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JOLANTA WAWRZYCKA  

 

“UNREST OF SPIRIT” (P 189): JOYCE’S OTHERINGS 
 

 

 

 

 

 
Abstract The present paper focuses on radical intertextuality of Joyce’s oeuvre, 

one that precludes smooth readerly experience. Below I attempt to read some of 

the (inter)textual puzzles in terms of Joyce’s larger project of othering lexes from 

the very language in which they are recorded. The paper proposes that Joyce’s 

works are full of otherings drawn from the plurality of linguistic, literary, musi-

cal and cultural traditions, whereby its hybrid and teeming nature defies capture 

and generates multiplicities of readings and translations. In addition, elements of 

popculture (songs, advertisement, slogans, etc.) ricochet through the minds of 

Joyce’s characters, reinforcing tropes for externalizing, neutralizing – othering – 

of various emotional responses to internal distress, while also lending depth to 

the narrative and textual levels of Ulysses and to the readerly experience. In tan-

dem with literary and intercultural allusiveness, they front the polyphonic texture 
of Joyce’s language. They became the fabric of Joyce’s poetics and diction, gov-

erned as much by rhyming and rhythmic energies of “acatalectic tetrameter of 

iambs marching” (U 3.23) as by the palimpsestic, heteroglossic dynamics of lex-

es, on display as early as Chamber Music, and fundamentally de-constituted in 

the “rhythmatick” of Finnegans Wake (268:7-8).  

 

Keywords Othering, Translation, Music, Pop-Culture, “Penelope”, Ulysses 

 

 

I. “…trying to extract meaning” (D 11) 

 

James Joyce’s radical intertextuality accounts for a halting reading. Both 

novice and seasoned readers – and hyper-readers such as translators – 
grapple with Joyce’s constructs at every turn. (Inter)textual puzzles 

abound. As Fritz Senn has noted long ago (1989: 53; 1995: 33), in 

“Bloo… Me? No. Blood of the lamb” (U 8.8), no language other than 
English benefits from the orthographical overlap between the words 

“Bloom” and “blood” and from the latter’s semantic ties to the Book of 
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Revelation. This singularity renders the line both difficult to grasp at first 

and nearly impossible to translate without a recourse to alternative, crea-
tive textual solutions. In a different way, the Coda of the “Oxen of the 

Sun” episode, discussed most recently by Erika Mihálycsa (2020: 113-

123), magnifies multilingual and intercultural conundrums hundred-fold, 
challenging readability and translatability by othering lexes from the very 

language – “so familiar and so foreign” (P 189) – in which they are rec-

orded.1 Joyce’s oeuvre is full of otherings drawn from the plurality of 

linguistic, literary, musical and cultural traditions, whereby its hybrid and 
teeming nature defies capture and generates multiplicities of readings and 

translations. Translations, in turn, generate Joyce’s text to the nth degree, 

a point well made by Sam Slote (2020: 302) who adds that translations 
also fictionalise a text, “possibilising” it “anew and differently, in a dif-

ferent language”. Joyce’s various otherings include a degree of self-

othering wrought in the process of his re-Englishing of “an acquired 

speech”, which is to say that almost from the start, Joyce lived “in trans-
lation”, and that his translatorial otherings converged, ineluctably, in his 

art and in all other modalities of his life. In the discussion that follows, I 

will address a few such otherings, hoping to illustrate their variety by 
drawing on Joyce’s texts that include one example of his translation work 

and a few examples of his use of music hall songs in Ulysses.  

 
 

I a. “his swelling forms” (Joyce after Horace)  

 

The titular quotation from A Portrait could be seen as a distilled version 
of Stanislaus’ 1903 diary entry: “Jim’s character is unsettled; it is devel-

oping. New influences are coming over him daily, he is beginning new 

practices” (S. Joyce 1962: 13). Stanislaus comments here on his brother’s 
evolving self and his emerging fondness “for conviviality”, all-out party-

