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1. Odysseus
2. The Mast
3. The Rope
4. The Sirens
5. Music and Memory

In the el ev enth epis ode of James Joyce’s Ulysses, “Sirens,” Joyce dis‐ 
plays a mas tery of mu sical and memory- based nar rat ive by com pos‐ 
ing the reader into the text’s rhet or ical pro cess. Through the struc‐ 
ture and non lin ear prose of the epis ode, the reader as sumes the role
of a meta phys ical Odys seus sub jec ted to a per il ous jour ney on the
sea. Just as Odys seus was bound by rope to the mast of his ship in
order to sur vive the calls of the Sirens, the reader is bound to their
own mast (the epis ode’s pre lude), se cured by their own rope (Joyce’s
use of re pe ti tion and lin guistic har mon ies), and se duced by their own
Sirens (aes thetic and cyc lical dis trac tions). In es sence, I am shift ing
the myth o lo gical pro gen ated roles tra di tion ally as signed to char ac‐ 
ters such as Bloom (Odys seus) and the bar maids (the Sirens) to the
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reader’s cog nit ive land scape com posed of lit er ary quag mires. By
provid ing this struc ture to ana lyze how read ers cog nit ively and aes‐ 
thet ic ally en gage with the text, we are able to identify new rhet or ical
and lit er ary re la tion ships between the reader, music and memory.

1. Odys seus
The first dis tinc tion to make when en ga ging with the epis ode not
through the char ac ters, but through the lan guage, is how Joyce com‐ 
poses the reader into the text, and es tab lishes them as their own
Odys seus. Simply, Joyce util izes gram mat ical and aes thetic tech‐ 
niques that re quire cog nit ive en gage ment on the part of the reader in
order to nav ig ate the vari ations on streams of con scious nesses that
com pose the move ment of the epis ode. This ef fect is achieved via
par al lel pro cessing, a method of cog nit ive en gage ment that as sists
read ers in grap pling with the epis ode’s non lin ear prose. Patrick Colm
Hogan writes ex tens ively on this pro cess, out lining that par al lel pro‐ 
cessing “in volves mul tiple op er a tions oc cur ring sim ul tan eously to
pro duce a single res ult,” and “for the most part, it is not self- 
conscious” (2013� 153-54). This pro cess ex tends bey ond purely text- 
centralized plot, nar rat ive and char ac ter istic de tails that are sim ul‐ 
tan eously at play; it ex tends to how the reader ab sorbs this in form a‐ 
tion and in turn, which in form a tion is vo cal ized or sub vocal ized. That
is, the reader and the text’s rhet oric be come dia lect ical, since the
reader must en gage with lin ear prose that is in ten ded to sup ply a sin‐ 
gu lar, mul ti fa ceted ef fect. For ex ample, ob serve when Simon Dedalus
asks Miss Douce how her va ca tion went:

2

- O wel come back, Miss Douce. 
He held her hand. En joyed her hol i days? 
- Tiptop. 
He hoped she had nice weather in Rostrevor. 
- Gor geous, she said. (U 11.194-99) 1

We first begin with a clear in dic a tion that Simon is speak ing and wel‐ 
com ing Miss Douce back home. The next line sug gests that nobody is
speak ing, as in dic ated by the miss ing hy phen. Yet, the second sen‐ 
tence in the line is a ques tion that is dir ectly re spon ded to in the
third line by Miss Douce. At first, the reader may be lieve that the
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ques tion is an in terior one that Simon asks him self, but then gains ac‐ 
cess to both in terior and ex ter ior rhet or ical mo bil ity when the re‐ 
sponse is mani fes ted into a dir ect and “tan gible” quote. The same ef‐ 
fect is re peated in the next two lines. The nar rator tells the reader
that Simon hopes Miss Douce ex per i enced nice weather on her trip,
but it is left to the reader to for mu late the exact phras ing of the un‐ 
spoken ques tion. As Hogan as serts, when the char ac ter’s thought is
im ple mental, “the task usu ally re quires only very lim ited cog nit ive
pro cessing and is mixed with ex plor at ory sim u la tion” (2013� 162, em‐ 
phasis mine). This ex plor at ory sim u la tion is the pre cise concept that
al lows Joyce to com pose his reader into the text; act ive par ti cip a tion
is re quired on the part of the reader to con nect in ternal to ex ternal.

Of course, this ex ample is only a vari ation of the stream of con scious‐ 
ness present in the epis ode, one that oc curs between two char ac ters.
Par al lel pro cessing is most es sen tial when nav ig at ing Bloom’s in ter‐ 
spersed in ternal mono logues, since in lit er at ure, “the par al lel ism of
stream of con scious ness must be seri al ised, as non- subvocalised ex‐ 
per i ences are presen ted in the se quence of speech” (Hogan 2013� 163).
Though lin ear ity sup posedly serves as an obstacle to what read ers
are in ten ded to ab sorb sim ul tan eously, these sub vocal ized and non- 
subvocalized thoughts and sen tences are triggered ex pli citly by se‐ 
quenced phon o lo gical oc cur rences in de pend ent of other fields of
cog nit ive input. 2 Thus, when the reader takes into ac count their own
ef fect on what the text is rhet or ic ally in ten ded to tell them, they are
able to sur mise and in ter pol ate the in ten ded mes sages based on their
pref er ences. For in stance, let us ob serve how the reader may en gage
with one of Bloom’s in ternal streams of con scious ness:
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By Can t well's of fices roved Greaseabloom, by Ceppi's vir gins, bright
of their oils. Nan netti's father hawked those things about, wheed ling
at doors as I. Re li gion pays. Must see him about Keyes's par. Eat first.
I want. Not yet. At four, she said. Time ever passing. Clock hands
turn ing. On. Where eat? The Clar ence, Dol phin. On. For Raoul. Eat. If
I net five guineas with those ads. The vi olet silk pet ti coats. Not yet.
The sweets of sin. (U 11.184-90)

