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ABSTRACT 

Through a Bakhtinian aesthetic paradigm this study ainis to explore the radical modernist space of 
James Joyce's U4vsses. By contextualizing Ulysses through a gendered version of Baklitin's theorization 
of modernism, I have endeavoured to deliver readings which take full account of English and British 
colonial discourses while being sensitive to subaltern voices and Irish discourses of nationhood. Locating 
Uýysses within the heteroglossia of the Irish Literary Revival, through a chronotopicity -, N-hich also looks 
back into Irish history and forward to the years of struggle in Ireland's fight for independence, I have 
attempted to discover the polyphony of counter-histories in Joyce's gendered, national aesthetic. 

Firstly then, in an initial theoretical chapter, through dialogue with 'post-colonial' and feminist theories 
I explore the writings of Mikhail Bakhtin and construct readings of his concepts which are most 
pertinent to the production of a gendered dialogics. In Chapter Two I contextualize my approach 
through contemporary Irish formations which theorize gendered discourses of nationhood. Although it is 
through Ulysses and the genre of the polyphonic novel that I will assert Joyce's national politics, a 
reading of "The Dead" also delivers a discourse of resistant Irish nationhood. In the third chapter I will 
consider Joyce's location within modernist aesthetics and the epic tradition. I will argue that Joyce does 
not reject epic locations out of hand, but rather that he invokes such histories in order to subject them to 
the dialogizing forces produced by his feminized subjects. I wIII develop an argument which suggests 
that Joyce achieves linguistic and aesthetic metamorphosis through the dialogism produced by his 
women's interactions with female symbols of Irish Sovereignty, and not a metamorphosis of the female 
bodily form through the epic locations of symbolic decolonization. In Chapter Four I will focus on the 
"Nausicaa" episode through the textual and sexual encounters of Gerty MacDowell and Leopold Bloom. 
The two halves of "Nausicaa" are not stylistically isolated and Joyce's textual Gerty forces dialogism. If 
Gerty's feminized narrative is marginalized. by the authority of Joyce's Blooniian project then the 
masculine form of the second half of "Nausicaa" is also subjected to review through the dialogism which 
Gerty creates and occupies. In *Nausicaa" Joyce examines popular forms of the novel and subjects 
influential modernist forms to review, as well as carrying out a self-referential questioning of his own 
stylistic questioning. A fifth chapter develops Bakhtin's carnival paradigm as a structure for the 
unofficial theatre of "Circe" in order to explore the ways in which Joyce draws into his text real histories 

- and so his text intervenes in history by supplying counter-hi stories. In the final chapter I will map the 
bodily aesthetics of Molly Bloom. Formally "Penelope" is no simple monologue which concludes Joyce's 
national polyphony, but rather Molly resists the night world of sleep so that her text inay inform the 
previous episodes of Uýysses with the authority of a gendered, cyclical time which can replace the 
closure of the beginning and end of a literary world. 

Rather than refracting Joyce through the topography of exile, this study locates him as the producer of 
Irish, decolonizing discourses of nationhood. Joyce's aesthetic subversion of controlled narratives of 
representation is forced by Joyce's feminized subjects, and his women in particular; they are the carnival 
texts who occupy the chronotopic sites of the boundary and the threshold from which diev are able to 
force dialogism. From such sensitized time-spaces of counter-hi stories Joyce's Ulyssean Nvomen create 
new contexts for discourse and infuse national narratives with the possibilities of an open-ended future. 
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INTRODUCTION 

In 'An Open Letter' Seamus Heaney engages the long tradition of identifý, ing Irish N, riters from 

within British and English formations, and, like Heaney, James Joyce has also suffered the vlolence of the 

"'British" word' that 'Sticks deep in native colon' like 'Arthur's sword'. I When read through 'High' 

modernist aesthetics the socio-ideological world of Joyce's texts is often appropriated or depoliticized. 2 

All too often Joyce is located as a writer who escaped the paralyzing effects of a backward-looking Irish 

nationalism by seeking exile in Europe and the future. But, as Timothy Brennan points out, the theme of 

exile and the anti-colonial stance of resistant nationalisms are not immune to the effects of a colonizing 

modernity: 'How could the most universally legitimate political ideology of our time fail to become a 

topos in postwar fiction? And how could its existence be ignored, or replaced by the topos of "exile", 

nationalism's opposite?, 3 But even a quick glance at Joyce's critical writings reveals that he was anything 

but a colonized Irishman in exile who rejected Irish nationalism out of hand: 'When a victorious country 

[England] tyrannizes over another, it cannot logically be considered wrong for that other to rebel' (CW 

163). The selection of the content and the context of Ulysses is testimony to the nature of Joyce's 

opposition to English colonialism and his support for Irish national resistance. Ulysses, was, after all 

written during the years that were crucial in Ireland's fight for independence and is located firmly in 

colonial Dublin. 4 Throughout this study I wish to reinforce the anti-colonial and resilient nature of Irish 

nationalism. I will position Joyce firmly within an Irish cultural context while locating him as the 

producer of national. decolonizing discourses which are open-ended - so creating the possibility that new 

national narratives may be brought into existence. 

I Seamus Heaney, 'An Open Letter', in Ireland's Field Day, Field Day Theatre Company (London: 
Hutchinson, 1985), pp. 23-30 (p. 23). 
2See Erner Nolan, Joyce and Nationalism (London: Routledge, 1995). Nolan reclaims an Irish Joyce by 
disrupting readings of Joyce which refract his art through a cosmopolitan. modernist aesthetics while 
ignoring the anti-colonial force of his writings - and the 'full complexity of nationalism in the political 
culture of modernity' (p. xiii). See also Vincent Cheng Joyce, Race, and Empire (Cambridge: 
Cambridge University Press, 1995). Cheng investigates Joyce's 'depictions and representations of 
-race" in its relationship to imperialism' in order to recover the political nature of Joyce's poetics (p. 8). 
3Brennan, 'The National Longing for Form', in Nation and Narration, ed. In- Homi Bhabha (London & 
NeN, v, York: Routledge, 1990), pp. 44-70 (pp. 60-62). 
4See Enda Duffý-. The Subaltern U4YSSes (London & Mnneapolis: University of Nfinnesota Press, 1994). 
Duffy suggests that 17. vsses is 'the book of Irish postcolonial independence' (p. 3). 
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In this study I will develop and enlist the theories of Mikhail Bakhtin and concentrate on the text of 

Ulysses. Constructing Uývsses through a Bakhtinian theorization of genre and dialogism it Nvill be 

possible to produce new readings of Joyce's engagement with English and British colonizing forces, while 

discerning the resistant discourses produced by other ReNivalist formations. 5 I will argue that Qvs-Fes can 

not only be read as the producer of national discourses of decolonization, but through the Bakhtinian 

aesthetic it may also be posited as the creator of the political force produced by a national language. If, as 

David Lloyd argues, Irish nationalism did not possess the unity and political legitimation offered by a 

cnatural' national language, and Ulysses discloses the stratification of language during the time that 

Ireland was fighting for independence, and so the power relations involved in such an order, then Joyce's 

aesthetic could be theorized as a national discourse which possesses the unifying force of a national 

language. 6 Bakhtin's social theorization of modernism is useful here. It is not a transcendent, monologic 

national unity which the dialogism of Ulysses effects, but a unity that is effected by a dialogic form which 

refuses monologic identity formations by making room for the possibilities of the future. In Ulysses 

language is not only internally stratified but it is dialogized in such a way that it gains the force of a 

national language. The dispossession of the Gaelic language (a mark of an organic and authentic Irish 

identity for many cultural nationalists) and the assertion of the English language (marking a modernizing 

dislocation from the land) became symbolic of the colonized status of the Irish. 7 But it is the diverse 

5See David Cairns and Shaun Richards, 11riting Ireland: Colonialism Nationalisin and Culture 
(Manchester & New York: Manchester University Press, 1988; repr. 1990). As Cairns and Richards 
point out the Irish Revival may be seen 'as the culminating episode in a cultural struggle for the 
leadership and articulation of the people-nation' and 'the key to a historically informed reading of the 
cultural products of this period is an understanding of the forces at play in that cultural struggle' (p. 58). 
6See David Lloyd, 'Writing in the Shit: Nationalism and the Colonial Subject', Irish Review, 4 (1988) 
53-73. Lloyd argues that Irish nationalism 'emerges at the very moment of virtual eclipse of what would 
have been its 'natural' language and primarily among a class which was already. necessarily. estranged 
from that language. The peculiar forms taken by Irish nationalism develop from this vividly 
apprehended dislocation and from the consequent absence of the political legitimation available to other 
European nationalism through the putatively a priori transcendent unity of a national language' (p. 62), 
7 English had of course been spoken within 'the pale', and elsewhere in Ireland, since Elizabethan 
times. English was the language of Capitalism and economics, while the Irish language became the 
mark of the excluded. See Tony Crowley, Language in History. - Theories and Texts (London: Routledge, 
1996)ý pp. 10 1 -3. As Crowley argues: 'The practice by which the English language became the only 
"linguistic capital" worth having [ ... ] was a gradual but nonetheless insistent one. It culminated in Irish- 
speaking parents teaching their children to be ashamed of their language and seeking education for them 
in English. Thus it was that Irish became the language of backwardness and poverty, English the 
language of progress and modernity' (p. 103). 
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forms of Hiberno-English, and not some reffied concept of Standard English or an organic Gaelic 

monologism, through which Joyce creates his radical modernist space. 8 

The celebrated scene between Stephen and the dean in Portrait not only depicts Stephen's 

estrangement from his 'native' Gaelic language and Ireland's colonized status, but such an exchange also 

articulates the false 'origins' and status of the dean's 'natural' English language. The very notion of a 

unitary 'native' language can only come into being through the repression of the dialogic principle by 

which new forms of heteroglossia come into e)dstence. The regulating force of a monologic 'natural' 

language actually attempts to deny the centrifugal forces of heteroglossia. It is the heteroglossic nature of 

language which Joyce invokes through his parodic inversion of the 'best English' and not a desire for a 

reclamation of the authentic force of a language of origins. Tundish may have lost its meaning in English, 

but not in 'Lower Drumcondra [ ... I where they speak the best English' (P 171). In Joyce's world the Irish 

may make the 'English' language their own resistant discourse through heteroglossic forms of the 

dialogic principle, Stephen's notions about the 'origins' of meaning and the 'acquired' nature of his own 

speech is undermined when he reflects on his encounter with the dean: 

That tundish has been on my mind for a long time. I looked it up and find it English and good 
old blunt English too. Damn the dean of studies and his funnel! What did he come here for to 
teach us his own language or learn it from us? (P 227). 

The historical colonizing forces which dispossessed Ireland of a 'natural' language simultaneously 

positions such a national language as an authentic signifier: 

Unitary language constitutes the theoretical expression of the historical processes of linguistic 

unification and centralization, an expression of the centripetal forces of language. A unitary 
language is not something given [dan] but is always in essence posited [zadan] - and at every 
moment of its linguistic life it is opposed to the realities of heteroglossia. But at the same time it 
makes its real presence felt as a force for overcoming this heteroglossia, imposing specific limits 
to it, guaranteeing a certain maximum of mutual understanding and crystalizing into a real, 
although still relative, unity - the unity of the reigning conversational (everyday) and literary 
language, "correct language" (DI 270). 

8For an insight into Joyce's use of Hiberno-English see Terry Dolan. 'The Language of Dubliners', in 
Jalnes Jo. yce. - The, -Irlist and the Labvrinth, ed. by Augustine Mar" (London. Ryan. 1990) pp. 2540. 
The Irish language is not of course uniform: like an), other natural language it has its dialects. 
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But by exposing the posited fact that any unitary language is a language laid down, and by constructing 

his national (dialogized) heteroglossia of Ireland as a force which denies 'a certain maximurn of mutual 

understanding', Joyce refuses the colonizing force of identity formations as imposed by the imperial 

nation. As one of the sites of colonization the theorization of an Irish national language must also be 

positioned as a very necessary site of resistance in the formation of any national counter-hegemony. 

The 'post-colonial' gaze (itself a product of heteroglossic discourses) has authorized readings of Joyce 

which identify the anti-colonial nature of his national discourse, and 'post-colonial' theories are essential 

for an understanding of Joyce's cultural nationalism. But I wish to argue that the concepts of Mikhail 

Bakhtin may also be productive for a reading of Joyce's decolonizing project. As Graham Pechey argues, 

those cultures 'that are finding a path out of the structures of neo-colonial dependence' through the 

4practice of popular deconstruction under the sign of "decolonization"', could benefit from Bakhtinian 

concepts which theorize the very process of othering. 9 But Bakhtinian theories of decolonization also 

theorize a space from which a resistant otherness may be discerned. When put into dialogue with other 

theories of decolonization theoretical positions emerge which take into account constructions of 'race' 

and nationhood within specific colonial experiences. In Bakhtin's literary history the rise of the modern 

polyphonic novel is ideologically linked to the rise of the modem nation-state - as novelistic discourse 

represents the dialogic struggle between different socio-ideological languages. And if the desire of the 

'post-colonial' theorist is to uncover those voices and emancipatory strategies which have been lost within 

the colonial past of the text, then I wish to argue that the construction of a Bakhtinian paradigm of 

decolonization could make possible readings of Joyce through which the radical past of his cultural 

nationalism may be discerned. 

Bakhtin's novelistic history may be theorized through the rise of the modem nation state but he was 

silent on constructions of gender. Yet if I am to argue that Joyce dialogizes the heteroglossia of Ireland 

through the linguistic space of a national language which refuses essentialist identity formations, he must 

9Graharn Pechey, 'On the Borders of Bakhtin-. Dialogization, Decolonization', Oxford Literary Review, 
9 (1987), 59-85 (p. 60); see also Clair Wills, 'Language Politics, Narrative, Political Violence', Oxford 
Literary Review ('Neocolonialism', ed. by Robert Young) 13 (1991), 20-60. Wills points out the 
difficulties of discussing neo-coloMalism in Ireland: -when the occupation of part of the island has, as 
far as large sections of the community are concerned, nothing "neo" about it' (p. 20). 
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also have theorized gender issues in a NvaN- that discerns the nature of ferninized subject positions vOille 

being sensitive to the feminist voice. By Putting Bakhtin's concepts into dialogue with theories of gender 

it should be possible to develop a gendered. dialogics through which Joyce's anti-colonial discourse may 

be recovered. Women are not a coherent group who experience the effects of a universal patriarchy. 

Colonialism, gender, and nationhood not only converge and carry each other's ideological inscription at 

various political sites of representation, but many power-inscribed situations can only come into existence 

because of the conflation. It is Joyce's theorizing of such ideological forms which I discern in Ulysses. I 

will argue that stylistically (and so ideologically) Joyce privileges the nexus of Irish feminized N, oices. If, 

in the Bakhtinian polyphonic text it is many 'worlds, their consciousnesses with their individual fields of 

vision that combine in a higher unity, a unity, so to speak, of the second order, the unity of a polyphonic 

novel' (PDP 16), then I will demonstrate that it is through the national resistance of Joyce's women in 

particular that Joyce theorizes such a 'higher unity' of national resistance. 

This is not to impose a monologic understanding upon the poINPhony of Ulysses through the insertion 

of an authorial voice which absorbs other voices and other consciousnesses - Joyce's voice is yet another 

voice entering his text and so an extension of heteroglossia and dialogism. Nor do I attempt to identiA, an 

authorial voice which is isolated from social context. Joyce's 'higher unity' is theorized and expressed in 

such a way that Irish feminized voices are not silenced by politically stronger forms of heteroglossia; but 

Joyce also privileges his women by assigning them a space from which they too may create and 

orchestrate such moments of 'higher unity'. If Joyce makes a 'higher unity' from which the whole of 

Ulysses can be theorized then he also creates for his women a space from which they too may theorize the 

consciousnesses and the fields of xision which comprise their worlds, and, as a collective, the whole of 

Uývsses- Joyce genders Ulysses in such a way that it is the stylistic occupations of his female and 

ferninized subjects which exhibit his own ideological positioning. It is the relationship of Joyce's textual 

women to such a dialogized polyphony which positions them as the beings who demonstrate the potential 

force of Joyce's national language. It is the women in Ulysses who occupy Joyce's dialogic spaces of 

resistance and subversion from which dialogism may be forced and so new national narratives NN-ritten, 
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Firstly then, in an initial theoretical chapter, I will explore the theories of Nhkhail Baklitin and 

construct readings of his concepts which will be most pertinent to the production of a gendered. dialogics. 

If Joyce's text are not immune to the contemporary moment then nor are Bakhtin's. I NNish to argue that 

some historicization of Bakhtin's texts is needed if the political force of his concepts is to be discerned 

and his theories more fully understood. Such a discussion of Bakhtin's works will then lead on to a 

theorization of how such concepts may be put into dialogue with 'post-colonial' theories of decolonization 

and gender. My aim is to produce a gendered dialogics which is adequate to explore the heteroglossic and 

polyphonic character of Joyce's text, and so is sensitive to gendered. colonial forces and national 

narratives. By constructing readings of Joyce's texts through such a gendered dialogics it should be 

possible for the radical otherness of Ulysses to be located. 

In Chapter Two I see a need to contextualize my approach through contemporary Irish formations 

which refract discourses of Irish nationalism and feminism. As I have just suggested, in a Bakhtinian 

world cultural histories and literary texts cannot escape the moment from which they are viewed and 

constructed, and it is the moment of the contemporary Irish 'post-colonial' debate which I wish to 

valorize and take as my frame of reference - and through which I structure my own critical perspectives, 

After a brief discussion (in the first part of this chapter) of such contemporary Irish debates I will enlist 

the theoretical tools I have developed in order to produce a textual analysis of "The Dead'. Although it is 

through Ulysses and the genre of the polyphonic novel that I "I assert Joyce's nationalism and 

feminism, "The Dead" also produces a national politics of female resistance when refracted through a 

Bakhtinian aesthetic paradigm. Such a reading will not only serve to contextualize Joyce's cultural 

project, but to produce a contrast between the novelistic form of "The Dead7 and the modern polyphonic 

text of Ulysses. I will argue that Joyce locates a discourse of resistant nationhood in "The Dead" through 

the radical spaces that Joyce's textual women occupy. This prepares the way for the arguments to be 

developed in the readings of U4ysses which follow. 

In the third chapter my first task Nvill be to explore Joyce's location within modernist aesthetics and 

the epic tradition, If modernist poetics have far too often refracted Joyce through the topography of eNile, 

then the colonization of Joyce from within such a modernist space may be resisted by contextualizing 
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Ulysses through the competing cultural nationalisms of Revivalist Ireland, Sirftllarlý- the epic locations of 

The Odyssey call up a European-centred tradition which is valorized by the authority of an epic past that 

constructs a single consciousness through which other texts are absorbed, If, as T. S. Eliot so famously 

suggested, Joyce's use of myth made the futility and anarchy of the modem world possible for art through 

the classical principle of order, then the everyday world of Joyce's Dublin odyssey resists any colonizing 

realignment of European and cosmopolitan authority through such a modernist aesthetic. 10 By invoking 

such a paradigmatic epic form, as well as Irish epic locations through texts like the Min which also 

invoke a time-frame of pre-ordained continuity, the heteroglossia of Ulysses refuses the marginal space 

assigned by the historical geography of such a European-centred literary tradition. The many competing 

world views and time frames which Joyce's polyphony combines, creates the tension-filled space of a 

modernist poetics which denies the remaking of the marginal through the authority of an aesthetics which 

draws upon geographical and classically ordered epic locations. Further, by positionlng Ulysses as an 

anti-epic - so resisting any monologic or transcendent aestheticization of the epic form -a Bakhtinian 

reading of a polyphonic Ulysses will deny mythological and epic locations of 'peak times' (DI 13) while 

exposing the ideas behind the event, rather than the wholeness of epic time frames which permit stasis 

and return. I will argue that Joyce does not reject epic locations out of hand, but rather that he invokes 

them in order to subject them to the dialogizing forces produced by his feminized subjects. 

in the second part of Chapter Three I will consider Joyce's engagement of mythic, and epic, 

structures of Sovereignty as developed by Revivalist discourses. CAChulainn and aestheticizations of 

female tropes of the motherland may have been invoked by some cultural nationalists in order to insert 

Irish historical continuity into a colonized present, but Joyce also invokes such Sovereignty structures and 

Irish national discourses of metamorphosis through the old milkwoman and fertile Molly Bloom. I will 

develop an argument which suggests that Joyce achieves linguistic and aesthetic metamorphosis through 

the dialogism produced by his women's interaction with female symbols of Irish Sovereignty and not a 

metamorphosis of the female bodily form through the monologic discourse of symbolic decolonization. 

I OSce T. S. Eliot, W4vsses, Order, and Myth', Dial, 75 (1923), 480-3. 
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In the second half of this dissertation I will pursue the production of textual readings of L'4vsses -which 

concentrate on identifying those sites of resistance that Joyce's feminized subjects force and occupy. In 

the fourth chapter I will focus on the "Nausicaa, " episode through the textual and sexual encounters of 

Gerty MacDowell and Leopold Bloom. I will argue that from within her very Irish location Gerty is not 

merely effected by the female subjectivities which are produced by the narratives of the sentimental 

romance and fashion magazines, but that a subversive dialogue is produced by Gerty's feminized space 

which is able to disrupt the apparently privileged textual gaze of Bloom. Bloom may, in Uývsses, occupy a 

feminized space of subversion but the two stylistically distinct halves of "Nausicaa" are gendered. It is the 

unofficial double-voicing of Joyce's textual Gerty- which breaks up Bloom's essentially monologic gaze. 

Chapter Five develops Bakhtin's carnival paradigm as a structure for the unofficial theatre of "Circe". 

Through the time and spatial locations of the Bakhtinian chronotope, I will develop an argument which 

locates Joyce's Circean drama as a feminized carnival of resistance. Arguing that a structure of relativity 

and simultaneity organizes "Circe, " I will explore the ways in which Joyce draws into his text real 

histories, so that Ulyssean textuality and Irish histories become inseparable. If for Bakhtin the dislocation 

of the self from a relationship with others results in the loss of the self, then the carnival ensures that 

everyone and all relationships are put into free and familiar contact. Positioned as the carnivalized theatre 

of Ulysses, Joyce's Circean queen draws into her sphere of influence the many other voices and themes 

which travel throughout Joyce's text, so that they are subjected to review and dialogized in a very 

particular way. The haunting of Stephen by his mother is one such moment. The chronotopes of May 

Goulding's past are dangerous for Stephen, for his memory of her is a constant remembering of a space 

which she inhabits only in death. But rather than being a conservative force this 'dead time' is evoked tw 

the carnival of Circe's feminized form so that May Goulding's past self is put into dialogue with others in 

a way that was denied her in life. It is the Bakhtinian world of the boundary and the threshold which 

Circe dramatizes and it is these chronotopic sites of creativity which are occupied most radicall-v, by 

Joyce's women. 

In the sixth and final chapter I will explore the bodily aesthetics of Molly Bloom. If it is through his 

textual women that Joyce identifies the anti-colonial stance and resistant character of his cultural 
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nationalism then Molly Bloom seems to occupy a privileged place. I will go on to argue that Molly is 

constructed as a woman who is aware of the ways in which her text is formed, and so she does much more 

than function within colonial, Irish. or masculine narratives. Formally "Penelope" is no simple 

monologue which concludes or displays the loss of a self-contained interior world, but stylistically her 

dialogue is forced backwards into the textual world of Hysses while simultaneously facing forwards to 

the new textual world which her dialogism will create and awaken. The night world of sleep is resisted by 

Molly as her text informs Ulysses with the authority of a 'janus-faced' stare and a cyclical time which can 

replace the closure of the beginning and end of a literary world. 

Attention to issues of gender and nationhood from within the Irish context of (,, 'Iysses complicate 

traditional readings of Joyce and modernism, and as I proceed I will argue that identifying the 

intersections of colonialism, gender, and nationhood in Ulysses will complicate accounts of Joyce's 

relationship to Irish nationalism and feminism. If Klaus Reichert can identify Joyce's 'life of permanent 

eýdle in continental Europe'. after his dissatisfaction with the 'nationalist parochialism' of Ireland 'had 

become distasteful to him, through the words of 'Gabriel Conroy: "'I'm sick of my own country, sick of 

it! "' (D 189), then again resistant national narratives have been subsumed through the force of a 

modernizing cosmopolitanism. II Similarly if Naomi Segal can argue that Joyce genders women as 'pure 

function' from within 'the oedipal triangle', she too colonizes Joyce's women through the displacement 

of an Irish cultural context for Ulysses. 12 In conversation with Arthur Power, Joyce suggested that the 

purpose of Ibsen's The Doll's House 'was the emancipation of women', and similarly it could be argued 

that from within the all important decolonizing context of an Irish national discourse, Ulysses also 

II Klaus Reichert, 'The European Background of Joyce's Writing', in The Cainbridge Coinpanion to 
Jaines Joyce, ed. by Derek Attridge, (Cambridge & New York: Cambridge University Press, 1990), pp. 
55-82 (p. 55). 
12Naomi Segal, 'Style Indirect Libre to Strcam-of-Consciousness. Flaubert, Joyce. Schnitzler, Woolf, in 
Modernisni and the European Unconscious, ed. by Peter Collier and Judy Davies (Oxford & Cambridge: 
Polity Press, 1990), pp. 94-114 (p. 102). 
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explores 'the greatest revolution' in Joyce's time: 'the revolt of women against the idea that they are the 

mere instruments of men'. 13 

"Arthur Power, Convei-sations ý, iith James JoYce (London. Millington, 1974). p. 35. 



CHAPTER1 

A DIALOGIC BAKHTIN: EXTENDING THE BORDERS 

A word is a bridge thrown between myself and another. If one end of the bridge 
depends on me, then the other depends on my addressee. A word is territory 
shared by both addresser and addressee, by the speaker and his [sic] interlocutor 
(MPL 8 6). 

Introductory 

In this theoretical chapter I shall explore the work of Mikhail Bakhtin, and the ways in which his 

concepts can be put into dialogue with theories of gender and the colonial experience. The object of this 

is to produce a gendered dialogics which is sensitive to the decolonizing discourses which are emergent 

in a 'post-colonial' context. Initially I shall engage those aspects of his work which are contentious in 

the contemporary Bakhtinian debate. The aim is to construct historicized readings of Bakhtin's concepts 

which reproduce the resistant force of his aesthetic paradigm rather than the relativistic longing of post- 

modern contemporaneity. 

It is argued by many critics that Bakhtin's work is so open-ended that it may be appropriated by 

writers from various political standpoints and historical moments. Graham Pechey positions this debate, 

in true Bakhtinian spirit, as a battle which is being fought to gain control of Bakhtin's theoretical and 

political legacy. I For Pechey many of Bakhtin's critics have decontextualized his work to such an extent 

that it is 'frozen in gestures that are far from novel and closed off from that forever-unresol-,, -ed dialogue 

with the present which is its own most persistent thematic preoccupation'. 2 Pechey is not calling for a 

I See Pechey, 'On the Borders of Bakhtin' (p. 60). There is also a struggle over the texts published under 
the names of Mech-edev and Vologinov. I wish to position these works as Bakhtin-authored texts. See 
Ken Hirschkop's bibliographical essay in Bakhtin and Cultural Theory, ed. by Ken Hirschkop and David 
Shepherd (Manchester: Manchester University Press, 1989; repr. 1993), pp. 195-212. 
2Pechey, 'On The Borders of Bakhtin' (p. 60); see also Ken Hirschkop 'A Response to the Forum on 
Mikhail Bakhtin', in Bakhtin, Essays and Dialogues on his [Vork, ed. by Gary Saul Morson (Chicago & 
London: University of Chicago Press, 1986). pp. 73-81; and Allon White, 'The Struggle Over Bakhtm: 
Fraternal Reply to Robert Young', Cultural Critique, 8 (1987-8), 217-4 1. 
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reductive reading of Bakhtin, which attempts to identifV the essence of his work. but for readings which 

acknowledge the interested nature of their interaction with the 'internal open-endedness' of his ideas. 3 

Dialogic interaction within Bakhtin's concepts, through the engagement with my own feminist and 

C post-colonial' concerns, will not be a misreading of Bakhtin, but 'such re-inventions and shifts of focus 

- far from being inimical to Bakhtin's concepts - will actually guarantee their survival inasmuch as they 

carry forward the self-deconstruction which was the natural mode of these concepts while still in his 

hands'. 4 

From a BakhtiMan standpoint I will then go on to examine contemporary theories of the colonial 

experience. While acknowledging that it is through a dialogue with such decolonizing discourses that 

Bakhtin's writings can be further sensitized to imperial structures of 'self and 'other', I wish to argue 

that Bakhtinian concepts can also enrich 'post-colonial' theories. His writings transfer a constitutive and 

productive role to the subaltern subject, and so offer the promise that new narratives may be identified 

and alternative histories written. Through a dialogue with theories of decolonization Bakhtinian 

discourses can emerge which take into account constructions of 'race' and nationhood within specific 

coloMal experiences because of the social and historical framework that Bakhtin assigns to discourse. As 

literary language represents for Bakhtin the dialogic struggle between different socio-ideological 

languages, his linguistic paradigm makes no space for progressive narratives and histories, or 

transcendent discourses which have the power to posit essentialist identity formations or closed 

narratives of representation. If it is the work of the 'post-colonial' theorist to rediscover those 

emancipatory strategies and alternative histories which are lost to the colonial past of the text, then 

Bakhtin's writings offer a suitable linguistic paradigm through which the radical past of a resistant 

'otherness' and a productive subjectivity may be discerned. 

Thirdly, I aim to identify those aspects of Bakhtin's theories which are pertinent to the development 

of a gendered dialogics which is sensitive to the gendering of colonial discourses and decolonizing 

discourses of nationhood within specific historical and cultural situations. The languages of nationhood 

3Mikhail Bakhtin. 'From Notes Made in 1970-71', cited by Pechey, 'On the Borders of Bakhtin* (p. 59). 
4Pechey, 'On the Borders of Bakhtln' (p. 6 1). 



and gender converge and carry each other's ideological inscriptions, while many power-inscribed 

situations may only be produced through such conflations. Feminism may not have been one of 

Bakhtin's most explicit preoccupations (in fact he was strikingly silent on the politics of gender), but 

feminist appropriations of Bakhtin which animate his dialogism - through the additi 'on of the categon- 

of gender - evince a concern which is inherent in his concepts. Rather than concentrating on what 

Bakhtin failed to say about women, or the misogyny of his Rabelais text, I hope to engage with his 

writings in a way that celebrates his positioning of the dialogic as a site of contestation and resistance. it 

is this very site of struggle which is attractive to feminist discourses. As Clive Thomson points out 'the 

dialogic interplay of female voices ought to be seen as a struggle - not as fteeplay - because the relations 

among voices always takes place in the political arena where powerftil interests seek to oppress the less 

privileged ones'. 5 This production of a gendered dialogics is not to move outside Bakhtin's theories, but 

is a practice which interacts with the internal open-endedness' of his ideas, while leaving in place a 

socio-political context for his writings. 6 As Allon White suggests, Bakhtin's time is now, "'Bakhtin" 

never was in the sense in which Bakhtin is now'. 7 If the desire of the feminist critic who employs such a 

gendered and 'post-colonial' dialogics is to discover those feminized narratives of experience and 

resistance which are submerged within literary works, then such Bakhtinian concepts should be 

productive for discovering a radical otherness in Joyce's texts. 

However, the present moment from which we read Bakhtin is a radically different context from the 

ones in which Bakhtin's works were produced; and in the English-speaking world one approaches 

Bakhtin's concepts only through the dialogized medium of translation. 8 For Ken Hirschkop producing 

readings of Bakhtin is complicated in the West by the fact that Bakhtin was active in the USSR: 'this 

brings into play additional ideological pressures generated by the cold war, which bear on the scholarly 

assimilation of his work'. 9 Even in this post-cold-war climate, which is anything but post-imperial, 

many new additional ideological pressures are generated which influence interpretations of his work, 

5Clive Thomson, 'Mikhail Bakhtin and Contemporary Anglo-American Feminist Theory', Critical 
Studies, 1.2 (1989), 141-161 (p. 158). 
6Pechey, 'On the Borders of Bakhtin' (p. 59). 
7White. 'The Struggle Over Bakhtin-. Fraternal Reply to Robert Young', Cultural Critique, 8 (1987-8). 
217-41 (p. 218). 
8See Ken flirschkop's introduction to Bakhtin and Cultural Theorv (p. 35). 
9Hirschkop, 'A Response to the Forum on Mikhail Bakhtin' (p. 73). 
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and so for Hirschkop, an historicization of Bakhtin's theories is needed if the complex and diverse 

nature of his writings is to be discerned. Writing from a feminist and 'post-colonial' position in a post- 

modern climate I also aim to be sensitive to the need for a decolonization of Bakhtin's ideas - not least 

because a term like dialogism itself has dialogically produced meanings. It is important to discover the 

'taste' of that which informs our interpretation of Bakhtin and the submerged narratives of his texts. 10 

But on the other hand there is no reason why an historicized, reading of Bakhtin should not be used as a 

base from which to produce a gendered dialogics; it may rather be the fertile ground for such a 

production - as to put the dialogism of his work into action, through the addition of gender to his 

analysis of political domination, is true to the spirit in which Bakhtin positions language as a fierce 

social struggle within an arena of conflict. 

(i) The Dialogic Principle in Novelis Aic Discourse 

As Susan Stewart has argued, Bakhtin's 'metalinguistics' attempted to 'avoid an essentialist view of 

language and to see, within a social and historical frame, the creation and uses of both language and the 

term "language"'. II Bakhtin's theories and concepts may be read as a radical questioning of the 

traditional categories and ideas (linguistics, philosophy, psychology, aesthetics, criticism, and history) 

which formed the heteroglossia of his cultural milieu. Russian modernism is engaged and given a social 

and historical context by Bakhtin. In contrast to the formalists Bakhtin insists that poetic and social 

dialogism are dialectically interrelated. Language estrangement - which for Russian Formalists 

comprised the dynamics and the history of 'the Literary' - when refracted through Bakhtin's eyes 

becomes a struggle between competing ideologies. And similarly 'formal, systematic thought about 

language is incompatible with living, historical understanding of language' for Bakhtin, because from 

'the system's point of view, history always seems merely a series of accidential [sic] transgressions' 

(A IPL 78). Bakhtin's conflation of social and poetic language, and his positioning of literary style as 

ideology, also imbues literature with the authority of a meta-structure - but for Bakhtin one that has the 

I OSee R. B. Kershner, Joyce, Bakhtin, and Popular Literature: Chronicles ofDisorder (Chapel Hill & 
London: University of North Carolina Press, 1989). Kershner produces an essentially ahistorical version 
of Baklitiman dialogism which identifies a fractured and post-modern subject who is estranged from 
language. Consequently his readings of Dubhners concentrates on identifiyring the ways invNhich subjects 
are alienated from discourse. 
II Stewart. 'Shouts on the Street: Bakhtin's Anti-Linguistics', in Bakhtin. - Essays and Dialogues, pp. 4 1- 
58 (p. 41). 



power to challenge political and national domination. For Vologinov 'the aesthetic, just as the juridical 

or the cognitive, is only a variety of the social', and as 'artistic communication' is a verý, special and 

unique form of social communication, it is 'to understand this special. form ofsocial communication 

realized andfixed in the material of a work of art - that precisely is the task of sociological poetics' (Fr 

95-97). To understand an aesthetic which theorizes hegemony in such a privileged way is why Bakhtin 

insists that any critical theory must be a 'sociological stylistics' as the 'internal social dialogism of 

novelistic discourse requires the concrete social context of discourse to be exposed' if artistic 

communication is to be realized. But for Bakhtm, the novel's 'form' and 'content' cannot be separated, 

and are determined not from without but from within, as 'social dialogue reverberates in all aspects of 

discourse' (DI 300). 12 It is the double-edged character of the novelistic form which encourages Bakhtin 

to privilege the historical complexity of the novel over other aesthetic categories, elevating its status to 

that of a meta-structure: 'The development of the novel is a ftinction of the deepening of dialogic essence 

[ 1. Fewer and fewer neutral, hard elements ("rock bottom truths") remain that are not drawn into 

dialogue' (DI 300). 13 

RejectIng the notion of a boundary between ordinary and literary language -a distinction which 

could suggest that poetic language is autonomous, or that the meaning of the literary work can be 

located in the consciousness of either the author or the reader - Bakhtin argues that it is the productive 

dialogue which arises from these two positions and the work of art, that significance can be interpreted. 

It is the 'artistic reworking' of heteroglossia, through the novel's 'structured stylistic system', which 

refracts the socio-ideological position of the author and the competing voices of her social milieu. 

Bakhtin rejects the 'fetishization of the artistic work artifact' (Fr 96), or those analyses which restrict 

themselves to the study of the psyche of the creator or the contemplator. For Bakhtin the fetishization of 

12See Terry Eagleton, The Ideology of theAesthetic (Oxford & Cambridge, Mass.: Blackwell, 1990; 

repr. 1995), For Eagleton, like Bakhtin, the aesthetic is double-edged: 'the very secret prototype of 
human subjectivity in earlý capitalist society, and a vision of human energies as radical ends in 
themselves which is the implacable enemy of all dominative or instrumentalist thought' (p. 9). 
13 Bakhtin is quite specific about the revolutionary potential of the novelistic genre in a particular 
historical moment, and for my own purposes it is Bakhtin's privileging of the polýphonic novel that is 
most useful for an interpretation of James Joyce's aestheticization of modernitý-. But as Graham Pechey 
('On the Borders of Bakhtin') points out, in the contemporary world 'fidelity to Bakhtinism mayvvell 
demand of us a reversal of the procedure whereby he took his stand in the novel and contemplated the 
other forms from that defamiliarizing vantage-point' (p. 6 1). 
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the poetic work, through the study of form and the verbal, abstracted outside the sociological 

phenomenon of language, denies the work of art its aesthetic significance. Attempting to find the 

aesthetic significance of a work of art in the individual psyche of the creator or contemplator fails, for 

Bakhtin, as, like the fetishization of form, there is an 'attempt to discover the whole in the part'. Art is 

formed through 'the process of the interaction between creator and contemplator, ' through the 'special 

J, brm of interrelationship between creator and contemplator fixed in a work of art (Fr 97). It is the social 

essence of the individual, and the social essence of art, which Bakhtin feels must be located through a 

sociological poetics, as the aesthetic is the connecting medium of many disciplines and discourses. 

Literature then, for Bakhtin, foregrounds ideology as the artist refracts (the dialogical angle) rather 

than reflects reality. Baklitin's concept of the ideological and socially formed novelistic genre possesses 

the dialogism of the utterance, its capacity to produce a double-voiced discourse which orients itself 

towards other discourses and utterances, and so anticipates and responds while relating itself to past, 

present, and future contexts. 14 It was through the work of Dostoevsky that Bakhtin identified the 

'polyphonic novel' which corresponded most fully to his linguistic and aesthetic paradigm. In a 

monologic artistic world, the idea, once placed in the mouth of a hero who is portrayed as a fixed and 

finalized image of reality, inevitably loses its direct power to mean, becoming a mere aspect of reality, 

one more of reality's predetermined features, indistinguishable from any other manifestation of the hero' 

(PDP 79), but in Dostoevsky's world the idea is a live event, created by its dialogic relationships with 

the ideas of others - and so dialogic refraction becomes the object of study, not Dostoevsky the author: 

The idea - as it was seen by Dostoevsky the artist - is not a subjective individual-psychological 
formation with "permanent resident rights" in a person's head; no, the idea is inter-individual 
and intersubjective - the realm of its existence is not individual consciousness but dialogic 
conu-nunion between consciousnesses. The idea is a live event, played out at the point of dialogic 
meeting between two or several consciousnesses. In this sense the idea is similar to the word, 
with which it is dialogically united. Like the word, the idea wants to be heard, understood, and 
"answered" by other voices from other positions. Like the word, the idea is by nature dialogic, 
and monologue is merely the conventional compositional form of its expression (PDP 88). 

Although Bakhtin favoured the pol3phonic novel, for him monologic forms of the novel can never 

achieve stasis, as the heteroglossia of a period interacts with monologic forms of dialogism. Monologue 

14Sec Baklitin, Problems oj'Dostoevsk-y'S Poetics, pp. 185-99. 
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itself is given form and meaning by the concept of dialogue, and just as Bakhtin's theorization of the 

novel is dependent on the dialogic reworkings of past monologic genres, so he identifies within the novel 

a productive dialogism which possesses the ability to carry out an 'autocriticisin of discourse'. The novel 

is not only defined by its dialogism but also its ability to dialogize itself. 

Discourse is criticized in its relationship to reality its attempt to faithfully reflect reality, to 
manage reality and to transpose it (the utopian pretenses of discourse), even to replace reality as 
a surrogate for it (the dream and the fantasy that replace life) (DI 412). 

It is dialogism which activates and orders the novel against the dialogizing heteroglossia of the period to 

expose the inseparability of 'discourse in life' and 'discourse in art', and so the power relations which 

exist in life. 

As Graham Pechey points out, Bakhtin's ... decisive privileging"' of the novel isvital, as it follows 

through 'the incomplete break made by Formalism with Romanticism by turning inside-out its 

reinvention of rhetoric within poetics' while reversing 'another Fornialist hierarchical opposition - that 

which privileges "discourse over [sic] art" over "discourse in life"., 15 In The Dialogic Imagination 

Bakhtin insists that language is dialogical in essence - and so by implication all novels are dialogical to 

some degree, but whereas in some novels the activity and productivity of dialogism is suppressed, in 

other literary works it is accentuated, appropriating a carnival force which, for Bakhtin, can temporarily 

overturn and reverse social and political hierarchies within the novel. Otherness is displayed and 

celebrated in carnival language; a centrifugal action which positions the unofficial as the anti-official 

within literature, as in Bakhtin's carnivalistic paradigm hierarchical relations are suspended, life 

becomes 'drawn out of its usual rut, it is to some extent "life turned inside out, " " the reverse side of the 

world" ("mode 6 Venvers")' (PDP 122). 

Rabelais may have looked to the organicism of the carnival square in his carnivalization of literature, 

but for Baklitin the carnival is reborn in Dostoevsky's work. The historical, social, and cultural context 

of Dostoevsky's text is quite different from Rabelais's Nvorld as text. The carnivalistic tradition of 

Rabelais must take on its own new meaning in Dostoevsky, as 'carnivalization is combined organically 

15Pechey. 'On the Borders of Baklitin' (p. 62). 
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with all the other characteristics of the polyphonic novel' (PDP 159). For Bakhtin carnival is an ancient 

tradition of viewing the world as 'one great communal performance' [my italics], and so through 

carnival laughter and joyful relativity carnival positions itself in opposition to 'gloom), official 

seriousness which is dogmatic and hostile to evolution and change' (PDP 160). 

Bakhtin is often accused of simplifying hegemony and being over-optimistic about the decentralizing 

effects of carnivalizing forces. But his Rabelaisian drama of 'high' and 'low' must be placed within the 

socio-literary tradition of the Renaissance and contextualized by Bakhtin's socio-historical experiences. 

If 'every age re-accentuates in its own way the works of its most immediate past', then Dostoevsky 

reaccents the carnivalizing forces of Rabelais in his artistic visualization of the modern world and 

Bakhtin reaccents the carnivalizing forces of both authors in his theorization of a modernist aesthetics. 

Bakhtin also draws on the literary traditions of Europe in his generic tracing of the carnival in poetic 

language. As Pechey argues, Bakhtin's society was historically exempt 'from a long period of bourgeois 

hegemony' while 'there is the peculiarity of the (German) philosophical tradition he [Bakhtinj starts 

from: a body of theory which nourishes itself on a vicarious experience of other peoples' (England's and 

France's) bourgeois revolutions and whose totalizing elaboration is in inverse proportion to the failure or 

non-occurrence of that revolution in practice'. 16 

Bakhtin's political intervention must be positioned within this historical framework, just as 

Rabelais's aesthetic function must be contextualized. Rabelaisian carnival may, from the vantage point 

of the contemporary moment, appear as a conservative force, having lost the subversive power it 

possessed in Renaissance culture (as this Rabelaisian drama took place during a period when 'high' and 

'low' cultures were much more polarized than they are now and the carnival square itself existed) 17 but 

16peChey, 'On the Borders of Bakhtin' (p. 71). 
17The division between 'high' and 'low' was certainly more polarized than it is in the contemporary 
world and popular culture was under attack from elite discourses. See Roy Porter's introduction to 
Science, Culture and Popular Belief in Renaissance Europe, ed. by Stephen Purnfrey, Paolo L. Rossi & 
Maurice Slawinski (Manchester & New York: Manchester University Press, 199 1). As Porter argues: 
'Enlightenment rationality and political absolutism [ ... J together defined a new hegemonic order which, 
far ftom being liberal or liberating, was exclusionary and repressive. Erst%N, hile lively cultures Nvere 

ý po marginalized as "-vulgar- or "pseudo-sciences"; hermetic arts became "forbidden" or "occult". pular 
culture was "refor-nied" from above; gender hierarchies were reinforced, thereby silencing women's 
voices and protests*, and the tyranny of "reason" dealt a blow against intellectual and cultural pluralism' 
(p. 8). But as Bakhtin's literary history has shown, exclusive and authoritarian discourses did not 
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Bakhtin's own political intervention, through the Rabelais text, was appealing to an organic folk 

community which not only existed in the symbolic but also emerged as reality. because of the 

geographical split in the Soviet Union between town and country. the educated classes and the peasant. 

and 'high' and 'low' culture. Such an organic chronotope of the people exposes the future to new 

possibilities as in a Bakhtinian aesthetic the social context and situation of the addressee in a shared 

national language is vitally important. But it was not some metaphysical common humanity which 

Bakhtin was addressing in the Rabelais text. As Ken Hirschkop argues 'it is repeatable contexts rather 

than collective subjects which produce major dialogical forms: this repeatability of contexts derives from 

the institutional stability within social formations. Institutionalitv and not metaphysics is the historical 

ground of discourse'. 19 

Carnival is not essentially and universally emancipatory, and power-inscribed discourses can be 

submerged within carnival language. 20 But Bakhtin's 'concept of dialogism' itself can illuminate the 

organization of hegemony', both past and present, and its capacity to resist and include. 21 My aim is 

not to interpret Baklitin's concept of carnival as undertheorized, his writings must be placed within their 

historical, political, and philosophical context and tradition: his theories themselves must be dialogized 

if the social context of his discourse is to reveal the internal social dialogism of his concepts. As Ken 

Hirschkop has argued, Bakhtin's theories were not linear in progression, but the politicization of 

Baklitin's writings in the 1930s was itself a dialogical response to the non-utopianism of the political 

situation, his experiences, and attempted political intervention. Bakhtin not only visualized many 

different chronotopes in his aesthetic but he also wrote from the vantage-point of different chronotopic 

eliminate counter-discourses, but rather they were marginalized. See also Pechey ('On the Borders of 
Bakhtin') for a discussion of the apparent lack of a detailed historical understanding of bourgeois 
hegemony in Bakhtin's work (p. 71). 
18 See Fredric Jameson, Postinodernisin, or, The Cultural Logic ofLate Capitalism (London & New 
York: Verso, 1991). Jameson discusses such 'uneven development' as a characteristic of modernity's 
economic landscape: 'the coeýdstence of realities from radically different moments of history - 
handicrafts alongside the great cartels, peasant fields with the Krupp factories or the Ford plant in the 
distance' (p. 307, as cited by Gerry Carlin & Maria Wakely, 'Joyce, Bakhtin, and Female 
Polychronotopic Resistance', forthcoming in Imprimatur, 2.2/3 (1997). 
19 Hirschkop, 'Discourse and Democracy', Aew Lqft Rei, iew, 160 (1986). 92-113 (p. 100) 
20 See Peter Stallybrass and Allon White, The Politics and Poetics of Transgression (London & Ithaca: 
Cornell University Press, 1986). Stallybrass and White give a critical account of Bakhtin's carnival and 
the politics of transgression. They suggest that the displacement of the carnival square to the bourgeois 
home denies the carnivalization of literature any transgressive social force. 
21 Pechey. 'On the Borders of Bakhtin' (p. 72). 
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worlds. During the time that Bakhtin was sentenced to six years exile in Kazakhstan. after the 

publication of his book on Dostoevsky, 1-firschkop suggests he looked to the 'activity of the people' in 

opposition to the 'ruling-official monologism' of authority: 'Throughout the essays of the 1930s and 

early 1940s the interest in dialogism as a subversive and realistic discursive form takes shape as a series 

of studies on the history and theory of the novel, the genre defined by its dialogism. -22 Bakhtin was 

seeking to replace a process which emerges in the superstructures and Is completed by the base NvIth a 

process which emerges from the basis and comes to completion in the superstructures' (MPL 18,96). It 

is through the novel that Bakhtin develops a more complex theory of cultural hegemony. As Ken 

Hirschkop argues: 'dialogism in its novelistic form, is itself defined by its relation to monologism'; 

monologism is not the fallen state of dialogism but 'monological cultural forms' must be understood as 

,. forms of the dialogical'. 23 Bakhtin's accent on the novel within literary history means that the 

'flowering of the novel is always connected with a disintegration of stable verbal-ideological systems'(DI 

370-1), and so the 'truth' of monologism and its claims of authenticity through the timeless zone of 

origins. 

Bakhtin's reftisal to abstract linguistics from actual concrete social speech insists that it is not the 

sentence as a linguistic unit which is important but the utterance. For Bakhtin the sign is not the 

organizing alreadY said of language which eýdsts out there, but the sign as a carrier of meaning is 

emergent in the material of the utterance: 'it is the whole utterance and its forms, which cannot be 

reduced to any linguistic forms, which control the theme' (FM 132). It is an insistence that language 

cannot be stabilized but is created by its users, through the dialogical angle at which the historical and 

social forces of its context is refracted, which positioned Bakhtin in opposition to Saussure. Susan 

Stewart argues that Bakhtin's linguistic paradigm must be postioned as an 'anti-linguistics': 

22Hirschkop, 'Bakhtin, Discourse and Democracy' ( p. 95). 
23Hirschkop ('A Response to the Forum on Mikhail Bakhtin) takes exception with Michael Holquist's 
depoliticized reading of Bakhtin's dialogism. Hirschkop suggests that Holquist's separation of 'the 
monological and dialogical', so that they 'actually stand for two different orders of being', is false, as it 
makes 'a conceptual distinction between two components of all linguistic practice'. Hirschkop argues 
that 'specifically monological cultural forms are understood asforms of the dialogical - dialogical in 
some profound sense - rather than as some inexplicable perversion of the dialogical' (pp. 75-76). See 
also Michael Holquist, Dialogisin: Bakhtin and His [Vorld (London- Routledge, 1990). 
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No position could be more the antithesis of Bakhtin's. Saussure is interested in language as an 
abstract and ready-made system-, Bakhtin is interested only in the dynan-iics of living speech. 
Where Saussure sees passive assimilation, Bakhtin sees a process of struggle and contradiction. 
And whereas Saussure dichotornizes the individual and the social, Bakhtin assumes that the 
individual is constituted by the social, that consciousness is a matter of dialogue and 
juxtaposition with a social Other. 24 

Therefore Bakhtin's linguistic paradigm attempts to challenge and overturn the passivity of Saussurian 

essentialism and language abstractions. Saussure, may have attempted to separate what is social from 

what is individual, langue from parole, and poetic language from everyday language, but for Bakhtin 

this is merely a 'passive understanding of discourse', an 'understanding of an utterance's neutral 

signification and not its actual meaning' (DI 281). 

The utterance cannot be merely reduced to linguistic forms in Bakhtin's 'anti-linguistics', as the 

utterance is defined by the social and historical moment it is brought into being by its users (not through 

some reference to a langue which organizes form), Therefore for Bakhtin meaning is not defined 

through the linguistic relations of Saussurian signifiers and signifieds, which deny history and the 

'living ideological meaningfulness of discourse', nor can it be contained by the binary structure of 

Saussurian linguistics. It is a dynamic structure which forms Bakhtin's 'anti-linguistics', a structure 

which brings together style and the social being of language, in a world where all words 'taste' of the 

contexts 'in which it has lived its socially charged life' (DI 291-3). As Bakhtin argues in The Dialogic 

Imaginafion: 

For the creating literary consciousness, existing in a field illuminated by another's language, it is 
not the phonetic system of its own language that stands out, nor is it the distinctive features of its 
own morphology nor its own abstract lexicon - what stands out is precisely that which makes 
language concrete and which makes its world view ultimately untranslatable, that is, precisely 
the style of the language as a totality (DI 62). 

To study the word outside real life would be, for Bakhtin, to study the 'naked corpse of the word' as 

'discourse lives I ... 
I beyond itself, in a living impulse [napravlennost] toward the object' (DI 292). 25 

241 am indebted to Susan Stewart ('Shouts on the Street') for my reading of Saussure (p, 43). 
251-firschkop ('A Response to the Forum on Mikhail Bakhtin) criticizes Holquist, Morson, and Emerson 
for a Bakhtinian critique of Saussurian linguistics which is predicated on categories derived from 
Saussure. In contrast to Saussure, for Bakhtin 'the struggle among styles and voices was a "struggle 

among socio-linguistic points of Nie-vv, not an intra-language struggle between individual wills or logical 

contradictions"'. Hirschkop links this 'error' of criticizing langue through its opposite. parole, to the 
ýerror' of forcing a similar binary structure onto the monological and the dialogical, for when 'Bakhtin 
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If the word outside real life is merely 'the naked corpse of the word' then for Vologinov 

consciousness is also socially formed - as outside the material of signs there is only the physiological act 

4 unilluminated by consciousness': 

Consciousness takes shape and being in the material of signs created by an organized group in 
the process of its social intercourse, The individual consciousness is nurtured on signs; it derives 
its growth from them; it reflects their logic and laws. The logic of consciousness is the logic of ideological communication, of the semiotic interaction of a social group. If we deprive 
consciousness of its semiotic, ideological content, it would have absolutely nothing left (AIPL 
13). 

Criticizing Freud's concept of consciousness for its ahistoricism and centring of biological sexuality 

through asocial mechanisms, Vologinov replaces Freud's notion of the unconscious with a theory which 

prefigures Lacan and positions the unconscious as a language. But whereas Lacan signals a "'return to 

Freud'", 26 Vologinov accuses Freudian psychoanalysis of interpreting human behaNiour through the 

'biased voice' of the patient's 'subjective consciousness' (Fr 77). Accusing Freud of being insensitive to 

language's ideological form, Vologinov argues that 'inner ("covert") speech' is as material and 

ideological as 'Outward speech' (Fr 2 1); and as the inner speech of consciousness is dialogic in nature, 

so resistant and dominant concepts interact before taking up residence in the 'official' consciousness or 

the 'unofficial' unconscious: 

The content and composition of the unofficial levels of behavioral ideology (in Freudian terms, 
the content and composition of the unconscious) are conditioned by historical time and class to 
the same degree as are its levels "under censorship" and its systems of formulated ideology 
(morality, law, world outlook), For example, the homosexual inclinations of an ancient Hellene 
of the ruling class produced absolutely no conflicts in his behavioural ideology; they freely 
emerged into outward speech and even found formulated ideological expression (e. g., Plato's 
ýVmposiuin) (Fr 89). 27 

So Bakhtin's 'behaNioral ideology' has a paradigmatic structure which can break free from official 

ideologies, as it is in 'certain respects more sensitive, more responsive, more excitable and livelier than 

speaks of the centripetal forces of language, monologism, like dialogism, is both a particular force and a 
particular way of conceiving the relationship between force and system' (p. 78). 
26NeII H. Bruss. VV1, o1oknov anti the Structure ofLanguage in Ereuthanistn (Appendix 11) in 
Pýeudianisnv A Marxist Critique, pp. 117-48 (p. 131). 
27 See ibid.. for a discussion as to whether Vologinov's concepts are consistent Nvith Freud's except for 
terminology. 
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an ideology that has undergone formulation and become "official"' (Fr 88). 28 Consequentiv anN, 

projection of universal subjectivity is refused, as resistance and subversion is always possible for the 

social being. Thus, for Vologinov, consciousness, and the 'unconscious' state of 'unofficial 

consciousness', are ideological in nature, in contrast to the psychology of Freud which produces a 

dialogue between psychoanalyst and patient rather than a dialogue between the conscious and 

unconscious state which releases that which has been repressed. The social relationship of the doctor and 

the patient contextualize Freud's subjective psychology whereas the dialogism of the 'official' and 

Q unofficial' states of mind contextualize Vologinov's social psychology. 29 

One of the problems that Bakhtin identified for the development of a sociological poetics was the 

process by which real historical time and space could be assimilated into literature. Bakhtin enlists 

Einstein's Theory of Relativity as a metaphor for his theory of the 'chronotope (literally, "time space")' 

to describe 'the intrinsic connectedness of temporal and spatial relationships that are artistically 

expressed in literature' (DI 84). But Einstein's theory is more than a metaphor for Bakhtin, for in the 

chronotope, as in the Theory of Relativity, time and space are inseparable; time is 'the fourth dimension 

of space' (DI 84). For Bakhtin it is the character of the literary chronotope - time being the most 

important category - that defines genre: 

In the literary artistic chronotope, spatial and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, thickens, takes on flesh, becomes artistically 
visible; likewise, space becomes charged and responsive to the movements of time, plot and 
history. This intersection of axes and fusion of indicators characterizes the artistic chronotope 
(DI 84). 30 

It is the chronotope, which defines the artistic unity of the novel and organizes meaning where 'the 

knots of narrative are tied and untied', that possesses the intrinsic ability to materialize time in space -a 

force which enables representation to become concrete 'a force giving body to the entire novel' (DI 250). 

28Susan Stewart ('Shouts on the Street) points out that such a 'behavioral psychology' is 'rather 

mechanistic', as Bakhtin inakes little distinction 'between the qualities of inner and outer speech'. 
Rather, in his critique of Freud, he 'stresses the shaping power of the specific dialogic situation of the 

psychoanalytic interview' so going beyond Freud's 'individual-centered notions of transference' (p. 5 1). 
29See also Lynne Pearce, Reading Dialogics (London & New York: Edward Arnold. 1994), pp. 30-4. 
30 Baklitin points out that his chronotope is similar to Kant's definition of space and time in his 

'Transcendental Aesthetics' because of the importance that Kant attaches to the forms of time and space 
in the cognitive process. Yet Bakhtin's ftision of chronos and topos differs from Kant s evaluation - 
which assigns transcendental qualities to these forms - through the development of the broadly 

dialogical forms of the chronotope (DI 85). 
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In the novel, time is made visible and concrete through the created chronotopes which come from the 

source of the real, actual world outside the poetic work. As Bakhtin points out, the real Nvorld outside the 

text must not be conftised with the represented world of artistic creation, but nevertheless, the two 

worlds do mutually interact through the counter-histories of the novelistic form: 

the work and the world represented in it enter the real world and enrich it, and the real world 
enters the work and its world as part of the process of its creation, as well as part of its 
subsequent life, in a continual renewing of the work through the creative perception of listeners 
and readers (DI 254). 

The genre-shaping power of the chronotope and Bakhtin's theorization of the novelistic form, 

ideologically refracted through the rise of the modern nation state, are theories which are discussed in 

The Dialogic Imagination. But these concepts are enriched by Bakhtin's historicization of the genre- 

shaping power of national time in Speech Genres and Other Late Essays. Bakhtin's emphasis on the 

realist vision - which he illuminates through the location of the chronotopic emergence of the nation in 

Goethe's Italian Journey - is criticized by Homi Bhabha for not theorizing a national time from which a 

resistant national perspective could emerge from within a colonized culture. For Bakhtin Goethe had the 

ability artistically to visualize tirne in space, and so translate organic Italian time into German. Goethe 

interweaves particular and organic chronotopes with the 'visible movement of historical time', so 

making discernible the necessary connections of the living present and the past, 'to understand the 

necessary place of this past in the unbroken line of historical development' - as for Goethe the isolated 

or estranged past was frightening, a 'ghost' to be surmounted (SG 32-3). But Bhabha suggests that such 

'double-time' structuring, positioned within a horizontal view of national history, does not account for 

the emergence of national narratives: 

We are led to ask, provocatively, whether the emergence of a national perspective - of an dlite or 
subaltern nature - within a culture of social contestation, can ever articulate its 'representative' 

authority in that fullness of narrative time, and that visual synchrony of the sign that Bakhtin 

proposes. 31 

31 Homi K. Bhabha, 'DissemiNation, Time, Narrative, and the Margins of the Modern Nation', in 
Nation and Narration, ed. by Homi K. Bhabha (London & New York. Routledge, 1990), pp. 291-322 (p. 
295). 
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For Bhabha the 'people' of national address can be neither the beginning nor the end of the national 

narrative, as 'the scraps, patches, and rags of daily life must be repeatedly turned into the signs of a 

national culture, while the very act of the narrative performance interpellates a grovNing circle of 

national subjects' [ ... 1. It is through this process of splitting that the conceptual ambivalence of modern 

society becomes the site of writing the nation,. 32 

But Bhabha fails to historicize and contextualize Bakhtin's presentation of a seemingly horizontal 

view of time in Goethe's work. In 'Forms of Time and Chronotope in the Novel' Bakhtin produces an 

historical and generic survey of chronotopicity from within the development of the novel, and his 

discussion of Goethe must be contextualized by Bakhtin's argument that there should be a reN4sion of the 

'whole notion of the notorious lack of historicity during the Enlightemment' (SG 26). Bakhtin locates 

Goethe as the crowning figure of the Enlightenment because of his artistic visualization of historical 

time. Such an approach to the Enlightenment enables the eighteenth century to emerge as 'an epoch of 

great awakening of a sense qf time, above all a sense of time in nature and human life' (SG 26). In 

contrast to Baklitin's historicization of the national time of the eighteenth century through Goethe's 

mode of seeing and understanding the world in an evolving and sequential development. Bakhtin's 

perception of modern national narratives is theorized through the modern polyphonic text. Dostoevsky's 

artistic visualization of time through the polyphonic text produces moments of simultaneity and 

coeýdstence which certainly do locate a space from which modern national narratives may emerge. 

For Bakhtin the polyphonic style of Dostoevsky's work was made possible by its epoch, 'the multi- 

leveledness and the contradictoriness of social reality was present as an objective fact of the epoch' (PDP 

27). In contrast to Goethe, Dostoevsky concentrated on the stages of Goethe's linear sequence, 'in their 

simultaneity, tojuxtapose and counterpose them dramatically, and not stretch them out into an evoINing 

sequence'. Dostoevsky's time-frame evokes an Einsteinian motif of relativity and simultaneity 'in the 

cross section of a single moment', which replaces Goethe's motif of 'earlier' or 'later' (PDP 28). But 

even in Goethe's 'realistic' chronotope, interwoven with the signs of historical time are 'descriptions of 

Italian even-day life' which 'are pervadedwith a sense of even-day time, measured by the pleasures and 

32Bhabha, 'DissemiNation' (p. 297). 
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labor of the vital human life' (SG 32). For Goethe the past must not be alienated if the future is to be 

directed by the present, and so, contrary to Bhabha's reading of the Bakhtinian chronotope, it is possible 

to read such literary visualizations of time and space as making room - ',, Nithin a culture of social 

contestation' - 'for the emergence of a national perspective I ... 
I of an elite or subaltern nature'. 

Identifying the 'synchrony of the sign' in Bakhtin's concepts is itself illusory, as Bakhtin makes no 

theoretical space for dualisms - and so a division between synchrony and diachrony. It is a Bakhtinian 

synchronism' (and not a synchronic beginning and end) which produces 'the coexistence of times at 

one point in space' which exhibits Goethe's "'fullness of time"' (SG 4 1). 

For Bakhtin the ambivalent site of writing the nation does not come about through the fragmented 

and split time created by living on the borderline of difference, as Bhabha suggests, but through an 

Einsteinian visualization of time which is emergent in the polyphonic text. In Bhabha's storytelling 

there can be 'no salvation' only 'a strange cultural survival of the people'. 33 In contrast in a Bakhtinian 

narrative, modernity creates collective contexts which emerge from a motif of polychronotopic 

simultaneity and a 'janus-faced' history which possess the ability to look forward and backwards 

simultaneously, in order to create a dialogue between past and present - so making room for a 

directional future which escapes the limits of linear progression. 34 It is the polyphonic chronotope, and 

not the 'intermittent time, and interstitial space' of Bhabha's cultural difference, which enables Joyce to 

write the nation, and so make a space for the understanding of all voices simultaneously, while (as I 

hope to make explicit in the textual readings) achieving the articulation of a national dialogue of 

35 liberation in Ulysses. 