                                                
1 In discussing othering in artistic media, Nathaniel Mackey differentiates be-

tween “social othering” and “artistic othering”, the latter having to do with “innovation, 

invention, and change, upon which cultural health and diversity depend and thrive” (1992: 
51). My understanding of artistic othering also rests on the notions of innovation and in-
vention, but in terms of a single author’s (here, Joyce’s) ability to transcend subjectivity 
as he dramatizes correspondences between language, intertextuality and cultural media, as 
this paper will further illustrate. 
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ing, and whoring. But he also notes that “one must judge him by his mo-

ments of exaltation, not by his hours of abasement” (S. Joyce 1962: 13, 
my emphasis) and continues with thoughtful, focused reflexions on his 

brother’s virtues as a genius (14), a poet (27), and a superior to Yeats (29-

30). The gradual growth and change in Joyce’s character, from a proud 
youth “unperturbed” and “callous against obloquy”, as Stanislaus puts it 

(1958: 49), to a lover, an exile, a husband, a father, and, above all, an art-

ist, would continue in the years to come.  

“Moments of exaltation” that colour young Joyce’s lyrical, criti-
cal, and political output composed between 1900 and 1903, are amplified 

by school days’ exposure to languages, offering the youth a number of 

junctures to venture outside of the confines of English through both man-
datory and self-sought translations that involved French, Latin, Italian, 

Dano-Norwegian and German (Wawrzycka 2009; Zanotti 2013). The ear-

liest and the only extant example of Joyce’s translation is his 1898 trans-

lation of Horace’s Ode III.13 done as a part of his Latin readings at Bel-
vedere (Gorman 1939: 45-46; Ellmann 1982: 50-51). While Kevin Sulli-

van is laudatory in his comments on Joyce’s “schoolboy exercise” as “an 

exhibition of skill” (1958: 75-76), and J. R. Schork is somewhat tepid in 
his assessment (1997: 144), William Martin picks up on Sullivan’s analy-

sis and reads Joyce’s translation in terms of Latin and English prosody 

(Martin 2012: 38-40). I just wish to add that, in the context of my discus-
sion here, Joyce’s version of Horace’s Ode III. 13 merits attention for the 

high degree of objectivity and detachment – a stepping outside of oneself, 

a self-othering – that Joyce was capable of as a teenager. To appreciate 

the translation, it is worth to look again at Horace’s original (just the 
opening stanza), and then at some of the translations available in English 

during Joyce’s boyhood. Here is Horace:  
 

O fons Bandusiae splendidor vitro  

dulci digne mero non sine floribus, 

cras donaberis haedo,  

cui frons turgida cornibus 
primis et venerem et proelia destinat. 

 

Joyce was twelve years’ old when, in 1894, two new translations of this 

ode had appeared in English: one by William E. Gladstone, M.P., and one 
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by William P. Trent. They are reproduced below, along with an earlier, 

1878 translation by Austin Dobson, all three versions showing a wide-
ranging approach to Horace’s sense and tenor. The translations circulated 

in literary magazines and in books of Horace works, but, readily available 

as they were to the general English language reading audience, it is diffi-
cult to determine whether Latin pupils at Belvedere College, Dublin, 

might have had access to, and/or be familiar with, any of these transla-

tions. 

Here is the 1878 translation by Austin Dobson: 
 

O babbling spring! than glass more clear,  

Worthy of wine, and wreath not sere 

To-morrow shall a kid be thine 

With swelled and sprouting brows for sign – 

Sure sign! of loves and battles near. 

 

The 1894 translation by William E. Gladstone:  
 

O fountain meet for flowers and wine,  
Bandusia, more than mirror bright,  

A kid to-morrow shall be thine  

Whose forehead augurs love’s delight,  

And battle’s, by the bursting horn;  

 

And William P. Trent’s translation, also from 1894: 
 

O fount of Bandusia, than crystal more clear, 

Worthy of honey-sweet, flower-crowned wine, 
To-morrow thou’lt be given a young kid of mine,  

Whose forehead with first horns near, 

Budding, doth seem to predestine the shock 

Of battles as well as sweet Venus — 

 

Finally, the 1898 translation by Jim Joyce: 
 

Brighter than glass Bandusian spring 

For mellow wine and flowers meet, 

The morrow thee a kid shall bring 

Boding of rivalry and sweet 
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Love in his swelling forms. 

