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INTRODUCTION

Even the most casual reading of Joyce's early fiction
reveals a world of light and sound, Mahy‘critics have exam-
ined the significancé of these images, and many’ diversel inter-

pretations have been posited.1 The richness of both Dubliners

and A Portrait gg'the Artist as a Young Man invite the reader
to enter into what Joyce calls a journey through the sensible
world, If the reader embarks upon this journey with a focus
l|directed towards sensory experience, he is transportéd into'a
state éf heightened sensitivity, Suddenly his perceptions of
the wdrid telescope into an intimate relationship befween one
|lman and his environment, and then slowly they expand into a
|lcosmic significance, At least these are the suppositions upon
which the present study is based,

While the range of images is in some ways scaftered in |
these early works, certain allusions occur and reoccur in
striking-patterns, One of the most salient examples of this
kindofbepetlfién“iéFWitnéssed in the musical allusions of both
texts, The rhythm of life in Dublin literally clamors with

street singers and evening concerts, The reader notices the
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sudden rising of piano scales or a servant singing "Sweet
Rosie O‘Grady * It is thlS observatlon Whlch 1eads one to be-
lieve that it is more than chance that Mr Duffy has a pench-
ant for Mozart while Donlzettl. is a taplc of ‘dinner conver-
sation at the Morkan New Year s dance, If one has an ear for
music, there is suff1c1ent ground in the text to warrant a
closer examlnatlon of- the antext and functlon of music in thesg
early works, |

Joyce's own musical background is itse1f~a clue to this
persistance of a musicaitsﬁb;theme. Richard Ellmann in his

authoritative biography of James Joyce recalls the importance
®

of music in the .Joyce famlly history, A story concering John

Joyce, the writer's father is of particular interest,

Not long after his arrival in Dublin he

went to a music teacher who, after listening
to him sing for a few minutes, called in her
son and said, 'l have found the successor of
Campanini,® Probably at the age of twenty-
seven, in 1875, he sang in a concert at the
Antient Concert Rooms, and Rarton McGuckin,
the leading tenor of the Carl Rosa Opera Com-
pany, happened to be in the audience, As
John. Joyce told and retold the story later,
*After this concert when McGuckin used to:
pass me in the street he used to watch and
look after me, 1 used wonder why he looked
80 hard at me and by God I never could make
out what it was all about; and it was only
after he was dead for some years that I heard
the story. John Phelan said to me, "you had
the best tenor in Ireland," "Yerra, my God,
what put that into your head?" Says I, and
he said, "I heard it from the very best auth-
ority"., . . a gentleman named Barton McGuckin,

Ellmann further tells us that the writer's own voice was good
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enough for him to join his ?arenfs in singing at amateur con-
certs at the Bray Boat Club on June 26, 1888 (Ellman, p.,. 2% )|

Constantine Curran, in his James Joyce Remembered, adds

an interesting angle to Joyce's relationship to music, He
of fers the prospect that Joyce may even have attempted com~

position,

‘I never heard him sing it nor heard it
referred to in Dublin, but Stanislaus Joyce
says that his brother made settings for some
of Mangan's as well as Yeats' poems, when
living in Glengariff garade. This would have
been in 1903 or 1904,

But the lightheartédvéspectﬁof:musical parody--that- the reader._| .
discoveerin’thexmany,allusibhs«to«opera~in:Dubliners Seems« i~
tofstemrfromljoyCe?s~parlor,knowledge.of.well known opera
conventions,

Sometimes there would be burlesque of operas

or plays; Joyce was got up in one of Mrs,
Sheehy's old gowns as Carmen and after taking
off the stage manners of opera stars, sang

beautifully, Liamour est L'enfant de Boheme,
(Ellmann, p, 5&)

It is the endeavor of this thesis to trace the significanlt
musical allusions in the texts of both Dubliners, and A Por=

trait of the Artist as a Young Man to~see.if some structure

or design does not arise, This study employs the'Viking-Com-
pass editions for both books, Of particular interest are the
new textual corrections intfodgced td'clarify the previously

existipg editions of Dubliners, This new edition follows as

Lot
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closely aé_possible the textual indications of Joyce.' Dae

to the hasty corrections of the original_printer's copy, many
alterations have been erroneously handed down, The Viking-
Compaéé text endeavors to utilize the two hundred and twenty
eight-correctionslmade by Joyée td,Grént Richards, the second
London publisher.4 The new Viking-Compass edition of A.Por-

trait of the Artist as a Young Maniis based on Chester G, An-

derson's.definitiye editioh compared_lwith-Joyce'é fair-copy
manuscript, and all the texts:pﬁﬁlishéd in England and America
On this basis many correctons ﬂoted by -Joyce, some of wﬁich-
were never ﬁade in previous'editiéns,iafe‘present. ‘Richard
Ellmann, the editor of Joycéss,leffér$,-ﬁas consulted as the
final arbiter in the drafting of bptﬁ new editions,S