This pas sage is a con glom er ate of nar ra tion, self- reflection and in‐ 
ternal storytelling. The first sen tence comes from the nar rator, es‐ 
tab lish ing the set ting and char ac ter, lead ing the reader into the mind
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of Bloom. The next two lines con sist of Bloom ob serving the just- 
established set ting and com ment ing on it. The sub ject then jumps
from Bloom’s de bate to eat or not, to his wife’s af fair at four, back to
where he should eat, to his suc cess on the ads, to lingerie, and fi nally
back to his wife’s af fair. Though the in form a tion is given in a lin ear
order, Joyce is able to present it as a sin gu lar state of thought. The
bite- sized sig ni fi ers of other events, char ac ters and feel ings re quire
the reader to sort through them and de cide what Bloom is al lud ing to
with each new sen tence. The de ploy ment of in com plete gram mat ical
and aes thetic ele ments in the pas sage begs the reader to com plete
them using in form a tion garnered from earlier epis odes. Con‐ 
sequently, this task also pro duces the ef fect of aug ment ing the in‐ 
form a tion in other epis odes, since it re quires the reader’s dia lect ical
and cog nit ive en gage ment. Al though in sight ful to how par al lel pro‐ 
cessing func tions through out the epis ode, these ex amples are only
local. If the reader is made to be Odys seus through the re spons ib il ity
of their par ti cip a tion, then what they are tied to is a state of con stant
par al lel pro cessing that spans the whole epis ode, one they are
greeted with from the very first sen tence of “Sirens.”

2. The Mast
The first sixty- three lines of epis ode el even are dis tilled clips and
mo tifs of forth com ing lines and events found all through out “Sirens.”
Al though there are many in ter pret a tions as to what func tion the first
part of the epis ode serves, I argue that the primary in ten ded pur pose
of this pre lude is to present the reader with a vari ety of voices that
aes thet i cize the issue of non lin ear nar rat ive and prose. 3 Using the
meta phor of Homer’s Odys sey, these lines can be con sidered the mast
that Odys seus (the reader) is bound to. Not only does this open ing
sec tion en gage the reader in par al lel pro cessing, it al lows the text to
be come a cir cu lar pro cess of ref er en cing that con stantly con tex tu al‐ 
izes and re- contextualizes the ex plor at ory sim u la tion. Joyce’s style of
writ ing in “Sirens” acts as an elastic band that pulls the reader back to
pre vi ous sen tences, and those sen tences are tied back to the mast.
The ree valu ation of pas sages in re sponse to these tex tual mo ments
both later and prior to the chapter res ult in what Hugh Ken ner calls
the “aes thetic of delay.” Ken ner de scribes the concept as “pro du cing
the simplest facts by par al lax, one ele ment now, one later, and leav ing
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large or ders of fact to be as sembled late or an other time or never”
(1987� 81). This aes thetic of delay is the func tion that keeps us re turn‐ 
ing to the be gin ning sixty- three lines, and the be gin ning sixty- three
lines re turn ing to the text. That is, the be gin ning sec tion only be‐ 
comes co her ent after read ing the rest of the epis ode. Mar jorie Howes
ex pands on this concept, not ing that the aes thetic of delay only re‐ 
quires the reader to “re visit pas sages and solve riddles in light of later
in form a tion,” but the aes thetic of par al lax for mu lates tex tual in‐ 
stances that are “only in tel li gible in re la tion to what has been said be‐ 
fore… Taken to gether, they sug gest a model of read ing Ulysses that is
non- linear and al ways in pro cess” (2014� 129). This model of the aes‐ 
thetic of delay / par al lax func tions in uni son with the concept of par‐ 
al lel pro cessing, since the former al lows for time- based mo bil ity, and
the lat ter al lows for cognitive- based un der stand ing.