 

The readers will reach their own verdict as to the merit of these transla-
tions, but what is immediately striking about Joyce’s version, at least to 

me, is its remarkable lexical economy: to Horace’s twenty four words, 

there are twenty eight words in Joyce, compared to thirty four in Dobson, 

twenty nine in Gladstone, and forty two in Trent (or forty four, if we 
count the two hyphenated units). The word-count may seem inconsequen-

tial, but it clearly affects the economy of expression and speaks to the six-

teen-year-old’s superior control over form and content in both Latin and 
English. One notes the alliteration/assonance, clean rhymes, and daring 

lexical choices (“rivalry”, or the suggestiveness of “swelling forms”). In 

addition, there is a modern timbre both in Joyce’s tone and in his straight-

forward, chiseled language. The same cannot be really said about the 
somewhat periphrastic and stylized quasi-antiquely renditions by Dobson 

and Trent (though their translations are rather in line with the Victorian 

tendency to domesticate translated texts for the benefit of the English-
language consumers). One suspects that the young Joyce, had he read 

Dobson’s or Trent’s versions alongside the Latin original, would have 

most likely rejected them as models to emulate. But not necessarily Glad-
stone’s. The rhythmical pattern of Joyce’s lines, though slightly varied, 

uncannily resembles Gladstone’s; Joyce is also masterful in producing 

rhymes that echo Gladstone’s as well. But it remains indeterminable 

whether Joyce-the-pupil, studious and library bound as he was, might 
have, indeed, seen the earlier translations of this ode, especially Glad-

stone’s, prior to producing his own. Assuming that he had, his rendition 

rivals Gladstone’s and, arguably, exceeds it. But assuming that he had 
not, suggests Joyce’s early and stunning ability to step away from the self 

that has been forged in his birth language and to self-other-while-

translating that many translators may not be capable of experiencing. 
That is, working for the sake of Horace’s ode in English, Joyce appears to 

have channeled the ode the way that Dobson, working for the sake of the 

English reading audience, appears to have not. Decades later, in his last 

work, Joyce will channel English out of itself, othering upon othering. 
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II. “singing about the place” (U 18.75) 

 
“Jim considers the music-hall, not Poetry, a criticism of life”, wrote Stan-

islaus sometime in the summer of 1904 (Healey 1962: 38). Ulrich 

Schneider puts Stanislaus’s words to good use by quoting them at the 
opening of his chapter on “Joyce and the Music Hall” (1993: 67), pub-

lished in Picking Up Airs; Hearing Music in Joyce’s Text (Bauerle 1993). 

Schneider reminds us, after Ellmann, that Joyce and his father had spent 

some time in London in 1900, frequenting theatres and music halls: “they 
came back to Dublin, one with the ‘funny garbled versions of popular 

songs’, the other with the discovery that Matthew Arnold’s famous for-

mula no longer applied to modern life and that the music hall has super-
seded poetry as criticism of life” (Schneider 1993: 67, quoting Ellmann 

1982: 77). That Joyce had wholeheartedly embraced popular culture and 

popular music, has been confirmed by Stanislaus in My Brother’s Keeper 

(1957: 113-114) and well-documented and explored in numerous Joycean 
publications and song collections (Hodgart and Worthington 1959; Bow-

en 1974; Bauerle 1982, 1993; Herr 1986; R. B. Kershner 1989, to name 

just a few pioneers in the field). Schneider’s extensive work on music-
halls in general (1981; 1984) anchors his comprehensive discussion of the 

presence of music hall in Joyce (1993: 67-104), illustrated with select 

items from his vast private collection of songbooks, posters, and photo-
graphs. They are valuable for the insight they lend into Joyce’s aesthetics. 

For instance, one of the posters corroborates Stanislaus’s statements that 

his brother “showed preference for damsels of a rather full habit of body” 

and that he “liked them sizeable” (S. Joyce 1958: 113; echoed in Ulysses, 
4.178): indeed, a reproduction of a poster featuring Florrie Forde shows a 

full-bodied figure of the artist (more on Forde, below). Schneider also 

discusses a number of Joyce’s contemporaries – from Arthur Symons to 
Rudyard Kipling to Thomas Moore – who reacted to the stale literary 

language around them and who “shared the conviction that contemporary 

poetry and drama had become rather anemic and anachronistic”, having 
lost “touch with the colloquial speech of the day” (Schneider 1993: 72). 

