
































































































































































































































































































































































































































310 Ulysses: techniques and styles

Correspondingly, though not obviously, Molly’s attitude towards her
husband begins to change character in the seventh sentence. The early onset
of menstruation makes her wonder whether there may be something wrong
with her ‘insides’, and this recalls an occasion, before her marriage, when
she had had to visit a doctor because of a vaginal discharge — caused, she
believes, by the frequent masturbation induced by Bloom’s ‘mad crazy
letters’, extolling her ‘glorious Body’ and all its products: ‘he had me
always at myself 4 or 5 times a day sometimes.” This is in complete contrast
to Boylan’s disappointing letter and the first clear reference to the sexual
attraction that Bloom once had for Molly, love at first sight:

. . . it was he excited me I dont know how the first night ever we met when I
was living in Rehoboth terrace we stood staring at one another for about 10
minutes as if we met somewhere. ... (U 730/916)

She remembers, too, being amused by his remarks and impressed by his
political talk. She laughed then and continues to laugh at his peculiarities,
in particular his sleeping upside-down in bed with his feet near her face,
but, looking at his calm sleep, sees it as further evidence that he has been
sexually satisfied:

. . . hes sleeping hard had a good time somewhere still she must have given
him great value for his money of course he has to pay for it from her. . . .
(U 731/917)

In this thought there are three suggestions which will be developed later:
first, a dislike of the idea of Bloom spending his money on other women;
second, the unconscious implication that, if Bloom’s deep sleep is a sign of
satisfaction, her own sleeplessness may indicate something not wholly satis-
fying in her sexual encounter with Boylan; and, third, a curious jealousy
of her husband, which develops to the point where her own adultery is
brushed aside as unimportant, while he seems to be the one who has been
having ‘a good time’ and who needs to be watched and made to toe the line.
She is still bothered by their lack of social and financial stability (‘God here
we are as bad as ever after 16 years’), their constant shifting from house to
house, and Bloom’s inability to keep a job, but she is more immediately
troubled by the lateness of his arrival home and, for the first time, decides,
as any injured wife might, to take corrective action: ‘Ill knock him off that
little habit tomorrow.” Forgetting or dismissing her own unfaithfulness, she
plans to seek evidence of his:

... first Il look at his shirt to see or Ill see if he has that French letter still in
his pocketbook I suppose he thinks I dont know deceitful men all their 20
pockets arent enough for their lies then why should we tell them even if its
the truth they dont believe you. ... (U 732/918)

Even in her first sentence Molly has betrayed more concern about her
husband’s activities than she can admit to; but now the concern is evident.
The more she thinks of him as the deceiver and herself as the deceived, the
more important and even desirable he becomes in her mind. His request for
breakfast in bed only adds to the picture of the wronged wife and the



‘Penelope’ 311

tyrannical husband: ‘then tea and toast for him buttered on both sides and
newlaid eggs I suppose I’m nothing any more.” She recalls an occasion
when she had at first resisted and then submitted to her husband’s sexual
desires, but even this memory increases her image of herself as a victim
(‘he does it all wrong too thinking only of his own pleasure’) and leads her
back to speculations about Bloom’s new woman: ‘yes its some little bitch
hes got in with . . . and thats the way his money goes.” Suddenly she thinks
of Bloom’s Dublin companions and, in doing so, recognizes his comparative
merits as a husband and a father:

. . . theyre a nice lot all of them well theyre not going to get my husband again
into their clutches if I can help it making fun of him then behind his back I
know well when he goes on with his idiotics because he has sense enough not
to squander every penny piece he earns down their gullets and looks after his
wife and family goodfornothings. . .. (U 733/920)