Ihe method of this sfhdy reVeals:a distinct épproach to
each of the books, The first chapter has grown largely out
of a close reading of fwo répresentative stories in Dubliners,
iqterpreted in the light of Colefidges's organic metaphor,
This gpproaghxendeaﬁorsito illustrate the complexity of Joyce'!
technique, Although its interest is structural, the method is
basically one of traditional commentary, Due to thé'style of
the Portrait, Chapter Two takes its point of departure in: a
more contemporary, structurai analysis, . In utilizing the .
basic process that Joyce Qutlihes for the reader in.Stephen's
aesthetic theory, it illuéfrétes how the book interprets it-

self from within,
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CHAPTER 1

THOUGHT~- TORMENTED MUSIC.#¢
THE ORGANIC DESIGN °

Mr., Browne could go back farther still, to
the old Italian companies that used to
come to Dublin--Tiejens, Ilma de Murzka,
campanini, the great Trebelli, Giuglini,
Ravelli, Aramburo, Those were the days,
he sald, when there was something like
singing to be heard in Dublin! (D, P. 199)

Coleridge tells us that a suocessful structure in fics'-
tion presents the feader with a mechanioal and organic whole.
While it is easy to define analyticélly what is meant by mec=
hanical structure, one finds conéidorable difficulty in as-
saying what gives a structuro,an oréanic inter-relationship,
Mechanical form can readily be defined as the structure it--’
self, it is the vehicle of the story line., An organic form,
however, is a truekform that reaches‘beyond a mere construct,’
|| Every organic stufcture in literature has an inner life whicﬁ
is elicited only in the unity of suggestion and proportion -
the author chooses to employ.~ By its nature then, organic
form is 1ntr1n31cally 1ndef1nable. In other words, the par-
ticular manifestation of shape is the Jrechanical form and the
spirit'which animates that structure is the organic form,
Apart from each other they constitute a spirit without a body
or a body wlthout splrlt 6 o

Some 11terary forms contain a prescriptlve and highly
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conventional approaéh.to mechanicl form-ffor examplé the son="
ett, On the other hand, 5 literary genre like the short =~
sfory or novel must discover or invent its own shape in rela-
fion to its material; The significance Qf sqqhidiétinétions
becomes particularly meaningful in'the‘inte:prétive vision a
reader eﬁploys for a work suéh as James Joyce's Dubliners
(1915). | |

The organic design of Joyce conceived each of the stor-ﬂ~
ies in Dubllners%to‘b;nd itself progressaVely to the culmln-
ating story of the book, An anaLy81s of "A Palnful Case,"”
and "the Dead" suggest thls organlc d951gn, and are repre-
sentatlve of the detalled strﬁcture of the ﬁook Together
they exhlbxt thematlc and structural cohesion that permits
their 1nner llfe to take shape 1n relatlon to these materlals.
The organic unlty of the two storles is laégely discilosged in -
the sub-theme of "dlstant musxc" Wthh f lows Clas310a11/ e
through “A Palnful Case," and Romantlcally through “The Dead. 1
In such an approach the reader dlscovers a touchstone that
helps to'clarlfy the respective atmospheres in each~stogy, as
well as‘the.structﬁral dilemma of each protagonist: Mr, Duf-
fy and Gabr:Lel Conroy, » |

Vagrant classical fervor embeded in one whose““careful
‘scorn, . ..1nslst[$7 on the soul's incurable lonliness (Q. P.
111)'canuonl§ culminate in an arid encounter with self,
‘Such is tﬁé plight ofAJames‘Duffy in "A Painful Case," who

"abhorred anything which betokened physical or.mental,disoréer
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(D. p. 108), Thelputline of‘his life isvmndeled in a clas=-
sical spirit of unity, form anﬁ balance wheré“the books on |
the white wooden shelves are arranged from below upwards ac-
cording to bulk" (D P. 107) The epitome of his personal

tragedy, however, is revealed in the openlng lines £0 the

story:

M, Buffy lived in Chapelizod because he
‘wished to live as far as possible from the

.¢ity of which he was -a citizen and because
‘he found all the other - suburbs of Dublin