The aes thetic of delay/ par al lax is not a concept that solely ex ists to
per mit read ers to in vest ig ate dif fer ent parts of the text in re la tion to
one an other. It is a concept that helps provide styl istic aes thet ics. A
primary way to ob serve this is by look ing at how the source ma ter ial
from the pre lude is em bel lished in the second part of the epis ode. In
the six teenth line of the pre lude, Joyce writes “Coin rang. Clock
clacked” (U 11.16). These two short sen tences are then styl ist ic ally en‐ 
riched and echoed halfway through the epis ode: “Miss Douce took
Boylan's coin, struck boldly the cashregister. It clanged. Clock
clacked. Fair one of Egypt teased and sor ted in the till and hummed
and handed coins in change. Look to the west. A clack. For me” (U
11.382-84). Line thirty- six, “Pearls: when she. Liszt's rhaps od ies.
Hissss,” res on ates to “Like those rhaps od ies of Liszt's, Hun garian,
gipsyeyed. Pearls” (U 11.36; 983-84). In both of these ex amples, the
ori ginal sig ni fy ing sen tences in the pre lude are not only re arranged,
but as signed new mean ing and con text. These re arrange ments are
the core func tion be hind com pos ing the style of lit er ary aes thetic
present in “Sirens.” The style is fur ther es tab lished via the ac com‐ 
pani ment of par al lel pro cessing; the reader is promp ted to cog nit ively
as sign mean ing between the open ing lines and what they rep res ent
later on in the text (time- based mo bil ity), or vice versa. Fur ther, these
pro cesses give mean ing as to why the pre lude even ex ists as an aes‐ 
thetic au thor ity in the first place. If the reader is bound to the mast,
then they are bound by re pe ti tion and form.
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3. The Rope
In “Sirens,” the use of local and non- local tex tual re capit u la tion and
mu sical har mon ies com pos i tion ally scaf fold the aes thetic of delay/
par al lax and par al lel pro cessing, al low ing the reader to re main as a
ne ces sary par ti cipant in the rhet or ical pro cess. More spe cific ally,
Joyce con sist ently em ploys the use of re pe ti tion in order to en hance
rhet or ical en gage ment with aes thet ics, rather than lin ear en gage‐ 
ment with the nar rat ive. For in stance, “Miss Kennedy sauntered sadly
from bright light, twin ing a loose hair be hind an ear. Saun ter ing sadly,
gold no more, she twis ted twined a hair. Sadly she twined in saun ter‐ 
ing gold hair be hind a curving ear” (U 11.81-83). The source ad ject ives
and verbs in the quote are es tab lished by the end of the first sen‐ 
tence. The sub sequent sen tences serve to re in ter pret and re- stylize
the ori ginal mes sage. As Howes points out, “Many in stances of this
method are quite local, de signed to high light the prin ciple it self
rather than the con tent of what is being re membered” (2014� 129). Al‐ 
though the reader does not have to sup ply their own cog nit ive in ter‐ 
pret a tion, par al lel pro cessing is still present when we con sider the
en tire scope of de tails a sec tion like this provides. That is, the de tails
are provided once for func tion, and re peated again for a styl istic pan‐ 
or ama that the reader is bet ter able to en gage with aes thet ic ally and
in tern ally.

8

Local re pe ti tion does not only occur in im me di ate sen tences, but can
also mani fest over the course of lines that exist in close prox im ity.
For ex ample, “The boots to them”; “loud boots un man nerly asked”;
“bootss nout sniffed rudely” (U 11.89; 94; 100). Though the three sen‐ 
tences exist in sep ar ate sec tions, they serve to con vey and de velop
the same idea in dif fer ent phras ings. In the first line, we know who
the boots are ad dress ing. In the second two lines, we find that the
boots are char ac ter ized by their ab ras ive be ha vior in two styl istic
ren der ings. Without the full con text of the words and sen tences that
sur round them, from these clips of phrases the reader is able to
identify and con tex tu al ize the boots’ pur pose and mean ing. Fur ther,
sub tract ing the sur round ing de tails al lows read ers to once again en‐ 
gage in par al lel pro cessing in order to fill in what is both not im me di‐ 
ately said and or im plied.
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Non- local re pe ti tions es tab lish and ce ment de tails more ef fect ively,
primar ily be cause they re main con stant on a lar ger scope of the epis‐ 
ode. Fur ther, spaced- out re pe ti tions of de tails allow for more en‐ 
gage ment with the aes thetic of delay/ par al lax, since it is re li ant on
time- based mod al ity. For in stance, Blazes Boylan is con stantly as so ci‐ 
ated with the words “jingle,” “jaunt,” and “jangle”: “Jingle jingle jaunted
jingling”; “Jingle jaunty blazes boy”; “Jingle a tinkle jaunted”; “Jingle
jaunted down the quays” (U 11.15; 290; 456; 498). Due to the con stant
as so ci ation with these phrases, Boylan ef fect ively be comes in ter‐ 
change able with them, as seen in the third and fourth in stances when
his char ac ter is sig ni fied by the word “jingle.” We also see how the ini‐ 
tial phrase be gins in the epis ode’s pre lude and is re flec ted in its sub‐ 
sequent vari ations. Fur ther, the style of the phras ing does not ne ces‐ 
sar ily usurp the content- value of what is writ ten, but rather is used in
equal con junc tion. An other ex ample that places more em phasis on
style than nar rat ive con tent is Pat the waiter and the dis em bod ied
laughs that al lude to the humor of his oc cu pa tion: “Wait while you
wait. Hee hee. Wait while you hee”; “Hee hee. A waiter is he. Hee hee
hee hee. He waits while you wait. While you wait if you wait he will
wait while you wait”; “Hee hee hee hee. Deaf wait while they wait” (U
11.40; 917-19; 1004). Again, the first in stance of this pat tern is es tab‐ 
lished in the pre lude and riffed on in the epis ode’s primary body. Al‐ 
though the con tent ex ists within the vari ations, the aes thetic re ph‐ 
ras ing is util ized more to sup ply the reader with a lar ger palette for
par al lel pro cessing. The aes thetic of delay/par al lax is what ropes us
to our cog nit ive in take and pre vents us from fall ing into com plete
non lin ear con fu sion.