Here the change of attitude is marked: Bloom becomes ‘my husband’,
superior to other Dublin husbands, and Molly is now occupied with
thoughts, not of how to maintain her affair with Boylan, but of how to
keep her husband out of bad company. What next occurs to her results in a
further supplanting of Boylan in her mind. Thoughts of Bloom’s drinking
companions lead naturally to Simon Dedalus (‘always turning up half
screwed singing the second verse first’) and then to Stephen whom her
husband has brought home with him and to whom he has shown her
picture. Molly may well wonder what her husband is ‘driving at’: besides
showing Stephen her photograph, Bloom has praised her talents as a singer
and her ‘opulent curves’, while, in telling his wife of his day’s adventures,
‘the salient point of his narration’ has been ‘Stephen Dedalus, professor
and author’. In fact, Bloom has conceived the extraordinary idea of using
Stephen as a means of dispelling Boylan’s influence; the two advantages for
Molly which he had hoped might result from Stephen’s residence in the
house were ‘disintegration of obsession, acquisition of correct Italian
pronunciation’ (U 656/815). As Molly was right about her husband when
she had earlier thought of ‘the way he plots and plans everything out’, so
Bloom is proved right in foreseeing how Stephen’s youth, intelligence and
poetry would appeal to Molly. She soon persuades herself that it was
Stephen, not Boylan, whose coming the cards had foretold, and a few cal-
culations re-assure her about the difference in age (‘Im not too old for him if
hes 23 or 24”). But because Molly is a romantic rather than a sensualist, she
is most fascinated by the idea of being the muse and mistress of a poet.
‘Besides hes young’: whereas thoughts of Boylan had earlier led to a ridi-
culing description of man’s naked body, thoughts of Stephen’s youth recall
the memory of the fine bodies of the young men she had seen bathing:
‘why arent all men like that thered be some consolation for a woman.’
Before, she had thought ‘the woman is beauty of course’; now, she thinks
of the statue of the naked Narcissus — ‘theres real beauty and poetry for
you.” The sentence concludes with her vision of a distinguished future:
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... Il read and study all I can find or learn a bit off by heart if I knew who he
likes so he wont think me stupid if he thinks all women are the same and I can
teach him the other part Ill make him feel all over him till he half faints under
me then hell write about me lover and mistress publicly too with our 2 photo-
graphs in all the papers when he becomes famous O but then what am I
going to do about him though ... (U 735/923)

The beginning of the next sentence makes it clear that the fly in the oint-
ment is not Bloom, but Boylan. Bloom’s scheme has worked just as he had
hoped. His late arrival home and his evident self-satisfaction have troubled
Molly to the point where, as a husband at least, he seems worth striving to
keep, and in Stephen he has found a figure to attract Molly’s dreams and
desires away from Boylan. (His ultimate scheme is for a union between
Stephen and Milly - ‘Because the way to daughter led through mother, the
way to mother through daughter’ (U 656/815)—but this is merely an
eventual possibility.)

By the beginning of the eighth sentence, Boylan’s image has been com-
prehensively defeated: compared with her idealization of Stephen, Boylan
has ‘no manners nor no refinement nor no nothing in his nature’, ‘doesnt
know poetry from a cabbage’, and has no more conversation than ‘an old
Lion’; he is dismissed from any important position in her mind. It is the
way Joyce presents the expulsion of the usurper. There is no sudden and
implausible shift from obsession with a lover to a renewed passion for the
husband: the struggle is not immediately for Molly’s love, but for occupa-
tion of her mind. In her last ‘sentence’, Bloom comes to dominate her
memories of the past and her plans for the future, but not by any process
of wifely forgiveness or idealization. On the contrary, all his deficiencies,
referred to in earlier sentences, are remembered, but, instead of being
reasons for turning away from him, they now motivate Molly’s decision to
reclaim her erring husband: his faults, real or supposed, are as important
in restoring his hold on Molly’s mind as his virtues. The concern implicit
in the first sentence has developed to the point where Molly sees herself
as the injured party and her own adultery as of little consequence. There
is a clear suggestion that, if only Bloom offered more embracings and
demonstrations of love, she would feel no compulsion to seek satisfaction
elsewhere:

. . . what else were we given all those desires for Id like to know I cant help it
if Im young still can I its a wonder Im not an old shrivelled hag before my
time living with him so cold never embracing me except sometimes when hes
asleep the wrong end of me not knowing I suppose who he has . . . what a
madman nobody understands his cracked ideas but me still of course a woman
wants to be embraced 20 times a day almost to make her look young no
matter by who so long as to be in love or loved by somebody if the fellow you
want isnt there. ... (U 736/925)

Men’s dependence on women and, in particular, on their mothers brings
Stephen again to mind (it is because he has no mother that he is ‘running
wild’), but her thoughts of him are now more maternal than amorous and
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link him (as he has been linked in her husband’s mind) with her dead son,
Rudy:

