
SCYLLA – CHARYBDIS

A father […] is a necessary evil

–He had a good groatsworth of wit, Stephen said, and no truant memory. He carried a memory in his wallet as he trudged to Romeville whistling The girl I left behind me. If the earthquake did not time it we should know where to place poor Wat, sitting in his form, the cry of hounds, the studded bridle and her blue windows. That memory, Venus and Adonis, lay in the bedchamber of every light-of-love in London. Is Katharine she shrew illfavoured? Hortensio calls her young and beautiful. Do you think the writer of Antony and Cleopatra, a passionate pilgrim, had his eyes in the back of his head that he chose the ugliest doxy in all Warwickshire to lie withal? Good: he left her and gained the world of men. But his boywomen are the women of a boy. Their life, thought, speech are lent them by males. He chose badly? He was chosen, it seems to me. If others have their will Ann hath a way. By cock, she was to blame. She put the comether on him, sweet and twentysix. The greyeyed goddss who bends over the boy Adonis, stooping to conquer, as prologue to the swelling act, is a bodfaced Stratford wench who tumbles in a cornfield a lover younger than herself.


And my turn? When?

Come!

– Ryefield, Mr Best said brightly, gladly, raising his new book, gladly brightly.

He murmured then with blonde delight for all:

Between the acres of the rye

These pretty countryfolk would lie.

PLOT

THE TIME, is about two o’clock in the afternoon.

THE PLACE, the large compound that houses the National Library of Dublin and the National Museum.

THE PEOPLE, apart from the speaker Stephen Dedalus, are present the littérateur Mr Best, the librarian and essayist John Eglinton, the poet George Russell and the indefatigable director of the National Library (the quaker librarian) Mr Lyster –all of them real people and members of Dublin’s literary coterie in Joyce’s youth. Other characters include Buck Mulligan, as well as Mr Bloom who makes a brief appearance at the beginning and end of the episode.

SYNOPSIS

In the National Library (in the director’s office), Stephen Dedalus is developing his eccentric theory about Shakespeare, which has already been touched on in the very first episode of the book (Telemachus). The staff of the library, the poet George Russell (for a short while), as well as Buck Mulligan, form his impromptu audience. This theory is interspersed with Dedalus’ brief inner thoughts, in which aspects of his own personal life are connected with their equivalents in Shakespeare’s life, or else interrupted by comments from his educated listeners; comments that are sometimes scholarly and sometimes ribald, or indeed sometimes, derogatory (they do not, it appears, invite Stephen to their literary soirées). The scene recalls that of a Platonic dialogue with Stephen in the role of Socrates (Are you going to write it? Mr Best asked. You ought to make it a dialogue, don’t you know, like the Platonic dialogues Wilde wrote). The atmosphere is typical of literary chit-chat anywhere in the world. Mr Bloom appears for a brief space. He has come to the Library in order to search in a provincial newspaper for Keyes’ advertisement. As he leaves the Library, Stephen leaves too in the company of Mulligan. Scylla is the Library and Charybdis, opposite, the National Museum, in whose courtyard (in the previous episode) Bloom speculated about a particular anatomical detail of the statues.

THE ODYSSEY

In this episode the ancient text is referred to only metaphorically; Scylla and Charybdis is conceived as the dangerous passage between one intellectual position and another, the torture that is, of the dialectical method. The passage of Mr Bloom from the National Museum, where he admired the buttocks of the statue of Venus, to the adjacent National Library, where he is looking for the “keys” of Keyes (a newspaper advertisement): hence the passage between Art (Charybdis who “sucks down the black water” Odyssey, XII, 104) and Science (six-headed Scylla). Or indeed the silent passage of Mr Bloom (at the end of the episode) between the romantic and “auguring” Stephen and the cynical Mulligan, extrovert to the point of vulgarity. It is also the Aristotelian Stephen’s passage between the dogmatic Word (his audience –but also the rigid Shakespearianism of Stratford) and the Platonic Word (the theosophist poets centred on the review Dana, and the poet Russell, whom Stephen calls gulfer of souls, a kind of Charybdis –but also the mysticism of Elizabethan London). “Corrupt” Paris as opposed to “virgin” Dublin. Heresy (as of Sabellius and Photius) as opposed to orthodoxy (as of Aquinas and Augustine).

It is also conceived as the passage between conservatism (of his audience) and originality (of Stephen). The passage between a poet who is the established bard of his nation (Shakespeare) and a poet (Stephen) who dreams of becoming the bard of his own (the Irish nation). The passage betwen Oedipus (Shakespeare wrote Hamlet after the death of his father John) and Sabellius (the consubstantial Father and Son), in other words the Joycean Hamlet, son of a ghost-father. It is the passage between the ghost of his (dead) mother which haunts him with guilt and the ghost of his (living but absent) father. The passage between the Temporal (the creative artist’s family) and the Eternal (his works).