(ii) Bakhtin and 'post-colonial' theories of decolonization 

Here I consider contemporary theories of the colonial experience. The terms 'post-colonial' and 

1post-colonialism' are themselves problematic. Not only do such terms theaten to impose a linear, 

33Bhabha, 'DissemiNation' (p. 320). 
341 take the concept of the polychronotopic text from Lynne Pearce (Reading Dialogics). Pearce 

develops Baklitin's theor), of multiple chronotopes, arguing that it is important for readers of modernist 

and post-modernist writing to consider 'the notion of position and hierarchy implicit in Bakhtin's 

observation that in most texts one chronotope usuallýý "dominates" the others' (p. 71). 
35Bhabha, ibid. (p. 312). 
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progressive view of history (colonial situations still exist in many parts of the world and the prefix 'post' 

cannot be applied to imperialism) but they also confer a unity of experience upon cultures which does 

not exist - as the colonial situation in Northern Ireland demonstrates. The prefix 'post-' also makes 

little space for the possibilities of future time - one of Bakhtin's most passionate concerns. 36 But, as 

Graham Pechey suggests, Bakhtinian 'concepts are always in internal exile, paradoxically situated both 

within and beyond the borders of disciplines as traditionally defined and institutionally policed'. 37 AS I 

have just argued, Bakhtin's concept of the chronotope can make a space for resistant national narratives 

to emerge from within literary texts. I will now theorize ftirther the space in which Bakhtinian 

dialogues, with theorizations of colonial discourses and 'post-colonial' theories, bring to light national 

narratives which may have been lost through the colonial past of the text. Not only can a better 

understanding of the ways in which unequal power is maintained and challenged be discerned, but new 

narratives, outside self-other constructs, may come into existence. 

Some colonial theorists locate and deconstruct power-inscribed discourses but their practices fail to 

make a space for colonial resistance, while such theories cannot accommodate new narratives and 

histories. Other theorists of decolonization may be acutely aware of counter-hegemonic discourses but 

they are not sensitive to the intersections and conflations of gendered colonizing and decolonizing 

discourses within specific colonial situations. 'Post-colonial' narratives and feminist interpretations of 

decoloi-ýization must remain sensitive to the social and cultural nature of gendered inscriptions, so that 

once again the heterogeneity of ferninized inscriptions are not overlooked and women's voices are not 

36 See Anne McClintock, 'The Angel of Progress: Pitfalls of the Term 'Post-colonialism', in Colonial 
Discourse and Post-Colonial Theory, ed. by Patrick Williams and Laura Chrisman (New York & 
London: Harvester Wheatsheaf, 1993), pp. 291-304. McClintock questions the emergence of the 
discipline of 'post-colonialism' around a 'monolithic term, organized around a binary axis of time rather 
than power, and which, in its premature celebration of the pastness of colonialism, runs the risk of 
obscuring the continuities and discontinuities of colonial and imperial power' (p. 294). See also David 
Lloyd, Anomalous States: Irish Writing and the Post-Colonial Moment (Dublin: Lilliput Press, 1993). 
Lloyd points out that although 'post-colonial studies' names 'a moment historically "after colonialism". 
their insistent object has been less the Utopian project of decolonization than the spaces and processes of 
colonized cultures that were always already outside of, or marginal to, dominant representations' (p. 10). 
See also Bill Ashcroft, Gareth Griffiths and Helen Tiffin, The Empire Writes Back: Theory and Practice 
in Post-Colonial Literatures (London: Routledge, 1989); and Past the Last Post, ed. by Ian Adam and 
Helen Tiffin (New York & London: Han-ester Wheatsheaf, 1993). and Vijay Mishra and Bob Hodge, 
'What is Post(-)colonialism"', in Colonial Discourse and Post-Colonial Theory, pp. 276-290. 
37pechev, 'On the Borders of Bakhtin' (p. 60). 
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silenced. 38 If dialogical relations mean that voices can be heard everywhere, then the colonial theorists' 

hearing must also be acute when listening for gendered inscriptions if colonialism is not to be re- 

inscribed by the 'post-colonial' theorist. 

Contemporary theories of decolonization can be traced back to Edward Said's founding text 

Orientalism. Working from Foucault, and inspired by counter-insurgency movements and other 

discourses of resistance which emerged from within colonial situations, Said inaugurated colonial 

discourse theory. He aimed to expose the ways in which the orientalist came to be the central authority 

for the Orient, putting into 'cultural circulation a form of discursive currency by whose presence the 

Orient henceforth would be spoken for'. For Said 'the work of the inaugurators carved out a field of 

study and a family of ideas which in turn could form a community of scholars whose lineage. traditions, 

and ambitions were at once internal to the field and external enough for general prestige'. 19 

Constructing a systematic knowledge of its colonial subjects - through language, literature, science and 

the imagination - the West was able to contain the 'excesses' of the East, and so stabilize its own 

identity through the other. Aiming to construct a text which could disrupt authorized histories, Said 

exposes the 'formidable structure of cultural domination' and the inherent dangers in the 'formerly 

colonized peoples' attempting to employ 'this structure upon themselves or upon others'. 40 Leading on 

from Orientalism, in Culture and Imperialism Said makes a study of imperialism in Western culture, but 

again discourse fails to authorize alternative histories. Historical presence is denied a place in the 

continuity of his theory, and he ignores, or fails to hear, any counter-hegemonic discourses or 

narratives. 41 

38See Chandra Talpade Mohanty, 'Under Western Eyes: Feminist Scholarship and Colonial Discourses', 
in Colonial Discourse and Post-Colonial Theorv, pp. 196-220. Mohanty argues that many NN estern 
feminist writings 'discursively colonize the material and historical heterogeneities of the lives of women 
in the third world, thereby producing/representing a composite, singular 'third-world woman' (p. 197). 
39Edward W. Said, Orientalism (first pub. ky Routledge, 1978; repr. London: Penguin, 1985), p. 122. 
40Said, ibid., p. 25. 
41 See the late Ernest Gellner's review of Edward Said's book Culture and Imperialisin, in TLS, 19 
February 1993. Gellner, a cultural anthropologist, attacked Said for continuing the project of 
Orientalisin, and his 'inside-out colonialism" which stabilized notions of 'Imperialist-baddies' and 
ýresister-goodies' without making any space for a 'transvaluation of values' (p. 3). See also Edward W. 
Said, 'Representing the Colonized: Anthropology's Interlocutors', Critical Inquiry, 15: 2 (1989). 205-25; 
and Dennis Porter, 'Orientalism and its Problems', in The Politics of Theory, ed. by Francis Barker et. 
al. (Colchester: University of Essex, 1983). pp. 179-93. 



19 

Said deconstructs the texts of imperialism, but for Bakhtin the essence of language lives in dialogue 

and not representation - as competing dialogues and discourses simultaneously interact and do continual 

battle to transform speech communities. Such a Bakhtinian logic could refract self-other dualisms and 

reveal the ways in which the discourses of the colonizer and the colonized contain within them the 

inscription of the other. An interrogation of such dialogism could go beyond Said to illumine a better 

understanding of how unequal power is both maintained and resisted. If, as Bakhtin suggests, evený age 

re-accentuates the works of its past, then non-traditional interpretations of the past must not once again 

silence and diminish counter-hegemonic resistance by foregrounding representation as absolute (DI 420- 

1). For Bakhtin the end must be seen as a moment not as a final word, as 'what is realized in the novel is 

the process of coming to know one's own language as it is perceived in someone else's language, 

coming to know one's own belief system in someone else's system' (DI 365). And so, in a Bakhtinian 

aesthetics Said's one-sided 'otherness' can be replaced by a discourse structure which locates its 

knowledge system in the social matrix of a radical process of otherness. A gendered theory of 

decolonization, based on Bakhtin's concepts, does not have to be restricted by the imperialist narrative, 

or the imperialist notion of the other. The producers of counter-hegemonic discourses are historical and 

cultural subjects but, by focusing on the deconstruction of colonialist discourses, nationalist texts are not 

only sometimes read through the motives of the imperialist project, but the dialogic potential of resistant 

voices, often discernible in imperialist texts, are also denied any dialogue with the present. 

Gayatri Chakravorty Spivak aims to add to Said's position by taking into account the heterogeneous 

nature of the colonial power. Through MarNist, deconstructivist and feminist practices she aims to speak 

to the historical ly-silenced subaltern woman through readings which listen to the silences of the text. 

She accuses Western criticism of a 'desire to conserve the subject of the West, or the West as Subject' - 

so making it impossible for such intellectuals to 'imagine the kind of Power and Desire that Nvould 

inhabit the unnamed subject of the Other of Europe'. 42 Although French feminisms are acknowledged 

(ironically) for their 'occasional interest in touching the other of the West', Spivak maintains that 'their 

42Spivak, 'Can the Subaltern Speak? ', in Colonial Discourse and Post-Colonial Theory, pp. 66-111 (pp. 
66,75). 
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repeated question is obsessively self-centred'. 43 For Spivak one of the questions that must be asked is 

how to link the Western academic feminist with the non-Western subaltern woman. An inbuilt 

colonialism in First World feminism, a case of the ... West" out to "know" the "East"', appears to be the 

starting point for Spivak's argument. 44 

One solution Spivak puts forward is not only to ask the question 'who am IT but also 'who is the 

other woman'? How am I naming her'? How does she name meT. 45 The subaltern woman is doubly- 

oppressed, but although in her essay 'Can the Subaltern Speak? ' Spivak reads the suicide of 

Bhuvaneswari Bhaduri as 'an unemphatic, ad hoc, subaltern rewriting of the social text of sati-suicide' 

she concludes that 'the subaltern cannot speak,. 46 Spivak's reading of Bhaduri's text recalls her direct 

involvement in the armed struggle for Indian independence. Unable to carry out an assassination 

Bhaduri hanged herself - although she waited until the onset of menstruation so that her death could not 

be interpreted as the 'outcome of illegitimate passion'. 47 As Benita Parry points out, Spivak's 

'theoretical dictum derived from the studying the discourse of Sati, in which the Hindu patriarchal code 

converged with colonialism's narrativization of Indian culture to efface all traces of woman's voice'. 48 

Oppression is certainly not dead, as Spivak suggests, but although she rejects the essentialist notion of 

liberation through pre-colonial origins, she blots out the possible creation of alternative national 

narratives: 'there is no space from where the subaltern (sexed) subject can speak'. 49 But by insisting she 

speaks to the subaltern consciousness, rather than interpreting the textuality of the subaltern, Spivak is 

extending the sphere of representation - in a similar way to the French feminisms she criticizes - 

through her silencing of subaltern consciousness. As Spivak suggests, the identification of what the work 

43 Spivak, 'French Feminism in an International Frame' in Feminist Literary Criticism, ed. and intro. by 
Mary Eagleton (London & New York. Longman, 1991; repr. 1992), pp. 83-109 (p. 88). 
44SpiVak, ibid. (p. 85). See also Mary Eagleton's introduction to Spivak's essay, pp. 83-84. 
45SpIvak, ibid. (p. 102). 
46Spivak, 'Can the Subaltern Speak? ' (p. 104). In many of the literary representations of the subaltern 
that Spivak chooses she concentrates her discussion, directly or indirectly, around the discourse of Sati. 
Spivak concentrates solely on the effacement of the woman's voice and not the possible identification, 
through political sites of violence, of resistant women's voices. Women are not an homogenous group 
and reactions to the discourse of Sati will intersect with other power-inscribed discourses and so will be 
multi-accented and variously positioned. 
47 Spivak, ibid. (pp. 103-4). 
48Parry. 'Problems in Current Theories of Colonial Discourse', 0)ýford Literaty Review, 9 (1987), 27-58 
(p, 3 5). 
49Spivak, 'Can the Subaltern Speak? ' (p. 103). 
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cannot say is important. But the ideological struggle of gender is not absolute-, and in the heteroglossia 

of the social text gender does not always keep the male dominant and the female 'even more deeplý in 

50 shadow'. 

The notion of a Western critic striving to be aware of the hazards inherent in the construction of a 

space from which the subaltern can speak may seem dangerous to Spivak, but even a Bakhtinian 

refracted space is preferable to the totality of silent spaces. As Benita Parry writes, 'the story of 

colonialism' that Spivak 'reconstructs is of an interactive process where the European agent in 

consolidating the imperialist Sovereign Self, induces the native to collude in its own subject(ed) 

formation as other and VoiCeleSS,. 51 Silent spaces do not necessarily ensure closure, but dialogized 

readings of textual histories are also sensitive to the disruption of inscription. As a questioner and an 

interpreter I strive to be aware of my own positioning, but to claim, as Spivak does, that to attempt to 

refract the subaltern's voice in history is to be complicitous with masculine-imperialist formations - in 

the same way that 'the deep ambiguity of Freud's use of women as a scapegoat is a reaction-formation to 

an initial and continuing desire to give the hysteric a voice, to transform her into the subject of hysteria' 

- is not sustainable, for she is denying the subaltern any possibility of resistance in the past or the 'post- 

colonial' present. 52 As Clair Wills suggests: it is possible to 'draw an analogy between Bakhtinian 

carnival, hysteria and women's texts in terms of their capacity to disrupt and remake official public 

norms'. For 'just as the hysteric seems to "Store" the misplaced carnival content, representing the past in 

the present, so [ ... ] this cyclical return to the past mirrors the relation to the past which Bakhtin takes as 

the mark of carnival [ ... I carnivalesque time is aware of "timeliness" and crisis in the version of history 

53 
which it presents'. 

The subaltern can also be the dialogized. and dialogizing subject of historicized insurgency discourses 

so that the unofficial is contextualized as the anti-official. But only able to discern the total effacement of 

the subaltern 'woman's' voice Spivak finds little evidence of a feminized inscription in the ston, of 

5OSpivak. ibid. (p. 83). 
51 Parry, 'Problems in Current Theories of Colonial Discourse' (p. 35). 
52Spivak. 'Can the Subaltern SpeakT (p. 92). 
53WIIIS, 'Upsetting the Public' (pp. 130-1). 
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Bhuvaneswari Bhaduri. For Spivak, Bhaduri's 'waiting for menstruation' is a 'displacing gesture', a 

reversal of the interdict against a menstruating widow's right to immolate herself, Yet Spivak's 

reading is still constructed as evidence that 'the subaltern as female cannot be heard or read', as it is the 

discourse of Sati which dominates Bhaduri's textuality in Spivak's narratiie. 54 Women are not a unified 

group and just as reactions to the discourse of Sati will be multi-accented and variouslIN, positioned so too 

will the feminized subject of insurgency discourses. Knowing that her history would be recorded and 

remembered Bhaduri insisted that she left an indelible inscription. Whereas Spivak calls upon cultural 

histories to identify the subaltern as silent and historically-mute I aim to develop a Bakhtinian paradigm 

which can identify not only the silent spaces, but also the resistant utterances of the subaltern that the 

polyphony of Ulysses produces. The Western feminist may refract but refraction is all there is. As a post- 

colonial, feminist writer Spivak creates a dialogue between the chronotopes of the past and the present, a 

time and space from which the voice of the subaltern may be discerned, only to erase it through the 

violence of the 'official time' of colonizing discourses. If she tries to discern the dialogic nature of the 

utterance she may uncover another narrative and knowledge which disrupts the violent authority of 

representation. 

In contrast to Spivak, Homi Bhabha suggests the subaltern can and does speak. Like Spivak, Bhabha 

rejects the prison of binary structures, which Said detects in the process of othering but, hke Spivak, 

Bhabha attempts to do this from within such oppositional forms. For Bhabha power and discourse are 

not the sole possession of a colonial power as he locates resistance and subversion in the 'ambivalence' 

and 'alterity' articulated by latent and manifest Orientalism. Represented as the depraved and immoral 

'other' of colonizing discourses, subaltern identities secure the hierarchical positioning of the colonial 

power. But for Bhabha it is necessary to construct the colonial power's 'regime of "truth"' in order 'to 

understand the productive ambivalence of the object of colonial discourse - that "otherness" which is at 

once an object of desire and derision, an articulation of difference contained within the fantasy of origin 

55 and identity'. 

54Spivak, 'Can the Subaltern Speak? ' (pp. 103-4), 
551-loml Bhabha, 'The Other Question-, in Screen, 24.6 (1983), 18-36 (p. 19). 
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Working from Foucault's argument that the relations of knowledge and power within the apparatus 

are always an historical and strategic response to the needs of the particular moment, Bhabha argues 

that colonial discourses representing the native stereotype needed to refuse difference while articulating 

racial and sexual epithets as 'modes of differentiation. realised as multiple, cross-cutting determinations, 

polymorphous and perverse, always demanding a specific and strategic calculation of their effects'. 56 

Bhabha calls for a reading of the 'colonial stereotype' in terms of fetishism, as within discourse 'the 

fetish represents the simultaneous play between metaphor as substitution (masking absence and 

difference) and metonymy (which contiguously registers the perceived lack)'. 57 But Bhabha suggests 

that his 'anatomy of colonial discourse remains incomplete' as an 'arrested, fetishistic mode of 

representation' until it is located in the Lacanian schema of the Imaginary: 

The Imaginary is the transformation that takes place in the subject at the formative mirror phase, 
when it assumes a discrete image which allows it to postulate a series of equivalencies, 
samenesses, identities, between the objects of the surrounding world. However, this positioning 
is itself problematic, for the subject finds or recognises itself through an image which is 
simultaneously alienating and hence potentially confrontational. 58 

Bhabha's psychoanalytical anatomy locates a world of 'mimicry' and 'hybridity', and so shifting 

incompleteness. As an ambivalent construct 'colonial mimicry is the desire for a reformed, recognizable 

Other, as a subject oJ'a dififtrence that is almost the same, but not quite,. 59 Under the 'almost but not 

quite' camouflage of mimicry 'the fetishized colonial culture is potentially and strategically an insurgent 

counter-appeal'. 60 Such ambivalence denies the colonial culture authority and a moment of 'hybridity' is 

produced: 

To the extent to which discourse is a form of defensive warfare, then mimicry marks those 
moments of civil disobedience within the discipline of civility: signs of spectacular resistance. 
When the words of the master become the site of hybridity - the warlike sign of the native then 
we may not only read between the lines, but even seek to change the often coercive reality that 

61 they so lucidly contain. 

56Bhablia, ibid. (p. 19). 
57Bhabha. ibid. (p. 29). 
58BIiablia, ibid. (p. 29). 

59Bhablia, 'Of Nfirnicry and Man: The Ambivalence of Colonial Discourse', October, 28 (1984), 125-33 
(p. 126). 
60Bhabha, ibid. (p. 131). 
61 Bhabha, 'Signs Taken for Wonders: Questions of Ambivalence and Authority Under a Tree Outside 
Delhi, May 1817', in Europe and Its Others (p. 104) as cited bN, Benita Parry, 'Problems in Current 
Theories of Colonial Discourse' (p. 42). 
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But by relegating native resistance to ambivalence' (produced entirely from within the 

colonial space of Otherness) Bhabha is still locked in the oppositional structure of language which he 

identifies with regret in Said's deconstruction. 'Hybridity' may be the ground of intervention, but it still 

takes place upon the territory of the colonial discourse. As Benita Parry suggests Bhabha is concerned 

with the 'exorbitation of discourse and a related incuriosity about the enabling socio-economic and 

political institutions and other forms of social praxis'. 62 

Working from deconstructive practices, Bhabha departs from Derrida on the question of those effects 

of power which construct the colonial space. For Bhabha it is the 'determinate system of address (not 

referent) that is signified by the "effect of content"' which produces the 'reality effect. 63 Consequently, 

deconstructive inversions of oppositional discourses of selfJother - so that the logic of the colonial power 

is denied the space of reified power - is not possible for Bhabha as the Other cannot be named so easily. 

But as a result historical moments of resistance are displaced by a discourse which produces a 

sovereignty of native 'difference' - as the fetishized object can register difference while becoming a 

metaphorical substitution for its presence. The excess of difference denies essentialist locations and so 

the hybrid object 'retains the actual semblance of the authoritative symbol but revalues its presence by 

resisting it as the signifier of Entstellung - qfter the intervention of difference'. Hybridity reverses the 

process of domination through disavowal (after the intervention of difference) while Bhabha's 'fetish 

reacts to the change in the value of the phallus by fixing on an object prior to the perception of 

difference, an object that can metaphorically substitute for its presence while registering the difference. 

So long as it fulfils the fetishistic ritual, the object can look like anything (or nothing! )'. 64 But as Spivak 

argues, the fetish is a substitute, and 'to qualify as fetish, must carry within itself a trace of the thing 

itself that it replaces' as 'if there were no thing [ ... ] the concept of the fetish would lose its invariant 

kernel'. 65 The sovereignty and economy of 'difference', which produces the hybrid object of disavowal, 

62Parry 'Problems in Current Theories of Colonial Discourse' (p. 43). 
63Bhabha, 'Signs Taken for Wonders - Questions of Ambivalence and Authoritv Under a Tree Outside 
Delhi, May 1817', in The Location of Culture, Horni K. Bliabha (London & New York: Routledge, 
1994, repr. 1995). pp. 102-22 (p. 109). 
64Bhabha, ibid. (p. 115). 
65Gayatri Chakravorty Spivak, 'Displacement and the Discourse of Woman', in Displacement: Derrida 

andAfler, ed. by Mark Kruprick (Bloonungton: Indiana University Press, 1983), pp. 169-195 (p. 178). 
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after all leaves no space from which to contest anything, Bhabha's hybrid object becomes its own 

substitute as it is difference which carries 'a trace of the thing itself 
. 
66 

Bhabha's account of the subject's accession to sexual difference is problematic, yet crucial. to his 

argument: 

The construction of the colonial subject in discourse, and the exercise of colonial power through 
discourse, demands an articulation of forms of difference - racial and sexual. Such an 
articulation becomes crucial if it is held that the body is always simultaneously inscribed in both 
the economy of pleasure and desire and the economy of discourse, domination and power. 67 

Acutely aware of the danger in globalizing two forms of representation, Bhabha suggests there is a 

'theoretical space and a political place for such an articulation - in the sense in which that Nvord itself 

denies an "original" identity or a "singularity" to ob 
Ap jects of difference - sexual or racial' 68 Suggesting 

that 'discourses of sexuality and race relate in a process offunctional overdetermination', through the 

scene of fetishism where both discourses contradict and resonate within each other, and so call 'for a 

readjustment or a reworking of the heterogeneous elements that surface at various points', Bhabha 

argues that 'the recognition of sexual difference - as the pre-condition for the circulation of the chain of 

absence and presence in the realm of the Symbolic - is disavowed by the fixation on an object [the 

fetish] that masks that difference and restores an original presence'. 69 But even though Bhabha suggests 

that the body is simultaneously inscribed by the econornies of pleasure and desire, and domination and 

power, by invoking the Lacanian schema of the Imaginary he is implying that the economy of pleasure 

and desire is written on the body prior to that of racial difference. Even if in the Lacanian schema the 

fundamental division of the sexes is an effect of the Symbolic Order that precedes us, and not an 

essentialized marker that the law acts upon, and Bhabha's location of the scene of fetishism is a 

66Spivak, ibid. (p. 178), see also Terry Eagleton, The Ideology of the Aesthetic. For Eagleton to 
surrender 'to the pure play of difference [ 

... 
], would be quite as monotonous as the dreariest self-identity 

and indeed finally indistinguishable from it' (p. 346). 
67Bhabha, 'The Other Question... ' (p. 19). 
68Bhabha, ibid. (p. 19). Bhabha suggests that his paper is 'tentative' and 'introductory', and so the body 
in his text is male, although the 'subject's accession to sexual difference' is crucial: 'Realising that the 
question of Nvoman's relation to castration and access to the symbolic requires a very specific form of 
attention and articulation, I chose to be cautious till I had Nvorked out its implications for colonial 
discourse' (p. 18). 
69Bhabha, ibid. (p. 27). 
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metaphor for the material of original fantasy which undermines sexual difference as a precondition. 

exclusion still determines the contours of sexuality. 

For Bhabha sexuality, which is effected through repression, will be disavovved through the pretences 

of an originating divide into duality, But as Judith Butler points out: 

The rendition of Lacan that understands the prediscursive as an impossibility promises a critique 
that conceptualizes the Law as prohibitive and generative at once [ ... 

1, but binary restrictions 
nevertheless still operate to frame and formulate sexuality and delimit in advance the forms of its 
resistance to the "real. " In marking off the very domain of what is subject to repression, 
exclusion operates prior to repression - that is, in the delimitation of the Law and its objects of 

70 subordination. 

Nor does such sexing through the Symbolic account for the 'pervasive nostalgia for the lost fullness of 

jouissance' in Lacan's work. 71 The very concept ofjouissance is dependent upon the notion of lost 

origins that are inaccesible to language -a lost reality that is reinforced by Bhabha's metonymic 

figuring of lack. For Bhabha, 'Stereotypical racial discourse is a four-term strategy. There is a tie-up 

between the metaphoric or masking function of the fetish and the narcissistic object-choice and an 

opposing alliance between the metonymic figuring of lack and the aggressive phase of the Imaginary', 

and so the 'taking up of any one position, within a specific discursive form, in a particular historical 

corIjuncture, is thus always problematic - the site of both fixity and fantasy'. 72 But if this play between 

metaphor and metonomy, in the foreshadowing of the gendered stereot), pe, recognizes 'the prefiguring 

of desire as a potentially conflictual, disturbing force in all those regimes of "originality"' as Bhabha 

suggests, there is always going to be a sense of IOSS. 73 His oppositional language structure, with its 

ambivalent space produced by metonymic play, only intensifies lack and maintains the idea of original 

jouissance, before the fall into lack. The notion ofjouissance insists that a lost more authentic reality, 

even one that is inaccessible through language, did eýdst. 

70Butler, Gender Trouble (London & New York: Routledge, 1990), pp. 55-6. 
71Butler, ibid. p. 56. 
72Bhabha, 'The Other Question... ' (p. 29). 
73Bhabha, ibid. (p. 33). 1 am indebted to Judith Butler's critique of Jacqueline Rose's reading of Lacan 
in my discussion of Bhabha's Imaginar)- space. Clair Wills ('Upsetting the Public) who has a Nkonderftil 
grasp of Lacanian theory and French teminisms, Nvarns against the 'fetishising of the repressed, a 

repetition of the desire for "lost" domains* which is 'constitutive of bourgeois subjectivity' (p. 137). 
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In Bhabha's account the desiring 'subject' is structured and formed withIn an oppositional language 

structure, whereas for Bakhtin, the sign cannot be part of some oppositional abstract system that is 

initiated by a concept of psychological perception, I A hich arises through a N'' olence done to the pre-self, 

and so is structured by the search for the recovery of a loss. Nor, in a Bakhtinian world, must an 

inevitable fall into the duality of the sexes be a reference point for gender. It is through the new contexts. 

produced through living social language, where a Bakhtinian metaphysics of being is located since the 

contours of sex are effected by a nexus of social and cultural constructs - and so the very notion of a pre- 

linguistic, pre-social self (even through the originating presence of the fetish which is not recoverable or 

knowable) is not sustainable. Although the social context of an utterance is outside the control of 

individual speakers, and the creative sign is collective, the position that the T takes up in language 

(which for Bakhtin is an arena of conflict) does not disclose one's determined subject position through 

recourse to a prediscursive T, as Lacan suggests, but alsoproduces one's position in gender relations: 

'Consciousness finds itself inevitably facing the necessity of having to choose a language'(DI 295), 'the 

causal power of the sign by existence stand[s] out as a process of genuine existence-to-sign transit, of 

genuine dialectical refraction of e. Nistence in the sign' (MPL 21). 74 

Spivak's subaltern may not have a voice, but the voice that Bhabha discerns in the colonial subject is 

reduced to dialectic play. The discourse of resistance which Bhabha assigns to the colonial subject is still 

locked within the oppositional structure of 'self and 'other' (even if it is unknowable) and a colonizing 

discourse of contemporaneity. Bakhtinian becoming is not even a possibility for Bhabha's colonial 

subject - the native does not possess a 'voice' (in the Bakhtinian sense) as 'being' is only a mark of 

native difference. Similarly Benita Parry argues, Bhabha's discourse on Franz Fanon's colonial 

74Baklitin's positioning of the 'F and the 'other' is the subject of some debate amongst critics of 
Bakhtin. Bakhtin's 'F appears to be phenomenological and materialist. See Nlichael F. Bernard-Donals, 
Alikhail Bakhtin. - Between Phenomenology and Marxism (Cambridge: Cambridge University Press, 
1994), and Ifirschkop ('Discourse and Democracy') for a comparison of Derrida and Bakhtin. ffirschkop 
identifies within Bakhtin's writings an incomplete deconstruction of the idealist hierarchy of 
consciousness: 'Bakhtin, still enmeshed in a philosophy of consciousness, grounds the becoming of 
discourse on an external social history which is a ceaseless process of transformation. Becoming does 

not mark the necessary transfon-nation of every signified into a signifier [as in Dernda] -. it is the constant 
(and mysterious) production of new contexts for discourse' (p. 99). 1 shall explore the notion of 
positionality and perforinance at a later stage; see Judith Butler (Gender Trouble) for a poiitical analysis 
of the construction of sex as binary in her questioning of compulsory heterosexuality and gender 
hierarchy,. Through a philosophical interrogation of the order sex, gender, and desire. Butler produces a 
subversive 'performative' body. 
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experiences removes Fanon from his historical moment and relegates his revolutionary desire for 'a 

dialectic of deliverance' to an oppositional discourse of Black Skin/White Masks, 75 For Bakhtin, 

historical moments, and the positionality of speakers within shifting contexts, are all important. Bhabha 

may acknowledge that the T of his text is male but colonial subjects were also immersed in masculine 

discourses-, patriarchal structures were not diminished through the hybrid moment as the 'almost but not 

quite' reflection always experienced the fall into sexual difference. 

(iii) Gendering Bakhtin 

To add the category of gender to Bakhtinian theories (through a dialogue with feminist criticism) 

does not deny his work its political thrust, or its orientation of the dialogic as an arena of struggle - in 

fact it is the very positioning of dialogism as an abstraction of ideological struggle which is attractive for 

feminist interpretations. But interpretations of Bakhtin which extend feminist theories through some 

isolated aspect of Bakhtin's dialogism, fail to discover the full significance which such a poetics may 

deliver - often producing a fragmented and humanist view of Bakhtin. Anne Herrmann removes an 

aspect of dialogism from its Bakhtinian context in her feminist challenge to psychoanalytical theories. In 

order to dissolve the absolute authority which Lacanian theory attributes to the Symbolic Order, 

Herrmann invests the Lacanian concept of subjectivity with the dialogic potential of the Bakhtinian 

subject. For Herrmann, Bakhtin's concept of the socially formed subject could reposition Lacan's 

paradigm: 'Bakhtin begins with a synthesis, the inclusion of both speaker and addressee in any 

utterance, but the usurpation of one position by the other transforms the dialogic into a monologic voice, 

a discourse which is closed, authoritarian, and absolute'. 76 While I acknowledge the contribution that 

Bakhtinian concepts can make to feminist theories, other aspects of Bakhtin's dialogism NNill never be at 

peace with Lacanian concepts. Whereas Lacan's theories create a nostalgia for lost origins, for Bakhtin 

being can claim no theoretical resting ground as the 'becoming of being' q? TV256) is immortal. 

In contrast to Herrmann, Dale Bauer's Feminist Dialogics: A Theory ofFailed Community aims to 

interact with Baklitinian theories and refashion them into a 'feminist dialogics'. Bauer is concerned NN ith 

75Parry, 'Problems in Current Theories of Colonial Discourse' (pp. 31-2). 
76Herrman-n. The Dialogic anti A rence. - 'AnlOther Motnan'in T irginia IT- olf and Christa If'olf (New fife 0 
York: Colunibia University Press, 1989). p. 18. 
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determining 'a viable intersection between feminism - my own feminist voice - and modern/postmodern 

criticism' through Bakhtin. 

My aim is to show that the feminist voice (rather than the male gaze) can construct and 
dismantle the exclusive community and patriarchal critical discourse. With voice (and not with 
the gaze), these heroines can engage in the battle Baklitin suggests is the basis for community. 77 

Yet Bauer reads into Bakhtin's work 'blindspots' - suggesting that Bakhtin does not locate his 

dialogism within an arena of struggle but within a transcendent utopia: 'He does not work out the 

contradiction between the promise of utopia or community and the battle which is always NN aged for 

control., 78 But the struggle between competing ideologies is absolutely implicit within Bakhtin's 

concepts. Bauer locates a failed community of women in her reading of chosen texts and concentrates on 

dialogic ambivalence to explore the 'play of voices in the novel to show how the silencing of the female 

voice takes place under the discipline of the gaZe,. 79 Against that, I wish to identify the ways in which 

female voices surface from under the discipline of the masculine gaze, with a voice which anticipates 

and provokes at the same time as it refocusses the look with a gaze of its own. In a gendered dialogics 

even the subaltern woman is immersed in dialogism. Bauer's intersection of women and carnivalized 

language exposes, for her, the way that Bakhtin's dialogism and polyphony in the novel is subsumed by 

the cultural imperative to order and sameness. What I wish to explore and expose is not only the 

silencing of the female voice and the political construction of that silencing, but I also hope to discover 

the instances of female resistance which survive in the polyphony of the text, i. e. instances of resistance 

and productivity which are nascent in Bakhtin's construction of living discourse. 

Obviously Bakhtin's location of a struggle between socio-ideological. languages is attractive to 

feminist theory, but central to any gendered dialogics is the meaning behind Baklitin's notion of the 

cconcrete', and the ways in which the 'concrete' makes the material reality of women visible. 

77 Bauer, Fetninisl Dialogics. -. ] Theory ofFailed Coininunity (Albany, New York: Universitv of New 

York Press, 1989), p. 2-, see also Craig Owen, 'The Discourse of Others: Feminists and POstniodermsmý 

in The Anfi-A es1helic, ed. by Hal Foster (Port Townsend. Washington: Bay Press, 1983), p. 6 1, 
78Bauer, ibid. p. 5. 
79Bauer, ibid. p. Mli. 
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In 'On Value and Responsibility', Ken Hirschkop engages the philosophical foundations which underpin 

Bakhtinian concretization. In contrast to post-modern criticism, which Clive Thomson argues is 

to theorize itself, dialogism can claim a will to knowledge, and so the concrete nature of the world is 

not fragmented and indeterminate. 80 Consequently the status of the 'concrete' in a conceptual 

philosophical framework is centrally important to a gendered dialogics in particular. For Hirsclikop. in 

Bakhtinian criticism there has been a theoretical confusion in interpreting Bakhtin's relativistic 

loyalties. Hirschkop argues that the only way that a concept like the 'concrete' can be approached is 

through abstract thought: 'This is to say that Bakhtin did not, as some of his admirers do, confuse the 

4ý concrete" with the sensuously immediate, but assumed that "reality" itself, "experience, " necessarily 

conformed to concepts that could only be discovered through transcendental reflection' and so reality 

could only be envisaged through the conceptual. 81 

Quoting Bakhtin, Hirschkop locates him within a neo-Kantian tradition: 

An utterance never consists only of the reflection or expression of something already existing, 
given and finished outside of it. It always creates something which had not existed before it, 
absolutely new and unrepeatable, something always having a relation to value (to truth, to the 
good, to beauty, etc. ). 82 

In contrast to Kant's natural science Bakhtin's science is social, as 'it is when we examine certain 

realities as "texts" rather than as natural objects, that we make the passage to the human sciences'; and 

the human sciences are distinguished from the natural sciences 'not according to the "things" they focus 

on, but according to the categories we use for their conceptualization. 183 In the three Critiques Kant 

identified reason and judgement as operating through the good, the true and the beautiful, and Bakhtin's 

neo-Kantian stance also conceptualizes his social object through categories rather than 'things': 'The 

"Clive Thomson, 'Baklitin and Shifting Paradigms', CriticalStudies, 2 (1990).. 1-12 (p. 8). 
81HIrschkop, 'On Value and Responsibilitý', Critical Studies, 2 (1990), 13-27 (p. 14). 
82Bakhtin, 'The Problem of the Text in Linguistics, Pliilologý and the other Human Sciences: An 
Experiment in Philosophical Analysis', in Estetika slovesnogo tvorchestva (Moscow: Isskusto-vo. 1986), 

p. 3 15. The translation is Hirschkop's own as cited in 'On Value and Responsibility' (p. 15), a 
translation by Vern McGee exists in Speech Genres and Other Late Essays, pp. 119-20. 
83 Hirschkop, 'On Value and Responsibility' (p. 17). 
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properties which define the individual reality characteristic of historical objects (indivisibility, unity. 

singularity) do not inhere in the "world of sense" but are concepts of a quasi -transcendental kind.. 84 

These categories may be subjective, but it is only in relation to these categories that we can locate any 

historical experience at all. Thus, as Hirschkop points out, Bakhtin's language object is created by the 

adopted viewpoint: a sea of ever-interacting utterances, is already ordered and systematized by 

concepts of value'. 85 This is not to attribute metaphysical foundations to language, through the location 

of 'objectivity'; as Hirschkop points out, this dialogical perception of language is only 'transcendental' 

to the extent that values are at play: 

So long as Bakhtin argues that we specify utterances on the basis of truth, beauty and right there 
is not too much of a problem, for such values, being "transcendental, " are not ones we arc free to 
choose or reject, in so far as holding them valid is a precondition of having any kind of 
experience at all. Their validity is proven by philosophical rather than empirical argument. 86 

Bakhtinian claims elevate responsibility - the ethical cognate of dialogism - to the status of a meta- 

value, and so the Kantian values of truth, beauty, and right are arbitrary in relation to the meta-value 

responsibility. 87 But 'one must still connect philosophical values to the contingent values of the 

empirical world' if such concepts are to be of any use, and so 'a common sense notion of dialogue 

supplies the content for the concept of dialogism [and], late twentieth-century nostrums on responsibility 

provide the substance for an otherwise empty category'. 88 The danger of this, suggests Hirschkop, is that 

dogmatic empiricism will emerge as philosophical truth in contrast to the insights possible through a 

cormnitment to theoretical argument. To engage with Bakhtin's arguments 'with "responsibility, " for 

instance - requires a commitment to theoretical argument and analysis, occasionally of a systematic 

84Hirsclikop, ibid. (pp. 16-17); Hirschkop identifies Bakhtin's neo-Kantianism through the works of 
Wllhclm Windelband and Heinrich Rickert (p. 16). 
85Hirsclikop, ibid. (p. 18). 
86 Hirschkop, ('On Value and Responsibility') points out that the resistance to 'abstract' theoretical 

analysis in Bakhtinian criticism has lead to suýjective-psychological comi-non-sense definition of value: 
'The empiricism of the concept of value adopted ironically ends up preventing any enquiry into the 

values which constitute that empiricism itself (pp. 19-2 1). 
87Hirschkop, ibid. (p. 2 1). 
88Hirschkop, ibid. (p. 23). 
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kind. We will thereby find ourselves able to come closer to "everyday life" in all its particularity than 

would otherwise be possible. '89 

Hirschkop's commitment to theoretical and abstract thought in the interpretation of Bakhtin's 

concepts is therefore essential for a gendered dialogics, If gender as a concept is a power-dynanucs 

which effects all experience, then reason and judgement, which operate through the transcendental ideas 

of the good, the true, and the beautiful, will also be gendered. For what if the values of the empirical 

world are normalized and given transcendental status through subjective categories? If 'responsibility', 

as a theoretical term, is the ethical category which authorizes dialogism, and so makes an open-ended 

future possible, and it is through the values of the empirical world that utterances are able to take on a 

dialogical character, then the possibility exists that the contingent values of our world could take on the 

character of 'transcendental' categories. As Bakhtin suggests: 

In actual fact, no culturally creative act works with completely value-indifferent, completely 
arbitrary and unordered matter - matter and chaos are generally relative concepts - but always 
with something already valued and somehow ordered, in relation to which it must now 
responsibly take up its own value-position. 90 

If gender is a contingent value, through which our perception of the world is ordered, then 

individuals are conditioned by gender, and the gender position that is taken up by the individual takes 

place within the dialogical event through a productive T without any recourse to biological sex. But if 

the bodily contours which authorize the splitting of the sexed sub ect, and so attribute value to sex, j 

become reffied. - through the normalization of gender - then 'sex' is positioned as a 'transcendental' 

category and value is stabilized (to which gender must be matched through the body) and so the meta- 

value responsibility does not come into play. But in a Bakhtinian world if gender is constructed so too is 

the sexed body, as bodily 'matter' is already valued and ordered, and so must take up its own value- 

position, through reference to a gender position. For if 'sex' has become stabilized and reffied as a 

'transcendental' category which assigns value, on a par with responsibility, then sex not only appears to 

89Hirschkop, ibid. (p. 23). Post-structuralists may argue that the Philosophical values NNhich legitimate 
dialogism must also be deconstructed, but implicitly values are also at play in the driN-c to relativistic 
certainties. 
9013akhtin, 'The Problem of Content, Material and Form in Verbal Artistic Creation'l, in 1, oprosy 
literatury in esteliki (Moscow Kliudozhestvennaya literatura, 1975), p. 25. as cited by Hirschkop, 'On 
Value and Responsibilitý` (p. 19). 
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authorize the binarism of gender, but also all bodily forms and heterosexual desire - anything outside 

cannot adequately be articulated and suffers the force of abjection. As Bakhtin suggests matter is never 

an unordered concept, and so the history of the materiality of the body is a text which is formed by the 

socio-ideological construct of gender as there can be no pre-linguistic sexual splitting of the subject. 

Similarly, for Judith Butler, the materiality of bodies is an effect of power: 

the regulatory norms of "se>C work in a performative fashion to constitute the materiality of 
bodies and, more specifically, to materialize the body's sex, to materialize sexual difference in 
the service of the consolidation of the heterosexual imperative. 91 

For many feminist practices 'women' is a collective term which denotes either a common identitN, or 

conunon experiences as effected by patriarchal systenis of power. But as Judith Butler argues it is not 

enough to examine how women may be more fully and equally represented: 'Feminist critique ought 

also to understand how the category of "women, " the subject of feminism, is produced and restrained by 

the very structures of power through which emancipation is sought., 92 Even in the collective sense 

C women' is a vexing term - especially when applied to the feminized texts of Joyce's Ulysses. Through 

the 'women' in Ulysses, Joyce discloses that gender does not effect the constitution of the subject, 

through recourse to a sexed body, in a consistent or unified way as gender is bound up with a matrix of 

cultural discourses which effect and preserve gender. Judith Butler's text aims: 

to think through the possibility of subverting and displacing those naturalized and reified notions 
of gender that support masculine hegemony and heterosexist power, to make gender trouble, not 
through the strategies that figure a utopian beyond, but through the mobilization, subversive 
confusion, and proliferation of precisely those constitutive categories that seek to keep gender in 
its place by posturing as the foundational illusions of identity. 93 

And similarly a gendered dialogics could also aim to make 'gender trouble' through subverting and 

confusing those constitutive categories that seek to keep gender split and coherent through recourse to a 

sexed body. if Ulysses can be read through a Bakhtinian, gendered, aesthetic then it may be argued that 

Joyce discloses some of the ways that sex and gender are constituted through a matrix of power-inscribed 

discourses. Such an aesthetic denies constructions of 'women' as unified subjects in early tNNentieth- 

91 Butler, Bodies that Matter. - On the Discursive Limits of "Sex - (London & NcNN York: Routledge, 

1993), p. 2. 
92Butler, Gender Trouble, p. 2. 
93Butler, ibid., pp. 33-4. 
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century Ireland while troubling foundational identity formations. If, for Bakhtin. there can be no 

vindication for being then through a cleconstruction of the reification of sex it should be possible for 

identity positions to move outside the confines of sexed bodies and corresponding inscriptions of value. 

The possibility of dialogism existing as an arena of struggle is restored and so a nevv matrix of gendered. 

narratives is given the possibility of coming into being, 94 

If the female sexed body provides an alibi for masculine subjectivity then Bakhtin's concept of the 

carnivalesque offers an organic excess which promises that such symbolic meanings may be subverted. 

Not only have women experienced the denial which such a silencing through the projection of female 

subjectivity onto the body effects, but the tendency of modernity, in Joyce's world, was to embody the 

otherness of 'race' and nationality through such symbolism. If, through his Rabelais text, Bakhtin 

wishes to subvert the otherness which modernity inscribed on the body, then the carnivalized polyphony 

which he identifies in Dostoevsky promises a disruption of the duality of language which authorizes 

such abstractions, Bakhtin's carnivalistic paradigm transposes the spectacle of carnival to literature. In 

fact Bakhtin argues in Rabelais and His World, that it is through its transposition to literature that 

carnival gains the force to position itself aesthetically (as a textual T which does not merely disclose but 

also produces itself ideologically): 

Its wide popular character, its radicalism and freedom, soberness and materiality were 
transferred from an almost elemental condition to a state of artistic awareness and 
purposefulness. In other words, medieval laughter became at the Renaissance stage of its 
development the expression of a new free and critical historical consciousness (R W 73). 

94This is not to argue that an exposure of the constructed nature of sexuality will automatically free the 
dialogic self from the constraints of the everyday 'concrete' world - as Bakhtinian theoný implies, 

gender intersects in the sign. But if the alibi of the sexed body is detached from gender, the possibility of 
Bakhtinian 'becoming' is much more likely as subjectivity is rendered open-ended and creative. 'Male' 

bodies could take up a female or multi-signed gender position, as could 'female' bodies - the force of 

abjection, which itself is authorized through the body of the sexed subject. is removed. If the 

metaphysical location of value in the category of gender is deconstructed, then hierarchical positions 
have their foundations destabilized - even if such indeterminate sexuality is constrained by norms 
through which any sexual experience is possible. Judith Butler (Bodies that k latter) recasts the 

inateriality of bodies as an effect of power, to assist in the 'radical rcsignification of the symbolic 
domain, deviating the citational chain toward a more possible fttture to expand the very meaning of NN hat 

counts as a valued and valuable body in the world' (p. 22). 
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Thus, as one of Bakhtin's positive forces of dialogism, it must be foregrounded by a gendered dialogic. 

As Mary O'Connor argues, 'Bakhtin's carnival does not offer revolution. but the possibility of 

95 revolution'. 

Carnivalized literature then refracts ideological struggle in away that positions 'unofficial' sexed 

bodies as resistant forces, depending upon the complexity of the dialogical refraction, and so, as Nancy 

Glazener argues, Bakhtin is attractive to feminist points of view as his 'insistence that words and 

discourses have socially differential significance implies that linguistic and literary forms are necessarily 

shaped by the gender relations that structure society'. But Glazener also Nvarns against simplistic 

appropriations of Bakhtin, suggesting that the 'larger-than-life folk body, the emblem of material-based 

class consciousness for the people, raises more problems than it solves for feminists'. She argues that 

'Bakhtin's concept of the carnivalesque fttnction of the novel closely resembles some feminist 

conceptions of the feminine as an anarchic, somehow inherently subversive force'. 96 But this is a very 

strange, and somewhat implausible, reading of Bakhtin. 97 It is inherent in Bakhtin's concepts that 

essentialist feminine or masculine qualities have no symbolic function except as a site of contestation, 

and although Rabelais may metaphorically position the carnival folk as a body that can resist the 

pretences of the ruling body in his aesthetic, more complex hegemonic functions may be discerned 

through a theoretical analysis of the modern novel and the gendering of the chronotope. Similarly, the 

carnival gains its unifying force not from some transcendent common humanity or anarchic feminine 

body, but, as was argued earlier, 'Institutionality and not metaphysics is the historical ground of 

discourse'. 98 Such a unity can become a subversive force by the creation of new contexts for discourse. 

950, Connor, Thronotopes for Women under Capital: An Investigation into the Relation of Women to 
Objects', Critical Studies, 2 (1990), 137-51 (p. 150). 
96 Glazener, 'Dialogic Subversion: Bakhtin, the Novel and Gertrude Stein', in Bakhtin and Cultural 
Theory, pp. 109-29 (pp. 109-14); see also Wayne C. Booth, 'Freedom of Interpretation. Bakhtin and the 
Challenge of Feminist Criticism', in Bakhtin: Essa and Dialogues on his It Ork, pp. 145-176. YS 
97 Although Glazener ('Dialogic Subversion') suggests that 'Bakhtin's emphasis on the social 
constructedness of authors and artworks disavows the transcendental overtones that claims about 
intentionality and artistic unity have acquired in twentieth-century Anglo-American criticism' (p. 126), 

she does suggest that Baklitin holds certain conservatively humanist views of literature. I would argue 
that this is to read Bakhtin though a humanist framework rather than forcing a disruption of 'humanist 

Bakhtin', through a dialogue with his militant dialogism. It is not the mastery of authorial intentions, 

the organic unity of the work or transcendent 'great time' which Baklitin identifies as art, but interaction 

between creator and contemplator, 'all the while form makes proN, ision for the third participant - the 

listener - who exerts crucial influence on all the other factors of the work' (Fr 112). 
98 Hirschkop, 'Discourse and Democracy* (p. 100). 
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Carnivalesque time disr-upts linear, official time and so closed feminine narratives of representation are 

brought into conflict with unofficial stories, so opening the future to neNN narrative possibilities. As 

David Lloyd points out: 'Control of narratives is a crucial function of the state apparatus since its 

political and legal ftameworks can only gain consent and legitimacy if the tale the), tell monopoliZes the 

field of probabilities'. 99 Any control of gendered narratives through an anarchic, subversive feminine is 

also dialogized through the cyclical return of carnival time. 

Although for Bakhtin the carnivalization of literature had dissipated since Renaissance times, he 

detects the genre-shaping power of carnival in Dostoevsky's work. Just as Rabelais's dialogism NN as 

appropriate for his political intervention during the Renaissance, so too are Dostoevsky's and Joyce's 

appropriations of carnival forces. As Graham Pechey suggests 'carnival is (in short) the theatre of 

history' linking 'discourse with spectacle and gesture' and the 'signifying possibilities of bodies in 

space', as 'carnival stands to heteroglossia as novelistic polyphony stands to the novel in general'. 100 In 

The Politics and Poetics of 7-Mnsgression, Stallybrass and White quite rightly warn against ahistorical 

appropriations of Baklitin which do not pay enough attention to the conservative force of festivity, or the 

sexism and racism which can occur within carnivalesque practices. Nor can theoretical claims for 

carnival precede social and historical contexts. But Bakhtin's theories make no space for ahistorical 

contexts. When carnival is seen as the theatre and the text of history, its positive dialogism can also be 

put into action by weaker social groups. As with the case of 'humanist Bakhtin', there must be a 

dialogue between 'misogynist Bakhtin' and his dialogism. 

Like Dostoevsky, Joyce artistically visualizes the carnivalization of discourse, but a Bakhtinian 

aesthetic still requires the work of art to interact with the social discourse of its production if the radical 

potential of the work is to be discerned. As Dostoevsky found the carnivalization of literature 'productive 

as a means for capturing in art the developing relationships under capitalism' (PDP 166), so, I would 

"Lloyd, Anoinalous States (p. 6). Clair Wills, in 'Upsetting the public' also NNarns against 'easý 

appropriations' of Bakhtin's carnM al. By making an analogy between the carnivalesque, hysteria and 

women's texts, she asks N% hether 'some N% onien, s texts may not have a more productive relationslup to 

carnival., leading to a closer connection bet-ween literary transgression and cultural transformation' (p, 

130). See also Kate Holden 'Women's Writing and the CarniN-alesque', Literature Teaching Politics, 4 

1985), 5-15. 
00 Pechey, 'On the Borders of Bakhtin' (p. 69). 
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argue, Joyce harnessed carnivalizing forces to capture (amongst other things) the developing 

relationships produced by the intersection of colonialism, nationalism, and femInIsm (and of course 

capitalism will influence the intersections of all three discourses) during a time when Ireland was 

fighting for national liberation. Just as for Bakhtin the history of the polyphonic novel cannot be 

abstracted from modernity, and cannot be understood outside the rise of the modem nation state, so 

Joyce's production of the polyphonic novel cannot be understood outside modernist renegotiations (both 

decolonizing and colonizing) of the nation state or the history of sexuality. 

Not only must Bakhtin's concept of the carnivalesque be brought to the fore by a gendered dialogics 

but so too must his theory of the literary chronotope. As he argues in 'Forms of Time and Chronotope in 

the Novel': 'The chronotope as a formally constitutive category determines to a significant degree the 

image of man in literature [ ... ]. The image of man is always intrinsically chronotopic (DI 85), and so the 

image of a woman in literature must also be determined by chronotopicity. The Bakhtinian chronotope 

can expose the ways in which real historical time and space enters the form of the novel: 'Time, as it 

were, thickens, takes on flesh, becomes artistically visible' and 'space becomes charged and responsi\, e 

to the movements of time, plot and history' (D] 84). But just as Bakhtin genders language in the 

carnival, through his positioning of masculine speech as unofficial and so subversive, so Mary O'Connor 

argues, 'there is a clear mandate to gender that [Bakhtins] chronotope'-101 Bakhtin completely ignores 

gender in his theorization of the chronotope, even though it is implicit within his theories that all time 

and space must be gendered. But it is possible and necessary to gender Bakhtin's chronotope. 

For Dale Bauer 'otherness remains intact in the chronotope (the "time space") of the novel', 102 yet in 

The Dialogic knagination Bakhtin suggests that it is possible for multiple chronotopes to exist NNithin 

the novelistic form: 

Within the limits of a single work and within the total literary output of a single author we may 

notice a number of different chronotopes and complex interactions among them [ ... I- 

Chronotopes are mutually inclusive, they co-exist, they may be interwoven with, replace or 

oppose one another, contradict one another or find themselves in ever more complex 
interrelationships' (D] 252). 

1 (11 O"Coimor, 'Chronotopes for Women under Capital' (P. 138). 

102 Bauer, Feminist Dialcýgics- P. -xIII. 
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It is the possibilities which Bakhtin's concept of the poIN-phonic chronotope promise, for the subject who 

is rendered unavailable for narration through a conservative otherness, which I hope to harness in my 

criticism of Ulysses. A gendered polychronotopicity could disrupt the otherness which is maintained by 

one chronotope dominating or enveloping another. Just as through dialogic relations Bakhtin could hear 

voices in everything, so: 

What is realized in the novel is the process of coming to know one's own language as it is 
perceived in someone else's language [ ... 1. There takes place Nýithin the novel an ideological 
translation of another's language, and an overcoming of its otherness - an otherness that is only 
contingent, external, illusory (DI 365). 

Thus the end is seen as a moment 'rather than as a "final word"', as the interactions between 

chronotopes are broadly dialogical: 

The relationships themselves that exist among chronotopes cannot enter into any of the 
relationships contained within chronotopes. The general characteristic of these interactions is 
that they are dialogical (in the broadest use of the word). But this dialogue cannot enter into the 
world represented in the work, nor into any of the chronotopes represented in it-1 it is outside the 
world represented, although not outside the work as a whole. It (this dialogue) enters the world 
of the author, of the performer, and the world of the listeners and readers. And all these worlds 
are chronotopic as well (D] 252). 

So for Bakhtin otherness need not remain intact in the literary chronotope, as the listeners' and 

readers' worlds are also chronotopic and they enter into a dialogue with the world reftacted in the work, 

In contrast to Bauer's reading of the chronotope I would argue that otherness can be challenged, as even 

the shifting and social nature of the reader's own otherness is exposed. If it is in Bakhtin's motif of the 

literary chronotope that the 'knots of narrative are tied', then Joyce's gendering of the chronotope is the 

way to identify and read the signs of women's collective struggles in Ulysses. Joyce's Ni,, omen are shown 

to be constituted within patriarchal authority, but he also represents them as being producers of authority 

in a complex exposure of the gendering and female appropriation of chronotopic worlds. 

As for Bakhtin any critical theory must be a social stylistics so a gendered dialogics must also be 

historicallY and socially oriented, as for Bakhtin there can be no voice of nature. Not only can Bakhtin's 

theory of the novel be read as a theory of hegemony, leading to an understanding of the process by which 
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institutional power is achieved and maintained, but his exploration of the dialogic relationship between 

the author, the text, and the reader is ftill of enabling possibilities for the feminist reader when reading 

communities become overpopulated with authorized readings and meanings. But for Dale Bauer 

'interpretive communities' have been very successful in appropriating resistance: 

Inclusion requires playing by the rules of the community, although rejecting the rules can also be 
part of the game; resistance can be appropriated into the interpretive community, depending on 
whether that resistance can be manipulated or reabsorbed into community. 103 

Thus for Bauer, communities are always failed communities as the individual reader is not provoked by 

other texts; her readerly discourse possesses no revolutionary potential as the assimilative power of 

institutionalized 'interpretive communities' is absolute. But the 'interpretive community' of Bauer's 

Teminist Dialogics' owes more to Stanley Fish than it does to Bakhtinian dialogism. As David 

Shepherd has argued, Stanley Fish's 'model of dialogue between reader and text, and reader and reader' 

lacks social and historical specificity: 'communal interpretive strategies and values cannot mask the 

disabling absence of any convincing explanation of how exactly the interpretive community comes to be 

constituted'. 104 For Fish textual meaning arises almost exclusively from the 'interpretive community', 

yet for Bakhtin, dialogism between reader and text and text and contexts is an historical and tension- 

filled arena. In a Bakhtinian world the text itself is, at its moment of production, dialogical, and that 

dialogicality itself is reaccented in the process of reading - not, primarily, through a change in the 

conditions of critical perception as Fish seems to imply: 'political and persuasive means ... are the same 

thing., 105 If artistic communication possesses a special dialogical form which is fixed within the art 

work, i. e. a special interrelationship between creator and contemplator through 'evaluation via jbnn', as 

103Bauer (T-eminist Dialogics) uses Stanley Fish's notion of 'interpretive community' to explore the 

ways in which such conununities always appropriate and assimilate feininist resistance (p. xi). See also 
Stanley Fish, Is There a Text in This Class?. - The Authority ofInterpretive Communities (Cambridge, 

Mass. & London. Harvard University Press, 1980). 
104Shepherd, 'Bakhtin and the Reader', in Bakhtin and Cultural Theory, pp. 91-108 (p. 96). 
105Stanley Fish, Is There a Text in This Class?, p. 16; as cited by David Shepherd, 'Bakhtin and the 

Reader' (p, 99). 
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expressed 'in the very manner in which the artistic material is viewed and deployed' (Er I 10). then 

through a gendered dialogics the feminist reader of Joyce and his cultural modernitv is freed from the 

stability of the persuasion (and possible coercion) of authorized readings. 
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CHAPTER2 

Female Tropes, Field Day Traps and the National Discourse of "The Dead" 

The dead are loved in a different way. They are removed from the sphere of 
contact, one can and indeed must speak of them in a different style. Language 
about the dead is stylistically quite distinct from language about the living (D] 20). 

The Irish, even though they break the hearts of those who sacrifice their I'ves for 
their native land, never fail to show great respect for the dead (James Joyce, CIV 
192). 

Introductory 

Through the development of a gendered dialogics it should be possible to deliver readings of Uývsscs 

which explore Joyce's project and the languages of colonialism, feminism, and nationalism - languages 

which are refracted through his potentially liberating dialogism, But just as Bakhtinian dialogism is a 

form which itself must be dialogized, so too must assumptions which have contextualized Joyce's work, 

and so too the contemporary critical debate in Ireland which unfolds through readings of Irish national 

politics and feminism. In the next chapter I will explore Joyce's Irish and 'epic' relationship to 

modernism. Here I see a need to locate my future readings of Joyce within contemporary Irish discourses 

of feminism and cultural politics. 

One aspect of Irish cultural nationalism which preoccupies Irish feminists is the trope of the 

motherland in Irish cultural productions. The use of the female form to represent the land or a country is 

a common trope in many Western cultural discourses, and during the period of the Irish Literary Revival 

colonizing and decolonizing discourses tended to strengthen this tendency. But as Eavan Boland argues: 

'Irish poems simplified women most at the point of intersection between womanhood and Irishness' 

through the 'idea of the defeated nation being reborn as a triumphant woman'. I One consequence is that 

Joyce is often read through an aesthetic paradigm which valorizes Nisions of silent, symbolic 

I Eavan Boland, A Kind of Scar: The Moman Poet in a Vational Tradition, LIP (Dublin - Attic Press. 
1989), P. 13; see also Gerardine Meaney, Sex and . 

Vation: TTomen in Irish Culture and Politics, LIP 
(Dublin. Attic Press, 199 1). Meaney explores the Nvaý that national identity and sexuality are still 
mutually dependent in the dominant ideologies of Ireland. She argues that the real e. Verienccs of 
women are excluded from Irish national identity as Nvomen in Ireland only exist as *a function of their 

maternitý" (pp. 3-8). 
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womanhood. As Cairns and Richards point out 'As Margaret Ward shoA s. the trap sprung upon Irish 

women in post-Independence Ireland led to the deprioritization and "liberation" of an abstraction, rather 

than action to remedy the economic, social and political disadvantages of the living (and emigrating) 

women of Ireland'. 2 Gerardine Meaney resists such a tendency, but nevertheless she represents Molly 

Bloom as a feminized and colonized territory; not necessarily silent but still inscribed through a re- 

mythologizing of the eternal feminine, the 'bodied and the embodied'. 3 

Meaney reads Molly as a traditional mythic representation of nationhood - merging female 

archetype and feminine stereotype - and Irish writers like Richard Kearney also read Molly Bloom 

through symbolic abstractions. He argues that Joyce's evocation of Greek epic mythology enables Molly 

Bloom to be freed 'from those clichds of Irish womanhood which would have prevented her expressing 

herself as she really iS,. 4 Kearney may argue that the 'foreignness' of Greek mythology has the ability to 

deliver 'alternative models of universality whose very otherness to our native models would enable us to 

redefine our experience in a new way', but through such epic locations Molly still depends upon 

essentialist forms and symbolic abstractions for her existence. 

In my textual analysis I hope to undermine readings which locate women as the eroticized, 

essentialist territory of representation. Although it is through Joyce's stylistic refraction of ideological 

forms in Ulysses that I can best locate the nature of his national aesthetics, narratives of nationhood can 

also be identified in "The Dead". Through such a reading it will be possible to engage the contemporary 

Irish cultural politics which are to be discussed earlier in this chapter. I wish to position "The Dead' not 

as a 'song of exile' but as a 'journey westward' (D 200) to the aestheticization of a resistant, collective 

sense of Irish nationhood which liberates the female voice through disruptive women's voices. 6 The 

2David Cairns and Shaun Richards, 'Tropes and Traps: Aspects of "Woman" and Nationalit) in 

TNNentieth-Century Irish Drama', in Gender in Irish 11'riting, ed. by Toni O'Brien Johnson and David 

Cairns (Milton Keynes & Philadelphia: Open University Press, 1991), pp. 128-137 (P. 137). 

3Meaney, 'Unlike Subjects', unpublished paper presented at a one day conference, 'ToNN ards the 

Millennium: Myth and Modernism', The South Bank, 27 March 1993. 

4Kearney, 'Myth and Motherland', in Ireland's Field Da, v, pp. 61-80 (p. 73). 

5Kearney, ibid. (p. 73). 
6Emer Nolan (Jq-yce and Aationalisin) suggests that Richard Ellmann's description of 'The Dead' *as 

Joyce's first "song of exile" [ ... 
I may be a cosmopolitanwa), of saý*ing that it is also his first song of 

nation' (p. 32). She argues that Joyce's early fiction depicts the Irish people through a 'Gaelic or 
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polychronotopic simultaneity of Ulysses is the aesthetic paradigm which refracts Joyce's nationalism and 

his cultural and social heteroglossia most successfully, but "The Dead" achieves some degree of 

assimilation of 'real" historical time - Joyce's synchronism ('the coexistence of times at one point in 

space'), reproduces through the space of "The Dead" a sense of double-time which creates a dialogue 

between past and present, the living and the dead. Joyce's "'fullness of time"' (SG 4 1) brings into being a 

national time through the gendered motif of historical generations of Irish national resistance. 