Products of stolid Victorian education and mores, they all found the cul-

ture of music halls and variety shows invigorating and emancipating. In 

the rhythms and language of popular songs they discovered new creative 
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energies. That culture was their other, a polar opposite of their received 

upbringing.  
 To the existing literature on the subject of Joyce and popular cul-

ture, I would like to add just a few points about Joyce’s use of popular 

songs, especially in “Penelope”, where titles and song lines present a 
readerly challenge owing to their non sequitur syntactical positions that 

puncture / punctuate the flow of Molly’s memories and musings2. Their 

status as song allusions is not always obvious, particularly to the novice 

reader, but, helpfully, many of them are referenced in Joycean sources 
listed above, in Gifford/Seidman (2008) and Thornton (1987), though 

many more remain still unidentified. In recent years, popular music sheet 

scores and the original recordings from the early 1900s have surfaced 
online and, in my work on “Penelope”, I have uncovered a number of 

phrases that reference some of these songs (discussed in the last section 

of this paper). I read them as multifaceted othering devices that, among 

many other modes of functioning, challenge the linear reading as ostensi-
ble textual distractions. In addition, as intertextual allusions (often operat-

ing as epigrammatic quips and witticisms), they dramatize nuances of de-

notation and connotation by conveying more with less, adding depth and 
complexity to the textual construct that is “Molly”.  

Among the more familiar examples of such a use of song lyrics is 

the passage that features Love’s Old Sweet Song (18. 874-908), celebrated 
and intoned by Joyceans, anthem-like, at the end of symposia and confer-

ences. In that passage, the “weeping tone” of the night train, 

“Frseeeeeeeeeeeeeeeeeeee”, triggers in Molly’s mind the drawn-out 

sounds of Love’s Old Sweet Song, a number she plans to perform during 
her upcoming tour (and that, we assume, she rehearsed earlier with Boy-

lan). Here is one part of the passage:  
 

                                                
2 This topic has been a part of my on-going research that began as a brief media-

based program prepared for the 2011 Zurich Joyce Foundation Workshop on “Punctua-
tion”. Over the years, the program evolved into a media lecture I delivered at the 2019 

Trieste Joyce School. I would like to thank Fritz Senn, as well as Laura Pelaschiar and 
John McCourt, for the opportunities to share my research with participants of the Zurich 
and Trieste events. By now, my research has identified many more musical titles previ-
ously unrecognized as such in Joycean scholarship and I’m preparing a writeup of my 
findings for publication. 
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once in the dear deaed days beyondre call close my eyes breath my lips 

forward kiss sad look eyes open piano ere oer the world the mists began I 

hate that istsbeg comes loves sweet sooooooooooong Ill get that out full 

when I get in front of the footlights (18.874-878) 

 

Orthographically and architecturally, the passage is interesting for several 
reasons. In the opening phrases of the song, “once in the dear deaed days 

beyondre call”, the italicized words are un-Englished (for the lack of a 

better word) and followed by, what looks like, some memorized coaching 
directions: “close my eyes breath my lips forward kiss sad look eyes open 

piano”. They disrupt the reading experience, and are followed by more 

lyrics (“ere oer the world the mists began”), interrupted by Molly’s testi-
ness (“I hate that istsbeg”) sparked by a likely “re-call” of being correct-

ed and reminded (perhaps repeatedly) to enunciate by separating the t of 

“mist” from the b of “began”. Familiarity with the song helps brings to 

the forefront Joyce’s textual and linguistic experimentation with othering 
English, adapted here to the flow of musical cadences interwoven with 

coaching tips and with Molly’s other thoughts. Incidentally, those scrupu-

lously internalized performance instructions lay bare Molly’s lack of 
formal training as a singer (Henke and Unkeless 1982; Van Dyke Card 

1990) that would have also included guidance on breathing, articulation, 

and diction. The elongated cadences of “sweet song” continue a dozen 
lines later (“piano quietly sweeeee theres that train far away pianissimo 

eeeee one more tsong”;18.907-908), where all lexical and onomatopoeic 

elements function as a semantic double decker: italicized elongations 

mark not only the fading sound of the train but also the song’s notes 
timed to Molly’s flatulence3; her reduplicated effort to keep her farts muf-

fled (“piano quietly”, “pianissimo”) are both the coaching tips and Mol-

ly’s unwitting commentary on them. Finally, read as Joyce’s meta-
commentary on the Molly-Boylan narrative thread, the passages reveal a 

larger authorial design for referencing and quoting popular songs 

throughout Ulysses.4 In this particular case, the song whose title Molly 

                                                
3 And to her decision to sing the aptly titled song, Wind that Blows from the 

South (18. 899) just as her winds do, indeed, blow. The song was given to her by Bartell 
d’Arcy (8. 183) whose advances on the choir stairs she blew off (18. 274). 