There are no direct references to the Homeric text of rhapsody XII except for that to Paris: the wellpleased pleaser triggered by the “wellpleased” Mr Best; only sporadic mention is made of Ancient Greek, in the broadest sense of the term, as indeed it is in the first episode.5 However, here the reader meets the name Ulysses twice, although it is rarely encountered in the book as a whole; and on both occasions this name refers us to Shakespeare. Moreover, Penelope is also ironically identified with Shakespeare’s wife: Till now we had thought of her, if at all, as a patient Griselda, a Penelope stayathome, notes Magee. Finally, the Jewish Mr Bloom is described by the mocking Mulligan as a Greek, though in the pederastic sense of the word: O, I fear me he is Greeker than the Greeks. His pale Galilean eyes were upon her mesial groove. Venus Kallipyge.
ULYSSES 9 

O! OEDIPAL SHAKESPEARE
The Traumdeutung, on the scientific level, tends to become the equivalent of what Hamlet was in the development of the theatrical work of Shakespeare… Freud is a self-analysed Shakespeare.

(Jean Starobinski, Introduction to Jones’ Hamlet et Oedipe, in La Relation Critique, Gallimard, 1970.)
Hamlet is a case study6 for Stephen Dedalus –but of course also for Joyce: A great poet on a great brother poet –What is a ghost? Stephen said with tingling energy. One who has faded into impalpability through death, through absence, through change of manners. Elizabethan London lay as far from Stratford as corrupt Paris lies from virgin Dublin. Who is the ghost from limbo patrum, returning to the world that has forgotten him? Who is king Hamlet? The ghost is Shakespeare himself, the ghost of his forgotten self left behind at Stratford, the ghost of a man who feels he has been violated, Adonis raped by an aggressive Venus, Lucrece by a lecherous Sextus Tarquinius.7 It is for this reason that Shakespeare himself liked to play the role of Hamlet’s ghost.

And who is Hamlet? His dead son Hamnet,8 Stephen argues: through the ghost of the unquiet father the image of the unliving son looks forth. A Son consubstantial with Father Shakespeare who appears as Spirit and embodies the image of Hamlet: Hamlet, I am thy father’s spirit. Here is the Holy Trinity according to Sabellius.

The usurper Claudius personifies Shakespeare’s three brothers, usurpers and “suitors” of his wife Ann Hathaway.10 She is the queen suffering from guilt (for her probable infidelities): the mother –since she is Hamnet’s mother– of Hamlet.

In Hamlet Shakespeare will take eight lives in revenge for the harm which he feels has been done to him. In his poems he speaks repeatedly of rapes. The rapist raped. From the moment that his wife Ann tumbled this beardless Adonis in the field of rye, from the moment that his virginity was forcibly taken from him, he carries for ever the marks of a will that has been creased and crumpled. Assumed dongiovannism will not save him. He will turn to the love that dare not speak its name, to men, without succeeding in finding comfort. In his sonnets he lays bare his soul and wounds once more, spurned this time for a lord. Thus he ends up as a ghost, the sea’s voice, a voice from the depths of his heart, a son without a father, a father without a son.

Loveless and passionless he was to grow old: if not a ghost, then certainly soulless, ruled by the sense of property, a Shylock.12 He was to return to Stratford (having, like a shrewd merchant, made money from the theatre), in order to set his property in order shortly before he died. In his will, his swansong,13 he left to his wife their secondbest bed. He did not forget. He would not leave the best bed to this faithless woman.14 But the sense of property in Stratford is also a sense of family: a man who holds so tightly to what he calls his rights over what he calls his debts will hold tightly also to what he calls his rights over her whom he calls his wife. No sir smile neighbour shall covet his ox or his wife or his manservant or his maidservant or his jackass. His grand-daughter Elizabeth, the child of reconciliation, will be the balm of his old age: –Marina, Stephen said, a child of storm, Miranda, a wonder, Perdita, that which was lost. What was lost is given back to him: his daughter’s child.
THE ARTIST’S WOUND

The artist, according to Stephen, endlessly unravels the tangled threads of his image in time. What he wished for in youth he will get it in middle life. His creativity is drawn from the experiences that torment him. He does not forget how he was thrown on his back and tumbled for the first time in that field, or the dead father and the son untimely lost (Shakespeare). Nor does he forget the dead mother and the absent father (Stephen). In creation he takes his revenge. Time and time again he reproduces the rape, the murder, then takes his revenge, deals out justice, gets his own back, on stage. The stage, the printed book, become a means of catharsis for his tormented soul. Just as for Homer’s Odysseus the tale recounted at the court of King Alcinous serves the same purpose.

This careful, well polished mechanism of creation, the literary text, is –according to the Freudian view– the mechanism of a “crime”; its significance lies not so much in the performance of the deed itself as in the attempt to cover its traces. No matter what means the creator may devise to disentangle the text from his traumas, no matter how much care he may take that his “mechanism” be perfect, his work will nonetheless necessarily bear the brand of the wrongs he has suffered or inflicted: at crucial (or sometimes less important) points, they prove stronger than the will (and even the reason) of the work’s maker. The mechanism of a literary text is, in the last analysis, a mechanism of failure on the part of its creator to conceal the “crime” of his experiences. The creative artist, who from the beginning is the begetter of Himself through the Spirit, attempts in his work to purchase years and years of life, he is an Agenbuyer between Himself and others,15 who performs the Creator of All Things in order to save himself.