(i) The Topography of the Motherland: a Territory to be Possessed or Repossessed? 

rAlShis Nandy has shown, in 7he Intimate Enemy, how the British colonization of India was 

historically a process of feminization. 7 For Nandy this engendering narrowed and polarized the forms of 

gender available to the colonial people as sexuality was redefined and stabilized in line with English 

culture. Since the colonized people embraced self-representational claims of hyper-masculinity to 

authorize their access to independence, passive femininity and aggressive masculinity were the new 

forms of sexual relations authorized by many Indian writers in neo-colonial situations. Because the 

imperial power identified its colonial subjects as passive and in need of a strong masculine hand, so, 

argues Nandy, even in post-colonial situations previously colonized peoples maintain strict, exclusive, 

and unequal gender divisions to authorize their right to power. 8 

Ireland also experienced a similar history of feminization as a result of English colonization. 

Matthew Arnold's often cited discourse on the relationship between England and Ireland may have been 

founded upon his desire for a bourgeois displacement of the English aristocracy, but his 'Celtism' was 

essentially gendered: 

natwist" cultural nationalism, as represented by Moran' (p. 48), but she ignores the gendering of such 
cultural formations. 
7 Nandy, The Infitnale l-, 'netny: Loss and Ihe Recovery of Self t I'nder C01onialisin (Oxford & Delhi: 

Oxford University Press., 1983). 
8See Nalionalisins and Sexualities, ed. by Andrew Parker, Mary Russo, Doris Sommer, and Patricia 

Yaeger (London & NeNN York: Routledge, 1992). This collection of essays also recognizes the gendering 

of nationhood, and so attempts to disrupt those academic paradigms which isolate nation and sexuality 

as separate constructs. 
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the sensibility of the Celtic nature, its nervous exaltation, have something feminine in them, and 
the Celt is thus peculiarly disposed to feel the spell of the feminine idiosyncrasy. he has an 
affinity to it-, he is not far from its secret. 9 

Celticism may have influenced Irish and English cultural productions and authorized Anglo-Irish 

hegemony, but, as Cairns and Richards point out, other writers like D. P. Moran displayed the masculine 

assumptions behind their national discourse. 10 Afraid of the unequal and oppressive nature which such 

gendered representations could deliver, Moran turned to the aggressive masculinity of the Gael to escape 

the negative femininity of the Celt: 

On all sides one sees only too much evidence that the people are secretly content to be a 
conquered race, though they have not the honesty to adinit it [ ... 1. There is nothing masculine in 
the character; and when the men do fall into line with green banners and shout themselN, es 
hoarse, is it not rather a feminine screech, a delirious burst of defiance on a background of 
sluggishness and despair? l I 

Moran's worries over the Irish character and fitness to be independent expose the conflation and 

interdependence of national identity and sexual identity, and the complicitous character of Irish and 

English patriarchy. 'Women in these conditions', argues Gerardine Meaney, 'become guarantors of their 

men's status, bearers of national honour and the scapegoats of national identity. They are not merely 

9Arnold, On the Study of Celtic Literature (London: Smith, Elder, 1867), p. 108. Cairns and Richards 
(IT'riting Ireland) point out that 'in mapping the strategic formation which underpinned Celticism, to the 
positivism of philology, ethnology and anthropology must be added the positivism of that science of 
sexuality which produced a femininity for the nineteenth-century bourgeois woman which underwrote 
her ineffectualness, whether by medicalization and the reduction of woman to the status of a womb, or 
through the celebration of her disabling femininity, itself arising from the same source' (pp. 48-9). 
10See Luke Gibbons, 'Constructing the Canon: Versions of National Identity', in the The Field Day 
Anthology qf1rish TEriting, gen, ed. Seamus Deane, 3 vols. (Derry: Field Day, 1991), 11, pp. 950-5. 
Gibbons's contribution to the Anthology, through the inclusion of writers like Thomas MaclJonagh and 
Aodh de Blacam, corrects the notion that Irish nationalism is 'always bound up with racialism' (p. 954). 
Thomas MacDonagh, who was executed in 1916 after his participation in the Rising, took exception to 
Matthew Arnold's racialization of the 'Celtic Note', and the influence the term had on later writers. See 
Thomas MacDonagh, Literature in Ireland- Studies Irish and Anglo-Irish (London: T. Fisher Unwin, 
1916). As MacDonagh argues: 'Matthevv Arnold in his essay On the Study of Celtic Literature, largely a 

work of fiction, has written interestingly of the Celtic Note, using the name in a sense of his own. He has 

been rather apprehended than understood; and with later writers the meaning has become vaguer' (p. 
56). MacDonagh 'had 'little sympathy with the criticism that marks off subtle qualities in literature as 

altogether racial, that refuses to admit natural exceptions in such a naturally exceptional thing as high 

literature, attributing only the central body to the national genius. the marginal portions to this alien 

strain or that' (p. 57). See also, Luke Gibbons, 'Challenging the Canon: Revisionism and Cultural 

Criticism', in Field Day, 111, pp. 561-8. 
1 IMoran, The philosophyqf1rish Ireland (Dublin: J. Duffy. 1905), p. 6; as cited by Cairns and 
Richards, 11"riting Ireland, pp. 49-50. 
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transformed into symbols of the nations, they become the territory over which power is exercised'. 12 

Historically, for Meaney, Irish national identity has affirmed patriarchy. While accepting that the 

colonization of Ireland was gendered and some forms of Irish nationalism,, A ere complicitous with 

masculine authority, in the same way that the colonizer can never silence a disruptive response, so 

women can never be silent bearers of a 'territory defined as feminine'. 13 

The Revivalist tropes of Mother Ireland, the Sean Bhean Bhocht or Cathleen Ni Houlihan are 

creations which are formed through the historical interactions of Irish and English cultural discourses. 

Through the female tropes of the Sovereignty goddesses of Irish mythology, the early Celtic Church, the 

aisling tradition, Mangan's 'Dark Rosaleen', Pearse's sacrificial mother, Yeats's Cathleen, and cartoons 

in Punch, Ireland has been portrayed as a young maiden, fertile woman, sacrificial mother, or an old 

hag. 14 Through the invocation of an heroic, mythical, and pre-colonized past by way of the cult of 

C6Chulainn and an authorized female figure of Ireland personified as the land, the desire of many 

nineteenth-century cultural nationalists was to insert the theme of continuity into an otherwise 

fragmented Irish narrative. 15 

Lorna Reynolds suggests Ireland allegorized as a female is a trope that can be traced back to the 

female Sovereignty structures of early Irish native mythology. For Reynolds: 'The earliest group of Irish 

stories, the stories of the Red Branch, suggest to me that they deal with a time when a matriarchal 

organization of society had not long yielded to a patriarchal one. ' For Reynolds the simple shrinking 

colleen of Revivalist imaginations cannot be found in the women in legend, literature, or life, as Queen 

Medbli is depicted as 'a masterful, boastful, wilful, power-loving, uninhibited woman, who regards 

12Mcancy, Sex and Nation, p. 7. 
13Meancy, ibid., pp. 6-7. 
14SCC Margaret MacCurtain for an appraisal of the poxNer of myth in the image-inaking of the earlý 
Celtic church, 'Towards an Appraisal of the Religious Image of Women', 7he Crane Bag, 4 (1980), 26- 

30. 
1513aiid Lloyd ("Writing in the Shit') argues that the insistence on continuity. and so the wholeness of 
Irish culture, was a strand in nineteenth-century Irish nationalism which reproduced the imperialist 

narrative of universal development (p. 63). Luke Gibbons ('Constructing the Canon- Versions of 
National Identity') argues that the scholarly rationale for the introduction of the m)1h of a continuous 

nation was provided by E6in MacNeill (p. 953). 
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herself as the equal of any man, and one who must be seen to be the equal., 16 In contrast Maire Cruise 

O'Brien argues that the 'worship of the goddess-figure' in early Irish literature revealed a 'dynainic 

element, specifically felt as feminine', She suggests that because the writer had to think himself into the 

female role the poet could broaden the scope of his imaginative powers and speak with thevoice of 

humanity as a whole I ... I so that in one human personality the dichotomy between the sexes is made 

whole, and the male and female principles are subsumed into a common creation'. 17 But Elizabeth 

Butler Cullingford warns against mythical abstractions and the symbolism which locates an enabling 

potential through the land/female body analogy: 

The representation of the land as female is a function of the patriarchal opposition between male 
Culture and female Nature, which defines women as the passive and silent embodiments of 
matter. Politically, the land is seen as an object to be possessed, or repossessed: to gender it as 
female, therefore, is to confirm and reproduce the social arrangements which construct women 
as material possessions, not as speaking subjects. 18 

As Reynolds suggests, Sovereignty figures in literary history are positive in the sense that they represent 

strong desiring and speaking women, but such tropes are abstractions which depend upon the 

reproduction of the symbolic for their existence, and her suggestion that a matriarchal society vielded to 

a patriarchal one implies that Irish national unity was ruptured by 'imperial masculine law. which 

caused a separation from the feminine state of nature'. 19 The enabling potential of Maire Cruise 

O'Brien's notion of androgyny, which subsumes male and female principles into a common creation, 

also stabilizes the masculine. One stereotype is merely replaced NNith another as the grasp of the male 

poet is extended through the 'female principle'. Gender divisions are unequal, yet Cruise O'Brien 

16Reynolds, 'Irish Women in Legend, Literature and Life', in [Foinan in Irish Legend, Life and 
Literature, ed. by S. F. Gallagher (Gerrards Cross: Colin Smythe. 1983), pp. 11-25 (p. 13). 
17Cruise O'Brien, 'The Female Principle in Gaelic Poetry', If Otnan in Irish Legend, Life and Literature, 

pp. 26-37 (pp. 36-7). 
18Butler Cullingford, "'Thinking of her... as... Ireland": Yeats, Pearse and Heaney', Textual Practice, 

4.1 (1990), 1-21 (p. 1). 
19CIair Wills, 'Language Politics, Narrative, Political Violence'. Oxford Literaýv Review 

(A'eocolonialisin, ed. bN- Robert Young) 13 (1991), 20-60 (p. 37). O'Brien Johnson and Cairns (Gender 

in Irish 117riting) discuss the problems that the use of such earth/body symbolism engenders- 'Thus the 

woman is being used to reproduce an idea, the economy, of the countr), and its community Her role is 

fixed, and she ultimately becomes the arbiter of death, notably, in her use within the sacrificial discourse 

surrounding certain strands of nationalism' (p. 4). 
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identifies a dichotomy which is made whole and can transcend difference through the male 
imagination. 20 

A desire by some of Joyce's contemporary, Irish cultural nationalists to reinvest Ireland ýwh the 

exiled trope of femininity, which had been lost through colonization. so causing a split from an 

originating state of Nature, necessitated a mythological view of time. The mythic past is transported into 

the colonized present through figurative language of metamorphosis, and so continuity is reinstated to a 

discontinuous past and present. It is loyalty to such an epic view of time, which constructs the image of a 

mythic, abstract, and feminized Ireland through the exclusion of chronotopicity - and so the concrete 

lives of Irish women - that, I shall go on to argue, Joyce invokes and reworks through his decolonizing 

aesthetics. 

(ii) Myth or History?: The Case of Field Day 

Seamus Deane argues that the demystification of Romantic Ireland is urgent, He suggests that the 

need for myth-making was obvious during the period of the Irish Literary Revival, but maintains that all 

Irish politics and literature needs to be 're-read' so that 'new writing, new politics, unblemished by 

Irishness, but securely Irish' may be produced. 21 Seamus Deane belongs to Field Day, a group of Irish 

writers who came together in 1980 with the aim of contributing to the solution of the present crisis in 

the North of Ireland through an anti-mythological and anti-essentialist cultural politiCS. 22 For Field Day 

the unresolved national question in Ireland has led to a stabilizing of the myths and political issues of 

Romantic Ireland in order to colonize, and so repossess, history and the present. CfjChulainn may have 

been resurrected by Yeats and Pearse but in the modern period Deane sees 'Ian Adamson, the cultural 

historian of the Ulster Defence Association, resurrecting C6Chulainn y, ct again as a kind of Scottish- 

20See also Elin Ap Hýwel, 'Elise and the Great Queens of Ireland', in Gender in Irish ff'fiting, pp. 23- 
39. Ap Hywel identifies in Yeats's work resistant -, -crsions of fcminjnitý- through 'those qualities in art 

which Yeats perceiN es as needing protection: 'The feminine is therefore aligned not with physical 
feebleness, as at first seems to be the case, but with change and magical self-transformation [ ... J, an 
impotent old woman into a vibrant and youthful sovereign' (p. 3 7). Like Cruise O'Brien, Ap HN-%N el 

aligns the masculine creative process with a feminine abstraction, and so extends the reach of the male 

writer. 
21Deane. 'Heroic Styles: The Tradition of an Idea', in Ireland's Pield Dqv, pp. 45-58 (p. 58). 
22 Field Day Theatre Company, in Ireland's Pleld Daly (p. Nii). 
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Unionist hero. '23 Similarly Richard Kearney locates the sacrifici ison ial mart. N rdom of the Maze pri 

protests in Romantic Ireland. 

Resorting to the hunger-strike the prisoners negated their actual political paralysis by realigning 
their suffering with a mythico-religious tradition of renewal through sacrifice: a tradition 
stretching back through the 1916 leaders, Terence McSwiney I sic], O'Donovan Rossa and the 
Fenian Martyrs to the timeless personae of Cuchulain on the one hand and of Christ on the 24 other. 

For Deane, 'It is about time we put aside the idea of essence - that hungry Hegelian ghost looking for 

a stereotype to live in., 25 Consequently the originators of Field Day believe that through anti- 

mythological and anti-essentialist readings the The Field Day Anthology qfIrish Writing 'should 

contribute to the solution of the present crisis by producing analyses of the established opinions, myths 

and stereotypes which had become both a symptom and a cause of the current situation., 26 As Francis 

Mulhem has pointed out, anthology-making is a strategic weapon in literary politics, simulating the 

force 'of self-evidence. 'Here it is as it was'. 27 But by reading myth-making solely through the neo- 

colonial conflict in the North of Ireland, Field Day fail to rewrite the abstraction and ahistorical 

representation of the essential ferainine in Irish cultural productions, Deane insists that the 'story' of the 

anthology is a "'meta-narrative" which is hospitable to all the micro-narratives that, from time to time, 

have achieved prominence as the official version of the true history, political and literary, of the island's 

past and present', but feminism, or a sensitivity to any feminist resistance within colonizing or 

Ap 
decolonizing discourses, is absent. 28 If, as Deane argues, the Anthologv 'is at the mercy of the present 

moment' and 'derives its authority (such as it is) from that moment' then where is the moment of 

feminiSM? 29 Gerardine Meaney may read Joyce's women through the less successful projects of Irish 

feminism and the masculine triumphs of nationalism, but Deane allows the achievements of feminism to 

23Deane, The Field Day YInthology of1rish T1 11iting, I (p. xxiii). 
24Kcarney, 'Myth and Motherland' (pp. 61-62). 
25Deane, 'Heroic Styles' (p. 58). 
26Deane, Ireland's Pleld Da 

,y 
(p. vii). David Lloyd (. 4nomalous States) regards the iii)-th-making of 

Young Ireland, the Irish Literary Revival, the immediate post-colonial period and the anti-colonial 

struggle in Northern Ireland as 'the gradual transformation of a counter-hegemonic concept within an 

oppositional nationalism into a hegemonic concept within a new nation state, a transformation which is 

I ... 
] written into the precepts of bourgeois nationalism' (p. 3). 

27'Mulhern, 'A Nation, Yet Again'. Radical Philosop4v, 65 (1993), 23-9 (p. 23). 
28 Deane, The 1-ie1dDqy_]ntho1ogv qflrish [Friting, I (p, -Ux). 
29 Deane, ibid. (p. xxi)-, see also Edna Longley ('Belfast Diary. London Review of'Books, 9 January 

1992) for a critique of Deane's 'present moment' in terms of the dehistoricization of Unionism (p. 2 1). 
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be totally lost to the masculine narratives of Irish history - while nationalism and sexuality are treated as 

separate and isolated constructs. Feminism becomes a silenced narrative in the I moment' of Deane's 

ýmeta-narrative'. 30 When challenged recently Deane defended his oversight by putting it down to 

sexism' which 'was the worse for being unconscious'; and certainly sexuality and gender politics do not 

register in Deane's 'hospitable' gaze. 31 As Siobhan Kilfeather suggests: 'The nationalist/imperialist and 

Protestant/Catholic dichotomies are established at the expense of other neglected constituencies and 

forms of discrimination within Ireland., 32 

Margaret Ward identifies one such neglected form of discrimination which persists even though 

feminist history is forcing change: 'despite all our efforts, our foremothers remain in the margins, 

unknown to MoSt,. 33 In Unmanageable Revolutionaries Margaret Ward raises the problem of why 'in a 

country I Ireland] where the past often appears to be as vivid as the present' women are written out of 

history. 34 Ward aims to challenge mainstream histories by charting women's struggles from inside and 

outside the nationalist movement. As Ward shows, feminism in Ireland did not emerge from nowhere, 

yet Deane cannot cope with disruptions of the story of his own meta-narrative, and he reinforces the 

narrative of representation rather than attempting to reproduce a dialogue with 'alternative' meta- 

narratives of Irish history. I would agree with Luke Gibbons (the editor of theAnthology section 

'Constructing the Canon: Versions of National Identity') that it is 'not always necessary to look to 

liberalism to release the progressive potential of socialism and feminism in Ireland, but that many 

radical possibilities were also latent within certain innovatory strands of nationalism and the anti- 

imperialist movement', and so it is surprising that Gibbons concentrates on Connolly's national 

30Mulhern ('A Nation, Yet Agam') points out that The Field Day Anthology includes only two 'self- 

identified feminist texts' (both male authored) and excludes 'Mary Robinson's parliamentary 
intervention on behalf of legalized contraception in 1970' (pp. 24-5). 
31 Late Show (1992) discussion of 1he Field Da 

,v 
Anthology. The participants were: Eavan Boland, Tom 

Paulin, Nell McCafferty, Francis Mulhem. Tariq Ali and Siobhan Kilfeather (Deane's words as reported 

býv Nell McCafferty). 
32Kilfeather, 'The Whole Bustle' London Review ofBooks, 9 January 1992 (p. 20). 

33Ward, 1he Hissing Sex., Putting 11"omen into Irish History, LIP (Dublin- Attic, 1991), p. 3. For a pre- 

Anthology criticism of Field Day from a feminist and anti-republican stance see Edna Longley, From 

Cathleen IoAnorexia. - The Breakdown oj7relands, LIP (Dublin: Attic, 1990). 

34Margaret Ward, Unmanageable Revolutionaries. - 14 Omen and Irish Nationalism (London: Pluto Press, 

1983 repr. 1989). p. I 
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socialism yet does not include writings which express the feminist nature of his cultural project. 35 If 

authorized histories have obscured Connolly's support for the suffrage movement and 

feminist/nationalist discourses then it is surprising that Deane's 'story' also fails to include such a 

feminist narrative. This lack of hospitality towards the meta-narrative of feminism in Ireland suggests 

that interpretations of Joyce, and other Irish writers, from feminist and nationalist perspectives are Nital, 

if the retreat into essentialism - the overturning of which Deane feels is vital for the future of Ireland - 

is not to be reinforced through his unconscious oversight. 

James Joyce seems to have suffered a similar fate to Connolly. He is either refracted through the 

topography of exile, which universalizes his art and somehow transcends nationality, or his nationalism 

is discovered at the expense of his feminism, and of the way he accentuates the meeting-points of 

gender, nationality, and colonialism in Ireland. And similarly many feminist interpretations of Joyce 

which discover a subversion of patriarchal authority, do so at the expense of an Irish historical or 

cultural context. In "The Dead" Joyce sets out his political concerns. The land, and the west of Ireland in 

particular, may have been a symbol of Gaelic Ireland and the peasant world of the Anglo-Irish revival 

but Joyce's world is urban, In "The Dead" Joyce engages with all these traditions, not to introduce 

continuity through the preservation of the past but in order to enlist the transformative power of the past. 

He transports the West of Ireland to Dublin through a dialogue between past and present, translated by 

Joyce's women and the dead. 

35 Gibbons, 'Dialogue Without the Other?: A Reply to Francis Mulhern', in Radical Philosophy, 67 
(1994)ý 28-31 (p. 29)-. see also Francis Mulhern, 'Postcolonial Melancholy: A Reply to Luke Gibbons', 
Radical Philosophy, 72 (1995), 30-33; and James Connolly, 'Woman' in the Re-Conquest ofIreland 
(first pub. 1914) in Labour in Ireland, introduction by Robert Lynd (Dublin: Irish Transport and General 

Workers' Union, 1944), pp. 289-99. Connolly maps Irish women's relationships to labour, as opposed to 

their symbolic representation as the sacred keepers of the Irish home and family: 'Laws made by men 

shut them [women] out of all hope of inheritance in their native land; their male relatives exploited their 
labour and returned them never a penny as reward, and finally when at last their labour could not wring 

sufficient from the meagre soil to satisfy the exactions of all, these girls were incontinently packed off 

across the oceanvN'Ith as a parting blessing the adjuration to be sure and send some money home. Those 

who prate glibly about the "sacredness of the home" and the "sanctity of the family circle" would do well 

to consider what home in Ireland to-day is sacred from' (p, 296). For an insight into James Connolly's 

cultural project see, R. F. Foster, A lodern Ireland 1600-1972 (Harmondsworth: Penguin, 1989), p. 439. 

Connolly's cultural project 'was to argue that a nation-state must be established in Ireland as a necessary 

pre-condition for social and economic progress, not merely as a rather vague end in itself (p. 439). 
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(iii) Feminized Myth, Nationhood or Exile?: Joyce's "The Dead" 

As a 'first song of exile' and nationhood, "The Dead" enabled Joyce to reproduce Dublin's 

'ingenuous insularity' and 'hospitality' in order to protect himself, and Dublin. from the humiliating 

sneers which were projected towards his 'impoverished country' (Letters, 11,166-7). 36 Explorations of 

Joyce's nationalism may have been ideologically refracted through a very particular concept of exile, but 

he recognised his access to the nation-forming role through the medium of the novel. In "The Dead' the 

central discourse which haunts Joyce's text is the 'Lass of Aughrim'. Because of the tendency in Irish 

national productions to allegorize Ireland through the female form and earth/body symbolism, 'The Lass 

of Aughrim' produces strong national resonances in Joyce's text. Such a pivotal location of the lass in 

"The Dead" may be read as displacing the primacy given to Cathleen Ni Houlihan as feminized trope in 

nationa discourses of metamorphosis: and so a novelistic sense of nationhood replaces Yeats's epic 

separation of reality and syrnbol. 37 If, as Bakhtin claims, 'the novel inserts into other genres an 

indeterminacy, a certain semantic openendedness, a living contact with unfinished, still-evolving 

contemporary reality (the openended. present)' (DI 7), then Joyce's dialogue with Romantic nationalism 

projects an indeterminate and openended national reality - and so a creative and subversive 

consciousness - into Yeats's world of the national heroic past and its projection of a continuous, static 

present. As Bakhtin argues: the 'world of epic is the national heroic past: it is a world of "beginnings" 

and "peak times" in the national history, a world of fathers and of founders of families, a world of 

"firsts" and "bests"' (DI 13). If the epic has always been a poetic genre which projects an image of the 

36Deane ('Heroic Styles') argues that the mystique of Romantic Ireland is an alienating force, but to 
4reject it is to make a fetish out of exile', as in the case of Joyce (p. 58). In contrast I wish to argue for a 
decolonization of Joyce's 'exile'. Joyce certainly rejected the essentialism of Yeatsian inyth-making, but 

it is not alienation which I 're-read' in Joyce, but his total immersion in the heteroglossia of Ireland, 
Romantic Ireland included, and a desire to legitimate an Irish national culture which denies the 
colonizing discourse of the fleeing exile. 
37 See Richard Ellmann, James Jqvce (Oxford: Oxford University Press, 1959; revised ed., 1982). 
Ellmarm points out that Adaline Glasheen discovered in "The Dead", 'an echo of Yeats's nationalistic 
play, Cathleen ni Houlihan (1902). where the old woman who symbolizes Ireland sings a song of 
-yellow-haired Donough that was hanged in Galway. " When she asked, "What was it brought him to his 
death? " she replies, "He died for love of me; many a man has died for love of me"' (pp. 248-49). David 
Lloyd (Anomalous States) reads Irish ballads and folk-songs, 'against nationalist refinements of them'. 

as hybrid representations of a colonial culture which are 'recalcitrant to the emergent nationalist as to 

the imperial state formation precisely in refusing the homogeneity of "style" required for national 

citizenship' (pp. 5-6). In the context of "The DeaT, by drawing the ballad *The Lass of Aughrim' into 

his nation-forming text, Joyce replaces Yeats's 'homogeneity of "style- Nvith dialogic voices. 
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heroic nation into the world of the past, Joyce undertakes a 'radical revolution', and steps 'out of the 

world of the epic into the world of the novel'. Such a modern nation-forming role is achieved by 

dissolving the epic distance, which is 'filled with national tradition', through the location of "The Dead" 

in the same 'time-and-value plane as oneself and one's contemporaries' (DI 14). In so doing Joyce not 

only creates a dialogue with the absolute national past and the present, but he also forces a dialogue Nvith 

the masculine heroic traditions of 'fathers and of founders of families'. 

For Bakhtin the organic characteristics of the novel are inseparable from the conditions of the 

modern nation: 

characteristics of the novel are all organically interrelated and have all been powerfully affected 
by a very specific rupture in the history of European civilization: its emergence from a sociall-, 
isolated and culturally deaf semipatriarchal society, and its entrance into international and 
interlingual. contacts and relationships (DI 11). 

M Bakhtin suggests, the 'novel parodies other genres (precisely in their role as genres)' (DI 12), and so, 

implicitly for Bakhtin, the novel parodies the epic, and its harmonious, continuous, and conclusive sense 

of the national. Just as the novel reformulates and reaccents elements of the epic so "The Dead" 

challenges Yeats's projection of epic nationhood through the originating feminized trope of Cathleen 

Ni Houlihan. The ascendancy of the Catholic middle classes, which 'had begun to rise into power under 

the shadow of Parnell', troubled Yeats. 38 I-Iis project may have been to create a collective cultural 

identity, which could include the Anglo-Irish ascendancy, through 'that Unity of Image' which he 

6 sought in national literature', but the colonizing force of English cultural discourses was affirmed by 

such a gendered aesthetics. 39 Such an epic and mythological visualization of time, with its sacrificial 

narratives of metamorphosis, produces a universal female subject which invites the colonization of the 

feminine though a denial of chronotopicity - and so makes no space for the development of an inclusive 

nationalism which could project into the future open-ended, and so liberating, Irish identities. 

yN Pi I 38Yeats, Essays and -Introductions 
(London: Macmillan, 1961), p. 259; as cited bý, Da -id erce, 'eats's 

Worlds. - Ireland, England and the Poetic Imagination (NeNk Haven & London. Yale Universitý- Press, 

1995) p. 137. 
39W. B, Yeats, A utobiographies (London: Macmillan, 1955). p. 263; as cited by Emer Nolan in James 

Joyce andNationalism, p. 27. 
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Yeats needed to assert a form of nationalism which centralized his canon-forming role and claims to 

Ascendancy, while authorizing his Protestantism and temporary residence in Ireland. In contrast Joyce's 

refraction of community was politically very different. Joyce sought a sense of community in "The 

Dead" through the open-ended dynamics of dialogue and the national worlds and times that his texts 

draw into their sphere of influence. Gabriel Conroy locates himself as a writer in exile from an exclusive 

'imagined community' in Europe, but such a denial of Irish nationhood is rejected by joyCe. 40 Gabriel 

may owe his soul to Robert Browning, but his 'soul swoons, as a result of the dialogism engendered by 

Lily, Molly, and Gretta. It is through the subversive dialogue, induced by Joyce's women and the 

phantoms of history, that Joyce sings his song of nationhood by delivering national abstractions to the 

worlds of the living and the dead. 41 

In Joyce's national time of "The Dead", epic patriarchal closure and fiýdty is replaced by new 

narratives. Lily may be 'the caretaker's daughter' whose mistresses will not stand any 'back answers' (D 

16 1) but Gabriel's sense of unease about the certainty of his own memory of the past, and so his 

conceptualization of the present, is first injected by Lily's 'back answer': 'The men that is now is only 

all palaver and what they can get out of you' (D 162). 42 The 'back answer' which haunts Joyce's story, 

401 take the concept of 'imagined commumty' from Benedict Anderson's much cited work, Imagined 
Communities: Reflection on the Origin and Spread ofNationalism (London: Verso, 1983). Anderson 
argues that a nation is an 'imagined political community' which is 'limited' by boundaries and 
'imagined as sovereign because the concept was born in an age in which Enlightenment and Revolution 
were destroying the legitimacy of the divinely-ordained hierarchical dynastic realm'. The nation is 
'imagined' as a 'community' because 'regardless of the actual inequality and exploitation that may 
prevail in each, the nation is always conceived as a deep, horizontal comradeship' (p. 7). It is this 
reifying of the nation which allows the 'imagined community' to consider 'the representative body, not 
the personal life' (p. 3 2). Although Gabriel's 'imagined community' is not strictly analogous to 
Anderson's political community, the link can be made because of Gabriel's desire to reify an imaginary 
community in Europe. In an attempt to escape what he considers to be a negative parochial Irish 
national identity Gabriel looks to a 'superior' imagined community in Europe (this allows him to 
'consider the representative body, not the personal life') but he is brought back to the West of Ireland, 
and the national and personal life, by Joyce's women and the dead. 
411 wish to argue that, like Bakhtin, Joyce recognized that the past and the dead are an essential part of 
any imagined community which positions itself as a resistant formation. But for Joyce this is not to reify 
an abstraction, but to deliver the abstraction into the concrete world. 
42See Margot Norris, 'Stifled Back Answers: The Gender Politics of Art in Joyce's "The Dead"', 
Alodern Fiction Studies, 35.3 (1989), 479-503. Norris argues that by representing largely female *back 

answers I in such a stifled form Joyce replicates the unequal nature of sexual politics in such a blatant, 

yet in-visible. way, 'The narrative maneuvers its emphasis in such away that Irish nationalist political 
issues eclipse sexual politics, and the story's dorinde emerges as the tragedy of the would-be male artist, 
his failure of sensibility and its recuperation, rather than the tragedy of the would-be female artist, her 

silencing, protest, and silencing yet again by art itself (p. 282). Although Norris does argue that these 

stifled 'back answers' trouble the text, she suggests that 'Joyce stages art's censorship of its own 



54 

and which gives 'flesh' to Lily's resistant narrative, is the ballad 'The Lass of Aughrim'. This ballad is 

sung by D'Arcy but it is recalled by Gretta. The story of the lass is one of a peasant girl's seduction and 

rape by a lord, the birth of her child, and her eventual betrayal and denial. 43 Lily is linked to the Lass of 

Aughrim by gender, social class, her experience of men, and her Irish identity; her chronotopicity 

interweaves with the lass's, so ennabling the narratives of both women to 'take on flesh'. 

Lily's Hiberno-English is marginalized by Gabriel who smiles over 'the three syllables she had given 

his surname' (D 16 1) - but Hiberno-English is resistant to the lofty authority that Gabriel assumes: an 

unofficial national language which indicates an unofficial consciousness. Lily's 'back answer', which 

invokes the dispossession of the lass, denies Gabriel the power to turn memory into future without 

linking it in any way to the moment of her present. 44 He remembers Lily 'when she was a child and 

used to sit on the lowest step nursing a rag doll', but such a memory cannot create a continuous history 

which pushes into the future the closed harmonious state which Gabriel imagines: 'I suppose we'll be 

oppressiveness' (p. 502). See also Norris, Joyce's TVeb. - the Social Unraveling of1lodernisin (Austin: 
University of Texas Press, 1992). Norris makes a similar point about the silencing of female art through 
Julia Morkhan's performance of 'Arrayed for the Bridal': by 'elevating the badly sung performance of 
The Lass ofAughrim to a climactic and emotionally affective and effective moment in the story' Joyce 
descredits Julia Morkhan's performance (p. 113). But within the context of 'The Dead' Julia's female 
voice, which is described as 'strong and clear' (D 174), is also subversive - in contrast to D'Arcy who is 
in poor voice when he sings 'The Lass of Aughrim. If Julia is betrayed by Mother Church as Aunt Kate 
suggests: 'it's not all honourable for the pope to turn out the women out of the choirs that have slaved 
there all their lives and put little whippersnappers of boys over their heads. I suppose it is for the good of 
the Church if the pope does it. But it's not just' (D 175), then her voice also returns to trouble the male 
world of Joyce's text. 
43 'The Lass of Aughrim' may have entered the Irish oral tradition via Scotland but the song may still 
be regarded as an Irish national ballad. See Ruth Bauerle, The James Joyce Songbook (New York: 
Garland, 1982), pp. 177-8. 'Lord Gregory' may have been the title of the song in the Child Ballads but 
in 'The Dead' the change of title recontextualizes the song as a ballad which gains its dialogic force 

through the woman's voice. Both the title of the song 'The Lass of Aughrim' and the female voice have 

particular national resonances in 'The Dead'. See Luke Gibbons ('Identity Without a Centre: Allegory. 
History and Irish Nationalism', Cultural Studies, 6 (1992), 358-75. Gibbons points out that Aughrim is 

a small village near Gretta's home town of Galway in the west of Ireland, and 'the site in 1691 of the 
final battle in the Williamite wars' (p. 369). See also Foster, Paddy andMr Punch. - Connections in Irish 

and English History (London: Allen Lane, 1993). There was a tendency in national discourses to 

represent the colonial relationship between England and Ireland through metaphorical descriptions of 

rape and betrayal. Joyce draws such an allegorical tradition into 'The Dead' through the Lass of 
Aughrim's relationship with Lord Gregory. As Foster suggests, such metaphors tended to be 'brutally 

simple: colonization as rape, union as shotgun marriage' (p. 8 1). 
44As Bakhtin argues, such a loyalty to epic time, through the absolute past, is 'separated by an 

unbridgeable gap from the real time of the present day (the present day of the creators, the performers 

and the audience of epic songs)' (DI 218). The Lass of Augrhim occupies the chronotope of the singer 

and the writer; she is given a real presence in Joyce's text - through the words of Joyce's women - so 

creating a bridgeable gap between the absolute past and the chronotopic world of Joyce's present. 



going to your wedding one of these fine days with your young man. eh? ' (D 162). Lily may be totallý 

immersed in her Irish culture, and for Gabriel a passive and silent symbol of Ireland, but she is 'not the 

girl she was' (D 165). Lily's 'back answer' displaces Gabriel's 'epic' memory, which, unable to link the 

present moment to the past, can only push an epic past into an abstract future. While Gabriel looks to 

Belgium, France, and Germany to replace his Irish national present, his own sense of the past owes more 

to the fixity and unity of the Irish tradition he rejects so fiercely, than does Lilv's. Joyce's Lass of 

Aughrim is not merely a symbolic trope, who can only represent a strand of sacrificial Irish womanhood, 

but an allegorical text which is evoked and dialogized by Joyce's women. Similarly the lass's writing 

inhabits the chronotopic space of the singer: a space from which her words may populate the 'back 

answers' of the women in Joyce's text - so giving them access to the force of her dialogism. If all words 

taste of past usage, the words of the lass taste of a colonizing oppression, in the national and individual 

sense, but located within "The Dead" as a site of resistance her words also taste of the nation-forming 

role she incites through the dialogical force of her words. 

Lily, Molly Ivors, and Gretta. all disrupt Gabriel's sense of identity and the location of his imagined 

community. But through the camouflage of the snow (which was 'general all over Ireland'), Joyce 

delivers and brings forth a strange new world which complicates identity (D 200). Gabriel may wear his 

' goloshes', which 'everyone wears [ ... j on the continent' (D 164), to keep his feet dry, but they are no 

protection against the unusual and disconcerting effects of the snow. Even Julia and Kate, whom Gabriel 

identifies as 'two ignorant old women' (D 174), enlist the strange power of the snow to mock Gabriel's 

self-styled European identity: 

- And what are goloshes, Gabriel? 

- Goloshes, Julia! exclaimed her sister. Goodness me, don't you know what goloshes are? You 

wear them over your ... over your boots, Gretta, isn't it? 

- Yes, said Mrs Conroy [ ... 
1. Gabriel says everyone wears them on the continent. 

- 0, on the continent, murmured Aunt Julia, nodding her head slowly (D 164), 

Gabriel not only regards his aunts as ignorant old women, unable to interpret any dissent in their 

voices, but embarrassed by his wife's 'country cute' origins he attempts to locate Gretta within his own 

imagined community: 'country cute and that was not true of Gretta at all' (D 169). But coming from 

Connacht gives Gretta's 'country cute' identity special resonances within "The Dead". The far West is 
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the site of the 'destruction of the old Gaelic order' but it is also a site of resistance. 45 The West is that 

part of Ireland which was least affected by the culture of colonial rule and Gaelic Nvas still widely 

spoken. 46 If Gretta and the West symbolize for Gabriel the Gaelicism he seeks to undernune he is in for 

a shock, as Joyce forces such symbolic structures into dialogic relationships so that the ghosts of history 

may also 'take on flesh'. 

As I argued earlier, Joyce assimilates real historical time into the textual world of "The Dead". The 

coe)dstence of times and the interweaving of their chronotopic structures in Joyce's story is signalled by 

the snow motif. Snow is general all over Ireland, even in Connacht the place of Gretta's birth, and it 

falls on the living and the dead. Refusing to wear her 'goloshes' to please Gabriel, not wishing to 

remove herself from contact with the snow, establishes Gretta's presence in Dublin while linking her to 

the locality of her birth. But the chronotope which makes audible the voices of the dead is engendered by 

Gretta, The Lass of Aughrim, and Joyce's other feminized subjects. Rather than being the location of 

Irish 'country cute' origins, as prescribed by cosmopolitan Europe, Connacht was a site of resistant 

nationhood - as inscribed by the anti-colonial protests of the Houghers (the ghosts of history) during the 

early eighteenth century. The double-time structuring of Joyce's text ensures that national discourses 

which were exiled beyond the Pale are returned to haunt the Empire. 

As Luke Gibbons has so convincingly argued: 

One of the basic assumptions in arguments designed to rule out any semblance of nationalism 
before the development of the nation-state, is that members of pre-modern cultures are totally 
immersed in their own localities, and are not capable (as the London Times would have it) of 
elevating their minds to grander notions. This hypostatization of the local is simply the unified 

47 subject of the nation-state viewed through the reverse end of a telescope. 

45Luke Gibbons, 'Identity Without a Centre' (p. 369). 
46 The West of course was affected by colonization. The West was 'congested' with agricultural 
smallholdings and in need of land reform. Synge was to show how love, morality and the lives of men 
and women in the far West of Ireland were restricted by materialism, colonization and Irish nationalism. 
But as Cairns and Richards (Writing Ireland) point out, Synge's critique of 'the restrictive and 
moralistic materialism which underpinned the nationalist movement' was limited by his Romantic 

individualism and his 'suppression of the details of colonization' (pp. 78-9). See also Foster, Modern 

Ireland, p. 517. Even in the 1880s the majority of the population in the West of Ireland Nvere Irish 

speakers. In the Galway Bay area 50 %- 80 % of the population Nvere Irish speakers, while in Gahvay 

itself over 80 % of the population xN-ere Irish speakers. 
47Gibbons, ibid. (p. 364). 
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Gibbons locates agrarian insurgency, formed through a collective consciousness which stood in 

opposition to colonial subjugation of Ireland, in the Whiteboy protests of the eighteenth century. He 

links the Whiteboy's associations with the ghostly form of 'Queen Sieve', with the ghostly forms which 

haunt Gabriel at the close of "The Dead". But other anti-colonial movements of the late seventeenth and 

early eighteenth centuries also seem to resonate within "The Dead". The collective protest of the 

Houghers was not only based in Cormacht but it was organized by a mythical leader, Ever Joyce. The 

Houghers was an organization committed to the protection of the rural poor. They held a 'parliament', 

with council chambers, to protect the interests of those who were displaced by the colonialist expansion 

of pasture farming. As S, I Connolly suggests there was a political purpose to the actions of the 

Houghers: 'Sir Arthur Shaen, whose cattle and sheep were houghed. in March 1712, had been 

responsible for introducing a colony of Protestant tenants on his estate' while Richard Martin, the 

protagonist of John Joyce (one of the leaders of the Houghers), was 'a Catholic and former Jacobite 

commander, but one who had changed sides opportunely, being rewarded by the personal intervention of 

William III to secure his estate'. It appears that the 'real' Ever Joyce was dead, but his ghostly identity 

could disguise and conceal - as the signature on a Houghers poster suggests: 'Ever Joyce, invisible to all 

mankind [ ... ]. 
Signed at my cold residence, man and no man'. 48 The 'country-cute' culture of Gretta's 

text gains an invisible but forceftil presence from these ghostly forms of Connacht -a presence which 

can disrupt Gabriel's European and masculine assumptions at the close of "The Dead". 

Miss Ivors, who also locates Gaelic resistance in the West of Ireland, further undermines Gabriel's 

self-assurance and cosmopolitan identity by identifying him as a 'West Briton' when she cross-examines 

him on the dance floor about his literary column in the Dublin Daily Express (D 170). 49 Gabriel even 

mentally inserts into his speech a veiled attack on Miss Ivors in order to protect himself from her 

ýcritical quizzing eyes' (D 174). As a member of the Gaelic League, Molly Ivors sought to locate Irish 

48Connolly, 'The Houghers: Agrarian Protest in Early Eighteenth-Century Connacht', inNationalisin 

and Popular Protest in Ireland, ed. by C. H. E. Philpin (Cambridge-. Cambridge University Press, 1989), 

pp. 139-62 (pp. 144,157). 
49Gibbons ('Identity Without a Centre) points out the Dublin Dai4v Express 'had an explicit editorial 

comment to reconcile "the rights and impulses of Irish nationality with the demands and obligations of 
imperial dominion"' (p. 372). 
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origins through the Gaelic language. But when she invites Gabriel to visit the Aran Isles, to keep in 

touch with his own language and his own country and people, Gabriel can only reply that he is 'sick' of 

his 'own country'. Molly Ivors has been to university, Gabriel cannot 'risk a grandiose phrase With her', 

and so he is silent when she asks him 'WhyT he is sick of his own country (D 170- 1). Molly I-vors has 

Gabriel on the hop on the dance floor and is once again able to mock his pretensions to a superior 

European identity when she whispers 'West Briton! ' (D 172) into his ear. 

But it is Gretta who delivers Gabriel's epiphanic moment through her recollection of 'The Lass of 

Aughrim' and her revelations about Michael Furey. Gretta's stillness, as she listens to the national 

ballad forces Gabriel's attention: 'There was grace and mystery in her attitude as if she were a symbol of 

something' (D 188). In Gabriel's imagination women are conceived as symbols to be captured and 

authorized by the artist: 'He asked himself what is a woman standing on the stairs in the shadow, 

listening to distant music, a symbol of (D 188). Unable to use the grandiose phrase 'literature' is 'above 

politics' (D 170) with the educated Nfiss Ivors, Gabriel imagines his 'country-cute' wife can be 

contained and authorized through his gaze. But Gretta will not be contained; like 'The Lass of 

Aughrim' she is no silent symbol of Ireland and she is able to force dialogism. Significantly Mr Darcy's 

singing voice is in bad shape on the Feast of the Epiphany, so locating a space from which Joyce's 

feminized voices can sing a clearer song of nationhood. 

As Luke Gibbons points out, 'Unlike monuments, ballads were excluded from the public sphere, and 

hence carried on a clandestine eýdstence in the margins between the personal and the political'. 50 The 

ballad, which is central to Joyce's text, unites all three women. Gabriel's representation of his aunts and 

Mary Jane as the 'Three Graces' is undermined by the interaction of Lily, Molly, and Gretta NNith the 

lass's ballad. Gabriel's Three Graces may have an investment in their rhetorical image as goddesses of 

music, but the lass's music creates dialogism and denies such fetishism. Her song records the unequal 

nature of the relationship between Ireland and England through her rape and subsequent denial by Lord 

Gregorý -a force which undermines Gabriel's symbolism. These themes all resonate in the lives of 

Joyce's women, while Gretta, evokes the national history of the West of Ireland - through Michael 

5OGibbons. ibid. (p. 370). 
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Furey's ghost and inspired by the lass's ballad - to subvert Gabriel's reading of her culture and histon-, 

If the ghostly identity of Ever Joyce was an 'invisible' force which could be used to resist English 

colonial expansions in the eighteenth century then Gretta draws on such a national politics by calling up 

the chronotopicity of the ghostly forms of the lass and Nfichael Furev. As Bakhtin suggests we must 

speak of the dead in a different way. Gabriel tries to speak of Nhchael Furey and control his image 

through his superior irony: 'What was he? asked Gabriel, still ironically' (D 197). But Joyce's shades, 

like his women, are wayward and have the power to dissolve and fade identity itself. Unlike Yeats's 

Nhchael, who suffers the epic glory of a national fate, Michael Furey's fate is written through an 

epiphanic moment which is made clear in the "'fullness of time"' (SG 41). Gabriel's irony is 

undermined by Gretta's calling up of a chronotopiCity which gives flesh to Michael's death: 'He was in 

the gasworks' (D 197) destroys any power Gabriel's irony may have possessed. 

It is the ghosts of the dead who are powerful forces in Joyce's story, and it is only through the 

language of the dead that Gabriel comes to hear the language of the living. Gabriel's 'soul had 

approached that region where dwell the vast hosts of the dead'. his 'own identity was fading out into a 

grey impalpable world' (D 200). As the gravel thrown by Michael Furey onto the windowpane attracted 

Gretta's attention, so the snow falling, 'A few light taps upon the pane' made Gabriel turn to the 

window and so signal 'his journey westward' (D 200); his journey from exile to nationhood. The 

language of the living - its communal memory and transforming power - is symbolised by the snow and 

materialized by JOYce's women. It is the powerful living element that even the dead are able to evoke 

through the creative memory: Gabriel's 'soul swooned slowly as he heard the snow failing faintly [I 

upon all the living and the dead' (D 201). 

A rejection of a mythological visualization of time and the sacrificial discourse surrounding the 

peasant folk-art of Yeats's Cathleen M Houlihan enables Joyce to centre Irish nationalist politics 

through the resistant voices of Irish women and the dialogism produced by the Lass of Aughrim's 

national ballad. Good art, for Yeats, depended upon popular folklore and tradition as it produced 

4 successions of pictures like those seen by children in the fire'. images but 'no ideas'. 51 Yet for Joyce, it 

1 Yeats, as cited býv Ellmann. James Jqyce, pp. 102 -3. 
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is the idea behind the song of the Lass of Aughrim which produces a force which the Nvomen in "The 

Dead" can appropriate. The idea becomes the live event, and Joyce's Lass is able to write into the 

national present Lily's experience of men -a history which Gabriel attempts to suppress through his 

projection of her closed-off and continuous future. It is Gretta's memory of the ballad which resurrects 

the ghost of Michael Furey, but unlike Yeats's Michael, whose strength delivered value to the nation 

through sacrificial death, the femir6zed form of Nfichael Furey's 'delicate' body delivers Gabriel's 

silence: 'Gabriel was silent. He did not wish her to think that he was interested in this delicate boy', and 

Gretta's vision of his love: 'I can see him so plainly [ ... 1. Such eyes as he had: big dark eyes! And such 

an expression in them - an expression! ' (D 197). 

Michael Furey died from consumption. His love for Gretta may have hastened his death, but Joyce 

refuses to separate symbol and reality in his national discourse. If Yeats's Michael haunts the living 

through the feminized territory of symbolic abstractions, Nfichael Furey speaks to the living through a 

ghostly national past which is delivered by Joyce's feminized subjects. It is not a politics of female 

silence or epic myth-making that Joyce creates in his national discourse, but a national time which 

remembers the dead in order to liberate the living. Joyce undercuts his own aesthetic. If Gabriel's 

cosmopolitan aesthetics is often read as being analogous to Joyce's, then it is possible to argue that Joyce 

denies aesthetic e)dle by liberating his own sense of nationhood through the living language of his 

women and their evocation of the national discourse of the dead. 



CHAPTER3 

The Polyphony of Ulysses: a Textual or a Metaphoric Metamorphosis? 

The relation to time is one determining trait of the grotesque image. The other 
indispensable trait is ambivalence. For in this image we find both poles of 
transformation, the old and the new, the dying and the procreating, the beginning 
and the end of the metamorphosis (R W 24). 

Introductory 

Yeats 'possessed an astounding ability to sense "the way things would look to people later on", and 

his version of inevitability took hold' suggests R. F. Foster. Ensuring that history could be constructed 

through his own cultural context, Yeats's project organizes 'a larger thesis: the idea that cultural 

revivalism, in the Irish context, deterministically produced extremist politics and set up a zero-sum 

game which eliminated all middle ground'. I An anecdote exposes the complicated ideological structures 

which impinge on Irish cultural histories, and the nature of the dialogues between past and present. At a 

dinner party, Foster recalls the reaction of a fellow guest when he described Yeats as 'a marginalized 

Irish Protestant': 'You can't talk about Yeats like that! f ... I He was as Irish as I am., 2 Looking back at 

any history depends on where one is standing in the present day. 

Initially therefore, in this chapter I see a need briefly to explore the present moment of Joyce's 

modernist aesthetic while historicizing his cultural location within the literary tradition of European 

I Foster, Paddy & Mr Punch. - Connections in Irish and English History (London: Allen Lane, 1993), p. 
23. Foster suggests that the cultural diversity of Ireland has been neglected and read through the lens of 
confrontation. He argues that F. S. L. Lyons's extremely influential work Culture andAnarchy in 
Ireland 1889-1939 is guilty of 'a Yeatsian reading of the period since Parnell's death: "the battle of two 

civilizations" - crudeIN1, an Anglo-Irish, pluralist, essentially secular culture arrayed against the heady 

resurgence of Gaelic, Catholic, separatist values' (pp. 21-4). Yeats's version of history may, rather 
solipsistically, trace the events of 1916 back to Cathleen Ni Houlihan, but Cairns and Richards (TTriting 
Ireland) suggest that the use of the Celtic note in plays like Cathleen Ni Houlihan and Countess 

Cathleen allowed I-Lim access to the people-nation, and so legitimated his struggle for its leadership. For 

Yeats, Gaelicism - and its Catholicism which gave easy access to the people-nation - was to be resisted, 

and 'rather than seeking to re-make the Anglo-Irish, the people-nation was the object of his endeavours, 

as he sought in his pre- 1900 writings to re-fashion them as 'Celts', and in post- 1900 writings as noble 

peasants' (pp. 66-8). 
2Foster, Padqy &, Ilr Punch, p. 24. See Ronan Fanning, 'The Meaning of Revisionism', The Irish 

Review, 4 (1988), 15-19; see also R. Foster, "'We Are All Revisionists Now"', The Irish Review, 1 

(1986), 1-5,, and Luke Gibbons, 'Challenging the Canon: Revisionism and Cultural Criticism'. in The 

Field Day, 4nthologv oJ'1rish If'riting, III, pp. 561-680. 
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Modernism and its realignment of literary authority, Locating Ulysses within the Bakhtiruan genre of 

the polyphonic novel and its ideological emergence with the rise of the modem nation state, I will go on 

to argue that Joyce's polyphonic genre rejects the single-styled unity and pre-ordained continuity of 

modernizing epic locations of 'firsts' and 'bests'. But rather Joyce embraces the simultaneity of the 

modernist polyphony and its ability to include and mix within its text other genres and diverse worlds. If 

modernist aesthetics have far too often refracted Joyce through the geographical location of a 

orm of ri cosmopolitan Europe, or positioned him as a writer who only approved of 'moderate' fsI sh 

nationalism (or actually rejected Irish nationalism out of hand) then it is time such readings were 

explored and challenged through contextualizations which locate his work within a polyphonic tradition 

formed by the competing cultural nationalisms of Revivalist Ireland. 

Joyce deliberately invokes European and Irish epic forms-through texts like Homer's Odyssey and 

the T6in-and so the double-voiced polyphony of his text denies the remaking of the marginal through 

European-centred epic locations. 3 Through the creative memory of U4ysses Joyce invokes epic time- 

frames, and so in the final part of Chapter Three I will undertake a reading of Ulysses which engages 

the points which have just been raised. In "The Dead7 Joyce created a national dialogue and sense of 

double-time through his women and the ghosts of the dead. In Ulysses, as I shall argue, the dialogism of 

Joyce's women, the old milkwoman and Molly Bloom, once again resists colonizing discourses. But it is 

not a national double-time which Ulysses creates but a polyphonic chronotopicity which reworks the 

past through a heteroglossic form which makes room for many new and alternative futures, If it is the 

artistic chronotope which defines genre and draws into a text real historical time, then it is a polyphonic 

chronotope which defines Ulysses and its formation of an historical and national time of subversion, 

3For Bakhtin certain genres refract other genres: 'Alongside the representing word there appears the 

represented word; in certain genres a leading role is played by the double-voiced Nvord. And what 

appears here, as a result, is a radically new relationship to the word as the material of literature' (PDP 

108). 
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(i) A Tension-Filled Modernist Poetics or a Re-Aligned Aesthetic? 

Yeats may have been preoccupied with self-definitions of his own histoly and future readings of his 

work, but so too were the early modernists. Like Yeats, Ezra Pound was determined to establish his own 

version of modernism and his ascendancy in the canon-forming role through a European-centred 

recolonizing aesthetic. 4 When reviewing Dubliners, Pound attempted to define Joyce's writing through 

his own cosmopolitan gaze by concentrating on the nationality he wished Joyce not to be identified Nvith. - 

Mr Joyce writes a clear hard prose. He deals with subjective things, but he presents them NNith 
such clarity of outline that he might be dealing with locomotives or with builders' 
specifications... He gives the thing as it is... It is surprising that Mr Joyce is Irish. One is so tired 
of the Irish or 'Celtic' imagination... flopping about. Mr Joyce does not flop about. He defines... I 
think there is a new phase [of Irish literature] in the works of Mr Joyce. He writes as a 
contemporary of continental writers. 5 

The traditions Pound wishes to valorize have been e)dled from history and, like his appropriation of 

Joyce's exile, his approach to these buried histories is essentially a re-colonizing one. As Emer Nolan 

points out, Irish experiences of colonialism link Ireland to the 'Third-World rather than European- 

nations', so lending the 'Irish people a different perspective on nationalist ideology' and conferring 'on 

6 it an alternative political significance'. 

If, from our contemporary vantage point, we are interested in exploring the cultural formations 

which produced the phenomena we call modernism, then for Fredric Jameson the traces of contemporary 

Imperialism can be detected in Western Modernism, Consequently, in contrast to European Modernism, 

Irish modernism will project a very different sort of modernist space: 

4Etner Nolan (Joyce and Nationalisin) constructs a reading of Joyce's work as Irish parochial resistance 
to European cosmopolitanism: 'For in metropolitan literary theory, nationalism itself is often confused 

ýOth an attachment to tradition which is pre-modern or anti-modern'. For Nolan discourses of 

nationalism and modernism are not unrelated or antagonistic as both can be defined through their 

relationship to modernization (p. )ji). Luke Gibbons (Tonstructing the Canon: Versions of National 

Identity') argues that Yeats and A. E. (George Russell) advanced some of the most spirited attacks on 

cosmopolitanism, disrupting readings of the period as a "'battle of two ciNilizations" (to use D. P. 

Moran's phrase). in which advanced nationalists were at one in promoting a form of cultural 

isolationism, a narrow provincialism. while the Anglo-Irish and other enlightened forces sought a more 

outgoing rapprochentent' (p. 953). 
5Ezra Pound, "'Dubliners" and Mr James Joyce", The Egoist, 15 July 1914 (p. 267). See also Humphrey 

Carpenter, A Serious Character: The Life ofEzra Pound (London: Faber & Faber, 1988), pp. 225-6. 

6xT,, I,,,, 'Mriderniciii and Nationalism: James Joyce and the Representation of Irish Culture'. (Doctoral 

thesis, University of Cambridge, 199 1), P. 17. 
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a space no longer central, as in English life, but marked as marginal and ec-centric after the 
fashion of the colonized areas of the imperial system. That colonized space may then be expected 
to transform the modernist formal project radically, while still retaining a distant family likeness 
to its imperial variants. 7 

For Jameson, Ulysses is an example of this radical modernist space. As Bakhtin suggests, the 

development of the novel was dependent upon the conditions of the modem nation, and consequently 

modernism also influenced by the conditions of nationalism in its imperial and radical forms. Some Irish 

writers may resist the novelistic form in an attempt to invoke the time-locations of the epic tradition, and 

so transcend certain aspects of the modern world, but Joyce's literary project attempts to reproduce the 

heteroglossia of the modernist space where English and European colonial discourses abound and a 

resistant Irish nationalism is present. 8 

Ulysses has come to be seen as one of the central and defining examples of a modernist text, but 

modernism is not only a product of self-definitions, it is also a construct of the social formations which 

have theorized it ever since. For Raymond Williams a shift from a formal analysis of modernism to an 

analysis of social formations could allow us to break out of the non-historical moment of 'post- 

modernism'. 9 Thus, if the radicalism and anti-colonial nature of Joyce's national and modernist 

aesthetics has been lost within the colonized space of imperial formations, then maybe it is within the 

text of Joyce's Ulysses that a resistant Irish modernity can be located through the social formations 

which Joyce dialogizes in his Irish world, If Ulysses can be refracted through a Bakhtinian theorization 

of modernism, then it is within Joyce's text that Ireland's national, and anti-colonial modernity may be 

mapped. 

7Jameson, Nationalism Colonialism and Literature: Alodernism and Imperialism (Derry - Field Day, 

1988), p. 20. 
8EIIot attempted to appropriate Ulysses by using Homeric myth and epic locations to secure a 

transcendent and universal Joyce; see T. S. Eliot, 'Ulysses, Order, and Myth'I, Dial, 75 (1923), 480-3. 

See also Christopher Butler, 'Joyce, Modernism, and Post-modernism', in The Cambridge Companion 

to James Joyce, ed. by Derek Attridge (Cambridge & New York: Cambridge University Press, 1990), 

pp. 259-282; and Kevin J. H. Dettmar, "'Working in Accord with Obstacles": A Postmodern Perspective 

on Joyce's "Mythical Method"'. in Rereading the Vew: A Backward Glance at .1 Iodernism, ed. by Kevin 

J. H. Dettmar (Ann Arbor: The University of Michigan Press, 1992), pp. 277-96. 

9Williams. The Politics qfýllodernisnv Against the Xew Coqformists. ed. by Tony Pinkney (London: 

Verso, 1989-, repr. 1994), p. 35. 
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But, as Elosie Knowlton',, vrites: 'Where must we be, to look back at modernismT and 'are we to look 

back at modernism, return its level gaze? And in returning its gaze, do so with one that somehow 

matches it: a tableau, a mirror, a certain similarity on each side? When we look back at modernism, does 

modernism look back at usT10 While contemporary politics in Ireland influence and form constructions 

of Irish history and cultural politics, so there is no objective or neutral ground from which one can 'look 

back at modernism'. As Knowlton argues, we are still influenced by modernism and modernist texts 'in 

many ways traceable [ ... I and in other ways, no doubt untraceable in their very proximity'. II Just as 

Yeats wished to create the history through which his work would be read in the ftiture, so Joyce Nvas 

acutely aware of the grasp of the future. Joyce, like Yeats, possessed the ability to sense 'the way things 

would look to people later on', and although a European Joyce has dominated, in other ways Joyce's 

version of inevitability has also taken hold. It is often argued that Finnegans Wake can be 'credited with 

the invention of postmodernism', although as Margot Norris has said, 'one could argue that it is the 

other way around: that postmodern theory rescued Finnegans Wake from its marginalization by New 

Criticism and endowed it with a rationale for canonization'. 12 And just as an historicization of 

Finnegans Wake may reveal the 'artistic [and ideological] crises within modernity, that produced it' so it 

should be possible to trace the 'post-colonial' taste of Irish modernity through a Bakhtinian theorization 

of modernism. 13 The 'post-colonial' gaze does not only identify modernism's deficiencies, and so read 

back into the text absent spaces, 'post-colonial' theory is not a one way street. it too can be informed by 

the modernizing force of Joyce's anti-colonial nationalism. Thus 'post-colonial' theory is rescuing an 

Irish Joyce from his marginalization by a colonizing European-centred modernism. Joyce's world 

exhibits and maps the modernity of Dublin, but he reaches out to the decolonizing themes of his cultural 

heteroglossia and the Irish mythic histories which were drawn upon. Joyce understood that in Revivalist 

Ireland it was impossible to separate the political and the symbolic, and rather than rejecting abstract 

symbolism out of hand, Joyce invokes the symbolic in order to subject it to the political. 

I OKnowlton, 'Fending off the Object: Criticism Postcriticism. and the Joycean'. in Rereading lhe New, 

pp. 27-39 (p. 27). 
"Knowlton, ibid. (p. 37). 
12Norris, 'The PostmoderniZation of Einnegans 11 ake Reconsidered', in Rereading theNew, pp. 343-62. 

BNorris. ibid. (p. 360). 
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But modernism is not only a tension-filled imperial and nationalist space, it also exhibits a gendered 

chronotopicity. Like Jameson, Emer Nolan suggests that critics have in the past failed to pay enough 

attention to the modernizing aspect of a janus-faced nationalism, and although she too detects a radical 

modernism in Ulysses she fails to detect any resistant feminism-, 

Molly may seem scandalous enough when considered alongside the Virgin Mary. Mother 
Ireland, or any other role model traditionally available to Irish women [ ... I. Mol'ly still provides a 
transcendental image of woman as Nature, and as such is perilously close to familiar and 
pernicious stereotypes, 14 

Joyce may have been colonized by the imperialism of the modernist project or contemporary critics who 

view Irish nationalism through the turbid lens of the present phase of the Irish crisis in Ireland. but to 

silence Molly and other women in Ulysses, by reading them as transcendental images, is equally 

imperial. The Irish nationalism Of JOYce's world may have been gendered but women were active 

members who challenged masculine authority and the stability of the colonized space. By mapping the 

modernity of Dublin, Joyce not only reproduces the resistant character of Irish nationalism, but he 

reproduces the resistant character of a disruptive Irish feminism. 

As Bonnie Kime Scott suggests: 'Modernism as caught in the mesh of gender is polyphonic, mobile, 

interactive, sexually charged; it has wide appeal, constituting a historic shift in parameters. '15 Yet by 

reading modernism through a paradigmatic crisis in masculine confidence, Gilbert and Gubar position 

Joyce as a male modernist who is involved in an historic 'battle of the sexes'; fought through 'the 

conflict over language and, specifically, over competing male and female claims to linguistic 

primacy'. 16 Joyce is attacked by Gilbert and Gubar for his 'sexual linguistics' which insist that Molly's 

female language speaks through 'the many obscene mouths of the female body' - as read through the 

context of Joyce's love-letters to Nora: 

When she [woman's scatologos] speaks as Molly in Joyce's passages, she passes blood and 

water; when Joyce implores her to writeý as he does Nora in 1909, she is begged to express a 

14Nolan. 'Modernism and Nationalism. James Joyce and the Representation of Irish Culture' p. 225. 
1513onnie Kime Scott. Intro. to Gender andA16dernisin. ed. by Bonme Kinie Scott (Bloonungton., 

Indiana Uiilx, ersitN Press. 1990), p. 5. 
16Sandra Gilbert and Susan Gubar, 3 Vols., No Alan's Land. - 7he Place of the WOman Writer in the 

Twentieth Centuiy, I (New Haven: Yale University Press, 1987), p. 228. 
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calligraphy of shit: "Write the dirty words big and underline them and kiss them and hold them 
for a moment to your sweet hot cunt, darling, and also pull up your dress a moment and hold 
them in under your dear little farting bum. Do more if you wish and send the letter then to me, 
my darling brown-arsed fuckbird". 17 

But by reading Molly's text through Joyce's and Nora's sexual desires, Gilbert and Gubar extend the 

sphere of their representation through their symbolic conflation of Nora and Molly. Monologic authorit. N . 

and not dialogic potentiality, structures their literary paradigm. In Ulysses sexual difference is an effect 

of the text, not some essential realm of being. Rather than reproducing pernicious stereotýpes, or an 

'obscene' and patriarchal discourse of crap, Joyce's project delivers a national territory in which gender 

is polyphonic not univocal. 18 

(ii) The Bakhtinian Polyphony of Uysses 

I have argued that in "The Dead", Gretta, Lily, and Molly are wayward like Joyce's ghosts; but they 

are not firee people, capable of standing alongside their creator, capable of not agreeing with him' or 

4 even of rebelling against him' (PDP 6). A polyphonic style is not developed in "The Dead", as the 

synchronism of an Irish national double-time can only be evoked through a ghostly invocation of history. 