10

Joyce’s use of non- local re pe ti tion also works to es tab lish lar ger
themes in the epis ode. The dif fer ence between identi fy ing char ac ter
re pe ti tion and them atic re pe ti tion is that them atic re pe ti tion re lies
on con tri bu tions from the char ac ters. For ex ample, we may first draw
some in ter preted mean ing from Simon Dedalus’ as so ci ation with fin‐ 
gers: “He fingered shreds of hair”; “Mr Dedalus came through the sa‐ 
loon, a fin ger sooth ing an eye lid” (U 11.222; 440-41). Though an ana‐ 
lysis of this re pe ti tion may yield a lim ited in fer ence, it is not until we
con sider the chorus of other char ac ter’s ex per i ences with fin gers
that we may de cipher a more ac cur ate in ter pol a tion of their in clu‐ 
sion: “Bob Cow ley's twink ling fin gers in the treble played again”; “his
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gouty fin gers na k ker ing castag nettes in the air” (U 11.958; 1152-53).
With all char ac ters and their as so ci ations to fin gers in cluded, it is
cer tainly safer to infer that fin gers are tied to mu sical ac tions, thus
the body is in dir ectly tied to music via var ied re pe ti tions of a sin gu lar
theme. This is how the reader’s meta phys ical rope func tions: it ties
the reader to par al lel pro cessing by giv ing them time- based and aes‐ 
thetic mo bil ity. An other ex ample is the re peated them atic vari ations
of gold and bronze: “Where bronze from anear? Where gold from
afar?”; “Yes, gold from anear by bronze from afar”; “Near bronze from
anear near gold from afar they chinked their clink ing glasses all” (U
11.59; 338; 1269-70). Here, Joyce al most dir ectly ad dresses the func‐ 
tion of local and non- local re pe ti tion, util iz ing space- related ad ject‐ 
ives (anear and afar) in con junc tion with the pres ence of bronze and
gold. Again, the reader is roped to an op er a tion of cog nit ive un der‐ 
stand ing that mani fests through non lin ear re peated de tails. An other
way to clas sify these re pe ti tions is through the func tion of har mon‐ 
ies.

The his tory of de bates sur round ing what mu sical form Joyce in ten‐ 
ded to struc ture the epis ode by versus what mu sical form it was ac‐ 
tu ally struc tured by is com plex and has provided many dif fer ent in‐ 
ter pret a tions of both the rhet or ical fugue and fuga per can onem. 4

Des pite this, what primar ily con cerns the mak ing of repetition- based
har mon ies in “Sirens” is Joyce’s in clu sion of sub jects, an swers to
those sub jects, and counter sub jects. For the sake of defin i tional ref‐ 
er ence, I will in clude Lawrence L. Levin’s de scrip tion of the fuga per
can onem, since Joyce him self claimed that it is the form, along with
all eight of its “reg u lar parts,” that he in ten ded to use for the epis ode’s
struc ture. 5 Levin writes:

12

The canon con sists es sen tially of poly phonic lines of melody in which
an ini tial voice, called the sub ject, is im it ated, note for note, by an ‐
other voice called the an swer. The an swer, comes, may take place at
the uni son, the octave, or above or below at any in ter val, but dir ectly
im it ates the melodic phrases of the leader or dux. The com plex ity of
the canon in creases with the num ber of voices. (1965� 13)

Al though the prose is lin ear, Joyce’s re pe ti tion of character- driven
and them atic ele ments gives the plot a mu sical struc ture. On a lar ger
scale, read ers may ob serve the mu sical dy nam ics of the epis ode dic ‐
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tated by the fre quency of mu sical al lu sions and par ti cip a tion of voices
(parts, or char ac ters), with one of the cli maxes oc

Bravo, Simon! Clap clop clap. En core, en clap, said, cried, clapped all,
Ben Dol lard, Lydia Douce, George Lid well, Pat, Mina, two gen tle men
with two tank ards, Cow ley, first gent with tank and bronze Miss
Douce and gold Miss Mina. (U 11.757-60)

What al lows this cli max to occur are the har mon ies en gaged and built
on one an other be fore it.

14

In order for these smal ler har mon ies to occur, the char ac ters and
their re spect ive them atic as so ci ations must in ter act and over lap. For
ex ample, “Bore this. Bored Bloom tam bourined gently with I am just
re flect ing fin gers on flat pad Pat brought” (U 11.863-64). In this sen‐ 
tence we sim ul tan eously re visit Bloom’s bore dom (“Noth ing to do.
Best value in Dub”; “Yet too much happy bores” (U 11.571-72; 810-11)),
Pat’s ac tion of bring ing a pad of ink (“Pat brought pad knife took up”;
“Pat brought quite flat pad ink” (U 11.30; 847)), and the them atic re la‐ 
tion ship between fin gers and music (“tam bourined”). Two char ac ters
that har mon ize from the onset of the second part of the epis ode are
Miss Douce and Miss Kennedy:

15

In a gig gling peal young gold bronze voices blen ded, Douce with
Kennedy your other eye. They threw young heads back, bronze
giggleg old, to let freefly their laughter, scream ing, your other, sig nals
to each Other, high pier cing notes. (U 11.158-61)