. . . well its a poor case that those that have a fine son like that theyre not
satisfied and I none was he not able to make one it wasnt my fault.... (U
737/926)

It was the death of Rudy which ‘disheartened’ her (‘I knew well Id never
have another’), and damaged her relationship with her husband (‘we were
never the same since’), and, although she puts it out of her mind (‘O Im
not going to think myself into the glooms about that any more’), the
memory plainly modifies her attitude towards Stephen. She sees herself
less as a poet’s mistress than as a substitute mother:

- . . I wonder why he wouldnt stay the night . . . instead of roving around the
city meeting God knows who nightwalkers and pickpockets his poor mother
wouldnt like that if she was alive ruining himself for life perhaps. . . . (U
738/927)

Significantly, whereas earlier she had tended to exaggerate Stephen’s age
in order to convince herself that he was old enough to be her lover, she
now underestimates it in order to feel motherly towards him:

.. . he could easy have slept in there on the sofa in the other room I suppose

he was as shy as a boy he being so young hardly 20 of me in the next room. . . .
(U 738/927)

Her concern and sympathy for Stephen (reminiscent of her husband’s)
leads to a revision of her earlier determination not to get breakfast:

... what a pity he didnt stay Im sure the poor fellow was dead tired and
wanted a good sleep badly I could have brought him in his breakfast in bed
with a bit of toast. . . . (U 738/928)

It would be ‘great fun’, she thinks, if Stephen stayed with them — it could
all be easily arranged - and she anticipates with pleasure ‘a long talk with
an intelligent welleducated person’. But these plans obviously involve some
improvement in her relations with her husband — he must be allowed to
redeem himself: ‘Ill just give him one more chance.’ This is Molly’s way
of putting it, but, in fact, she is prepared to go to some lengths to recapture
him. In the first place, she resolves to get up early and get him his break-
fast; she will even let him have her ‘nice cream’. In the second place, she
will deliberately arouse his sexual interest in her:

- - . I know what Ill do Ill go about rather gay not too much singing a bit now
and then mi fa pieta Masetto then Ill start dressing myself to go out presto
non son piu forte Ill put on my best shift and drawers let him have a good
eyeful out of that to make his micky stand for him. . . . (U 739/929)

Don Giovanni Boylan is being replaced by Masetto Bloom, and she even

contemplates letting him know of her adultery - after all, it is of no account
and Bloom’s own fault:
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... its all his own fault if I am an adultress as the thing in the gallery said O
much about it if thats all the harm ever we did in this vale of tears God knows
its not much doesnt everybody only they hide it I suppose thats what a
woman is supposed to be there for or He wouldnt have made us the way He
did so attractive to men. ... (U 739/929)

Molly’s attitude towards adultery is now approaching her husband’s
equanimity: he had regarded it as of little importance in the scales of
human wrongdoing or universal disaster; for her it is merely part of the
order of nature ordained by God. Then, if Bloom wants to indulge his odd
sexual tastes, she will let him, and use the occasion to get money from him.
Previously it had been Boylan from whom she expected to get gifts and
money; her demands from her husband will be more modest:

... then Ill tell him I want £1 or perhaps 30/ Ill tell him I want to buy under-
clothes then if he gives me that well he wont be too bad I dont want to soak
it all out of him like other women do. ... (U740/929-30)

That will deal with her fear of his wasting his money on other women, and,
by similar methods, she can appease her curiosity about his activities and
her worry that he is losing interest in her:

... Il do the indifferent I or 2 questions Ill know by the answers when hes
like that he cant keep a thing back I know every turn in him . . . Ill be quite
gay and friendly over it . . . then IIl go out Ill have him eyeing up at the
ceiling where is she gone now make him want me thats the only way. . . .
(U 740/930)

With all her problems theoretically solved, Molly tries to settle herself to
sleep so that she can rise early. The thought of the next day and of Stephen’s
possible return turns her mind to preparations — dusting, cleaning the
piano, buying some cakes and flowers — and flowers introduce the rhapsody
about the beauty of nature: ‘God of heaven theres nothing like nature.’
This is Molly’s affirmation of the goodness of the world and of life as God
created it; she has no time for atheists, among whom she would number
Bloom, but what redeems her husband is that he understands the poetry of
her womanhood:

. . . they might as well try to stop the sun from rising tomorrow the sun
shines for you he said the day we were lying among the rhododendrons on
Howth head in the grey tweed suit and his straw hat the day I got him to
propose to me yes . . . 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 yes
that was why I liked him because I saw he understood or felt what a woman is
and I knew I could always get round him and I gave him all the pleasure I
could leading him on till he asked me to say yes. ... (U 741/931-2)

She had delayed answering while memories of Mulvey and Gibraltar ran
through her head:

... Gibraltar as a girl where I was a Flower of the mountain yes when I put
the rose in my hair like the Andalusian girls used or shall I wear ared yes and
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how he kissed me under the Moorish wall and I thought well as well him as
another and then 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. (U 742/932-3)

Bloom has already driven out the image of Boylan: here he absorbs both
Stephen and Mulvey. He may not be a poet but his amorous words were
exactly of the kind to which the poetic strain in Molly could respond, while
the memory of the first kiss becomes part of the kiss with which Molly
accepted him. The indifference of ‘as well him as another’ is belied by the
breathless excitement of the language ; for Molly, as for Bloom, the episode
on Howth was the most intense experience of poetry, of romance, of sexual
excitement, of mutual understanding — in short, of love. All the emotions
she has hoped to find elsewhere were united in her on that afternoon and
are now relived in her mind. There is no reason to suppose that this marks
the end of Molly’s and Bloom’s marital difficulties. What is suggested is
that, just as in ‘Ithaca’ Bloom was imaged as a heavenly body inevitably
drawn back to its orbital starting-point, Molly’s thoughts are cyclical, and,
for all their turnings and aberrations, will repeatedly come back to the
husband who excites her indignation, curiosity, and jealous affection.

Unless the characteristic gist of each of the eight sentences is recognized,
this intricately organized novel appears to finish in a formless drift instead
of a movement ‘slowly surely and evenly round and round spinning’. Joyce
seems to have designed the soliloquy on a roughly circular scheme, with the
eight sentences corresponding to the eight chief compass-bearings, and
Bloom, Boylan, Mulvey and Stephen standing at North, East, South and
West.

Bloom—husband

Stephen—poetic lover Boylan—physical lover

Mulvey—romantic lover

The diagram is simplifying — for instance, Mulvey is most prominent at the
beginning of the fifth sentence, and Stephen at the end of the seventh
sentence — but the details do not matter. The design of the chapter is a
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cyclic movement from Bloom and to Bloom, with the difference that, in the
return, he combines the qualities of physical, romantic and poetic lovers
within the familiar shape of husband.

Certain recurring features of content and manner help the reader to track
the course of Molly’s slowly changing attitudes. On the one hand, there are
such topics as Bloom’s request for breakfast, which sets the soliloquy in
motion, recurs many times, and marks the concluding phase when Molly,
after varying reactions of surprise, indignation and contempt, reconciles
herself to satisfying her husband.12¢ On the other hand, there are the fre-
quent references to the songs which symbolize and articulate Molly’s moods
and desires. When she expresses her anticipation of some escape from
monotony in the words of the song, Waiting (‘Waiting always waiting to
guiiiide him toooo me”), the reader is reminded that this was the song she
was singing when Bloom first met her: Love’s Old Sweet Song, which she
has been singing with Boylan that afternoon, is nevertheless associated not
with him but with Mulvey, her romantic lover ‘in the dear dead days beyond
recall’; In Old Madrid, linked to thoughts of Boylan and Stephen, and Skall
I Wear a White Rose?, expressive of her preparations to receive Mulvey
and Stephen, are both echoed and absorbed into the closing re-enactment
of her acceptance of Bloom. Other recurrences, especially the frequent
inconsistencies and contradictions, help trace the fluctuations of Molly’s
moods.