But such 'free people', who possess the power to rebel against the author, are identified by Bakhtin in 

the novels of Dostoevsky: 'A plurality oj'independent and unmerged voices and consciousnesses, a 

genuine polyphony offully valid voices' (PDP 6). Similarly it may be argued that Ulysses is an example 

of Bakhtinian polyphony, where 'alongside the apparent novel there are fragments of a "novel about the 

novel"' (DI 413). Approaching heteroglossia from 'below: out of the heteroglot depths' (DI 400), 

polyphony enables the author to reproduce an authentic version of heteroglossia - so enabling the reader 

to experience the clash of colonialist, nationalist, and feminist voices with an appraising eye, 

Bakhtin identified two conditions for the development of the polyphonic novel. Firstly, it could only 

have been realized in the capitalist era where 'capitalism set[s] in almost catastrophically', rather than 

17Gilber-t and Gubar, ibid., p. 232. 
"Gilbert and Gubar's modernist paradigm is widely criticized; see for instance, M. Keith Booker. 'The 

Baby in the Bathwater: Joyce. Gilbert, and Feminist Criticism',, Texas Studies in Literature and 
Language, 32 (1990), 446-467-, and Patrick McGee, 'Reading Authority - Feminism and Joyce', in 

Modern Fiction Studies, 35.1 (1989). 421-436. And of course, as I shall go on to argue through 

Bakhtin's Rabelais text, such a 'discourse of crap' can be radical and sutwersive for women. 
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through 'gradual encroachment", so colliding with 'an untouched multitude of diverse worlds and social 

groups' which throws them 'off their ideological balance' (PDP 19-20). Bakhtin's second condition for 

a 'verbal-ideological decentering' will only occur when a national culture 'loses its sealed-off and self- 

sufficient character, when it becomes conscious of itself as only one among other cultures and 

languages' (DI 270-1). So any mythological character which language is assigned must be dissolved so 

that the socio-ideological nature of language may be revealed. Yet in Ireland, the potential of capitalism 

to play a part in the dramatic liberation of a sealed-off monologic consciousness was diffused by the 

'gradual encroachment' of English colonialism and centuries of economic imperialism - until the 

Famine 'catastrophically' exposed Ireland to the worst excesses of capitalism and the Niolence of 

English colonialism, so disrupting Ireland's 'ideological balance'. 19 But in one sense, in post-famine 

Ireland, Bakhtin's second condition for the development of the polyphonic novel was absent. Colonizing 

discourses, and the terrible effects of the Famine, orchestrated a desire on the part of some cultural 

nationalists to locate pre-colonial origins through organic metaphors and the Gaelic language. Ireland 

was unable to identify itself as a national culture taking its place amongst others, a lack of national 

sovereignty which made Irish cultural nationalists very aware of the representative power of monologic 

19 There is a debate as to the economic differences between pre-famine and post-famine Ireland. Seamus 
Deane (' The Famine and Young Ireland' in The Field Day Anthology of1rish Writing, 11, pp. 115-208) 
suggests the devastating consequences of the failure of the potato crop was 'merely the bursting of the 
economic aneurysm that had threatened the Irish system for fifty years or more' (pp. 115-2 1). In 
'Ireland, Island of Saints and Sages', Joyce, like Deane, blames English economic and cultural 
imperialism: 'Ireland is poor because English laws ruined the country's industries, especially the wool 
industry, because the neglect of the English government in the years of the potato famine allowed the 
best of the population to die from hunger' (01' 167). Foster (Modern Ireland 1600-19 72 (Allen Lane, 
1988; repr. London: Penguin, 1989)) also suggests that industrial decline was under way before the 
famine: 'Outside Ulster, manufacturing industry tended to go into decline from about 1820, possibly 
amounting to a process of actual deindustrialization'. But as Foster points out, although there was 'an 

abiding resentment of "England"' in some areas after the Famine, capitalism and urbanization were able 
to take off due to technology and changing social organization (pp. 342-4). Even Daniel O'Connell saw 
a need to exploit capitalism and the 'British connection' (see D. George Boyce, Nationalism in Ireland 
(London & New York: Routledge, 1982; second ed, 1991) p. 163). But the Catholic Church was also 
strengthening the foundations of its ideological influence - this also aided the survival of Celtic values. 
However. it was women in particular whose position in Irish society changed dramatically after the 
Famine. J. J. Lee suggests that as late as 1841 women made up over half the non-agricultural labour 

force, and they were also employed in agriculture. Not only did women lose their jobs and income in 

domestic industry, but after the Famine there was an increasing shift from tillage to livestock farming - 
a change which was less labour intensive. Also, due to a reduction in women's income and an 
intensification of familism. marriages were delayed and dowries became more important. Consequently, 

economic circumstances after the Famine and the survival of Celtic values made Ireland increasingly 

patriarchal (Lee, 'Women and the Church since the Famine', JVomen in Irish Societv. - The Historical 

Dimension, ed. by Margaret MacCurtain and Donncha 0 Corrain (Dublin: Arlen House, 1978). pp. 37- 

45). 
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authority. Political and cultural discourses were sublimated into national narratives. so centralizing, 

rather than decentralizing, verbal-ideological thought through the 'stable linguistic nucleus of an 

officially recognized literary language' (D] 370). But the competing and dialogic nature of various 

Revivalist and feminist positions, as well as other national literary modernisms, were themselves 

decentring forces which provided the conditions for Joyce's development of an Irish, polyphonic novel. 20 

in the polyphony of Ulysses, characters do become textual subjects of authorial intention and not 

merely textual objects. Kenner's 'Uncle Charles Principle' may entail 'writing about someone much as 

that someone would choose to be written about', 21 but polyphony produces 'various worlds' in an 

'Einsteinian universe': 

In actual fact, the utterly incompatible elements comprising Dostoevsky's material are 
distributed among several worlds and several autonomous consciousnesses; they are presented 
not within a single field of vision but within several fields of vision, each ftdl and of equal worth, 
and it is not the material directly but these worlds, their consciousnesses with their individual 
fields of vision that combine in a higher unity, a unity, so to speak, of the second order, the unity 
of a polyphonic novel (PDP 16). 

The romantic prose of "Nausicaa", the thirteenth episode of Ulysses, cannot be theorized as writing 

about Gerty MacDowell in the way she would have wanted, so that Gerty is merely effected as a 

receptacle for all the feminized clich6s of popular romance. 22 Gerty is an effect of the text, but the 

'higher unity' of a polyphonic Ulysses ensures that worlds combine in such a way that Gerty's 

relationship to other worlds achieves a double-voicing which forms a productive and resistant T- and 

so textual effects. Rather than teaching baby Boardman to say 'papa [ ... ] pa pa pa pa pa pa pa' (292), 

Gerty would like to 'write poetry if she could only express herself (298). The polyphonic novel therefore 

is dialogic throughout, as there is no 'unified world of objects' against which material can unfold 

'within the framework of its own monologic understanding', but 'it is constructed not as the whole of a 

2OSee Joseph Valente, 'The Politics of Joyce's Polyphony', in XewAlliances in Joyce Studies, ed. by 

Bonnie Kime Scott (Newark: University of Delaware Press, 1988), pp. 57-69. Valente also discusses 

Baklitin's two conditions for the development of the polyphonic novel within the Irish context. But 

Valente is not sensitive to the feminist voice (p. 59). See also Ian Watt, ]'he Rise of the Aovel (Chatto & 

Windas, 1957; repr. Harmondsworth: Penguin, 1963), pp. 62-96. 

21 See Hugh Kenner, 'The Uncle Charles Principle', in Joyce 'S Voices (London: Faber and Faber, 1978), 

pp. 15-38 (p. 21). 
22See Suzette Henke, 'Gerty MacDowell: Joyce's Sentimental Heroine'. in Ilonien in JoWe, ed. b-, - 

Suzette Henke and Elaine Unkeless (Urbana: University of Illinois Press, 1982), pp. 132-49. 
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single consciousness, absorbing other consciousnesses as objects into itself but as a whole forined bv the 

interaction of several consciousnesses, none of which entirely becomes an ob ect for the other' (PDP 18). j 

It is this loyalty towards 'a will to the event' (PDP 2 1) which I identify in Ulysses. Like Dostoevs1c. y 

Joyce could see and reproduce the interaction and coexistence of things, as exemplified by his attempt to 

reproduce simultaneity in a polyphonic time-frame and the 'cross-section of a single inoinent'. As the 

determinant of genre, the chronotope becomes in the modem polyphonic novel the sensitized time-space 

of counter-histories. The representation of history has become polychronotopic. It is the historical 

sensitivity of the Bakhtinian chronotope which makes it such an effective amplifier for the N, oices of 

Ulysses where a specifically decolonizing dialogics are at work, as the most salient feature of such 

imaginary voices is that they are gendered. Feminist and decolonizing discourses in the polýphony of 

Ulysses thus produce a specific fusion of aesthetics and politics which enables the image of Gerty to 

'take on flesh', so that her expression of herself may be read. 

One of the problems Bakhtin identified in scholars and critics of Dostoevsky was the willingness to 

be enslaved by the ideology of his characters, a failure 'to hear the whole behind the individual voices' 

(PDP 43), and it is not unknown for critics of Ulysses to locate, on behalf of Joyce, an apparent refusal 

of Irish national politics through a Bloomian rejection of violence in "Cyclops-. Bloom has been 

canonized as the hero who speaks for Joyce, but the force of the dialogism between the Citizen and 

Bloom cannot be resolved by 'Love [ ... I the opposite of hatred' (273). It is not a single word, or a single 

accent, which I aim to look for in Joyce (a monologic frame imposed upon the polyphonic event) but the 

whole behind the individual voices. if Joyce 'cuts the umbilical cord' binding him to his characters it is 

the women who are metaphorically reborn. It is the women in Ulysses, and I believe Molly in particular, 

that occupy such a space of potentiality in Joyce's text. They are the texts who appropriate dialogism and 

identify the whole behind their own voices and the individual voices of others. Joyce frames his political 

concerns through women who are constructed within their historical and cultural contexts, and by 

reproducing the simultaneity of their political constructions (at the site where colonialism, nationalism, 

and gender intersect) Joyce's text is able to voice the dialogic and disruptive cultural inscriptions of Irish 

women. it is the 'diversiýv of speech' which is the 'ground oj'style' in JoyCe's text, not the 'unity of a 
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norinative, yhared language' (DI 308). As Benita Parry argues 'it should be possible to locate traces and 

testimony of women's voice [sic] on those sites where women inscribed themselves as healers, ascetics, 

singers of sacred songs, artizans and artists. 23 But, as I hope to demonstrate in my textual readings, 

Joyce's authentic heteroglossia goes further, as he enables his female texts to dialogize the sites of their 

own Joycean constructions. 

(iii) From the Old Milkwoman to Molly Bloom: Mythic Structures or Textual Forms? 

For Bakhtin, Odysseus was once read in the tradition of 'comic Odysseus'-, he Nvas a popular figure 

and 'a parodic travesty of his high epic and tragic image': 'Odysseus I ... ] donned a clown's fool's cap 

(pileus) and harnessed his horse and ox to a plow, pretending to be mad in order to avoid participation 

in the war' (DI 54). In a letter to Frank Budgen, Joyce also reads Odysseus through a similar tradition by 

24 arguing that Odysseus was a 'war dodger who tried to evade military service by simulating madness. 

In later readings Odysseus may have become an eponym for Greek myth and the valorized hero, and so 

he has lost the power to authorize his own identity through mirnicry, but Joyce's Dublin Odyssey gives 

back Homer's epic its access to laughter and parody. If laughter destroys epic distance, the epic past is 

brought into a dialogue with the present in Ulysses, and so it is the epic discourse which becomes the 

'object of representation': 'the object of a parodic travestying "mirnicry"' that 'rips the word away from 

its object, disunifies the two, shows that a given straightforward generic word - epic or tragic - is 

onesided, bounded, incapable of exhausting the object' (DI 55). 

Thus, rather than conforming to the masculine literary tradition through the universalizing origins of 

myth, Joyce repositions the Homeric legend - and likewise the C6chulainn myths of the ReNival which 

his text invokes - as anti-epics and so anti-official discourses. Joyce refuses to universalize origins bý 

ysseus or CiiChulainn. If, as B tin suggests, it NA'as representing Bloom as a heroic modern day Od. akh 

Och, sseus's 'motif of madness that switched the figure of Odysseus from the high and straight-fonvard 

plane to the comic plane of parody and travesty' (DI 54) so Poldy' s 'motif of madness' - his desire to 

23Parry. 'Problems in Current Theories of Colonial Discourse' (p. 35). 
24Frank Budgen, Jaines Jqvce and the J Iaking of Ulysses and Other Writings (Oxford. Oxford 

University Press, 1972), p. 269. 
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evade the masculine world of Dublin through the feminized identity of a Nvornanly-man - cannot be 

resolved by the UiChulainn myths of the Revival or coloMal discourses of femininitý, 
. 

Joyce therefore positions Ulysses as an anti-epic, and so a decolonizing discourse, which rejects the 

authority of a pre-colonized and pre-linguistic identity (which is abstracted from the forces of dialogism) 

- and so the epic past is brought into dialogue with the relativising present rather than the present being 

returned to the epic past. Revivalist tropes attempted to 'reinsert' an epic continuity into a discontinuous 

present through female Sovereignty structures of early Irish myths and legends, and so Joyce not only 

interacts with the Greek tradition of myth and legend but he also invokes early Irish mythic parallels 

through texts like the Min in his structuring of Ulysses. As Lorna Reynolds points out, the Min can be 

read as a comic epic with Queen Medbh positioned as the heroine of the comedy. 25 If Poldy refracts 

comic Odysseus, Molly's chronotopicity draws into her text the epic world of feminized tropes while 

subjecting them to the time and space of her counter-histories. 

As Reynolds points out, the 'Min begins with a quarrel between Maeve and her husband in which he 

tries to devalue her as a person and reduce her to the status of a mere wife. a weak woman in need of a 

man's protection'. 26 Queen Medbh herself will not perform her epic role, her actions, like those of 

Odysseus, are not in harmony with the epic tradition and must be rewritten if C&Chulainn is to maintain 

his eponymic status. It is Queen Medbh who is blamed by UiChulainn for the defeat of her army - an 

engendering that is reinforced by Thomas Kinsella's 'living' (T vii) translation: 'We followed the rump 

of a misguiding woman [ ... 1. It is the usual thing for a herd led by a mare to be strayed and destroyed' (T 

25 1). But the oppressive tradition of representing a national archetype through the stability of a colonial 

stereotype, is refused by Joyce. As with Bloom, Joyce refuses to represent Molly as the modem day 

Penelope, Queen Medbh. or Cathleen - and so any universal fusion of femininity and nationhood is 

e 13), see also Maria T 'Moc 0, 25Reynolds, 'Irish Women in Legend, Literature and Lif ' (P NA 
'Sovereignty Structures in "UIN-Sses"', JJQ, 25 (1988), 445-64, Tymoczko argues that there is a set of 

symbolic structures in (-Týysses 'pertaining to the Sovereignty of Ireland, one of the oldest and most 

pervasive prototypes of Irish myth, a prototype which had also been exploited before Joyce by the Anglo- 

Irish literary revivaY (p. 445). 
26Reynolds, ibid. (P. 13). 
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(AkInied. Conflation is replaced by dialogism, and so a creative interchange between mythic figures, 

Revivalist tropes and the women in Ulysses, is formed through the polychronotopicitý- of Joyce's text. 

The process of colonization in Ireland is a history of feminization, and early Celtic myths helped to 

shape a 'model' for Irish womanhood. 27 CftChulainn may have authorized Patrick Pearse's Gael, but in 

early Irish mythology Sovereignty goddesses also played an important part in Irish society. The 

goddesses' function as Mother Earth had the power to ensure the rightful King's victory in war through 

sexual union. Although these female representations symbolized the abstract sovereignty of the land, 

their physical appearance and metamorphosis, from old and ugly to young and beautiftil, depended upon 

the qualities of the King. As Maria Tymoczko argues, the Sovereignty goddess was the most distinctive 

Irish goddess: 'Her union with the sacral king was signaled by her metamorphosis from hag to beautiful 

young girl. '28 These goddess figures not only ensured fertility through sexual power, but they were also 

linked with destruction. The Morrigan was a goddess who sometimes appeared as a beautiful young girl, 

a powerful woman, or an old hag. She was frequently associated with cattle and could metamorphose 

into a crow. As Rosalind Clark points out, these female figures were extremely strong and powerful 

women, as sovereignty goddesses they could symbolically confer victory by sleeping with a hero, while 

the Morrigan is 'like an official bard, she relates the battle in a poem that can be passed down to 

29 posterity'. 

Tymoczko's scholarly work on Sovereignty structures in the Book ofInvasions and the Min, 

identifies mythic parallels in Ulysses, through the old milkwoman in "Telemachus" and Molly Bloom, 

Locating metamorphosis through the movement in Joyce's text from the Sean Bhean Bhocht (Poor Old 

27 As 1. Barbour argues: 'A model represents the enduring structural components which myths 
dramatize in narrative form [ ... 

]. Broadly speaking, a model is a symbolic representation of selected 
aspects of the behaviour of a complex system for particular purposes. It is an imaginative tool for 

ordering experience, rather than a description of the world' (A-lyths, Alodels and Paradigms (SCM Press, 

1974), p. 6 as cited by Margaret MacCurtain, 'To-wards an Appraisal of the Religious Image of Women', 

The Crane Bag, 4.1 (1980), 26-30 (pp. 26,29). 
28TyMOCZko, 'Sovereignty Structures in Ulysses' (p. 446); see also Tymoczko, 'Symbolic Structures in 

yss Ulysses from Early Irish Literature', JJQ, 21 (1984), 215-30; see also Tymoczko, The Irish 'Ut es , 
(Berkeley & London: University of California Press, 1994) where the substance of the arguments of 

these two articles are reproduced and expanded, 
29CIark, 'Aspects of the Morrigan', Irish Universi4v Review, 3 (1987), 223-236 (p. 230)-. see also 
Proinsias MacCana. 'Women in Irish Mythology', The Crane Bag, 4.1 (1980), 7-11 (p. 9). 
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Woman) to fertile and sexual Molly, Tymoczko identifies not physical shape-changing but the 

replacement of one character for another In Joyce's text: 

Joyce does not use the motif of the physical metamorphosis of the Sovereignty. Rather than 
metamorphosis of the female figure, there is replacement of character, transformation of the text. 
The old woman gives way to the young, the text turns from the old woman to Mollv. 30 

But in contrast to Tyrnoczko I will show that Joyce achieves linguistic metamorphosis through the 

progression and dialogism of his women and not replacement of one character for another, Through two 

Sovereignty images Of Ireland, an old hag and a sexually powerful woman - the first and the last women 

in Ulysses - Joyce frames his central themes of colonization, nationality, and sexuality. But unlike 

Yeats, who also centres the gendering of nationality in his play Cathleen Ni Houlihan - through the 

metamorphosis of old hag to beautiful, but chaste, young woman 'with the walk of a Queen' - Joyce 

achieves not symbolic metamorphosis and Sovereignty, but a textual metamorphosis (epic to polyphonic, 

monologic to dialogic) through the Sovereignty of Molly, S teXt. 31 Through the old milkwoman in 

"Telemachus", and Molly in "Penelope", Joyce demythologizes and remaps the abstraction of Mother 

Ireland - so creating the possibility of alternative futures and not alternative symbols of Sovereignty. 

The sexual and textual topography which produces a silent Scan Bhean Bhocht, an identity given to the 

old woman by Stephen in "Telemachus", achieves linguistic transformation through the dialogism of the 

women in Ulysses who reinstate the 'living, generative forces of linguistic life as consciousness lies on 

the borderline between oneself and the other' (DI 293). It is the women in Ulysses who replace 

representation with dialogism. Joyce's Sean Bhean Bhoct is not merely a symbol of a Gaelic Ireland that 

is dead and gone, only to be replaced with mythic Molly. She is not, as Tymoczko suggests, 'the Shan 

Van Vocht, [who] is only the butt of jokes, unable to compel young men to pay for their milk with 

farthings, never mind their lives 1. On the contrary, she is, as I will go on to show, a speaking subject 

32 
who forces dialogism. 

30TyMoCZko, 'Sovereigntýý Structures' (p. 457). 
31 See Hugh Kenner, 'The Look of a Queen', in I T`oinan in Irish Legend, Life and Li terature, pp. 115 -24. 

Kenner suggests that Joyce rejects the sacrificial aspects of Yeats's Cathleen., Ni Houlihan, but argues 

that Joyce's Nvomen have a 'devouring' nature. 
32Tvmoczko, 'Sovereignty Structures' (p. 449). 
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In Uly, ýses the woman who, brings - rich white milk' from a 'patient coNN" (12) for Stephen. Mulligan, 

and Haines (the Irish, Anglo-lrish, 33 and the English) is Joyce's textual evocation of the Sean Bhean 

Bhocht - she has 'wrinkled fingers' and 'old shrunken paps' (12). In the Min sovereignty goddesses 

often appear in the form of an old crone and are associated with milk and COWS. 34 Joyce not only invokes 

sovereignty structures from the Min, but he also mocks Yeats's notion of blood sacrifice in Cathleen Ai 

Houlihan - which achieves metamorphosis of the Sovereignty through the dutiful sacrifice of young 

men's lives. 35 There may be no sacral King in Ireland, because of the English Sovereignty, but in 

Joyce's text neither Buck nor Stephen possess the necessary qualities to deliver svrnbolic Sovereignty or 

textual metamorphosis. Suggesting, in a mocking tone, that 'Ireland expects that every man this day xvill 

do his duty' (13), Buck identifies the milkwoman as a Yeatsian sovereignty figure, but rather than 

paying the 'Silk of the kine' the 'poor old woman' (12) with his life, he short-changes her. 

And similarly Stephen underestimates the old woman, he too can only read a silent inscription. 

When the old woman is delivering the milk Haines speaks to her in Gaelic - the 'authentic' language 

which the Irish have been estranged from through English colonizing forces. Stephen's negative reading 

of the milkwoman is confirmed when he asks her if she understands Haines's Gaelic, to which she 

replies with a question: 'Is it French you are talking, sir? ' (12). It could appear that the milkwoman has 

mistaken Haines's Gaelic for French; this may be interpreted as a criticism of those Revivalist discourses 

which located nationhood through the Gaelic language -a language that even the poor old woman 

herself cannot understand. But in 1904 it would be very surprising if an old woman did not at least 

recognize Gaelic - unless of course Haines's French/Gaelic accent was so appalling that only Stephen 

could make any sense of it. Intonation in Ulysses is very difficult to interpret, because of the nature of 

Joyce's polyphony, but meaning can be appropriated through context. In 1891 just under 25% of people 

33 Although Mulligan is not strictly Anglo-Irish, his social conflict with Stephen has national 
resonances which suggests that he may be read as an 'Ascendancy' figure. See L. H. Platt, 'The Buckeen 

and the Dogsbody: Aspect of History and Culture in "Telemachus"', JJQ, 27 (1988), 77-86. As Platt 

argues: 'Stephen is an Irish Catholic while Mulligan is an Anglo-Irish Catholic who has had the social 
advantages of a Protestant education and feels himself to be a natural member of an Ascendancy which 
in historical reality was no longer exclusively Protestant, but which was still upper-class, retaining the 

values and attitudes of an hegemony even when its material fortunes were on the decline' (p. 77). 
34Ty-moczko, ibid. (pp, 448-9). 
35Tymoczko (The Irish V4ysses) argues that Joyce's poor old woman metamorphoses into the OLD 

GUMMY GRANNY who, Ue Yeats's Cathleen Ni Houlihan, 'devours young men, causing them to 

consume each other and in the process consuming them herself, sending them to their deaths' (p. 109), 
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in the Dublin area were Irish speakers, and I believe evenone would have at least recognized Gaelic 

(regional variations and all) when it was spoken. 36 Lyons suggests that on the eve of the Famine 'about 

four million people, or half the population, still spoke Irish as their mother-tongue' but 'only six years 

later, in a population reduced to about six and a half million, no more than 23% spoke Irish'. 37 It is not 

clear how old the milkwoman is, but it is almost certain that she was a survivor of the Famine. The old 

woman must surely have been exposed to some Irish as a child, through ballads and games, if not 

through direct contact or through Hedge Schools. 38 It seems entirely probable that the old woman does 

recognize Gaelic, and that when she replies to Buck, who repeats Haines's wish that the Irish speak Irish 

in Ireland, her tone is mocking: 'I'm told it's a grand language by them that knows' (my italics) (13), 

rather than as Stephen suggests, 'she bows her old head to a voice that speaks to her loudly, her 

bonesetter, her medicineman. The mocking tone of the old woman's words: 'I thought it was Irish [ 1, 

by the sound of it' (12), may be an irony at the expense of Haines's shallow ethnographic gaze. Haines 

projects a vision of a native Irish that has removed itself from its authentic culture and language - and 

so it must relearn its past and authenticate itself through the colonizer's gaze once again. Consequently, 

Haines reinstates the regulating force of a natural language while positioning an alienated 'native' Irish 

as the evidence for his anthropological ethnography. Denying Hiberno-English any capacity for 

colonizing official English (and so English identity) the colonizer once again turns to the regulating 

force of a unitary natural language. The old woman's mocking tone also undermines Buck's mocking of 

Irish identity as reflected in his lookinglass, while 'upbraiding' Stephen for refusing to hear her VoiCe, 39 

36 See Foster, Modern Ireland, p. 517. 
37 Lyons, Culture andAnarchy in Ireland, p. 8. 
38David Lloyd (Anomalous States) suggests that the statistics on Irish language use may reflect only the 

predominant language of literacy: 'oral proficiency in Irish went along with literacy in English' and 
Irish 'ballads often seem to assume a considerable degree of passive competence in Irish, at the least, 

and certainly an awareness of Gaelic cultural referents' (p. 117), 
39See Gayatri Chakravorty Spivak, 'Questions of Multiculturalism', interview by Sneja Gunew (30 
August 1986) in The Post-Colonial Critic: Interviews, Strategies, Dialogues, ed. Sarah Harasym (New 

York, 1990). Spivak points out, the 'Native Informant' was 'treated as the objective evidence for the 
founding of the so-called sciences like ethnography' and so it is the knower who experiences theoretical 

problems: 'The person who knows has all of the problems of selfhood. The person who is known, 

somehow seems not to have a problematic self (as cited by Sara Suleri, 'Woman Skin Deep: Feminism 

and the Postcolonial Condition', in Colonial Discourse and Post-Colonial Theory, pp. 244-56 (p. 252)). 
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For many Irish people the loss of Gaelic developed a sense of separation from the organic, native 

peasant community. Although one commentator on the Famine suggested that people considered it to be 

bad luck to speak Irish after the Famine, he suggested that everyone over forty knew Irish. 40 In the 

1840s Thomas Davis and the Young Irelanders, like the Gaelic League, attempted to locate Irish origins 

through the Gaelic language, But Davies, an English-speaking Protestant, was not arguing for a return 

to the Gaelic language, but rather his cultural nationalism aimed to achieve a state of polyglossia 

through which Gaelic would be the superior Mother Tongue and so an essential marker of nationhood. 

'Young Ireland was a splinter of the Repeal movement' while Davis's 'celebration of Irish history 

necessitated backing Catholic nationalism against alien Protestantism'. 41 Consequently the Young 

Irelanders used the orgamc metaphor 'racy of the soil' to locate the Catholic middle classes firmly on the 

land through the imagery of the Irish peasant, and Yeats's Ascendancy aspirations also demanded that 

he 'capture the concept of the "peasant"' through symbolic and mythic discourses. 42 But through the 

time-spaces of dialogic irony, as opposed to the abstract territories of symbol and myth, Joyce's old milk 

woman brings 'peasant Ireland' to the cultural centre of the Irish Revival, from where she is able to 

disrupt and subvert her symbolic representation. A refusal to be e., dled to the feminized terntory of the 

past enables the milkwoman to cut the 'omphalos' (15), and so her bloody links with England. Mulligan 

informs Haines, 'The seas' ruler' (16), that the Martello Towers were fortifications built by 'Billy Pitt 

[]. when the French were on the sea. But ours is the omphalos' (15). Buck's words are not only a 

reference to the anticipated French support for revolution in eighteenth-century Ireland but his words are 

a direct quotation from the political ballad 'The Shan Van Vocht': 'Oh! the French are on the sea, / Says 

the Shan Van vocht'. 43 In a polychronotopic reading of the old woman's 'misrecognition' of Gaelic for 

40 Department of Irish Folklore, University College, Dublin: Famine NIS 1069.140, as cited by Deane, 
'The Famine and Young Ireland' (p. 118). 
41 R. F. Foster, -Alodern 

Ireland 1600-1972 (London: Penguin, 1989), pp. 310-313. 
42Cairns and Richards (Writing Ireland) argue: 'In the 1900s, the outcome of the struggle to capture the 

concept of "the peasant", in order to mobilize it as a sentimental connection between the various 
contending groups of intellectuals and the people-nation, gave a particular form of definition and 
concretization to that people-nation' (p. 71), see also Edward Hirsch, 'The Imaginary Irish Peasant', 
PAIL4,106.5 (1991), 1116-1133. 
43See Deane, 'Poetry and Song 1800-1890'. in The Field Dq-y Anthologv of1rish If riting, II, pp, 1-114 

(pp. 109-10). 
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'French' her utterance anticipates Haines's query about the tower's origins, highlighting both his 

44 historical naivetd and his companions naivetd with regard to the old woman. 

Haines's ethnographic interests give force to English colonizing discourses. But his desire for an 

affinity with an imaginary Gaelic nature (Haines leaves the National Library to buy Hyde's 'Lovesongs 

of Connacht'(163)) is upset by the old milkwoman whose text manages to subvert her own exile to such 

a territory, The 'Gaeldom of Erin', which Hyde explores in his introduction to the Love Songs of' 

Connacht (1904), exposes Hyde's desire to de-Anglicize Ireland merely by inverting hierarchies. For 

Hyde, the 'Gaelic nature' arises from a peasant eNistence that is 'so pitiable so dark and sad & 

sorrowful', that they are 'broken, bruised, & beaten down in their own land and country' yet still able to 

make, 'truly gentle, smooth, fair, loving poemS,. 45 But rather than being 'broken, bruised, & beaten', as 

reflected in Stephen's 'cracked lookingglass of a servant' (14), the old woman is mocking those who are 

not true patriots. In 1904 W. B. Yeats wrote a preface to Hyde's Love Songs, and he too attempts to 

discover the spirit of Ireland through the 'folk' who speak 'in that beautiful English of the country 

people who remember too much Irish to talk like a newspaper'. 46 In Cathleen Ni Houlihan, only true 

patriots can bring about metamorphosis, and see a young woman with the walk of a queen, yet for Joyce, 

if Ireland is to be free 'From the centre to the sea' the true patriots are those who can hear the old 

47 
woman's inscription rather than short-change her. 

Stephen's representation of the old woman, like Buck's and Haines's, is oppressive. He attempts to 

short-change the old woman, preferring to give the twopence which she is owed to Buck for a pint. He 

may refuse to give authority to the old woman's mythical representation by refusing to 'beg her favour' 

afraid that she can only speak the words of her mythical form (the Circean Old Gummy Granny) 

and so compel him to give his life for Ireland - but in so doing he also denies her a voice. Stephen is 

unable to forge a link between the old woman's spoken words and the extraverbal context of her speech. 

44See Maria Wakely and Gerry Carlin, 'Joyce, Bakhtin, and Female Polychronotopic Resistance', 

forthcoming in linpritnatur, Vol. 2, No. 2/3 (1997). 
45Hyde, The Love Songs of Connachl, collected and translated by Douglas Hyde (Dundrum: Dun Emer 

Press, 1904; facs. rcpr., Shannon: Irish University Press, 1971), p. 1-2. 
46Yeats, ibid. (preface). 
47QUotation from 'The Shan Van Vocht'; see Deane, 'Poetry and Song 1800-1890' (p, 109). 
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But as Bakhtin argues, intonation occupies a space on the border of the said and the unsaid. Intonation 

is the most social part of language because of its direct contact with life (Fr 102-3), but the basic value 

judgements which the old woman hoped were common to both her and Stephen were not lacking in 

Stephen, but he assumed they were lacking in the old woman - and so he could not hear her voice and 

gave no choral support. As the narrator in "Telemachus" implies, Stephen could not tell whether the old 

woman had come 'to serve or to upbraid' (12). But the dialogic structure of a relationship is the 

important practice, as the sign emerges from within an arena of struggle: 'A word is a bridge thrown 

I-- between myself and another. If one end of the bridge depends on me, then the other depends on mN 

addressee. A word is territory shared by both addresser and addressee, by the speaker and his [sic] 

interlocutor' (MPL 86). Yet for Stephen, in "Nestor", dialogue is more like a pier, 'a disappointed 

bridge' (2 1), than a structural connection. But dialogic structure cannot be totally perverted. Stephen is 

mistaken when he reads the milkwoman's silence as the response of someone who is bound by a 

colonized, pre-historical, and pre-discursive role. 48 Stephen may have to wait until "Circe" to 

understand the significance of the old woman's silence, but rather than experiencing the disappointment 

of Kingstown pier through a retreat into symbolism, Joyce's Sovereignty structure insists that she forms 

one end of the bridge and throws the word to Stephen. 

Like the old woman, Molly will not accept any form of colonization through the mythical topography 

of old hag, sexual woman, or Yeats's Cathleen - tropes which are imbued with discourses of blood 

sacrifice and destruction: 'Im not an old shrivelled hag before my time' (639 ). G. F. Dalton points out 

that the companion themes of transformation and blood sacrifice had 'been little heard of since the time 

of Eochaid 0 hEoghusa and seemed to have died out' until their reinstatement in Mangan's Caidin Ni 

Houlihdn. In a literal translation of Caidin Ni Houlihdn, the poet not only rejects the hag-image, but also 

notions of metamorphosis from old-hag to young girl: 

Do not think that our beautiful stately woman is a jet-black hag, 

48 For Baklitin any utterance contains within it articulated silences. These silences form the dialogic 

nature of the text. It is through the coinnion ideological purview of the reader and the author that an 

attempt NN ill be made. on both accounts, to discern and read what is not said. Consequently. a dynamic 

socioeconomic reality is refracted by the literary text, which also simultaneously 'reflects and refracts the 

reflections and refractions of other ideological spheres' to give literature the status of a dialogic 

superstructure (Ell 16). 
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Or a crone, or a cripple, or a little heap of bones. 
Although she has long been lying with foreign men. without any rest, 
Caitlin ni Houlihan is good enough for the King. 49 

But in Mangan's second, and more famous version, transformation is implicit in the poem through the 

metamorphosis from 'hag' to 'Queen'. Dalton argues: the 'idea of the transformation is not stated but it 

is latent in the juxtaposition of the two images; and, years later, it was here that Yeats found it': 

Think her not a ghastly hag, too hideous to be seen, 
Call her not unseemly names, our matchless Kathaleen; 
Young she is, and fair she is, and would be crowned a Queen 

... 
10 

Dalton's suggestion that Yeats is reinstating an ancient tradition of blood sacrifice and metamorphosis 

of the Sovereignty is evident in his play Cathleen Ni Houlihan : 'He died for love of me; many a man 

has died for love of me They that had red checks will have pale cheeks for my sake'. 51 Yeats's 

Cathleen may be asexual, as Catholic Ireland dictated during the period of the Irish Literary Revival (in 

contrast to the celebration of sexuality practised by mythical women), but Yeats's conflation of the land, 

woman, and sacrifice is obvious. But through the dialogues of the old milk-woman and Molly, Joyce 

rejects both female abstractions and blood-sacrifice. In contrast to Yeats's Michael, Stephen feels that he 

has escaped the Irish fate of dying for one's country by refusing to hear the old woman. But by 

conflating a mythical and poetical abstraction with a woman's reality, while giving that abstraction the 

power to remove the sign from its social arena of struggle, Stephen has removed himself from the 

practice of language - suffering the same intwdcation as Yeats's Michael if not the same fate, 

Molly, like the old woman, will not allow herself to be confined and reduced to a poetical abstraction 

with a lust for blood-sacrifice through the sexualization of the land. The blood of Molly's chamber pot, a 

49Mangan, Caitlin Ni Houlih6n, Poets and Poetry ofAIunster, ed. by John O'Daly, 1849; G. F. Dalton, 
'The Tradition of Blood Sacrifice to the Goddess tire', Studies, 62 (1974), 343-54 (p. 349). 
5OMangan, as cited by Dalton, ibid. (pp. 348-9). In his 1902 lecture Joyce praised Mangan, but in 1907 
he suggested that Mangan had not always made the effort to 'free himself from the unfortunate 
influence' of the 'idols that corrupt him fromwithout and within'; the 'history of his country encloses 
him so straitly that even in his hours of extreme individual passion he can barely reduce its walls to 

ruins' (CIT'185). See David Lloyd (Aationalism andAlinor Literature: James Clarence Mangan and the 
Emergence ofItIsh Cultural Nationalism (Berkeley: University of California Press, 1988), p. 87), for a 
discussion of the politics of translation, from Gaelic to English, in Mangan's work. 
51W. B. Yeats, Cathleen A'-i Houlihan, in Selected Plays, ed. by A. Norman Jeffares (London: 
Macmillan, 1964), pp. 245-56 (pp. 251,255). 



81 

sign o fertility and growth, replaces the sterility and death of blood-sacrifice. Molly's symbolic referents 

may owe a greater debt to the eroticized Sovereignty goddesses in the Min, in opposition to the 

asexuality of Yeats's Cathleen, but eroticized topography is equally violent. Tymoczko suggests that 

Joyce rejects the first representation of Sovereignty in Ulysses - the milk-woman - but 'elaborates and 

fleshes out in a contemporary guise' the unrestrained sexuality and fertility aspects of mythic sovereignty 

figures through Molly. 52 For Tymoczko, through the juxtaposition of these two women, Joyce is 

rejecting Gaelic Ireland, as represented by Joyce's poor old woman: 'her day is done and her decrepit 

condition signals for Joyce the death of Gaelic Ireland, including its language and rural, peasant life'. 

while offering, through Molly, metamorphosis: 'chaste, religious Ireland as -vvoman with her loss of 

Gaelic and her bankrupt tradition gives way to modern, English-speaking, urban Ireland as woman with 

the richness of an expanding international outlook, contemporary morality, acceptance of the body, and 

a new religious freedom., 53 So, by linking Joyce more closely to the native heritage of Ireland than other 

writers of the Revival who produced a desexualized. version of ancient sovereignty figures, Tymoczko 

seems to argue that Joyce somehow achieves metamorphosis through more 'authentic' symbolism. But 

such subliminal shifts in representation are hardly liberating. Rather than offering the Irish symbolic 

Sovereignty, by reproducing a less sexually restrictive representation through a more authentic and 

legitimate heritage than other writers of the Revival, Joyce actually subverts the very notion of authentic 

symbolism through Molly's rejection of the characteristics of symbolic structures. It is the very dialogue 

between ancient and Revivalist notions of myth and representation, invoked by Molly's dialogism, 

which demythologizes the nation in Ulysses. Molly and the other textual women in Ulysses refuse to 

settle for representation within a metaphorical structure. There is no linear progression from myth to 

Molly in Joyce. 

Charles Bowen contrasts MollyvNith ancient sovereignty figures through her menstrual flow and 

urine: '0 patience above its pouring out of me like the sea' (633), as Queen Medbh in the Min fills three 

52Tymoczko, 'Sovereignty Structures' p. 456. 
53 Tymoczko, ibid. (pp. 459-60). 
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lakes with her 'urine of blood'. 54 Bowen suggests Molly's blood and urine are powerful symbols which 

are central to this Celtic Goddess's powers of fertility and destruction, while Tvmoczko suggests: 

Molly's bodily flow and her fluid language are both part of Molly's mythic nature as Joyce has 
delineated it for us-, they are counterparts and complements to the earth-goddess aspects of her 
portrait [ 

... 
1. This woman has the immortal status of the Sovereignty and that her series of 

potential lovers extends through the eternal time frame of the gods. 55 

But, as I argued earlier, Joyce's style will not submit to any 'eternal time frame' as the epic tradition 

dictates: Molly will not affirm her metonymic representation by denying chronotopicity. 56 In contrast to 

the myths of the Min, in Molly's text there will be no rebirth and growth as a result of bloodletting and 

sacrifice. Molly replaces blood sacrifice with the bloodletting of her menstruation, a life-giving force 

which emphasizes fertility and the potential for new life - as Molly menstruates, and so ovulates, every 

three weeks. 

The fertility of Sovereignty figures in early Irish literature is not always demonstrated by the bearing 

of many children, argues Tymoczko, and so Molly's control of her fertility is not inconsistent with 

Sovereignty structures. Using evidence from the scholarship of Proinsias MacCana, Tymoczko argues: 

'it is primarily in her role as the mother of a sovereign or the founder of a lineage that the procreation of 

the goddess is stressed'. Therefore, for Tymoczko, MacCana's observation suggests that Molly's practice 

of birth control is not outside mythological parallels of fertility. 57 But the symbolic representation of 

Cathleen or Mother Ireland during the period of the Revival, which is the social context of Ulysses, was 

precisely that of 'the mother of a sovereign', a Sovereign Ireland free from British colonial influences 

and constraints. Molly is aware of the politics and symbolic constructions which produce a model for 

54 See Charles Bowen, 'Great-Bladdered Medb: Mythology and Invention in the Tdin B6 Cfiailnge'. 
tire-Ireland, 10 (1975), 14-34, as cited by Tymoczko, 'Sovereignty Structures' (p. 462). 
55 Tynioczko, 'Sovereignty Structures' (pp. 450,452). 
56See Bonnie Kimc Scott, Joyce and Feminism, (Indiana & Brighton: Indiana University Press & 

Harvester, 1984). Scott also stresses the mythic and sexual nature of Molly: 'Celtic myth shared the 

unrestrained attitude of Molly Bloom toward human functions of elimination and sexuality' (p. 180). 

Like H616ne Cixous, Scott is concerned with reclaiming feminized myths through her identification of 

mythical female figures in Joyce. 
57 MacCana quotation from Proinsias MacCana, 'Aspects of the Theme of King and Goddess in Irish 

Literature'. ýtudes Celtiquýes, 7 (1955), pp. 88,95,98-, as cited by Tymoc7lo, 'Sovereignty Structures' 

(pp. 453-4). 
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Irish motherhood: 'nice invention they made for women' (611)-, birth control, and not procreation, is 

practised by Molly - and so she moves outside mythic parallels. 

A 
.f is Rosalind Clark points out, the Morrigan, who appears in the Min under many guises, is another 

Sovereignty figure: 'she may also be a manifestation of the sovereignty since by sleeping with the chief 

god she ensures his continued power, his succession, and the fertility of his land', and she, like other 

sovereignty structures, is associated with cattle and milk. 58 In the Min, the Morrigan is angry with 

UiChulainn for refusing her love and offers of help: 'I have brought you my treasure and cattle. I love 

you because of the great tales I have heard' (T 132). But UiChulainn refuses to acknowledge her as an 

equal, 'I can't attend to a woman during a struggle like this', and limits her to the realm of the body, 'It 

wasn't for a woman's backside I took on this ordeaW (T 132-3). Refusing to acknowledge her power 

UiChulainn maintains his heroic and epic identity and authority (T 238). But the Morrigan is a goddess 

of great sexual power and proficiency; it is after CAChulainn rejects her love and authority that she 

attacks him in the bodily form of an eel, a she-wolf, and a red heifer. The fertility, and warrior status of 

her sexuality, means that through sexual union she could ensure victory in war and confer Sovereignty: 

'just as an Irish Kings's inauguration festival is hisfeis - his "sleeping" symbolically with the land or 

the goddess of the land, who will bring good fortune, victory, and fertility'. 59 Yet CfiChulainn attempts 

to deny the Morrigan's sexuality any potentially powerful role or status and he will not heed her 

warnings. He is eager to defend his great warrior status and epic location, free of any feminized power 

structure. 

Molly's potentially powerful sexuality, and the milk from her 'udder' (52), which is 'sweeter and 

thicker than cows' (62 1), connects her to the Morrigan. One of the meanings of Morrigan is 'Sea 

Queen', and Molly's blood and urine - imagery which is associated with sovereignty goddesses - pours 

from Molly like the sea. 60 In contrast to UiChulainn, it is precisely for a woman's backside that Boylan 

arranges his sexual encounter NNith Molly. but, like the Morrigan, Molly refuses to conform: 'I didnt like 

"Clark ('Aspects of the Morrigan') argues that all Irish fertility goddesses must have an interest with 

cattle in order to reinforce their fertility -- 'the hummel cow of Flidais, provides enough milk to feed the 

arinies of Connaught in the Min' (p. 229). 
59CIark, ibid. (p. 230). 
60CIark, ibid. (pp. 223-4). 
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his slapping me behind going away so familiarIN in the hall though I laughed Im not a horse or an ass 

am F (610). The Morrigan is also a great war goddess, but whereas she is happy to embrace violence 

and death, Molly's voice challenges the sacrificial and violent aspects of this Irish goddess's 

representation by rejecting war through feminized blood sacrifice: 'you wouldint see women going and 

killing one another and slaughtering' (640). But Molly does not merely escape Boylan's gaze - 'like a 

Stallion driving it up into you because thats all they want out of you with that determined vicious look in 

his eye I had to halfshut my eyes' (611) - by returning to the more sensitive and less violent Bloom. 

Boylan may not be the sacral King but Molly is also sensitive to Bloom's access to the epic and 

masculine tradition. Bloom's sexual gaze also lacks any equality: 'him [ ... I trying to make a whore of 

me what he never will [ ... I simply ruination for any woman and no satisfaction in it pretending to like it 

till he comes and then finish it off myself anyway' (610). Just as there is no sexual union between Bloom 

and Molly, so C6Chulainn refuses the love of the Morrigan and will not heed her warnings. But whereas 

the Morrigan wreaks a terrible, if intermittent, revenge upon CAChulainn, Molly rejects the destructive 

nature of the Morrigan, but not her access to power, while exposing Bloom's immersion in sacrificial 

discourses. She is no 'child devouring female monster who sometimes lives in graveyards among the 

corpses', but a mother who moums the tragedy of Rudy's death without any recourse to sacrificial 

discourses. 61 Molly buried Rudy in the 'little woolly jacket' (640) she had made him. If a 'white 

lambkin' (497) peeps out of Rudy's pocket in CiiChulainn/Bloom's imagination, Molly buries the 

sacrificial lamb with the child. 

CAChulainn wounds the Morrigan when she attacks him -a consequence of his rejection of her offer 

of love and sexual union and so assistance in battle. 62 But while wounded, she appears to him again in 

the 'shape of a squint-eyed old woman milking a cow with three tits' (T 136-7), and offers him a drink 

of milk. Unaware of her identity he accepts the cow's milk, while the blessing he gives to her heals her 

wounds. Molly also offers Bloom milk, but not from a cow, but from her own breasts: 'I had to get him 

61 Rosalind Clark ('Aspects of the Morrigan') argues that Worigain is an early Irish gloss for Lanfia in 

the Vulgate (Isaiah 34.14). The lamia is known from ancient times as a child-devouring female 

monster' (p. 224), see also Mulrearm Ni Brolchdin, 'Women in Early Irish Myths and Sagas, The 

Crane Bag Book oJ1, rish Studies (1977-1981), ed. bv Mark Patrick Hederman and Richard Kearnev, 

(Dublin: Blackwater Press, 1982). pp. 525-3 1. 
62Clark, Aspects of the Morrigan' (p. 23 1). 
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to suck them they were so hard' (62 1). Molly may not seek a bloodthirsty revenge but she does attack 

Bloom through the power of her own sexual body. Her adulterous relationship with Boylan is a powerful 

discourse in Joyce's Dublin world, and she will not allow her own sexuality to authorize an epic and 

heroic identity for Bloom. As Rosalind Clark points out, CiiChulainn is still the 'Morrigan's creature 

and prodigy' even though he rejects her love. 63 And if Bloom's sexual gaze refuses to recognize Molly 

as his equal, his cuckolding confers upon her the power to name-, neither Boylan nor Bloom receive the 

Sovereignty of masculinity and the epic tradition through Molly's sexuality, but Molly becomes Joyce's 

ý official bard'. 

Molly, like the Morrigan, may become the official bard who relates the battle within the text of 

another but Molly reftises to confer Sovereignty upon Joyce through any symbolic copulation which 

confines her to an eroticization of Nature. Sleeping with a sovereignty goddess ensures fertility and 

victory for the Irish King, but rather than the verbal artist literally fucking Nature when Molly says 

"yes", as Diana E. Henderson argues, I shall go on to argue in the second half of this dissertation that a 

textual metamorphosis of Sovereignty is transferred from Joyce to Molly. 64 In the next two chapters I 

shall concentrate on the dialogism of Joyce's women and the moments of polychronotopic resistance 

which may be discerned within their narratives, but in the final chapter I will show that Joyce confers 

Sovereignty upon Molly and achieves a transference of influence from the verbal artist to the textual 

subject. 

63CIark, ibid. (pp. 230-6). 
ý1 lodern Fiction Studie, ). 64Diana E. Henderson, 'Joyce's Modernist Woman: Whose Last Word? , nl 

35.3 (1989), 517-27. 



CHAPTER 4 

Gerty MacDowell: Pulp Heroine or Double-Voiced Cuckoo? 

The cuckoo then, on e-very tree, / Mocks married men, for thus sings he, / 
Cuckoo; / Cuckoo, cuckoo: /0 word of fear, / Unpleasing to a married ear! 
(Love's Labours's Lost, V. ii. 904-21). 

Introductory 

The 'namby-pamby jammy marmalady drawersy (alto Id! ) style' of Gerty MacDowell's narrative 

with its 'effects of incense' and 'mariolatry, successftdly parodies the sentimental style of Maria 

Cummins's novel The Lamplighter. 1 As David Pierce suggests: 'If Joyce had a particular Victorian 

novelette in mind it may well have been the one Gerty MacDowell recalls during the episode, namely 

Maria Cummins's The Lamplighter (1854)., 2 

The idealized heroine of The Lamplighter is Gerty Flint; a girl who overcomes all desire in order 

effectively to portray the mature, self-sacrificing and angelic Gertrude Flint. She is the central 

character who embodies the feminized ideals of Cummins's religiose romance. Suzette Henke 

suggests: 'The figure of Gerty MacDowell takes shape, like a "smiling soubrette, " from the fashion 

pages of the Lady's Pictorial, the heated prose of Victorian sentimental novels'. Henke reads Gerty as 

a character who is 'in embarrassing proximity to the heroines of popular literature'. But rather than 

being in 'embarassing proximity' to romantic heroines like Gertrude Flint, I shall go on to argue that 

3 Gerty 'comically subverts both the possibility and the desirability of Gertrude's "exemplary" virtue'. 

As Kimberly J. Devlin argues, "Nausicaa" is constructed through two very different novelistic 

styles: 'If the first half of the episode satirizes blatantly a particular fenunine point of view, the second 

I In the famous letter to Frank Budgen Joyce described "Nausicaa" as an episode written in an '(alto Id! ) 

style with effects of incense, mariolatry, masturbation, stewed cockles, painter's palette, chit chat, 
circumlocution, etc., etc. ' (Letters, 1.135). 
2Pierce, James Joyce's Ireland (NcvN- Haven & London: Yale University Press, 1992), pp. 212-13. 
314enke, 'Gerty MacDowell: Joyces Sentimental Heroine' in Women in Jo 

, vce, pp. 132-49 (p. 132), and 
Kimberly Devlin 'The Romance Heroine Exposed: "Nausicaa" and The Lainplighter', JJQ, 22 (1985), 
383-96 (p. 383). Both Henke and Devlin discuss Gertrude Flint and The Lamplighter as Joycean 
intertexts. But whereas Henke reads Gerty MacDowell as a 'sentimental heroine', DeN-lin discovers in 

Joyce's Gerty a 'temperamental heroine, understandably dissatisfied with her lot' (p. 385). 
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critiques more subtly a particular masculine one'. 4 Patrick McGee also argues that "Nausicaa" 

stylistically dramatizes gender: 'Through the conjunction of two styles in relation to two sexes, 

through the characterization of gender through genre, the "Nausicaa" episode seems to explore the 

problem of sexual difference as a problem of representation., 5 But Gerty's style does more than expose 

the ideological forms which literature imposes, while, as McGee suggests, disrupting the 'ideological 

naivetd of sentimental romance by reinvesting it with uncoded desire', 61 shall go on to argue not only 

that stylistically Gerty disrupts the 'ideological naivetd' of her narrative but her text also subjects the 

authority of Bloom's interior monologue to review. 7 In "Nausicaa" Joyce examines popular forms of 

the novel and subjects influential modernist forms to review, as well as carrying out a self-referential 

questioning of his own stylistic experiment, 

The two halves of "Nausicaa" are not stylistically isolated and Joyce's textual Gerty forces 

dialogism. If Gerty's feminized narrative is marginalized. by the authority of Joyce's modernist, 

Bloomian project, then the masculine form of the second half of "Nausicaa" is also subjected to review 

through the dialogic space which Gerty creates and occupies. Joyce refuses to exclude from his 

aesthetic popular literature like Maria Cummins's work, nor does he marginalize as inadequate those 

female subjectivities which are effected by texts like The Lamplighter. Bloom cannot rest in an 

interior world because Gerty wakens him to the effects of the exterior world of Dublin. If Joyce's 

project is superior to that of Maria Cummins's it is because he dialogizes her work in order to liberate 

the future for her textual Gertrude and those Irish Gertys who live in the Dublin world of Ulysses by 

8 
expanding the boundaries which determine what counts as a valued subject. 

4Devlin, 'The Female Eye: Joyce's Voyeuristic Narcissists', in New A Hiances in Joyce Studies, pp. 13 5- 
43 (p. 135). 
5McGee, 'Joyce's Nausea. Style and Representation in "Nausicaa"', JJQ, 24 (1987), 305-318 (p. 305). 
6McGee, ibid. (p. 309). 
7Working from Lacan, McGee ('Joyce's Nausea') identifies Gerty as a finalized (if ironic) lmaginarý 

representation of the real 'while Bloom is a symptom of the real, a sign that points the way to what we 
have missed. In fact, he is the sign of Joyce [ ... 

1, Joyce's displaced, painted signature' (p. 314). 
8As Bakhtin argues, the novel struggles with its own genre and with other popular and influential forms 

of the genre: 'The novel. after all, has no canon of its own. It is, by its very nature, not canonic. It is 

plasticity itself. It is a genre that is ever questing, ever examining itself and subjecting its established 
forms to review' (DI 3 9). 
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Gerty and Bloom are effected by very different narrative styles which at one level produce 'gender 

through genre', but Joyce also discloses the constructed nature of such gendered productions while 

creating very different characterizations of aspects of gender and nationhood through genres. A sense 

of national identity is very important in The Lamplighter. A small town near Boston New England 

provides one of the central 'Anchors' for the 'World-Tired Souls' (TL 339) who must travel to 

cosmopolitan Europe, fashionable New York, and a colonized, and therefore economically exploitable, 

India. Philip Amory, the mysterious and heroic stranger who turns out to be Gerty Flint's long-lost 

father, has travelled all over the world in search of inner peace only to find it through his angelic 

daughter who embodies the spirit of a homely New England. Similarly, the engendering of national 

identity is central in "Nausicaa". The English colonial presence and the difficulties encountered by 

any Irish response is signalled by Joyce at the very beginning of the "Nausicaa" episode. The twins 

Tommy and Jacky have 'H-MS. Belleisle' (284) printed on their sailor caps. The Martello Tower is a 

symbol of the colonized status of Ireland, but even though 'every little Irishman's house is his castle' 

(285) an Irish sand-castle is no match for the Martello tower - the English man's castle. During the 

fight between the twins, over whether Jacky's sandcastle should have a frontdoor like the Martello 

Tower or not, the Irish castle is destroyed. As Bloom suggests, 'Hopeless thing sand. Nothing grows 

in it' (312). 

The identities of Boston and Ireland are insecure, and so it is Gerty MacDowell, like Gerty Flint, who 

must embody the spirit of nationhood. As symbolic beings both Gertys are confined and restricted by 

their representation styles, but whereas the certainties and exclusions of Maria Cummins's feminized 

text ensure that Gertrude Flint is able to secure a castle for New England (a defence against the 

encroaching modernity of the external world), within the polyphony of Ulysses Gerty MacDowell is 

transgressive. At the close of "Nausicaa" representation, and Bloom's 'superior' style, is rendered 

insecure, he is unable to write his name in the sand, and so stabilize any symbolic identity for himself 

or Ireland through Gerty's generic sexuality. 9 Afraid of artistic self-deception, Joyce warned Irish 

9 See Joyce. 'Ireland, Island of Saints and Sages'. in CIF. pp. 153-74. Joyce likened the Irish civilization 
to a 'fabric' in NN hich it is useless to look for a thread that may have remained pure and virgin'. He 

suggested that 'Nationality * must 'find its reason for being rooted in something that surpasses and 

transcends and informs changing things like blood and the human word' (pp. 165-6). 
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artists against courting 'the favour of the multitude'. He suggested that a 'nation which never 

advanced so far as a nuracle-play affords no literary model to the artist' and he criticized Irish artists 

for failing to keep up with the 'tide' of the novel 'which has advanced from Flaubert through 

Jakobsen to D'Annunzio: for two entire eras lie between A, fadame Bovary and 11 Fuoco' (C'11'68-72). 

Bloom may not be able to write his name in the sand, as essentialist national narratives dictate, but 

through his stylistic experiment Joyce is able to write new national fictions through his commitment 

to the heteroglossic forms of the dialogic principle. 

"Nausicaa" unfolds during dusk, Twilight is that movement from day to night, and "Nausicaa" is the 

episode in Ulysses which separates the day from the night, the light from the dark and the male world 

from the female world. The external politics which dominate the daylight world of U'Iysses are 

masculine, imperialist, and nationalist. 10 Female and feminist voices do inhabit this territory but their 

voices are often misunderstood or subsumed by other discourses. The old milkwoman, Joyce's Sean 

Bhean Bhocht, is silenced by Stephen, he cannot hear her voice. The Siren voices in the Ormond Bar 

may attempt to seduce the men into another world but these 'true men' (2 3 8) can only hear 'The 

Croppy Boy' and his narrative of Irish honour through sacrifice and betrayal. The relations between 

the internal politics of the day world of Ulysses and its external politics are acted out in such places as 

the Ormond Bar, the Martello Tower, the newspaper office, the library, the school room and the 

streets of Dublin - and Joyce deploys and evokes many different styles and forms. But the 'summer 

evening' of the 16th June has a 'mysterious embrace' (284) during the twilight shift in time and 

space. The daytime world of Ulysses discloses the world of men, and Joyce's evaluations of that 

world, but the night belongs to Joyce's women. The normal rules of the day do not apply during the 

dark hours of Ulysses and the twilight space of "Nausicaa" is also a time of mystery and imperfect 

vision. A time for acting out unofficial desires in the 'hiding twilight' where there is 'none to know or 

See Stephen Heath, 'Anibiviolences. Notes for Reading Joyce', in Post-Structuralist Joyce .- Essays 
ftoin the French, ed. by Derek Attridge and Daniel Ferrer (Cambridge & New York: Cambridge 
University Press. 1984; repr. 1988), pp. 31-68. Heath comments on the Nkay that many critics have 
focused on the daytime/night time aspects of Ulysses and Finnegans Plake respectively. For Heath the 
day and the night of the two books *is not some quantifiable amount of darkness and daylight'; rather. 
L`4vsses is the 'definitive end of the realist novel' and so 'the negation of the daylight world of the 

natural attitude; in its urge for totality' (pp. 49-50). 1 am arguing for something quite different but 

Heath's point is illuminating. - it is that during the night world of Ulysses in particular that Joyce's dark 

women negate any *urge for totality' which the day world of Ulysses imposes. 



90 

tell' (301). If time and space in Ulysyes is gendered, then Joyce's basic social position maý- be 

discerned through such a gendering of time and space. Masculine politics determine the internal 

politics of the day world while the internal politics of the night are determined by discourses of 

feminist subversion which engage with all colonizing discourses. 

(i) Gerty and Gertrude: Ideological Effects or Paradigms of Subversion? 

The 'mysterious embrace' of the twilight world of "Nausicaa" subjects the religiose romance to 

review through Gerty MacDowell's ironic representation as the heroine of a romantic fiction. Gerty is 

a 'votary of Dame Fashion' (287), but she is also a 'child of Mary' (298) in Catholic Ireland where 

religion, nationhood and gender are woven together in complex designs. II In Gertrude Flint's 

homely religion it is the goodness of uncle True who lights her dark world, 'His lamp now bums 

brightly in heaven, and its light is not yet gone out on earth' (TL Titlepage), while for Gerty 

MacDowell it is the Virgin Mary and the cult of mariolatry which guides and lights the way. Gerty's 

space in "Nausicaa" is overpopulated with the signs of her oppressive representation. Mary 'star of the 

sea', infuses the summer evening of the 16th June, her 'pure radiance' is a 'beacon ever to the 

stormtossed heart of man' (284). 12 It is Gerty who hears the service of the reverend John Hughes S. J., 

4 rosary, sermon and benediction of the Most Blessed Sacrament' (290) throughout her encounter with 

Bloom, and it is Gerty MacDowell, who, 'lost in thought', is as 'fair a specimen of winsome Irish 

girlhood as one could wish to see' (285/6). 13 

II See Marina Warner, A lone of all her Sex. The Hyth and Cult of the Virgin Mary (Weidenfeld and 
Nicolson, 1975; repr. London: Picador, 1985). Warner argues that the cult of the Virgin-Mother is 
bound up with patriarchal authority: 'if the Virgin were not venerated, the dangers of sex, the fear of 
corruption, the sense of sin would not be woven together in this particular misogynist web, but would be 

articulated in a different way (pp. 336-7). See also Elizabeth Butler Cullingford ("'Thinking of 
Her ... as ... Ireland7) for an exposition of gender and nationhood in the poetry of Patrick Pearse. Pearse's 

cultural nationalism is sacrificial, gendered and Catholic. He represents himself as a Christ/CiiChulainn 
figure who brings about rebirth through sacrifice - while Mother Ireland and Mother Church are 
conflated to produce a vision in which women are the pure living embodiments of the Catholic nation 
(especially pages 13 -16). 
12Marina Warner (Alone of, 411 Her Sex) suggests that the pull of astronomy on the medieval 
imagination was so strong, and Mary's associations with heaven, the moon, and the stars were so 
powerful, that a scribe wrote 'stella maris, star of the sea, instead of stilla maris [drop of sea water]'; 
and so 'Mary appears as the ocean's guide, the pole star, winking benign1v overhead to make life's 

journey safe' (p. 262). 
13Gifford and Seidmann (U4vssesAnnotated) note that The Blessed Sacrament is an evening service in 

honour of the Virgin Mary (p. 388). In fact, the Blessed Sacrament is not a service; Benediction is. I am 
indebted to David Pierce (personal communication) for this correction. 
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During the Revival the Virgin Mary was a prominent abstraction in many decolonizing discourses: 

a construction which was an anathema to the English while being an adequate symbol of Irish 

nationhood, 14 The radiance of 'Mary star of the sea' falls upon Gerty's shoulders. Although Cissy 

Caffrey and Edy Boardman are the first to appear in "Nausicaa", it is Gerty MacDowell who wears 

electric blue' and keeps her 'child of Mary' (298) sodality badge. Blue signifies that the wearer is a 

child of Mary, who has 'dedicated herself to the Virgin and promised to emulate her in thought, word, 

and deed: her chastity, her humility, her gentleness'. 15 She is the perfect Irish girl and the soon-to-be 

Madonna who can combine Irishness and self sacrifice. Like her namesake Gertrude Flint, Gerty 

MacDowell is the living abstraction of a 'ministering angel' (TL 74) (292). But Gerty MacDowell 's 

virginal, 'almost spiritual' appearance with its Worylike purity' is not the whole story, as her 

4 rosebud mouth' is 'a genuine Cupid's bow' (286). The stylistic and symbolic violence which 

Gertrude Flint endures, and which limits her to a pure spiritual being, is resisted by Joyce's ironic 

representation of Gerty MacDowell. Nor can Joyce's Gerty be contained by either representation of the 

Virgin/Whore dichotomy. Even though Gerty MacDowell had read Maria Cummins's The 

Lamplighter, she does not want to control her desires through compensatory representations of 

asexual purity as does Gertrude Flint. The more self-sacrificing Gertrude Flint is, and the more she 

clings to her romantic and religious dream, the more beautiful she appears in the eyes of others. This 

spiritual beauty, and her eventual marriage, is the compensation Gertrude Flint receives for 

controlling her desires and submitting to her style. Unlike Gerty MacDowell, the heroine of The 

Lamplighter does not exhibit any desire. Her reward is the 'recompense' of Willie Sullivan, her 

childhood sweetheart. Their love is innocent and lacking in any desire for desire, '0, Willie, you must 

not be angry with me! Let me be your sister! ' (TL 335). 