Through out the epis ode, Miss Douce and Miss Kennedy seem to har‐
mon ize so fre quently, that their char ac ters op er ate al most in com‐ 
plete uni son. As op posed to the blend ing of two sep ar ate themes as
seen in the first ex ample, this type of har mony pro duces two themes
from its con sist ency. Mean ing that, be cause gold and bronze have
per formed in syn chron icity since the pre lude (“Bronze by gold”; “By
bronze, by gold”; “Where bronze from anear? Where gold from afar?”
(U 11.1; 49; 59)), when they act sep ar ately, there is dis cord ance in the
com mon theme. This al lows for their own abil ity to cre ate new har‐ 
mon ies with other voices in the epis ode: “Bald Pat in the door way
met tea less gold re turn ing” (U 11.453). By in tro du cing these group ings
of har mon ies in a lin ear fash ion, the ef fect of a sin gu lar non lin ear
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cog nit ive in ter pret a tion is suc cess ful. As Carl Eichel ber ger notes,
Joyce’s abil ity to “give sig ni fic ance to phon emes by echoic link age
shows how the cre ation of a new lan guage in an in tern ally ref er en tial
world provides ac cess to het ero dox real it ies through the visual and
aural prop er ties of lan guage" (1986� 66). These het ero dox real it ies are
the build ing blocks to what be comes an or tho dox cog nit ive real ity for
the reader. Without these repetition- based har mon ies, the reader’s
ref er en tial abil ity be comes op press ively lin ear. Yet, Joyce’s use of mu‐ 
sical func tions ex tends bey ond the role of the rope that se cures the
reader to the mast. It also serves as a myth o lo gical dis trac tion.

4. The Sirens
As the reader con tin ues to op er ate as their own meta phys ical Odys‐ 
seus, they are faced with the Sirens’ calls: mu sical aes thet ics and
memory. These devices are used to sim ul tan eously dis place the
reader from their im me di ate narrative- driven nav ig a tion through the
epis ode, and to shift focus to other epis odes by amp li fy ing their pres‐ 
ence in “Sirens.” These ele ments sum mon the re quire ments of both
par al lel pro cessing and aes thetic of delay/ par al lax by re tain ing ex‐ 
ten ded as pects of en gage ment bey ond the im me di ate epis ode. That
is, the Sirens in this epis ode exist to di lute the epis ode’s con tent, and
shift the focus from nar rat ive con tent to an aesthetic- centric nuc‐ 
leus.

17

Music ex ists as a dis trac tion to the read ers in two primary ways: ref‐ 
er en tially and styl ist ic ally. The first has noth ing to do with mu sical
form, but rather, its ex ist ence oc curs in order to refer to, or an ti cip‐ 
ate, an event in a past or fu ture epis ode. Con sequently, this cre ates a
men tal dis place ment for read ers from the im me di ate events of the
epis ode. Two fea tured songs that demon strate this are “Love and
War” and “M’ap pari” from von Flo tow’s opera en titled Martha. Ben
Dol lard’s rendi tion of “Love and War,” fol lowed by Father Cow ley’s
piano play ing, opens a them atic wound for Bloom. A sample of each
part of the lyr ics go as such:

18

Lover (tenor): 
When Love ab sorbs my ar dent soul, 
I think not of the mor row; 
By soft est kisses, warm’d to blisses, 
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Lov ers ban ish sor row 
Sol dier (bass): 
While war ab sorbs my ar dent soul, 
I think not of the mor row; 
By can non’s rattle, rous’d to battle, 
Sol diers ban ish sor row 
Uni son: 
Since Mars lov’d Venus, Venus Mars, 
Let’s blend love’s wounds with battle’s scars, 
And call in Bac chus all di vine, 
To cure both pains with rosy wine