The problems Joyce faced in the composition of his last chapter were
many and crucial. The central action of the novel was completed with
Bloom’s falling asleep, yet it left much unanswered. Bloom may have
mastered his own troublesome emotions, but what of his relationship with
Molly ? There have been only two glimpses of her, and, although her
presence in the background has been massive, such knowledge of her as
has been supplied is certainly unreliable and possibly distorted. For all the
reader knows, Bloom’s jealousy may have converted an innocent singing-
practice (whatever other hopes Boylan may have had) or a harmless flirta-
tion into an adulterous appointment. In any case, the successful completion
of Bloom’s odyssey depends on his regaining his Penelope. The Homeric
analogue required a symbolic destruction of the suitors. Violence is alien
to Bloom’s nature and principles, and, as Joyce told Frank Budgen, the
final slaughter had once seemed to him ‘un-Ulyssean’.'?? Bloom’s
essential concern is not with the presence of a usurper in his house or bed,
but with the usurper’s occupation of Molly’s mind; his aim is ‘disintegra-
tion of obsession’. Only in her mind could Boylan be defeated and the
husband’s image reinstated. The catastrophe has to be enacted in some
representation of Molly’s thoughts. Stephen’s comradeship is a psycho-
logical weapon: it is not Stephen himself nor Stephen’s poetry which

126 Stanley Sultan carefully traces the fluctuations in Molly’s response to the
request for breakfast in bed, and says that it is ‘both the principal manifestation of
Bloom’s attempt to win Molly back and the principal issue in the resolution of her
attitude toward him and his attempt’ (Sulran, 421).

127 Letters 1, 160,
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exposes to Molly her lover’s coarseness — the thought of Stephen’s youth and
poetry is what matters. Similarly, Bloom’s triumph is achieved not in a
sudden wifely affection for the real person of her husband lying beside her
but in the gradual domination of her thoughts and plans by his image, past,
present and future.

It was necessary, then, to introduce and enter the mind of what was in
effect a new character; but to do so would have important thematic con-
sequences. The theme of the coming together of artist and citizen ended,
apparently, in ‘Ithaca’, and was rounded off by Bloom’s retirement to bed.
To bring in, at this point, a different kind of figure, could confuse and
obscure the argument of the novel. The solution Joyce found to this problem
was to make the final chapter expressive of a third dimension of human
nature, involved in and underlying the spiritual and moral struggles of
Stephen and Bloom, but requiring at the end its own voice, the voice of
the feminine life-principle speaking in the person of ‘sane full amoral
fertilisable untrustworthy engaging shrewd limited prudent indifferent
Weib’. The soliloquy represents both the particular and unique woman in
whose mind Bloom’s triumph is achieved and a universal principle ex-
pressed with sufficient force and coherence to prevent its being crushed
by the combined weight of the two great opposites whose interplay governs
the course of the book.

Consequently, this closing chapter had to be substantial in length,
character and impact, and this, in turn, presented formal difficulties. In
‘Ithaca’, the shape of the novel, as well as its action and theme, seems to
have been completed: the double stories of the opening chapters have
converged and blended, and their protagonists have again gone their
separate ways; the movements of Bloom and Stephen have been symbolic-
ally reduced to the orbits of two heavenly bodies; the technique has
presented a vision of final flatness and distance, leading to a fading-out of
consciousness; the stylistic complexities which have mounted to ‘Circe’
have subsided to a matter-of-fact stile pacato. To conceive of a chapter
even flatter, more distancing and more abstract than ‘Ithaca’ would be
difficult, and, in any case, such a chapter could hardly serve as the necessary
catastrophe for the action or establish a new figure and principle capable
of holding its own against Bloom and Stephen. The chapter as written
overcomes all these formal difficulties. In part it is an epilogue, throwing
a new light on the characters and actions of the novel, and, in part, a
culmination, uniting the opposites more profoundly by emphasizing their
common origin and roots in the assenting flesh. The formal reduction of
human endeavours to celestial orbits is balanced by a formal reduction to a
slow rotation, through its eight phases, of the earth-ball. The technique is
not flatter than the scientific catechism of ‘Ithaca’, but more even and
steady in movement, and more distanced from the activity of life, since
there are very few external distractions: moreover, for the first time in the
novel, there is a sustained and penetrating presentation of Bloom as seen
through the eyes of one who knows him only too well. Finally, the character
of the style, though as lively as that of any chapter in the novel, takes



318 Ulysses: techniques and styles

simplicity beyond the limits of established literary forms, beyond even the
elementary conventions of written language.