This is why the Elizabethan playwright gave birth to a forest that bore his mother’s name, and indeed from her ashes begot the drama of Coriolanus.17 His son dies time after time as young Arthur in King John. And Hamnet will bear the name Hamlet for all eternity. The young girls in Pericles, The Tempest and The Winter’s Tale are all the girl who brought him back to Stratford, his small grand daughter Elizabeth. Cleopatra, Cressida and Venus are the other names of his wife Ann, who was certainly no Penelope; and in his plays his brothers become usurpers. What’s in a name? That is what we ask ourselves in childhood when we write the name that we are told is ours. A star, a daystar, a firedrake rose at his birth. In the depths of every name lurks something of the unnameable, of the insoluble “crime” of creation…

Joyce looks in the mirror of his son Stephen’s eyes. Stephen looks in the mirror of his father Shakespeare. Shakespeare reflects his wounded family at Stratford in his works and turns them into a universal matter. In Ulysses Joyce does exactly the same. The artist’s life emerges through unsuspected meandering by-ways to become nebulous Epiphanies in his work. In the Aristotelian terms his work “by means of pity and terror brings about the purgation of these emotions” of his life… On these Epiphanies each detail of the artist’s life acquires a universal dimension, including even his mistaken choices, since through his work his life is transformed into an “action heroic and complete”: A man of genius makes no mistakes. His errors are volitional and are the portals of discovery. 

THE HOLY TRINITY
The ghost-Father is the protagonist of Hamlet: Shakespeare himself. Mr Bloom, the protagonist of Ulysses, is also a ghost-Father: of a son who died and of a daughter who, as she grows up, has abandoned him. Hamlet here is Hamnet but also Rudy (Bloom’s dead infant son). Hence Molly is Ann Hathaway and also the queen mother. Shakespeare the creator hides within himself a Jewish Shylock. The Jewish Mr Bloom hides also a creator (There’s a touch of the artist about old Bloom –as Lenehan characteristically declares in the next episode).

But Stephen too is a sister spirit of the great bard. While Shakespeare escaped from Stratford, Stephen will attempt once again18 to escape from Dublin. Shakespeare lost confidence in his own manhood, Stephen in his father. A dynamic Trinity of Trinities is thus revealed:

Father: Shakespeare, Bloom, Simon Dedalus

Son: Hamnet Shakespeare, Rudy, Stephen

Spirit: Shakespeare’s lost father (the ghost in Hamlet), Mr Bloom’s lost father (he committed suicide), Stephen’s Ghost-Father.

On the foundations of this creative Trinity19 is being built the new Irish epic –in other words, this book itself, Ulysses, whose assured future Joyce hints at here: Our national epic has yet to be written, Dr Sigerson says. Moore is the man for it. […] James Stephens is doing some clever sketches. We are becoming important, it seems.20 

In Telemachus, the hero is tormented by England, Ireland and (Catholic) Rome: the powerful Trinity of Authority. In Proteus, the hero searches among all the outward signs of the fluid materialism of the visible and the audible21 to find the inner mainspring of Creation, the Spirit. In Scylla and Charybdis, determined and vigorous now after the Protean ritual at Sandymount, Stephen gets to grips with the pedantry of power, boldly laying claim to the position of Irish bard under the deep anxiety22 of the Shakespearian influence… The form of this Shakespearian trinity, as proposed by Stephen, has its distant roots in St Augustine; his famous formulation of the tripartite reflection of the divine in man perfectly expresses Stephen’s feeling here: “Yes, I am and I know and I desire”.23 

SPIRITUAL PATERNITY

According to Stephen’s theory the measure by which Shakespeare judges every experience, be it material or moral, is his own genius. Other males –even if they are of his own blood –repel him. He sees them as grotesque attempts of nature to foretell or repeat himself. Thus it is only his female grandchild, little Elizabeth, his daughter’s daughter, who can reconcile him to Stratford and his wife. Marina the Sea Maiden (Pericles), Miranda the Worker of Wonders (The Tempest), Perdita the Lost (The Winter’s Tale). Innocent young girls. Flesh of his flesh.

This is how the young Dublin bard reads Shakespeare. He insists that for this Father, fatherhood is a Perdita, a lost cause. Shakespeare’s experience is Stephen’s own. Theirs is an elective affinity. For Stephen, who feels himself to be homeless and fatherless, fatherhood is a necessary evil. Which fatherhood? Fatherhood, in the sense of conscious begetting, is unknown to man. It is founded upon the void. Upon incertitude, upon unlikelihood. Only amor matris exists. But fatherhood [….] is a legal fiction. If the question: Who is the father of any son that any son should love him or he any son? cannot be answered, then where is he, the fatherless Stephen, going, what is he seeking? He who has no father becomes his own Father. The father of all his race, the father of his own grandfather, the father of his unborn grandson, the father of the whole world. The Creator. This is Stephen’s answer, which is why to the next anxious question that he asks himself: What the hell are you driving at? the answer comes instantly: I know. Shut up. Blast you! I have reasons. A father proceeding from the spirit rather than from the blood, who is the ear that hears his words, the eye that reads his writings, hence flesh of his flesh –this is the only father he could ever adopt. This is the father he seeks. In front of him, Mr Bloom’s dark back shows him the way…