14 The cult of Mary confined women to the home in a domestic and motherly role. As Margaret Ward 

(Uninanageable Revolutionaries) has shown, many in Ireland were not happy with women's direct 

involvement in nationalist movements as the cult of Mary, and nationalist discourses which idealiZed the 
Blessed Virgin, were undermined if real women did not behave Ue symbolic ones. Archbishop 

MacCabe of Dublin condemned women who allowed themselves to 'forget the modesty of their sex and 

the high dignity of their womanhood' by exposing themselves 'before the public gaze in a character 

unworthy of a child of Mary' (Belfast News Letter, 14 March (188 1); as cited by Ward. p. 23). 
15Warner, Alone qf, 411 Her Sex, p. xx. Joyce himself was a member of the Sodality of the Blessed Virgin 

Mary. I am indebted to David Pierce (personal communication) for this information. 
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Gertrude Flint remains loyal to the conventions of her genre, Her romantic and spiritual future is 

organized by fate and chance meetings which deliver her romantic ideal, Gerty MacDowell also 

perceives the need to remain true to such a romantic, transcendental view of time and space but her 

chance meeting with Bloom delivers a very different sort of future. Blue may be the colour associated 

with the Blessed Virgin but Gerty MacDowell transgresses the symbolism engendered by such an 

association. She was wearing 'blue for luck, hoping against hope' for a chance meeting with Reggy, 

Although Blue is Gerty's 'own colour', and it is 'lucky too for a bride to have a bit of blue 

somewhere' (288), her dream of a romantic encounter with Reggy Wylie is not to be. 

The asexual and self-sacrificing motherly ideal, as projected by the Blessed Virgin, is also at odds 

with Gerty's desire for sexual interaction with Bloom. She wishes that Cissy and Edy would take their 

squalling baby' and the 'little brats of twins' (293) home, not out of motherly concern, but so that she 

can engage with her sexual fantasy. 16 The time and space of the religiose romance is gendered. but in 

the twilight world of "Nausicaa" the girls inhabit a genre where boundaries are fluid. In the context of 

Ulysses (in this anteroom between night and day) Cissy Caff-rey can whistle 'imitating the boys in the 

football field to show what a great person she was' (30 1). She can straddle the threshold which 

separates Joyce's day world from the night, the male from the female and the colonizing world from a 

space of repossession. In the evening Cissy can dress in her father's suit and hat and walk 'down 

Tritonville road, smoking a cigarette' (290), but in "Circe" the girls inhabit the world of the night and 

the carnival square of Nighttown. 

Like Cissy, Gerty's twilight performance is that of a young girl, but her nighttime appearance in 

"Circe" positions her as a woman where she can act out her unofficial desires. Mark Shechner argues 

that although it is 'nowhere made explicit', through a4 number of sly' and 'circumstantial hints' Joyce 

16Warner (Alone of, 411 Her Sex) argues the Virgin Mary is asexual and dcnies all biological functions 

except those of 'lactation and NN eeping', so establishing 'the child as the destiny of woman' while 

escaping 'the sexual intercourse necessary for all other women to fulfil this destiny' (pp. 236, -3 )3 6). See 

also C. L. Innes, Women andA, ation in Irish Literature and Society, 1880-1935 (New York. Harvester 

Wheatsheaf, 1993). Innes suggests that 'in Ireland, even the lactation disappeared' from the biological 

body of the Blessed Virgin (p. 38). 
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positions Gerty as a prostitute. 17 Gerty is not positioned as a prostitute in "Circe". Unlike Cissy. 

whose appearance as a prostitute in "Circe" renders her completely impotent in the company of the 

soldiers, Gerty's body language refuses any monologic context and recontextualizes the sexual 

encounter between Bloom and Gerty in "Nausicaa. ". The mariolatry of "Nausicaa", which has Bloom 

'literally worshipping at her shrine' (296). is undermined by the carnival of "Circe" where Gem, 

'shows coyly her bloodied clout' (36 1). By objectifying Bloom in her own erotic fantasy, and by 

projecting her own subjectivity in Bloom's masturbatory fantasy, Gerty has displayed the secrets 

which she keeps in the 'drawer of her toilettable' (298). She may not have lost her virginity in this 

symbolic defloration but she has succeeded in appropriating her body. If the Blessed Virgin is 

confirmed as pure and virginal by the doctrine of the Immaculate Conception, and so she is free of 

any bodily stain, and the only biological function her body performs is the production of tears, then 

Gerty reclaims the effects of her own body. Through her 'bloodied clout' Gerty resists the femininity 

and virginity of her body: a symbolic and maternal being which conceives without desire or biology. 

Gerty's blood in "Circe" is menstrual blood, immaculate evidence of her biological body and her 

inability to attain the ideal, but her blood also signifies a loss of virginity and asexual desire: 'Dirty 

married man! I love you for doing that to me' (3 6 1). Gerty overcomes the symbolic violence of 

Catholic and nationalist motherhood by identifying her transcendent body as a site of violence while 

locating her biological body as a point of resistance. Gerty has come of age, she has succeeded in 

aestheticizing her own body. 

It is in another 'drawer of her toilettable' that Gerty retains the keepsakes from her childhood and 

her past life; and the heroine of The Lamplighter also possesses keepsakes from her childhood. 

Gertrude Flint's objects evoke memories of her beloved uncle True, but they also mark the passage of 

time: 'There was the figure of the Samuel, uncle True's first gift, defaced by time and accident' (TL 

103). The keepsakes from her life with uncle True symbolize Gerty Flint's coming of age. When all of 

these precious objects are wilfully destroyed by someone Gerty Flint perceives to be an enemy, she is 

able to control her ruling passions and achieve 'complete self-control' (TL 103). Gertrude Flint's 

17 Shechner, Joyce in Nighttown-', 4 P, ýychoanalylical Inquiry into T'Iysses' (Berkeley & Los Angeles: 

Uraversity of California Press, 1974), p. 165. 
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passage into womanhood is marked by a desire to control her emotions and desires, and Gerty 

MacDowell's keepsakes also mark the passage of time. But Gerty not only keeps her 'child of Marý 

badge in the 'drawer of her toilettable', she also keeps there the ribbons from the undenvear she is 

enlisting to titillate Bloom and her 'lovely confession album with the coralpink cover' (298). Rather 

than symbolizing a desire to control her desires, Gerty MacDo-vvell's keepsakes mark her desire to 

transgress. It is not her confessions which Gerty writes in her confession book, but her 'beautiful 

thoughts' (298)18. Gerty's transgressive desires, her 'beautiful thoughts', are written in violet ink 

(violet is the liturgical colour associated with penance) in the coralpink confession album. 19 Although 

Gerty confesses to herself she can be forgiven her desires through confession, and similarly the 'child 

of Mary badge' not only projects Gerty's symbolic identity but it also locates a transgressive sexual 

desire. Unlike the Blessed Virgin, Gerty was not conceived without the stain of original sin and so she 

must displace sexual desire with the desire for complete self-control as Maria Cummins's narrative 

dictates. But Gerty's ideal is also her saviour as the Virgin Mary is the 'refuge of sinners', and 

'whosoever prays to her with faith and constancy can never be lost or cast away' (294). 

Imagining the ideal of her own formation through the poetry of Louis J. Walsh, Gerty wishes that 

she too could write in a similar style, if 'she could only express herself (298). Walsh's poetry appeals 

to Gerty through its evocation of Mary the Mother of Sorrows: 

Art thou real, my ideal? 
Wilt thou ever come to me 
In the soft and gentle twilight 
With your baby on your knee? 20 

Yet Gerty does succeed in writing her desire-, by expressing her desire, her ideal is, for her. made real. 

The ideal of Gerty's muse is not the purity, virginity. and self-sacrifice of Mary the Mother of 

Sorrows, but the sexual desire between a man and a woman: 'If she saw that magic lure in his eyes 

there would be no holding back for her. Love laughs at locksmiths. She would make the great 

18Gifford and Scidmann (UlyssesAnnotatea) point out the'child of Mary badge' bears the NNords '0 

Mary, Conceived without Sin. Pray for Us Who Have Recourse to Thee, (P. 393). 

19 See ibid., p. 393. 
20 See ibid.. p. 393. 
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sacrifice' (298). Representing desire as a 'great sacrifice' Gem ensures that her ideal is consistent 

with the 'great sacrifice' her symbolic ideal displayed when she gave her son to the world; she has 

succeeded in infusing the symbolic with her own fictional real. 

Gerty's appearance in the carnival of "Circe" discloses not divine sorrow, but physical delight in 

her sacrifice. Joyce conflates Gerty's 'bloodied clout', her menstrual blood, with the legendary blood 

which symbolizes a 'loss' of virginity. This menstrual blood represents Gerty's loss of any desire to 

attain the virginal ideal during her performance with Bloom, but it also constructs a transgressive 

ýnatural' desire which authorizes female sexual desire and Gerty's desire for desire. Bloom's 

imagination may be patriarchal in nature - he imagines Gerty must have been 'near her monthlies' to 

have been such 'game' (301-4) - but Gerty transgresses and appropriates. The confession that Gerty 

recalls in "Nausicaa" is the occasion when she confessed to the priest the onset of her menstrual cycle. 

But this female sexual being involved no sin and no need for confession as the priest declared: 

that [menstruation] was only the voice of nature and we were all subject to nature's laws [ ... ] in 
this life and that was no sin because that came from the nature of woman instituted by God [ ... ] 
and that Our Blessed Lady herself said to the archangel Gabriel be it done unto me according to 
thy Word (294). 21 

In Gerty's Catholic and Irish world sexual desire can be perceived as natural and desirable through 

the 'nature' of a woman's menstrual cycle: 

She felt a kind of a sensation rushing all over her and she knew by the feel of her scalp and that 
irritation against her stays that that thing must be coming on because the last time too was when she 
clipped her hair on account of the moon (296). 

It is not Christ who becomes Gerty's 'man among men', but Bloom. He is her mystery man with a 

'haunting sorrow' on his face, as she pursues her 'great sacrifice' (298). 

21 It is not actuallN, stated that Gerty confessed to the priest that she had menstruated. but in a text which 
is obsessed with menstruatiom 'the nature of woman' as 'instituted by God' (294), may be read as the 

onset of the menstrual cý, cle. Gifford and Seidman (Ulysses A nnotated) also associate Gertý`s confession 

with menstruation: 'when she told him about that - Namelýý, about her first menstrual period' p. 390. 
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As Kimberly Devlin has argued, although Bloom is loyal to a structural paradigm which 

4 consistently elides the female as subject', Gerty is also 'a potentially compromising site of sight'. 22 

Gerty can feel Bloom 'eyeing her as a snake eyes its prey' (295) but she will not be finalized by his 

gaze. Bloom is quite convinced that he 'got the best' of their sexual engagement, yet he also appears 

as an object in Gerty's sexual fantasy where she is the viewing subject. It is Bloom who is left feeling 

sticky, wet, and clammy under Gerty's glance of 'shy reproach' (300). Gerty's Bloomian fantasy is 

represented in romantic and spiritual language: 'her face was suff-used with a divine, an entrancing 

blush from straining back' (300), but unofficial desires are made official through her own production 

of a 'divine' and 'entrancing'jouissance. 

Mary is the Queen of Heaven, and her light shines from the stars and is projected upon Gerty in 

"Nausicaa", but Gerty refracts the gaze, as even the light from the heavenly stars can be deflected to 

create a space in which sexual desire can be written: 

She would fain have cried to him chokingly, held out her snowy slender arms to him to come, to 
feel his lips laid on her white brow, the cry of a young girl's love, a little strangled cry, wrung 
from her, that cry that has rung through the ages. And then a rocket sprang and bang shot blind 
blank and 0! then the Roman candle burst and it was like a sigh of 0! and everyone cried 0! 0! 
in raptures and it gushed out of it a stream of rain gold hair threads and they shed and ah! they 

were all greeny dewy stars falling with golden, 0 so lovely, 0, soft, sweet, soft! (300). 23 

Arguing that there 'is little evidence [ ... I to support the theory that Gerty and Bloom achieve 

simultaneous orgasm' Suzette Henke can only sense the force of Bloom's orgasmic moment and the 

'impoverishment of Gerty's situation'. 24 Amdeties about male-definedjouissance may obscure Gerty's 

climactic pleasure, yet the orgasmic language of the 'Roman candle burst' and the 'dewy stars' are 

surely Gerty-induced orgasmic metaphors. 

In his narration Bloom attempts to define and control the moment: 'There she is with them down 

there for the fireworks. My fireworks' (304), but it is Gerty who controls the story-line. In Gerty's 

22 Devlin. 'The Female E)-e' (pp. 131.14 1). 
23Gifford and Seidmann (Ulysses Annotated) point out that The Blessed Virgin is the Queen of Heaven 

a nd the stars. On the reverse side of Gert: N' s 'child of Marýý badge' is 'the letter . 11 NN ith a cross and 

twelve stars [ 
... 

j abovc the hearts of Jesus and Mary (p. 393). 

24 Henke, 'Gerty MacDowell: Joýve's Sentimental Heroine' (p. 149), 
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narrative the 'rocket sprang and bang shot blind blank' (300), while even Bloom describes his 

fireworks as going 'Up like a rocket, down like a stick' (304). 25 As the ruler of her own desires it is 

not only Bloom's gaze which 'has the force to make Gerty come' but Gerty's own refracted desires. 26 

Even though Gerty's style does not dwell in the ideological space of Bloom or Molly she 'penetrates' 

her own text and that of Bloom. She too is a viewing subject and not merely the object of the desirous 

gaze. 

Gerty has a knowing look and she is conscious of Bloom's masturbation, 'because Bertha Supple 

told her once' about the 'gentleman lodger' who 'used to do something not very nice that you could 

imagine sometimes in the bed' (299-300). Gerty's gaze does not merely reflect, even if Bloom 

imagines that the best place for an ad to catch a woman's eye is on the mirror, and Bloom's sexuality 

is also penetrated by the consumer culture which incites a desire to see women as sexual commodities: 

'Cheap too. Yours for the asking' (30 1). In Bloom's imagination it is he, and not Gerty, who is self- 

conscious and sensitive to the effects of ideology, yet it is Gerty who 'knew how to cry nicely before 

the mirror. You are lovely, Gerty, it said' (288). Bloom feels it is a 'pity' that women 'can't see 

themselves' (presumably through his gaze, as they really are), but Gerty certainly can imagine 

Bloom's 'dream of wellfilled hose' (301). Her knickers were chosen because they were made of a 

fabric that 'caresses the skin' and her stockings were transparent: 'that was what he was looking at' 

(295). 27 She is conscious of the look and she invites and invents. Aware that in her generic world she 

is effected by nationhood and patriarchy, Gerty ensures that her relationship to such formations does 

not always affirm the symbolic. 

25 'Up like a rocket, down like a stick' alludes to Thomas Paine's remark about Edmund Burke's active 
enthusiasm for the cause of the American Revolution which culminated in his conservative opposition to 
the French Revolution: 'The final event to himself has been, that as he rose like a rocket, he fell like a 
stick' ( 'Letter to the Addressers of the late Proclamation' (1792), p. 4-, as cited býl Arlene Stetson. JJQ, 
19 (1982), p. 181; as cited by Gifford and Seidmann, Ulysses Annotated, p. 396). Bloom's post-orgasmic 
descent mirrors his conservative appraisal of Gerty's quite radical desire. 
26McGee ('Joyce's Nausea') suggests that 'Bloom's gaze has the force to make Gerty come'. He argues 
that Gerty is a 'gaze' whose 'inadequacy enables our adequacy as critics'. In contrast I am arguing that 
rather than being a 'gaze' Gerty is a productive, textual subject who creates a space from which desire is 
given form, brought into the realms of 'official consciousness' and acted out (p. 3 13). 
27See Vicki Mahaffey, Reauthorizing Joyce (Cambridge & New York: Cambridge University Press, 
1988). Mahaffey suggests that Gerty promotes the fetishistic identification of her body with clothing 
when she 4readily displays her undergarments to Bloom's desirous eyes' (p. 145). 



98 

(ii) Bloomian Culture: Menstrual Flow or Modernist Gaze? 

Hidden by her disguise in the 'hiding twilight' Gerty is artful in directing the encounter; her 

feminine identity, her style, is her mask - it is Bloom, who, unsettled, blushes 'like a girl' under 

Gerty's 'guileless eyes' (300). Attempting to protect himself from Gerty's gaze Bloom evokes his 

patriarchal 'nature'. He identifies feminine desire as a 'natural craving' (301), while in contrast to 

Gerty's unconscious 'voice of nature' Bloom imagines his own desire (his culture) as requirIng the 

ý stage setting' the 'rouge, costume, position, music' (303). Gerty must be stabilized as the object and 

not the subject in Bloom's projected desire: 'Parrots. Press the button and the bird will squeak' (303). 

But Bloom's certainties about the 'natural' origins and status of the female body are not stable in 

Joyce's text. After his orgasm Bloom also appears to be pre-menstrual: he has 'such a bad headache' 

(3 0 1) as his thoughts turn to menstruation and whether the moon is any way involved in the female 

cycle. 

The Blessed Virgin is allied to the moon and its ability to challenge the dark, while the lunar-cycle 

is associated with fertility. The cultural masculinity of Bloom's textual body is destablized through his 

dialogic encounters with the women in Ulysses. Bloom's biological clock is also linked to the rhythms 

of Gerty's, Martha's, and Molly's menstrual cycles. In "Cyclops" the Citizen's gendered Gaelicism 

places Bloom's sex, and so gender, in doubt: 'One of those mixed middlings [ ... I Lying up [ ... I once a 

month with headache like a totty with her courses' (277); and Molly also erases the biological 

boundaries which secure Bloom's cultural and textual body: 'if his nose bleeds youd think it was 0 

tragic' (608). 28 Bloom may wonder 'how many women in Dublin have it [menstrual flow] todayT 

(301), but since Gerty has 'drained all the manhood' (308) from his body, as a feminized subject in 

"Nausicaa" he too can experience the onset of his own menses: 'Feel it myself too. Good to rest once 

in a way' (302). 

28 See Cheryl Herr, "'Penelope" as Period Piece', Novel, Winter (1989), 130-142.1 take my reading of 
Bloom's male menstruation from Herr NNho links Bloom's nose-bleeds to 'male menstruation'. For Herr 
'Joyce's seemingly liberating assimilation of Bloom to female periodicity signifies the erasure of 
unambiguously female (and real) voices and female body space in the novel, on the stage, and in histon,, 

as our culture suggests we experience it' (p. 136). See also Sander L. Gilman, 'The Struggle of 
Psychiatry with Psychoanalysis: Who Won?, in Critical Inquiry, 13 (1987), 293-313. Gilman addresses 
the question of 'male menstruation' through the Freud-Fliess correspondence as they deal with Jewish 

men and periodic bleeding from the nose (as cited by Herr, "'Penelope" as Period Piece' (p. 136)). 
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Joyce's deconstructive play, through the gendered texts of Gerty and Bloom, is separated by a 

space which is central to both narratives: 

Tight boots? No. She's lame! 0! (3 0 1). 

The world of paralyzing accidents and prejudice is a world which both Gerty and Bloom inhabit. 

Bloom's words about Gerty's bodily paralysis joins the narratives, and the worlds, of both textual 

beings. An accident causes Gerty's lameness and disrupts the narrative of her gender and genre but 

Bloom's feminized body also inhabits a textual world which partially paralyzes his movements in 

Dublin. Bloom is not only a 'new womanly man'. in the masculine world of Dublin, but he is also a 

Jew who inhabits a text where Catholic, nationalist, and anti-Sen-titic discourses abound. Bloom was 

born in Ireland, but for many exclusive nationalists like Simon Dedalus and the Citizen this is not 

enough. In Bloom's defence it is suggested by John Wyse that Bloom's Hungarian background gave 

Arthur Griffith the 'ideas for Sinn Fein' (275), but even this claim is insufficient to engender an 

inclusive Irish identity for Bloom. Griffith was not only a separatist but he was apparently notoriously 

anti-Semitic. 29 Just as it is no accident that Gerty is lame in Joyce's text, so it is no accident that 

Bloom is of Jewish descent. Not only does Bloom's religion put his Irishness in doubt, but for the 

Citizen so too does his sexuality: 'Do you call that a manT (277). Partial paralysis may restrict the 

movements of Gerty within the style of the religiose romance, but it enables her to move more freely 

29See Emer Nolan (Joyce and Xationalism) for a reference to Griffith's anti-Semitic stance (pp. 21-2). 
Joyce himself suggested in a letter to Stanislaus, that what he objected to most of all in Griffith's paper 
'is that it is educating the people of Ireland on the old pap of racial hatred whereas anyone can see that if 
the Irish question exists, it exists for the Irish proletariat chiefly' (Letters, 11,167). As Vincent Cheng 
(Joyce, Race, and Empire) points out, the discussion about nationality and nationhood in "CvClops" 
reflects the debate carried out in Griffith's paper the United Irishman as to who qualified as Irish. 
Exclusive nationalists argued that 'only Gaels' were true Irish, while inclusive nationalists argued that 
any 'Irish-born man' should be regarded as Irish (p. 19 1). Any exclusive notion of Irishness based on 
Protestant, Catholic and Gaelic origins would exclude Bloom but he would be in good company. As 
Joyce argued in 'Ireland, Island of Saints and Sages': to exclude from the present nation all who are not 
descended from 'Irish stock would be to deny it to almost all the heroes of the modern movement - Lord 
Edward Fitzgerald, Robert Emmet, Theobald Wolfe Tone and Napper Tandy, leaders of the uprising of 
1798, Thomas Davis and John Nfitchel, leaders of the Young Ireland movement, Isaac Butt, Joseph 
Biggar, the inventor of parliamentary obstructionism, many of the anticlerical Fenians, and, finallv. 
Charles Stewart Parnell, who was perhaps the most formidable man that ever led the Irish, but in whose 
veins there was not even a drop of Celtic blood' (01'161-2). 
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in Joyce's text: her future is no longer merely a compensation for her style. The narrative of The 

Lamplighter visualizes an eschatological time structure which culminates in a happy ending for 

Gertrude Flint. Her asexual and spiritual marriage to Willie is her reward for her 'Struggles and 

Triumphs', but Gerty MacDowell's future is uncertain; she receives no such compensation for her 

stvie. 30 Gerty is aware that if it were not for her paralysis she 'need fear no competition'. yet she is 

'left on the shelf' while the other girls 'did a sprint' (30 1). But Gerty's paralyzing accident can be 

seen as a lucky fall for Gerty, even if her lameness seems to have put any future marriage in doubt - 

she lives in a world where spinsterhood is feared, and the competition for husbands is fierce. 31 

The interior monologue of Bloom is very different stylistically from the genre which Gem, 

MacDowell invokes and the world she effects, but Bloom's text is also subject to review by Joyce. 

Bloom's interior self may exist in defiance of his performance in Gerty's romantic narrative, but Joyce 

also scrutinizes the psychological realism of Bloom's interior monologue and its stylistic performance 

in the anti-Semitic heteroglossia of Ulysses. Bloom's monologue is also gendered. His inner being in 

"Nausicaa" belongs to a style which is positioned as a dominant form in a gendered modernism (a 

style which Joyce experiments with in Ulysses). 32 Bloom's phallus may swell in the context of Gerty's 

feminized genre, but it also becomes soft and limp in the context of his own apparently dominant 

style. 33 Gerty's style is strikingly non-modernist, just as Bloom's is strikingly modernist, and both 

styles violate the other, and subject each other to review within Joyce's modernist project. But 

Bloom's style cannot be defined by a gaze which isolates a 'modern world' or an ideal asocial 'inner 

30 Miss Cummins, The Lamplighter: An Orphan Girl's Struggles and Triumphs (titlepage). 
31 See Innes (If omen and Nation) for a summary of the limiting factors which has led to a high number 
of single women in Ireland since the famine. In 1861 single women made up 43.3 % of the Irish 

population, in 1911 the proportion was 48.26 % and in 1925 the proportion of women aged 45 who were 

unmarried was 25 %. In spite of Gerty's good looks her 'one shortcoming' will diminish her chances of 

achieving the Irish ideal of wife and mother (p. 39). 
32 See Joseph A. Boone, 'Staging Sexuality: Repression, Representation, and "Interior" States in 

Ulysses', in Joyce: The Return of the Repressed, ed. by Susan Stanford Friedman (Ithaca & London: 

Cornell University Press, 1993), pp. 190-221. Boone points out that 'many modernists' attempted to 

'shift novelistic representations of "reality" from the vantage point of the seemingly objective or external 

to that of the individual's inner life' (p. 190). Virginia Woolf ('Modern Fiction', April (1919)) 

suggested that 'interest' for the 'modems' lies 'in the dark places of psychology', and Joyce also 

commented to Djuna Barnes (1ames Joyce', Vanity Fair, 18 (1922)) '1 have recorded, simultaneously, 

what a man says, sees, thinks, and what such seeing, thinking, saying does, to what you Freudians call 

the subconscious' (p. 65); both quotations cited by Boone, 'Staging Sexuality' (pp. 190- 1). 

33Gifford and Seidmann (Ulysses, lnnotated) note that the technique of "Nausicaa" is 'tumescence, 

detumescence' (p. 384). Gifford and Seidmann got this information from the Gorman-Gilbert schema. 
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life'. The modernist desire for psychological realism within a modern world is also subjected to the 

materiality of inner speech through the dialogism which Gerty forces: Joyce refuses to allow 'a break 

in the chain', and nowhere does he allow 'the chain to plunge into inner being, nonmaterial in nature 

and unembodied. in signs' (MPL 11). Without any metaphysical foundations 'inner speech' is located 

as a behavioural ideology which is effected through an 'unofficial consciousness' and outside in 

words, gestures, and actions. If Vologinov writes the Freudian doctor-patient relationship in its 

ideological form then Joyce exposes the ideological nature of the author-characterization relationship. 

Gerty is not rendered impotent by her sex or a representation which appears to be rigidly contained by 

her external world and the dictates of romance fiction; the author allows her some degree of 

autonomy. In Joyce's representation of this male-oriented fiction the twilight world of feminine 

resistance is made visible. The inner speech of Bloom's erection is lost as a double-voiced call 

dissolves the force of an interior monologic authority. 34 

(iii) Matcham's Masterstroke: Guided by Gods or the Laughing Witch's Dextrous Hand? 

Bloom is excluded from Irish nationhood by the Citizen because of his Jewish connections and his 

4 womanly' nature, but in "Cyclops" he remains a mystery man to all, a 'bloody dark horse' (275). 

However, Bloom actually identifies and encourages his mystery man representation when he imagines 

writing his own 'prize titbit story': 'The Mystery Man on the Beach' (3 07). As mystery man Bloom 

cannot be defined by 'race', nationality, or religion - so escaping the racist, sexist, and anti-Semitic 

voices of Joyce's Ulysses by seeking sanctuary in a performance where he is the 'mystery man' and 

the 'dark horse'. But Bloom cannot perform the role of the protective and influential 'mystery man' 

of The Lamplighter. Gertrude Flint's 'mystery man' turns out to be her wealthy and long-lost father, 

whose narrative is influenced by chance yet guided by a wish to protect his daughter. In contrast 

Gerty's MacDowell's mystery man is Bloom, a married man, who, rather than playing the role of 

surrogate father as he does with Stephen, eroticizes Gerty as the surrogate object of his desire. 

34 See Jules David Law, "'Pit), They Can't See Themselves". Assessing the "Subject" of Pornograpky in 
"Nausicaa"'. JJQ, 27 (1990), 219-39. Law argues for quite a different reading of Gerty's style in the 

"Nausicaa" episode: 'the narrative feminine subjectivity is clearly staged onIN- in order to be 

reappropriated by, or relocatedvvithin, masculine subjectivity' (p. 220). 
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Bloom offers Gerty MacDowell no escape from the biological (or heavenly) father who restricts 

her textual movement. Gerty's narrative may insist that Bloom is, in sexual matters, 'a man of 

inflexible honour to his fingertips' (299), but Gerty insists that those fingers are used in a 

masturbatory fantasy where she is a viewing subject - even if Bloom's inner voice imagines he 'got 

the best of that' (301). The man of inflexible honour proves to be very flexible indeed. Gerty's 

biological father has a drink problem. He cannot join the temperance movement which gathers 

together 'without distinction of social class' (290) - so delivering her to Reggy with his 'swank and 

his bit of money' (297). It may be leap year, but as the heroine in a romantic novel Gerty fears 

spinsterhood; it is a site of representation through which Edy Boardman can attack Gerty - she too is 

labelled as a 'curiosity', a 'girl with glasses' (3 0 1). Unlike Willie of The Lamplighter, Reggy Wylie 

turns out to be a 'lighthearted deceiver and fickle like all his sex', someone who 'would never 

understand what he had meant to her' (297). Through his mystery identity, his protection against the 

heteroglossia of Joyce's polyphony, Bloom becomes the dark stranger in Gerty's fantasy. Having 

failed to be a surrogate father, Bloom must be moulded into the object of her imagination, he must 

become her 'dreamhusband' (293). 

Although Bloom's titbit story offers him the possibility of an adventure which is guided by chance, 

and so escape from identity, in "Calypso" Bloom wipes his bum on Matcham's Masterstroke because 

it solves the problems of life as simply as 'one tabloid of cascara sagrada'. Yet Bloom's own past 

attempts at collecting 'titbits' for a story are not organized by a desire to expose the problems of life, 

or material which can 'move or touch' (56), but by the passage of chronometric time: 35 

Timing her. 9.15. Did Roberts pay you yet? 9.20. What had Gretta Conroy on? 9,23. What 

possessed me to buy this comb? 9.24. I'm swelled after that cabbage [ ... 
1. Morning after the 

bazaar dance when May's band played Ponchielli's dance of the hours. Explain that: morning 
hours, noon, then evening coming on, then night hours (56-7). 

Sianificantly the bells of the church can be heard tolling the hour as Bloom leaves the closet after 

reading, Alatcham 's Masterstroke. Bloom's time-clocked temporality lacks chronotopicity. He makes 

35Gifford and Seidmann (UlyssesAnnotated) note that Joyce himself apparently NN-rote a story intended 

for Dibits which contained the words Bloom reads: 'XIatchain often thinks of the inasterstroke by which 
he won the laughing witch who now[ .. ]Hand in Hand' (56) (p. 8 1). 
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time visible as the organizer of events by reifying time as the producer of events: 'Back of everything 

magnetism. Earth for instance pulling this and being pulled. That causes movement. And time, well 

that's the time the movement takes' (306). Bloom's call of nature, a more organic time of bodily 

functions, may interrupt his morning, but this is also an event he wishes to organize around the clock. 

He resists and yields to the movement of his bowels and uses laxatives to regulate his body. 

Attempting to control his life and organize events through the regulation of the clock, while hiding 

behind the mystery identity on the shoreline with Gerty, Bloom imagines he can escape what he 

regards as the disabling contexts of time and space. A mystery identity, free of chronotopicity, is also 

the status he hopes to secure through his correspondence with Martha. To Martha he is the mystery 

man Henry Flower who only exists in words and other worlds. 36 Although Bloom imagines the bodies 

of women to be organized 'naturally' by the lunar cycle, while his own can be regulated more 

rationally by an external clock, it is the internal biological clock of Joyce's women which regulate 

Bloom's body, and his word and world. Not only do Gerty, Molly, and Martha all menstruate on the 

16th June, so too does Bloom. 

As mystery man Bloom attempts to become a modern day Odysseus, and so escape into the 

adventure time of someone whose story lacks the organic cyclicity and simultaneity of the everyday 

world. 37 But although Bloom is forced to straddle the threshold between one gender and another, the 

polyphony of Ulysses prevents him from crossing the stylistic threshold to dwell in another genre 

which is outside the cultural heteroglossia of Dublin. Bloom keeps history and biography separate 

36 Bloom's reference to the 'other world', when he is attempting to write his identity in the sand, recalls 
Martha's letter: 'I called you naughty boy because I do not like that other world. Please tell me what is 
the real meaning of that wordT (63). Suzette Henke (James Joyce and the Politics ofDesire (New York 
& London: Routledge, 1990)) suggests that Martha is a 'pathetic' girl who is too tired to correct her 
typographical error when she confuses 'word' and 'world' (p. 107). Rather than being 'pathetic, 
Martha's 'confusion' may be an intentional indexing of 'word' and 'world'; as readers we are not sure 
of the contexts of her words. Martha, like Bloom, does not care for the 'other world' and both escape in 
a mystery world where names, and so words, are detached from contexts. For a Lacanian reading of 
Martha Clifford's dislike of the 'other world' see Gary M. Leonard, 'The Question and the Quest: The 
Story of Mangan's Sister', in Modern Fiction Studies, 35.3 (1989), 459477 (p. 472). 
37 For Bakhtin the time-sequences of the Greek romance is not historical, biographical, or maturational, 
the actions of the hero are outside time-sequences. The world does not change. but this 'empty time 
leaves no traces anywhere, no indications of its passing. Just as adventure time is extemally organized 
by chance meetings and the Gods, so 'empty time' is Bloom's external organization: "'Suddenly" and 
11 at just that moment" best characterize this tNpe of time, for this time usually has its origin and comes 
into its own in just those places where the normal, pragmatic and premeditated course of events is 
interrupted - and provides an opening for sheer chance, which has its own specific logic' (DI 91-2). 
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from Martha, he is afraid of material context and so seeks solace in 'empty time'; but the organic 

chronotopicity of Joyce's Dublin world is shaped by a motif of simultaneitv. Bloom may imagine that 

his chance encounter with Banton Lyons was an instance of 'empty time' which could leave no trace 

of its passing, but Bloom's unconscious tip has biographical and historical consequences which 

cannot be discarded. Convinced that Bloom must have had a win on the rank outsider 'Throwaway'. 

the men in Barney Kiernan's identify Bloom as a 'mean bloody scut' because he fails to buý, them a 

drink from his non-existent winnings - while the monologic prejudice and racism of "Cyclops" 

provides a reason, 'There's a jew for you! ' (279). 

Bloom longs for the logic of chance and anonymity to organize his mystery Nvorld but even his 

own location of an external 'empty time' is disrupted by the simultaneity of Ulysses. Bloom's 'watch 

stopped at half past four' (303), and although he tries to put this down to magnetism, he wonders if 

half past four marked the time he was cuckolded by Molly. It is during the sexual encounter with 

Gerty that Bloom is forced to interrupt his masturbation and look at his watch - and significantly it is 

Gerty who wondered 'was it late', an innocent request 'reinforced by the whitest of teeth', which 

incited Edy to ask Cissy to ask 'uncle Peter' the time by 'his conundrum' (296). Time is a puzzle that 

must not be solved in Bloom's world, but it is Gerty who cracks Bloom's code. Gerty reinserts context 

into Bloom's mystery time. Half-past four is significant because it connects him emotionally to the 

time Molly cuckolded Bloom, 'Was that just when he, sheT (303). not because it marked the time his 

watch stopped. Trying to reinsert adventure time into his text through a new mystery identity Bloom 

thinks of writing Gerty a message in the sand, another chapter in his mystery encounter, but he is 

unable to write any identity 

I [... J. 

AM. A. 

Bloom cannot write his name or even invent an identity for himself in his own adventure narrative. 

His adventure narrative is useless in the 'other world' (312) of U4vsses. The dialogism, which is 

forced by Gerty's transgressive desires, denies Bloom any escape into 'empty time'. 
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After his encounter with Gerty, Bloom once again tries to escape into the acKenture world of 

dreams. Athena 'shed a sleep' on Odysseus's eyes, after he had safely reached Nausicaa's island so as 

'to quit him, by veiling his eyes, from the exhaustion of his hard labors'; and likewise Bloom attempts 

to make a space within his adventure narrative for the arrival of the Gods. 38 He is sleepy and dozes in 

a 'half dream' (312), but again his desire for an external chronos to organize his logos is undermined 

by Gerty's dexterity and insistent chronotopicity. Unlike Odysseus's slumber, Bloom's 'half dream' is 

interrupted by the nine cuckoos of the clock in the priest's house. It is not the time-clocked 

temporality of Bloom's style which cuts short his dreamy slumber, but the simultaneity of Gerty's time 

and space: 

Gerty MacDowell noticed the time she was there because she was as quick as anything about a 
thing like that, was Gerty MacDowell, and she noticed at once that that foreign gentleman that 
was sitting on the rocks looking was 

Cuckoo 

Cuckoo 

Cuckoo (313) 

Bloom's escape into adventure time is interrupted by actual not empty chronos, for it once again 

recalls the fact of his Cuckolding by Molly. 

It is the clock in the priest's house which calls the time, but the narrative which Gerty inserts into 

Bloom's world is a striking of the hours which ftises time and space - and not the empty chronos 

which Bloom desires. The cuckoo clock inserts context into Bloom's reification of time as the cause of 

historv through the painful evocation of Molly's sexual encounter with Boylan. But a theme of 

awakening and renewal is also inserted into Bloom's conundrum through Gerty's recollection of the 

cuckoo clock in the priest's house - Gerty had thought of presenting the priest with a clock when she 

consulted him about the 'flowers for the forty hours' adoration' (294). The Blessed Virgin's heavenlý 

xisualization of time may signify a passage out of time into eternity but on earth she also marks the 

passage of time through a series of feastdays. The Forty Hours Prayer is associated with the Blessed 

38The Odyssey qfTIomer, trans. bý- Richard Lattimore (New York & London. Harper and Row, 1967), p. 
101. 
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Sacrament and the three days that Jesus lay in the tomb before the Resurrection. 39 Gertv's evocation 

of the nine calls in groups of three inserts the themes of betrayal and resurrection into her own text 

and that of Bloom. Bloom's cuckolding signals for him the resurrection of a new time and a new 

space. 

Gerty may be constrained by her narrative style but Joyce's simultaneity ensures that she is not 

contained by her gender and genre in the first half of "Nausicaa", Her narrative breaks out of the 

confines of her 'namby pamby' style and interrupts the dream of Bloom's mystery world. As mystery 

man Bloom is unable to write his name in the sand: his style is no protection against the polyphony of 

Joyce's text: 'All fades' in the sand and Bloom discards his 'wooden pen' (312). Stephen's 'cold steel 

pený may be a better 'lancet' (6) than Bloom's wooden pen but it is Gerty who discloses and disrupts 

the puzzling logic of Bloom's reffication of time at the expense spatial locations. It is Gerty who 

makes time visible through ideological context. Bloom cannot write his identity in the sand but Gerty 

insists on a reading. It was Gerty who 'noticed the time' was late for Baby Boardman. It was Gerty 

who wishes Edy, Cissy and the children should go on ahead so that she and Bloom can be alone: 'so 

that was why she just gave a gentle hint about its being late' (296). Gerty anticipates and incites time 

to manipulate events, but she is able to incite a cyclical, generative and collective time in order to 

write Bloom's identity. 

In "Nausicaa" the sun is set, and the evening and night sees the rising of the moon. As a votary of 

the Blessed Virgin, Gerty also has close associations with the moon. In her history the Virgin Mary 

has been associated with the moon's fertility and its authority as an accurate and reliable marker of 

time. But the moon also has a cyclical effect on the ebb and flow of the tides, and in the context of 

"Nausicaa" (which takes place on the beach) the gravity from the moon has special significance. 40 

Gerty's fertility is also linked to the moon - the last time she experienced menstruation was NN-hen she 

clipped her hair on account of the moon' (296) - but whereas for the Blessed Virgin the moon is a 

symbol which authorizes etemal time, for Gerty it is a symbol of a cyclical time which authorizes 

39See Ulysses Annotated, p. 391. 
40See Warner, Alone ofAll Her Sex, pp. 255-69. 
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desire. Molly, Martha, and Gerty all menstruate in Joyce's text and it is this motif of a cvclical, 

organic and collective time which enables Gerty to rework the cultural connections of her time to 

produce a creative time evoked by events. The relationship between the desiring body and the subject 

is mapped and rewritten by the women in Ulysses. In many cultures masculine subjectivity is 

authorized by the bodies of feminized subjects, and mariolatry ensures that women embody the body 

in Irish culture. But Bloom also 'menstruates' (a signifier which separates mortal women from the 

Immaculate, non-menstruating Virgin). Bloom's masculine time ends at four thirty when his watch 

stops. Molly has cuckolded Bloom and written his identity, not in sand - which is washed clean by the 

moon-centred tides - but in the Dublin 'other world' of Ulysses. Through the collective, feminized 

space of Ulysses Gerty evokes and reinforces Bloom's Molly-induced identity through the repetition of 

the cuckoo's call striking the hours. By inserting herself, and the repetitive call of the 'canarybird' 

(294) into Bloom's narrative, Gerty breaks free from the compensatory future which her style, defined 

by the moon-driven eternity of the Blessed Virgin, dictates. Like Bloom her narrative experiences the 

force of renewal and resurrection. Gerty's future time becomes open-ended and she escapes the 

symbolic role of wife and mother which the eschatological time structure of her 'ideal' necessitates. 41 

Bloom makes an earlier comment on the power of repetition during the time that the priests return 

home after the Sacrament: 

Pray for us. And pray for us. And pray for us. Good idea the repetition. Same thing with ads. 
Buy from us. And buy from us. Yes, there's the light in the priest's house (309). 

Gerty like Molly has the power to name, and in "Circe", where many 'objects' have a speaking part, 

THE TIMEPIECE answers the call of the cuckoo clock while 'the brass quoits of a bed are heard to 

jingle': 

THE QUOITS 

41 Gifford and Scidinan (Ulysses A nnotated) suggest that the repetition of Cuckoo at the end of 
"Nausicaa" is ambiguous: 'a young woman, hearing the bird, kisses her hand to it and says, "Cuckoo, 

cuckoo, / Tell me true, / When shall I be married? "'. It is suggested that the nine calls of the cuckoo is 
the answer. Consequently, Gerty must wait mne years for marriage, or, as nine in numerology is the 

number of eternity, maybe never (p. 404). But Gerty has escaped the paralyzing effects of her style. Like 

the male cuckoo she has a double-note call; and like the female cuckoo she has laid her egg in another 
bird's nest, consequently her future dwells in other ideological forms. 
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Jigjag. Jigajiga. Jigjag (383). 

Chronotopic logic is inserted into Bloom's text as time is made visible through events and contexts. 

The 'Jigjag. Jigajiga. Jigjag', which evokes Molly's cuckolding of Bloom through her sexual 

encounter with Boylan in 'Cohens old bed' (64 1), replaces the external, empty time of the conundrum 

that organizes Bloom's world. 42 In the Odyssey where the logic of adventure time makes room for the 

arrival of the Gods, Athena is able to cloak Odysseus in a fog so that he cannot be recognized. But 

Gerty names Bloom from within his own gendered narrative, and in "Circe" the fog is dispelled: 

A panel offog rolls back rapidly, revealing rapidly in the jurybox the faces of1fartin 
Cunningham, foreman, silkhatted, Jack Power, Simon Dedalus, Tom Kernan, Ned Lambert, John 
Henry Menton, Myles Crawford, Lenehan, Paddy Leonard, Nosey Flynn, AkCoy and the 
ftaturelessfixe of a Nameless One (383). 

The jury of the nationalist and anti-Semitic Dublin world that Bloom has tried to keep at bay through 

an escape into 'empty time' is out on Bloom, the 'new addresses of all the cuckolds in Dublin' are 

printed in the 'Messenger of the Sacred Heart' and 'Evening Telegraph' with 'Saint Patrick's Day 

supplement' (383). But as I shall go on to argue, through the context of "Circe". it is the accused who 

has the last laugh. It is the 'dark horse', Throwaway, who beats Sceptre and wins the race on the 16th 

June. 

4211, , penelope" Molly recalls Cohen's bed 'jingling like the dickens I suppose they could hear us away 

oN er the other side of the park till I suggested to put the quilt on the floor with the pillow under niý, 

bottom' (633). 



CHAPTER 5 

Circean Queens or Carnival Kings? 

The primary carnivalistic act is the mock crowning and subsequent decrowning of 
the carnival king I ... ], The symbols of authority that are handed over to the newly 
crowned king and the clothing in which he is dressed - all become ambivalent and 
acquire a veneer of joyful relativity-, they become almost stage props (PDP 124). 

Introductory 

Just as Nausicaa's island located a twilight shift in time and space from which dialogism could be 

forced so Circe's island is a stylistic territory in which literary chronotopes are woven into complex 

designs and carnivalesque relationships. It is a demesne where the ghosts of history are able to 'take on 

flesh' and so, through a reading of "Circe", Joyce's 'weekly carnival with masked licence' (399), it 

should be possible to explore the counter histories of Ulysses. The carnival aspects of "Circe" are 

obvious, and in effect are paraded by Joyce. Signification in Ulysses is constantly shifting and voices and 

themes travel throughout the text to be reworked anew. But it can also be argued that many of the 

narratives of Ulysses intersect in "Circe". Just as Homer's carnval queen possesses the magic which can 

change the human form, so that Odysseus's men 'take on the look of pigs [ ... ] 
but their minds stayed as 

they had been before', so Joyce's Circe magics into her territory many of the texts and external histories 

of Ulysses so that they too take on different forms. I 

Joyce's Circean drama is a feminized place where the 'knots of narrative are tied and untied' (DI 

250), as Circe is Joyce's carnival being and the carnivalesque sign through which signification must 

pass. Many of the themes and narratives of Ulysses come together in "Circe" and are reborn. Sometimes 

the truth behind an idea is shown to be wanting while at other times the carnival gives birth to a voice 

which has been subsumed or misunderstood by other discourses in Joyce's text. The world of Ulysses is 

drawn into" Circe" and so the reverse side of Joyce's word is revealed. Simultaneity and an Einsteinian 

relativity dominate the chronotopicity of the Circean drama, as linear notions of time and space are 

I The Odyssey, A 158. 
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distorted in a territory which charms within its boundaries past and future historical events, therebN, 

creating a dialogue with the past, the present, and the future of 1904.2 

"Circe" takes place in nighttown. The normal rules of the day or, for that matter, the night, do not 

apply here and neither do the laws of the land. 3 joyce's carnivalistic style organizes "Circe" through the 

conventions of the spoken word. If spoken language is not rigidly oriented by the rules of grammar, but 

is rather context-oriented, so the Circean stage-directions ensure that Joyce's polyphony is also context- 

oriented: a feminized drama whose source is a carnival sense of the world such that even THE DOOR 

HANDLE and THE SINS OF THE PAST have a speaking part. If Ulysses is an example of the 

carnivalization of literature, "Circe" is the pageant and the carnival square. Joyce's language may break 

free from realistic forms but the strange and disturbing context of nighttown cannot be escaped: 

The Mabbot street entrance of nighttown, before which stretches an uncobbled tramsiding set 
with skeleton tracks, red and green will-o'-the-wisps and danger signals [. j A pigmy woman 
swings on a rope slung between two railings, counting [. jOn a step a gnome totting among a 
rubbishtip crouches to shoulder a sack of rags and bones (350-1). 

If the unofficial language of "Circe" disobeys literary conventions, so the world of the night scorns 

the laws which organize the day. In Ulysses the world of the night is a gendered space which women are 

assigned, but it is also a space which they occupy. As was argued earlier, "Nausicaa" takes place during 

twilight, a gendered shift between night and day. The world of reason and authority may occupy the 

daylight hours but the reverse side of this world is a dark and feminized night. Masculine logic may 

effect such a gendered binarism, but the Circean women are able to appropriate this negative space in a 

nether world that amplifies and makes audible those voices which may have been suppressed or silenced 

2See Patrick Parrinder, James Joyce (Cambridge & New York. Cambridge University Press, 1984). 
Parrinder identifies the simultaneity of the time frames of "Circe". Although Ulysses appears to observe 
the neoclassical 'unity of time', for Parrinder this is an illusion: 'Often the naturalistic time-franie seems 
to be suspended while, at a more hallucinatory level, the action still inoves forward' (p. 183). If the 

polyphonic novel were to be approached from within a monologic understanding of the unity of style. 
and so a 'unity of time', then, for Bakhtin, it would appear contradictory, 'multi-styled' (PDP 17), and 

so multi-timed. But when the polyphonic novel is viewed from within several fields of vision in relative 
motion, then it is such worlds, their consciousnesses and their relative fields of -vision that combine in 

the 'higher unity' of the polychronotopic text. 
3 See Daniel Ferrer, 'Circe, Regret and Regression', in Post-Structuralist Jo 

, yce, pp. 127-44. Ferrer refers 
to the italicized passages in "Circe" as 'stage directions' which 'establish an incongruous stage set': 
'The laws that obtain on this stage are no longer the same as those which governed the day-time world 

of Ulysses in which we have spent the earlier chapters' (pp. 127-8). 
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by stronger forms of heteroglossia. But during the night Joyce also privileges his feminized subjects bN 

assigning them a space from which they too may orchestrate heteroglossia; it is the women in particular 

who possess the Circean magic which may give their narratives new meanings and new forms. In a 

gendered world of colonial and national discourses they are the carnival beings who are able to locate 

and capture possibilities from outside the confines of any essentialist identity formations. 

My first task is therefore to identify those events in "Circe" where colonial narratives are challenged 

by nationalist discourses, and to pay particular attention to the gendering of such forms. If colonial and 

national discourses are gendered, in "Circe" Joyce shows that many power-inscribed situations can only 

come into existence because of this intersection and conflation of sexed positions. Joyce maps such 

political sites and those moments of resistance where hidden Irish voices challenge essentialist politics. 

As for the colonial relationship between England and Ireland it is explored through the Kings of 

England, symbols of national honour which locate Sovereignty and nationhood, and Joyce's 

hybridization of the Irish national ballad 'The Croppy Boy'. In the carnival performance of "Circe" the 

appearance of Mother Ireland, in the guise of the OLD GUMMY GRANNY, positions nationalist tropes 

as carnival beings so that Croppys and Kings come into free and familiar contact. 

Cultural imperialism was not only effected through the imposition of the English language but it 

was also expressed through the canonization of English literature. Such a politics of national identity is 

mediated in "Circe" through Shakespeare, the 'crowned' king of literary authority and symbol of 

English identity, and Bloom, the hybrid Irishman and carnival king. In the gendered carnival of 

"Circe", Shakespeare is unable to visualize his literary authority, and so stabilize an emasculated identity 

for Bloom, but rather Joyce's carnival fool, his 'new womanly man', is feminized through what the 

Circean women do and say - for it is these women who encompass Shakespeare's fall and the crowning 

of Bloom as the carnival king. 

From such dialogized intersections of Circean chronotopicity I shall advance to an examination of 

the ways in which Joyce draNN's into his text and weaves into strange new chronologies and knotted 
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narratives the real Irish histories of The Great Hunger and the starvation of Terence MacSNN-inev - as 

Ulyssean textuality and Irish history are inseparable in "Circe". If the tragedy and colonial nature of the 

Famine has been ousted from Irish cultural productions, then it is the feminized form of Bloom which 

weaves such a history into Ulysses. In the sensitized time-spaces of the Circean drama the colonized 

exile of the Famine is given a homecoming by interweaving it with the Irish and personal tragedy of 

Terence MacSwiney's starvation. 

Stephen's riddle about the fox burying his granchnother is a metaphor for the burying of women's 

histories and the matrilineal line, but the 'woman's' voice is unearthed through the haunting of Stephen 

by THE MOTHER. In "Telemachus" Stephen inserts his dream of his mother's ghost into his narrative 

of the self swallowed up by Mother Church and Mother Ireland: 'Ghoul! Chewer of corpses! /No, 

mother! Let me be and let me live' (9), but Circe evokes this haunting and forms a new narrative by 

giving a voice to May Goulding's spirit - so making the creativity of her life available for narration. 

THE MOTHER'S PAST becomes for Stephen, in his period of mourning, the nightmare of a constant 

living out of memory. In life Stephen's mother had been the silent object of colonial, nationalist, 

Catholic, and masculine politics, but in "Circe" her voice is resurrected anew and speaks from outside 

the time-space allotted to her. 

Lastly I shall focus upon the scene in the brothel, where, at the mercy of the whores, Bloom is 

materialized in the bodily form of the object of his own sexual desires. In "Circe" even the 'interior' 

fantasy world of the imagination is not beyond the reach of the chronotopic: relations of carnivalized 

subjects. In the cross-dressing episode I argue that the dialogic and chronotopic potentiality of the 

whores' 'word' and 'world' is not negated by the libidinal economy of the brothel. In a space where the 

body has been colonized, commodified, and institutionalized, as a collective it is the whores who call the 

shots. 
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(i) The Croppy Boy: Our Native Doric? 

Unlike Rabelais's celebration of the joyful relativity of the carnival square and the grotesque bodý 
I 

Joyce's sources are filled with terror and a death which is not immediately 'pregnant with birth' (PDP 

164). Joyce's visualization of the colonial relationship between England and Ireland is no joyful hell and 

is much more complicated than the Rabelaisian drama of 'high' and 'low'. The hanging of the Croppy 

Boy in the carnival square of "Circe" invokes horror, and laughter is deferred: 'he plunges his head into 

the gaping belly of'the hanged and draws out his head again clotted with coiled and smoking entrails' 

(485). This grotesque realism exhibits the ultimate openings and lacunae of Joyce's carnival body and 

displays the violence of colonial discourses while deflating the reason and authority of the English 

crown. But in contrast to Pantagruel, who does not know whether to weep over the death of his wife or 

rejoice in te birth of his son, the sperm from the 'violent erection' of the hanged Croppy Boy falls 

'through his deathclothes on to the cobblestones' (485), only to be mopped with the handkerchiefs of 

silent women. 

For Joyce, rebirth through female tropes and narratives of metamorphosis is not the simple inversion 

of the Croppy's sacrificial death. The women who sop up the Croppy's sperm at the point of his death 

experience a metamorphosis into a deathly abstraction: 'The women's heads coalesce. Old Gummy 

Granny in sugarloaf hat appears seated on a toadstool, the deathflower of the potato blight on her 

breast' (485). Joyce interrogates such symbolic violence. Through the transcendence of social time and 

space women coalesce into a deity which bears the 'deathflower' of the English crown. As a 

representation, and not a producer. of national narratives Joyce's GUMMY GRANNY is confirmed by 

the teleological thrust of triumph through suffering. 4 She calls for national sovereignty through sacrifice 

and thrusts a dagger into Stephen's hand while praying to God to 'take him! ' so that 'Ireland will be 

free' (490). 

4Drawing on Freud. who 'was perplexed' NN hen women in analysis reproached their mothers for not 
giving them a penis or 'enough ma', Einer Nolan (Joyce and . 

Vationalisni) identifies Joyce's Gumniv 
Granny, with 'the deathflower of the potato blight on her breast', as a 'mothei who has starved her 

children' and poisoned the nation. But Nolan warns post-colomial WrItcrs and feminists against 
assuming that 'every "subversion" of the symbolic use of femininity is actually progressive for women', 

concluding that 'if there is a kinship between nationalists and French feminists, in terms of their mutual 
idealisation of the maternal body. then Stephen's political impasse and his terror of his mother's body 

mav also be fundamentally linked' (p. 175-6). 
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The hanging of the Croppy Boy and the appearance of the OLD GUND4Y GRANNY is 

contextualized. by the colonial confrontation between Stephen, Private Compton, and Private Caff 
. 

National abstractions are inadequate in the presence of the soldiers: Carr will 'wring the neck of any 

fucking bastard says a word against my bleeding fticking king' (487) and Compton incites Carr to go 

further, 'Make a bleeding butcher's shop of the bugger' (487). Gendered decolonizing discourses which 

rely on Rabelaisian inversions of death/rebirth, colonized/decolonized, are complicated bN, the 

simultaneity of Joyce's polyphony. The dialogic principle does not eýdst in abstract, transhistorical 

identities but in concrete realities. 

But this is not to suggest that the image of the Croppy Boy is not ambivalent. 'The Croppy Boy' is a 

product of a heteroglossic, national language, and when located within the polyphony of Ulysses such 

counter-hi stories haunt signification. The power of English rule may appear absolute, but the image of 

the Croppy Boy is fluid and mobile, standing in opposition to the structure and stability of English 

authority. The grotesque realism of the Croppy Boy's violent death may not give rise to a symbolic 

rebirth, but English laws can only be effective if the individual has a body upon which laws can be 

imposed. 'The Croppy Boy' gives birth to a body which only eNists in signification, but any 

marginalization of national ballads is denied by the Circean drama which also claims the effects of oral 

culture. As "Circe" escapes the boundaries of the written word so Irish ballads adopt the linguistic 

potency of spoken utterances. Because of the carnivalized structure of "Circe" there is no transcendent 

world view. 

In Joyce's Circean drama the lacunae of the Croppy's body and the instability of his identity become 

a mobile and hybrid site of signification - as Joyce's national ballad does not end when the Croppy is 

betrayed and led to the gallows, but his bodily aesthetics also exhibit the colonial nature of his -6olent 

death, The Croppy's sperm falls on stony ground - although his death does bring Rumbold near to 

5 There are many versions of 'The Croppy Boy'. The 1798 Rebellion in Wexford is the subject of all 

variants of the song but there is no original or authentic text (see Deane, ' Poetry and Song 1800-1890. 

especially pp. 107-8). The N ersion that Joyce uses In " Sirens" NN as Nk ritten b) Tarrol Malone' 

(pseudonym for W. B. McBurney) and was first published in the Nation on 4 Januan, 1845 (1 am 
indebted to David Pierce for this information). See also David Lloyd (Anomalous States) for a 

revaluation of Irish street ballads as 'iital representations of the h-, briditN- of a colorUal culture' (p. 5). 
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orgasm - while Edward The Seventh celebrates simultaneously both the death of the Cropp-y and his 

own coronation day. The Croppy's country remains colonized and Edward is crowned the King. But all 

crowning rituals are dualistic, and in "Sirens" the blind piano tuner / Croppy Boy, who is cro,, A-ned by 

those 'good men and true' as 'our native Doric' (232), is returning to retrieve his tuning fork. The logic 

of the carnival's 'all-renewing time' pervades "Circe" as the Croppy's ghost lives in the nether world of 

the ballad and the carnival. 

The nether world of the carnival brings everyone into close and playful contact, and all structure and 

order into ambivalent relationships, the 'primary carnivalistic act' being 'the mock crowning and 

subsequent decrowning of the carnival king'. 6 The King of England may be the crowned Sovereign of 

Britain and Ireland, but in "Circe" it is the joyful relativity of carnival crowning rituals which theorizes 

the space from which authority may be challenged. As Enda Duffy suggests, Ulysses 'may have more to 

do with Joyce's relation to what was occurring in Ireland as he wrote than with that backwards look at 

British rule in Ireland in 1904, that the text purports to represent'. 7 Joyce's janus-faced aesthetic 

contextualizes 1904 through the events of 1916-21; it is this dialogue between past, present, and future 

which structures Ulysses. Thus it is Ireland's fight for independence during 1916-1921 which Joyce 

evokes through the creative memory of the Circean chronotopes. When Stephen addresses Carr and 

Compton as 'guests. Uninvited', a short 'time' before the hanging of the Croppy Boy, he suggests they 

are in Ireland 'by virtue of the fifth of George and seventh of Edward' (479). But escaping the 

inevitability of linear time is a feature of the Circean drama which scorns realist narratives. George V 

may have been heir apparent in 1904, but he did not become King until 19 10 (crowned in 1911) after 

the death of his father Edward VII. Ulysses was written between 1914 and 192 1, but Bloomsday is set on 

the 16th June, 1904. Just as the Croppy breaks free from linear forms of time and space so Joyce ensures 

that real 'anticipated' history is also drawn into his text. 

61t is the shift and change associated Nkith crowning and decrowning rituals which creates an 'all- 

renewing time': Trowning/decrowning is a dualistic ambivalent ritual, expressing the inevitabilitý and 

at the same time the creative power of the shift-and-renewal, thejQyful relativity of all structure and 

order, of all authorit-ýý and all (hierarchical) position' (PDP 124), 
7Duffy, The Subaltern Uýysses. p. 18. 
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The acquisition of time by the English crown makes room for the future through the logic of 

continuity. Time is projected as a linear progression and is separated from its spatial locations. Similarly 

for Stephen, it is memory, relived in the present, which denies history its material context and so any 

ftiture 'becoming' is denied. 8 As Stephen suggests after he identifies Carr and Compton as Q guests. 

Uninvited': 'History is to blame. Fabled by mothers of memory' (479). For Stephen history is to be 

feared, as in his world the painful memories which his mind seeks to bury are constantly being 

awakened through his contact with a colonized present which ensures that history is fabled by the liNing 

out of memory in the present. 9 But "Circe" is an event of cultural memory which is made collectiN, e 

through the carnivalesque sign. 10 

Just as all words 'taste' of past usage and contexts so the event of memory is collective and 

chronotopic. The nightmare of history from which Stephen is trying to awake is that one where the 

spatial locations of memory have been excluded, and so the fullness of time is denied. In Stephen's 

nightmare the purpose of history is 'to blame' not to understand, remember or forget. II And if 'memory 

is our way of letting things retain their places, something forgotten is something that can no longer 

"take place" because it no longer has any place within us', Stephen's nightmare is to blame because it is 

a constant living out of history in the present. 12 He is afraid of the possibility that his own being will, 

like the GUMMY GRANNYS and THE MOTHERS, become totally dependent on his country's history. 

Stephen may be haunted by the fable of the Gummy Granny who 'eats her farrow' (486), rather than a 

narrative of enabling rebirth, but "Circe" disrupts the fabled nature of Stephen's memory. 

8Sce Anthony Wall and Clive Thomson, 'Cleaning up Bakhtin's Carnival Act', Diacritics, 23.2 (1990), 
47-70. Baklitin's notion of 'becoming', rather than 'being', is explained nicely by Thomson and Wall: 
"'Becoming", rather than "being", describes an open attitude towards the ftiture; It means 'making room 

forfuture time by displacing parts of ourselves' (p. 49). 
9See Seamus Deane, 'Remembering the Irish Future', The Crane Bag, 8.1 (1984), 81-92. Deane warns 
against Irish identity becoming dependent upon history: 'We stand in servitude to history if we insist 

upon it as an explanation for the future we might have had but won't have. Freeing ourselves from that, 

we can begin to anticipate, not remember our future' (p. 92). 
101 am indebted to Wall and Thomson ('Cleaning up Bakhtin's Carnival Act') for a discussion of the 
importance of the social nature of memory - hence the need to retain the chronotope and the carnival in 

any discussion of memory (p. 60). 
1 lit was in a seminar discussion. at the 'James Joyce Summer School' 1993, that Fritz Senn pointed out 
the ambiguous nature of Stephen's famous phrase: 'History is to blame'. 
12Wall and Thomson. 'Cleaning Up Bakhtin's Carnival Act' (p. 6 1). 
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Joyce's polychronotopicity not only parades the struggle for territory. and so historical meaning. but 

he also tests the truth of the theoretical presence of history. Joyce brings George. the king of England 

who has been on the throne for at least four years of 'real' time, and transports him to the present of 

Ulysses, which is set six years before George succeeds his father. Joyce not only gives his characters 

access to the chronotopes of the past but he also gives his readers access to the chronotopes of the future 

past of 1904. Edward VII may have been a proponent of peace, and 'invented arbitration' (48 1), but 

Circe contextualizes his words through the sovereignty of the colonial relationship with England during 

1916 -21. Throwing dust into the eyes of the blind Compton and Carr, Edward VII ensures that the 

need for continuity (George V and the Black and Tans) is projected into the future. 13 

But Joyce denies continuity any authority. The carnival invokes past and ftiture encounters. Meaning 

becomes an arena of struggle: 

Struggle for life is the law of eýdstence but human philirenists, notably the tsar and the king of 
England, have invented arbitration. (he taps his brow) But in here it is I must kill the priest and 
the king (481). 