To represent the mental processes of an ordinary woman like Molly the
style needs to be fairly straightforward; yet, after the book’s abundance
of stylistic intricacy and innovation, anything short of a four de force would
seem an anticlimax. Joyce supplied a tour de force of the ordinary, a demon-
stration of the range and eloquence of the linguistic resources of an un-
educated mind. Molly’s vocabulary is limited and she does not seek refine-
ment of expression, but she is in full command (in her mind at least) of all
the resources of colloquial speech, and creates expressive words and images
when she needs them - as, for instance, when she thinks of Boylan “scrooch-
ing down’ on her with his big hipbones, or describes Bartell d’Arcy’s voice
as ‘tinny’, or Simon Dedalus’s as with ‘no art in it all over you like a warm
showerbath’. She has no talent for precise or ordered thinking and is con-
sequently untroubled by inconsistencies, ambiguities or non sequiturs, but
she has a complex emotional life and, for the articulation of this, her inner
language is unfailingly adequate. The style of her soliloquy is often
humorous, witty, ironic, sarcastic, pathetic, opinionated, romantic, pas-
sionate, dreamy, brutal, particularizing, generalizing (and usually several
of these are blended), and when the occasion demands she can be rhetorical
or poetic, as in her praise of nature and her reminiscent image of Gibraltar.
Of course, the mastery of the resources of colloquial language, is, strictly
speaking, Joyce’s, not Molly’s: she could no more have dictated the chapter
than she could have written it. But to insist on the distinction between the
verbal representation of mental processes and the literal recording of them
would here be pedantic. In a way which is true of no other interior mono-
logue in the novel, the reader believes himself to be listening to the very
words Molly’s mind addresses to itself as it slowly revolves, completing the
action of the book, adding a new dimension to the theme, fulfilling the

form, and bringing the whole stylistic odyssey to a commonplace but
brilliant conclusion.

The styles and techniques of Ulysses, like the other elements of the
columnar scheme, are primarily responsive to and expressive of the local
characteristics of the chapters. Joyce told Carlo Linati that each chapter
‘should not only condition but even create its own technique.’’28 On the
other hand, the succession of techniques is not random or pointless; there
is design in the increasingly complex handling of interior monologue in the
early chapters, in the mounting technical excitement culminating in ‘Circe’,
and in the stylistic subsidence indicated in the Linati scheme by the
phrases, ‘prosa rilassata’, ‘stile pacato’ and ‘stile rassegnato’. Joyce thought
of the composition of the book as an odyssean journey — towards the end
he wrote of looking forward to rounding ‘the last (and stormiest) cape’12? —

128 Letters I, 147. 12° Ibid., 163.
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and he planned a similar voyage for his readers, who would be exposed to
greater and greater strains on their patience, understanding and imagina-
tion until, after the emotional and stylistic tempest of ‘Circe’, they found
themselves in the calmer waters of the Nostos. He told Harriet Weaver that
he understood why she should be dismayed by the more difficult styles and
prefer the simpler styles of the opening, ‘much as the wanderer did who
longed for the rock of Ithaca’.13°

Yet these increasing difficulties are why many readers, starting hopefully,
have been exhausted and irritated by the latter half of the book. They may
recognize that a new vision requires new literary conventions, and may be
ready to welcome a method which, like the earlier interior monologues,
gives the very feel of life; they may be undisturbed by such modifications
as the headlines of ‘Aeolus’, the word-play of ‘Hades’ or ‘Lestrygonians’,
or the special effects of ‘Scylla and Charybdis’, since all of these can be
accepted as minor refinements of a convention designed to represent the
inner experience of Stephen and Bloom. They might have adapted even to
such an extreme convention as the drama of ‘Circe’, if it had been used
throughout. What they find tiresome is that, after learning to respond to
such a demanding, concentrated and flexible convention as Joyce’s version
of the interior monologue, they find it replaced by a series of unexpected,
obscure and bookish techniques, and they conclude that Joyce has become
more interested in displaying his own cleverness than in exploring the
predicaments and inner lives of his characters. Though all the techniques
may be shown to serve relevant purposes, the question remains, ‘But what
overall function is served by this kaleidoscopic switching from one tech-
nique to another ?’