Stephen follows this man’s path without even being aware of it. As it rapidly moves away ahead of him, the panther’s (Mr Bloom’s) dark back interrupts Stephen’s momentary inclination for augury, but also his inclination for a (vain) confrontation with the literati: Cease to strive. Peace of the druid priests of Cymbeline, hierophantic: from wide earth an altar. The “altar” is the: frail from the housetops two plumes of smoke ascended, pluming, and in a flaw of softness softly were blown… which Stephen sees in the clear sky as he leaves the Library. The smoky housetops of Dublin now become his means of augury (like the birds migrating towards Europe in The Portrait): Cease to strive. With this stoical device, whose paternity Mr Bloom could very well claim,24 Stephen, unharmed and more mature, passes between those Dublin monsters, the Scylla of Knowledge (the Library) and the Charybdis of the Nation (the Museum). The verses that close Shakespeare’s fairy tale-like play Cymbeline provide a ritual end to this episode, as the liveliness of the smoke blowing from the housetops strengthens the young writer’s inner confidence while he wends his lonely way:

Laud we the gods

And let our crooked smokes climb to their nostrils

From our bless’d altars.

THE LUST FOR NAMES
MAGEEGLINJOHN: Names! What’s in a name?

In this markedly Shakespearian episode, direct references to Hamlet, Macbeth, King Lear, Cymbeline and other plays come thick and fast. Moreover, the style frequently mimics the playwright’s language. Words from the everyday language of the Elizabethan era, such as Bloodboltere, sirrah, nookshotten, God ild you, lakin, giglot, meacock, as well as biblical expressions like Hast thou found me, O mine enemy,25 archaisms (Sayest thou so?), and the repeated use of an adaptation of Hamlet’s words They list. And in the porches of their ears I pour26, add carefully achieved brushstrokes of an Elizabethan atmosphere to the canvas on which Stephen is developing his analysis. Into this complex picture, in which the accumulation of Shakespearian titles serves a ritualistic rather than referential purpose, are mixed the names of classical thinkers (Plato, Aristotle), of Catholic theologians, either orthodox (Aquinas, Ignatius Loyola) or heretical (Sabellius, Photius, Swedenborg), as well as theosophists (K.H. =Koot Hoomi, the mahatma of H.P.B. =Helena Petrovna Blavatsky). To them are added too the names of Shakespeare’s biographers (Brandes, Lee, Harris) in almost the same breath as those of other well-known Elizabethans (Bacon, Greene, the Earl of Southampton, Burbage, etc), and the names of other, more or less romantic, writers (Whitman, Renan, Goethe, Maeterlinck, Villiers de l’Isle Adam, Shelley, Mallarmé) including of course Irishmen (Shaw, Wilde, Mangam, Hyde, Yeats, Synge, Padraic Colum, Starkey, Sigerson, James Stephens, Russell, Moore27).

These names have very little justification for their presence in the conversation of the men of letters gathered in the Library; most of them could easily be omitted without detracting from their substance (works, literary theory, etc). Nevertheless, Stephen’s justification for piling one Elizabethan name on top of another, seems well-founded: not possessing enough information about Shakespeare himself, he attempts to fill in the lacunae by examining the names of the characters in his plays. You make good use of the name, John Eglinton allowed. Your own is strange enough.28 I suppose it explains your fantastical humour.29 But names also bear evidence of a heritage, a paternity, an Archetypal Origin which Ireland has lost30 and which Stephen is seeking for himself. By recalling a Name, one recalls Desire. By “playing” with a name (see TECHNIQUE), one recalls a forgotten life. This is the point at which creation begins: “The ultimate purpose of the poet is not to describe things but to create them by naming them; it is, I think, also his greatest joy,” the poet Seferis31 was to write, unintentionally “interpreting” Stephen.

Finally, the hints of homosexuality32 which are woven through this episode constitute the other side of a pedantic sterility which clings to the allure of the Name (Best: I hope Edmund is going to catch it. I don’t want Richard, my name…), unable to perceive the secret life which the name may hold within it. A torrent of barren literary lust spills out in this impromptu symposium in the library, in which at noon, the hour when the rest of the city has been transformed into a Laestrygonian land, the insatiable literati are dining on the somewhat dry fare of Names offered by Stephen, the fatherless man of letters.

SHAKESPEARE AND CO
Suddenly, the people present in this episode are transformed into dramatic heroes. A one-act microdrama is performed (whose title might be What’s in a name?), which begins and ends with Stephen: Speech, speech. But act. Act speech. They mock to try you. Act. Be acted on. 

In this highly theatrical conversation about the theatre, beneath a welter of theatrical and other names, the participants are reduced to role-names, they act (in the theatrical as well as the general sense), and through the pseudonyms given them (Mageeglinjohn, Quakerlyster) act out alien roles.