Stephen's 'centre of gravity is displaced, he has 'forgotten the trick' (48 1). Both George and Edward 

are decrowned in the Circean drama. Their clothes and symbols of authority do become stage props - in 

good carnival tradition Edward carries a plasterer's bucket marked 'Defense d'uriner' for 

'identification'. It is Private Caff who invokes the king of England, but it is Stephen who gazes on the 

violent present of George's reign in 1920, while Edward 'levitates over heaps of slain, in the garb and 

with the halo ofJoking Jesus' (482). 

"And the Horns of the Just Man Shall be Raised Up": Shakespearean Crown or Bloomian 

Hatrack? 

The Circean drama also contests the hierarchical relationship between England and Ireland, and the 

aestheticization of national identity, through Shakespeare, the creator of the 'scepter'd isle' and Bloom 

13Sce DON, The Subaltern Ulysses, p. 143. As DW-v points out. some of the Nvorst atrocities, on both 

sides, during the Irish War of Independence took place during the months that Joyce ýk as NN riting 
"Circe". 
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the 'new womanly man' and carnival fool. 14 Quoting Hamlet, Lynch points to 'the mirror up to nature', 

for while 'Stephen and Bloom gaze in the mirror. The face of William Shakespeare, beardless, appears 

there, rigid in facial paralysis, crowned by the reflection of the reindeer antlered hatrack in the hall' 

(463). Through the gaze of Shakespeare, Lynch and the whores see Bloom 'crowned' by the antlered 

hatrack. Traditionally horns have been associated with cuckoldrv: 'Cuckolds were fancifullv said to Nvear 

horns on the brow. To give horns to, to graft, plant horns on: to cuckold originally meant "capon"', and 

so Bloom and Shakespeare have something in common. 15 But whereas Shakespeare suffers from a loss 

of authority and 'crows with a black capon's laugh' (463), Bloom invokes carnival laughter. Wearing a 

carnival crown of antlers, not horns, Bloom cannot be caponized. For whereas the horns of the antelope 

are permanent and grow longer every year as the animal ages, so the antlers of the stag are replaced 

every year with a new, larger, and more branched pair. A broken horn will never be replaced, but 

renewal and growth is a feature of antlers. Joyce's stag metaphor identifies Bloom's heteroglossic 

location in the polyphony of Ulysses, whereas Shakespeare's 'capon's laugh' heralds a monologic 

voice. 16 

If, as Bakhtin suggests, laughter has a particular relationship to reality: 'it is a specific means for 

artistically visualizing and comprehending reality and, consequently, a specific means for structuring an 

artistic image, plot, or genre' (PDP 164), then it is through Circean laughter that change and transition 

can be grasped and understood. Through caponized laughter Shakespeare's voice of authority speaks to 

Bloom, but Bloom cannot hear his words, nor can he see himself 'crowned' by the antlered hatrack 

because of the angle of Shakespeare's reflected gaze. In the carnival of "Circe" Shakespeare's caponized 

laughter lacks the power to authorize, but on hearing the laughter of Lynch and the whores Bloom is 

disturbed and asks, 'When will I hear the jokeT (463 ). Bloom may not be aware of his new identity, but 

14'This royal throne of kings, this sceptef'd isle, / This earth of majesty, this seat of Mars, / This other 
Eden, denti -paradise, / This fortress built by Nature for herself / Against infection and the hand of NNar, 
This happy breed of men, this little world, / This precious stone set in the silver sea, / Which serves it in 
the office of a wall, / Or as a moat defensive to a house., / Against the env-y of less happier lands, / This 
blessed plot, this earth.. this realm, this England' (Richard II, ii. 40-50). 
150ED, Horn, sb. f7. 
16See Jean-Michel Rabatd, James Jqvce, Authorized Reader (Baltimore & London: Johns Hopkins 

University Press, 1991). Rabatd discusses the cuckolding of Bloom and his Circean performance as a hat 

rack. But for Rabatd Bloom's antlered appearance is passive, as it is the 'climax' of his 'subserviency as 

a cuckolded husband' (p. 90). 
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as author Shakespeare can see and hear. He attempts to speak to the reader through his literary and 

national authority: 

(in dignified ventriloquy) 'Tis the loud laugh bespeaks the vacant mind. (to Bloom) Thou 
thoughtest as how thou wastest invisible. Gaze. (he crows with a back capon's laugh) lagogo! 
How my Oldfellow chokit his Thursdaymornun. lagogogo! (463). 17 

In an attempt to preserve his own authority Shakespeare tries to fix, through his authorial 'Gaze', a 

horned identity for Bloom. But, wearing the antlered carnival crown, Bloom actually courts Molly's 

infidelity: 'In five public conveniences he wrote pencilled messages offering his nuptial partner to all 

strongmembered males' (438). Bloom even locates a positive identity for himself through the strength 

and sexuality of the woman who has cuckolded him: 

That's where Molly can knock spots off them. It's the blood of the south. Moorish. Also the 
form, the figure. Hands felt for the opulent. Just compare for instance those others. Wife locked 
up at home, skeleton in the cupboard. Allow me to introduce my. Then they trot you out some 
kind of a nondescript, wouldn't know what to call her. Always see a fellow's weak point in his 
wife (305-6). 

Joyce uses this metaphor of cuckoldry, and the nature of husband / wifý, author / character, and self / 

other relationships as an allegory for the nature of the colonial relationship between England and 

Ireland. 18 Ireland may be the feminized other of England, but just as 'Anne hath a way' (157) and Molly 

act out their official desires and so force new identities for their husbands, so the gendering of the 

hierarchical relationship between England and Ireland can be disrupted by invoking and reworking 

dualisms. Irish history is structured by the narrative of female seduction and betrayal. It is a story which 

the unionist Deasy embraces in "Nestor": 'A woman brought sin into the world [ ... 
1. A faithless wife 

first brought the strangers to our shore here' (29); and a narrative which forms the Citizen's history in 

"Cyclops": 'The adulteress and her paramour brought the Saxon robbers here f ... 
]. A dishonoured wife' 

(266). It is also a theme which Stephen dwells on in "Scylla and Charybdis" through Hamlet's Gertrude 

and 'Anne hath a way' (157). But these histories are all invoked by "Circe" and the writers of such 

17Bloom will not heed Shakespeare's invocation of lago's subterfuge - unlike Othello Ný hose jcalousý, is 

so inflamed by Iago's deception that he smothers Desdemona. Gifford and Scidnian (Uly. ssesAnnotaled) 

also point out that 'OldfelloNN' IS 'slang for father' (p. 513). 
18Foster, Paddy & AIr Punch, (p. 8 1). But Jo), ce subverts such gendering by locating the feminine as the 

active force NNithin the hegemony of the polWhonic novel. 
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histories are exposed to carnival laughter. It is not the antlered Bloom who is caponized but the horned 

Shakespeare. 

When Boylan enters the brothel he too sees Bloom crownedwith antlers: 'he hangs his hat sinart/v 

on a peg of'Bloom 's antlered head' (46 1). Although visits to brothels are tolerated, even in Catholic 

Ireland, Bloom will be ridiculed in Dublin and his masculine identity will be undermined by Molly's 

infidelity. 19 But this is only a carnival crown, as for Bakhtin any carnivalesque crowning ritual contains 

within it the notion of an immanent decrowning. Bloom himself distorts the masculine gaze and the 

gendered, narrative of seduction and betrayal which structures Irish history and Hamlet's history. It is 

not Shakespeare who authorizes Bloom's identity, his gaze is 'rigid in facial paralysis' (463), but Bloom 

- who embraces his temporary role as carnival king - and sensuous Molly, whose adultery is powerful 

like 'Anne hath a way's': 'woman's invisible weapon' (16 1). 

Shakespeare's authority as the father of a nation, a literary tradition, and the father of patriarchal law 

is dialogically reworked. The sign is shown to be pregnant with possibilities while the Name-of-the- 

father, the subtext of Stephen's exploration of Hamlet in " Scylla and Charybdis", is positioned as a 

ruse. 20 For Stephen the life, thought and speech of women care lent them by males' (157) but Molly 

borrows and invents like Shakespeare's shrew: 

If the shrew is worsted yet there remains to her woman's invisible weapon. There is, I feel in the 

words, some goad of the flesh driving him into a new passion, a darker shadow of the first, 
darkening even his own understanding of himself (161). 

Unlike Shakespeare, Bloom does have some perception of a woman's 'invisible weapon'. In "Nausicaa" 

his understanding of the male gaze may position himself as active, but, after his Gerty-induced orgasm, 

Bloom's security is undermined. He imagines that his sexual experience with Gerty 'was a kind of 

19See Michel Foucault, The History of Sexuality, I (London & New York: Penguin, 1990). As Foucault 

has shown, sexual illegitimacies were relegated to the brothel and the mental hospital in the nineteenth 

centurý (p. 4). 
"See Maud Ellman [sic], 'The Ghosts of Ulýlsses% in James Joyce. - The Artist and the Labyrinth, pp. 

193-227. Ellmarm suggests that Stephen dreams of 'begetting a begetter in his own image: "Himself his 

own father"', while pointing out that 'Hamlet is obsessed NNith the signifiers of maternitN-' (pp. 207, 

213). 
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language between us' (305) while his thoughts turn to Shakespeare, 'For this relief much thanks. In 

Hamlet, that is' (305). Embracing his role as the jester of Shakespeare, Bloom is able to secure some of 

the collective power of the carnival square: he decrowns Shakespeare, is crowned King and so has the 

last laugh (until he enters the brothel and encounters the whores therein). 

Shakespeare has lost the power to authorize meaning; 'with paralytic rage'he quotes from Hamlet 

in an attempt secure the story of female betrayal into the narrative of Irish history, 'Weda seca whokilla 

farst' (464). 21 But Shakespeare finds his artistic power displaced, along with his patronymic status as 

the carrier of English identity. The power to authorize meaning is lost. It is taken from the colonizing 

author, and seized by the characters in "Circe" in true carnivalistic tradition. As Shakespeare speaks the 

face of 'Martin Cunningham, bearded, refeatures Shakespeare's beardlessface' while Mrs 

Cunningham, the pantomime dame, in kimono and merry widow hat, twirls japanesily. Bloom will not 

heed Shakespeare's words, as does lago in Othello, but Stephen's words 'Et exaltabuntur cornua iusti' 

(464) (And the horns of the just man shall be raised up) are appropriated by Bloom. 22 Bloom had earlier 

identified himself as the just man. On entering the brothel with Zoe, Bloom trips on the stairs and refers 

to himself as the 'just man': 'The just man falls seven times' (409). As Stephen suggests, at the 

beginning of the carnival pageant, 'gesture, not music not odour, would be a universal language, the gift 

the structural rhythm' (353). 23 It is of tongues rendering visible not the lay sense but the first entelechy 

this energy and productive power which Bloom's two-fingered gesture possesses; an energy which gives 

him, and not Shakespeare, the last word and the last laugh. 24 

21 Gifford and Seidmann (Ulysses Annotated) link, 'Weda seca whokilla farst - "None wed the second 
but who kill'd the first"' to Hamlet, III. ii. 190 (p. 513). 
221 am indebted to Graham Rees for the translation of the Latin-, see also Vulgate, Psalmus, 74: 11, 'Et 

exaltabuntur cornua iusti'; and Psalms, 75: 10, 'the horns of the righteous shall be exalted'; also 
Cruden's Complete Concordance to the Old & New Testament and the Apocrypha, pp. 237-8. In 

scripture the horn is a symbol of masculine strength and power: 'I will make the horn of David to bud; I 

will make his power and glory to flourish and increase. I will cut off the horns of the wicked' (Psalms, 
75: 10). It seems that Bloom had a lucky escape. 
23Gifford and Seidinann (U4ysses, 4nnotated) trace entelechy to Aristotle: 'entelechy, form of forms - 
Aristotle uses the word entelechy (actuality, complete reality) in two ways: (1) to mean form-giving 

cause or energy, as contrasted with mere potential existence; (2) to mean, in relation to the phenomena 

of living and mental existences, form-giving cause realized in a more or less perfect actuality. as in 

plants, aninials, and men. In effect, entelechy in this second sense means not just actuality, but an 

actuality that has the power to produce other actualities of the same kind' (p. 206). 
24The gesture 'up yours' comes from the notion of the cuckold wearing horns on the brow: 'to hold the 

fist, with two fingers extended like a pair of horns, as an insulting gesture' (OED, Horn. sb. f 7b. ). 
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(iii) 'What if that nightmare gave you a back kick? ' (28). 

If "Circe" is Joyce's carnival being through which signification must Pass then Irish historv is not 

excluded. The chronotopes of the past, the present of 1904, and the future present of 1904-21 are dra,, N-n 

into "Circe" in many ways. Real history is invoked by the polychronotopicity of "Circe" - so creating the 

polyphony of national time, made visible through a dialogue between real histories and the world views 

of the subjects of Joyce's imaginary world. History and textuality are inseparable in Joyce's national 

language, for in "Circe" histories which are positioned as progressive narratives are invoked and 

repositioned as textual histories. 25 

Bakhtin uses Einstein's theory of relativity as a metaphor for the inseparability of time and space in 

his artistic visualization of time, and such an analogy is reworked in Ulysses through the multiple time- 

spaces of Joyce's heteroglossia, In an Einsteinian universe time 'expands' and 'contracts' according as it 

is measured from different bodies in relative motion, and similarly Joyce's Circean drama ensures that 

time flows 'at different rates for two observers moving relative to each other' in Joyce's textual and 

national narrative. 26 The carnivalized history of "Circe" becomes the theatre of history where relativity 

and simultaneity are paraded; the drama where the moments of time and space are acted out and woven 

into new patterns by the polychronotopicity of Joyce's text. For Bakhtin otherness does not necessarily 

remain intact in the literary chronotope, and so the otherness of history and historical subjects is exposed 

and fused into the concrete whole of "Circe", as real history enters into a dialogue with the world 

represented in the text. 

25 See Derek Attridge, 'Joyce, Jameson and the Text of History', in "Scribble" I GeWse des Textes. ed. 
bN Claude Jacquet (Paris: Nfinard, 1988). 183-191. Attridge argues that Joyce's writing questions the 

'division of the world into signs and referents, language and existents; it reminds us that signs are 

referents and eýdstents too' (P. 190). 
26Einstein's Special Theory of relativity (1905) presented a very different paradigm to that which had 

previously been accepted: 'Time had always been considered to be the same for even-one-, that is to say, 

time passed at the same rate for every person or object in the universe. Like a large, slow-flowing river 

whose current is the same for all points along its banks, time was considered as a uniformly flowing 

thing which passed at the same rate for everyone. The Special Theory showed that this was not true. It 

showed that time flowed at difftrent rates for two observers moving relative to each other' yet also 'time 

is different for different observers at different positions not moving relative to each other' (James A. 

Coleman, Relativiývfbr the Lqvinan (Harmondsworth: Penguin. 1954-. repr, 1961), pp. 65-6). 
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Bloom's 'stump speech', in reply to Zoe's request for a cigarette, parades such a moment of 

relativity: 'two systems of calculation' united 'in the complex unity of an Einsteiman umverse' (PDP 

16). The various worlds of Bloom and Zoe combine to explore the personalized and national time-spaces 

of each. Zoe is 'English', not a 'Dublin girl' (389), and her response to Bloom's words about cigarette 

smoking, 'Go on. Make a stump speech out of it' (390), is subjected to the relative motion of Bloom's 

dream of a 'new Bloomusalem' (395). The second half of Zoe's utterance occurs seventeen pages later: 

'Talk away till you're black in the face' (407). The relative expansion of Bloom's time, and the 

contracted time of Zoe's response, delivers the simultaneity and relativity of a Circean experience of 

time to the reader - and so makes explicit the 'higher unity' of the polychronotopic novel. Bloom's 

dream world is interrupted by Zoe's utterance, but the complex 'higher unity' of the polyphonic text (the 

Einsteinian universe) ensures that her words combine with Bloom's imaginary world and the 'real' 

world of Irish history that his dream evokes. As 'The daughters of Erin' pray for Bloom (the 'Potato 

Preservative against Plague and Pestilence') to pray for them, he is rendered 'mute, shrunken, 

carbonised', and so, in Zoe's words, 'black in the face' (406-407). As Zoe has 'greedily' (389) pocketed 

Bloom's potato, in the expanded time of his dream world he becomes shrivelled, black, and blighted, he 

has no 'Preservative against Plague and Pestilence' (407). 27 

The shrivelled potato is the symbol of disaster which haunts Irish history, and through Bloom's 

moly/potato, Joyce positions such a trope as a central signifier in the Circean theatre of history. In some 

Irish histories of the Famine the potato is given an active role in the colonization of Ireland: 'its [the 

potato] stranglehold for over two centuries had robbed them [the Irish people] of effective defence, and 

27 See Udaya Kumar, The Joycean Labyrinth. - Repetition, Dine, and Tradition in 'Ulysses' (Oxford & 

New York: Clarendon Press, 19 9 1). Kumar suggests that the disjunction of Zoe's remark is a 'temporal 

lapse' which is 'indeterminate', as Joyce's 'monologues can function as a sequence of disjunctions 

framed by external actions' - and so such monologues cannot be located within 'a unilinear time based 

on the narration' (p. 67). But Kumar quotes from Ulysses, A Critical and Synoptic Edition, ed. by Hans 

Walter Gabler, 3 vols. (New York: Garland Press, 1984) which attributes to Zoe the words: 'Talk away 

till you are blue in the face (U, 15.1958)' - words which make no connection NNith Bloom's blighted 

and blackened appearance (through the expansion of time by Bloom's dream) in the preceding line (p. 

67), Rather than locating an Einsteinian chronotope in Ulysses, Kumar locates the 'two antipodes' of 

this dialectic experience of time in the novel as 'chronometric time' and 'spatial unities', unities which 

'the reader attempts to integrate [... 1 into the significant unities he [sic] constructs' (p. 65). It is the 

frustrating of narrative expectations which, for Kumar, forms a Ulyssean experience of time. 
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by so doing had invited their oppression'. 28 Similarly, for K. H. Connell the potato structured and 

shaped Irish colonial history through the institutions of Irish landlordism. Land was made scarce 

through confiscation and the demands of landlords in the sixteenth century and in later years tenants 

were forced to increase their rents in order to hold on to a plot of land. Consequently the potato's 

capacity to accommodate economic colonialism made it the only crop capable of feeding an extended 

family if higher rents meant giving over a larger proportion of land for rent crops. 29 Thus, the reasons 

for the Famine went beyond the 'potato blight that precipitated it. As in the twentieth century, the 

repetition of famine in the midst of plenty poses fundamental problems about the economic and political 

order, which are avoided rather than answered by the exercise of belated charity, no matter what its 

motive, scale or provenance'. 30 As Connell argues, John Nfitchel's charge that the potato blight was sent 

by "'The Almighty-` but "'the English created the Famine"' still holds. 31 

Yet Terry Eagleton suggests that the Famine has been repressed or evaded in Irish literary culture: 

'Where - apart from the two or three obvious texts - is the Famine in the Irish novel or drama, or in the 

literature of the Revival? Where is it in JoyceT For Eagleton 'Ireland's disaster is a kind of negative or 

inverted image of such trauma, one which you suffer rather than create, which strips culture to the poor 

forked Beckettian creature and which, in threatening to slip below the level of meaning itself, offers to 

deny you even the meagre consolations of tragedy,. 32 The Great Hunger may have been a silent space in 

Irish literary texts but it has also become that moment in Irish history through which all signification 

must pass for the historical becoming of an Irish national history. And through Bloom's moly/potato, 

Joyce weaves and unweaves such a moment into Ulysses through the Circean chronotope. As the 

28R. N. Salaman, 'Influence of the Potato on the Course of Irish History' (10th Finlay Memorial Lecture, 
Dublin, 1943), p. 3 1; as cited by L. M. Cullen, 'Irish History Without the Potato', in Nationalism and 
Popular Protest in Ireland, ed. by C. H. E. Philpin (Cambridge. Cambridge University Press, 1987), pp. 
126-138 (p. 126). See also R. N. Salaman, The History of the Social Influence of the Potato 
(Cambridge: Cambridge University Press, 1949); and Cormac OGrada, Ireland Before and After the 
Famine (Manchester. Manchester University Press, 1988). 
29Connell, 'The Potato in Ireland', in Nationalism and Popular Protest, pp. I 10- 125 (especially pp. 
110-113). 
30Deane, 'The Famine and Young Ireland' (p. 115). Deane points out that the Treasury spent L9,5 

million on relief during the Famine but only a few years later the British government spend L69.3 

million during the Crimean War (p. 115). 
31 Mitchel, The Histoty qflrelandfrom the Treaýy qfLimerick to the Present Time, 2 vols. (Dublin, 

second ed. 1869), 11, p. 459, as cited by K. H. Connell, 'The Potato in Ireland' (P. 119). 
32Eagleton, 'Emily Brontd and the Great Hunger', Irish Review, Spring/Summer (1992), 108-19 (p. 

112). 
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sensitive meeting-point for the time-spaces of many moments in Irish histoný the creative memon- of the 

Circean chronotope fuses the diverse worlds of the famished history of Ireland into strange new forms. 

The British government was not powerless to prevent the starvation of Ireland but it lacked the Nvill 

to act. Public works schemes imposed by the British government displayed a penal attitude towards the 

Irish people - while evictions for non-payment of rent obviously increased suffering. Trevelyan's 

Malthusian politics and laissez-faire economics broadcast the overpopulation and natural disaster theory 

- an ideological stance which let the government off the hook as it left English officialdom looking 

powerless in the face of natural forces. Even in Ireland, where obviously there was deep bitterness at the 

British government's handling of the crisis, 'The Irish themselves often expressed the view that they had 

been deserted by God as well as by man. 33 Such a Providential view of the Famine suggests, as Terry 

Eagleton argues, that the Famine functions as a non-signifier, 'not only because it figures ideologically- 

speaking as a brute act of Nature, history as Nature, but also because it threatens to burst through the 

bounds of representation'. 34 But the Circean chronotope shows that if the 'destiny' of Irish history is 

claimed as the tragedy of the Famine, then the possibilities and the compromised voices of Irish history 

that are ousted by such a teleological view of time will return from other regions and other time-spaces 

of history to haunt Joyce's text. 

In the inside-out world of the carnival Bloom is able to enter a 'new world', where all identities are 

complicated, and the possibility of new histories, organized by different laws, seems possible. Bloom's 

dream-world may be quite impossible in ordinary life: as Bakhtin suggests, the 'dreamer often tests and 

explores himself [sic] through the dream which is constructed as a crowning/decrowning ritual' (PDP 

124-7). Dreaming of a Bloomusalem, Bloom is hailed as 'Leopold! Lord mayor of Dublin! ' (390), but 

having lost his moly/potato, to Zoe the 'music of the future' (390) which Bloom sings can only record 

and reproduce the starvation of the Irish during the Famine in a colonial world of plenty. Bloom makes 

mayoral speeches about the 'prostituted labour' of Ireland, which starves while 'they [English 

lando-vvners] are grassing their royal mountain stags or shooting peasants and phartridges in their 

PDeane, 'The Fainine and Young Ireland' (p. 115). 
34Eagleton, 'Bronte and the Great Hunger' (p. 112). 
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purblind pomp of pelf and power', but he also proposes to feed the 'capitalist lusts' (3 9 1) of the English 

by running a tramline 'from the cattlemarket to the river' (390) in a fashion which resurrects the 

colonial conditions of the Famine. As John Nfitchel records, during the Famine: there Nvere 'immense 

herds of cattle, sheep and hogs 
... 

floating off on every tide, out of every one of our thirteen seaports, 

bound for England-, and the landlords were receiving their rents, and going to England to spend themý 

35 and many hundreds of poor people had lain down and died on the roadsides, for want of food'. 

Bloom's loss of his potato, his dream of a future 'coming time', and his crowning as Lord Mayor of 

Dublin, records the starvation of the Famine but it also remembers the future 'coming time' of Terence 

MacSwiney, Lord Mayor of Cork. 36 Joyce was writing "Circe" in 1920 during the time that MacSwiney 

starved to death while on hunger-strike. MacSwiney's death caused international outrage, and, as 

Richard Ellmann. has shown, his death angered and greatly disturbed and pained Joyce, If the loss of 

Bloom's moly/potato evokes the colonial starvation and emasculation of Ireland and Terence 

MacSwiney, then MacSwiney's history writes the tragedy of the Famine through the destiny of his own 

body, Bloom may lose his mayoral crown in the carnival of "Circe", but the loss of MacSwiney's 

mayoral crown (through his bodily starvation) incites such moments of history to be knotted and woven 

together in a fullness of time that draws on the past and the future of 1904. Like Bloom, MacSwmey 

dreamed of the future; he wrote a play, The Last Warriors of Coole: A Heroic Play in One Act, which 

35 John Mitchel, The Last Conquest of1reland, Chapter XI; as cited by Dorothy Macardle, The Irish 
Republic, with a preface by tamon De Valdra (1937; fourth ed. Dublin: Irish Press, 1951), p. 45. 
Imports into Ireland surely outstripped exports during the famine, but the fact remains that economic 
imperialism triumphed and food exports continued during the Famine years. See also Robert Kee, 
IrelandA History (London: Weidenfeld and Nicolson, 1980; repr. 1981). Kee points out, that in 1848, 
after three successive years of famine, the food exports from Cork on the single day of 14 November 
1848 were: '147 bales of bacon / 120 casks and 135 barrels of pork /5 casks of hams / 149 casks 
miscellaneous provisions / 1,996 sacks, and 950 barrels of oats / 300 bags of flour / 300 head of cattle 
239 sheep / 9,398 firkins of butter / 542 boxes of eggs' (p. 100). 
36Terence MacSwiney succeeded Thomas MacCurtain (who was murdered by members of the Royal 
Irish Constabulary) as the Lord Mayor of Cork. MacSwiney was arrested on 12 August 1920 and he died 
seventy three days later after a seventy-four-day hunger strike. He vowed to 'put a limit to any term of 
imprisonment you may impose. Whatever your government may do I shall be free alive or dead, within a 
month' (Letters, 111, p. 16), As Richard Ellmann (James Joyce) records, MacSwiney's plight inspired 
Joyce towrite a poem about his starvation and imprisonment by the British government. Ellmann 
suggests that Joyce associated 'Mac Swiney's battle with his own against English officialdom in Zurich* 
(p. 53 3). 
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visualizes 'the dream of the coming time', and 'stands as a warning to the oppressor to "Beware the 

cireamer",. 37 

In the Circean drama such decrowning rituals could be read as simple inversions of power and so 

symbols of a 'constructive death' (PDP 125). The imperial symbols of authority are appropriated and 

then undermined through profanity and the carnivalistic act of crowning/decrowning dualisms, so 

undermining the logic and stability of English rule. But MacSwiney's starvation invokes the tragech- of 

the Famine, and its narrative of suffering and absence, so absolutely: 'It is not those who can inflict the 

most, but those who suffer the most who will conquer', and no future time can survive in such a bodily 

aesthetics. 38 MacSwiney's life and 'dream world' is overwhelmed and ruptured by the signifying 

potential of such a tragic destiny, If the Fan-ýine is the signifier in MacSwiney's chronotope through 

which his ftiture is mediated, then for him this history of suffering and sacrifice is so absolute that the 

ftiture can only exist in a 'dream world'. Future possibilities have become overpopulated with discourses 

which conflate suffering and victory: 'A divine example' which 'inspires us all for the redemption of our 

country'. 39 The historical paradigm of suffering and redemption structures MacSwiney's world. By 

attempting to reclaim Bloom's potato for Ireland, through the consolations of the bodily aesthetics of 

tragedy, the dynamic of his chronotope is finalized and so historical becoming becomes the sacrifice. But 

Joyce ensures that MacSwiney's historical being and destiny is not excluded from his text. The Circean 

chronotope ensures that he haunts the boundaries of signification in Ulysses, 

Although MacSwiney's starvation of his body denied the colonial mapping of such a territory as the 

site of English subjectivity and logic, in another sense it was also a suicide. Bloom's father took his own 

life, and just as MacSwiney's 'immortal death' and future 'coming time' haunts signification, so in 

37Cairns and Richards, TV'riting Ireland, p. 108. 

_38MacSwiney quotation take from his inauguration speech as Lord Mayor (as cited by Dorothy 
Macardle, The Irish Republic, pp. 382-83). 
39MacSwiney. ibid., p. 383.1 do notvNish to overlook the part that Terence MacSwiney played in 
achieNing the objective of an Irish independent nation-state. As Dorothy Macardle (The Irish Republic) 

suggests: the hunger strike of MacSwiney and Joseph Murray 'set England in the dock. The English 

people were themselves shaken by them to compassion and a sense of shame' (394). 
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"Circe" Rudolph haunts BIOOM. 40 Bloom may locate the importance of the potato in Irish history. 

through his muse on Sir Walter Ralegh and 'Suicide', but 'Midnight chimesfrom distant steeples' 

(390), and Bloom is also haunted by his father and grandfather in "Circe" as another new dawn is 

signalled. Bloom's Jewish 'origins' precede him, his dream of a coming time is located in the ideal 

world of the 'model farm at Kinnereth' (advertised by the leaflet that Bloom had consulted in the 

butchers when he bought his pork kidney for breakfast) and the ideology of 'Moses Montefiore' (48). 41 

Bloom's dream of a 'coming time' also reaches out of the fantasy world of "Circe" and into the 

future time of Moses Montefiore. In "Calypso", as protection against a haunting by his father's ghost, 

Bloom checks that he has his potato, his Irish signifier, before he leaves to buy the pork kidney for his 

breakfast, but in "Circe", under Rudolph's restrictive gaze and lacking his potato, he is uncomfortable. 

He hides the pig's trotter behind his back, out of the view of his Jewish father. Bloom's self-styled 

hybrid Irish status may be little protection under the Citizen's anti-Semitic gaze, but it is also little 

protection against colonizing discourses coming from within Jewish orthodoxy. In the eyes of his own 

dead father Bloom is rendered degenerate by an identity formation which insists that Jewish subjectivity 

is located in a racial archetype. But Bloom will not be finalized, or the passive subject of a projected 

gaze, when without his moly he is identified in his Circean dream as a 'womanly man'. 

Richard Ellmann suggests that 'a pet theory' of Joyce's, borrowed from Otto Weininger's Sex and 

Character, was that Jews are by nature 'womanly men'. 42 The new woman may have been one of the 

401t has passed into folklore that suicides will haunt the living. Bloom's father took his own life by 
taking poison. The Catholic Church defined suicide as a sin and refused to bury suicides on consecrated 
ground. 
41 Bloom's coming time was indeed located in a coming reality, The 'model farm at Kinnereth' was 
founded and advertised by the Palestine Land Development Company on 8 June 1908. Gifford and 
Seidmann (Ulysses Annotated) record that Moses Monteflore became a 'synonym for orthodox sanctity' 
among the Jews of Europe. He was a wealthy English philanthropist who worked for the Jewish cause in 
Europe and called for the colonization of Palestine during the early Zionist movement (p. 73). 
42Richard Ellmann (James Jqyce) links Bloom's 'androgyny' and Jewish identity to Otto Weininger's 
Sex and Character (1903). Weininger's work is anti-Semitic and misogynist (as the title of the work 
suggests, sex can be assigned a character). As Ellmann records, in Weininger's text men are represented 
as positive beings while women are located as absence: 'Her instability and untruthfulness are only 
negative deductions from the premise of non-eýdstence. The female is 'the sin of man' and Jews are 
conflated with both sin and 'woman' to become 'womanly inen'. Although overall Ellmann reads Bloom 
in a positive light, he suggests that JoYce 'largely agreed with this [Weininger's] N-, eNN-' (p. 463-4). 1 

would suggest that an interpretation of Bloom, as Weininger's 'womanly man*, is not so straight 
forward. As Ellmann goes on to record, Joyce did after all add an ironic ovvist to Weininger's argument 
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critical objects of Weininger's discourse, but implicitly his theory was immersed in the racial and 

biological discourses which prevailed in Europe during the late nineteenth and early twentieth 

centuries. 43 As Irish cultural nationalists like Moran castigated the Irish for exhibiting negative 

femininity, so Weininger castigated Judaism for exhibiting feminine passivity and non-existence. As 

Laura Doyle argues: 'If modernism develops in the context of a "war of the sexes, " that war deN, elops in 

the context of a "war of the races. ", 44 Looked upon as a 'womanly man", 6 who left the house of his 

father and left the god of his fathers Abraham and Jacob' (3 57), and a drunken spendthrift, 'drunk as 

dog after spend your good money' (358), Rudolph identifies Bloom through a stereotýping gaze: 'Nice 

spectacles for your poor mother! ' (358). It appears that Rudolph's ideological stance, and that of the 

Jewish writer Weininger, are emergent in the textuality of Bloom (several of Bloom's books are upside- 

down on his bookshelves). Like Rudolph, Weininger was a Jew, and both Jewish fathers haunt Bloom 

with a stereotyping and racialized gaze. 

Joyce exposes Bloom's experiences of the 'lack' of both Irish and Jewish femininity. but in his 

textual fantasy, which is exposed to the simultaneity of other texts, he is identified not through gendered 

and Jewish origins but through the pre-marital gaze of Bloom's mother. It is the mystery man in the 

macintosh (the author? ) who declares that Bloom's 'real name is ffiggins' (the pre-marital name of 

Ellen Bloom) (395). Within the carnival of "Circe", Ellen Higgins is transgressive. She appears as a 

different sort of 'womanly man' to interrupt the foundations of Rudolph/Weininger's essentialist 

imaginations and the incest and continuity of the father/son relationship which makes Bloom so 

uncomfortable in colonial Dublin. Ellen Higgins plays the part of the pantomime dame (male acting out 

a female role) from whose striped petticoat falls Bloom's shrivelled potato; the moly which,,, Nill prevent 

him from becoming 'weak and unmanned' once he is 'naked'. 45 

by suggesting that another female trait that could be isolated was the feminine habit of putting books 
into a bookcase upside down. In Ulysses, Joyce shows that the premises of Weininger's writings are 
founded on an anti-Semitic stereotype; Bloom inverts his books just as Joyce inverts the conclusions of 
Weininger's text. 
43 See Laura Doyle, 'Races and Chains: The Sexuo-Racial Matrix in Uývsses% in JQvce: The Retum of 
the Repressed, pp. 149-89. 
44Doyle, ibid. (p. 150). 
45The Odyssey, p. 160. 
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Ellen Higgins is a woman who acts the part of a man in drag. In a Bakhtinian world everyone is in 

drag, there is no sexual alibi. But in the rigidly gendered world of Joyce ýs textual Dublin. biological sex 

is constructed as genders' alibi and constituted as the 'ideal'. In a carnival twist Ellen Bloom's 

simulated cross-dressing parades the way that gender imitates and simultaneously produces biological 

sex. The pantomime dame is a cross-dressing performance which could never be mistaken for an 'Ideal' 

performance of femininity - one where biological sex is both an effect and confirmation of gender. Such 

a pantomime performance could be read as an act which mocks the 'ideal' performance of femininity, 

while constituting sex as the 'real', so reinforcing male/female hierarchies and the absence of the 

feminine. But by playing the part of the pantomime dame, Ellen Bloom's performance is truly 

transgressive as it undercuts those readings which parody femaleness and stabilize gendered hierarchies. 

Any location of authenticity is undermined, as this pantomime performance is acted out by that which is 

constituted as the 'ideal'. By adopting the role of the male, biologically determined masculine referent, 

while simultaneously playing the part of negative femininity, and the feminine 'ideal', Ellen Bloom 

ridicules and mocks any identity claims that gender may make - so overturning biological alibis. 46 

If Ellen Bloom can perform biologically determined masculinity and femininity, and simultaneously 

represent the performance, then both male and female origins become carnivalized effects of gender. 

The essences of the biological and racial assumptions of Weininger/Rudolph, or the Citizen, are demed 

any foundations. As an hybrid Irishman, and in practice an Irish Jew who is not confirmed by Jewish 

law (Bloom has not been circumcised), Bloom denies the identity formation of 'race' any foothold in the 

heteroglossia of Ulysses. Weininger/Rudolph and the Citizen may conflate, all women and Jews in an 

essentialist cultural imagination which abounds with racial and gendered. stereorypes, but it is from his 

46 See Judith Butler, 'Lana's "Imitation": Melodramatic Repetition and the Gender Perforinative', 
Genders, 9 (1990), 1-18, Butler does not distinguish between drag acts which are transgressiN e or 
conservative. She suggests that cross-dressing characterizes 'the wishful performative of gender as such. 
the production of "identity" through an imitation that seeks to approximate an ideal that is ahvaý's 
already expropriated and elsewhere'. While I would agree with Butler that 'structures of imitation and 
derision' are not 'indissolubly linked', the pantomime dame could be read as exhibiting and deriding an 
'improper' expropriation of gender in order to locate and constitute a derisory account of the 'real' (p. 
2). Cheryl Herr (Joyce's Anatomy of Culture (Urbana & Chicago: University of Illinois Press, 1986) 
suggests that in the pantomime 'the cross-dressed actor performed two messages at once. First, he or she 
denied the reality of androgyny by playing off the cultural assumption that each person had to be either 
male or female, he or she thus acted out the culture's confusion over sexual identity - and its fear of 
deviations from the non-n' (pp. 153-4). 
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mother that Bloom receives his potato/moly, and so his Irish new womanly status. When Bloom is 

declared 'bisexually abnormal' (402) he is given the identity of a 'new womanIN- man' (my italics) (403). 

The new woman signifies presence not absence, Bloom becomes a 'Free fox in a free henroost' (400). 

It is another woman who further disrupts Bloom's dream fantasy and his performance as a 'new 

womanly man'. Bloom's vision of a dream time, and his subsequent decrowning as Lord Mayor of 

Dublin, is inserted into Zoe Higgins's reply to Bloom's 'stump speech' and lewd comments about 

cigarette smoking. Zoe's reply may only take a few seconds but the narrative of "Circe" exhibits 

relativity and not linear progression. Bloom's dream of 1904 draws into its sphere of influence the 

colonial violence of the real future history of 1920. MacSwiney's 'dream time' stresses time at the 

expense of spatial locations. His loyalty to a symbolically decolonized history and future locates his 

present in a dream world of absence. In contrast, Bloom's feminized performance in his dream of a 

Bloomusalem creates a parodic memory of Rudolph/Weininger's new dawn. The 'new womanly 

man['s]' golden city in the 'Nova Hibernia of the future' (395) appears in the shape of 'a huge pork 

kidney' (395). The chronotopes of Bloom's past history, like MacSwiney's, are dangerous for him. The 

Feast of the Passover brings the epic history of the children of Israel 'into present immediacy', just as 

the Famine brings MacSwiney's death and absent future to the same point. A prayer, which is the 

climax of the first night of the Passover, calls to God to 'rebuild [.. .1 Jerusalem, the city of holiness, 

speedily in our days and bring us up into its midst,. 47 Paschal time and Rudolph haunt Bloom. Like 

MacSwiney's dream time, paschal time only exists in the symbolic; it is a time of sacrifice and rebirth. 

But Bloom escapes his father-induced identity as sacrificial lamb and paschal victim, just as Zoe also 

escapes the violence of origins. She identifies herself not only as English but as a 'Yorkshire Girl' 

(468), her second name, like that of Bloom's mother is Higgins: her 'lucky hand' (409) saves him and 

he enters the brothel, 48 

47See Gifford and Seidmann, Ulysses Annotated, p. 13 2. 
48See Cheryl Herr (Joyce 's, 4 naloiny of Culture) for the words to the music hall song . 11y Girl's a 
Eorkshire Girl. Herr situates the song's theme of female betrayal (Rose, the Yorkshire Girl, has tNNo 

suitors and a husband at home) within the problems that the working-class of industrial Britain endured 

in the nineteenth century, But located within the Irish context of "Circe". the Yorkshire Girl's betrayal 

has particular resonances. It is Carr and Compton who sing the song which enters Stephen and Zoe's 

ears. If Mr Deasy's history: 'All history moves towards one great goal, the manifestation of God' (28). is 

interrupted by the history of Stephen's 'shout in the street' (28), Compton and Carr's history. a 'noise in 

the street' (468), is interrupted by Zoe's disruption of Deasy's history 'Per Was rectas! ' (468). 
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(iv) THE MOTHER: "A Ghost By Absence"? (155). 

Although Stephen can only read the old milk woman as a silent being, his mother is the ultimate 

silent space in his imagination. The ghost of Stephen's mother first appears in -Telemachus". Stephen 

recalls how she had come to him 'silently' in a dream, to haunt him 'with mute secret Nvords' (9). But in 

"Circe" it is the corpse of May Goulding which haunts Stephen: 

Stephen's mother, emaciated, rises stark through the floor, in leper grey with a wreath offaded 
orangeblossoms and a torn bridal veil, herface worn and noseless, green with gravemould Her 
hair is scant and lank. She fixes her bluecircled hollow eyesockets on Stephen and opens her 
toothless mouth uttering a silent word (473), 49 

In "Circe" the grotesque body of May Goulding is 'emaciated', it is a body which lacks flesh, a body 

which is worn, featureless, and decomposing. She is crowned with her bridal circlet and veil, visualizing 

the 'torn' and 'faded' nature of her marriage and experiences of motherhood. 50 Stephen's mother has 

been dead almost a year but the chronotopes of May Goulding's past, and the one year period of 

mourning after her death, are painful for Stephen. He is fearful of his mother's past, and his memory of 

her is a constant resurfacing of a chronotope which she only inhabits in death. In Stephen's imagination 

the world of 1904 is dead time for May Goulding, but rather than being a conservative force this time of 

haunting is a creative time in the Circean drama. 

49Daniel Ferrer ('Circe, Regret and Regression' ) suggests it is Stephen's feelings of remorse which, in 
his dreams, produces the ghost of his mother. He argues it is necessary for the reader to have met 
Stephen's mother's ghost earlier in order to understand her 'materialization' in "Circe" as 
C simultaneously absent and present'. Ferrer points out that Stephen's mother is 'emaciated by 

parturition' - and so in "Circe" TTIE MOTHER repeats her 'very absence' (pp. 13 3,140). Although 
Stephen's mother is robbed of presence by parturition, I wish to argue that rather than representing 
'absence', in "Circe" May Goulding's ghost straddles the threshold of life and death, absence and 
presence - and so her emaciated body fractures the presence of silent locations. 
5OMemory plays an important part in the materialization of May Goulding in "Circe". Joyce's own life, 

and the fiction of Stephen's, are woven together through the image of THE MOTHER. Richard Ellmann 

(James Jo 
, vce) records the details of May Murray's death. May is the first name of Joyce's mother and 

Stephen's mother. Joyce's mother died on the 13 August 1903 and Stephen's mother died on the 23 June 

1903 (p. 136). 1904 is not a time that May Murray or May Goulding had inhabited in life. Three years 

and six days after May Murray's death Joyce wrote to his brother: 'Can you tell me what is a cure for 

dreaming? I am troubled every night by horrible terrifying dreams: death, corpses, assassinations in 

which I take an unpleasantly prominent part' (Selected Letters (London: Faber and Faber, 1975), p. 96). 

See also Ruth Bauerle, 'Date Rape, Mate Rape: A Liturgical Interpretation of "The Dead-. inX", 

, Alliances in Joyce Studies, pp. 113-125. Bauerle discusses May Joyce's history of parturition and 

marriage - she experienced seventeen pregnancies in twentN, three years of marriage (p. 120). 
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As wife and mother May Goulding's life may have been one of silence but the chronotopic structure 

of her Circean 'dead time' ensures that her life is made concrete and is infused into the carmval space of 

rebirth. May's time thickens, takes on flesh and becomes visible in a way that it did not during her life. 

Representation becomes significant and concrete in the Bakhtinian text because of the way the 

chronotope ftinctions: 

All the novel's abstract elements - philosophical and social generalizations, ideas, analyses of 
cause and effect - gravitate toward the chronotope (D] 250). 

May Goulding's narrative draws into the text the chronotopes of motherhood; all the moments of her 

locations in time and space are represented in terms of a universality of sacrificial motherhood. She 

speaks the words of Mary the Mother of Sorrows and feels the lack which Odysseus's mother fails to 

endure during her son's absence. The chronotopic world which they occupy is not one where 

motherhood is measured by creation, nurture and growth, but one in which the passage of time is 

measured by absence, sacrifice, and death. But in the Circean drama these chronotopes are reworked so 

that the symbolic nature of May Goulding's e)dstence is overturned by a death which reallý, is 'pregnant 

with birth' (PDP 164). The opportunity of a concrete history and the writing of new narratives are made 

visible through the Circean stepping stones which link the past, the present and the future to create the 

possibility of more open-ended ftitures. 

Stephen's mother is one of many ghosts in "Circe". The theme of Hamlet also haunts the margins of 

Joyce's text, but the consubstantiality of Hamlet and his father's ghost -a narrative which also haunts 

Stephen - is overturned in "Circe" by THE MOTHER'S haunting of Stephen. The ghost of Hamlet's 

father could communicate to his son the nature of his death, but the ghost of Stephen's mother is able to 

reveal both the cause of her death and the nature of her emaciated life. Stephen need not fear his 

mother's death, for, unlike Hamlet, his mother's death does not prefigure his own. 

Odysseus is also haunted by his mother's death. When he visits Hades he sees before him the 'soul of 

my [his] perished mother, 51, and TIFIE MOTHER in "CIrce- expresses the anguish of Christ's mother 

1 The Odyssey, p. 171. 
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when her son was sacrificed: 'Inexpressible was my anguish when expiring Nvith love. grief and agony 

on Mount Calvary' (475). But May Goulding does not merely inhabit the chronotopicity of sacrificial 

motherhood, she also exposes its construction. Motherhood had scarred all three women: Mary the 

Mother of Sorrows was expected to sacrifice the life of her son to the world, and Antilika had expired 

from grief and longing waiting for her son's heroic return, yet in "Circe" the nature of May Goulding's 

loss of the flesh of life is revealed through her experiences of parturition. In giving birth to a son May is 

emptied of life, 'Years and years I loved you, 0, my son, my firstborn, when you lay in my womb' (474). 

May's body is defined by pregnancy, but more importantly it appears less emaciated through 

Stephen's presence in the womb. In Catholic Ireland motherhood restricts women's access to narratives 

which are outside the confines of the maternal body, and as Stephen's sisters themselves must be defined 

through motherhood so their occupation of the mother's womb does not replace the presence which is 

lost when May Goulding gives birth to Stephen. She not only produces Stephen, but her being is 

produced by his presence in her womb - the capacity for reproduction is the most necessary feature of 

May Goulding's female body. But May Goulding's experiences of maternal presence and non-presence, 

exposes motherhood to be the biological function which confirms her gender and assigns her fleeting 

value through Stephen's generation of her bodily forin. 

Presence becomes absence when Stephen leaves the womb and emaciates his mother's body, just as 

such a sacrificial body emaciates her life. Stephen yearns to escape the responsibility he feels for this 

engendering and its concealment. It is in "Nestor" that Stephen recites the riddle which can only be 

answered if such a history is known in advance by inhabiting the chronotopes of the future. In the 

polychronotopicity of Ulysses, Stephen cannot escape the guilt he feels for the nature of his mother's life 

and like the fox he attempts to bury her past: 'A poor soul gone to heaven: and on a heath beneath 

winking stars a fox, red reek of rapine in his fur, with merciless bright eyes scraped in the earth, 

listened, scraped up the earth, listened, scraped and scraped' (23). 52 Again the chronotopes of his 

52Like the fox which buries its grandmother in Stephen's riddle, so C. S. Parnell, another 'Mr Fox' 

buries the matrilineal line. Fox was one of C. S, Parnell's assumed narnes, and Richard Ellmann (Jame. s 
JQyce) notes how the metaphor of an aninial being hunted xN as applied to C. S. Parnell by his biographer 

and Yeats (p. 3 7). But as Stephen's mother dwells on the threshold of many chronotopic worlds in the 

Circean drama, she unearths the buried lives. and so histories, of other Irishwomen. C. S. Parnell may 
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mother's past haunt Stephen for his violation of the mother's body. His fur is 'rapine' and eN-en though 

he feels hunted he turns to the ghost which haunts him to ask the meaning of 'The word known to all 

men' (474). The mother-love that had saved Cyril Sargent from being trampled by life leads Stephen to 

imagine that the love a mother projects into the future for her son is that word: 

Ugly and futile: lean neck and thick hair and a stain of ink, a snail's bed. Yet someone had loved 
him, borne him in her arms and in her heart. But for her the race of the world would have 
trampled him underfoot, a squashed boneless snail, She had loved his weak watery blood drained 
from her own. Was that then real? The only true thing in life? (23). 

Thus, in "Scylla and Charybdis", Stephen's thoughts of fatherhood not only position biological 

paternity as a legal fiction, but he writes a narrative of motherhood, 'Amor matris, subjective and 

objective genitive', as 'the only true thing in life' (170). In A Portrait, Cranly also identifies a mother's 

love as that which is 'true' and 'real': 

Whatever else is unsure in this stinking dunghill of a world a mother's love is not. Your mother 
brings you into the world, carries you first in her body. What do we know about what she feels? 
But whatever she feels, it, at least, must be real (P 218). 

Love is often positioned as that which is 'true' and 'real' in Ulysses. Richard Ellmann suggests that 

Gabler's insertion of several missing lines from previous editions of Ulysses establishes love as 'The 

word known to all men., 53 The materiality of love is quite different for Stephen and his mother. The 

have been hunted in Ireland and England but it was he who sought to bury the historical moment of the 
Ladies' Land League. As Michael Davitt suggests, C. S. Parnell was afraid that the activities of the 
Ladies' Land League were being used 'not for the purposes he approved of, but for a real revolutionary 
end and aim' (Davitt, United Ireland, 18 February 188 1; as cited by Margaret Ward, Unmanageable 
Revolutionaries, p. 30). For an insight into the gendering of Irish politics and history during the Land 
Wars of the 1880s see Anna Parnell, The Tale of a Great Sham, ed. and introduced by Dana Hearne 
(Dublin: Arlen House, 1986). Although Anna Parnell wrote her history of the Land League in 1907, it 

was thought destroyed until 1959 and was not published until 1986. See also P. W. Joyce, English, 4s 9e 
Speak It In Ireland (London: Longmans, 19 10), pp. 186-7. P. W. Joyce is not sure about the meaning of 
Stephen's riddle. He suggests that he 'should like to see CEdipus try his hand at [Stephen's riddle]' (p. 
186). 
53 See Richard Ellmann's preface to Ulysses, the corrected text, ed. by Hans Walter Gabler (London, 
New York: Penguin, 1986), pp. ix-xiv. Ellmann argues that the Latin words 'Amor vero aliquid alicui 
bonum vult unde et ea quae concupiscimus. . .' (left out of the scene in the National Library and 
recovered from manuscript sources by Gabler) 'conjoins two phrases in Thomas Aquinas's Summa 

contra gentiles: Aquinas is distinguishing between love, which as he says in the first six words, 
44 genuinely wishes another's good, " and, in the next five, a selfish desire to secure our own pleasure "on 

account of which we desire these things, " meaning lovelessly and for our own good, not another's' (p. 

xii). Ellmann's enthusiasm for 'Love'. at an interpretive or textual level, is not shared bv all critics. See 

Philip Gaskell and Clive Hart, Ulysses. -, A Review of Three Texts (Gerrards Cross, Colin Smythe, 1989), 

pp. xv-xvi. 
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gendering of love may confer inequality, but the 'mother-love' which is freely given bv Stephen's 

mother, projects a genuine wish for 'another's good'. 54 The mother-love of May Goulding may be an 

effect of power, an effect which helps confirm her maternal body, but it is an effect which when given is 

a genuine opening of the body to the other. Stephen's love for his mother is also ordered, but by refusing 

to pray for his mother he has attempted to untie the knots of her narrative by refusing to sen, e Mother 

Church. But it is THE MOTHER who insists that the gendering of love is exposed so that her mother- 

love, and so a real opening out of the body and the self towards the other, may be created. 

In "Circe" the narrative of Stephen's mother's life is bloodstained with grief and pain, her womb is 

empty and her body is emaciated and lacks flesh. But the chronotopes of Stephen's birth not only recall 

those aspects of Irish motherhood which leave a mother's blood 'weak' and 'watery' (2 3), but his 

mother also invokes the birth of the love and nurture which has protected Stephen during his life: 'Who 

saved you the night you jumped into the train at Dalkey with Paddy Lee? Who had pity for you when 

you were sad among the strangers'? ' (474). The chronotopes which formed the narrative of May 

Goulding's life were too rigidly gendered through an eschatological time structure which transcended 

spatial locations. Ensuring that the body of the supreme symbol of Irish sacrificial motherhood could 

only produce tears, the cult of Mary maintained that the mother's emaciated body bore the pain of the 

sacrifice while lacking the nurturing love produced through lactation. 

The 'legal fiction' of Stephen's paternity only reinforces the oppressive representations which 

emaciate the mother's life. But, unlike his father Simon, Stephen is haunted by May Goulding's past. 

Stephen may dream, through his muse on Hamlet, that he is the begetter of his father, and the begetter 

of 'the word', but Stephen was 'wombed in sin darkness' and Nvas 'made not begotten' (32). Religious 

and literary history may will it that sin came into the world through Eve's womb of sin. but Stephen 

knows that his word and world have also played a part in his mother's emaciated life. He is the son. the 

'firstborn' (474), who left his mother's womb empty because when she gave birth to Stephen she also 

gave birth to her own emaciation and death. Stephen is the 'pale vampire' (40) who becomes 

consubstantial with the father when he drinks the blood of Christ, and likewise becomes consubstantial 

54 Richard Ellmann, preface to Ulysses (p. xil). 
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with the father, through his birth, N,, -hen his mother, the 'winedark sea'. experiences 'Bridebe4 

childbed, bed of death. ghostcandled. Omnis caro ad te venjet' (40). Through his Circean experiences 

Stephen is shown that as son and writer in Ireland he too is the 'corpsechewer! ' (474) who bloodies the 

sea, 'blood not mine, oinopa ponton' (40), the protean vampire bat who leaves his mother's body devoid 

55 of life and flesh. 

But Stephen also fears 'big words' (26) which attempt to transcend the concrete world. Although he 

cannot pass into the chronotopic world of his mother's ghost he is aware of other worlds and senses a 

time-space inhabited by his mother and sisters which is outside his own. In the world of "Circe" the 

past, present, and future coeNist. But Stephen is unable to interpret the present from Within its 

relationship to the past because of the mythological and transcendent character of his mother's future. 

Irish motherhood subverts chronotopic logic through a transcendent time which escapes spatial 

locations. 56 And Stephen's fear of the past, and his anxiety about 'those big words [ ... ] which make us 

so unhappy' (26), means that he portrays the future as something straight out of the past. A future which 

lacks responsibility, a future which is not mediated by context or the present. 

Attempting to project the context of her love for Stephen into the future, THE MOTHER prays for 

Stephen from her other world - suggesting that Dilly can preserve motherhood's nurturing character, 

even though that logic is patriarchal in substance: 'Get Dilly to make you that boiled rice every night 

after your brainwork. Years and years I loved you' (474). But Stephen has crossed the threshold of the 

home. Stephen's sister Dilly may be alive, but she is also a 'ghost by absence' (15 5) who haunts 

Stephen's conscience. Dilly expresses her desire to move from one chronotopic world to another when 

she buys a French primer - she hopes to learn another 'language' and so the possibility of another 

551n the male-oriented day world of Ulysses Stephen is the 'pale vampire', but as the time and space of 
Joyce's text undergoes an aesthetic shift so too does the image of Stephen. In the 'hiding tNvIlight' of 
"Nausicaa", Stephen is no pale vampire but a 'little bat that flew so softly through the evening to and fro 

and little bats don't tell' (30 1), while in the dark night of the brothel Stephen plays the part of a 

vampire man', with 'dessous troublants', who is cheered by Lynch, 'Vive le vampireP (465). But after 
the haunting of THE MOTHER the vampire is ousted from the dark world which secures its life in 

death. Stephen answers Lynch with "Damn death. Long live life! ' (482). Stephen's failed flight to 

France may be read as a fear of dwelling in the present - so producing his image as one of the living 

dead - but Stephen's location in the present is secured by THE MOTHER. 
56 As Wall and Thomson ('Cleaning Up Bakhtin's Carnival Act') argue: *Time without space seems to 

be a deadly combination for the eventness of becoming' (p. 60). 
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location in time and space - but again Stephen can only see the nightmare of history repeating itself. He 

cannot imagine the future possibilities which Dilly invests in the present as she too attempts to cross the 

threshold. Stephen may spare her feelings, 'Show no surprise. Quite natural' (200), but his gendering of 

the chronotope drags her future back into the past. For Stephen the value assigned to gender is not 

contingent and open but is transcendent and fixed. His abilitY to view women as mere absence 

normalizes his sister's gendered narrative and so Dilly's life only exists as a projection of his mother's 

world, and she becomes an inhabitant of a sea in which he can drown: 

She is drowning. Agenbite. Save her. Agenbite. All against us. She will drown me with her, eyes 
and hair. Lank coils of seaweed hair around me, my heart, my soul. Salt green death (200). 

For Stephen the chronotopes of the home are rigidly gendered, and although he can cross the 

threshold into another world he denies Dilly's desires any force. His sisters only inhabit the past, their 

future is denied the possibilities of becoming. Unlike his mother's ghost Stephen will not live on the 

threshold. 57 On the threshold of the Martello Tower Stephen may give money to Buck for a pint, 

however reluctantly, but he denies his sisters by refusing to straddle the threshold of the home. By not 

praying for his mother on her deathbed he may feel he has not betrayed himself, or his mother, to 

Mother Church, and so remained true to the logic of his own 'big words' even if they make him 

unhappy. But it is Mother Church, in the form of Sister Mary Patrick, who crosses the threshold of the 

Dedalus home and provides them with pea soup on the 16th of June (186). Unlike the paternal ghost of 

Hamlet, which seeks vengeance for the past, the maternal ghost of "Circe" prevents the incest of the 

Trinity. The blood of Stephen's mother may be drained from her body, but it replaces Christ's blood and 

her ghost produces a Holy Ghost of nurture: she is able to speak from the other world and Nvam Stephen. 

Refusing to pray for his mother, so that he could escape the reach of the Church, THE MOTHER prays 

for Stephen to interrupt the nightmare of his history. She warns Stephen to beware of God's hand-. a 

vengeful hand that enables the crab to stick 'deep its grinning claws in Stephen's heart' (475). Stephen 

57 For Bakhtin: 'I am conscious of myself and become myself onlý Nkhile revealing myself for another, 
through another, and with the help of another. The most important acts constituting self-consciousness 
are determined by a relationship toNk ard another consciousness (toNk ard a thou). Separation. dissociation, 

and enclosure within the self as the main reason for the loss of one's self. Not that which takes place 
within, but that which takes place on the boundary between one's own and someone else's 
consciousness, on the threshold'. This internal and tension-filled encounter of the threshold is, for 

Bakhtin, the 'highest degree of sociality* (PDP 287). 
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may know that it is cancer which killed his mother but the incest of the Trinity enables God's hand to 

transform Stephen's memory and understanding. 

May Goulding's ghost is no avenging angel, and Stephen is prayed for from the 'other world' (474), 

but Stephen's poor dead mother is a disruptive presence in "Circe". It is she who exposes the 

contradictions in life, contradictions which have the power to infuse time with a 'real-life umtN-' which 

Qpushes time into the future' (DI 147). By singing the song 'Who Goes with FergusT, and not praying 

for his mother, Stephen may have refused to serve the Church, but the time and spatial locations of 

Fergus's world also deny his mother any 'real-life unity' - and so a future history. Stephen's mother 

does not seek comfort in the song 'Who Goes with FergusT, as does the Countess Cathleen in the 

fantasy world of Yeats's aesthetics. 58 The chronotopes of Yeats's mythic time are also gendered and 

transcendental. They bear no resemblance to the time and space of real-life history. 

This mythic time, which is outside the real, is first exposed in "Telemachus" when Stephen hears 

Buck's booming voice recite the words to 'Who Goes with FergusT. As these words are forced into 

Stephen's ears 'woodshadows floated silently by through the morning peace from the stairhead seaward 

where he gazed' (8). In Yeats's song the question is asked, 'Who will go drive with Fergus now, / And 

pierce wood's woven shade? '. 59 But there are no trees around Buck's Martello Tower, and so no 

4oodshadows'. 60 The mythical and sacrificial world of Fergus's wood enters the time and space of 

Ulysses through Buck, who identifies Ireland and the sea as 'a great sweet mother' (4). But Stephen's 

mother spurns such a symbolic unity which can only reflect: 

Inshore and farther out the miffor of water whitened, spurned by lightshod. hurrying feet (8). 

5 8Gifford and Seidmann (U4vsses, 4 nnotated) point out that the song 'Who Goes NN ith FergusT appeared 

in the 1892 version of Yeats's play The Countess Cathleen. 'The song, accompanied by harp, is sung to 

comfort the countess, who has sold her soul to the powers of darkness that her people might have food' 

(p. 18). 
59W. B. Yeats, 'Who Goes With FergusT. )-eats's Poems, ed. and annotated by A. Norman Jeffares 

(London: Macmillan, 1989), p. 78. 
60 Although there are many red herrings in UýVSSes, Joyce paid careful attention to topographical 

details. In a kner to Aunt Josephine, Joyce asked if 'there are trees (and what kind) behind the Star of 

the Sea Church' (Letters, 1,135). The woodshadows of the Martello Tower are mythical ones. 
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Thus, when a cloud covers the sun the sea becomes green, a 'bowl of bitter waters' (8). In "Telemachus 

Stephen recalls the bowl by his mother's deathbed which contains the green bile she had coughed up 

from her stomach, and in "Circe" THE MOTHER names Yeats's song 'Who Goes with Fergus9 as 

'Love's bitter mystery' (474) while a green rill of bile, a symbol of her life and death. trickles from her 

mouth. The transcendent 'empty time' of nationhood which Yeats's narrative preserves for women is 

reworked by the polychronotopic world of "Circe". 

May Goulding's ghost refuses to let her life merely reflect Irish womanhood: a representation which 

denies a woman any present or future time. Even if Yeats's song suggests that women should 'no more 

turn aside and brood / Upon love's bitter mystery', it is precisely the contradictions and bitter niN, stery of 

life which the ghost of May Goulding refers to. 61 The green bile is the 'bitter water' of Mother Church 

and Mother Ireland. As Gifford and Seichnann point out 'a bowl of bitter waters' suggests the "'trial of 

jealousy"' which a woman, suspected of adultery, must endure: 'The priest presents the woman with the 

"bitter water, " cursing her so that if she is guilty "this water that causeth the curse shall go into thý 

bowels, to make thy belly to swell, and thy thigh to rot. " If she is not guilty, the curse will have no 

effect'. 62 May Goulding coughs up the "'bitter waters"' and betrays the symbolic (which she is wedded 

to in Yeats's world) through an adulterous relationship with the past and the present. 

The linear and sacrificial narrative of Yeats's song may comfort the Countess Cathleen, but it is the 

uncovering of the contradictions of 'love's bitter mystery' which comforts Stephen's mother by pushing 

time into the future. Yeats may locate justice, harmony, and truth in his mythical Golden Age but the 

Sý'Tnbolism is reworked by May Goulding's ghost who will not be written into an historical inversion 

which merely consigns the future to the past. For Bakhtin, the 'present and even more the past are 

enriched at the expense of the future' (D-I 147) through mythological modes of thought. Fergus's Nvorldl), 

time is bounded, as such a mythic past cannot support a future which evolves from a present reality - his 

worldly time needs the epic locations of 'beginnings' and 'peak times' if such a demal of chronotopicitN, 

6 'Yeats, ibid.. p. 78. 
62 Gifford and Seidniann, UlyssesAnnotated, p. 18. 
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is to be sustained. Yeats's future is an ideal but empty time. It exists outside time and space as Fergus 

rules 'the shadows of the wood' the 'white breast of the dim sea' and 'all dishevelled wandering stars'. 63 

THE MOTHER exposes the impossibility of an ideal 'other' Nvorld and the contradictions of the real. 

