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Abbreviations

All references to Ulysses in the following pages are identified by episode and line number; the number 11.340, for example, indicates the 11th episode, line 340, according to the 1986 Gabler edition as mentioned in the bibliography. 

Furthermore, works frequently cited are identified parenthetically by the following abbreviations as used in the James Joyce Quarterly:

U

Ulysses

D

Dubliners

JJII

Ellmann, Richard. James Joyce.
SH

Stephen Hero

P

A Portrait of the Artist as a Young Man


References to the three sources below are identified parenthetically as well and have been assigned the following abbreviations:

TD

The Dead

Allusions
Bowen, Zack. Musical Allusions in the Works of James Joyce.

Annotations
Gifford, Don. Ulysses Annotated.

Introduction

I’ve put in so many enigmas and puzzles that it will keep the professors busy for centuries arguing over what I meant, and that’s the only way of insuring one’s immortality. 

(Annotations v)

During the twentieth century a special, extended branch in literary criticism seems to have taken shape which focuses entirely on the works of James Joyce. Critics and experts on Joyce’s works have not only spent most of the past century analysing and debating Joyce and the underlying meaning in all his writings, but also undertaken the momentous task of elaborating on the elusiveness of the author’s creativity. 

The range of possible ways to explore Joyce’s works is vast and in order to facilitate a clear understanding of the multifaceted layers in his works, it seems crucial that one focuses on one aspect at a time. Some critics even feel obliged to present the reading audience with an explanation on how to read his works before attempting to grasp the meaning of it. As Jennifer Levine says in an essay on Ulysses, the “notoriously intimidating book (…) poses the question of prior knowledge” (Levine, 131) and she invites the inquisitive reader to explore the underlying meaning of the text. Furthermore, by focussing on information available outside the subject at hand in order to prevent confusion and elaborate on the inside of the object, several other questions arise, for example “what is inside the literary object” and “can the border lines be drawn with any certainty” (Levine, 131). Since these issues are complicated enough when researching literature in general, the problem is made even more complex when trying to establish certain boundaries within Joyce’s writings, especially when no obvious solution is offered by the author himself. 

One approach to his works can be found in the exploration of what seems to be one of his main works’ leitmotivs: music. By exploring the acoustical properties of words, sentences, grammar, and language in general, Joyce clearly shows his life-long interest in and love for music. Modern day audiences continue to be inspired by Joyce’s use of music and its application to his own works. Not only musicians refer to Joyce’s works or elements from it in their own creative works, but also Joyce critics still draw from his works through analysis of the names of e.g. Bloom, Molly and Boylan in their own works and find inspiration in the shortest of phrases. As Zack Bowen points out on the first page of the introduction to Musical Allusions in the Works of James Joyce, “the importance of music in the works of James Joyce has long been acknowledged by Joycean scholars” (1). By doing so he might be stating the obvious, but embarking upon a journey through the vast scope of the musical allusions while at the same time trying to distinguish between musical structures and lyrical language should not be taken lightly. Many scholars have referred to Joyce’s musical allusions, particularly in Ulysses and Finnegans Wake and rarely to any of Joyce’s works prior to these two, which provides a certain set of references to employ as a starting point.

The classical Greek notion of musiké techne (the arts of the muses) encompasses two of the main thematic structures present in “The Dead” and Ulysses. The old Greeks believed that music and language were inextricably bound, and even though modern day society has moved away from the core concept of this notion by sometimes also turning either literature into music or music purely into literature, Joyce has succeeded in musicalising language by drawing heavily on musical sources within his works. He found his inspiration early in life when he first became acquainted with opera. From a very early age he was taught the value of music in all its riches and where some critics claim he could have had many alternative careers in performing music both vocally and on the piano, he chose a different path and enriched his writing with his passion for music. 

Not only “Sunny Jim” (JJII 26) grew up with music, his whole family had strong affiliations with music. It began with his father John Joyce going to St Colman’s college in Fermoy in 1859, where he was to receive special instruction in piano and singing. Early on during his college years he already showed signs of possessing the tenor voice of which he would later be very proud. Unfortunately his health took a turn for the worse and his father withdrew him. According to Ellmann, John Joyce suffered from “too much talent” (JJII 15). As an excellent singer and mimic John gave all his time to dramatic performances. When in 1874 he moved from Cork to Dublin he approached a music teacher who, after listening to him for a few minutes, called him the successor of Campanini (JJII 15). One other example of his talent comes with a public performance, which took place in 1875, when John sang in a concert at the Antient Concert Rooms, where Barton McGuckin, then leading tenor of the Carl Rosa Opera Company, was in the audience. Unfortunately, it was not until after McGuckin’s death that John heard how McGuckin had called him the best tenor in Ireland. Even though John Joyce gradually brought his family down from relative prosperity to poverty, James would always love him and found his father an inspiration which would later provide him with a variety of many autobiographical elements, his voice being one of them:

– His father told him that story (…) He was baby tuckoo. The moocow came down the road where Betty Byrne lived: she sold lemon platt. O, the wild rose blossoms On the little green place. He sang that song. That was his song. (P 7)

The other major influence in Joyce’s musical upbringing was his mother Mary Jane, who spent part of her younger years singing in the choir of the church of the Three Patrons in Rathgar. In addition, she was a very keen piano player and came from a family with great musical interests. Her grandfather Flyn arranged for her and her sisters to receive training in music and it seems that this was the beginning of a very fruitful musical life. Mary Jane received lessons in piano and voice as well as in dancing and politeness at the Misses Flynn school from the very young and impressionable age of 5 until she was 19 years old. Quite a substantial musical basis was laid in these years, which later on would prove its worth to her own family. Her brother William Murray, appearing in Ulysses as Richie Goulding, also proved his musical ability as a fair singer of operatic arias. He married Josephine Giltrap, who had musical training too. Josephine, Mary Jane and John Joyce were known to play trios on the piano on several occasions. These musical gatherings would in later life still be part of day-to-day business as well.

James’s mother and father married in 1880, against fierce opposition of Mary’s father and John’s mother, the latter having difficulty accepting her son’s two previous broken engagements. But nothing seems to have kept them from each other and they soon started their own family. Born James Augustine Aloysius Joyce on 2 February 1882 in Dublin as their first surviving child, his brothers and sisters were born in rapid succession, with his youngest sister seeing the light on 27 November 1893. The Joyce family now consisted of four boys and six girls. The lively household complete, the family moved house several times, caused by poor maintenance management on John Joyce’s part, which was one of the reasons for the family’s gradual decline in fortune. When they settled in Bray, they were joined by the fairly well educated Mrs Dante Hearn Conway, who acted as governess to the children. James, like his father, had a fine tenor voice and as a young man even entered the tenor competition at the National Festival. He performed on the same stage as John McCormack, considered to be Ireland’s greatest tenor, only one year after his victory, but failed to win himself. All the while the family continued to rejoice in music by performing indoors to each other. Even though these songs, ballads and arias may have lacked in quality, they were performed with skill and especially John Joyce, with accompaniment from May, brought many a merry evening to the house. Not only was their household livened up by the music, many friends would also come over to join in the merrymaking and would stay frequent visitors in the years to come. Neighbours also seemed to be inspired by the family’s musical abilities and at one point, when the Joyce family had once again moved house and was living in Martello Terrace, the Protestant Vance family living only a few doors down in 4 Martello Terrace, became musical partners to the Joyce family and shared in their passion for music. They joined forces and would often sing ‘Come-all-ye’s’, with Mr Vance booming away with his bass voice, accompanied by John Joyce’s light tenor. Later Eileen Vance, the eldest daughter in the Vance family, would recall memories of those nights and remember how the house would fill up with music when May accompanied John and the children on the piano. Joyce recalls these same gatherings in A Portrait of the Artist as a Young Man:

The Vances lived in number seven. They had a different father and mother. They were Eileen’s father and mother. When they were grown up he was going to marry Eileen. (P 8)

The harmonious compound of literature and music as present in Joyce’s works shows his clear intention of combining the two elements. In order to place the integration of music and language in the larger context of “The Dead” and Ulysses, this paper will discuss the relevant parts of the two texts where this intent is most apparent and bears the greatest significance. Chapter one will concentrate mainly on the treatment of musical elements in “The Dead”, with a particular focus on the role of several of the songs in the story and the associations they bring out within the thoughts and feelings of the two main characters, Gabriel and Gretta. On close observation “The Dead” is deeply indebted, both thematically and structurally, to musical compositions and I will highlight the distinction between the musical and linguistic elements by elaborating on the intricate chain reaction caused by two songs performed in the story. The first song is “Arrayed for the Bridal”, a lyric by George Linley, which was set to music from Bellini’s opera I Puritani. And the second song that causes a flight of thought and the build-up to the story’s final epiphany is the ballad “The Lass of Aughrim”. The treatment of the musical elements in the plot, combined with the associations relevant to Gretta raise the issue of the relationship between her and Gabriel and where critics usually focus on the effect on Gabriel and his introspection, I will concentrate on the female protagonist and the effect of several musical references on her.

Chapter two will examine the “Sirens” episode from Ulysses, where the intent to combine the words and music is most apparent, and which was regarded, by both Joyce himself and subsequent critics, as a musical form. I will argue how several of the themes drawn from the opera Martha by von Flotow, inform the relationships between the main characters Bloom and Molly, Boylan and Molly and Bloom and Martha. The theme of rivalry present between Bloom and Boylan is part of this complicated relation structure as well, and considered vital to the story’s plot. 

The third and final chapter will present an elaborate investigation of the music and themes from the opera Don Giovanni by Mozart and the treatment of the protagonists’ connections in relation to several other episodes in Ulysses. Joyce may have used the “Sirens” episode to focus on one opera in particular, with the result that this chapter can be regarded as a musical interlude in the rest of the book. However, Joyce’s enormous interest in music becomes even more evident throughout the rest of Ulysses, where he applies his distinct appetite for music and opera to several other episodes and adapts parts of the plot from Don Giovanni to his own narrative. Joyce’s use of musical allusions and treatment of music in general serve as a continuous thread and surface frequently to display how thoroughly and often intricately he applied his references.

Chapter 1 “Oh, Ye Dead!”: Musical Associations in “The Dead”
One feels that one is listening to a thought-tormented music.

(TD 34) 

With the incorporation of music into his works in increasingly complex ways and especially with the rise of the significance of music, both structurally and thematically, in Dubliners, Joyce exploited it as a means to organise the stories and structure the build-up to the climax in the final story, “The Dead”. In “The Dead”, Joyce uses music to advance on the dramatic action and deliberately chooses songs which implicitly comment on his characters. Where Bowen states that the “usual interpretation of the structure of Dubliners divides it into stories of youth, maturity, and public life, with a summary in “The Dead” (Allusions 11), other interpretations of the structure of the book have been given too. “The Dead” is not only regarded as the last story of the closely integrated Dubliners, but also as a story in its own right. Even though it was written after the completion of the original collection, it nevertheless ties in perfectly with the elements of youth, maturity and public life in the other stories in Dubliners. However one wishes to interpret Joyce’s intention with regard to the framework of Dubliners, it becomes apparent that music serves as a thematic agent in any interpretation. Music organises the themes present in the fourteen stories prior to it and draws together the interconnections to the stories’ themes, culminating in Gabriel’s final epiphany evolving around death, the ultimate climax.