In The Portrait, Stephen claimed that drama is the highest form of literature, precisely because it remains impersonal. In this spirit, the microdrama set within this episode prophetically foretells a scene that was to take place after Joyce’s death, a scene resembling one concerning Shakespeare about which Stephen speaks mockingly (in which philologists, Cypherjugglers, struggle to prove that Francis Bacon wrote the First Folio): a few years ago, all manner of “Cypherjugglers” insisted that the seventy-year-old Ulysses contained thousands of errors (see “The Scandal of Ulysses” at the beginning of the present book). In this case dramatic art, as a mimesis of nature, comes in its most prosaic form to virtually support Stephen’s Aristotelian theory.

There is a second, minute one-act play here, entitled Everyman His Own Wife. Its spontaneous “author” is Mulligan, who has already extemporised on an idea of Mallarmé (Hamlet ou Le Distrait, Pièce de Shakespeare). His work is intended to satirise the masturbatory habits of intellectuals. However, it does not go beyond the drawing up of the dramatis personae, it does not get written, it is not acted, it is read by Mulligan in sweetly varying voices.

TECHNIQUE

(The Labyrinth)
The theatrical jokes, the musical jokes (Gloria in excelsis deo), the poetic jokes (The quaker librarian, quaking, tiptoed in, quake, his mask, quake, with haste, quake, quack), the wordplay (A. E. I. O. U. or Leftherhis Secondbest Bestabed Secabest Leftabed Woa!34), the cynical play of irony and sarcasm (in Mulligan’s style), the games played with the pseudonyms of the heroes of this episode,35 as well as the barrage of (imaginary or real) quotations from various writers, combine to create a daedalic labyrinth of coffined thoughts from which Stephen seeks in vain to escape through his agonised talk.

This labyrinth of name dropping concentrates the artfulness with which the Platonic dialogue is skilfully mimicked; at the same time, however, it shows how defenceless the Socratic dialectic method proves in the face of literary game-playing. The self-consciously literary remarks of his companions which interrupt Socrates-Stephen’s speech form the walls of the Labyrinth. In vain does Stephen resort to the rituals of Names, trying to deliver oppressed, buried Desire from these unmarried intellectuals: Unwed, unfancied, ware of wiles, they fingerponder nightly each his variorum edition of The Taming of the Shrew…

Stephen Dedalus is thus trapped in his own literary creation, just as his ancient prototype was in the labyrinth. As a result, Stephen’s theory about Shakespeare seems to amuse him, to allow him to mock himself, to preen himself narcissistically, and in the end to refute itself. Do you believe your own theory? (asks John Eglinton) No, Stephen said promptly. This is the only possible way out of the mummed labyrinth. Nonetheless it is known (from Ellmann in his Biography) that Joyce never ceased to be content with his theory about Shakespeare.

The intolerable lust for literary quotations and names on the one hand, and on the other hand the utterly lively enjoyment of dialectic as well, in addition, as Stephen’s abrupt introspective asides: this wonderfully polyphonic text of the ninth episode conceals a dramatic quality which becomes obvious the first time it is read aloud. A performance of it in the theatre would be interesting. The director would have to reproduce on stage the elaborate labyrinth in which the hero is trapped, against the background of the equally labyrinthine relations between Joyce and Shakespeare. In this case the people present in this episode would have to play the different voice-texts: the musical bits, the poetic bits, the theatrical bits, the names, the literary quotations, etc. How to render their function, that is, in the Aristotelian sense, would be the major concern of both director and actors…
– A father, Stephen said, battling against hopelessness, is a necessary evil. He wrote the play in the months that followed his father’s death. If you hold that he, a greying man with two marriageable daughters, with thirtyfive years of life, nel mezzo del cammin di nostra vita, with fifty of experience, is the beardless undergraduate from Wittenberg then you must hold that his seventyyear old mother is the lustful queen. No. The corpse of John Shakespeare does not walk the night. From hour to hour it rots and rots. He rests, disarmed of fatherhood, having devised that mystical estate upon his son. Bocaccio’s Calandrino was the first and last man who felt himself with child. Fatherhood, in the sense of conscious begetting, is unknown to man. It is a mystical estate, an apostolic succession, from only begetter to only begotten. On that mystery and not on the madonnas which the cunning Italian intellect flung to the mob of Europe the church is founded and founded irremovably because founded, like the world, macro- and microcosm, upon the void. Upon incertitude, upon unlikelihood. Amor matris, subjective and objective genitive, may be the only true thing in life. Paternity may be a legal fiction. Who is the father of any son that any son should love him or he any son?

What the hell are you driving at?

I know. Shut up. Blast you! I have reasons.

Amplius. Adhuc. Iterum. Postea.

Are you condemned to do this?

– They are sundered by a bodily shame so steadfast that the criminal annals of the world, stained with all other incests and bestialities, hardly record its breach. Sons with mothers, sires with daughters, lesbic sisters, loves that dare not speak their name, nephews with grandmothers, jailbirds with keyholes, queens with prize bulls. The son unborn mars beauty: born, he brings pain, divides affection, increases care. He is a male: his growth is his father’s decline, his youth his father’s envy, his friend his father’s enemy.