The song’s con flict ing themes between the Lover and Sol dier res on‐ 
ate with themes both in “Sirens” and in prior epis odes. In one in‐ 
stance, it re flects Bloom’s de bate on whether to in ter vene in his wife’s
af fair or sit idly by. In an other, it makes Bloom re min isce about when
he first met Molly: “Tire some shapers scrap ing fiddles, eye on the
bowend, saw ing the 'cello, re mind you of toothache. Her high long
snore. Night we were in the box” (U 11.574-76). His thought is in ter jec‐ 
ted by Boylan’s “Jiggedy jingle jaunty jaunty,” but re sumes, “Only the
harp. Lovely gold glower ing light. Girl touched it… We are their harps.
I. He. Old. Young” (U 11.579; 580-83). This in ternal mono logue forces
the reader to an ti cip ate events that will hap pen in fu ture epis odes,
dis tract ing them from the im me di ate plot. Them at ic ally, Bloom’s
thoughts of love are in ter rup ted by the man he is at war with over
Molly, Boylan. A sim ilar ef fect and mes sage is util ized with “M’Ap pari”
when Simon Dedalus stops singing be fore the end of the second
stanza. “M'ap pari tutt amor: Il mio sguardo l’in contr…” (“You ap pear to
me all love: My gaze meets her...”) (U 11.594-95). Jon D. Green notes
that “this in ter rup tion fore shad ows the real ity of the situ ation in that
Bloom's sor row over Molly's de cep tion will not de part” (2002� 493). To
ex tend Green’s in ter pret a tion, this song re in forces the dis place ment
of the reader from the im me di ate in ter ac tion with “Sirens,” re quir ing
them to re call and an ti cip ate the de tails that make the song’s pres‐ 
ence so sig ni fic ant. This is also the point in which par al lel pro cessing
oc curs, since there is a cog nit ive product that is com posed of them‐ 
atic ref er ences in which the reader de rives mean ing from non- linear
de tails. Ref er en tially, music dis tracts the reader by al low ing the de‐ 
tails in “Sirens” to in flu ence, and be in flu enced by, events and de tails
from other epis odes.
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Styl ist ic ally, Joyce uses gram mat ical tech niques to fur ther shift the
reader’s focus from the nar rat ive con tent to how the con tent is
presen ted. Mu sic al ity provides read ers with this dis tract ing ef fect
through re pe ti tion: “They laughed all three. He had no wed. All trio
laughed. No wed ding gar ment” (U 11.474-75). As stated be fore, the re- 
phrasing of the last lines of fers no new in form a tion, but rather serves
to mu sic ally de vi ate the reader from the plot through aes thet ics, just
as one would find in a coda, trill or them atic phras ing in a com pos i‐ 
tion sheet. A second ex ample: “By went his eyes. The sweets of sin.
Sweet are the sweets. Of sin” (U 11.156-57). In con trast to the first ex‐ 
ample, this se lec tion sug gests new mean ing in each vari ation. In the
first phrase, Bloom refers to the sweets of sin. In the second, he as‐ 
signs aes thetic value to those said sweets. The third phrase is a dis‐ 
join ted memento meant to echo the source phrase. Since these vari‐ 
ations primar ily op er ate as dis trac tions for the reader, util iz ing par al‐ 
lel pro cessing is cru cial in order to un der stand the dif fer ent in ter pol‐ 
a tions the vari ations provide.
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An other tech nique Joyce uses to side track the reader is ex press ive
mu sical phras ing. One ex ample is his use of stac cato and legato: “But
wait. But hear. Chords dark. Lugugugubri ous. Low. In a cave of the
dark middle earth” (U 11.1005-6). The first three sen tences are two
mono syl labic words, likened to two quick notes (stac cato). Fol low ing
is a sin gu lar word, but one that con trasts the prior sen tences with its
re pe ti tion of vow els tied to gether by length (legato). The next sen‐ 
tence is one word that is then con tras ted by the slightly longer
phrase that fol lows. Each sen tence can be equated to a mu sical
phras ing, and each phras ing’s prox im ity to one an other cre ates con‐ 
trast, thus mu sical and aes thetic vari ation. Al though these are only a
few ex amples, other schol ars have provided their own in ter pret a tions
and cat egor iz a tions of these mu sic ally driven gram mat ical tech‐ 
niques. 6 Such tech niques not only provide en hanced aes thetic value,
but are again used to di lute the reader’s at ten tion from the con tent to
how the con tent is presen ted.
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The second primary Siren in epis ode el even is memory. Much like the
ref er en ti al ity of music in the epis ode, memory serves to dis perse the
reader’s cog nit ive en gage ment into other epis odes. The dif fer ence is
that this type of memory con sists of noises and ele ments that are
dir ectly gen er ated from text in other parts of the book. 7 For ex ample,
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Boylan’s as so ci ation with the word jingle echoes the line in epis ode
four: “she turned over and the loose brass quoits of the bed stead
jingled” (U 4.59). The line is con tex tu al ized in both cases by Bloom
and Molly’s con ten tious re la tion ship. The first is the sound of the
adul ter ous enemy, Boylan. The second, though ap pear ing first, is the
noise the bed makes after Molly ex presses dis pleas ure in her hus band
with a “warm heavy sigh” (U 11.58). Con sequently, each epis ode serves
to en hance de tails in the oth ers via tex tual echoes. An other ex ample
that cap tures an en vir on mental echo is Miss Douce and Miss
Kennedy’s over hear ing of the caval cade in tro duced at the end of
epis ode ten: “Above the cross blind of the Or mond hotel, gold by
bronze, Miss Kennedy’s head and Miss Douce’s head watched and ad‐ 
mired,” is echoed by “bronze by gold heard the hoofirons, stee‐ 
lyringing” (U 10.1197-98; 11.1). This call back is per haps one of the more
no tice able ones to read ers, since it oc curs within mere pages of each
other. A final ex ample is in epis ode eight een when Molly’s mono logue
in cor por ates “Love that is singing: love's old sweet song,” into “Water
rolling all over and out of them all sides like the end of Loves old
sweeeet son nnng the poor men that have to be out all night” (U 11.681;
18.597-99). These are all prime ex amples of Ken ner and Howes’ aes‐ 
thetic of delay/ par al lax since they are per haps the most poignant
ex amples of time- based con nec tions that provide con text to de tails
in both fu ture and past epis odes. The dis trac tions occur for read ers
when these con nec tions are no ticed, per petu ally pla cing the reader
on their guard and look ing for ref er ences to re con tex tu al ize what
they already have di ges ted.

In order to gain ac cess to a more com plete palette for par al lel pro‐ 
cessing, the reader is re quired to read elast ic ally. This re quire ment
cre ates an other em phasis on di lut ing dir ect focus on con tent in
“Sirens.” As An drew War ren writes:

23

This at trac tion to par tic u lar de tails in the epis ode, the call to listen
to them, rather than oth ers, is a kind of dis trac tion. The term, after
all, de notes a vi ol ent draw ing away or pulling apart, a dif fu sion or
dis persal of at ten tion. (2013� 657)

The content- driven aes thetic of delay/ par al lax thus be comes a
linearity- based aes thetic of an ti cip a tion and re- anticipation. Par al lel
pro cessing then as sists the reader in be com ing more than just the re ‐
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ceiver of an ti cip a tion, but part of the an ti cip at ory pro cess, akin to
being part of the rhet or ical pro cess as pre vi ously dis cussed. Take the
fol low ing pas sage for ex ample:

Ten ors get women by the score. In crease their flow. Throw flower at
his feet when will we meet? My head it simply. Jingle all de lighted. He
can't sing for tall hats. Your head it simply swurls. Per fumed for him.
What per fume does your wife? I want to know. Jing. Stop. Knock.
Last look at mir ror al ways be fore she an swers the door. The hall.
There? How do you? I do well. There? What? Or? Phila of cach ous,
kiss ing com fits, in her satchel. Yes? Hands felt for the op u lent. (U
11.686-92)