Joyce’s choice for the title is believed to refer to Thomas Moore’s Irish melody “O Ye Dead!” in which the living and the dead sing of their envy of one another’s state of being in alternating stanzas. The story itself contains a relatively large number of different dances, several piano pieces, the aria from Bellini’s I Puritani and an evocative interpretation of the folksong “The Lass of Aughrim”, which serves as the catalyst for the story’s final epiphany. Throughout the story constant references are made to music and various interpretations are provided which can be closely linked to Joyce’s personal life. The most obvious example is perhaps Gretta Conroy’s character, believed to be based on Joyce’s wife Nora Barnacle. More striking, however, is the idea Joyce works into the story of Gretta still mourning for Michael Furey, where in real life he feared that his own Nora was still pre-occupied with a young man called Michael Bodkin, one of her past lovers. The fact that one of the hostesses is called Mary Jane, who plays the piano, leaves little room for debating its origin either and once again places emphasis on Joyce’s mother Mary Jane who was also taught how to play the piano. Even the main protagonist Gabriel Conroy, may be modelled after Joyce himself. Similar to Joyce, Gabriel expresses some negative attitudes about Irish nationalism. Gabriel’s reaction on hearing the notion that western Ireland is the only true Ireland in his conversation with Molly Ivors could also be echoing Joyce’s own attitude: “O, tell you the truth, retorted Gabriel suddenly, I’m sick of my own country, sick of it!”, after which Miss Ivors calls him a “West Briton” (TD 33).

Joyce employs these personal elements probably with the intention of creating an underlying meaning. Note, for instance, the fact that Gabriel’s mother had disapproved of his marriage to Gretta, where Joyce’s own mother objected to him marrying Nora. As Ellmann argues, Joyce drew much from his own experiences: 

In Gretta’s old sweetheart, in Gabriel’s letter, in the book reviews and the discussion of them, as well as in the physical image of Gabriel with hair parted in the middle and rimmed glasses, Joyce drew directly upon his own life (…) Gabriel’s quarrels with his mother also suggest John Joyce’s quarrels with his own mother, who never accepted her son’s marriage to a woman of lower station. (JJII 247)

Furthermore, Joyce structures the story around Twelfth Night, the significance of which becomes apparent towards the end of “The Dead”. The notion of the Christian holiday Twelfth Night marks the coming of the Epiphany, the celebrating of the revelation of God to mankind in human form. Even though Joyce does not employ the Christian meaning of Twelfth Night, he applies the concept of its notion to introduce the protagonist’s own interpretation of his epiphany and consequent introspection. The concept of the epiphany, originally derived from a Greek term and used to denote the moment when a god appears in order to restore order from chaos, is defined by Joyce himself as “a sudden spiritual manifestation (…) The soul of the commonest object, the structure of which is so adjusted, seems to us radiant. The object achieves its epiphany” (SH 216-18). However, the reader’s epiphany is different from Gabriel’s, since the latter’s awareness of Gabriel’s limitations and his realisation of his failure at especially love is strengthened by the reader’s earlier awareness of Gabriel’s limitations. The reader, in other words, experiences the protagonist’s epiphany before he does himself.

The main focus in this chapter lies on several songs in the story and the awakening of their associations in the individual characters. Joyce employs both musical and linguistic elements in the story and by doing so constantly conflates music and language. This in itself occurs frequently in all his major works; however, in “The Dead” he literally interweaves the two by actually using sounds, thereby adding to the reader’s aural experience. First of all, the story introduces the more obvious sound of the hall door bell which Lily has to run for: “Hardly had she brought one gentleman into the little pantry (…) then the wheezy hall-door bell clanged again” (TD 21). It concludes with the less distinct sound of Gretta’s breathing, accompanied by the snow falling outside. “Gabriel (…) looked (…) on her tangled hair and half-open mouth, listening to her deep-drawn breath (…) His soul swooned slowly as he heard the snow falling faintly” (TD 58-9). The middle section of the story contains the clearly distinctive mentioning of singing and playing the piano, and the conversation over dinner about opera in general and several singers in particular alludes to various ways in which the concept of music can be applied. The first musical allusion that bears a major significance within the frame of the story is Aunt Julia’s rendition of the song “Arrayed for the Bridal”. Where the meaning of the lyrics are in complete opposition to aunt Julia’s own personal situation, she seems to render the song “strong and clear in tone, attacking with great spirits the runs which embellish the air” (TD 35), inviting the company present to reminisce between themselves. At the same time, the underlying message brought forward by the fact that an old, frail lady sings a song about a young woman about to be bound in marriage already introduces the story’s love motif of Michael Furey, and simultaneously suggests Aunt Julia’s own imminent and inevitable death. Joyce’s narrator’s praise for Julia Morkan and her credibility as a singer are stressed by Leopold Bloom’s opinion in Ulysses: “Great song of Julia Morkan’s. Kept her voice up to the very last. Pupil of Michael Balfe’s, wasn’t she?” (U 8.417-18). In “The Dead”, Aunt Julia’s song is one of several explicit allusions to the concept of death and the significance of its role in the story. Michael Furey is to become the narrator of the song when Gabriel accepts his defeat and the inevitable victory of death over life. 

The second song referred to in “The Dead” is introduced at the dinner table when the conversation moves from the opera company which was then playing at the Theatre Royal to the old Italian companies that used to come to Dublin. Mr Browne introduces several famous nineteenth-century singers to the table and focuses on how one Italian tenor “had sung five encores to ‘Let Me Like a Soldier Fall’, introducing a high C every time” (TD 40). This reference is part of the continuous pattern of references to bygone years, deceased friends and relatives and past events. Special attention is given to discussing the opera companies’ singers and the general opinion of the company present is that the old singers far surpassed the contemporary vocalists. Once again, the notion of death is evident and places emphasis on the motif which is present throughout the entire story.

The main focus should, however, go to Bartell D’Arcy’s performance of “The Lass of Aughrim” and the initiation of the story’s finale. His performance is of inferior quality since he is hoarse and unsure of the words; however, the rendition functions as the offset for Gretta’s transportation into the past and triggers her associations of the attachment with Michael Furey. The chain reaction set in motion by the song climaxes in Gabriel’s final epiphany and completes the circular structure of Dubliners by bringing to a close the theme which is started in the first story with Father Flynn’s death and ends with “all the living and “The Dead”” (TD 59). 

In order to specify Gretta’s associations, the character of Gabriel Conroy and his particular experience of the evening must be introduced. Margot Norris points out that “Joyce performs in “The Dead” not only a critique of patriarchy, but a critique of his own art as contributing to the oppression and the silencing of women” (TD 192) and “the voice that narrates “The Dead” promotes the interests and values of the story’s male protagonist” (TD 193). With his constant seeking of attention and strong self-imposed sense of paterfamilias, Gabriel is perceived as an egotist at the beginning of the story. His isolation from the other people attending the party becomes obvious through his toast at the table, which he has revised several times and which is condescending and insincere but receives applause and insures his control over the company’s reactions:

We are met here as friends, in the spirit of good-fellowship, as colleagues, also to a certain extent, in the true spirit of camaraderie, and as the guests of – what shall I call them? – the Three Graces of the Dublin musical world. (TD 44)

After Gabriel’s speech it seems that Joyce starts to shift focus by rapidly increasing the pace of the narrative to where the folk song signals the end of Gabriel’s superiority. The second part of the story starts where Gabriel’s toast ends and Joyce uses the subsequent interval as in a storm and suspends the increase in emotion by focussing on Gabriel and Gretta. “He stood in the gloom of the hall, trying to catch the air that the voice was singing and gazing up at his wife” (TD 48). Gabriel starts contemplating his role in Gretta’s life and where the narrative slows down, however brief, Joyce picks up the pace only a moment later by introducing the central issue of the last part of the story:

There was grace and mystery in her attitude as if she were the symbol of something. He asked himself what is a woman standing on the stairs in the shadow, listening to distant music, a symbol of. (TD 48)

Combined with “The Lass of Aughrim” Gabriel is confronted with three separate challenges in the story that attack his ego. In the first attack Gabriel is hurt by Lily’s bitter and unexpected response to him giving her a coin: “[H]e was still discomposed by the girl’s bitter and sudden retort. It had cast a gloom over him” (TD 24). This incident signals the beginning of his decline into self-awareness, which culminates in his final soliloquy. 

The second challenge to his ego is brought by Miss Ivors when she calls him a “West Briton” (TD 33) because he would rather visit Continental Europe than western Ireland. “When their turn to cross had come he was still perplexed and inattentive (…) and Gabriel tried to cover his agitation by taking part in the dance with great energy” (TD 32). His main problem can be traced back to his inability to accept criticism from anyone in a graceful manner, for example from Miss Ivors: “She had tried to make him ridiculous before people, heckling him and staring at him with her rabbit’s eyes” (TD 33). Joyce’s choice of the element of public life features strongly in this realisation and the employment of Gabriel’s humiliation in front of other people strengthens both the element and Gabriel’s own internal interpretation. 

The final and undoubtedly gravest attack on Gabriel’s sense of self is presented as a two-part insult. Bartell D’Arcy initiates the first part by stealing the spotlight from Gabriel by acting possibly even more arrogant than Gabriel and shifting the company’s focus onto himself. The second and possibly most catastrophic part is introduced by D’Arcy’s singing “The Lass of Aughrim”, which precipitates Gabriel’s final breakdown. The song also signals the story’s turning point and makes the focus shift from Gabriel to Gretta, who seems to have deliberately been kept in the background until this moment. “He stood still in the gloom of the hall, trying to catch the air that the voice was singing and gazing up at his wife. There was grace and mystery in her attitude as if she were a symbol of something. (…) If he were a painter he would paint her in that attitude. (…) Distant Music he would call the picture if he were a painter” (TD 48). Until now, Gabriel’s representation of his wife had been one of male authority: “O, but you’ll never guess what he makes me wear now! (…) To-night he even wanted me to put them on, but I wouldn’t” (TD 25). At the same time he is presented as a sexual predator: “[H]er husband, whose admiring eyes had been wandering from her dress to her face and hair” (TD 25); “He longed to be alone with her” (TD 52). Her hair, face and clothing have been observed repeatedly by Gabriel throughout the story, but in the final paragraphs his position alters as her perception of her provides him with an insight into the past, present and the future.

Joyce does not only identify Gabriel with language, which is reflected in the preparations for the speech and the persistent correcting, rehearsing and changing of it for instance, but also attributes the element of music to Gretta and through her, indirectly, to Michael Furey. Where Gretta is represented as a subordinate female and assumes this role with her own female sexuality, she also unintentionally forces Gabriel to compete with “The Dead”. After Gretta and Gabriel arrive back at the hotel and are finally in the privacy of their room, Gabriel asks her, “Why does that [song] make you cry?” (TD 55), and Gretta explains the associations ‘The Lass of Aughrim’ invoke in her. The song reminds her of a person who used to sing it long ago. By finally entering upon the crux of the matter, Gabriel is overwhelmed by an understanding of himself and, consequently, an understanding of his world and of humanity in general. His awakening, the realisation that he has failed at his own marriage (up until this moment he truly believed to be at the centre of Gretta’s universe), and the silence of the room, only interrupted by Gretta’s breathing and snow lightly tapping on the window, offers him the opportunity to analyse the evening’s events objectively and brings him his final epiphany that death comes for all. “His soul had approached that region where dwell the vast hosts of “The Dead”. (…) His own identity was fading out into a grey palpable world: the solid world itself which these dead had one time reared and lived in was dissolving and dwindling” (TD 59).  

Through the final sentences Joyce clearly brings to a close the circular structure of both the “The Dead” and consequently Dubliners by concluding the death element initiated in The Sisters with the collection’s final story’s reinsertion of the component.