In rue Monsieur-le-Prince I thought it.

– What links them in nature? An instant of blind rut. Am I father? If I were?

NOTES

1. Most of the details about Shakespeare’s life that Stephen uses are taken from the book by George Brandes (1827-1927), William Shakespeare (London, 1898).

2. By cock: Apart from its sexual connotations, this phrase recalls Ophelia’s song in Act IV of Hamlet –a song which once more brings to the fore the idea of the “tumbled”, raped young Shakespeare, as Stephen conceives him: 

“Young men will do’t if they come to’t –

By Cock, they are to blame.

Quoth she, ‘Before you tumbled me,

You promis’d me to wed.’

He answers,

‘So would I a done, by yonder sun,

And thou hadst not come to my bed’.” (Hamlet, IV, v, 60-66.) 

3. The phrase “as prologue to the swelling act” is taken from Macbeth (I, iii, 128-129): 

“Two truths are told, 

As happy prologues to the swelling act 

Of the imperial theme.” 

Swelling, which in the Shakespearean text means stately, is used by Joyce to imply both erection and pregnancy. Subliminally the phrase refers to the intercourse of Molly and Bloom on Howth Hill, referred to repeatedly throughout the book (see the excerpt given in the present work at the end of the chapter on the previous episode.)

4. Best “corrects” Stephen, quoting the relevant words from As You Like It (V, 3 20-25).

5. For example, the inclination to augury which Stephen shows, his character-revealing phrases: Autotimerumenos. Bous Stephanoumenos, the sense of the crowned ox being repeated with innuendo in the phrase queens with prize (therefore garlanded) bulls (a reference to the myth of Pasiphae and Daedalus), as well as the direct reference to Daedalus: Fabulous artificer, the hawklike man, or at the end Mulligan’s cry: Eureka! Eureka!
6. For the sources on which Joyce based Stephen’s ideas, see William Schutte, Joyce and Shakespeare, New Haven, 1957. See also Adams (Surface and Symbol, New York, Oxford University Press, 1962, pp.126-131). The latter author shows that Joyce made extremely free use of the information taken from his sources. The sole purpose of this episode, according to Adams, is “to show Stephen’s mind in action”. 

Some sources are recorded in the episode itself; the “quaker librarian” (Lyster) refers to Frank Harris (author of The Man Shakespeare, New York, 1919), while Stephen quotes the phrase of Robert Green: a deathsman of the soul (which, however, Green uses in his Groatsworth of Repentance to refer not to Shakespeare but to lust…). Robert Green, a dramatist and pamphlet writer who was a contemporary of Shakespeare, adds a few details to the scanty information we have about the Bard’s life. His famous phrase “a tiger’s heart wrapped in an actor’s sheepskin” comes from a pamphlet against Shakespeare published in 1592. In this episode the biographers of Shakespeare Georges Brandes (1898, see note 1) and Sydney Lee (New York, 1919) are also mentioned, both of whom were largely used by Joyce as the basis for his theory. The former is accepted as an authority by Stephen, while the latter is referred to by Magee.

7. The two best known poems by Shakespeare, which he wrote at the age of thirty during the outbreak of cholera (all theatres were closed that year), in other words, Venus and Adonis (1593) and The Rape of Lucrece (1594). The subject of both poems is the violation of erotic will. Both are dedicated to the Earl of Southampton.

8. Shakespeare’s son Hamnet died at the age of twelve.

9. Shakespeare’s three brothers: Gilbert, Edmund and Richard. As Adams shows (op. cit. pp. 128-129), the likelihood that they were indeed “suitors” of Shakespeare’s wife is practically non-existent.

10. Ann Hathaway was eight years older than Shakespeare, who married her when he was eighteen. He abandoned her after three years of marriage. He only returned to Stratford a few years before his death (in about 1611). They were married in November 1582 and their first child was born the following May; in 1585 they had twins.

11. Nine lives are taken for his father’s one, writes Joyce in Ulysses. However, in Hamlet eight lives are taken on stage. Joyce was clearly including the poisoned father in this number…

12. Compare the reference to Shakespeare by “Nestor” Mr Deasy in the second episode (Nestor): He knew what money was, Mr Deasy said. He made money. A poet but an Englishman too.
13. Shakespeare made his will just one month before his death.

14. Shakespeare’s will really does contain this provision. It has been supposed this means that the best bed was kept for visitors, while he and his wife slept in the second best bed. Through Stephen’s words Joyce gives a different interpretation of this term of the will.

15. For the theory of the literary text as the “mechanism of a crime”, see Mario Lavagetto, La Macchina dell’errore (Storia di una lettura), Giulio Einaudi editore s.p.a., Torino, 1996.

The Agenbuyer between Himself and others can be taken as God, as clearly expressed in the Oxen of the Sun (see THE NAMES OF GOD in the chapter on that episode). The Agenbuyer bears some relation to Seferis’ word ψυχαμοιβός in “Kichli” (Ikaros, Athens, 1974, p. 334). The mediaeval agen is also seen in the Agenbite of inwit (i.e. remorse) which torments the guilt-ridden Stephen Dedalus in the first episode (Telemachus).