4 Cf., for instance, Joyce’s use of Has Anybody Here Seen Kelly or Seaside Girls 
in the context of Bloom’s thoughts.  
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somewhat sassily announced to Bloom in the morning (4. 314), seems to 

have become a fodder for her emerging ambivalence about Boylan and 
about her new status as an adulteress. It now functions as a distancing, an 

othering device, with lyrics and flatulence lending additional eloquence 

to Molly’s disillusionment.5  
The song Wind that Blows from the South substitutes for another 

title that Molly considered for her programme, My Lady’s Bower. It ap-

pears in the context of some additional singing instructions:  
 

deep down chin back not too much make it double My Ladys Bower is 

too long for an encore about the moated grange at twilight and vaunted 

rooms (18.897). 
 

There are several textual events packed into these twenty-eight words: the 

word “double”, signaling double chin that Molly may be worrying about6, 

elicits a thought about another double, an encore – an important part of a 
performing artist’s planning. And Molly is right about dismissing My La-

dy’s Bower as an ill-suited candidate for an encore, though the song’s 

length seems to be a deflection, a shorthand for a set of much more 
poignant set of anxieties. The suggestiveness of the title and the tenor of 

the song’s lyrics (about a pair of young lovers entering the ruins of a 

grange and encountering lovers long dead, who turn out to be themselves) 
show the song to be too close to home, Molly and Boylan having just be-

come lovers7. Combined with the hauntingly somber melody, My Lady’s 

Bower is an emotional downer, the antithesis of the kind of uplifting sign-

off that enthusiastic audiences of concert halls expect from an encore. Fi-

                                                
5 Bloom appears in this context as well. Molly reminisces that she “could have 

been a prima donna only [she] married him comes looooves old” (18. 896, italics added), 
which can be read as Joyce’s meta textual play: Molly, we remember, thinks that her old 
love, Bloom, has come somewhere (18. 34-35). 

6 In all likelihood, earlier that day Boylan had coached Molly to avoid a double 
chin posture, which, in turn, might have made her weight-conscious enough to want to 
“knock off the stout at dinner” (18. 450). Bloom, on the other hand, likes her full shape 

and “fleshly charms” (16: 1428), from the bulk of her bubs (4. 304-05), to the “melons of 
her rump” (16. 2241). 

7 The full text of My Lady’s Bower can be found, among other resources, in 
Gifford and Seidman (2008: 624). See also Works of James Joyce, at http://www.james-
joyce-music.com/songb_14_lyrics.html (accessed 15 April 2020).  
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nally, and significantly, Molly’s anxiety about Boylan may be the reason 

behind a tiny lapsus in how she remembers the song’s lyrics. Her phrase, 
“vaunted rooms”, marks a departure from the original text that speaks in-

stead of “empty rooms”. Given both the context and the semantic range of 

“vaunted” that connotes various degrees of empty too-muchness, Molly’s 
seemingly insignificant slip can be read as yet another symptom of her 

disappointment with Boylan whose initially seductive swank she now 

recognizes as jaunty, brazen, flash and vaunt8. Slips in language and re-

course to pre-packaged quips of song lines act as conduits for neutralizing 
hurt or discomfort; as sub-category of othering, they mark an internal dis-

course that seeks to distance loss and divert from despair. 

In another example, Molly’s memories of Gibraltar and her 
thoughts about Stephen’s age, his status as a poet and her own potential 

status as his muse, are interwoven with a number of phrases from the 

1890 song, In Old Madrid, italicized in the passage below:  
 

they all write about some woman in their poetry well I suppose he wont 

find many like me where softly sighs of love the light guitar where poetry 
is in the air the blue sea and the moon shining so beautifully coming back 

on the nightboat from Tarifa the lighthouse at Europa point the guitar that 

fellow played was so expressive will I ever go back there again all new 

faces two glancing eyes a lattice hid Ill sing that for him theyre my eyes if 

he is anything of a poet two eyes as darkly bright as loves own star aren’t 

those beautiful words as loves young star (18.1333-1341) 

 