Chapter Two “Sirens”: Music and Relationships Interwoven

‘Ulysses not only contains a far greater number of musical allusions than any of its predecessors, but also illustrates the far more varied use Joyce made of music to develop the style, characterisation, mood, structure and themes of his novel’ 

(Bowen, 46)

The importance of music in the works of Joyce has always been evident and beyond debate, and his relationship with music has long been recognised by readers, critics and biographers alike. The rise in significance of the musical elements from his earlier works as A Portrait of the Artist As a Young Man, in which he inserted references to music from his own life, and his successive Dubliners, in which music plays an essential part in several stories as well, climaxes with Ulysses and Finnegans Wake and signals the finale to his love affair with music in all its forms. This is in part reflected by the fact that several of the characters in Ulysses sing arias from operas, for instance Molly. As any reader of Ulysses can observe, music is on nearly every page. This does not only become rather evident by just briefly glancing at the text or reading the excerpts from the “Sirens” episode, but is also quantitatively defensible. Zack Bowen estimates the number of allusions to musical compositions in Ulysses at 700 (Bowen, 31), almost as many as the number of pages of the popular Penguin edition of the book from 1968. The total number of musical references and allusions in Joyce’s complete oeuvre is estimated at a minimum of 3,500, but according to Ruth Bauerle “there have been subsequent additions by other scholars” (1). The sheer number of musical titles mentioned or referred to by Joyce in Ulysses is highly impressive. Don Gifford, in his Ulysses Annotated, counts 356 titles, 52 of which are nursery and street rhymes, and 304 songs. Moreover, he also lists thirty references to classical works, especially arias from operas more or less well-known. Most of the songs have an Irish and often nationalistic background, one typical example being “The Croppy Boy”, which will receive further attention below. 



Even though this chapter mainly focuses on allusions in the “Sirens” episode, it must be noted that throughout the whole book “Seaside Girls” is the song most often referred to, followed closely by “Love’s Old Sweet Song”. Both songs have special meaning to Leopold Bloom, because he associates “Love’s Old Sweet Song” with the affair between his wife Molly and Blazes Boylan. Molly Bloom will be singing this song on her concert tour with Blazes Boylan. The afternoon liaison between her and Blazes is ostensibly for the purpose of rehearsing the music for that concert. The song serves, according to Zack Bowen, “both as a leitmotif of Molly’s adultery and as the theme song of the potential reconciliation with Bloom” (Bowen, 35). “Seaside Girls” becomes the motif of the universal temptress figures leading all men to their eventual destruction. Most of the subsequent references to the song in Ulysses are made by Bloom, who of course is “never far from female temptation” (Bowen, 35). 

Joyce increasingly makes use of music to underline the plots of his works, and this incessant referencing finds its culmination in Ulysses, where it becomes essential to advancing the narrative, in the “Sirens” episode in particular, and enhancing the significance of the technique of stream of consciousness employed in the novel in general. Just by analysing the references made in his novels and study the sheer volume of secondary literature devoted to the subject, the evidence shows that Joyce’s knowledge of religion, politics, history, science and philosophy extended far beyond normal boundaries, and was only surpassed by his most ardent passion: his love for music in general and opera in particular, which clearly shines through most prominently in the number of songs referred to. One of the most astonishing and admirable aspects of Joyce’s abilities as a writer is the fact that when he left Ireland in 1904 as a 22-year old and while working on Ulysses  abroad, he either recollected the lyrics of countless nursery rhymes and songs or collected them in printed format. Joyce probably remembered many of the songs from his childhood, others he must have picked up in the theatre, the popular ‘music halls’ in Dublin. Subsequently, he must have taken into account the availability of all the songs used in 1904 as sheet music or songbook in Dublin. Fortunately, many Joyce-specialists and other scholars have provided the`` reader with a sound understanding of the allusions made to specific songs by Joyce at particular instances, by being able to tell on the basis of a few words only which song he must have had in mind. 

Some critics regard especially Finnegans Wake, rather than as a narrative, as a musical composition in its own right, consisting of not only rather elaborate language structures, but also comprising whole musical structures. Ulysses can be seen in the same light and functions as a parallel to opera as well, culminating in the “Sirens” episode.  Joyce employs a build-up throughout the whole of Ulysses of musical references, which culminates in “Sirens”. This episode is by far the most musical, and clearly Joyce’s intention to bring about a strong blend of music and literature is mirrored in the structure of the episode. He applied the techniques of musical composition to the art of writing, and set up a number of operatic themes and motifs at the beginning of the chapter. He constructed the plotline along operatic elements.  

This chapter will deal with the notion of music in general, which is reflected throughout the episode, and the focus on several specific examples in particular. The relevance of the musical structure will be analysed first, focussing on the title of the episode, the introduction to it and the parallel to the continuous thread of the episode, the barmaids. Subsequently the episode’s central plot and relationships between the characters will be discussed in light of two of the main sources of musical allusions, the aria “M’appari” from von Flotow’s opera Martha and the folksong “The Croppy Boy”. Several other songs with relevance to these themes will be highlighted throughout as well. 
When Joyce based the structure of the episodes in Ulysses mainly on the formula of Homer’s Odyssey, he had the clear intention of turning the “Sirens” episode into a small composition in its own right and make it the musical highlight of the whole novel. Not only the many references to music, but also the structure of the episode elaborates on the various ways in which music can be represented. Critics have argued over the possible musical analogies to the form of the chapter and have suggested the notions of fugue and leitmotiv. Where the latter can be defined as a melodic passage or phrase, especially in Wagnerian opera, and is associated with a specific character, situation or element, the former is an imitative polyphonic composition in which a theme or themes follow each other in an uninterrupted sequence. Since the main focus in this chapter lies on the analysis of the opera Martha and Joyce’s application of it, the notion of the Wagnerian interpretation of the episode opens up a completely separate avenue, which will not be examined any further. The operatic elements extending the narrative will be discussed instead. However, the complex structure of the episode and an explanation for it may be elusive forever, especially when Joyce only complicated matters by telling his friend George Borach on 18 June 1919, in Zurich: “I finished the Sirens chapter during the last few days. A big job. I wrote this chapter with the technical resources of music. It is a fugue with all musical notations: piano, forte, rallentando, and so on. A quintet occurs in it, too, as in the Meistersinger, my favourite Wagnerian opera” (JJII 459).  

The title of the episode “Sirens” does not only directly refer to the notion of the Sirens in Homer’s Odyssey, but also to the underlying musical analogy. In Greek mythology the Sirens were sea deities considered to be the daughters of the main deity of the rivers, Achelous. In various traditions they were believed to be living on three rocky islands and lured passing travellers with their songs causing them to shipwreck. Not only their number is reported to vary between two and five, but also the various conditions of their appearances amounts to a considerable sum, varying from the early Greek image of birds with large heads to the later depiction of beautiful women and mermaids linking in more closely with Joyce’s description of the barmaids. According to Homer, Circe, a sorceress, suggested two alternative routes to Odysseus to return to Ithaca and warned him of the drawing power of the Sirens: “First you will come to the Sirens, who beguile all men” (Homer, 12.38). However, she also explains to Odysseus how he and his men can survive the ordeal: “(…) But row past them, and anoint the ears of your comrades with sweet wax (…)” (Homer, 12.47). The beginning of the episode almost literally shows a musical rendering of Bloom’s stream of consciousness and is often regarded as an overture to the rest of the chapter. Joyce musicalises parts of the narrative by stressing sections of the episode through language sounds which seem to play in Bloom’s mind. The barmaids at the Ormond bar function as the introductory musical elements to the narrative of the episode, and are considered to be musical temptresses. “Bronze by gold, miss Douce’s head by miss Kennedy’s head, over the crossblind of the Ormond bar heard the viceregal hoofs go by, ringing steel” (U 11.64-65). Lydia Douce and Mina Kennedy can be seen as Joyce’s leading sirens and are comparable with the number of the original Sirens. However, one can argue that Joyce’s number varies as well, since Bridie Kelly, the prostitute Bloom encounters on Wellington Quay can also be regarded as a Siren: “By Bassi’s blessed virgins Bloom’s dark eyes went by. Bluerobed, white under, come to me. God they believe she is: or goddess” (U 11.151-52). The initial introduction of the barmaids after the overture signals not only the main musical function the women provide throughout, but also the parallel with Homer’s Sirens. “They cowered under their reef of counter” (U 11.108-09). They are also literally compared to mermaids: “Yes. He fingered shreds of hair, her maidenhair, her mermaid’s, into the bowl” (U 11.222-23). Another allusion to the sea and waters is made several pages further: “She drew down pensive (…) over the bar where bald stood by sister gold, inexquisite contrast, constrast inexquisite nonexquisite, slow cool dim seagreen sliding depth of shadow, eau de Nil” (U 11.462-65). 

The notion of the Sirens’ temptation originates in their song, and their seductive powers are usually presented aurally. However, where Joyce consistently applies melodic elements to musicalise written events, he assigns visual values to one passage in which the Sirens motif is presented and combines both sight and hearing simultaneously: 

When all agog miss Douce said eagerly: 

– Look at the fellow in the tall silk. 

– Who? Where? Gold asked more eagerly. 

– In the second carriage, miss Douce’s wet lips said, laughing in the sun. He’s looking. Mind till I see

 (…) Her wet lips tittered: 

– He’s killed looking back. (U 11.69-77) 

Joyce employs the barmaids to enhance the narrative and act as narrators of the events from the beginning of the episode until the final pages. He constantly interweaves all the episode’s characters’ storylines, be it by letting the barmaids comment on them directly or referring to the plot indirectly by using references which allude to the narrative at hand.

 
In the “Sirens” episode a three-way division can be made with regard to expressing the story’s musicality. The first, and one of the main human voices, is represented by the barmaids as shown above. The second can be found in Bloom’s own mind and in the application of stream of consciousness which stresses Bloom’s isolation and loneliness. “Under the sandwichbell lay on a bier of bread one last, one lonely, last sardine of summer. Bloom alone” (U 11.1220-21). The third and final voice is the episode itself. From start to finish Joyce uses allusions to sound and therefore controls the reader’s reading and transforms it into hearing by creating the illusion of music. Lyrical form turns into musical perception: “It soared, a bird, it held its flight, a swift pure cry, soar silver orbit leaped serene, speeding, sustained, to come, don’t spin it out too long long breath he breath long life, soaring high, high resplendent, aflame, crowned, high in the effulgence symbolistic, high, of the etherial bosom, high, of the high vast irradiation everywhere all soaring all around about the all, the endlessnessnessness….” (U 11.745-50). Joyce almost literally orchestrates the episode in this way. The multitude of references serves the chapter in various manners and facilitates an understanding of the themes, the narrative, Bloom’s stream of consciousness and is an almost continuous musical backdrop to the episode, which provides meaning to the central characters. 

The introduction/overture to the episode consists of rather cryptic fragments at initial reading and seem to represent a collection of nonsensical words and phrases. However, on closer inspection this seemingly random jumble of words foreshadows upcoming events in the chapter and introduces some of the leading themes and characters. Joyce has made a collection of phrases which allude to themes, characters and situations from the episode and established an introduction which is internally linked by a third-person narrative. “Bronze by gold heard the hoofirons, steelyringing” (U 11.1) and “Tink cried to bronze in pity” (U 11.11) introduce Lydia and Mina. “I feel so sad. P.S. So lonely blooming” (U 11.32) reveals Bloom’s internal struggle with his isolation.    

Allusions to several songs and operas are made as well and where the overture summarises the episode in a circular structure, so does the end of the prelude signal the end of the chapter: “Then not till then. My eppripfftaph. Be pfrwitt. Done. Begin!” (U 11.61-63). In order to close the circle, Joyce produces the finale of Bloom’s stream of consciousness from the introduction and repeats it in the finale of the episode in the last sentence. What initially seems an insignificant sound effect, epitomises the episode’s structure. Another way of looking at the episode’s first page and a half links in with the aural theme of the episode: the musical element of an orchestra warming up their instruments before commencing a concert. Every phrase can be seen to represent a different musical instrument. Where this notion can be regarded as relatively far-fetched in a literal approach of the underlying meaning, it undoubtedly holds ground in a discussion of the framework of the chapter and can clearly be one explanation and justification for Joyce’s intentional musical structure. Furthermore, the strong musical imagery symbolised in the chapter through musicalised language emphasises the sounds and songs featured in it and show once again Joyce’s intent to structure this episode melodically. The episode does not only ring with the musicalised language, but also completes the circular structure by repetition of the variety of musical allusions.