The intersection of mother love and Irish mythical worlds is still an abstract transcendent tiine, and so 

the space in which women live out their lives is devoid of possibilities. The image of fire and destruction 

which follows from THE MOTHER'S words leads to the 'ruin of'all space' (475) and the birth of new 

narrative possibilities. The fire image in carnivalized time and space is deeply ambivalent: 'It is a fire 

that simultaneously destroys and renews the world' (PDP 126). The indefinite present of Fergus's world 

and the world of Irish womanhood is one where meaning and significance will only be revealed in 'the 

end'. As Bakhtin suggests: 'Eschatology always sees the segment of a future separating the present from 

the end as lacking value; this separating segment of time loses its significance and interest, it is merely 

an unnecessary continuation of an indefinitely prolonged present' (DI 148). But a Joycean Twilight of 

the Gods is produced by the Circean drama of the brothel: 

Nothung! 

(He [Stephen] lifts his ashplant high with both hands and smashes the chandelier. Time's livid 
finalflame leaps and, in the following darkness, ruin of all space, shattered glass and toppling 

masonry. ) (475). 

Just as Prometheus gave fire to human beings, and so some degree of independence from the mythic 

time of the Gods, so Stephen's shattering of time and space promises the possibility of new 

chronotopicities. Before the dream world of "Circe" is left behind Stephen is hailed by Bloom in an 

attempt to wake him from his slumber. Stephen's wakening induces his reflection on the consubstantial 

relationship of the trinity, and his haunting by the black panther: 'Who? Black panther. Vampire' (496). 

William Schutte links the black panther with the panther in 'Brunetto Latini's II Tesoro, which Stephen 

had read [ ... 1, it is said that the panther, when it has grown within the mother's womb, refuses to await 

normal birth, instead it claws its way out, destroying the womb in the process'. 64 The Panther may also 

63 Yeats, 'Who Goes NNith FergusT, p. 78. 
64See William M. Schutte, Joyce and Shakespeare (Yale Umiversity Press. 1957. repr. Hamden, 

Connecticut: Archon, 1971). Schutte translates Latim's Italian thus: 'And knoN% that the female panther 

bears young only once. And hear why. The youngwhen theNI have grown NNithin the mother's bodN1 Nvill 
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be linked with God the father and Haines the colonial father, he too is haunted by a black panther. in 

"Circe", Bloom's grandfather Virag refers to an early attack on Christianity which suggests 'that Christ 

was conceived by Mary in adultery with Panther, "the Roman centurion",, 65 but in UIvsses female 

adultery becomes a site of feminized resistance. 

For Stephen any relationship between God the father, the son, and the HoINý Spirit ensured that the 

life blood of his mother was sucked from her body and the creativity of her womb destroyed. Stephen* s 

birth was cultural not natural, the time of his gestation was cut short. But Stephen's mother's ghost 

ensures that creativity is returned through the Circean womb of imagination. The consubstantial 

relationship between father and son denies the possible creation of new narratives and new worlds. 66 It 

produces the vampire spirit and not the life-giving blood of Christ. But in this new time of -Circe", after 

the shattering of all space and the narrative which secures the fullness of time, Stephen asks the 

question: 

Who 
... 

drive 
... Fergus now / And pierce ... wood's woven shade..? (496). 

If it is through chronotopes that the knots of narrative are tied, the mythological world of time's fullness 

ensured that Stephen's mother inhabited an empty time which rendered her unavailable for narration. 

But in "Circe" the ghost of May Goulding haunts Stephen's memory and she inserts herself into his 

historical narrative. The Circean Twilight of the Gods gives birth to a chronotopicity which creates the 

not suffer themselves to remain there until the time of proper birth; rather they force nature so that they 
mutilate their mother's womb and issue forth [from it] in such a way that it can never bear her more 
young' (p. 100-1). 
65Schutte argues that the notion that Christ was conceived by Marv in an adulterous relationship with 
Panther (the Roman centurion) 'was promulgated by Celsus, an eclectic Platonist, toward the end of the 
second century' (p. 10 1). Schutte points out that although Celsus's tract (The True Discourse) does not 
survive it has been reconstructed from extracts of Origen's reply, to Celsus: 'a Jew is introduced, 
speaking of the mother of Jesus, and saying that "when she was pregnant he was turned out of doors by, 
the carpenter to whom she had been betrothed, as having been guilty of adultery. and that she bore a 
child to a certain soldier named Panthera"' (The Writings of Origen, trans. Rev. Frederick Crombie, 
Ante-Nicene Christian Library, 10 (2 vols. Edinburgh: T. and T. Clark, 1895), 1 (p. 43 1)-, as cited by 
Schutte, Joyce and Shakespeare, p. 10 1). 
661n Catholic theology the three persons of the Trinity are consubstantial - thq are regarded as identical 
in essence though different in aspect. 
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possibility of becoming. Knots may be untied and new narratives may be written. Stephen is reborn into 

a new time which does not destroy the process of creation. 

(v) Objects of Desire or Androgynous Wholeness? 

The whores also occupy locations in time and space through which the dialogic principle can be 

evoked to produce moments of resistance. Even though their narratives are limited bN, the context of the 

10 shilling whore-house the other world comes to them, Bloom is hesitant about crossing the threshold 

and entering the world of the brothel, but Zoe takes his shrivelled potato, his 'talisman. Heirloom' (388), 

and 'draws him over' (409) the threshold into the feminized space of the night. Without his talisman 

Bloom's masculinity is in doubt, he has little protection against the Circean spells of the whores. Once 

inside Bloom is sold for a florin, even though it is 'One and eightpence too much', he has entered a 

libidinal economy where the 'missus is master' (430). In the other world of the brothel Bloom becomes 

an object of consumption and not the consumer. As adman and consumer-at-large in Ulysses Bloom is 

obsessed by the function of objects as commodities, and the way that anything can be bought and sold for 

a price. But although Bloom feels he understands the gendering and the pull of advertising, in 

"Lestrygonians" he imagines that two smart girls writing letters inside a transparent showcart would be 

a good advertisement for H. E. L. Y. S. (127), he himself is not immune to this consumer culture which 

weakens his own identity. 

Joyce complicates national politics of identity by considering men and women's relationships to the 

economic imperialism of colonial Ireland. If Ireland in its history has been stripped of the produce of the 

land it has also become a consumer in a colonial commodity economy dominated by England. Bloom 

may imagine, in the commodified world of colonial Dublin, that women are the objects of capitalism 

while men are the consumers, but as a hybrid Irishman he too is mediated through a gendered, economic 

imperialism which posits the tale of an unmediated. self. Imagining that the bodies of the women in the 

Hely's 'showcart' (127) could make a product more marketable, he objectifies women through the 

economic function their bodies perform in the market place of modernity. Yet in -Scylla and 

Charybdis-, Bloom is induced to buy the bar of soap because of the sweet lemony scent - and in "Circe" 

the soap becomes one N-, ith the potato: 'potatosoap' (357). English colonialism and capitalism are united 
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and sublimated in the modernity of Dublin. If modernism needs capitalism for its production then THE 

SOAP even has a speaking part, 'We're a capital couple are Bloom and I. / He brightens the earth, I 

polish the sky' (360). The soap may provide comfort to Bloom's body in the bath, while making it more 

marketable, but just as Bloom's lack in the heteroglossia of Dublin is secured by his absent moly/potato. 

so his phallus becomes a 'limp father of thousands, a languid floating flower' when it is oiled bv the 

'scented melting soap' (71). Bloom's potato may be 'a relic of poor mamma' (453). and so a relic of 

'poor old' Ireland, but Bloom's flirtation with the consumer society only increases his lack. The soap 

cannot replace the absent moly/phallus, in the carnival world of Circean queens it is Bloom's body 

which is consumed. 

Bloom's absent phallus may be interpreted in many different ways in the carnival of the brothel. For 

Gilbert and Gubar Bloom's cross-dressing brings about not androgynous wholeness but male mastery so 

that 'the strength for true rule' can be regained. They argue that 'Bloom's female costume is clearly a 

sign that he has wrongly succumbed to "petticoat government" and thus that he has become weak and 

womanish himself-, his clothing tells, accordingly, not of his large androgynous soul but of his complete 

degradation'. 67 In contrast to Gilbert and Gubar, Suzette Henke argues that "Circe" 'offers a plurality of 

signs confirming Bloom's psychological androgyny' while his 'metamorphosis into a woman' means 

that his 'compassion and gentleness give way to masochistic subservience'. 68 Declan Kiberd also locates 

androgyny as the source of Bloom's desire to be a woman. For Kiberd, Bloom is an 'imperfect 

androgyne' whose 'male and female elements within his self have become so perfectly balanced that all 

sexual desire is slowly melting away [ ... 1, passion is the source of its own dissolution into epicene 

serenity, when sex itself becomes the source of its own transcendence'. For Kiberd Bloom's androgyny 

69 identifies him as the 'prophet of a new sexuality'. 

But Kiberd and Henke seem to neglect the problematic nature of androgyny, and Kiberd's reading of 

Molly's monologue as 'a compendium of old-fashioned clichds about womanhood, many derived from 

67 Sandra Gilbert and Suzanne Gubar,., Vo ýVan's Land: The Place of the [VoInan If'riter in the "Oth 

Century, 11 (New Haven & London: Yale UnWersitý- Press, 1989), p. 333. 
68 Suzette Henke, James Joyce and the Politics ofDesire, AI 11. 
69Kiberd, Almn and Feminism, pp. 194-5. 
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Weininger, such as the idea that women are incurably self-contradictory' only reinforces gendered 

hierarchies through a deafness to resistant female voices. 70 Stephen's Hamlet theory parodies the notion 

of androgyny, as even in heaven where there are 'no more marriages' man becomes glorified, 'an 

androgynous angel, being a wife unto himself (175). Yeats too was conscious of the possibility that the 

concept of androgyny itself could be gendered, and so it is possible for the feminine to be colonized by 

the masculine: 'the Greek androgynous statue is always the woman in man, never the man in woman 

[ 1. It was made for men who loved men first'. 71 Gilbert and Gubar may be right about the gendering of 

androgyny but they too are deaf to any feminized resistance. 

Through the whores of Nighttown, Joyce not only displays the colonized nature of androgynous 

wholeness, through Bloom's cross-dressing performance, but he also locates those sites of representation 

where gender and nationality can only be constituted through the other - power-inscribed situations 

which further deny the possibility of any transcendent androgyny. Cissy Caff-rey appears in the twilight 

world of "Nausicaa", she is the tomboy who whistles like a boy and dresses in men's clothes. But 

whereas in "Nausicaa" Cissy's behaviour is transgressive, in "Circe" she is in the company of the 

soldiers Compton and Carr. A shilling whore who must be 'faithful to the man that's treating' her 

leaves Cissy powerless in the economy of the 'guests. Uninvited' (479). The reverse side of Cissy's 

androgynous cross-dressing in the ambiguous space of "Nausicaa" is Cissy's commodity status in 

"Circe". Cissy's status as the abstract figure of Mother Ireland may be unstable in "Nausicaa", but 

colonized by the pay of the soldiers and in the commodified world of the shilling whore this identity is 

absolute. Cissy becomes the silent object of the fight between Ireland and England: 

Speak, you! Are you struck dumb? You are the link between nations and generations. Speak, 
woman, sacred lifegiver! (488). 

70For Kiberd (Wen and Feininisin) Bloom's androgynous balance is on the verge of being destroyed by, 
Molly - it appears that he has lived too long with a wife who has never achieved androgynous harmony 
(pp. 197,201). 
71W. B. Yeats, Letters, ed. by Allan Wade (London: Hart Daxis, 1954). p. 875; as cited bv Elizabeth 
Butler Cullingford, 'Yeats: The Anxiety of Masculinity, in Gender in Irish 11'riting, pp. 46-67 (p. 48); 

see also Carolvn Heilbrun, Toward a Recognition ofAndrogynýv (New York: Norton, 1982). Heilbrun 

argues that androgyny can be an enabling concept which opens up possibilities through the moving 
away from the prison of gender. 
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The colonization of Cissy's body by national narratives leaves her powerless and silent in the possession 

of the soldiers. As the symbol of a symbolic decolonization Cissy is unable to resist the commodification 

of her body. She is a woman under capital through which both nationhood and sexuality is conflated: 

'They're going to fight. For me! ' (487). 

But the prostitutes in the brothel are no shilling whores. The reflected and created chronotopes of the 

night and the brothel create a collective time of encounter, confrontation. and appropriation: 'The 

chronotope is thus a vehicle that allows social contact to happen by providing a concrete potential., 72 

For Bakhtin the chronotope determines images of men and women in literature, as the interconnections 

of time and space influence the production and creation of meaning (DI 84-5). But it is out of the created 

chronotopes of the whores' world that the image of Bloom is formed through the magic of the dialogic 

encounter. The carnival in "Circe" provides the polychronotopic world where dialogism may be forced. 

Bloom has entered the brothel without his moly/potato but with his lemon-scented soap. He is in trouble. 

On crossing the threshold Bloom is identified by Zoe as the just man, but through his Bello-induced 

fall, 'You will fall. You are failing' (433), Bloom experiences not only the sins of Eve but also the 

ý sweets of sin'. Circe changed the bodily forms of Odysseus's men so that they appeared as pigs but their 

minds remained masculine. Bloom not only behaves like a pig and yaps 'Truffles! ' (433), but without 

his moly, Bloom is weakened when he changes sex and becomes outwardly female, even though his 

mind remains masculine as before. This is no psychological or transcendent androgyny. Just as Bloom's 

objectification of Molly takes him to the exotic dream-world of Oriental travel literature, so his cross- 

dressing takes him into the eroticized fantasy-world of pulp fiction. In "The Wandering Rocks" Bloom 

selects suitable reading material for Molly. He rejects James Lovebirch's Fair Tyrants -a tale of sado- 

masochism - as Molly has already 'had it', and chooses Sweets ofSin, by a 'gentleman of fashion' (194, 

629). 

The heroine of Sweets of Sin buys herself seductive underwear with 'dollarbills her husband gave 

her' in order to secure his pleasure, 'For him! For Raoul! ' (194). But in "Penelope" Molly rejects any 

72 Wall and Thomson, 'Cleaning Up Bakhtin*s Carnival Act' (p. 57). 
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fictional objectification of her body when she calls to the author, that gentleman of fashion, '0 Jamesy 

let me up out of this pooh sweets of sin whoever suggested that business for women' (my italics) (63 3). 

In the carnival of Nighttown Bloom experiences the reverse side of his eroticized, fictional world when 

he himself becomes the object of his own desire. The sexual titillation that Bloom receives bY reading 

Molly through such sado-masochistic and erotic texts is shattered as Bello and the other whores 

ýadminister correction' (434). In the world of Dublin, and in Bloom's imagination, sexual relations are 

effects of power, but through Bloom's own sado-masochistic fantasies Bello turns the tables as Bloom is 

crowned with those outward signs of femininity which reproduce the inequality of power relations - and 

so Bello can administer the 'nosering, the pliers, the bastinado, the hanging hook' (434). 

Bloom protests that he tried Molly's 'things on only twice, a small prank', but he is forced to don the 

carnival 'punishment frock' (436). Through the actions of Florry, Zoe, and Bello, and in the time and 

space of the brothel, Bloom becomes the object of his own desire where the 'soft dove coutille' of 

femininity suffers the force of 'vicelike corsets'. Bloom may have wanted to show off 'coquettishly in 

[... ] various poses of surrender' (437), but he experiences the consequences of femininity and not the 

sexual titillation of his masculine desire. Bloom becomes both the virgin and whore of his own cultural 

imagination: a conflation of 'Martha and Mary' (437). Bello threatens to transform Bloom's body into 

that of his whores, 'wigged, singed, perftimesprayed, ricepowdered, with smoothshaven armpits' (437), 

but the whores themselves resist any such idealization of the female body. Zoe's armpits are tufted with 

brown hair and she reeks 'of all the male brutes that have possessed her' (416). It is only when Bloom 

achieves his second orgasm of the day, and so regains his masculinity, that he declares the Circean spell 

is broken. 

Bloom's potato, his 'talisman. Heirloom' (388), which is given up to Zoe as he crosses the threshold 

of the brothel, is not only a 'relic of poor mamma' but, after his performance in the transvestite theatre 

as directed by the whores, it has a 'memory attached to it' (453). Bloom's potato is no longer a fetish 

but a carrier of meaning which motivates the live event of memory. In-Circe" Bloom's memory is 

subjected to carnival laws when his own otherness, which is reconstructed by Circe's magic, enters his 

textual memory. If Bloom becomes the sexual object of his o,, A-n cultural imagination. it is this experience 
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of otherness -a process of othering in which he recognizes himself as other - which creates the time 

and space of his memory, as for Bakhtin even the process of memory participates in a discourse of 

otherness. 

"Circe" 'closes' with Bloom's memory of Rudy. Although this memory is Nisualized through an 

other, it only eNists in transcendent time as his memory of his dead child is not a living memon. 

Bloom's potato remembers its past, and a memory is attached to the potato which emerges from wIthin 

an action of othering. Bloom's mother gives him the potato before he crosses the threshold into the 

brothel. She like Bloom can be read as a carnival text, The shrivelled potato falls from the petticoat of 

Ellen Higgins as she 'hauls up a reef of skirt' (358), and Zoe Higgins retrieves the potato from her 

stocking after hauling up 'a reef of her slip' (453). Zoe wishes to keep Bloom's potato so that hevNill 

know her the next time. She wishes to remain in his memory. But the memory Bloom attaches to Rudy 

is not the living memory which Bakhtin imagines. 

For Bakhtin memory is constructed through the time and spatial locations of the past, but it is 

complicated by the 'dynamically material context in which the brain does its remembering'. 73 Memory 

is a process of forgetting, remembering, and recognizing, but the contextualized space of memory cannot 

be separated from the process of time remembered and the time of the process of memory. Yet Bloom's 

memory of Rudy is a memory of yearning for a transcendent time which has become dislocated from the 

unendurable pain of his child's death: 

If little Rudy had lived. See him grow up. Hear his voice in the house. Walking beside Molly in 

an Eton suit. My son. Me in his eyes (73). 

Rudy appears to Bloom as a 'afairy boy of eleven [.. ] dressed in an Eton suit with glass shoes and a 

little bronze helmet' (497). Bloom sees in a son 'something to hand on' (73), a relationship which 

attempts to transcend the process of memory. The Circean image of Rudy is that of a changeling boy, a 

son like Stephen who at the age of eleven was also 'an innocent boy' dressed 'in his little lord 

Fauntleroy suit' (637). But one cannot borro,, A- an event of memory and insert that memory into the 

73 Wall and Thomson, ibid. (p. 60). 
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material context of the present. Stephen and Rudy are conflated in Bloom's memory and both appear at 

the close of "Circe" with hat and staff in the role of Hermes. 74 But Stephen refuses to be a memory of 

the Irish father, 'something to hand on', even if one consequence is that the swift sandals of Hermes 

become handed-down boots from the colonizing world of Buck. But Rudy also lacks Hermes' s, "ift 

sandals, his glass shoes are fragile and belong to the dream time of fairy tales; they have no place in the 

chronotopic realm of Bloom's memory. 

Hermes has special significance in Ulysses (it is Hermes of the staff who giVes 0(ý, sseus his moly) 

and Ulysses is also obsessed with the consubstantiality of the father and son relationship. SignificantIN, 

the son of Hermes is Hermaphroditus, and so just as the masculine identity of Hermes cannot be secured 

by his son, so Rudy is not able to secure an Irish or Jewish masculinity for Bloom. Hermaphroditus was 

loved by a nymph who prayed to the gods to make her and Hermaphroditus as one body displaying both 

male and female characteristics. But such doubtful sexuality cannot authorize the father. 75 Hermes may 

- be the God of boundaries, but Hermaphroditus escapes the boundaries maintained by the father and son 

relationship by denying gender any link with biological sex. Rudy's bondvvith Hermaphroditus suggests 

that his sexuality is also in doubt. In "Penelope" Molly remembers little Rudy as 'neither one thing nor 

the other the first cry was enough for me' (637). In the rigidly gendered world of colonial and national 

Dublin Rudy is an abject figure, his biological androgyny has no access to signification. But Hermes is 

also the God of dreams, and Bloom's dream of the resurrection of his son, the sacrificial lamb, attempts 

to locate a masculine gender. 76 Rudy may be resurrected in Bloom's memory, through Stephen the 

74G ifford and Seidmann (Ulysses A nnotated) suggest that Rudy's 'slim ivory cane'. 'white lambkin', 

and 'bronze helmet' position him in the role of Hermes (p. 529). But in "Circe", Stephen is Bloom's 

surrogate son, the changeling who was spirited away by the fairies. Rudy was conceived NN hile Mollý 

watched two dogs copulating, and a dog barks while Bloom looks down upon Stephen who curls his 
body in the foetal position. Both Stephen and Rudy appear as Hermes as the two are conflated in 
Bloom's memory. 
75 See The 0)ýford Companion to Classical Literature, ed. by M. C. Howatson (Oxford & New York: 
Oxford University Press, 1989; repr. 1990), p. 273. 
76See Daniel Schwarz, Reading JQvce's " U4ysses " (London: Macmillan, 1987, repr. 199 1). Schwarz 

argues that the 'bizzare costume' of Rudy 'suggests to the reader Oscar Wilde', who was nonconformist 
in 'sexual matters'. Wilde's transgressive sexuality and androgynous appearance reinforces Rudy's 
biological androgyriy (p. 229). Rudy carries a little white 'lambkin' in his pocket which links him to 
Pan, who was also said to be the son of Hermes (and in some stories the son of Penelope). Pan is the 
Greek God of shepherds and flocks and is associated with the Christian legend of Christ's death and 

resurrection (see The Oxford Companion to Classical Literature, p. 406). 
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would-be changeling who escapes the confines of the epic tradition, but once again it is THE MOTHER 

who prevents the Father and Son from being consubstantial. 77 

Stephen's face, as he lies in the foetal position, reminds Bloom of Stephen's dead mother as the 

words to Yeats's song 'Who Goes with FergusT enter his thoughts. Molly's memorv of Ruch, in 

"Penelope" combines with Bloom's fantasy of Rudy in "Circe". Bloom's imagination and memory is 

formed by paschal time: Rudy is the sacrificial lamb as Bloom's memory is blighted by the intensity of 

his Jewish/Irish past and the anticipated resurrection of Rudy/Stephen his changeling son. But Hermes is 

not only the God of sleep and dreams he is also the God of communication. In Bloom's transcendental 

imagination Rudy is silent, he 'readsfrom right to left inaudibly, smiling, kissing the page' (497), In 

contrast Molly's memory of Rudy is a live event. She remembers how she buried Rudy in the 'little 

woolly jacket' she had knitted for him as she knew she would 'never have another' (640). 78 Unlike 

Bloom's memory of Rudy, Molly's memory of her son is a living memory of his death which reclaims 

Bloom's dream time. The coming time of Bloom's dream world, and the paschal time which makes 

possible the image of Stephen as resurrected consubstantial son, is undermined by Molly's living 

memory of Rudy. 

In Molly's imagination Stephen is no surrogate son but a possible mentor and lover. Just as in 

Stephen's memory history is a nightmare, so in Bloom's memory of Rudy the past becomes a nightmare 

from which it is impossible to awake: a nightmare which denies the future any possibilities. The pain of 

her baby's death may deny Molly the courage to conceive another child, but after the death of Rudy, 

Bloom can no longer anticipate a sexual future with Molly. Bloom and Molly have not been intimate as 

lovers since Rudy's death: he 'could never like it again after Rudy. Can't bring back time' (137). 79 But 

77 Cheryl Herr (Joyce 'sAnatomy of Culture) analyses Rudy's 'transformation scene' through the drama 

of the pantomime. She suggests that Rudy is a very Irish principal boy who 'cannot ýN ith certainty be 

assigned any sex or any age'; he is the 'Yeatsian changeling, kidnapped by the sometimes unpleasant 
fairies of Celtic folklore' (p. 176). 
78Richard Ellmann (James Joyce) suggests that the burying of Rudy in the little woolly jacket arose 
from a conversation between Joyce and Weiss: 'Weiss told him [Joycel of the grief of ayoun mother of 9 
his acquaintance over the death of her child, she was concerned that the pillow on which his head rested 
in the casket might not be soft enough (p. 464). 
79 See Fritz Senn 'Righting Uývsses% in James Jo 

, vce: New Perspectives, pp. 3-28. Senn points out the 

ambiguous nature of the statement: 'Could never like it again after Rudy', and so the problems which 
arise when translating Ulysses into the grammatically gendered French language. It is not clear if it is 
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by separating time from the liN, e event of his memory that is exactly what Bloom tries to do. His escape 

into paschal time and his conflation of Stephen and Rudy is an attempt to escape the pain of his 

memory. It will be up to Molly create a future time which remembers its past. 

Bloom of Molly who 'never like it' again but I am reading the statement as a reflection of Bloom's mind 
(p. 18). Gifford and Seidrnann (Ulysses, Annotated) also point out that Bloom's muse in "Hades": 'If it's 
healthy it's from the mother. If not from the man' (79). refers to the JeNNish belief that a child's health is 
a reflection of the father's masculinity. For Bloom. Rudy's death denies him the Jewish authority of 
fatherhood and identifies him as a 'womanly man' (p. I 11). 



CHAPTER6 

Molly's Bodily Aesthetic: "the flesh that always affirms"? 

woman in the raw designed to shock She is a slut, a sloven, and a 
voracious sexual animal' (Robert Adams, James Joyce. - Common Sense and 
Beyond, (New York: Random House, 1966) p. 166). 

'she sluts her stuff .. [and] sells her hoary old sub-gay substandard submissive Ideas 
of sin and scandal with buttocky persistence' (Description of Madonna, Guardian, 
17 November, 1992). 

Introductory 

Seemingly confined to her bed, Molly's female word 'yes', and her 'breasts, arse, womb and cunt' 

have enabled critics to subject her to a variety of treatments, while passing judgement on her sexuality 

through a congenital inability to say no. I Positioned as whore, conventional heroine, archetvix and 

stereotype Molly is either celebrated or accused. 2 And feminist critics are also split over whether Joyce 

merely reclaims 'his territorial authority' through the 'linguistic sexplay' of Molly's body, or if 

"Penelope" is an example of &riture fiminine through which Molly is able to say 'yes'. 3 Suzette Henke 

develops the linguistic paradigm of feminine writing through the desiring body of Molly Bloom. 

' Joyce's famous letter to Frank Budgen says that "Penelope" begins and ends with 'the female word 
yes' and turns 'like the huge earth ball slowly surely and evenly round and round spinning, its four 
cardinal points being the female breasts, arse, womb and cunt expressed by the words because, bottom 
I ... 1, woman, yes' (Selected Letters, p. 285). Diana E. Henderson ('Joyce's Modernist Woman') argues 
that Joyce's famous letter is often quoted but rarely criticized. However, even if one accepts Henderson's 
view that the letter degrades Molly and reduces her to a 'sex object' (p. 522), 'to degrade an object' (in 
the Bakhtinian view) 'does not imply merely hurling it into the void of non-existence, into absolute 
destruction, but to hurl it down to the reproductive lower stratum, the zone in which conception and a 
new birth take place' (R W2 1). Such an apparently misogynist metaphor identifies the female body as 
the site and sign of unequal sexual relations while positioning the female body as the zone of resistance. 
2See for instance Elaine Unkeless, 'The Conventional Molly Bloom', in Women in Joyce, pp. 150-168; 

and John H. Lammers, 'The Archetypal Molly Bloom: Joyce's Frail Wife of Bath', JJQ, 25 (1988). 487- 
502. The debate which revolves around whether Molly Bloom committed adultery with anyone before 
Boylan, emanates from the Ithacan list of Molly's fictional lovers. See also David Hayman, 'The 
Empirical Molly', in Approaches to "Ulysses ". - Ten Essays, ed. by Thomas F, Staley and Bernard 
Benstock (Pittsburgh: University of Pittsburgh Press, 1970), pp. 103-35. Hayman argues that Boylan 

was the first and only lover with whom Molly cuckolded Bloom. See also Bonnie Kime Scott (Joyce and 
Feminism) for an account of the man), treatments Molly has received from a variety of critical positions 
(pp. 156-183). 
3Henderson, 'Joyce's Modernist Woman' (p. 522). H&ne Cixous identifies Joyce as a producer of 
&ritureftminine in 'The Laugh of the Medusa', trans. by Keith Cohen and Paula Cohen, in The 'Signs' 

Reader: IVomen, Gender and Scholarship, ed. by Elizabeth Abel and Emily Abel (Chicago & London 

University of Chicago Press, 1983). pp. 279-85. 
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Although Henke suggests that Molly 'depicts herself to herself through the language of pornographic 

fantasy' she argues that Molly still 'offers a linguistic paradigm of ktiturefiminine, asiouissance is 

deferred by the free play of a woman character's imagination over the elusive terrain of sexual 

difference', 41 wish to argue that Molly does more that deconstruct the male register of desire through 

the linguistic paradigm of 6criturefiminine andjouissance as Henke suggests. The transcendent unity 

that Henke ascribes to women cannot take into account the multiple ways in which women are 

constructed, nor the many political sites which intersect in that construction. For Henke NN-riting the bodý 

is transgressive, but her linguistic paradigm is still submissive to the authority of the Symbolic Order, 

and depends for its construction upon the reproduction of that Symbolic Order. By remaining loyal to 

the notion of a prediscursive feminine essence Henke is complicitous with subliminal forms of regressive 

sexuality. If subjects are discursively formed, the problem for Henke is that her feminist discourse also 

discursively forms women through the notion - albeit a constantly deferred one - of a pre-social 

sexuality. 

In contrast Gilbert and Gubar concentrate on the phallocentric role of the male writer. They reject 

any notions of Molly speaking (as) woman but insist Joyce 'transforms what H616ne Cixous calls the 

"old single-grooved mother tongue"' into a "'patrius sermo"' which 'can only be comprehended by 

those who, like Merlin and like Joyce himself, can translate what has been "scribbled, crost, and 

cramm'd' on the margins of literature into a spell of power'. 5 Gilbert and Gubar read modernism 

through a crisis of masculine confidence, and similarly Diana E. Henderson accuses Joyce of a 

paradigmatic desire to control female experience, by means of a 'violent as well as errant 

("meandering") self-assertion, the author "sternly" connecting his "strokes'". 6 However, I shall go on to 

argue that Molly's writing is not entirely controlled. Silence and non-eýdstence are not linguistic 

paradigms which can contain Molly's relation to language, but she refuses to accept the authono- of 

4Suzette Henke, James Joyce and the Politics ofDesire, p. 127. 
5Gilbert and Gubar. No. 11an's Land, 1, p. 259. Emer Nolan (Joyce and A alionalisin) identifies some of 
the problems NNhich arise from such trans-cultural locations of desire and sexuality: 'feminist readers 

may drastically underplay the ideological connections between national politics and sex-tialitNI already in 

place in the local discourses which Joyce cites' (p. 167). 
6Henderson, 'Joyce's Modernist Woman' (p. 518). 
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such language systems and produces her own metaphor from the lower bodily stratum of her 'breasts, 

arse, womb and cunt'. 

In Ulysses Joyce displays not a desire to invent and control female experience, but. through his 

textual women, he acknowledges the power of authorship, and the colonizing discourses which arise 

from within any aestheticization of gender or nationhood. In 'The Polyphony of Ulysses: A Textual or a 

Metaphoric MetamorphosisT, I explored Joyce's national aesthetics through Molly's chronotopic 

interactions with the epic forms of Irish myth and history. Invoked as a symbol of nationalist territory, 

Molly simultaneously locates her symbolic appearance in narratives of nationhood while dialogicalk, 

contextualizing such an aestheticization through the political realities of her world - and so such 

national narratives lose the iconic power which is effected by masculine authority and exclusivist 

identity formations. Here, I also intend to position Molly firmly within her cultural and political context, 

but not as 'the flesh that always affirms, but as a visible speaking and organizing textual subject. 7 Bý, 

constructing Molly as a woman who is aware of the ways in which her text is formed, while ensuring 

that stylistically she is able to subvert (through the creation of new contexts for discourse) the texts of 

others in Ulysses, Joyce pursues a double subversion of "Oxen of the Sun" style literary productions. 

Joyce undercuts his own authorship while Molly is able to authorize her own textual production. 

Ensuring that meaning is mediated through the female voice, within the feminized context of the 

night, Joyce sees to it that a subversion of the patriarchal literary paradigm originates in the texts of his 

women and female experience. It is the female characters, and Molly in particular, who occupy the 

dialogic spaces of potentiality in Ulysses -a priority which could have been secured for the male 

characters in Joyce's text. As a male author Joyce resists traditional imperatives and deconstructs 

notions of female essence or female identity through his feminized subjects and subversive women. 

Molly, like many of the other women in UýYsses, does more than function within colonial, national, or 

7With reference to "Penelope", Joyce ýwote in a letter to Frank Budgen: 'Though probably more obscene 
than any preceding episode it seems to me to be perfectly sane full amoral fertillsable untrustworthy 
engaging shrewd limited prudent indifferent Weib. kh bin der [sic]. Fleisch der slets bejahl. ' Richard 

Ellmarm (Selected Letters) notes that 'woman. I am the flesh that always affirms' is parodying 
'Mephistopheles' identification of himself in Goethe's Faust, Act I: 'I am the spirit that always denies' 

(p. 28 5). 
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masculine discourses. By refracting the masculine gaze, and so its refraction through colonial and anti- 

colonial discourses, she will not allow her signifiers to secure her an alibi in anN, colonizing language - 

and so deny her text any vitality or subversive energy. Language as a site of contestation is the condition 

8 of "Penelope" just as it is a condition of Ulysses. 

By interacting with these social and cultural forces Molly gains the status of an historical subject 

through a linguistic paradigm which locates the possibility of producing another tradition. Rather than 

performing the hat-trick, as Gilbert and Gubar suggest, in order to dissolve and resolve the 'mother- 

tongue' and so inscribe 'father speech', Molly not only deconstructs the word, as Henke suggests, but 

she articulates a paradigm of subversion through a social stylistics where aesthetic, cultural, and social 

politics are constantly being challenged and renegotiated by a productive T. if UI-Vsses can be 

constructed as a gendered aestheticization of Bakhtin's theories and philosophies of language, where the 

'forms of signs are conditioned above all by the social organization of the participants involved and 

also by the immediate condition of their interaction' (MPL 2 1), then Molly's stylistic organization 

within Joyce's text should betray the social life of her inner voice: 'a poetic work is a powerfil 

condenser of unarticulated social evaluations - each word is saturated with them. It is these social 

evaluations that organizeform as their direct expression'(Fr 106-7). 9 

Descriptions of Molly Bloom's style prompt the desire to evaluate her form, in the same way that her 

character incites critics to pass judgement on her sexuality. Style for Bakhtin is a site of potentiality, 

whereas for Emer Nolan style 'is no more than a system of limits'. Quoting Hugh Kenner, Nolan argues 

that in "Penelope" there are no limits and 'no mockery ... 
because for once, no style'. If there is no style 

then Molly offers 'respite after the stylistic battles of the earlier episodes, and relief from the struggles 

8Ac ning 
,c LaKen Hirschkop ('A Response to the Forum on NEkhail Bakhtin') points out. to say that conditio 

language as a fierce social struggle is not to say that a utopian N ision of such a dialogism is not to be 
found in Bakhtin, but this utopia must be seen as a response to a decidedly nonutoplan situation that is. 
dialogism itself, as a certain kind of discourse, must be situated dialogically' (p. 75). Similarly, I would 

argue that Joyce's gendered critique of Irish nationalisms does not suggest that Irish nationhood is not to 
be found in Joyce. On the contrary, Irish nationalisms are responses to a non-utopian situation which 

must also be 'situated dialogically'. 
9As Vologinov argues, although 'the reality of the word' lives in the space between Individuals, it is also 
'produced by the individual organism's own means without recourse to any equipment or any other kind 

of extracorporeal material', and 'this has determined the role of word as the semiotic material of inner 
life - of consciousness (inner speech) (MPL 14). 
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and frustrations they depict'. 10 In a similar vein, Karen Lawrence argues that Molly's st-de is -much less 

radical that it first appears', suggesting this 'simpler stylistic' technique is 'part of its function as a 

conclusion'. II However, arguments that Molly's style is a simple monologue which concludes rather 

than battles with other styles, and so with other texts of Ulysses, are implausible - not least because 

Joyce's technique may be 'monologue' but Molly's dialogue with herself is not relegated to some 

interior world but is forced outwards through the social life of her inner voice into the textual world of 

U4ysses. 12 

Appearing to rest in the night world of sleep, Molly's monologue is the final episode of Joyce's text, 

but sleep is resisted and her style is anything but restful - her dialogue reaches out to both the female 

night world, and the masculine day world of Ulysses. 13 Linear time may be authenticated bý, the truth 

that night follows day and night-sleep follows the activity of the day, but Molly subverts the authenticity 

of such logic: day also follows night. Molly's text is written early in a new and fresh morning, a space 

where cyclical time informs the text with a gendered chronotope which can push backwards into the day 

and night world of Ulysses, and forwards into the future. Her chronotope is truly janus-faced. 14 The 

time-clocked logic of 'earlier' and 'later% which Bloom attempts to insert into Ulysses, has no place in 

Molly's polychronotopic world: 'I know them well who was the first person in the universe before there 

was anybody that made it all [ ... j they might as well try to stop the sun from rising tomorrow' (643). 

I OHugh Kenner: 'no mockery ... 
because for once, no style', in Ulysses, (London: Allen & Unwin, 1982), 

p. 148; as cited by Nolan, Joyce and Nationalisin, p. 163. 
1 ILaNNrence, The Odyssey of Style in "Ulysses" (Princeton: Princeton University Press, 1981), pp. 204- 
5. 
121-lenderson ('Joyce's Modernist Woman') argues that Joyce keeps Molly in bed, confined to the home 

and 'in her place', as her dialogue is an 'unspoken monologue, the book having revolN,, ed back to the 

moving bedrock of a single human voice' (pp. 521,525). In contrast I am arguing that Molly manages 
to speak in many voices and create many new contexts for discourse while entering into a dialoguewith 

other textual forms from various critical subject positions. 
13See Kimberly Devlin, 'Pretending in "Penelope": Masquerade, Mimicry, and Molly Bloom', in Novel, 
Fall (1991). 71-89. Devlin has commented on the inadequacy of the term 'monologue' to describe 
Molly's style. She positions Molly as a player of roles and a performer of female mimicry: 'Molly's 

monologue (for temporary lack of a better term) is a concatenation of roles, an elaborate series of "star 

turns" that undermines the notion of womanliness as it displays it' (p. 73). And, for temporary lack of a 
better term, I will use the term 'Mollylogue' to describe Molly's style within a Bakhtinian context. 
14Gifford and Seidmann (Ulysses Annotated) also note that the 'Linati schema lists as Time, the 

recumbent 8, oo, the sign for eternity as well as a symbol of female genitalia' (p. 610). Such a time 

schema may be eternal, but in this non-linear time-frame the two circles are joined by an intersection 

which suggests that dialogue and a janus-faced change of direction is possible. Molly may share the 

same birthday as the Blessed Virgin but an eternal and eschatological time structure is not visualized in 
Molly's aestlýetics through the recumbent oo. 
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The simultaneity of Molly's textual form reaches out to all worldlv times and all worldly spaces: 

suppose theyre just getting up in China now combing out their pigtails for the day* (642). 

As Richard Ellmarm points out, Joyce declared "Penelope" to be 'female' and the 'clou' of the book. 

as Molly is the 'star turn' who heads the bill. 15 Yet the transgressive syntax of "Penelope", and its 

unconventional (predominantly absent) punctuation, is often interpreted as the expression of an 

unconscious and uncontrolled (and therefore female) mind: the 'flow of associations is assisted by an 

absence of punctuation and logical connection, allowing it to pursue its own unimpeded current'. 16 But 

the paratactic syntax of the Mollylogue, which defies prescriptive logic, denies subordination and 

priority any resting places. Molly has a dialogical relationship with herself-, it is Molly's inner voice 

which organizes her thoughts and externalizes them on the page. As Derek Attridge has shown, Molly's 

style is able to question the reifying of a distinctive boundary between speech and writing: 

"Penelope" is a text that exploits readerly habits to ftise speech and writing, or more accurately to 
demonstrate the inseparability and interdependence of speech and writing in a literate culture. 
Through its visual techniques it is able to suggest the unceasing passage of thoughts impelled by 
strong opinions, desires, and memories, while at the same time revealing that thought, far from 
being a pure realm of subjectivity, is traversed by the material, differential, and cultural 
properties of language. 17 

And similarly for Bakhtin, abstract syntactical structure is not the object of study. As Susan Stewart has 

shown, 'when Bakhtin discusses "problems of syntax", he has in mind the utterance as it occurs in 

context, in lived social time,. 18 For Bakhtin utterances may consist of a single word or many words, but 

it is the 'word-as-text/text-as-sign' which positions the utterance as that 'phenomenon in which a 

15 Richard Ellmarm (Selected Letters) points out that 'clou' is French for "'star turn"' or 'topper' (p. 
285). When uttered the word also incites the English word clue. It seems that Molly is the 'star turn' 

whose billing contextualizes the other performers and offers a clue to the riddles of Joyce's text. See 
Stuart Gilbert, James Joyce's U'lysses, (Faber & Faber, 1930; repr. Harmondsworth: Peregrinc, 1969). 
In the schema Joyce gave to Gilbert he declared the technique of "Penelope" to be 'Monologue' and 
'(female)' p. 3 8. 
16Sydney Bolt, A Prq/ace to James JoYce, (Harlow: Longman, 198 1), p, 145; as cited by Derek Attridge, 
in 'Molly's Flow: The Writing of "Penelope" and the Question of Women's Language', ýUodern Fiction 

Studies, 35.3 (1989), 543-65 (p. 544). Attridge exposes theway that the 'graphic techniques' of 
"Penelope" has produced the idea of an 'undifferentiated continuity that is then transferred to Molly's 

mind'. He argues that the 'flow' metaphor says more about the critics of Uýysses than it does about 
Joyce's technique in "Penelope", as 'flow as against fixity, overflow as against observance of limits - this 

is one of the commonest figurations of gender opposition in our culture' (p. 553). 
17Attridge, ibid. (p. 552). 
18Steivart, 'Shouts on the Street' (p. 43). 
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speech-act of answering and a speech-act of anticipation-provocation historically coincide. * 19 Mollv's 

4yes' can be constructed as an utterance, as can the episode of "Penelope", or indeed, the entire text of 

Ulysses. 

It is not representational truthwhich is informed by the utterance but the tension-filled encounter 

and its janus-faced orientation. Yet for Gilbert and Gubar Molly's dialogism possesses no shaping 

power, and the invention and containment of Molly's utterances, within the text of Uvsses, is the 

ultimate triumph of patriarchy. They suggest that male authors 'usurp and transform the dailý, speech of 

women and children so as to make it into a suitable instrument for (cultivated) male art'. 20 But even if 

Gilbert and Gubar's essentialism is applied to "Penelope", and Molly is merely the female 

personification of masculine art, her parodic double-voicing still undermines such essentialist 

constructions and masculine aesthetics. The dialogic nature of the imaginary words and worlds of the 

Mollylogue contextualizes Ulysses through Molly's janus-faced stare. One of Molly's utterances, '0 

Jamesy 9 (633), even invokes Joyce as author and reminds him of the struggle for meaning that is acted 

out within his text. If Joyce's authorial voice is drawn into Ulysses through the Mollylogue then Molly 

anticipates its coming. His voice is denied the residency of an authorial home outside the text; he 

becomes another inhabitant of Ulysses who must dwell in the time and space of Molly's world. 21 

In the creation of his novelistic language Joyce centres or decentres certain aspects of discourse; and 

positioned as a writer, who also organizes textual forms, Molly's novelistic discourse possesses the 

ideological potential to create new world views. Taking up the position of a first person narrator, 

Molly's chronotopicity occupies a realm from which she can unpick and tie the knots of narrative in 

Ulysses. She can reinsert details which have been omitted from the text - details which are essential if 

new narrative constructions of Joyce's text are to be presented. it is through such a 'subversive F that 

19Pechey, 'On The Borders of Bakhtin' (p. 67). 
20Gilbert and Gubar, AVAJan's Land. 1, p. 252. 
21 AS Susan Stewart ('Shouts on the Street') argues: 'Baklitin's literarý theory assumes that the problems 

of dialogue and multivocality that are found in face-to-face communication NN-111 be compounded by the 

Specific effects used within the structure of the literary genre. Because the literary NN ork relies on a 

common ideological purview of both author and reader and, at the same time, cannot rely upon an 

apparent "extraverbal" context, the work is a complex presentation of display and concealment, of the 

over- and under-articulated' (p. 48). 
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Molly becomes an organizer who has the potential to construct the readef s aesthetic encounter. 22 Mollýý 

is no Penelope who unweaves the shroud for Odysseus's father and then weaves back the threads in a 

similar pattern. For if patriliny needs a shroud it is Molly and the other women in Uývsses who can 

unpick the threads so that new patterns may be woven. Molly is not associated with absence or playing 

for time but she weaves into Ulysses the dialogic subversion of her own textual bodv. 

(i) Molly's Bloody Aesthetic: A Eucharistic Metaphor for Irish Art? 

In Ulysses on the Liffey, Richard ElImann suggests that Joyce consecrates the menstrual blood in 

Molly's chamber pot to produce a eucharistic metaphor: 'the body of God and the boch, of woman share 

blood in common'. Joyce's eucharistic aesthetics is important for Ellmann as he believes such imager. y 

enables Joyce to replace transubstantiation with substantiation, and so the artist 'produces living human 

characters, not ethereal or less than human ones'. 23 Robert Boyle S. J. enlarges on Ellmann's 

presentation of Molly's menstruation as a eucharistic metaphor, arguing that although Molly 'brings in 

all that is good in the Eucharists of Stephen and Bloom - the allure of woman and the potentiality for 

sharing life in the human body', she only 'partially tends to correct which is bad - the destructive, 

cannibalistic voraciousness of female blood-sucking bat and sow and the fearful paralysis of the timid 

hedonist'. 24 Similarly, in James Joyce's Pauline Vision, Boyle uses the mock-mass of "Oxen of the Sun" 

to produce a eucharistic image for art through the comparison of 'the acti-vity of the artist in his ink with 

that of Christ under the appearance of wine (or of bread)'. 25 But for Boyle, Molly's bloody aesthetics can 

express the 'human only' experience, whereas Joyce's eucharistic aesthetic is the most developed in 

Finnegans Wake. For Boyle, the eucharistic metaphor of Finnegans Wake, where Shem makes 'indelible 

ink' from his own 'crap' and 'piss' (FW 185), displays the way the artist is able to enter the individual 

22 See Joanne S. Frye, Living Stories Telling Lives (Ann Arbor: University of Michigan Press, 1986), pp. 
49-76. Frye develops the concept of a potentially subversive 'I' through the privileges assigned to first- 

person narratives. She argues that 'as the "I" speaks for itself and of itself, it necessarily Insists on the 

contradictions between internal and external definitions of self and hence on that "surplus of 
humanness" that always provides an entry into the ftiture, a resistance to fiXitv' (p. 50). As a subversive 
'I' Molly insists on an exposition of external and internal contradictions while simultaneously 
interacting with the already said of Joyce's aesthetic. 

fifey (London: Faber & Faber, 1972), pp. 170-1. 23EIlmann, Ulysses on the Li 
24%fle 9J 'Miracle in Black Ink', JJQ, 10 (1972), 47-60 (p. 56). 
25Boyle, James Joyce's Pauline Vision: A Catholic Exposition, (Carbondale: Southern Illinois 

University Press, 1978), p. 56. 
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as does Christ in the Eucharist: 'Thus under the accidents of this human ink. composed of faeces and 

urine as the Eucharist is composed of bread andwine, the artist makes himself available to his race., 26 

But Dennis Shanahan argues that a eucharistic aesthetics is also fully developed in Ulysses. 

Shanahan develops a connection between Molly's blood and 'the mead-blood-ink' of Stephen's chalice: 

'the body's waste products or effusions - blood, sweat, urine - throughout Ulysses are the e-6dence of a 

common humanity and mortality and, figuratively, are the medium by which the timeless spirit of that 

humanity is recorded'. However, the aesthetic analogy that Shanahan makes, like Boyle's. dissoNes into 

the essentialism of pre-linguistic essences and body/soul separations through the transcendence of 

worldly time and space: 'the novel expresses the body, but its means of expression is the body's blood. 

The soul's giving meaning to its body's exertions and using the body's excretions to present that 

meamng is the "soul's bodiment",. 27 

Rather than being positioned as aesthetically active, Molly's menstrual excretion becomes Joyce's 

means of expression - so giving meaning to 'the body formed by Ulysses'. Shanahan not only lumps all 

women and Jews together as 'passive victims of a "curse" (pain, history, persecution, the conditions of 

life)', who can only exist as representations, but he equates the 'female mind' with unconscious 

passivity: 'Joyce thought of the female mind as a flow and it is difficult not to equate the flow from her 

[Molly's] womb with the flow from her memory and imagination'. In a similar vein his aestheticization 

of the Holy Spirit of the Trinity is feminized and given archetypal dimensions: 'Joyce's third person is a 

creative mighty mother who loves and says yes - fertile nature and its extension in flesh and blood and 

26Boyle, 'Miracle in Black Ink' (pp. 53); see also Roland McHugh, Annotations to Finnegans [Vake 
(Baltimore & London: The Johns Hopkins University Press, 1980; reN4sed 1991). lmmediatelý, before the 

passage in Finnegans Wake which Boyle cites, a reference is made to The Sporting Times, 'our sporting 
times be cloaked up in the language of bluslifed porporates that an Anglican ordinal, not reading his 

own rude dunsky tunga, may ever behold the brand of scarlet on the brow of her of Babylon and feel not 
the pink one in his own damned cheek' (FW 185). McHugh points out that The Pink 'Un was another 

name for The Sporting Times (p. 185). Bruce Arnold (The Scandal of Uývsses, (London: Sinclair- 

Stevenson, 1991) notes that The Sporting Times once printed an unfavourable re-6ew of Uýysses which 
described Joyce as a 'perverted lunatic', while identifying Uýysses as 'morbidly pornographic' and *the 

literature of the latrine' ( p. 48). It appears that Joyce is also having a swipe at the 'pink one' by writing 

more 'literature of the latrine' with ink made from Shem's 'crap' and 'piss". 
27Dennis Shanahan, 'The Eucharistic Aesthetics of the Passion: The Testament of Blood in U4vsses 

JJQ, 27 (1990), 273-286 (p. 277). 
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in the womb of imagination'. 28 However, although I would agree with Shanahan that a eucharistic 

aesthetics is developed in Ulysses, the menstrual blood of Molly, and Joyce's other women and 

fenunized subjects, is aesthetically productive. Thus, such a bloody art is not a metaphor for the -curse' 

of a female passivity, which embodies Joyce's soul in any unmediated form, but for a janus-faced 

aesthetics which sets the already said of the past of Ulysses with its future. Molly's aesthetic produces a 

subversive deconstruction of the conflation of the female body and the inner self, and the separation of 

the inner self from the external world. 29 

Rather than reproducing the spiritual essence of the Eucharist in his art, through an all powerful and 

autonomous author who refuses to cut the umbilical cord binding him to his characters, Joyce inverts the 

order and elevates the dialogical nature of art, language, and consciousness through the consecration of 

Molly's menstrual blood. For Bakhtin it is not possible for the 'essence' of the artist to enter an artistic 

work, and so the contemplator, through Molly's blood, or Shem's 'indelible ink', as Shanahan and 

Boyle suggest, but it is the creative interrelationship of author (and in Ulysses this includes Molly) and 

reader which is the essence of a work of art. Transubstantiation30 requires a common and passlVe faith 

on the part of the receiver, if the soul of Christ is to be absorbed through the bread and wine (the bodý 

and soul of Christ), whereas the 'social soul' of a work of art is not inert but is only available to the 

contemplator through co-creation, 

Bloom may eat 'with relish the inner organs of beasts and fowls' (45), but Molly's menstrual blood is 

a life force which gives form to the organs and the body of Ulysses. Joyce writes his text, and the body of 

his work is infused with the creative force of Molly's menstrual blood -a force which becomes more 

than an organic metaphor for the dialogic nature of Joyce's work. Molly's eucharistic blood is not 

28 Shanahan, ibid. (pp. 277-9). 
29Joyce wrote in a letter to Carlo Linati: 'My intention is not only to render the myth sub specie 
teinporis nostri but also to allow each adventure (that is, every hour, every organ, every art being 

interconnected and interrelated in the somatic scheme of the whole) to condition and even to create its 

own technique' (Selected Letters, p. 27 1). The passage quoted is a translation from the Italian. 
30Boyle ('Nhracle in Black Ink') points out that in Catholic theology Transubstantiation refers only to 

the Eucharist: 'it refers to the mysterious (not available to observation, or to human reason unaided) 

replacement of the substance of the bread by the substance (and accidents) of Christ's body. Through the 

divine power, Christ, as it were, comes across ("trans") the void to replace the substance of the bread. 

though accidents (or appearances) of bread remain, inhering in no substance at all. but somehow 

sustained in existence by divine power in some relation to Christ's body' (p. 48). 
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'indelible ink' but it harnesses the process of artistic co-creation -just as her womb is the bodily space 

where a new life for Ulysses may be formed, In the Eucharist Christ 'assumes' the . accidents of bread 

and wine, 3 1, but in Ulysses it is Molly who assumes the 'accidents' which are produced by his text. 

Traces of Joyce are left in all the characters in Ulysses, just as traces of Christ remain in those who 

receive the sacrament, but the 'accidents' which remain in Molly's chalice can be traced and reformed. 

Those voices in Ulysses which are silenced, misunderstood, or can find no place from which to speak, 

can be identified by Molly's creative, rather than sacrificial, eucharistic imagery. Through 

transubstantiation Christ remains unaffected when he assumes the 'accidents' of the bread and wine, but 

Molly's aesthetics creates a dialogic space from which it is possible to replace the consubstantiality of 

32 the immaterial Word as it appears in Ulysses. 

The Eucharist is the central ritual of the Trinity as the Holy Spirit binds together the Father and the 

Son. Boyle suggests that it is possible to accept 'Molly as the Holy Spirit of this book'; the 'Holy Spirit 

in the middle, binding the Father and Son into one'. 33 But Molly has more than a symbolic presence in 

Ulysses, and rather than reinforcing transubstantiation, her real presence in the text undermines the 

patrilineal structure of the Trinity, art, and consciousness. Rather than compensating women, and so 

augmenting masculine logic, with the eternal feminine, the Mollylogue denies essence any resting 

ground in Ulysses. Traditional readings of Ulysses almost always affirm the consubstantiality of 'Stoom' 

and 'Blephen' (558), the surrogate father and the son, yet this textual metaphysics is undermined by 

Molly's menstrual dialogism, Stephen's Hamlet attempts to unpick any metaphysical bond between 

father and son: 'Fatherhood, in the sense of conscious begetting, is unknown to man', (170) and, as 

Maud Ellmann has shown, Stephen Dedalus fears that 'the father's name entails his death' . 
34 Stephen 

fears the consubstantiality of the Trinity: the one divine substance, and in a metaphorical movement, the 

one divine consciousness shared by the Father and the son. But Molly's life-giving blood 'pours' rather 

than 'flows' into her chamber/chalice, an action which suggests volition and direction. MolIN's Holý 

31 Boyle, 'Miracle in Black Ink' (p. 5 1). 
321n Catholic orthodoxy the Trinity represents the union of the Father, the Son, and the Hol. v Ghost into 

one Godhead. The Word is the second person of the Trinity - the son who is consubstantial NN ith the 

father (this is the view as expressed in the fourth Gospel). 
33Boyle, 'Worshipper of the Word: James Joyce and the Trinity' in .4 Starchamber Quirv. ed. by E. L. 

Epstein (New York & London: Methuen, 1982; repr. 1983), pp. 109-51 (p. 139). 
34Maud Ellman [sic], 'The Ghosts of UýVsses' (p. 196). 
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Spirit is chronotopic not transcendent; it is directed towards other cultural voices in Joyce's text and the 

consubstantial relations which are active in their construction. 

The time and space which Molly inhabits is truly janus-faced. In the Mollylogue she gazes on Mina 

Purefoy's entry into the future: 'Mina Purefoys husband [ 
... I filling her up with a child or twins once a 

year as regular as the clock [ ... ]a squad of them falling over one another and bawling you couldnt hear 

your ears supposed to be healthy not satisfied till they have us swollen out like elephants' (611). Mina 

Purefoy may represent absence, and so is not able to 'hear' her 'ears', but Molly's eucharistic imagen 

also invokes the Trinitarian context that Mina Purefoy endures in "Circe", while pushing even further 

back in Ulyssean time to "Oxen of the Sun": 

On the altarstone Mrs Mina Purefoy, goddess of unreason, lies, naked, fettered, a chalice 
resting on her swollen belly (489). 

As the sacrificial 'goddess of unreason', Nfina Purefoy gained entry to the "Oxen of the Sun" episode 

'through pleading her belly' (325) - although she is excluded from the textual birth of her own creation. 

The literary, medical, and religious culture of "Oxen of the Sun" is overtly patriarchal in nature. It is 

the 'fathership' of Mr Purefoy that is toasted by the 'right witty scholars' (318); Mina gives birth to a 

'bouncing boy' (3 3 2), after a labour that the 'nursingwoman' declares 'never was none so hard as was 

that woman's birth' (316); and the birth-pangs metaphor of literary production, which is invoked in this 

episode, reproduces the cultural effacement of the mother in Ireland and the cultural effacement of 

women in Joyce's Literary History. 35 In "Oxen of the Sun" the birth of the 'Just you try it on' (349) style 

of Ulysses is delivered through the gestation of an embryonic Latin prose. But even though such stylistic 

creations are disclosed to be the products of male authorship, the 'right witty scholars' (Joyce included) 

35 Baklitin invokes birthing metaphors in his literary discourse, but lie argues it is only when characters 
enjoy some degree of independence from the author that monologic authority is broken doNý n: If the 
umbilical cord uniting the hero to his [sic] creator is not cut, then what ýý e have is not a work of art but 
a personal document' (PDP 5 1). And similarly through Molly's self-conscious evocation of the author. 
and the metaphorical authority of her eucharistic imagery, which is made substantive in U4vsses by the 
Mollylogue's creation of new contexts for discourse, Joyce attempts to cut Molly's umbilical cord and 
that which binds him to his text. 
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are prevented from sacrificing the sacred cow. 36 Bloom/Odysseus may visit the hospital to learn if Nfina. 

Purefoy has delivered, but it is Molly's bloody art which undermines the effacement of women in "Oxen 

of the Sun". The Trinitarian consubstantiality, which is infused into the mead of Stephen's chalice 

during this episode: 'quaff ye this mead which is not indeed parcel of my bocK, but mv soul's bodiment 

(320), and which is foretold by Buck's consubstantial aesthetics: 

-Himself his own father, Sonmulligan told himself, Wait. I am big with child. I have an unborn 
child in my brain. Pallas Athena! A play! The play's the thing! Let me parturiate! (17 1), 

is replaced by the potentially life-giving blood of Molly's chamber/chalice. 37 

In the Eucharist the Real Presence and the sacrifice of the mother are inseparable. The sacrificial 

presence of the Saviour through the sacred bread and mead, the body and blood of Christ, is the source 

of all Sacraments; a visible and permanent essence which enables the individual to experience the 'fruits 

of the cross' through the sacrificial meal of the last supper - and so a sacrificial narrative replaces the 

possible creation of any open-ended future. 38 It is the mother/Mina Purefoy who makes the essential 

sacrifice (and so the womb which becomes an eternal space of being not becoming) as in 'woman's 

womb word is made flesh but in the spirit of the maker all flesh that passes becomes theword that shall 

not pass away' (320). But Molly's blood is both a producer and a carrier of textual meanings: her womb 

creates words and meanings which resist the sacrificial unitv of the immaterial Word. Her womb is a 

unifying force as it possesses the power to bring together and nurture - and so felMnized, pregnant 

words replace the eternal meanings of a Trinitarian 'indelible ink'. 

It is not menstruation which is Promethean, as Ellmann suggests, but Molly's creative language 

which gives back life to the Word and the world. The third person of Molly's eucharistic aesthetics is 

36AIthough Odysseus's men have sworn they will not kill the sacred cattle of the sun-god Helios, Nkhcn 
they are deprived of food they slaughter the Oxen of the Sun. 
37 Gifford and Seidmann (UývssesAnnotateo point out that Stephen's words parody, those of Jesus 

(Matthew 26.26-28) during the Last Supper: 'And as they were eating, Jesus took bread, and blessed it, 

and brake it, and gave it to the disciples, and said, Take, eat: this is mv body. And he took the cup, and 

gave thanks, and gave it to them. saying, Drink ye all of it-, For this is my blood of the new testament, 

which is shed for many for the remission of sins' (pp. 414-15). 
38New Catholic Encyclopaedia, 12 vols, (NeNv York: McGraw Hill, 1967), 5, p. 609. 
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not a 'creative mighty mother' but the pregnant word which dissolves the Vex eterna' (32) of the Trinitv 

and the conflation of father and son. If the 'right witty scholars' prevent Nhna Purefoy from hearing her 

own thoughts in the womb of literary production, Nurse Quigley silences them, and Molly's bloody 

aesthetics denies Stephen's mock Eucharist its sacrificial and Trinitarian foundations. Nhna Purefoy's 

birth was long and painful but the sacrifice of consubstantiality is denied the fruits of literary production. 

Unlike Joyce, who contextualizes the effacement of women in literary productions through birthing 

metaphors in "Oxen of the Sun", Molly removes the new-born son from the Trinitarian context of the 

word made flesh in the mother's womb to a chronotopic world where the nature of Nlina Purefoy's 

A. 
. afness can be discerned. Mr Purefoy may desire consubstantiality, he is a Methodist yet he too 'takes 

the sacrament' (325), but Molly's womb will not 'always affirm'. Mina Purefoy's cultural absence 1n the 

text is giVen a real presence through Molly's words, words which theorize Mina Purefoy's entry into the 

future through the cultural chronos of her fertility and not the cultural logos of her Womb: 'filling her 

up with a child or twins once a year as regular as the clock' (611). 

(ii) Molly's Textual Menses: the Source of all Sacraments in Ulysses? 

Molly's linguistic menses may comprise Joyce's final eucharistic imagery but the whole of U4vsses is 

contained by two very different sacraments. Whereas Molly's eucharistic aesthetics structures a 

paradigm for Irish art, Buck Mulligan's colonizing, soap-filled sacrament mocks Irish art and Irish 

national longing. 39 Buck's imagined community survives in England not Ireland-, his 'untonsured' hair 

is 'grained and hued like pale oak' (3), while his mock celebration of the Catholic Mass seeks to 

undermine the Catholic belief in Transubstantiation by calling up scientific objections: 

For this, 0 dearly beloved, is the genuine christine 
music, please. Shut your eyes, gents. One moment. 
Silence, all (3). 40 

body and soul and blood and ouns. Slow 
A little trouble about those white corpuscles. 

391n U4ysses soap is symbolic of English economic colonialism. Bloom may be left 'weak' and 
umnanned' through his experiences of the soap-filled consumer culture but, as a member of the 

Ascendancy, Buck's name, his scientific discourse, and his soap-filled chalice, render him strong and 
masculine in Catholic Dublin. But Buck's soapy bubbles are no match for the decolonizing force of 
Molly's blood and urine: '0 Lord how noisy I hope theyre bubbles on it for a wad of money' (633). 
40The history of the Eucharist is one of dispute between the Church, science, politics, and philosophý. 
But, after The Council of Trent, Aquinian Scholasticism triumphed and the Eucharist was defended - by 

scientific and philosophical means again - against scientific and philosophical challenges. In the 
Tridentine version of the Eucharist the substance of the bread and wine does not exist after its 

conversion to the blood and body of Christ but only the 'species' of bread and wine (irnmaterial 
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But the narrator identifies Buck as resembling 'a prelate, patron of arts in the middle ages' (3) when 

Buck mockingly identifies Stephen as a 'lovely mummer' (5). Stephen is derided for wearing the mask 

of mourning in a ritual that Buck represents as a sinister Catholic theatre: 'He kills his mother but he 

can't wear grey trousers' (5), and so he is unable to grasp the complex nature of Stephen's cultural 

discourse. 