16. Notably the enchanted Forest of Arden in As You Like It; Shakespeare’s mother was called Mary Arden.

17. Volumnia, mother of the arrogant Coriolanus.

18. The deterioration in his sick mother’s condition had brought him hurrying back from Paris, where he lived as a student (Telemachus, note 8).

19. Harold Bloom in The Western Canon (Papermac, London, 1995, p. 414) analyses the Trinity in the present episode as follows: “Poldy is both Ulysses and the ghost of Hamlet Senior, while Stephen is both Telemachus and young Hamlet, and Poldy and Stephen together form Shakespeare and Joyce. This sounds a little bewildering, yet it fits Joyce’s purpose, which is to absorb Shakespeare into himself…”

20. Our national epic… This observation was in fact made by John Eglinton (and not by Sigerson –1838-1925), in Anglo-Irish Essays (1916), with a clearly implied reference not to Moore of the Irish Revival, but to Joyce’s Ulysses (Kiberd, p.1020). Moreover, the passage in which this observation is made also refers suggestively to the Irish writer living in self-exile in Paris, James Stephens. His name calls to mind both Joyce’s Christian name and that of his hero… Thus it could well be read as James Stephen Joyce… It is ironic that James Stephens, a friend of Joyce (they were exactly the same age, both born on the 2nd of February 1882), did not wish to subscribe to the first edition of Ulysses, stating in justification that it was “too expensive book and too difficult to borrow, too difficult even to talk about…” (in Bruce Arnold, The Scandal of Ulysses, London, 1991, p.35).

21. Reverberations from the third, protean, episode are clear here: the references to the visible and the audible, Mr Bloom’s step of a panther, the repeated references to King Lear, etc, etc. See for example the quotation from Russell’s poem Deidre (1901), Flow over them with your waves and with your waters, Mananaan, Mananaan, MacLir… which, as in Proteus (the steeds of Mananaan) and in the Aeolia (see section THE HOUSE OF KEYS), reflect the protean fluidity of the world.

22. The word “anxiety” here refers of course to Harold Bloom’s much discussed use of the term in The Anxiety of Influence, 1973 (see the whole of the second chapter: Four).

23. “Dico autem haec tria: esse, nosse, velle. Sum enim et scio et volo: sum sciens et volens, et scio esse me et velle, et volo esse et scire.” (“I say moreover these three things: being, knowing and desiring. For I am and I know and I desire: I am both knowing and desiring, and I know that I am and that I desire, and I desire to be and to know.”) S. Aurelius Augustinus, Confessiones, XIII, 11.12). 

24. See in the previous episode the tolerance Mr Bloom shows towards the suitor Boylan, telling himself not think, rather in the same manner as Stephen urges himself Cease to strive. Mr Bloom’s stoical attitude gets full its reward later, in the singular “suitor killing” in Ithaca (17th episode).

25. = “Hast thou found me, O mine enemy?” Ahab’s words to the prophet Elijah. (Kings I, 21, 20, Authorised Version.)

26. = They list. And in the porches of their ears I pour. A combination of two quotations from the ghost in Hamlet: “List, Hamlet, list, O list!” (I, 5, 22) and “And in the porches of mine ears did pour” (I, 5, 63).

27. The work of George Moore (1852-1933) shows a preoccupation with the subject of adultery, which is also central to this Shakespearian episode and indeed to the whole of Ulysses. Francophile, realistic works of his on this subject had a great influence on young Irish intellectuals (e.g. Lewis Seymour and A Modern Lover); with this in mind, Joyce makes Mulligan say: Monsieur Moore […] lecturer on French letters to the youth of Ireland… Naturally, by putting this phrase into the mouth of the ironic Mulligan, Joyce is also implying the popular meaning of the words (=condoms); this gives it a particular weight in view of the fact that it is said to a circle of “sterile” and childless intellectuals. (See also Brown, J.J. and Sexuality, Cambridge, 1985, pp. 23 and 62; the subject of contraception etc is come across again in the episode Oxen of the Sun, where once again Stephen holds forth to a company of bachelors (this time young men) as Zarathustra, sometime regius professor of French Letters to the University of Oxtail (= Oxford).

28. Stephen Dedalus. In this episode we find a few more keys to the name of the central hero. In Ulysses, the ideas of “daedalic” and “labyrinth” take their significance on the one hand from the teeming modern city (see the next episode as a characteristic example), where Stephen struggles in every sense to escape, and on the other hand, and mainly, from the labyrinth of the hero-creator’s psyche: will his creation liberate him, or will it entrap him as Daedalus was entrapped in the labyrinth that he had constructed? The common element which links St Stephen (the first martyr) with the Daedalus of ancient myth is one that also expresses a deep-seated belief of the Joycean Dedalus: Non Serviam (St Stephen the established religion, Daedalus the established power, and Stephen Dedalus both). Another thing all have in common is lack of acceptance, a deliberate flight from their native land: Autontimorumenos. Hence Stephen Dedalus is the tyrannised, exiled artist, he who fabricates (Fabulous artificer, the hawklike man…) a new imitation of the world in order to earn his living. According to the mythical tradition (Diodorus IV, 76, Plato, Hippias Major 282 A, Pausanias II, 4, 5), it was Daedalus who for the first time made statues of human figures which departed from the rigid immobility of primitive idols; he opened their eyes, stretched out their arms, moved their legs apart… But Dedalus as a surname, as Stephen’s father’s family name, also carries the weight of original sin: Bous stephanumenos. (The ancient Daedalus fashioned for Pasiphae, wife of the Cretan King Minos, the likeness of a cow, by the use of which she succeeded in coupling with the bull of Poseidon. From this union was born the Minotaur, for whom Daedalus made the labyrinth.) More information for the name “Stephen”: chapter Telemachus, note 2.