The world of the “Sirens” episode is not only a visual world in which Joyce creates images for the reader by describing certain sections in detail, but mainly an aural world resonating the written words. Joyce assigns written values to sounds that would usually not be suitable for literal descriptions of this kind and by doing so involves the reader in the actual events and brings the reader closer to experiencing the story in a more personal manner. One prime example of this kind can be found in the final line of the episode, where Bloom closes off the chapter with yet another aural representation: “Pprrpffrrpprrrr. Done” (U 11.1293-94). The reader experiences the sensation of actually being present and witnessing Bloom’s flatulence not just from his own viewpoint but also from someone standing close by. When Ulysses was first received as utter chaos, Joyce realised some form of explanation was needed for its structure and he provided exegeses which clarified his intention for each episode to create its own technique while at the same time maintaining connections with the other episodes. He chose to do this by assigning scenes, hours, colours, art, technique, symbols and organs to each individual episode. However, even these explanation left friends wondering about the chaos. In a letter to Harriet Weaver, Joyce says:

Mr Brock also wrote to me begging me to explain to him the method (or methods) of the madness but these methods are so manifold, varying as they do from one hour of the day to another, from one organ of the body to another, from episode to episode, that, much as I appreciate his critical patience I could not attempt to reply. (JJII 461)

Each episode in Ulysses therefore has a presiding organ and where the ‘Hades’ episode for instance is represented by the heart and the ‘Nausikaa’ episode by the eyes and the nose, the main organ for the “Sirens” episode is the ear. In a letter to Harriet Weaver on the subject of the episode and the passages she alluded to, Joyce wrote: “They are all the eight regular parts of a fuga per canonem: and I did not know in what other way to describe the seduction of music beyond which Ulysses travels” (JJII 462). Joyce even makes Bloom himself voice this notion in the episode: “Sea, wind, leaves, thunder, waters, cows lowing, the cattlemarket, cocks, hens don’t crow, snakes hissss. There’s music everywhere” (U 11.963-64). 

One of the main themes represented throughout the book, which also receives focus through musical highlights in the “Sirens” episode is the intricately knotted relationship between Leopold Bloom, Blazes Boylan, Molly Bloom and Martha Clifford. Especially the rivalry between Bloom and Boylan and Bloom’s relationships with Molly and Martha are given focus and accompanied by several recurring musical allusions. Certain situations, characters and problems are represented by Joyce’s thematic employment of music throughout the book. As mentioned above, several songs alluded to in previous episodes have a significant meaning in representing Bloom’s associations with Molly and Blazes’ affair, for instance “Love’s Old Sweet Song”, “Seaside Girls” and also “Là ci darem la mano”. By using the technique of repeating these songs, the reader is constantly reminded of Bloom’s underlying thoughts and the theme of loneliness, which serve as a thread from the first mention of Bloom when he starts his day to the book’s final episode, culminating in between in the “Sirens” episode where the pending rendezvous of Molly with Blazes spirals into action Bloom’s previously passive behaviour.

This chapter deals with the two main sources of musical allusions Joyce refers to, which both reflect Bloom’s dire situation and constantly redirect focus from the love theme to Bloom’s loneliness. This is achieved by alternating between passages dealing with the relationships and excerpts from Bloom’s stream of consciousness stressing his isolation. The first musical source, which is referred to numerously within the episode is the opera Martha by Friedrich von Flotow. In Ulysses as a whole, three different Martha’s make their appearance: Martha Clifford, Martha, the protagonist from von Flotow’s opera Martha and the biblical Martha. In the “Sirens” episode in particular, the three Martha’s are linked by Bloom’s stream of consciousness which connects his ideas of them. However, it must be stressed that they have very distinct origins. In order to comprehend the significance of Bloom’s Martha in “Sirens”, the other two Martha’s and the relevance of the opera Martha will be explained below.

The first Martha is Martha Clifford, one of the 44 respondents to Leopold Bloom’s advertisement running “Wanted smart lady typist to aid gentleman in literary work” in the Irish Times, who is to become his pen pal. (U 8.326-27). 

The second Martha is mentioned in Luke’s gospel; both she and Mary are sisters to Lazarus (Luke, 10.38-42). Jesus comes to visit the sisters. Martha is a ‘homemaker’ type of woman, distracted by her many tasks in the house and angry with her sister who sits at the Lord’s feet and listens to what he is saying. Jesus reprimands her: “Martha, Martha, you are worried and distracted by many things. Mary has chosen the better part, which will not be taken away from her” (Annotations 90). Joyce is reminded of the Martha’s with opposing characters when he has finished reading Martha Clifford’s letter and recalls the painting in the National Gallery in which Jesus is depicted in Martha and Mary’s house. The association is complex since Bloom refers to “the other one” (U  5.295), Mary, who through Medieval and Renaissance tradition is confused with Mary Magdalene, the prostitute. The link with “the two sluts” is therefore obvious.

The third Martha present in the episode is the opera Martha by Friedrich von Flotow. Joyce refers to the opera not only as a namesake of the other Martha’s, but also to expand the narrative of both Bloom’s Martha Clifford and his own Molly.

The light opera Martha, with its original German title Martha oder Der Markt zu Richmond, was composed in 1847 by Friedrich von Flotow (see endnote i). Nowadays, the opera is hardly ever performed in its entirety. One aria and a song Joyce highlights in particular have, however, maintained their popularity. When Joyce was working on Ulysses, the opera Martha was quite popular in the whole of Europe in general, and in Ireland in particular, since Flotow borrowed a well-known Irish song, “The Last Rose of Summer”, and used it as a musical pinnacle in the second act. Several reasons can be given why these romantic melodies referred to by Joyce became popular in Ireland. Firstly, opera was a popular form in the nineteenth century. There was more blending between ‘high’ art and popular culture. Although Dublin had been a centre of culture and learning in the eighteenth century, after the Act of Union in 1801 the city’s cultural development became stagnant and depended largely on English touring companies for the expansion of opera repertoire. From the mid-nineteenth century these companies performed in Dublin and Cork in theatres such as the Theatre Royal. An important part of the repertoire of these companies was English opera including works by Henry Bishop, Julius Benedict (“The Bride of Venice”, “The Colleen Bawn” and “The Lilley of Killarney”, all mentioned in Ulysses), Michael William Balfe (“The Rose of Castille” and “The Bohemian Girl”), and William Vincent Wallace (see endnote ii). Ironically, some of the most popular of these English operas were composed by Irish-born musicians or, in the case of Martha, employed Irish melodies.

In Act II of Flotow’s Martha, the composer gratefully takes advantage of a marvellous tune from Ireland, “The Last Rose of Summer”. The lyrics are by Thomas Moore (1799-1833), a musician as well as a poet, who was born in Dublin. To this day the song is still one of the most popular Irish songs. The melody is a traditional air “The Groves of Blarney”. A regularly performed arrangement of the melody for voice and piano was made by a contemporary to Moore, Sir John Stevenson (1761-1833). It is understood that Joyce even performed an English version himself. 

As opposed to what Gifford (Annotations 129) suggests, Martha is not an opera in five acts, but in four. Despite its popularity in the nineteenth and twentieth centuries, the opera is not held in great respect by opera connoisseurs and music historians. The original German text, which is fully in rhyme, bears witness to sentimentality that would have filled Joyce with horror, but since nothing in Ulysses points to the original, Joyce probably never read the German text. Generally, von Flotow’s musical style is regarded to express a preference for easy-going melody rather than dramatic intensity, which led to criticisms of mediocrity and shallowness. In Pages from an Unwritten Diary (1914) Edward Arnold quotes the Irish composer Charles Villiers Stanford thus: “In 1862 I heard, for the first time, Madame Patti, in the first opera I ever saw, Flotow’s Martha, that old warhorse of the early impresarios which was always trotted out when some other opera was insufficiently rehearsed. I was strung up to a high pitch of dramatic excitement about this piece of vapidity”.

The librettist Wilhelm Friedrich translated the original Moore text for the opera Martha into a German text. This translation process caused the loss of almost all the poetry from the original. According to Gifford, “the song is used extensively in Flotow’s Martha” (Annotations 293), but this claim is only partly true since comparing the original “The Last Rose of Summer” with the song that in the opera as ‘Irisches Volkslied’ sung by Martha aka Lady Harriet Durham ‘Edelfräulein der Königin’ is described shows. The last stanza from Moore’s original has not even been used at all. The composer repeats the last two lines (“Sollst ruhn mir am Herzen und mit mir im Grab”) as a duet by Martha and her devotee Lionel, which causes harm to the atmosphere, feeling and intention of the original poem. If Joyce had seen the German text he would have recognised this error in style and undoubtedly used the mistake to refer to its underlying meaning in more detail. In order to fully understand the intricacies of the original and the consequent changes through translation from the English to the German version, segments of both are shown below.

‘Tis the last rose of summer                        Letzte Rose wie magst du


Left blooming alone;                                   so einsam hier blühn?

All her lovely companions                          Deine freundlichen Schwestern

Are faded and gone;                                    Sind längst schon, längst dahin.

No flower of her kindred,                           Keine Blüte haucht Balsam

No rosebud is nigh,                                     Mit labendem Duft,

To reflect back her blushes,                        Keine Blättchen mehr flattern

To give sigh for sigh                                   In stürmischer Luft.


I’ll not leave thee, thou lone one!               Warum blühst du so traurig

To pine on the stem;                                    Im Garten allein?

Since the lovely are sleeping,                      Sollst im Tod mit den Schwestern

Go, sleep thou with them.                           Vereinigt sein.

Thus kindly I scatter                                    Drum pflück ich, o Rose, 

Thy leaves o’er the bed,                              Vom Stamme dich ab,

Where the mates of the garden                    Sollst ruhn mir am Herzen

Lie scentless and dead.                                Und mit mir im Grab.

So soon may I follow, 

When friendships decay,

And from Love’s shining circle

The gems drop away.

When true hearts lie withered

And fond ones are flown,

O, who would inhabit

This bleak world alone?

As mentioned above, the English version of the opera Martha is one of the major sources of the “Sirens” episode and Joyce frequently uses the opera’s plot to mirror his own characters’ situations, thereby deepening the narrative. Bloom first thinks of the opera Martha early in the morning when is wandering through Dublin. His initial thought is evoked by a man who looks like Jesus, but soon turns to the biblical Martha and the opera. Martha’s plot first and foremost mirrors the relationship between Bloom and Molly, but has several other parallels as well. In the opera, Lionel, a young farmer, employs a servant girl named Martha. She is in fact Lady Harriet in disguise, maid of honour to Queen Anne. Martha soon breaks her contract, runs away and pretends never to have heard of Lionel. Meanwhile, Lionel has fallen in love with her. Lionel himself is really the Earl of Derby, which is soon discovered by Lady Harriet, which causes her to renew her bond with him. Lionel, however, does not want anything to do with her given her past behaviour of coyness and her rescue from the farm by her cousin and admirer Sir Tristan, whereupon Lady Harriet once again disguises herself as Martha. Lionel’s love for her is restored and they pledge their love to each other. However happy the ending to the original opera, the plot has a rather different climax for Bloom. The fate of Bloom’s relationship with Molly differs from Lionel and Martha’s since the latter experience a happy ending and Joyce leaves the outcome for the former unspecified at the end of the “Sirens” episode. 

As mentioned before, the recurrence of certain musical titles throughout Ulysses develop Molly’s pending adultery, and function as an analogy to Bloom’s affair with Martha Clifford. When “M’appari” is alluded to, it has a two-part function. Leopold can first of all be seen as a victim like Lionel, who cries out to his lost love, which in this case could be either Molly or Martha. However, “M’appari” simultaneously evokes the allusion to Bloom’s meeting with Martha Clifford. Martha Clifford’s strong parallel to part of the opera’s plot at this point is evident since she, like Martha, is also a woman in disguise.