In "Scylla and Charybdis" Buck also invokes the theatre of masks to deride the national aesthetics of 

the Abbey Theatre: 

Our players are creating a new art for Europe like the Greeks or M. Maeterlinck. Abbey Theatre! 
I smell the pubic sweat of monks [ ... 1. - Mournful mummer [ ... I 

Synge has left off wearing 
black to be like nature. Only crows, priests and English coal are black ( 177). 

The 'unborn child' (171) which Buck gives birth to is 'a play for the mummers' (a play for the Irish) 

conceived as 'a national immorality in three orgasms' (178). Similarlý% in "Telemachus" Buck mocks 

the cutting edge of Stephen's art by identifying him as 'Kinch, the loveliest mummer of them all! ' (5-6) 

while he shaves and reflects his gaze through the 'cracked lookingglass of a servant' (5-6). Death and 

resurrection may be the theme of Buck's play, but the Doctor cannot rewrite Ireland by invoking origins 

rather than cyclical time-structures of new growth and change. 41 

Mulligan looks to the cultural imperialism of Matthew Arnold's aestheticism: 'God, Kinch, if you 

and I could only work together we might do something for the island. Hellenise it' (6), for a suitable 

aesthetics for Ireland. But as a resistant strategy, textual metamorphosis is more effective than a search 

emanations) in the form of 'accidents'. For an insight into the dispute over the Eucharist and the Jesuit 

defence of tl-ds central ritual of the Catholic faith see Pietro Redondi, Galileo Heretic, trans. by 

Raymond Rosenthal (London: Penguin, 1989), pp. 203 -227. See also Julia K-riste\ a, 'Joý cc "The 

Gracehoper" or the Return of Orpheus', in The Augmented Ninth: Proceedings of the Ninth 

International James Joyce Symposium, Frankfurt, 1984. ed. by Bernard Benstock. (SN-racuse, New York. 

Syracuse University Press, 1988), pp. 167-8 1. 
41 The mummers play is thought to have originated in the folk festivals of agricultural communities. 
The death of winter and the birth of a new spring is the central theme which prevails in the action of the 

play. as whoever dies can be brought back to life by the Doctor's remedy. The play is concluded by a 

procession of masked characters and a collection of money from the audience. See The Cambridge 

Guide to Literature in English, ed. by Ian Ousby, foreword bN- Doris Lessing (Cambridge: Cambridge 

University Press, 1988; repr, 1995), p. 659. 



167 

for Arnold's 'best setf. Buck's art mocks Irish artists' loyalty to the notion of metamorphosis, that 

national longing for a distinct spirit of Irishness to be reborn through the aesthetic form: Mother Grogan 

appears as a watercarrier in Buck's play, and Rosalie is cast as the 'coalquay whore' (178). In a sinular 

mocking vein, when the boatman tells Buck and Stephen that he is waiting for the body of a drowned 

man to be swept up by the tide, Buck crosses 'himself piously with his thumbnail at brow and lips and 

breastbone' when he is startled by the 'blowing red face' (18) of a swimnung priest which shoots up out 

42 of the water. 

Catholicism, nationhood, and Irish cultural aesthetics are the central themes in Buck's productions. 

In "Telemachus" Buck is an actor in another of his plays -a play in which he himself performs wearing 

the mask of mimicry - while collecting payment from both the poor old milkwoman (a symbol of 

Ireland) and Stephen. But although the old woman's chalice does not contain her milk, 'rich white milk, 

not hers. Old shrunken paps', she pours 'a measureful and a tilly' (12) into Buck's jug/chalice. Buck 

may not be able to hear the old woman's words but Molly has 'a great breast of mIitk [ ... ] enough for 

two' (620). Buck mocks cultural nationalists who desire to locate a sense of nationhood through the 

aesthetic form, yet he reads the old milkwoman as an aesthetic being who can only reflect such 

symbolic nationhood. Buck's symbolism may be secure in the safety of the Martello Tower, where he is 

able to short-change the old milk-woman, but the eucharistic blood of Molly's chalice 'pours' into the 

c oinopa ponton' (4) (which Buck identifies as 'our great sweet mother') as does the 'green sluggish bile' 

(4) (the linguistic being) of Stephen's mother's chalice. 

In Irish folk-lore it is believed that seals are the reincarnated souls of the dead, and as Stephen looks 

out to sea, after leaving Buck and Haines, the ' sleek brown head' of a seal bobs out of the water and 

calls to him with 'a voice, sweettoned. and sustained': 

Usurper (19). 

42Gifford and Seidmann (Ulysses .4 nnotatecý point out, the crossing at the forehead, lips, and breast is 

in honour of the Father, the Son, and the Holýl Spirit. It is part of the Mass and a gesture which also 

locates the consubstantiality of the Father and Son through the Trinitýr (p. 27). 
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The linguistic and textual metamorphosis that Molly performs, locates and makes audible Stephen's 

mother's voice. She speaks for herself and the old rmlkwoman when her words identlA- both Buck and 

Haines as the usurpers of Ireland and textual meaning. Buck and Haines identifý, NNith the imagined 

community of Matthew Arnold's England - an identity which is reinforced by Haines's interest in 

ethnography and a Celticism which is inspired by Arnold. The absence of any chronotopic logic in 

Arnold's cultural nationalism may locate identity outside history, but Buck and Haines cannot escape the 

reach of Molly's infusion of eucharistic blood which reinstates the dialogism of social time and space. 

Stephen's mother's words are pregnant with meanings. The dead performer in Buck's mummery 

(Stephen's mother, the winedark sea) is resurrected in a new form and with an audible voice which 

removes Buck's mask of mimicry. 'Usurper' also signals Molly's artistic usurpation of the Trinity. and 

so the literary consubstantiality of father and son, the Word and the world. Molly's words disrupt the 

binding together of the father and son into one, and Stephen's mother's word suggests that Stephen can 

also usurp both the consubstantiality of England and Ireland and the artistic death he fears to be a 

consequence of the incest of the Trinity. Stephen learns from his mother 'how to bring thoughts into the 

world' (156) and so the possibility of becoming replaces the consubstantiality of being. 

Molly undermines the consubstantiality of Words through an infusion of menstrual blood which 

maintains that her literary words pour throughout the text, but Molly also ensures that her dialogue is 

pregnant with influence. For Bakhtin 'a failure to understand languages that are otherwise generally 

accepted' is the discourse of the carnival fool as 'stupidity (incomprehension) in the novel is always 

polemical: it interacts dialogically with an intelligence (a lofty pseudo-intelligence) with which it 

polemicizes and whose mask it tears away' (DI 403-4). Poldy is also the carnival fool in Ulysses, but his 

anti-official stance is still loyal to the concept of origins, authorised identities, and correct language. In 

"Calypso" when Molly asks Bloom for the meaning of 'metempsychosis? ' -a word she has trouble 

pronouncing 'correctly' - Poldy returns to the Greek origins of the word for an authorised meaning: 1t's 

Greek: from the Greek. That means the transmigration of souls' (52). Mocking Bloom's failed attempt 

to transfer meaning through origins, the anti-official stance of Molly's incomprehension assumes a 

radical character: 'Yes. Who's he when he's at home? [ ... ]. 
0, rocks! [ ... 

1. Tell us in plain words' (52). 

Molly identifies power-inscribed words and relationships through the use of the male pronoun - and so 
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she deflates the authority of Bloom's word through the use of the impersonal male pronoun: 'Who's he 

when he's at homeT (52). 43 Citing C. G. Jung's exaggerated claim that Ulysses could be read in either 

direction, Fritz Senn suggests that 'all reading is in part backwards'. He argues that a reverse reading of 

Ulysses is literally true in the case of Bloom's 'Met him what? ': "'Metempsychosis" follows "Met him 

what? " I ... 
I but also explains it from behind, inverting the accustomed order'. 44 It is Bloom who utters 

'Met him whatT, supposedly repeating an attempt at the pronunciation by Molly, but Molly' s 'n'tial 

effort does not appear in the text. Yet the need to read this passage backwards may also be evidence that 

Molly's textuality dominates. The 'Mollylogue' is the last episode of Ulysses, and such a positioning 

does propose that Molly 'authorizes' Joyce's text by explaining it 'from behind', through 'met 

something with hoses in it' (620). if a janus-faced chronotopicity is inserted into Ulysses through the 

'Mollylogue', then Joyce anticipates the coming of Molly's dialogism, 

The plain word that Bloom chooses is 'reincarnation', but the photo of The Bath of the Aývmph, 

which hangs over Molly's bed, provokes Bloom into using an example as a method for the 

transmigration of meaning: 'Metempsychosis, he said, is what the ancient Greeks called it. They used to 

believe you could be changed into an animal or a tree, for instance. What they called nymphs, for 

example' (53). But in the Mollylogue a concentration on the appropriation of context and meaning, not 

origins or correct pronunciation, is practised by Molly. She not only anticipates but she also provokes 

Bloom's responses. In "Eumacus" Bloom exposes his loyalties, 'Ruby with met him pike hoses (sic) in it 

which must have fell down sufficiently appropriately beside the domestic chamberpot with apologies to 

Lindley Murray' (534), but in "Penelope" that 'domestic chamberpot' is filled with menstrual blood. 

Poldy uses 'reincarnation' as an example, but the passivity implied by this word is overturned by Molly's 

recollection of their exchange: 'that word met something with hoses in it and he came out with some 

jawbreakers about the incarnation' (620). 

431n "Penelope" Molly's use of impersonal masculine pronouns has been a great source of interest to 

critics. See Bonme Kime Scott, Jaines Joyce (Brighton: Harvester, 1987). Scott also genders Molly's 

indefinite use of the male pronoun: 'she personifies the word, perhaps sigMficantlýý. as a "he"' (p. 128). 

44 Fritz Senn, Inductive Scrutinies: Focus on Joyce. ed. by Christine O'Neill (Dublin- Lifliput, 1995), p. 

78. 
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Mollv contextualizes meaning through Bloom's consciousness. She is aware of his passion for a 

glimpse of stocking, and his desire to meet 'something with hoses', while Poldy's 'reincarnation' in 

Molly's imagination transmigrates to 'incarnation'. It is the linguistic manifestation of the female bodily 

form in Bloom's imagination which interests Molly. If Bloom imagines Molly to be 'not unlike' the 

water nymph (53), she reminds the reader of another of her identities in Bloom's sexual imagination: 

the 'dirty bitch in that Spanish photo' (620). Molly is aware that it is not God who incarnates her bodi1v 

form, but Bloom, who attempts to identify her as both virgin and whore. Bloom invokes the authority of 

Greek origins, but Molly denies such a conceptualization of the world any strength through her 

incomprehension and her recontextualization. of 'false languages iNith their lofty labels for things and 

events' (DI 403). She inhabits the chronotope, of the theatrical space where she is able to act out different 

roles while unmasking the dialogue of others in the novel. If for Bakhtin the fool has 'the right to betray 

to the public a personal life, down to its most private and prurient little secrets' (DI 163), Molly also 

claims that right. She re-establishes the link between aesthetics and the public square by making public 

forbidden spheres of human life, while attempting to decode those symbols which define her and limit 

her sexuality. 

Molly's 'incorrect' pronunciation also unmasks Bloom's false dialogue. Looking for Molly's book 

Ruby Pride of the Ring, in order to locate metempsychosis (the word which must be reincarnated in 

order to secure meaning), Bloom is informed by Molly that 'it must have fell down'. While looking for 

the book Bloom 'corrects' Molly's 'fell' to 'slid', and so remains loyal to the concept of correct 

pronunciation and determinate meanings. Yet Joyce reauthorizes Bloom's 'correct' language by 

changing 'slid' to fallen: 

'He felt here and there. Voglio e non vorrei. Wonder if she pronounces that right: voglio. Not in 

the bed. Must have slid down. He stooped and lifted the valance. The book, fallen, sprawled 

against the bulge of the orangekeyed chamberpot' (52). 

But Molly is able to fill 'the element with signatures on (its) own frequency' by disclosing those 

45 
masculine contexts (Bloom's and Joyce's) which assume the rules of grammar. 

45Seamus Heaney, -Station Island", as cited by T. P. Dolan, 'The Language of Dubliners' (p. 28). 

Gifford and Seidman (UlyssesAnnotated) note that Lindley Murray. Nvho wrote the Grammar of the 
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Molly is generally charged with malapropism - an unselfconscious confusion of omission' for 

emission' - when she recalls a visit to Dr Collins and when she refers to Bloom's ejaculation as an 
; omission': '111 wipe him off me just like a business his omission' (642). 46 But MolIN- is no Mrs 

Malaprop. Maybe Dr Collins did ask Molly if she had 'frequent omissions' (missed menstrual periods) 

and her muse that both Dr Collins and Bloom have 'omissions' is a self-conscious inN, ersion of the 

meaning of the word 'emissions' (634). If Bloom and Joyce emit 'correct' words they also omit 

contextualized meanings. Ironic malapropisms could be seen as a self-conscious punning which locates 

and inverts power-inscribed words and situations through deconstructive play. It is masculine and 

medical authority which Molly positions as lacking: 'where do those old fellows get all the words they 

have omissions' (634). 

Parodic malapropism is also inserted into the Mollylogue through Molly's reflection on Ben 

Dollard's performance at the Glencree dinner. Ben Dollard had been squeezed into a swallowtall suit 

and Molly imagines that he 'must have been a spectacle on the stage' to those who had paid '51- in the 

preserved seats'. The reserved seats at the dinner may 'preserve' their occupants from an obstructed 

view of the stage, but they could not protect those seated from the spectacle of Dollard's 'balmy 

ballocks' (636). Molly is able to authorize the word and so infuse meaning with an extraverbal context, 

to which verbal dialogue has access, through her 'complex presentation of display and concealment, of 

the over- and under-articulated'. 47 

Molly favours ironic malapropisms to portmanteau words. 48 Her self-conscious punning is an 

aesthetic provider of the extraverbal context needed to secure a subversion of authorial containment. 

English Language in 1795, exhibited a fierce moral tone: 'If we lie no restraint against our lusts 
... thcý 

NNIII hurry us into guilt and misery' (p. 557). Molly escapes the confines of Murray's prescriptiN-e 
graininar and sexuality. 
46AIthough Scott (James Joyce) charges Molly with such a 'confusion' of 'omission for emission' she 
argues that in Joyce's arrangement of language this is a productive 'error' - as in U4vsses 'correctness of 
language loses its authority' (p. 128). 
47Stewart, 'Shouts on the Street' (p. 48). 

. 
ference. /roin the Renaissance to James 48See Derek Attridge, Peculiar Language. - Literature as Dif 

JoVCe (London: Methuen, 1988). Attridge suggests that whereas the portmanteau text undermines the 
notion of authorial intention the traditional pun strengthens 'the illusion of intention as a presence 
within the text'. But unlike Finnegans Wake, which foregrounds the textual history of words, and the 



172 

Cheryl Herr has pointed out that Joyce wrote the word 'hypostatic' in the margin of the Buffalo 

manuscript near the passage on Arius: 'where is poor dear Arius to try conclusions'? Warring his life 

long on the contransmagnificandjewbangtantiality' (32). Herr suggests that 'Stephen's word mimics the 

notion of hypostatic union', yet Molly's parodic inversion, within the context of Qvsses, is much more 

powerful. 49 Apart from its theological context hypostasis has a medical context (the accumulation of 
blood as a result of poor circulation) which escapes Greek and Catholic origins. 50 Unlike Stephen, 

Molly has a very good circulation as her menstrual blood is able to infuse words NNith a disruptiN-e force 

through a subversion of context. Odysseus was able to trick the Cyclops with his double-meanings -a 
linguistic skill which Bloom lacks - and Molly's parodic double-voicing ensures that her art is pregnant 

with the possibilities that are secured by her resourceful writing. 

Molly's bloody art also draws into its sphere of influence the tiny 'chalice' (219), which contains the 

'thick syrupy liquor' for Boylan's 'lips' (218). 51 It is four in the afternoon and Boylan has stopped at the 

Ormond Bar for a drink before his meeting with Molly. It is during the time-location of the "Sirens" 

episode that Bloom's cuckoldry takes place, but the 'syrupy' flow (218) of Boylan's 'chalice' (219) is no 

match for the rush of blood and urine which pours from Molly like the sea and so excretes Boylan's 

seminal flow (633). Molly's backward-looking chronotope contextualizes the Siren voices of the 

Ormond Bar through the transgressive act of adultery and a desire which looks forward too, and so 

anticipates and resists, the gestation of maternal desire in "Oxen of the Sun". Boylan drains the 'last fat 

violet syrupy drops' from his 'chalice' (219) before discarding it, but Molly's bloody aesthetic excretes 

Boylan's masculine 'flow' (218) into her chalice, while inftising the sea metaphors (which 'flow' 

simultaneity of all dialogic forms through the portmanteau, Ulysses keeps a foot in both camps. If part 
of the pleasure of the pun is, as Attridge suggests, the location of intentionality. by its 'witty and 
resourceful author' (p. 206), then Molly locates herself as 'resourceftil author' while draNý ing attention 
to, and simultaneously undermining, any authoring of her through the 'lack' implied by unconscious 
malapropism. 
49See Herr, 'Compound Words and Consubstantiality in Uvsses', in Language and Stvle. 15 (1982). 33- 
47. Herr points out that the heresy for which Arius was guilty was his refusal to grant the son 
consubstantiality with the father (p. 38). 
50For an entertaining account of Arianism see Edward Gibbon, The Historv of the Decline and Fall of 
the Roman Empire, ed. by DaNrid Womersley, 3 vols. (Allen Lane: Harmondsworth, vols. I and 2,1994). 
L p. 780 passim, Vols. I and 2 first published in 1776 and 1781 respectively 
5'Derek Attridge (Peculiar Language) notes that 'lip' and 'lips' occur twenty times in the "Sirens" 
episode. He argues that these 'independently acting speech organs' produce a Tipspeech' which 
functions in a 'deviant manner' (pp. 161-172). 
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through" Sirens") with the undertow of her own textual desire. Molly only let Boylan 'finish* in her the 

'last time' they had sex, when his sperm was immature and not fertile. She is not made pregnant. and 

Boylan's syrupy flow loses its potency as it is mixed with the blood and urine of Mollys chamber pot. 

Molly's aesthetic is formed through a dialogic mixing of textual voices in her chalice, and as BovIan's 

'big red brute of a thing' was not able to deliver 'a tremendous amount of spunk' (611). Molly becomes 

the artist herself through the supremacy of her own ink while voicing her desire for a chalice of 'a more 

natural size so that a woman could sit on it properly' (634). 

Molly uses the rushing of the sea as a metaphor for the pouring of menstrual blood from her body. 

and in "Sirens", Bronze and Gold put a shell to their ears in order to listen for the voice of the sea: 'a 

shell held at their ears [ ... 1. Each for herself alone, then each for other, hearing the plash of waves, 

loudly, a silent roar' (23 1). Although Bloom tries to restrict the hearing of the Siren voices: 'the sea they 

think they hear. Singing. A roar. The blood it is. Souse in the ear sometimes. Well. it's a sea. Corpuscle 

islands' (23 1), he cannot escape the reach of Molly, and the dialogized sexuality which she and the 

Siren voices emit. Boylan's gaze is 'spellbound' (219) by the Sirens, but foolishly Bloom imagines that 

desire is written on the body by men, and so he can contain the sexuality of their look: 'Blank face. 

Virgin should say: or fingered only. Write something on it: page, If not what becomes of themT (234). 

Yet the sexual dialogism produced between the eye and the ear in "Sirens" is very strange. Derek 

Attridge argues that the sexual nature of Tipspeech' in "Sirens" results in a disruption of the 

relationship between parts of the body and the individual through the 'substitution' of -penis for voice' 

and 'vagina for female ear'. One consequence being the liberation of erotic arousal as 'sexuality thrives 

on the separation of the body into independent parts, whereas a sexually repressive morality insists on 

the wholeness and singleness of body and mind or SoUl', 52 Erotic liberation may be a consequence of 

Attridge's reading, but the penis still entits the voice while the vagina receives the Word in this 

freedom of bodily desire. It is a ferninized carnivalesque laughter which seems to dorninate and orient 

the Tipspeech' in "Sirens" not erotic arousal. Bronze's 'wet lips tittered' (2 11), as laughter, directed at 

52Attridge, ibid., pp. 167,169. 
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the sexual organs of men, develops a carnivalesque language between Bronze and Gold that appropriates 

the power of the pun and portmanteau words: 

In a giggling peal young goldbronze voices blended, Douce with Kennedy your other eN-e. 
They threw young heads back, bronze gigglegold, to let freefly their laughter, screaming. your 
other, signals to each other, high piercing notes. 

Ah, panting, sighing, sighing, ah, fordone, their mirth died down. 
Miss Kennedy lipped her cup again, raised, drank a sip and gigglegiggled. Miss Douce, 

bending over the teatray, ruffled again her nose and rolled droll fattened eyes. Again 
Kennygiggles, stooping, her fair pinnacles of hair, stooping, her tortoise napecomb showed, 
spluttered out of her mouth her tea, choking in tea and laughter, coughing with choking, crying: 
--0 greasy eyes! Imagine being married to a man like that! she cried. With his bit of beard! 

Douce gave full vent to a splendid yell, a full yell of full woman, delight, joy, indignation. 
-Married to the greasy nose! she yelled. 

Shrill, with deep laughter, after, gold after bronze, they urged each each to peal after peal, 
ringing in changes, bronzegold, goldbronze, shrilldeep, to laughter after laughter. And then 
laughed more. Greasy I knows. Exhausted, breathless, their shaken heads they laid, braided and 
pinnacled by glossycombed, against the counterledge. All flushed (0! ), panting, sweating (U), 
all breathless. 

Married to Bloom, to greaseabloorn (213-14). 

It is not uncontrolled desire which the Siren voices emit, but carnivalesque laughter. 53 Bloom 

cannot hear their laughter, unlike Odysseus he thinks it is 'much better to close up all the orifices. Yes, 

also. With wax' (81). But his muse that 'three holes, all women' (234), rather than restricting women to 

their bodies, in the world of "Sirens" (where Bloom attempts to contextualize the female body through 

the gaze of his single 'goggle eye') should give Bronze and Gold the upper hand. 54 As Bakhtin argues: 

Next to the bowels and the genital organs is the mouth, through which enters the world to be 

swallowed up [ ... 1. All these conve)dties and orifices have a conu-non characteristic, it is within 
them that the confines between bodies and between the body and the world are overcome: there 
is an interchange and an interorientation (R If '3 17). 

53Bakhtin argues that laughter unveils the world and opens the eyes of individuals to the future: 

'Laughter liberates not only from external censorship but first of all from the great interior censor, it 

liberates from the fear that developed in man during thousands of years: fear of the sacred, of 

prohibitions, of the past, of power' (R W94). 
54Bronze and Gold make repeated references to the 'goggle eye' of a man's penis-, his 'other evc' (213). 

Molly reinforces the metaphor of a masculine, one-eyed sexual gaze J unbuttoned him and took his out 

and drew back the skin it had a kind of eye in it theyre all Buttons men down the middle on the wrong 

side of them' (626). Like the Citizen/Cý clops, Bloom has a forin of tunnel vision, he can be fficked NN * th 

double-meanings - unlike Joyce's women he is not adept at directing the dialogic encounter. 
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Yet Bloom is under the illusion that women's bodies are silent instruments until the), are plaved bv men 

'Play on her. Lip blow' (234), but wax is no defence and even deaf ears can be penetrated by 

carnivalesque laughter. 

In "Nausicaa" Bloom fears the penetration of laughter, 'So long as women don't mock iN hat 

matterT (307), but in "Sirens" that is exactly what happens, Simon Dedalus's claim that 'you'd burst 

the tympanum of her ear, man [ ... ], through smoke aroma, with an organ like yours' (222), will not 

submit to a straight substitution of 'penis for voice' and 'vagina for female ear' as Attridge suggests. 

Bronze and Gold emit the Siren voices, They laugh at the men in the bar, '0 wept! Aren't men frightful 

idiots? ', and poke fun at their sexual 'organs', 'If he doesn't conduct himself I'll wring his ear for him a 

yard long' (212). In the language of laughter, penis can also be substituted for the male ear and 

penetrated by female laughter. Rather than being wet with sexual desire (induced by their sexual 

innuendo) as Attridge suggests, it seems much more likely that Nfiss Douce has simply wet herself 

laughing: '0 saints above! [ ... 1.1 wished I hadn't laughed so much. I feel all wet' (214). It is not 

transgressive, sexual craving which is emitted, but the mocking of the masculine desire for large 

penetrative organs. 55 

Borders between bodies and the world are also breached when the carnivalesque laughter of Bronze 

and Gold is joined by Molly's chamber music. Ben Dollard's 'musical porkers' are recalled by Bloom 

through Molly's laughter at such a spectacle: 'screaming, kicking. With all his belongings on show. 0 

saints above, I'm drenched! ' (222). Rather than being wet with desire Molly also appears to have lost 

control of her bladder due to carnivalesque laughter. Like Bronze and Gold she makes publIc those 

spheres of human life which are regarded as private. Molly may be able to appropriate her sexual body 

during a singing performance, '111 change that lace on my black dress to show off my bubs' (628), but 

rather than being 'a brilliant idea' that 'saved the situation' (22 1), Ben Dollard's 'balmy ballocks' (6 3 6) 

also become the objects of carnival laughter, 

55 See Maud Ellmann, 'To Sing or to Sign', in Janies Jo 
- vce. - The Cenfennial, ývinposiuiti, ed. by Morris 

Beja et al (Urbana: University of Illinois Press, 1986), pp. 66-69. Ellmann suggests that 'the nose 
outdoes the pliallus': 'While Molly broods of Boylan and "that tremendous big red brute of a thing. - she 

wonders that "his nose is not so big" (742). "Married to the greasy nose" (260), she. too, has left the ear 

and eye behind in a voyage towards a new olfactory modality' (p. 68). 
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AcI 
., Odysseus, Bloom should be able to hear the Siren voices and survive. but his cars are tuned to 

another key entirely. He completely misreads the gaze of women. Mistaking Bronze's soulful gaze for 

sexual arousal Bloom imagines that it is only men who can construct and reflect: 'God made the country 

man the tune', while 'Nature' is 'woman half a look' (234). But again Molly's chamber music is able to 

deflate his instrument. In "Sirens" Bloom recalls Molly as being 'hypnotised, listening' when he told 

her 'what Spinoza says in that book of poor papa's [ ... ]. She bent. Chap in dresscircle staring down into 

her with his operaglass for all he was worth' (233). This event is also recalled in the Mollylogue. but 

Molly refracts the monocular vision of Bloom's 'goggle eye' (213) through the gaze of her oNNn textual 

authority. She is not only aware of that Joycean 'gentleman of fashion' staring down at her, but she 

56 invokes the 'wife of Scarli' (632-3) as her textual heroine. 

The Wife of Scarli was considered to be a transgressive play in Ireland, the heroine's adultery was 

contextualized (and so authorized) by her husband's unattractive and unconscious character. 57 Rather 

than being 'hypnotised' by Bloom's speech about Spinoza, Molly informs us that her menstruation had 

started during the performance, and she is 'bent' forward to prevent the staining of her dress. 58 She is 

aware of the thrust of the play and censures an 'idiot in the gallery' for 'hissing the woman adulteress' 

56 See Richard Brown, James Joyce and Sexuality (Cambridge: Cambridge University Press, 1985; repr. 
1988), p. 134. Brown suggests Sweets of Sin is a work of Joyce's imagination. This may be true, as 
Molly refers to the author of Sweets of Sin as a 'gentleman of fashion some other Mr de Kock' (629). 
Joyce was not only a gentleman of fashion, whose works like de Kock's were considered risqud, but 
Molly also refers to the man gazing at her bodily form 'with his glasses' as a 'gentleman of fashion' 
(632). This could be seen as another attempt, by Joyce, to cut the umbilical cord of his creation by 
positioning Molly as a self-conscious observer and deconstructor of the authorial gaze. 
57Gifford and Seidmann (U4ysses Annotated) give a summary of the play, The Wife of Scarli, by G. A. 
Green. It was first performed in Dublin on the 22 October 1897 (p. 626). 
58Gifford and Seidman (U4ysses Annotated) suggest that the passage referred to may be in the Short 
Treatise on God, Man, and His Well-Being. Spinoza hints that the soul may be mortal.. 'N,,, -hat we call the 
Soul is a mode of the attribute which we call Thought', although Spinoza ends his appendix with the 
idea that it is possible to achieve self-knowledge through God: 'And from all this (as also because our 
soul is united with God, and is a part of the infinite Idea, arising immediately from God) there can also 
be clearly seen the origin of clear knowledge, and the immortality of the soul' (p. 308). See also The 
Oxford Companion to Philosophy, ed. by Ted Honderich, (Oxford: Oxford Universitv Press, 1995). Like 
Bloom, Spinoza was Jewish, He was of course excommunicated for his heterodox opinions: ; one view is 
that the peculiar religious position of the Marranos had encouraged scepticism and la)aty in Jewish 

practice and that the rabbis felt that they must affirm the religious unity of their community' (p. 845). 
Bloom has Thoughtsfrom Spinoza on his bookcase and may be sensitive to Spinoza's Marrano 
background; he may feel that he has suffered a similar fate in Joyce's Dublin world. The Spanish 

connection also invokes Molly's Jewish/Spanish identities (582). 
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(633). She even likens her own cuckolding of Bloom to the adultery commited. by Scarli's Nvife: 'sen, e 

him [Poldy] right its all his own fault if I am an adulteress as the thing in the gallery said' (641-2). 

Molly's chamber music is a highly condensed deconstruction of her performances in the texts of others. 

She is aware of the contours of her body as constructed by Boylan's sexual imagination during their 

sexual encounter, and she parodies both her own performance and Boylan's objectification of her: I 

suppose its because they were so plump and tempting in my short petticoat he couldrit resist they excite 

myself sometimes' (638). But the Mollylogue also deconstructs the iconic materiality of women's bodies 

as constructed through the texts of others. 

Molly's self-identification with Emma in The Wife ofScarli, stands in defiance to Bloom's desire to 

confine women to their bodies. For Bloom, 'Molly' and 'Milly' are the 'same thing watered down' (74). 

Milly and Molly are not only conflated in Bloom's imagination, but they are conflated into an image of 

Cathleen through a physical metamorphosis which takes place in Bloom's imagination. In "Calypso" 

the 'bent hag', the 'grey sunken cunt of the world', passes through the life-giving sacrifice of Molly's 

4 ample bedwarmed flesh' before her metamorphosis into Milly: 'Quick warm sunlight came running 

from Berkeley road, swiftly, in slim sandals, along the brightening footpath. Runs, she runs to meet me, 

a girl with gold hair on the wind' (50). Milly and Molly are defined through a physical metamorphosis 

in Bloom's imagination, but Bloom's imaginary conflation of Nfilly/Molly is interrupted by the 

59 
penetrating backward glance of the Mollylogue which invokes Kathleen Kearney from Dubliners. 

Kathleen's mother, though contemptuous of Irish accents, embraces the Irish language movement 

and ensures that Kathleen sings the nationalist songs that Molly resists. Yet Molly, who has an Irish 

accent, finds herself excluded from concert bookings in the south of Ireland because of her choice of 

songs, and 'on account of father being in the army' (616). Bloom attempts to locate Molly as Kathleen 

in order to secure her an Irish identity. He understands that Molly is insecure NNithin her imagined Irish 

59Katlileen Kearney is the daughter of Mrs Kearney in "A Mother" (Dubliners). Like Milly/Moll. N 
Kathleen Kearney is positioned as an aestheticization of Irish nationhood through her namesake 
Cathleen Ni Houlihan, Kathleen belongs to the EireAbu Society, and 'when the Irish Revival began to 

be appreciable Mrs Kearney determined to take advantage of her daughter's name' (D 126). Mr 

Holohan, 'assistant secretary of the Eire Abu Society' also provides a clue to Kathleen's symbolic 
identity (D 125). 
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community and he attempts to secure a place for Milly and Molly (and so himself), within such an 

exclusive Irish identity. But Molly forces heteroglossia. She recalls how Bloom had tried to secure an 

Irish identity for her by encouraging her to sing in the Stabat Mater, 'by going around saying he Nvas 

putting Lead Kindly Light to music' (616), and she dismisses the foundations of Cathleenesque politics, 

'Kathleen Kearney and her lot of squealers [ ... I Irish homemade beauties soldiers daughter am 1' (627). 

Molly escapes any such representation by appealing to the concrete world of experience, and by 

returning her masculine-defined sexuality with the power of the look: 'God help their poor head I knew 

more about men and life when I was 15 than theyll all know at 50 they dont know how to sing a song 

like that Gardner said no man could look at my mouth and teeth smiling like that and not think of it' 

(627). Molly rejects exclusivist and asexual representations of Irish womanhood, deciding to get her "big 

fan mended' to make 'them burst with envy' (628). 

In "Circe" it is THE FAN which declares that Bloom is married when he enters the brothel, while 

announcing: 'the missus is master. Petticoat government' (430). Molly inverts her iconic position. The 

asexual, Irish identity that Kathleen Kearney embodies is overturned by Molly's sexual display. Poldy 

also tries to secure an Irish identity for himself by 'going about with some of them Sinner Fein' (616). 

but again Molly refuses to include herself, or Poldy, within an exclusive Irish identity which is loyal to 

the same logic which initially excluded them. In contrast she identifies herself as Irish because she 'had 

the map of it all' (616). 60 Molly is aware that to many her Irish credentials are in doubt, 'on account of 

father being in the army [ ... ] and Poldy not Irish enough', but rather than looking to Griffith as 'the 

coming man' (616) she exposes the contradictions in Irish nationalist support for pro-Boer politics. 61 

60Gifford and Scidnian (Ulysses A nnotated) point out that 'the map of it all' is colloquial for 'it's 

obvious that she is Irish' (p. 614). 
61Because Irish nationalists were anti-British they tended to be pro-Boer. But the realities of Irish 

soldiers fighting for the British army in the Transvaal were overlooked - as was any principle of 

universal emancipation for all people. As Griffith writes in his preface to the 1913 edition of John 

Mitchel's Jail Journal: Irish nationalism 'is based on no theory of [ ... 
I the-Rights of Man"' or commits 

itself to the 'theory that black equals white' (John Mitchel, Jail Journal, intro. Thomas Flanagan 

(Universitv Press of Ireland, 1982). Arthur Griffith's Preface to 1913 ed., pp. 368-72 (p. 371). 
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The Boer War enabled Irish nationalism to adopt an anti-English stance and so provide 'a 

mobilizing "cause" against the government'62. But such Pro-Boer politics discounted Black African 

oppression in the name of anti-English sentiments, and overlooked the tragedy of a situation where Irish 

men were fighting Irish men in a war in the Boer Republics. 63 Mojjý, denies either side in the Nvar anv 

justification, 'they could have made their peace in the beginning or old oom Paul and the rest of the 

other old Krugers go and fight it out between them instead of dragging on for years killing' and she 

hates the mention of 'their politics after the war that Pretoria and Ladysmith and Bloemfontein' (616- 

617). By writing into nationalist histories such contradictory discourses, Molly locates Irish nationhood 

as a contestable narrative and not the essentialist realm of destiny. Molly's narratiN, e may not be an 

authorized version of nationalist politics, and her gender and cultural identity may fall outside Insh 

identity formations, but her rejection of the consequences of essentialist politics strengthens her voice. 

Molly reminds the reader of the importance of concrete political realities not abstract narratives. 

Cathleen Ni Houlihan may have inspired men to give their lives for Ireland, but Molly rejects any such 

role and mourns the loss of all the 'finclooking men' that were killed (616-617). 

(iii) Molly's Desire: Plumflesh or a Language of Flowers? 

Molly's time and space is not one of sacrifice and rebirth but a janus-faced discourse which comes 

about through her ability to rework the cultural connections of her time to produce a creative time 

evoked by events. Bakhtin identifies this creative chronotope as being present in the images and motifs 

of folkJore, where, through natural imagery, time becomes a space of productive growth. This passage of 

62R. F. Foster, Modern Ireland, p. 433. Foster argues that the 'radicalization of Irish politics (and, to a 
certain extent, of Irish society)' occurred between the Boer War and the European war of 1914-18 ('and 
largely because of them'), But for Foster the connection between such a radicalization of Irish politics 
and the Irish Revival is not so easily drawn: 'because of the high standard of literature produced during 
the period, the emotional attitudes connected with Gaelic revivalism, and the articulacy of the survivors, 
the notion of a transferral. of political energy into revivalist culture and separatist beliefs after 1891 is 
superficially attractive. But it did not appear so inevitable at the time' (p. 43 3). 
63 See Dorothy Macardle (The Irish Republic): 'England was invading the Boer Republics and an Irish 
Brigade was fighting on the side of the Boers, commanded by John MacBride' (p. 63)- see also D. 
George Boyce (Nationalism in Ireland). Boyce cites the French observer L. Paul-Dubois (Contemporarv 
Ireland (Dublin, 1908)), to draw out the contradictions which Nvere an inevitable consequence of English 

colonialism and Irish national politics: 'a large portion of the British Empire is administered by 

Irishmen', while during the Boer war 'the honour of the British army was saved [ ... 
I by Irish soldiers' 

although the Irish were pro-Boer (pp. 166-79), as cited bý Boyce. p. 272. See also The Concise 

Dictionary ofNational Biograp4v, II (Oxford: Oxford University Press, 1992-. repr. 1994), p. 1244. 

Griffith himself was an administrator in the Transvaal in 1896-9 before return-ing to Ireland in 1899 

when he became editor of The United Irishman. 
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time 'does not destroy or diminish but rather multiplies and increases the quantity of valuable things' - 

as 'generative time is a pregnant time, a fruit-bearing time, a birthing time and a time that conceives 

again' (DI 207). One of the most distinctive features of this generative chronotope is that time is 

'differentiated and measured only by the events of collective life; everNlhing that e)dsts in this time 

exists solely for the collective' (DI 206). And it is precisely the collective life - and the position the T 

assumes within the collective life - which concerns Molly as she inter-weaves the other chronotopic 

worlds of Ulysses. 

Molly loves nature, 'I love flowers Id love to have the whole place swimming in roses God of heaven 

theres nothing like nature the wild mountains then the sea and the waves rushing then the beautiful 

country with the fields of oats and wheat' (642). Her menstruation occurs every three weeks, which 

suggests that her fertile cycle is very frequent, so identifýing her narrative with the generative, birthing 

time of the organic collective motif. Almost all the women in Ulysses are somehow involved in 

menstruation, and even Bloom is not immune to an infusion of Molly's menstrual blood; he too 

experiences the eucharistic 'accidents' of Molly's dialogism: 'Bit light in the head. Monthly [... 1. 

Brainfogfag' (356). When questioned by his father in "Circe", Bloom describes his day as 'unusually 

fatiguing' a 'chapter of accidents' (419). Bloom may choose to identify the onset of menstruation with a 

muddled female mind, but Molly achieves not only a linguistic metamorphosis but she also assumes the 

'accidents' which may deliver authorial metempsychosis. Molly may not be aware of the meaning of the 

word metempsychosis, and ignorant of its Greek origins, but she is able to force a transmigration of 

influence from author to herself and from herself to other characters in Ulysses. 

Bloom may, like Odysseus the Greek father which precedes him, wish to return and so reclaim an 

heroic and masculine status but Molly's adultery has denied the possibility of such an Ithacan 

homecoming, Imagining that Boylan gets the 'plums' while he gets the 'plumstones', Bloom is not able 

to identify himself as the returning hero in Molly's narrative but as one name amongst many: 'he gets 

the plums, and I the plumstones. Where I come in, All that old hill has seen. Names change: that's all. 

Lovers: yum yum'. Such a disruption of the heroic narrative turns Bloom's thoughts to the impossibilitýý 

of return and the first time that he and Molly made love: 'Take the train there tomorrow. No. Returning 
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not the same. Like kids your second visit to a house' (308). Bloom may desire Molly 's plum-flesh but 

her fertile, textual body relocates the plum-flesh of Bloom's desire and recasts the plum-seeds of her own 

desire in a more fertile ground - as the tender giving of the seed-kiss had created a new narrative sixteen 

years previously. 

Even the 'Two Dublin vestals' (119) in Stephen's parable of the plums are drawn into the generative 

time and space of the narrative of Molly's plum-stone gift. Their plumstones, like Bloom's, have fallen 

on stony ground, but as the headline in this Aeolean parable suggests, 'ITHACANS VOW PEN IS 

CHANIP' (122), "Penelope" triumphs. Joyce's pun on authorial power, 'PEN', and masculine authoritv. 

'PEN(IS)', ascribes authorial power to Molly through the seed-kiss of her Mollylogue. Eating plums at 

the top of Nelson's pillar, while gazing at the different churches of Dublin (with their umbrellas in case 

of rain), may suggest to MacHugh that Stephen's 'Dublin vestals' are 'Wise virgins' (119), but it is 

Molly who exposes the context of denial which effects their desire and ensures that their plumstones fall 

on the stony ground of the Dublin pavements. 64 

Speaking in parables Jesus attempted to reveal the mysteries of the kingdom of heaven: 'Therefore 

speak I to them in parables: because they seeing see not; and hearing they hear not, neither do they 

understand., 65 Stephen also seeks to secure his authority by speaking in parables, but it is Molly's pen 

which recasts the narrative of Stephen's 'Dublin vestals' and produces another vision of 'the promised 

land' to rival Stephen's 'Pisgah Sight ofPalestine' (123). 66 God denied Moses entry into the Promised 

64Gifford and Seidman (Ulysses, 4nnotated) point out that Vesta was the Roman goddess of the home 

and the hearth, while the vestal virgins were the priestesses of Vesta who 'dedicated themselves to lives 

of chastity and were charged with maintaining the eternal flame of Vesta's sacred fire' ( p. 15 1). 

Professor MacHugh likens Stephen's 'vestal virgins' to the 'Wise virgins' in the parable of the ten 

virgins. The analogy is possible because of the emphasis on chastity, and like the 'Wise virgins' 
Stephen's two 'vestal virgins' were well prepared for their trip to view Dublin from Nelson's pillar. See 

Matthew 25.1-13. In the parable of the Wise Virgins 'the kingdom of heaven' is 'likened unto ten 

virgins, which took their lamps, and went forth to meet the bridegroom'. The five wise virgins took oil 

and lamps, whereas the five foolish virgins took lamps but no oil. However, 'at midnight there was a cry 

made, Behold, the bridegroom cometh; go ye out to meet him', and 'they that were ready [the NNise 

virgins] went in with him to the marriage: and the door was shut' on the foolish virgins who had gone 

to buy oil. 
65Matthew 13.1-23. 
66Gifford and Seidman (Ulysses, 4nnotated) note that ', 4 Pisgah Sight of Palestine' is the N-Ision that was 

granted to Moses, while Canaan is the 'promised land' that 'was promised to Abraham and his seed' -a 

promise which was 'renewed to Moses in Exodus 12: 25' (p. 153). 
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Land: 'Because ye believed me not, to sanctify me in the eyes of the children of Israel, therefore ye shall 

not bring this congregation into the land which I have given them'. 67 Likewise the 'Wise virgins' in 

Stephen's parable view their promised land of Dublin churches from a high place (the phallic and 

imperial heights of Nelson's column), But these votaries of the Blessed Virgin taste the plumflesh of the 

' onehandled adulterer' (12 1) and they too are denied entry to the promised land: 'too tired to look up or 

down or to speak [ ... I they settle down on their striped petticoats' (12 1). Stephen's parable may suggest 

that the 'Wise virgins' are 'foolish virgins' - their desire has left them unprepared for their entry into 

the kingdom of heaven - but even though Molly's plum-flesh is transgressive she is a 'Wise N, irgin' 

(611) who is able to light her lamp. Moses was denied entry to the promised land and died in the land of 

Moab, but Molly's control of Stephen's Ithacan pen suggests Bloom's plumstones will find a resting 

place in the promised land of her textual desire. Molly is a desiring 'Wise virgin', and in "Ithaca" she is 

able to leave the oil lamp alight for Poldy's return and its light attracts his gaze: 'his wife Marion 

(Molly) Bloom, denoted by a visible splendid sign, a lamp' (576). 

The 'RETURN OF BLOOM' (120) may interrupt Stephen's parable in "Aeolus", but it is not a three- 

day communion with God or a sight of the promised land which Bloom/Moses glimpses but an 

'INTERVIEW WITH THE EDITOR' (120), which Molly conducts through her editing in the 

Mollylogue, and the vision of Myles Crawford's 'Irish arse' (12 1). As the God of Creation Stephen 

speaks in parables, but as the creator of advertising space Bloom speaks through advertising slogans: 

What is home without 
Plumtree 's Potted Meat? 

Incomplete. 
With it an abode of bliss (6 1). 

The Plumtree's ad arrests Bloom's attention several times on the 16th June. In Bloom's titbit it is not the 

'Vestal virgins' who are the keepers of the home and hearth but Plumtree's Potted Meat. Yet Mollý, 

carries out her own editing and defies the ideological thrust of the advert by planting her trangressive 

plum-seeds into the narrative, Molly recalls how she and Boylan ate Plumtree's Potted Meat after their 

sexual exchange, an act which recontextualizes Bloom's recollection of the Plumtree's ach-ertisement in 

67Numbers 20.12, and also Ulysses Annotated, p. 149. 
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"Lestrygonians": 'What a stupid ad! Under the obituary notices they stuck it. All up a plumtree. 

Dignam's potted meat' (140). 68 The two Dublin women may appear to be pious Nirgins, but they are left 

stranded 'up a plumtree' (140), staring at the 'onehandled adulterer' (12 1) while eating plums and 

spitting the stones onto the pavements of Dublin. 69 Molly may invert the narrative of the transgressive 

sins of Eve through her fertile seed-kiss, but the two Dublin women have also transgressed by eating the 

plum-flesh and casting the stones. To 'pot one's meat' is a male-defined colloquialism for heterosexual 

love-making, while 'up a plurntree', in the context of "Aeolus". reflects the position of a woman who is 

left stranded by an unwanted pregnancy outside marriage. If the two old 'Dublin vestals' have suffered 

representational violence because of their transgressive desires, or maybe the cultural violence of a 

pregnancy outside marriage, it is Molly who resists a similar fate and rewrites the narrative of female 

desire -a plum-flesh that Bloom imagines may only be eaten and consumed by men. it is Molly who 

insists that Boylan, that other 'adulterer', releases his sperm outside her body, 'I made him pull out and 

do it on me', only letting him 'finish' (611) in her when all the fertile sperm have been released outside 

her body. Molly's ink is not 'indelible' but it is an organic substance with creative and generative 

properties. Molly may appear to be the antithesis of the 'Wise virgins' but she is able to light 'the lamp' 

(611) and escape the representational and cultural violence of Stephen's pen. 

The 'incomplete' journalese of the Plumtree's Potted Meat advertisement in "Lotus-Eaters", and the 

silence of the Dublin women who are 'too tired [ ... ] to speak' (121), is replaced with Molly's linguistic 

simultaneity. Molly is able to invoke the two silent Dublin women in Stephen's parable and rewrite the 

context of their history. Stephen's voice maybe ironic but his parable still ends on a note of denial: the 

ethical content of his parable teaches women that virginity, marriage, the hearth, and the home should 

be their central desire (through the representational warning of silent spinsterhood). But Molly's pen 

locates not their rejection of self-denial as the cause of their 'Incomplete' (61) present, but the masculine 

68AIthough Molly only recalls that she and Boylan ate 6potted meat' (611). in 'Eumaeus' Bloom's cý es 

fall on an 'empty pot of Plumtree's potted meat' (552). 
69Gifford and Seidman (Ulysses Annotated) note that 'to pot one's meat' is slang for copulation. (p. 87), 

while, 'up a plumtree' is slang for 'cornered, done for; or, trapped in an unwanted prcgnancy* (p, 179). 

'Up a plumtree' may be a Bloomisin for 'up a gum tree', but even if Bloom gets the saying 'wrong' 

'plumtree' resonates with Molly's 'plumflesh' and the two 'xirgins' who taste such a 'plumflesh' in 

Stephen's parable. In "Lestrygomans" Bloom thinks of the Plumtree's potted meat advertisement under 

the obituary notices: 'All up a plurntree. Dignam's potted meat. ' Dignam may be 'done for' but 

'Penelope' infuses Bloom's 'All up a plumtree' with another meaning (p. 179). 
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and Catholic politics which refuses to allow female desire to be available for narration - and so a 

provide a fertile ground for their plumstones. If Stephen as a writer with a 'cold steel pen' speaks in 

parables in order to provide illumination, Molly rewrites parables and resists the violence of 

representation. The newspaper headline in "Aeolus" declares: 

SOPHIST WALLOPS HAUGHTY HELEN SQUARE 
ON PROBOSCIS. SPARTANS GNASH MOLARS, 

ITHACANS VOW PEN IS CHAMP (122). 70 

But Molly inverts her iconic position. If Antisthenes, whom MacHugh likens to Stephen. declares that 

Penelope is more beautiftil than Helen because of her superior virtue, Molly appropriates that virtue and 

infuses it with a new meaning. 

Richard Ellmann suggests that 'the last page of Ulysses showed Molly and Leopold eating the same 

seedcake like Eve and Adam eating the 'seedfruit' [ ... I when man fell'. 71 But the seedcake, which 

Molly passes so tenderly from her kiss to Bloom's mouth, seems to signal not a descent, but new 

possibilities and a revitalizing orgasmic ascent: 

yes first I gave him the bit of seedcake out of my mouth and it was leapyear like now yes 16 
years ago my God after that long kiss I near lost my breath yes he said I was a flower of the 
mountain yes so we are flowers all a womans body yes that was one true thing he said in his life 
and the sun shines for you today (643). 

Return may be an impossibility, but Bloom's plumstones are also seeds and it is once again a leapyear. 

The fall occurs during the first four, almost entirely unpunctuated, sentences of the Mollylogue, but 

rather than the fall of man, Molly dwells on the 'fall' of woman. The first four sentences of "Penelope" 

are dominated by Molly's thoughts of Bloom's infidelities; male objectification of women; the hypocrisy 

of the Catholic confession towards female sexuality; the oppressive nature of Irish motherhood; the 

70Derek Attridge comments on Rabatd's discussion of Joyce's abbreviation 'Pen' for "Penelope" in the 

workshop material-, noting that he could also have cited 'ITHACANS VOW PEN IS CHAMIP' in the 
Aeolian headline. For Attridge the Aeolian headline foreshadows the interconnections which Rabat6 

makes between the might of the 'pen' and the 'sword'. Jean-Nfichel Rabatd, "Le noeud gordien de 

'Penelope', in Jaines Joyce "Scribble " L- Genýse des Textes, p. 126-. as cited by Attridge in 'Molly's 

Flow' (p. 55 7). 
71 Richard Ellmann, Jaines Joyce, p. 545. 
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gendering of exclusive Irish nationhood; and Pol&'s 'correct' masculine language, as opposed to the 

frequent 'mistakes' of female writing. By forcing new narratives Molly exposes the often violent 

authority of masculine, colonial, and national discourses by creating dialogic situations ýý hich open 

existing narratives to friction and conflict. But more importantly the fourth sentence ends with a full- 

stop 

Atty Dillon used to write to the fellow that was something in the four courts that jilted her after 
out of the ladies letterwriter when I told her to say a few simple words he could twist how he 
liked not acting with precipat precip itancy with equal candour the greatest earthl), happiness 
answer to a gentlemans proposal affirmatively my goodness theres nothing else its all verý, fine 
for them but as for being a woman as soon as youre old they might as well throw you out in the 
bottom of the ashpit (624). 72 

Molly's time may be organic and cyclical, and begin and end with the word 'Yes', but just as 

punctuation has a significant effect on readings of linear time so Molly's ftillstop has a significant effect 

on the cyclical nature of her text. The fall is interrupted. The second half of the Mollylogue experiences 

an inftision of nature and a flowering of the life-giving force of the female body. Molly calls to the 

author to release her from the sins of Eve, as her dialogic nature denies the metaphysical gendering of 

original sin and reinscribes the 'fall' with a language of fruitful love-making and conception. She 

refuses to be a representation of the male Word defining the female flesh - and if Molly refuses to bear 

the deathly sins of Eve, she also refuses to bear the non-desiring body of Mary. Molly may share the 

same birthday as the Blessed Virgin but she reftises the symbolic presence of the second Eve and 

achieves a real actual presence in Joyce's text. 

Molly's sweet memory of her love-making with Bloom locates the time and space of Milly's 

conception (a wanted pregnancy that was conceived outside marriage), and similarly rather than 

receiving an infusion of the Holy Spirit through Joyce's Words, Molly conceives the creative Nvord. 

Molly's language of flowers suggests that dialogic contexts are possible anywhere, 'springing up even 

out of the ditches primroses and violets' (643). 73 The lo-ve-making among the 'rhododendrons on Howth 

72The fullstop at the end of the fourth sentence has been reinserted by Gabler in the corrected text of 

Ulysses. 
73See Patrick McGee, Paperspace: Sývle as Ideology in Joyce's "Ulysses (Lincoln & London: 

Universitý, of Nebraska Press, 1988). McGee suggests that MOllN*'s menses can 'functlon as a kind of 

writing'. But for McGee this NNTiting is 'a remarking Of some originarý- (or imaginan) mark that is 
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head' (643) occurred during a leap year, as does the Ithacan return of the paternal homecoming. 74 If 

during a leapyear the active/passive binarism which genders marriage proposals in Joyce's Dublin Is 

reversed, then so too is the paternal homecoming of "Ithaca" which leaves Bloom sleeping head-to-toe 

with Molly. Return is refused by Molly. Bloom may lie in his bed like a 'manchild in the Nvomb' (606) 

but Molly is 'sick of Cohens old bed' (64 1) where Boylan has left his 'imprint' (60 1). as well as potted 

meat stains and his 'spunk on the clean sheet' (64 1). 

In Molly's aesthetic the returned being cannot be accommodated by her chronos or logos, as the 

dialogic encounter replaces any synthesis of experience through a reading of Bloom's homecoming as 

the return of Odysseus, or through a reading of Stephen as prodigal son or textual Bildungsroman. 75 But 

whereas Bloom cites the 'irreparability of the past' and the 'imprevidibility of the future' (571) as 

reasons for fearing a paternal homecoming, Molly's language of flowers desires the tex-tuality of her 

bodily aesthetic. 76 Bloom cannot return. He may attempt to resist his textual travels but it is not Bloom 

who slays the suitors but Molly who inserts herself into their texts and Bloom's. He cannot repossess 

nlý dusence', for the 'name of the unnameable is a flower' as 'Molly's word names the unnameable with 
flowers of speech. Her yes is a flower, her no is a flower' (p. 180-1). 1 am obviously arguing something 
quite different. Even if that which is absent is unnameable, and can only be remarked, McGee is still 
loyal to the notion of pre-linguistic essences. Derek Attridge ('Molly's Flow') also notes that Molly 
Bloom is not only discussed as "'one who flows"' but also as a 'flower of the mountain'. Noting that the 
words "'flower"' and "flowers"' occurs in "Penelope" more often than in any other episode, Attridge 
argues that 'flower' serves as 'a metaphor to guide us to an understanding of the female in Ulysses: 
'flowers traverse the division between nature and culture, not by flowing across it but by demonstrating 
that permeability is a constitutive feature of it' (p. 563). Like Attridge I am attempting to deconstruct the 
reifying of a distinction between culture and nature through the flowering of Molly's textual body. 
74Bonnie Kime Scott (Joyce and Feminism) suggests that the 'male voice of "Ithaca" orbits Molly and 
Poldy off into oblivion', whereas the 'earthly embrace' and the 'force of the quiet, breathy, female word 
"yes" powers the close of Ulysses'(p. 182-3). But the question and answer dialogue of the 'male voices' 
of "Ithaca" are destabilized by Molly's anticipatory dialogism. 
75 See Steven Connor, Theory and Cultural Value (Oxford: Blackwell, 1992). Connor argues that 'all 

narratives extend and expend themselves in time, with the promise of a return of aesthetic profit' (p. 
206) Yet, for Connor, Ulysses advances 'the failure and mockery of the entire aesthetic wager on 

speculation and return' to produce a writing of 'pure giving'(p. 209). Although Connor concentrates on 
Stephen and Bloom he does acknowledge that 'the move towards the discourse of the feminine in the 
final section of the book' can be read as a 'pure giving' through the 'opening to the other' (p. 211). 1 am 

not arguing that the book moves towards a feminine language, but that it is the women in Ulysses who 

occupy the times and spaces which offer the possibility of a real opening of the body towards the other. 
Joyce's authorial self-effacement, and the shaping power of writing which he gives to Molly. could be 

read as a 'pure giving' through the 'opening to the other'. The masculine aest 
. 
hetic is not returned 

through Joyce's women; but through the Mollylogue those sites of representation which carry forward 

the masculine aesthetic wager on speculation and return are located and subverted. 
76Gifford and Seidman (U4VSSes . 4nnotated) suggest that 'imprevichbility' may be a 'coinage suggesting 

an unforsecable nature' (p. 58 1). 
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Molly's 'flowers all a womans body yes' (643). but Molly's textual body once again offers the possibility 

of creation, just as the exchange of seeds on Howth had done sixteen years ago. The large fullstop which 

ends Bloom's Ithacan homecoming signals not a pause, but the end of linear time and the assimilated 

self which such a chronos ascribes. The Auk is extinct, there is no *roc's auk's egg' (607), but Molly's 

janus-faced chronotopicity provokes the question to which she can say 'Yes' for a second time. 



CONCLUSION 

If in the past James Joyce, like Seamus Heaney, has suffered the violence of the "'British"' NN or& I 

hope that in my story he has not also suffered the violence of the English word. II do not desire to speak 

for or to the Irish from an English or British point of view - and I do not NN-Ish to construct a subaltern 

position of authentication for myself - but rather I have attempted to sensitize my English ear to Irish 

cultural politics and the colonizing and decolonizing voices that Ulysses dramatizes. 

By contextualizing Ulysses through a gendered version of Bakhtin's theorization of modernism, I 

have endeavoured to deliver readings which are alert to English and British coloMal discourses while 

being sensitive to Irish narratives of resistance. Locating Ulysses within the hegemony of the Irish 

Literary Revival through a chronotopicity which also looks back into Irish history and forward to the 

years of struggle in Ireland's fight for independence, I have attempted to discover the polychronotopic 

nature of Joyce's national aesthetics. 

Joyce's aesthetic subversion of essentialist identity-politics and controlled narratives originates in the 

texts of his women. It has been argued that the locations of the boundary and the threshold in Ulysses 

are chronotopic sites of creativity which are most productively occupied by Joyce's feminized subjects 

and his women in particular. In such sensitized time-spaces of counter-histories it is the Ulyssean 

women who force dialogism and resist any narratives of representation which project a historically 

colonized or symbolic present into the future; they are the feminized subjects who reside in the time- 

spaces which disrupt any politics of being while positing the narrative of BakhtiMan becoming. If 

Ulysses relativizes a polyphony of knotted narratives, then it is the Ulyssean women who resist the 

unifying links which project a continuous future through the alreach- said of linear time NN-hile 

I See Vincent Cheng's introduction to Jo. vCe Race and Empire for a discussion of the politics of 'post- 

colonial' Jovce studies. 
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orchestrating such a 'higher unity' through the relativistic, tension-filled encounters of a polýphony of 

time-spaces. This 'higher unity' does not produce a politics of difference or an aesthetic vý hich merely 

relativizes while promising return through the female form, but rather new chronotopic worlds and new 

knowledge systems, which reject narratives of representation, are created. 

This thesis concludes with a discussion of Molly Bloom's janus-faced aesthetics. Joyce decentres his 

authorial position through a feminized consciousness and knowledge that occupies a space of creativity 

within his own text while he is hailed by Molly as an outsider, a male authorial figure who is attempting 

complacently to pare his finger nails beyond the threshold of his world. If through the monologue of 

"Penelope" the authorial position of the male writer may be located outside such an interior world, in 

order to secure the political hegemony of his text, then the Mollylogue denies Joyce residency in any 

such non-chronotopic realm by recontextualizing his voice. Joyce not only authorizes Molly's voice and 

undercuts masculine aesthetics through such a displacement of authorial power but he also succeeds in 

ferninizing James Joyce the writer. If in Ulysses there are times when Poldy is able to straddle the 

threshold of his world and so become one of Joyce's feminized subjects, then Joyce also subjects himself 

to the cyclical dialogism of such a menstrual aesthetics. There is no paternal homecoming or Ithacan 

return to linear time for Bloom or Joyce as both have experienced the otherness of their own periodicity. 

In order to make a detailed study of the politics of Joyce's national aesthetic I have restricted myself 

almost entirely to a study of Ulysses refracted through a Bakhtinian aesthetic paradigm which posits the 

possibility of national liberation. I have argued that Ulysses is the text which is most salient for an 

exploration of Joyce's gendered, national aesthetic - as it dialogizes the heteroglossia of colonial Dublin 

in 1904 through a chronotope which anticipates Ireland's liberatory history of 1914-21 while looking 

back into its colonial and national past. But further work could be productive if such an aesthetic 

2See also Joseph Valente, Jaines Joyce and the Problein ofJustice (Cambridge. - Cambridge University 

Press, 1996). Although Valente's book is so recent that I only have time for a quick glance before the 

completion of this thesis, it appears that Valente also argues that Joyce deauthorizes his own voice 

through a reversal of the authorial position: 'the "Penelope" episode "overspills" the bounds of the 

fictive universe in which Molly can be represented as a psychological ego communing with itself and 

grows" into an assemblage with the eýdstential space of the author, enfolding him in turn into the 

fiction, Instead of depicting, mimicking, or capturing (a) woman's voice, Joyce succeeds in authori-zing 

it' (p. 240). 
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paradigm were to be magnified in order to contextualUe readings of Finnegans Wake, a text which 

dramatizes revolution, civil war, and the birth of the Irish 'post-colonial* nation state. As David Pierce 

argues, Bakhtin's theory of the chronotope could be relevant for an understanding of the politics of 

Finnegans Wake: 

a text that is the supreme example in literature of the concept of bricolage, where disparate, 
heterogeneous material is brought together not for any reason inherent in the material but 
because it can be assigned meaning and used to form part of a new view of the world. Jovce 
doesn't reflect the world-, he gathers it together Taking a longer view of history - which had 
been assigned to the Irish by the triumphs of the British - he saw the workings of much larger 
cycles than were available to those immediately involved in the establishment or protection of 
empire. 3 

If the political context for Finnegans Wake is the Irish revolution and the civil war then the hýýper- 

activity of the janus-faced polyphony of this text looks backwards to 1916 and the distant centuries 

while looking forward to the fascism and the conflicts in Europe in the 1930s and beyond. Joyce 

refracts the heteroglossia of Ulysses so as to produce an aesthetic of 'pure giving', but in Finnegans 

Wake the aesthetic can look much further into the polyphony of an unknowable past and future that is 

mirrored and created by the unknowability of the text. If the deauthorization of Joyce's Cldyssev is 

grounded in Molly's 'penelopean' (FW 123) creativity, then in Finnegans Wake, Joyce dwells on the 

control that his authorship and masculine readers may impose on such an aesthetic by returning to the 

already said of 'mememormee! ' (FW 628) through the desiring body of woman: 

lastly when all is zed and done, the penelopean patience of its last paraphe, a colophon of no 
fewer than seven hundred and thirtytwo strokes tailed by a leaping lasso - who thus at all this 

marvelling but will press on hotly to see the vaulting feminine libido of those interbranching 

ogham sex upandinsweeps sternly controlled and easily repersuaded by the uniform 
matteroffactness of a meandering male fist? (FW 123). 

But in Ulvsses the undermining of the father and son relationship (through the non-conforming 

body of the son) does not take place on the territory of the feminized, bodily aesthetic from the point 

of view of the son. but from within a feminized world view of knowledge. If the chronotope of 

Bakhtinian becoming is immortal then so too is the cyclical return of Molly's recumbent oo. Molly's 

3Pierce, 'The Politics of Finnegans Wake', Textual Practice, 2.3 (1988), 367-80 (p. 378). 
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'Yes. ' at the close of the Mollylogue affirms the mortal nature of being and signals an interruption 

of its narrative with another fullstop: 

I asked him with my eyes to ask again yes and then he asked me would I yes to say yes 
my mountain flower and first I put my arms around him yes and drew him down to me 
so he could feel my breasts all perfume yes and his heart was going like mad and yes I 
said yes I will Yes. (644). 
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