29. It is interesting that Joyce will subsequently make his hero reflect on the significance of names when he finds himself in a place where the lustre of their mystic allure is rubbed off by harsh reality: in the shabby cabman’s shelter (Eumaeus), in the midst of youth that is passing and the old outcasts who are the sad remains of it, Stephen will say: Sounds are impostures. Stephen said after a pause of some little time. Like names, Cicero, Podmore, Napoleon, Mr Goodbody, Jesus, Mr Doyle. Shakespeares were as common as Murphies. What’s in a name?
30. This is the meaning of the reference here to two anthologies of Celtic tradition, to Jubainville’s book The Irish Mythological Cycle, 1903, and to Hyde’s Love Songs of Connacht, 1893 –books, incidentally, in which the Englishman from Oxford, Haines, was interested in Telemachus.

31. George Seferis, Essays, I, p.138, II, p.164, Athens, Ikaros, 1984. Hermann Broch, too, in The Death of Virgil, years after Joyce (1945), illuminates the Name in exactly the same spirit of artistic entelechy: “the unmasterable, the unattainable, which she surmised might possibly lurk in the inaccessible truth that shone out from the depths of a name…” (translated by Jean Starr Untermeyer, Vintage International, 1995, II (The Fire), 4, p.187.)

32. E.g. the Shakespeare of the sonnets, the love that dare not speak its name, Mulligan’s little rhyme John Eglinton, my jo, John, Why won’t you wed a wife?* or, also according to Mulligan, the suspect look that the Greek Bloom gives Stephen (see the end of the ODYSSEY section), as well as a great many other hints, more or less veiled.

* A parody of a poem by Robert Burns (1759-1796), John Anderson, my jo, John. For interesting comments on an extant typed poem by Joyce, see James Joyce, Oeuvres, ed. J. Aubert, Gallimard, Paris, 1982, vol. 1, p.1401.
33. A. E. I. O. U. = A.E.* I Owe You. Joyce is indirectly acknowledging his debt to the (theosophist) circle of the “Faubourg Saint Patrice”. Russell and Yeats were the soul of the Dublin Theosophical Society. From a very early age Joyce felt that his talent was not recognised in these circles, and gives similar feelings to Stephen in the present episode: in the collection of younger poets’ verses which Russell published in 1904 under the title New Songs –announced here by the librarian– no poems by Joyce were included, and Stephen is not invited to the literary soirée to be held that evening. At this date Joyce, just twenty-two years old, had written the vengeful poem “Holy Office” directed against them. Yeats said about it: “I have never met before such conceit with so little grounds for it.” Russell, too, shortly after the publication of Ulysses, said (to John Quinn) that “he didn’t like the atmosphere of the book” and felt that Joyce, like Nietszche, “had gone beyond good and evil”. 

* A.E. was the literary pseudonym of George Russell. Joyce himself reveals the origins of it in the phrase: Mummed in names: A.E., eon: Magee, John Eglinton. The Greek word eon (more correctly spelt aeon –the two first letters forming Russell’s pseudonym) in Theosophy denote one of those eternal beings which together form the essence of the Supreme Being and which constitute the intermediate link between Him and the world. This is very close to the Platonic Idea. 
34. Leftherhis Secondbest etc. Compare an interesting interpretation by Manto Aravantinou in James Joyce’s Greek, Athens, Ermis, 1977, p.85 (in Greek).

35. Littlejohn Eglinton, Eglintonus Chronolologos, Mr Magee, Mor, Matthew, Mageeglinjohn, Eglinton Johannes, are only some of the variations on one name, that of Magee. W.K. Magee (1868-1961) was a librarian in the National Library and essayist (Anglo-Irish Essays, 1910, 1916) who had a powerful influence on literary affairs at this date; in his book, Literary Portraits of Ireland, Macmillan, 1935, there is a chapter on early Joyce. The other prominent figure in the library, Thomas William Lyster (1855-1922) was its director (1895-1920) and was a well-known pacifist and Quaker. The present episode opens with Goethe’s Wilhelm Meister; Lyster had written a biography of Goethe.

36. Amor matris (= mother love): compare in the second episode (Nestor) Stephen’s reference to the slow-witted pupil Sargent: Amor matris: subjective and objective genitive. With her weak blood and wheysour milk she had fed him…

