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Appendix B: Examples of Distribution and Analysis of Text 

 This project is a series of distribution charts depicting the occurrence of certain 

textual elements in Dubliners, A Portrait of the Artist As a Young Man, and Ulysses. The 

information was rendered using Computer Aided Textual Markup and Analysis, version 3 

(CATMA3). Charts range from the occurrence of revised descriptive passages in Portrait 

to occurrence of story names in Dubliners to the identification of Portrait and Dubliners 

characters in Ulysses. Each distribution chart contains an individual key and description 

of its context. View the project online at 

http://locus.dwrl.utexas.edu/mulliken/content/digital-appendix. 
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Appendix C: Musical Allusions in “Sirens” 

 This digital appendix is a spreadsheet that displays the occurrence of musical 

allusions throughout the “Sirens” episode of Ulysses. The vertical axis lists each song in 

order of occurrence. The horizontal axis shows the paragraph number and the Gabler 

edition line numbers that each paragraph contains. In the column corresponding to the 

line number in which an allusion occurs, the text from the chapter is provided in the row 

corresponding to the song the text references. View the spreadsheet online at 

http://locus.dwrl.utexas.edu/mulliken/content/digital-appendix. 
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Appendix D: Character Voices and  Musical Notations in “Sirens” 

Like the previous digital appendix, this project is a spreadsheet visualization of the 

appearance of characters throughout the “Sirens” episode of Ulysses. The horizontal axis 

is the same as Appendix C, but the vertical axis is a list of characters appearing in the 

episode. In addition to indicating each character’s appearance throughout the episode, the 

spreadsheet provides musical notation corresponding to the nature of the appearance. For 

example, if a character bursts in abruptly, the appearance is noted by an accent mark (>); 

if his presence is only subtly indicated in the text but grows stronger over several lines, it 

is noted by a crescendo; if a character is only mentioned by another character but is not 

actually present in the scene, the occurrence is marked with a piano (p) or pianissimo 

(pp) notation. The result is a kind of score in which each character is a voice with volume 

and style designations. View the spreadsheet online at 

http://locus.dwrl.utexas.edu/mulliken/content/digital-appendix. 
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Appendix E: “Sirens” and Its Overture 

 Like the previous two appendices, “‘Sirens’ and Its Overture” is a spreadsheet 

visualization mapping the appearance of language from the overture onto the lines of the 

episode in which the overture is referenced. The horizontal axis is the same as in the 

previous two spreadsheets, and the vertical axis lists each of the sixty lines in the 

overture. In the episode line where the overture line is referenced, the words or phrases 

appear in the box where the overture line and paragraph line intersect. Text is bold where 

the references are most explicit. View the spreadsheet online at 

http://locus.dwrl.utexas.edu/mulliken/content/digital-appendix. 
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