Molly’s recollection of the song here bridges past memories and future 
expectations of a vague liaison with Stephen. In recalling the song, as 

well as her younger self, Molly repeats the last phrase of the song, but – 

as is the case with My Lady’s Bower – with a difference: she substitutes 
“own star” with “young star”, a slip further provoked by her thoughts 

about her own age (“I wonder if hes too young… hes 20 or more Im not 

too old for him if hes 23 or 24”; 18. 1326-28). The song, it could be ar-

                                                
8 That is, while Molly can appreciate Boylan as a smart dresser (“blue suit”, 

“smart tie”, “I know by the cut of his clothes”, 18.420-422), his crudeness turns her off 
(“he has no manners nor no refinement nor no nothing in his nature slapping us behind 
like that on my bottom… the ignoramus that doesn’t know poetry from cabbage”, 18. 
1368-1371). 
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gued, performs a peculiar kind of othering by blending memory and de-

sire, time and space, poetry and music, sea and air, light and dark, while 
also rendering these binaries tenuous.  

 

 

II a. “O I like my bed” (18.1215).  

 

Until Ruth Bauerle made the connection between the song titled A Thing 

He Had Never Done Before, and the opening line of “Penelope”, Joyce-
ans were largely unaware of this particular musical allusion (Bauerle 

1993: 8). Earlier, Cheryl Herr had listed the song as one of the many 

popular naughty-girl songs (1987: 192) without commenting on it. The 
song’s creator, a celebrated British composer Clarence W. Murphy, was 

well known for such hits as Has Anybody Here Seen Kelly, My Girl’s a 

Yorkshire Girl, and Oh, Oh Antonio, all present in Ulysses, of course, and 

all crucial to Joyce’s intertextual narrative strategies. These and many 
other songs by Murphy were popularized by Florrie Forde (Schneider 

1993: 88-90), who was one of the most famous female variety show and 

music hall artists in Joyce’s time (along with such stars as Marie Lloyd, 
Vesta Victoria, and Marie Kendall). Though not mentioned by name in 

Ulysses, Forde indirectly marks her presence in the book through Mur-

phy’s songs. Since the 1990s, as more materials about Forde’s career be-
came available, a number of her recordings have also surfaced on the In-

ternet and many of the musical scores have been digitized for ready ac-

cess. One of such scores, yet another Murphy title, most certainly makes 

a cameo in Molly’s thoughts – a song titled Beautiful, Beautiful Bed 9. It 
extols the wonders of bed and lists a number of things one can do in it or 

with it, including “round the world carry it” (the Blooms’ bed has trav-

                                                
9 From the music hall Nobody’s Home (1915). It is “an Americanized version of 

the British musical, Mr. Popple” (Hischak 2002:12). The song’s length (four eight-line 
stanzas and four eight-line chorus sections, all with different texts) makes it unfeasible to 

reproduce it here. The score is viewable, page by page, including a great cover, at the 
New York Public Library website:  

https://digitalcollections.nypl.org/items/510d47da-5028-a3d9-e040-
e00a18064a99#/?uuid=510d47da-5028-a3d9-e040-e00a18064a99. Accessed 25 May 
2020.  
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elled), “entertain in it”, “have all your meals in it”, and a phrase about the 

man coming 
 

early this morning, 

with tea and some stuff on a tray, 

I’ve forgotten the name that I called him 

But he gathered that I meant to stay in - 

[refrain] 

   – Bed, bed, beautiful bed… (italics added) 

 

The song provides a rich context not only for the bedroom scene in “Ca-
lypso”, but also for the whole “Penelope” episode, captured well in Mol-

ly’s sentiment, “O I like my bed” (18.1215) and in Bloom’s more somber 

thoughts about the bed’s functions (17. 2119-21). In fact, given that the 
song encourages to “have all your meals in it”, the opening line of “Pe-

nelope” may actually allude not only to A Thing He Had Never Done Be-

fore (“Yes because hed never ask anything like this before” 18.1), but al-

so to Beautiful, Beautiful Bed, (“breakfast in bed”18.2). After Molly’s 
own breakfast – the song’s “tea and some stuff on the tray” – another 

meal has been consumed in bed, judging from “some crumbs, some 

flakes of potted meat” that Bloom removes as he enters it on the morning 
of June 17 and deals with “the imprint of a human form, male, not his” 

(17.2124-25) that has been “entertain[ed] in it”. 