When Lionel sings the aria, he has just decided to marry Lady Harriet. In “Sirens” Simon Dedalus is encouraged to sing the tenor aria “M’appari” and performs the aria in the Ormond bar. It is the song of an unhappy man longing for the return of the woman he loves. 

Mr Dedalus laid his pipe to rest beside the tuningfork and, sitting, touched the obedient keys.

– No, Simon, Father Cowley turned. Play it in the original. One flat. 

The keys, obedient, rose higher, told, faltered, confessed, confused. (U 11.600-03)

Initially, however briefly, the reader is misguided into believing Bloom is preoccupied with Martha Clifford, but while Simon sings, Bloom’s thoughts are recorded after each line.

– When first I saw that form endearing …

Richie turned. 

– Si Dedalus’ voice, he said (…)

– Sorrow from me seemed to depart (…)

Love that is singing: love’s sweet old song (…)

– Full of hope and all delighted …

Tenors get women by the score. (U 11.665-86)

The initial associations this song evoke in Bloom focus on Molly and Blazes’ affair and leave Bloom questioning his role in the love triangle. However, Bloom realises at this point that Simon is misquoting the original lyrics to the aria: “– But alas, ‘twas idle dreaming…Glorious tone he has still (…) Singing wrong words” (U 11.694-96) (see endnote iii). This passage almost seems to function as an epiphany for Bloom, whose thoughts change direction and redirect focus so it becomes apparent that Bloom was in fact expressing his love for Molly, not Martha. During the course of the rest of the song he recalls several key-moment memories of them together. “– …ray of hope is (…) Martha it is. Coincidence. Just going to write. Lionel’s song. Lovely name you have. Can’t write (…) Still the name: Martha. How strange! Today” (U 11.710-16). Bloom experiences two realisations in this passage. The first stresses the fact that until this moment, while Simon is still singing, he was convinced he would respond to Martha Clifford and make an appointment, i.e. it was in fact Bloom who misguided himself. This could be construed as a signalling of the end of his belief in Molly’s love for him and possibilities of the beginning of a relationship with Martha. Secondly, when the coincidence of the name Martha, place and time of the event dawns on him, his thoughts turn to Molly. 

– Each graceful look… 
First night when I saw her at Mat Dillon’s in Terenure (…) We two at last. Fate (U 11.7226). 

– Charmed my eye… Singing. Waiting she sang. I turned her music (U 11.729-30) – Martha! Ah, Martha! Quitting all languor Lionel cried in grief, in cry of passion dominant to love to return (…) For only her he waited. (U 11.735-39)

With the culmination of Simon’s rendition, Bloom feelings climax with intensity, which brings his emotions to completion. “ – Co-me, thou lost one! Co-me, thou dear one! Alone. One love. One hope. One comfort me. Martha, chestnote, return!” (U 11.740-43). Leopold himself realises that this chestnut is actually symbolic of his love for Molly, and he begins to discard any feelings towards Martha. “ – Come…! (…) – To me!” (U 11.744-51) is destined for Molly. 

Bloom continues this upward spiral of love and affection for Molly and quest for reconciliation with her throughout the second half of Ulysses. In the “Circe” episode, for instance, he encounters the real-life Martha who accuses him of being a “heartless flirt” (U 15.767), to which Bloom replies that “[S]he is drunk. The woman is inebriated” (U 11.769). With the utterance of these words it once again becomes apparent that Bloom has chosen his wife over Martha, which is finally represented in the “Eumaeus” episode. “So they turned on to chatting about music, a form of art for which Bloom (…) possessed the greatest love (…) Wagnerian music (…) was a bit too heavy for Bloom and hard to follow at the first go-off (…) On the whole though favouring preferably light opera of the Don Giovanni description and Martha” (U, 16.1733-53). Bloom’s desire for acceptance by Molly is represented by Joyce giving voice to the preference of operas that end happily, love is returned and the characters forgive each other and revert to a condition of affairs as existed before the tragic impasse.

The focus that is given to Martha by Bloom clearly demonstrates his wish for a happy end result. At the same time, the obviously positive outcome of the opera’s plot provides a preview to Joyce’s guaranteed final optimistic resolution and the merging of both Lionel and Leopold’s fates.

Joyce has presented the musical structure of “Sirens” in various ways, one of which is the assignation of certain songs to the main characters. By applying the same songs repeatedly, he turns the notion of the specific character’s situation into a musical motif. These leitmotifs are mimicked by the repetition of phrases representing sounds and musical themes. Examples of the former group can be found at the very beginning of the episode, when Lydia and Mina are introduced. While Lydia and Mina are referred to as “Bronze by Gold” (U 11.1), Joyce attributes the “Jingle jingle jaunted jingling” (U 11.15) to the jingle of Boylan’s carriage and therefore to Boylan himself, and the “Tap. Tap. Tap. Tap” (U 11.1208) to the blind piano tuner with his walking stick. The latter group of the musical themes represents the episode’s main characters and may therefore find examples in complete themes instead of collections of sounds to explain their meaning. The way Joyce employs music within the episode elaborates on the narrative, thoughts and specific emotions of the characters. The song Molly is associated with is “The Rose of Castille”. “Lost rose of Castille of summer left bloom I feel so sad alone” (U 11.54). The song “Goodbye, Sweetheart, Goodbye” also connects “The Last Rose of Summer” and “M’appari”, since these two symbolise the relationship between Leopold and Molly. 

Joyce applies certain excerpts of the lyrics to these songs to characterise specific passages throughout the chapter. The repetitive occurrence of these references, and especially the musical allusions in passages where Bloom himself takes central stage, serve as connecting elements to the situation at hand between Bloom and other characters he is involved with at that specific time. Joyce demonstrates the two main cruces of the episode simultaneously and presages the upcoming emotional struggle between Bloom and Molly, while at the same time showing Bloom’s isolation. The song which is used frequently to represent Bloom throughout the episode is ‘When the Bloom Is on the Rye’.

Another source referred to rather frequently is the Irish folksong “The Croppy Boy”. The subject matter of this song, the betrayal of one’s country, is mirrored by Bloom’s combined sense of loneliness and knowledge of his certain betrayal by Molly. Molly’s imminent adultery is alluded to by another song which recurs several times, and in each instant alludes to her waiting for Blazes. “The Shade of the Palm”, from Floradora, is introduced by Miss Douce: “Gaily miss Douce polished a tumbler, trilling: – O, Idolores, queen of the eastern seas!” (U 11.226). Here, both Molly’s Eastern features and background, which Bloom makes many references to, and the fact that Dolores, representing Molly, waits for her lover to arrive, is alluded to. 

Many of the themes and characters are first introduced, however briefly, in the overture to the episode. Bloom is referred to as “Blue Bloom is on the” (U 11.6) and later, when his song is properly presented, as follows: 

Mr Bloom reached Essex bridge. Yes, Mr Bloom crossed bridge of Yessex. To Martha I must write. Buy paper. Daly’s. Girl there civil. Bloom. Old Bloom. Blue bloom is on the rye. (U 11.228-31) 

The first mention of Boylan in the overture, “Jingle jingle jaunted jingle” (U 11.15), is preceded by another reference to him and to the song that will represent him in the episode: “But look: the bright stars fade” (U 11.13). This allusion to the song ‘Goodbye, Sweetheart, Goodbye’, the rendition of which covers Boylan’s presence in the bar when he enters to when he leaves, functions in two ways. First of all it serves to indicate Boylan’s presence in the bar, and secondly, it indicates his desire for the song to finish, which signifies the designated time of his rendezvous with Molly. Joyce has purposefully co-ordinated the ending of the song with the moment Boylan has to leave the Ormond, in order to make his four o’clock appointment with Molly. 

– The bright stars fade… A voiceless song sang from within, singing: – …the morn is breaking (…) Brightly the keys (…) called to a voice to sing the strain of (…) love’s leavetaking (…) – I could not leave thee…(…) – …sweetheart, goodbye! – I’m off, said Boylan with impatience. (U 11.320-426) 

When the men in the bar are urging Simon Dedalus to perform “M’appari”, Cowley first starts to sing the song in Italian. As recorded by Gifford, Simon first mentions ‘The Heart Bowed Down’ from Balfe’s Bohemian Girl, another song of despair which links Bloom’s situation with “M’appari”. “- I have no money but if you will lend me your attention I shall endeavour to sing to you of a heart bowed down” (U 11.658-59). At this point Bloom is still in the bar while Boylan has long since left. Leopold is compared to both Lionel and Elvino (one of the protagonists from Bellini’s La Sonnambula). However, his predicament is dissimilar to theirs. Where Bloom’s difficult situation at this moment seems to have an unhappy ending, both Lionel and Elvino will fortunately be reconciled with their loved ones. Of all three, Bloom is the only cuckold, but still compares himself to the other two and draws similarities from their situations. The song gathers extreme significance since it now gains another dimension: it represents Molly and Blazes’ tryst and indicates the time of their assignation. When Simon does decide to sing, he accompanies himself on the piano, but starts in a lower key: “The keys, obedient, rose higher, told, faltered, confessed, confused” (U 11.603). 

The song stirs additional associations in Bloom as well. “Love’s Old Sweet Song” is mentioned and comes to represent contrastive elements. As shown in the “Calypso” and “Lotus Eaters” episodes, the song is representative of Molly and Leopold; however, the song now represents Molly and Blazes, Bloom’s rival, since this is the song Molly will sing on her tour with Boylan. Not only does “Love’s Old Sweet Song” serve as a leitmotif for Molly’s impending adultery, it also functions as the theme song for Bloom’s potential reconciliation with Molly, which Joyce later alludes to.

Bloom tries to fight off any thoughts of Molly and Blazes together and momentarily convinces himself that he himself will have the rendezvous with Dolores/Molly, not Blazes: “Why did she me? Fate. Spanishy eyes. Under a peartree alone patio this hour in old Madrid one side in shadow Dolores shedolores. At me. Luring. Ah, alluring” (U 11.732-34). 

When Bloom’s anguish seems to climax, it is paralleled with Lionel’s cries of despair for his Martha. “ – Martha! Ah, Martha! Quitting all languor Lionel cried in grief, in cry of passion” (U 11.735-36). Joyce has, throughout the episode, concealed Bloom’s own situation by having the allusions to both Molly and Martha Clifford resulting from this song overlap each other. It is therefore in this passage rather ambiguous which of the two women Bloom is yearning for. In the opera, Lionel is singing to his Martha; in the episode, Bloom seems to be associating the song with both his desire for Molly, who at this time meets Boylan, and masquerading his own disgraceful conduct with Martha Clifford. 

Bloom’s position is marked by several songs which more or less capture his situation, but fall short of accurately paralleling his agony. However, there is one song which is an almost exact analogy to Bloom, Molly and Blazes’ situation: ‘We Never Speak As We Pass By’. It is, ironically, referred to by Bloom in the context of the relationship between Richie Goulding and Simon Dedalus. According to Bloom it reflects Simon’s contempt for Richie. “Brothers-in-law: relations. We never speak as we pass by” (U 11.789). The song is, rather appropriately, a minstrel ballad about Nell, sung by her cuckolded husband. 

Another song serving to demonstrate Bloom’s relation with Martha Clifford is “O, Mary Lost the Pin of Her Drawers”. Bloom associated this song with Martha in the “Lotus Eaters” episode earlier: “O, Mairy lost the pin of her drawers (…) Martha, Mary (…) Henry Flower” (U 5.281-303). His penname is Henry Flower and since he is now writing to Martha and recalling her letter to him, the association is repeated. 