The answer is related to the nature of Joyce’s mature vision. Most authors
who create a distinctive personal manner or convention, whether intuit-
ively or deliberately, do so in response to the demands of their peculiar
vision, whether that be fundamental to their whole sense of life or (as in a
novelist like Peacock) a view adopted to bring into special focus some aspect
of human activity. The established conventions may be inadequate or
inimical, because literary conventions have their own implications. In
general, radical innovations are made by authors who feel that current
conventions would stifle, falsify or impair the representations of their per-
sonal sense of what life is like or of what is important in our experience,
and consequently such innovations, designed to express a total and con-
sistent vision, tend to be characteristic of an entire work or series of works.
But if an essential principle in an author’s way of looking at life is that no
one way of looking at it is adequate or dependable, that life itself is a complex
of many kinds of existence, and that our individual experience of life is a
mixture of quite different and often contrasted modes of experience, then
he finds that no one convention of representation is proper to his purpose.
Joyce told Carlo Linati, referring to Ulysses, that ‘each adventure is so to
say one person’,'3! and, in a letter to Harriet Weaver, said that he had set

130 Ibid., 129. 1% Ibid., 147.
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himself the task of ‘writing a book from eighteen different points of view and
in as many styles’.132 He was not using ‘points of view’ in the Jamesian
sense to refer to the experiences of different observers: the chapters of
Ulysses do not have eighteen different observers, and, if they had, this
would not in itself have necessitated changes of style and technique. Joyce
meant different modes of experience: it is not simply that various people
have differing opinions and impressions of Bloom, but that he plays dif-
ferent roles in different kinds of consciousness. The strong romantic
gentleman seen by Gerty MacDowell and the absurd pliant husband known
to Molly belong to the mental worlds which have invented them and in
which they move. Gerty, Molly, Stephen, the Unnamed One and the other
Dubliners who believe they know Bloom have each a different vision of
life and inhabit mental worlds differing in kind from each other: the figures
called Bloom in these worlds are fictions rather than approximate reflections
of some absolute and essential individual. In fact, the way Bloom is pre-
sented in the novel suggests that no such absolute essence can be said to
exist. Even to his own mind, Bloom presents no consistent self-image; his
sense of his own nature and identity varies according to his mood and inner
situation. The figure of Leopold Bloom, citizen of Dublin, is a composite
of all the ways in which he is apprehended by himself, by others, and by the
unidentified ‘points of view’ which penetrate his unconscious in ‘Circe’
and view him scientifically in ‘Ithaca’. This, I take it, is what Joyce meant
when he spoke of seeing Bloom ‘from all sides’.!33

Stephen, too, is presented as a multiple existence; to Mulligan he is
‘the loveliest mummer of them all’, to Mr Deasy a young man in need of
good advice, to Myles Crawford a potential journalist, to the men in the
Library an extravagant lttérateur, to Bloom a gifted youth fallen into bad
company and a substitute son, to Molly a poetic lover or a motherless boy
roaming the streets, while his self-image ranges from a proud and defiant
spirit to a miserable and remorseful failure. Even the events of the day
derive such meaning and consequence as they have from the part they play
in various modes of experience. Molly’s act of adultery is not presented
directly and immediately : its importance lies in its different roles in Bloom’s
mental drama; it matters far less in Molly’s vision of life, and less still in
the context of the universal catalogue of crimes and catastrophes. The
crucial event of the novel, the meeting of Bloom and Stephen, is an event
of utter insignificance except for the way in which it is interpreted and
shaped in the mental worlds of the two men and Molly. Like the word
‘metempsychosis’ (which Molly was unable to understand), the word
‘parallax’ (which Bloom failed to understand) recurs as a pointer to the
nature of the book’s vision and method ; figuratively it means the apparent
change in the nature, position or size of an object as a consequence of change
in the nature, position and concerns of the observer or point of observation.

The sense of the relativity of experience dominates Joyce’s vision in
Ulysses, and its representation made necessary the sudden and emphatic

132 Jbid., 167. 133 Budgen, 17.
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changes of manner and convention. Of course, the relativity is not an
abandonment of discrimination. Joyce is not implying that any vision is as
good as any other: Bloom’s self-images may be partial and inconsistent but
they encompass more, explore more of the object’s complexity and depth
than do the more or less casual impressions of his fellow-Dubliners; the
figure of Bloom which appears in Molly’s soliloquy is distorted and in-
adequate but it is far more solid and extensive than the romantic stereotype
of Gerty’s fantasy-world. What is implied by the ‘eighteen different points
of view’ is that our experience, even of ourselves, is made up of numerous,
dissimilar and often irreconcilable ways of looking at life, so different in
kind that each demands a different kind of literary representation.