Florrie Forde’s repertoire also included an immensely popular 

1913 song by Murphy, Hold Your Hand Out, Naughty Boy.10 The song’s 
refrain goes as follows: 

 

Hold your hand out, naughty boy, 

Hold your hand out, naughty boy, 

Last night in the pale moonlight 

I saw you, I saw you, 

With a nice girl in the Park, 

You were strolling full of joy,  

And you told her you’d never kissed a girl before,  
Hold your hand out, naughty boy. 

                                                
10 The song can be heard on YouTube – Googling the title will do the trick of 

fetching Florrie Forde’s recording. 
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The song’s popularity and Joyce’s repeated use of the phrase “naughty 

boy” strongly suggest an influence here; the phrase is almost certainly a 
reference to the song, whose cameo appearance in Martha’s letter be-

comes a motif in Bloom’s thoughts throughout the day (not unlike words 

from Lovely Seaside Girls or La ci darem). Indeed, the word “naughty” 
appears twenty times in Ulysses – six times in “Lotus Eaters”; two times 

in “Lestrygonians”; and four times in each “Sirens”, “Nausicaa”, and 

“Circe” – but it is its seven fold repetition in a phrase “naughty boy” that 
would bring the song to the minds of Joyce’s early readers11. But there is 

more: stanza 2 of the song is about a “naughty boy” of a husband: when 

his wife wants to know: "What kept you late last night?" he answers: “I 

stayed down at the office, dear, just for an hour or two I'd some pressing 
work to do”, to which a “saucy servant” replies with the words of the re-

frain. Delicious parallels present themselves to the readers of Ulysses up-

on reading this. And while the song is associated with the Bloom narra-
tive thread, additional scrutiny of the song’s lyrics reveals that Hold Your 

Hand Out, Naughty Boy also contains such phrases as “sweetheart May” 

in stanza 3 and “gay Paree” in stanza 4, the former appearing in Molly’s 

thoughts (18. 229) and the latter, in Stephen’s (3. 249). Incidentally, 
Sweetheart May is a title of another hereto unidentified song written by 

Leslie Stewart in 1895 which I contextualize and discuss in another 

study. 
Words and phrases from popular songs ricochet through the 

minds of Joyce’s characters, reinforcing tropes for externalizing, neutral-

                                                
11 In fact, the song was so well-known, that, under an altered title, Keep Your 

Head Down, Fritzie Boy, it became a “trench song” of the British, Canadian, and Ameri-
can soldiers during the Great War. The refrain of the war version of the song goes as fol-
lows: “Keep your head down, Fritzie Boy/ Keep your head down, Fritzie Boy/ Last night 
by the ‘star shell’ light, we saw you, we saw you/ You were fixing your barbed wire/ 
When we opened up with rapid fire/ If you want to see your father in the Fatherland/ Keep 
your head down Fritzie Boy”. The score is viewable, page by page, including a great cov-
er, at the New York Public Library website: 

https://www.loc.gov/resource/ihas.100008025.0/?sp=1&st=gallery. Accessed 25 May 
2020. Curiously, the song also appears as a WW I song written by Gitz Rice (copyrighted 
in 1918), with a slightly altered melody and lyrics: 
https://digitalcommons.conncoll.edu/cgi/viewcontent.cgi?article=2662&context=sheetmu
sic. Accessed 25 May 2020.  
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izing – othering – of various emotional responses to internal distress, 

while also lending depth to the narrative and textual levels of the book 
and to the readerly experience. In tandem with literary and intercultural 

allusiveness, they front the polyphonic texture of Joyce’s language, not 

unlike words and phrases from foreign tongues that accompanied Joyce 
throughout his education, starting with Clongowes Wood’s Class of Ele-

ments’ Latin.12 They became a fabric of Joyce’s poetics and diction, gov-

erned as much by rhyming and rhythmic energies of “acatalectic tetrame-

ter of iambs marching” (3. 23) as by the palimpsestic, heteroglossic dy-
namics of lexes, on display as early as Chamber Music13, and fundamen-

tally de-constituted in the “rhythmatick” of Finnegans Wake (268:7-8). 

Radical othering. 
 

Note: I’d like to express my thanks to Erika Mihálycsa for reading and 

commenting on the initial draft of this paper. 
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