One of the other main sources with many references in the episode is “The Croppy Boy”. This song refers to the Irish revolutionaries in the 1798 rebellion and deals with several major, particularly Irish issues such as political history, Roman Catholicism, divided loyalty and betrayal. This latter subject of betrayal is especially important in relation to the episode, since it functions as a musical theme through “Sirens”. The men in the bar wish to hear this song and throughout the chapter excerpts from the song are interspersed with the narrative, followed frequently by Bloom’s thoughts on the theme. “No, Ben, Tom Kernan interfered. The Croppy Boy. Our native Doric. – Ay do, Ben, Mr Dedalus said. Good men and true” (U 11.991-92). “But wait. But hear. Chords dark. Lugugugubrious. Low. In a cave of the dark middle earth. Embedded ore. Lumpmusic” (U 11.1005-06). This passage signifies Bloom’s sense of loneliness and despair at the situation once again. He seems to have resigned himself to the circumstances and accepted his cuckoldry. When “The Croppy Boy” is being sung, Bloom is reminded of the lyrics and how the Croppy Boy is the last of his race, which makes him think of his own family and how he lost his son. “I too. Last of my race (…) No son. Rudy” (U 11.1066-67). His dark thoughts are aggravated by the marital status of Simon Dedalus, Ben Dollard and Bob Cowley, who are either unmarried or widowed. The turning point in Bloom’s attitude towards the whole situation appears in “Sirens” when he follows Boylan into the bar, but does not confront him. Instead, Joyce emphasises Bloom’s internal agony over his wife’s rendezvous with Boylan by leaving out the actual deed, but stressing it through the songs about love and war in the bar. The boy, on his way to fight the English, has his confession taken by a priest and tells him how his father and brothers have fallen in combat. He does, however, not leave blessed since the priest is a yeoman captain in disguise. “The priest’s at home. A false priest’s servant bade him welcome” (U 11.1016) and “ – Bless me, father, Dollard the croppy cried. Bless me and let me go. Tap. Bloom looked, unblessed to go” (U 11.1074-76). Similarly the boy, Bloom feels the resemblance to the unblessed boy and the resemblance of the betrayal and he also leaves the Ormond bar unblessed. Boylan’s physically entering his house corresponds with this passage. “I hold this house. Amen. He gnashed in fury. Traitors swing” (U 11.1120). 

Bloom’s deepest feelings of despair at his wife’s betrayal and his being made a cuckold by Boylan are first alluded to in the introduction: “Lost. Throstle fluted. All is lost now” (U 11.22). Richie Goulding introduces the song once again when they are having dinner together. “Most beautiful tenor air ever written, Richie said: Sonnambula (…) – Which air is that? asked Leopold Bloom. – All is lost now” (U 11.610-29). Bloom admits he knows the aria and even likes it. The mention of it, however, reverts his thoughts once again to Blazes and Molly. Bloom reminisces and at the same time realises he is too late to prevent the affair: “Yes, I remember. Lovely air. In sleep she went to him (…) Still hold her back. Call name. Touch water. Jingle jaunty. Too late. She longed to go (…) Yes: all is lost” (U 11.638-41). Joyce clearly demonstrates that the love between Leopold and Molly has lost its meaning and Bloom compares the plot of the opera La Sonnambula to his own situation and when Simon sings it, the song echoes Bloom’s feelings towards Molly at that moment. In the opera, Amina sleepwalks into a man’s room in the town’s inn, thinking it is her fiancé Elvino’s. Rodolfo, whose room she entered, leaves the room, but Lisa, the proprietress of the inn, who is in love with Elvino as well, convinces him of Amina’s faithlessness, which causes him to accuse Amina, reject her in fury and sing the aria “All Is Lost Now”. Eventually Elvino witnesses Amina’s sleepwalking and this time when she wakes up she finds herself back in his arms. Readers familiar with Bellini’s opera would notice Joyce’s subtle hint at a happy ending for Bloom, since La Sonnambula ends happily for the protagonists. As with Martha and Don Giovanni, this opera also predicts the outcome of Molly’s soliloquy at the end of the Penelope episode. Her “Yes” (U 18.1609) signals her reconciliation with Bloom. 

Regardless of the multitude of references to the “M’appari” aria from the third act from Martha, there are more indications that Joyce never knew or came across the original version (“Ach so Fromm”) from Martha. The aria “Ach so Fromm” is preceded by a song from Lionel, of which Joyce should have recognised the first four opening lines: ‘Drum pflück ich, o Rose vom Stamme dich ab; sollst ruhn mir am Herzen und mit mir im Grab’. In his references to the aria Joyce uses strictly Italian and English translations and arrangements of “Ach so Fromm”. The Italian translation M’appari was particularly famous, because Enrico Caruso and other well-known contemporary tenors produced recordings of it. The English version (by Charles Jeffereys) that Joyce has Simon Dedalus sing in the bar deviates strongly from the Italian and German versions. Gifford (Annotations 292) calls this translation justifiably a “freely translated performing version” and “a popular nineteenth-century song” (Annotations129). In the endnote the three texts set side by side clearly show this. 

Towards the end of the chapter another aural theme commences and becomes part of the narrative. The recurring ‘tap’, which is the tap of the blind piano tuner’s walking stick who is returning to the bar to retrieve his tuning fork he left earlier, starts just after Bloom has finished his letter to Martha Clifford: “Tap” (U 11.933). Combined with the recurring ‘jingle’, symbolising Boylan, the ‘tap’ forms an undercurrent of rhythm to the narrative and increases in occurrence with the piano tuner’s approach of the bar. This ‘theme’s’ climax runs parallel with Bloom’s stream of consciousness and stops with the tuner’s arrival at the bar. “Tap. Tap. Tap. Tap. Up the quay went Lionellepold, naughty Henry with letter for Mady” (U 11.1186-88). “Under the sandwichbell lay on a bier of bread one last, one lonely, last sardine of summer. Bloom alone (…) Tap. Tap. Tap. Tap. Tap. Tap. Tap. Tap” (U 11.1220-23). Towards the end of the episode the aural element of the walking stick brings together several musical allusions from Martha. Once again, Leopold is associated with Lionel. His state of mind is expressed by a repeated reference to “’Tis the Last Rose of Summer” and his oppressive solitude receives focus through an emphasis on his sense of being an outsider. 

Near bronze from anear near gold from afar they chinked their clinking glasses all, brighteyed and gallant, before bronze Lydia’s tempting last rose of summer, rose of Castile. First Lid, De, Cow, Ker, Doll, a fifth: Lidwell, Si Dedalus, Bob Cowley, Kernan and big Ben Dollard. (U 11.1269-72)

The circular musical structure of the episode is brought to an end by Joyce in a rather light fashion, and in style with his writing he deflates the culmination in the narrative by making the protagonist present a comic and slightly musical anticlimax when Bloom closes off the episode by breaking wind. “Written. I have. Pprrpffrrppffff. Done” (U 11.1291-94).


Joyce employs a variety of musical elements and allusions to songs to illustrate and deepen his narrative and to elaborate on his characters. The assigning of specific songs to individual characters serves as a continuous thread throughout the episode and provides it with a musical structure. Joyce build up the narrative by adding aural themes, which eventually close off the episode as a whole and strengthen not only the mood of “Sirens” in particular, but also the style of the novel in general.

Chapter Three Don Giovanni: Themes and Opera Interwoven

Là ci darem la mano       

La la lala la la. 

(U 5.227-28)

The opera Don Giovanni by Wolfgang Amadeus Mozart is known as one of the major works in music. Based on the legend of Don Juan, the opera has continued to stay popular since its premiere in Prague (29 October 1787) and is still performed regularly. The libretto from the opera was written by Lorenzo da Ponte, who also provided the text for Mozart’s Le Nozze di Figaro and Cosi fan Tutte. For its variety of dramatic and comic scenes Da Ponte characterized Don Giovanni as a ‘dramma giocoso’ (playful drama).

Joyce loved Mozart, more so than Beethoven. According to Vernon Hall, it is “not surprising that a large number of Joyce’s musical references are to Don Giovanni” (78). He quotes Frank Budgen, who in James Joyce and the Making of Ulysses (1934) tells us that he and Joyce were sitting in a café one evening when the band finished a selection from Beethoven and began the overture to Don Giovanni. “‘Listen,’ said Joyce, ‘how full of grace and invention is Mozart after the muscle-bound Beethoven’” (186).

Joyce’s passion for opera combined with his love for Mozart is represented in Ulysses, where he uses numerous allusions to Mozart’s works, in particular to Don Giovanni. When reading Ulysses it becomes evident that Bloom’s musical knowledge is quite extensive, but rather limited in its variety, and his appreciation of the arts does not seem to stretch beyond the basics of popular culture. This is, however, not a reflection of Joyce’s own familiarity with music, which he demonstrates by using numerous allusions, in most cases seemingly particularly insignificant, to a large number of songs, arias and operas. 

This chapter will mainly focus on several of the recurring allusions used by Joyce and their relevance within the context of the Don Giovanni plot and their use in the whole of Ulysses. Furthermore, the parallels between the opera’s main plot and underlying subplots will receive attention in the light of the treatment of the main characters in Ulysses and the references representative of the protagonists’ situations. Some of the more technical musical elements drawn from the opera and provided in Ulysses will be dealt with as well. 

In order to supply a detailed analysis of the parallel themes present in Ulysses, a short summary of the opera and structure of the plots will be provided, which stresses the main similarities and at the same time supplies a multitude of musical highlights from the opera.  

Mozart’s Don Giovanni has, apart from the main plot, several subplots, which makes it a rather complicated piece of work. The complexity of the opera’s plot served probably as an indispensable source to Joyce. The subplots comprise the previously mentioned giocoso elements and serve as an alleviation of the main plot’s dramatic ending. Joyce applies the similar technique of employing comic elements in the narrative of Ulysses and in doing so offering both the reader and the characters a different perspective with regard to the, more often than not, intense plot.

In act I op the opera, Don Giovanni, a young nobleman from Seville in Spain, with the reputation of a womanizer, has forced his way into the home of Donna Anna, where he tries to seduce her, but she calls out for help after which her father, ‘il Commendatore’, appears, challenges the intruder to a duel and is stabbed. Donna Anna’s fiancé, Don Ottavio, and Donna Elvira promise to avenge the death. Elvira witnesses Don Giovanni trying to seduce the young farmer girl Zerlina, just married to Masetto, and she chases away the nobleman. Donna Anna and her fiancé arrive at Don Giovanni’s house, but do not, at first, recognise him. Disguised with masks, Donna Anna, Donna Elvira and Don Ottavio make their way into the house where Don Giovanni is throwing a party in honour of the young bridal couple Zerlina and Masetto.

Giovanni once again tries to seduce Zerlina, but when she starts screaming, Elvira, Anna and Ottavio take off their masks and identify Giovanni as the murderer. Giovanni somehow manages to bring himself to safety, struggling through the crowd. 

Act II shows the residence of Donna Elvira when Don Giovanni tries to seduce Elvira’s servant. Preceding this he swapped clothes with his servant Leporello. Donna Elvira has not noticed this and forgives the so-called Don Giovanni. The real Giovanni, dressed as Leporello, manages through sly trickery to escape Masetto and a group of armed men chasing him. Leporello and Giovanni meet at the cemetery close to where the Commendatore’s statue is. Leporello complains with Giovanni about how he was almost killed by an angry mob of armed friends led by an infuriated Masetto, while at the same time the Don is cracking jokes about how he almost successfully seduced a woman dressed like Leporello. Then all of a sudden the statue of the Commendatore asks them to respectfully defer to reverential silence in this hallowed spot. Don Giovanni forces the terrified Leporello to invite the statue to supper in his house. The statue nods his head and answers ‘yes’. 

The statue knocks on the door and since Leporello is too scared to answer Don Giovanni opens himself. ‘Don Giovanni! A cenar teco m’invitasti’ (To dine with you you’ve invited me). Donna Anna and Don Ottavio decide to postpone their wedding till a few years after the death of her father. Donna Elvira spends the rest of her life in a monastery. Zerlina and Masetto reconcile and Leporello ventures out to find a new position.