As Bloom an ti cip ates Molly’s af fair through out the epis ode, the reader
en gages in a pro cess of cog nit ive or gan iz ing that de term ines what is
an ti cip ated and how it is an ti cip ated. First, the pas sage is an inner
mono logue nar rated by Bloom. Bloom puts the or et ical events and
phrases into ac tion in a lin guist ic ally dis join ted man ner. Al though we
are in side of Bloom’s head and have first- hand ac cess to his thought
pro cess, the reader is still as signed ques tions to an swer. For in stance,
after Molly takes one last look at her self be fore an swer ing the door in
the the or et ical situ ation, the set ting of the hall is es tab lished, and
then a ques tion is presen ted: “There?” It is up to the reader to de cide
if this means Boylan has ar rived, or if the hall way is the place the af‐ 
fair will begin. The ques tion is asked again after Boylan and Molly ex‐ 
change their form al it ies. Now the reader must re con fig ure the ques‐ 
tion, and begin anew with the sub sequent “What?” and “Or?” both ex‐ 
ist ing too without con text. By the end of the pas sage, the reader is
no- doubt de railed from any form of a lin ear nar rat ive. In stead, they
are left with in ter pret a tions that were re quired to be made in order
to ad vance the plot, even if the reader is not sure what they have
come up with is cor rect. The task of “filling in the blanks” is what
man u fac tures dis trac tion for the reader. That is, the re la tion ship
between music and memory cre ates a dia lect ical ten sion between the
reader’s par ti cip a tion in the (re-)an ti cip at ory pro cess and Joyce’s
gram mat ical and aes thetic quag mires that cog nit ively op er ate as the
al lur ing calls of the Sirens.
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5. Music and Memory
Music and memory are in a per petual state of com mu nic a tion in
“Sirens.” Joyce uses one to com pose the other in both a styl istic and
gram mat ical rhet oric. What comes from the them atic har mon ies of
the aes thetic of delay/ par al lax and par al lel pro cessing is the lit er ary
apo theosis of non lin ear com mu nic a tion. The am al gam a tion of music,
re pe ti tion, aes thetic em phasis and cog nit ive re li ance on the reader
cre ate some of the most com plex and Joycean pas sages in the epis‐ 
ode:
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Pearls. Drops. Rain. Diddle iddle addle addle oodle oodle. Hiss. Now.
Maybe now. Be fore. One rapped on a door, one tapped with a knock,
did he knock Paul de Kock, with a loud proud knocker, with a cock
car ra car ra carra cock. Cock cock. Tap. (U 11.984-89)

In this pas sage, the reader is first met with phon etic mu sical vari‐ 
ations of rain. At first the words are stac cato, fol lowed by an ono ma‐ 
to poeia in ter pol a tion of the sounds rain makes. The reader then fol‐ 
lows Bloom’s thoughts of Boylan meet ing Molly, and is presen ted with
dif fer ent clues con cern ing the tim ing of the af fair (“Now. Maybe now.
Be fore”). Joyce then spends the rest of the pas sage com bin ing
Boylan’s knock ing at the door with the knock ing of his gen it als. He ef‐ 
fect ively in ter weaves the ac tion of ar rival with the ac tion of the af fair
by blend ing the two to gether with mu sical vari ations of the words
“knock” and “cock.” Here, music serves to amp lify the memory, or fu‐ 
ture memory of Bloom’s anxi ety and an ti cip a tion. In turn, this an ti‐ 
cip a tion serves to shape ex actly what notes the music takes form
with.

27

It is im port ant to clearly note that be cause “Sirens” de pends on
elastic read ing and the aes thetic of delay/ par al lax, fu ture memory is
as le git im ate a func tion as past memory. Memory thus serves to
shape the nar rat ive as a cir cu lar op er a tion, and as Howes ar gues, fa‐ 
cil it ates the read ing as an on go ing pro cess. This func tion is amp li fied
when work ing in part ner ship with mu sical devices that serve to ad‐ 
vance the con tent and plot through aes thet ics. For ex ample:
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Get out be fore the end. Thanks, that was heav enly. Where's my hat.
Pass by her. Can leave that Free man. Let ter I have. Sup pose she were
the? No. Walk, walk, walk. Like Cashel Boylo Con noro Coylo Tis dall
Maurice Tis nt dall Far rell, Waaaaaaalk. (U 11.1122-25)

Here, Bloom’s in ternal mono logue both ad vances the nar rat ive and
the aes thetic style of the epis ode by giv ing the reader just enough in‐ 
form a tion to infer what ac tions are being taken, and how those ac‐ 
tions are per ceived in tern ally by the char ac ter. The first two lines in‐ 
dic ate Bloom is leav ing the Or mond and giv ing thanks for the meal.
Bloom then be gins mix ing as ser tions with ques tions; the ques tion as
to where his hat is be comes a state ment, rather than a won der.
Bloom be gins to re peatedly tell him self to walk. His ur gency sur‐ 
round ing the com mand is em phas ized by the final elong ated vari‐ 
ation. In the end, the reader is able to de cipher what Bloom has done,
and how he has done it, with the em phasis being on the how.
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In sum mary, music serves to shape how memory is con veyed to the
reader, and memory shapes what vari ations the mu sical ele ments
gram mat ic ally and phon et ic ally mani fest into. In stead of ex pli citly ad‐ 
van cing the nar rat ive con tent of the epis ode, the two nur ture and ex‐ 
pound on the aes thetic rhet oric avail able to the reader. This re la tion‐ 
ship cre ates a ground for sim ul tan eously host ing and es tab lish ing
pres ence in other epis odes. That is, memory and fu ture memory sup‐ 
ply music its tex tual echoes from which it com poses, and what it
com poses sup plies re- stylized and new con text to ar ti facts from for‐ 
eign epis odes. In “Sirens,” music and memory do not and can not exist
without ex press ing the other.