One of the most obvious parallels to the opera is the fact that, like Ulysses, Don Giovanni takes place in one day and manages to cover several themes of love and betrayal, for instance, within a circular structure cordoned off by musical elements. However, Joyce utilises the more subtle storylines from both the main and subplot combined with their characters’ relations to deliver his message as well. The main subplot and the one Joyce exploits to a large extent centres around Zerlina and Masetto, who initially seem to solely represent Molly and Bloom.

On the way to the wedding breakfast Zerlina and Masetto come across Don Giovanni who immediately takes a shine to the bride. He sends Masetto to his own house where a banquet must be prepared for the bridal couple. As soon as the Don finds himself alone with Zerlina he begins his seductive arts: ‘La ci darem la mano’ – There we will join hands…. Zerlina hesitates: ‘Vorrei e non vorrei’ – I should like to, yet I shouldn’t. These two arias are of paramount importance to Joyce’s narrative development. The arrival of Donna Anna brings a quick ending to Giovanni’s attempt to seduce Zerlina. Zerlina tries to pacify the jealous Masetto (‘Batti, batti, o bel Masetto’ – Beat me, oh lovely Masetto), but she fails to do so, especially when the Don takes Zerlina to one side when all the guests are dancing and continues his earlier seductions scene steering clear of Masetto. 

In the second act Masetto tries, together with some friends, to take revenge on Don Giovanni, but he manages to disarm Masetto and escapes. Again Zerlina has to comfort her husband (‘Vedrai carino’ – Come dear one). All the while Leporello, still dressed as Don Giovanni, tries to escape as well, but he gets caught by Masetto and Zerlina. When Leporello removes his cloak to reveal his true identity everybody is so taken aback that Leporello manages to escape. 

When Bob Cowley plays the minuet of Don Giovanni on the piano, Bloom’s mind wanders from the presence of music in the world in general to the erotic element of it in particular, which in turn triggers him imagining Boylan’s arrival at his house to meet Molly. The parallel to Don Giovanni is extremely strong, since it is during the minuet that Don Giovanni takes Zerlina to a room with him to try and seduce her. This allusion informs the reader exactly when Molly’s ‘seduction’ by Blazes takes place. 
The large number of musical references to Don Giovanni which Vernon Hall mentions seems on further consideration restricted to one aria: “Là ci darem la mano”. Where Zack Bowen estimates the number of allusions to musical compositions in Ulysses at approximately 700, most of these refer to songs which were popular in Ireland in Joyce’s time. During the time of Joyce’s upbringing national feelings were strong, which could have provided him with a profound basis of nationalist lyrics and songs. Of Bowen’s 700 a total of 18 allusions refer to Don Giovanni. This might seem quite a substantial amount for just one opera, but closer inspection reveals that all but one of these references are to the well-known duet sung by Don Giovanni and Zerlina (“Là ci darem la mano”) as mentioned before from the first act of the opera and Joyce could have used numerous other aria’s to strengthen his narrative and involve the reader by employing several other aria’s generally known.

As indicated in the previous chapter, Joyce constantly and consistently employed musical and particularly operatic references to deepen the narrative. Not only does the “Sirens” episode provide the reader with a sizeable number of allusions, but also in the preceding and following chapters does Joyce maintain this same level. On each occasion direct or indirect references to lyrics of songs and plots of operas are made, and Joyce persistently draws on the storyline from Don Giovanni to elaborate on his characters’ situations.

In the course of Ulysses, Joyce identifies Bloom with all the five male characters from Don Giovanni, and with each comparison he uses the opera’s plot to elucidate the relationships between Bloom, Molly and Boylan. He alternates between characters to stress the similarities between the narratives and to place emphasis on the different roles Bloom assumes during the day.

The first time Don Giovanni is mentioned, and Bloom and Molly are compared to Masetto and Zerlina, Molly receives a letter from Boylan. “ – Who was the letter from he asked. Bold hand. Marion. – O, Boylan, she said. He’s bringing the programme. – What are you singing? – Là ci darem with J.C. Doyle, she said” (U 4.310-14). To Bloom, from this moment onwards the aria becomes symbolic of Molly’s adultery with Boylan. ‘Là ci darem la mano’ is the main duet between Don Giovanni and Zerlina, when the Don has just convinced Masetto to leave him alone with Zerlina. The mention in the Ormond Bar-scene of  “[m]inuet of Don Giovanni, he’s playing now. Court dresses of all descriptions in castle chambers dancing. Misery. Peasants outside. Green starving faces eating dockleaves” (U 11.965-67), actually also refers to the Don Giovanni-Zerlina scene and precedes the famous duet. The peasants are part of Masetto and Zerlina’s country wedding procession. 

The opera’s main parallel between characters runs along the plot of Masetto and Bloom. Just like Masetto, Bloom lacks the ability to stand up to Don Giovanni/Boylan and this is mirrored in Bloom’s relationship with Blazes. Every time he sees Boylan, Bloom either refuses to confront him or simply lacks the power to do so. This duet is also referred to in order to stress the similarity between Molly and Zerlina, who are both extremely willing to be seduced, but in the course of the plot realise that their lovers, Blazes and Don Giovanni respectively, lack certain qualities which they realise they appreciate in their husbands. Another example of Bloom acting as Masetto is given in the “Hades” episode, where he thinks of his wife and conveys his feelings about her, invoking her Zerlina parallel. “Doing her hair, humming. Voglio e non vorrei. No. Vorrei e non. Looking at the tips of her hair to see if they are split. Mi trema un poco il. Beautiful on that tre her voice is” (U 6.238-40). The ‘voglio/vorrei’ issue returns here and is mentioned in the “Aeolus” episode when Bloom briefly contemplates asking Alexander Keyes for the correct pronunciation. “I could ask him perhaps about how to pronounce that voglio. But then if he didn’t know only make it awkward for him. Better not” (U 7.152-53). By pretending not wishing to bother Keyes, Bloom cleverly disguises his fear that Molly does in fact mean ‘voglio’ and not ‘vorrei’. Joyce leaves the state of Bloom and Molly’s relationship unspecified for several episodes with regard to the ‘voglio’ issue, but returns to it in the “Circe” episode. In one of his hallucinatory fantasies Bloom conjectures an image of Molly and wants to ask her about the ‘voglio’. “Ti trema un poco il cuore? (In disdain she saunters away, humming the duet from Don Giovanni, plump as a pampered pouter pigeon.) Are you sure about that voglio? I mean the pronunciati…” (U 15.351-55). Bloom’s incapacity to finish the question leaves him wondering about Molly’s answer, but he affirms his love for her once more: “(tenderly, as he slips on her finger a ruby ring) Là ci darem la mano” (U 15.468-69), and even expresses this sentiment in an indirect way to Stephen in the “Eumaeus” episode. “Bloom, availing himself of the right of free speech, he having just a bowing acquaintance with the language in dispute, though, to be sure, rather in a quandary over voglio, remarked (…): – A beautiful language (…) Bella Poetria! It is so melodious and full. Belladonna. Voglio” (U 16.340-47). 

The second character Bloom is identified with is Leporello, Don Giovanni’s humble servant. Bloom’s desire to be close to his wife and act as her lover is mirrored by Leporello’s wish to be more like his master. Where Leporello lacks the strength or confidence, Bloom has to deal with the same issue and can merely release his frustration with his predicament by writing to Martha Clifford. This is the only way in which he can more or less manifest his true manhood. 

Special attention in many literary studies is paid to the way Joyce plays with words. Joyce focuses on one line from the duet “Là ci darem la mano” in specific. Vorrei e non vorrei, mi trema un poco il cuore (I would like to, yet I wouldn’t, my heart is trembling a bit). Zerlina sings this when the Don tries to seduce her and Molly Bloom’s programme for her next concert contains this aria. This line offers Joyce tremendous possibilities to suspect Molly of wanting to or meaning to sing “voglio” (I want), and of having already given in to the advances of the manager of the concert, Blazes Boylan. 

Bloom’s first suspicion of Molly and Blazes’ affair upon hearing about the letter is almost immediately followed by his misquoting Zerlina’s “vorrei” and replacing it with the “voglio” from Leporello’s opening words. “He felt here and there. Voglio e non vorrei. Wonder if she pronounces that right: voglio” (U 4.327-28). Since ‘voglio’ means ‘I wish’ and ‘non vorrei’ ‘wouldn’t’, Bloom wonders whether Molly actually wishes to have a relationship with Boylan. By letting Bloom misquote the correct words to the duet, he changes the situation in which Bloom finds himself. The resemblance between Bloom and Leporello is also reflected in the similarity of their names. Bloom becomes both Leporello and Lionel.

The third character Bloom is compared to is the opera’s protagonist himself, Don Giovanni. When he is walking along the city streets after receiving Martha Clifford’s letter, he starts humming the aria to himself. 

He drew the letter from his pocket and folded it into the newspaper he carried. Might just walk into her. The lane is safer. He passed the cabman’s shelter. Curious the life of drifting cabbies. All weathers, all places, time or setdown, no will of their own. Voglio e non (…) He hummed: Là ci darem la mano La la lala la la. (U 5.221-28)

Bloom’s subconsciously assumes the role of Don Giovanni when in fact he is still in character with Leporello. Stephen implicitly comments on Bloom’s current state of affair with Molly in the “Scylla and Charybdis” episode when he draws a parallel with Shakespeare and simultaneously undermines Bloom’s self-imposed confidence. “Belief in himself has been untimely killed (…) he will never be a victor in his own eyes after nor play victoriously the game of laugh and lie down. Assumed dongiovannism will not save him” (U 9.455-59). The realisation that he actually is Molly’s Don Giovanni, but in the character of Masetto, is revealed at the end of the ”Penelope” episode when Molly refers to two other passages from Don Giovanni sung by Zerlina, “mi fa pieta Masetto” and “presto non son piu forte” (U 18.1507-08). Molly voices her realisation that she reciprocates Leopold’s desire for reconciliation. ‘I feel sorry for Masetto’ and ‘Quick I am no longer strong’ display her rekindled affection for him and indicate a happy ending parallel with the Masetto/Zerlina plot. 

The fourth male character Joyce makes use of to compare Bloom with is Don Ottavio, Donna Anna’s fiancé. The analogy to the relationship between Donna Anna and Don Ottavio may not be as apparent as several of the other comparisons, but their situation is nevertheless similar to Molly and Bloom’s. Both women seem to be in complete control of their husband and dominate the relationship. However brief the reference, Joyce did use it in order to broaden Bloom’s character and entwine the opera’s numerous plots. “….la tua pace…che parlar ti piace…Mentre che il vento, come fa, si tace” (U 7.717-19).

The fifth and final character from Don Giovanni that is used to elaborate Bloom’s central relationships is ‘Il Commendatore’, Donna Anna’s father, who is killed in the first scene of the opera when he tries to defend his daughter’s honour. Even though he does not feature as a main character, his storyline returns at the end of the second act when he returns from the dead to take revenge on Don Giovanni. Another passage where Bloom is handed the part of the Commendatore occurs when he reads in a letter from his daughter Milly that she has met a young student, Alec Bannon, who sings the song “Seaside Girls”. This is a song found in Blazes Boylan’s repertoire, which from the very first lines leaves little to be imagined about the type of girl Bloom undoubtedly has grave concerns. Bloom also draws his own parallel between Bannon and Boylan and his wife Molly and daughter Milly which concerns him. Bannon is mentioned before as a friend of Buck Mulligan. “I got a card from Bannon. Says he found a sweet young thing there. Photo girl he calls her” (U 1.684-85). According to Vernon Hall, Bannon is destined to play the role of Blazes Boylan/ Don Giovanni and Bloom to play the avenging Commendatore. Vernon Hall arrives at this comparison through the assumption that pronounced in the English fashion, Juan sounds like Boylan. In the “Lestrygonians” episode Bloom briefly identifies himself with ‘Il Commendatore’ when he walks down the street and once again hums a short passage. “He hummed, prolonging in solemn echo the closes of the bars: – Don Giovanni, a cenar teco M’invitasti (…) – Don Giovanni, thou hast me invited To come to supper tonight, The rum the rumdum” (U 8.1039-55). Compared to the parallel between Bloom and Masetto indicating the relationships between Leopold, Molly and Boylan, this passage shows Bloom’s longing to act as Il Commendatore and take revenge on Boylan similar to the Commendatore’s revenge on Don Giovanni. However, he realises he will not act on this impulse and in the course of the narrative this refusal to stand up to his Don Giovanni, Blazes Boylan, prevails. The Commendatore’s character is in stark contrast with the real Leopold Bloom in this passage, who would rather hide from his rival than return from Heaven and drag his enemy to Hell. 

By assigning five different roles to Bloom’s character throughout the course of Ulysses, Joyce clarifies both the main relationship between Leopold and Molly and the connections between the supporting characters. 

As mentioned above, Masetto and Zerlina’s wedding functions as a comic subplot in the main storyline of the opera. The only aria from the main plot is: “Don Giovanni, a cenar teco m’invitasti e son venuto”- “Don Giovanni, you invited me to come to sup with you and I have come”. This is the aria sung by the statue of the murdered Commendatore. The storyline of the main plot - the incorrigible and unscrupulous women devourer Don Giovanni, his victims, not only Donna Anna and Donna Elvira, but also the murdered Commendatore and especially the impudence with which the Don eventually invokes his own spectacular death - hardly comes up for discussion. 

The tragic Donna Elvira for example, one of the Don’s victims who appears to still love him until right before his death, is a personage that also must have intrigued Joyce. From all the musical highlights in Don Giovanni, Joyce refers to only one, namely the generally well-known “La ci darem la mano”. References to other famous arias known by every opera-lover are non-existent. Apart from the already mentioned ‘catalogue aria’ by Leporello and the arias ‘Batti, batti’ and ‘Vedrai, carino’ by Zerlina, Donna Anna’s arias ‘Or sai chi l’onore’ and ‘Non midir, bel’idol’, Donna Elvira’s ‘Mi tradi quel’alma ingrata’, Don Ottavio’s ‘Dalla sua pace’ and ‘Il mio tesoro in tanto’ and Don Giovanni’s serenade ‘Deh vieni alla finestra’ and ‘Meta di voi qua vodano’ should be mentioned here. Even more striking is Vernon Hall Jr.’s understanding that “not only did this opera appeal to Joyce, but he must have felt able to count on his readers’ being familiar with the character of the Don (…). Depending on his readers’ possessing this knowledge, Joyce was able, by alluding to the opera’s plot and quoting the libretto, to achieve the same montage effects that he did by employing the Odyssey” (78). Ruth Bauerle arrives at a similar conclusion in her study on the relation between music and text and words in Joyce’s works: “The opera-lover familiar with Don Giovanni had access to Ulysses via Mozart, just as the classicist entered that novel through Homer, or the Renaissance scholar by way of The Divine Comedy” (3).

In the “Circe” chapter Molly steps into the role of Don Giovanni and her husband ‘Poldy’ Bloom into Zerlina’s. Molly does this by changing one letter in the original text of the duet: she asks  “Ti trema un poco il cuore?” (Does your heart tremble a little?) instead of “Mi trema un poco il cuore” (U 15.351).

Josie Powell, an old friend of Leopold’s and at the same time Mrs. Breen, corrects him to the role of Don Giovanni: “You were always a favourite of the ladies”, she assures him. (U 15.448) Mrs Breen (….) “Voglio e non. You’re hot! You’re scalding! The left hand nearest the heart” (U 15.473-74).

Those readers who are familiar with both the libretto and the music to the opera Don Giovanni, must be extremely disappointed that the attention is almost strictly limited to the one relatively simple duet of Don Giovanni with the merely coincidentally passing country farmer girl. This “relatively simple duet” belonged to the “greatest hits” most cultured people in Bloom’s days will have been familiar with. Bloom’s choice of association is therefore the most “obvious one”. However, as stated before, Bloom and Joyce share an appreciation of the concept of light opera and the references used are therefore justified. The main characters in the aria, Don Giovanni, Zerlina and her tragically-comically betrayed young husband Masetto, inspired Joyce to bring to the scene a multitude of role-changes for the characters of Leopold and Molly Bloom in particular.  

Conclusion: Fusion of Life and Work
It is not surprising that a considerable part of the literature on James Joyce’s works is mainly concerned with the allusions to music. Scholars have conducted counts of all the musical allusions and references in Joyce’s complete oeuvre, with Finnegans Wake and Ulysses as the two major sources, and come to the conclusion that the number of times Joyce exploits the versatility of music in all its forms exceeds any other author’s. 

This thesis covers a portion of the vast realm of musical allusions in “The Dead” and Ulysses.

           Joyce’s own musical background was established early on in his life and through support from his parents he learned to play the piano and develop his singing voice; as a young man he even entered a competition in the Irish festival of music and would most definitely have won, had he not refused to sing at sight. Had he done so, his future career might have turned out to be more like that of a concert tenor than a writer. His parents provided him with an extensive knowledge of music. His passion for music and literature and the urge to compound these two arts in his works ensures the profound depths of his books. From reading “The Dead” and Ulysses it becomes obvious that Joyce transferred music onto nearly every page. 

             Chapter one focused on the presence of several musical allusions and the associations they evoked in the main characters. In “The Dead” Joyce clearly elaborates on the relationship between Gabriel and Gretta by focussing in particular on the lyrics of one balled in particular, “The Lass of Aughrim”. The protagonist’s epiphany is provoked by the reaction of his wife to the coincidental rendition of the song, which causes the narrative to climax towards the end of the story and reveal the plot’s underlying meaning.

               Chapter two dealt with Joyce’s employment of music on yet another level. The “Sirens” episode from Ulysses is constructed in a manner which demonstrates Joyce’s conscious attempt to turn it into a musical form in its own right. He uses references to several songs and arias and applies the lyrics accompanying the music to these songs as a reflection of his characters. The themes from the opera Martha and the Irish folksong “The Croppy Boy” mirror the motifs in the “Sirens” episode in particular and Joyce utilises the analogies to the songs’ plots to advance his own narrative and develop in detail the relationships between Leopold Bloom, Blazes Boylan, Martha Clifford and Molly Bloom. The story’s plot is refined in the episode and a turning point for Bloom, the main character, is established.

              The third and final chapter’s subject matter is parallel to chapter two’s musical basis. Where Joyce makes use of numerous allusions to one opera in only one episode, he utilises another opera throughout the rest of Ulysses. He employs the opera Martha in the “Sirens” episode exclusively, whereas Don Giovanni is exploited time and again throughout the remaining episodes. The musical theme is still present; however, the treatment of Don Giovanni’s plot and its characters’ storylines are referred to in more than one episode. By comparing Bloom to all five male characters from the opera, Joyce shows how the distribution of roles changes throughout the book and advances the narrative in an unexpected way. He subtly draws from the many relationships in the plot and implements the intricate associations in his own characters’ attributes.

                Not only does Joyce closely associate with the musical knowledge of his main characters in 1904 Dublin and the way in which they would experience varieties of music, Leopold Bloom in particular, he also uses this knowledge to generate progress in his works and express his intentions with his protagonists. 

Notes
i Full name: Friedrich Adolf Ferdinand Freiherr von Flotow, born 27 April 1812 in Teutendorf near Sanitz (Mecklenburg) and died 24 January 1883 in Darmstadt. Neither mentioned in Ulysses nor in Gifford: the libretto was written by Wilhelm Friedrich (real name: Friedrich Wilhelm Riese) after the ballet “Lady Henriette ou La Servante de Greenwiche” from 1844. Von Flotow was familiar with this ballet because during his stay in Paris he was commissioned with composing the music for the first of three acts; two other composers were responsible for the music to the other two acts. The reason Flotow was entrusted with only

one of the three acts was the short time in which it was necessary to complete the score. Friedrich/Riese (Berlin 1805-1879 Naples) was one of the most fruitful German librettists from the 19th Century who adapted several hundred Italian and French pieces for the German stage. 

ii William Vincent Wallace ‘Maritana’. Wallace (1812-1865) was born in Ireland (Waterford) and emigrated as a young man to Tasmania (Australia). The purport of the opera is described in Don Gifford ‘Ulysses Annotated’ (5.563). According to John Allen (Naxos Discography, 1996) ‘Maritana’ is ‘nothing more than a hotch-potch of cardboard characters in improbable situations (…) The opera (…) together with Balfe’s ‘Bohemian Girl’ and Benedict’s ‘Lily of Killarney’ formed a trio of inseparable works known collectively as ‘The English Ring’, which appellation must surely have been applied jocularly, if not derisively, for the three operas are light years removed from the four music dramas hat make up Wagner’s ‘Nibelungen Ring’ cycle. 
iii The passage of the aria referred to has a German original with Italian translation as given below. References are made to the Italian version since Joyce was most likely to have heard performances of the opera in Italian. Simon Dedalus, however, renders a rather loose translation in his rendering of the aria. 

	The Original German version

Ach, so fromm, ach so traut

Hat mein Auge sie erschaut.

Ach so mild und so rein

Drang ihr Bild ins Herz mir ein.

Banger Gram, eh’ sie kam,

Hat die Zukunft mir umhüllt,

Doch mir ihr blüte mir

Neues Dasein lusterfüllt.

Weh, es schwand,

Was ich fand,

Ach mein Glück erschaut’ ich kaum.

Bin erwacht, und die Nacht

Raubte mir den süssen Traum.

Ach, so fromm, ach so traut

Hat mein Auge sie erschaut.

Ach so mild und so rein

Drang ihr Bild in’s Herz mir ein.

Martha! Martha! Du entschwandest

Und mein Glück nahmst du mit dir;

Gib mir wieder was du fandest,

Oder theile es mit mir.


	Italian Translation

M’appari tutt’ amor                                    

il moi sguardo l’incontro                            bella si che mio cor                                    

ansioso a lei volo                                       

mi feri, m’invaghi                                      

quell’angelica belta                                   sculta in cor dall’amor                               

cancellarsi non potra                                

il pensier di poter                                       

palpitar con lei d’amor                               

puo sopir il martir                                      

che m’affana e stranzia                              

il cor e stranza il cor                                  

(M’appari tutt’amor )                                 

il mio……………                                     

bella si………….                                      

ansioso…………                                       

Marta, Marta, tu sparisti                           

e il mio cor con tuo n’ando                       

Tu la pace mi rapisti                                 

di dolor io moriro                                      di dolor morro, ah, morro!                      


	Literal English Translation

She appeared to me, full of love

my eyes caught sight of her

so beautiful that my heart

flew to her with longing

wounded me, inflamed me

by her angelic beauty

which love has engraved in my heart

and which cannot be erased

and the mere thought

of her responding to my passion

can appease the suffering

which distresses me and breaks 

my heart, and breaks my heart

(She appeared to me, full of love)

my eyes……………

so beautiful…………

flew to her…………….

Martha, Martha, you have vanished

and my heart went with you

You have stolen my peace of mind,

I shall die of grief

ah! I shall die of grief!


	Simon Dedalus’ Version

When first I saw that form endearing 

Sorrow from me seem’d to depart:

Each graceful look, each word so cheering,

Charmed my eye and won my heart.

Full op hope, and all delighted,

None could feel more blest than I;

All on Earth I then could wish for,

Was near her to live and die.

But alas! ‘twas idle dreaming,

And the dream too soon hat flown;

Not one ray of hope is gleaming;

I am lost, yes I am lost, for she is gone.

(When first I saw……. and won my heart)

Martha, Martha, I am singing

I am weeping still for thee,

Come thou lost one, come thou dear one, 

Thou alone can’st comfort me:

Ah! Martha return! come to me!
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