30

Con sid er ing the ef fects of music and memory’s re la tion ship, the
reader has no choice but to as sume their meta phys ical role as Odys‐ 
seus. They are tied to the func tion of par al lel pro cessing since it is
the re quired method of in ter pret a tion and nar rat ive ad vance ment.
Without the reader’s act ive par ti cip a tion in de term in ing how they fill
in the gaps between in ternal and ex ternal ele ments in the text, lin‐ 
ear ity will prove to be the factor that pre vents any chance of full cog‐ 
nit ive un der stand ing. The reader is thus faced with or gan iz ing their
cog nit ive in takes from the palette of de tails sup plied by the aes thetic
of delay/ par al lax. As dis cussed, this palette both ex tends bey ond the
im me di acy of “Sirens” and is key to gain ing en tire ac cess to avail able
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English
In the el ev enth epis ode of James Joyce’s Ulysses, “Sirens,” Joyce dis plays a
mas tery of mu sical and memory- based nar rat ive by break ing the rhet or ical
wall and com pos ing the reader into the text. Through the struc ture and
style of the epis ode, the reader as sumes the role of Odys seus; they are
bound to the ship’s mast (par al lel pro cessing), se cured by the rope (aes‐ 
thetic of delay/par al lax), and se duced by the Sirens (music and memory).
Ana lyz ing the reader as a char ac ter in teg rated into the text helps us identify
new cog nit ive and lit er ary re la tion ships between the reader and mu sic ally
driven writ ing tech niques. These un cov er ings are ap par ent through an ex‐ 
am in a tion of how the epis ode’s first sixty- three lines work in re la tion to the
rest of the epis ode, and how “Sirens” works in re la tion to the rest of the
book. It be comes im per at ive for the reader to en gage elast ic ally with the
text in order to gain the full con text of provided ref er ences and mean ing.
Ad di tion ally, I ex plore how Joyce’s use of local and non local re pe ti tions of
de tails work in re la tion to lin ear and non lin ear cog nit ive in ter pret a tion.
Util iz ing Hugh Ken ner’s concept of the “aes thetic of delay” and Patrick Colm
Hogan’s stud ies of par al lel pro cessings, I will ex plic ate the in di vis ible re la‐ 
tion ship between the role of music and memory within the epis ode, con‐ 
sequently dis play ing how rhet or ical in ter play is thus pro duced between
reader and text. Through Joyce’s use of tex tual echoes set to melodic ar chi‐ 
tec ture, the reader be fits a meta phys ical par ody of Odys seus and sails
through a sea of Sirens on their own hero’s jour ney home.

Français
Ré su mé: Dans le on zième épi sode (dit des «  Si rènes  ») d’Ulysse, de James
Joyce, l’au teur dé montre sa mai trise de la nar ra tion mu si cale et mé mo rielle
en bri sant le mur rhé to rique et en ins cri vant le lec teur dans le texte. À tra‐ 
vers la struc ture et le style de cet épi sode, le lec teur est pro je té dans le rôle
d’Ulysse  : il est at ta ché au mât du na vire (trai te ment en pa ral lèle), fixé par
une corde (es thé tique du dif fé ré / pa ral laxe), et en voû té par les si rènes
(mu sique et mé moire). Le fait d’in ter pré ter le lec teur comme un per son nage
in té gré dans le texte nous per met de dé ce ler de nou velles re la tions cog ni‐ 
tives et lit té raires entre le lec teur et un texte ca rac té ri sé par des tech niques
d’écri ture d’ins pi ra tion mu si cale. Ces nou velles mo da li tés de lec ture se ré‐ 
vèlent à tra vers l’étude du rôle des soixante- trois pre mières lignes dans la
construc tion de l’épi sode dans son en semble, et du rôle des « Si rènes » dans
la construc tion de l’œuvre dans son en semble. Le lec teur doit alors im pé ra‐ 
ti ve ment adop ter une at ti tude élas tique afin d’ac cé der au contexte com plet
des al lu sions et des conno ta tions. De plus, j’étu die la façon dont le ca rac tère
local ou non- local des ré pé ti tions se tra duit par la li néa ri té ou non- linéarité
de l’in ter pré ta tion cog ni tive. À l’aide du concept de «  l’es thé tique du dif fé‐ 
ré » for mu lé par Hugh Ken ner, et de l’étude du « trai te ment en pa ral lèle »
réa li sée par Pa trick Colm Hogan, je met trai en évi dence le lien in di vi sible
entre le rôle de la mu sique et celui de la mé moire à l’in té rieur de l’épi sode
des « Si rènes », ce qui me mè ne ra à mon trer com ment un jeu de na ture rhé ‐
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to rique s’éta blit entre le lec teur et le texte. À tra vers la mise en mu sique
d’échos tex tuels que réa lise Joyce à tra vers l’ar chi tec ture de cet épi sode, le
lec teur en dosse le rôle de pa ro die mé ta phy sique d’Ulysse, et vogue à tra vers
une mer peu plée de Si rènes na geant vers leur propre port d’at tache.
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