‘mean, .modern and pretgntlons. (D. p. 10?)3'

The classical urge to ally oneselfﬁto traditlon implles a re=
, 1ati$;;£;§ fo thln;Q out31dé én;;éif ) f;e téﬁé Cl&SSlClSt ’
nelther,g;grles1nmnon:empha51569'hls apartness from other menjj|
he regards ‘his objégtivity?aé,thesfoundagion for his vision of
the world, Ig ﬁr.gﬁnffy; bnen&iéénﬁefsfén_extravagant desire
to embody'hié ideal fifé“in{an adéqﬁate{ 6bjéctive form, But
in consequence of his attempt to translate complete ideals ' %
into a language Wthh wxll reveal mlnd to sense, "he lived at
a little dlstance from his body regardlng hlS own actlons with
doubtful Slde glance§'(D. P, 108) The reader comes to real-
ise that Mr., Duffy regards hlmself, in this samé perverse
|manner, as’ more 9f an observer than a partxcxpant: |
:}He ‘had an odd autobiographlcal hablt Wthh

led him to compose in his mind from time to

‘time a short sentence about himself con- .
taining a subJect in the third person and a

“predlcate in the past tnese, (D. p. 108)
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In a phrase, "his life rolled out evenly~-~-an adventureless -
tale” (D. p. 108).

1t should be clear from tﬁase opening paragraphs‘thar Mr.
buffy's classicism is a conatruored‘or conceptual image of

P

himself and his relationship to'the world. Ithig thrgu R 47 prodess

of plgenohollng thatlhe: 1nterprets hlsmsurroundlngs dnd any ney

e

experiences he may undergp. His classmcal temper is the urge

to live within a stable world»order--a)pre-ex1st1ng schema,

Music dlffuses 1nto Mr Duffy s 11fe 1n the same manner
as his books and other personal effectsa through the filter -
of his pre-ex1st1ng 1nterpretat10ns. Thus' *his liking for
Mozart brought him sometimes to an opera or concert" (D pP.
109), At one of these conderts he meets Mrs. Slnico and his
classical existence is tﬁreatened. In focusing the 'signifi-
llcance of the author's choice in arranging their first encount-
er in Mozart'é‘music, one‘muat:oonsider the essence of the
musical experience,. This is particularly interesting since
Mozart‘is a represanrative of the Classical movement in music;
Mhaié ﬁas been oalled the ianguage'of emotion, This. is
not an omreaaohable metaphor; for music, like language, aims
to communicaté meaning, But it is a different kind of lang-
uage. In relatlon to one another, words are concrete- tone
is fluid and 1ntanglb1e. Words taken in themselves can con-

tain avdefinltlveimeaning; a tone assumes meaning only from

its association with other tones, Music sthen, aptly expresses
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elusive states of mind and soul. Because of this elusiveness,
music has been subjéct to a constant attempt to.translate its
message into words, Yet this is hardly possible.. One is able
to.explain the meéhing of a word through other words, bgt one
can neve;‘explain the meaning of a melody, It means itself!

Beyond . that it will mean something different to each iistner.

For this reason it is appropiate that Joyce creates a

pervasive sub-=theme of "thought-tormentéd muéic“7C§. p. 192),
The music opera;ing in the context of both stories is made to
conform to the ccncéptual interpretation of Mr;_Duffy. This
mus ic. which accompanies the intimacy between Mr, Duffy and
Mrs. Sinico (gs well as Gabriel and Gretta Conroy) is based
in a wéyward_attempt~to translate its message into words.
Each listner has made the music his own in a way that pre-
cludes communication, Nr.{Duffy interprets Mozart's Claé;
sical music as a container for his Plationic relationship,

[Wwhile/ the music still vibrat/ed/ in N

their ears., . , he heard the strange im-

personal voice which he recognised as his

own insisting on the soul's .incurable

lonliness, (D, p. 111)
Mrs, Sinico animates the musi; for him énly'to the extent
that he permits, Mr.ABuffyﬂs‘schema'hés al:eéd&jconstructed
¥imits and meaning, In turn, Mrs. Sinico has created the
music as her own metapﬂor,Aand-acts fafélly upoh itv With
the same rather 1nept sense. of truth that Mr, Duffy records
his love frmendshlp paradigm, in hlS "sheaf of papers" (D, p.

108), he rings true when he reallses‘thatt"we,cannot give
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ourselves, , , We are our own (D. p: 1il)g As long as his
relationship with Mrs, Sinico ié.left to thé personal interp-
retation of his classical music he canndt&attginpaAShared:real
ity with her, This is illustrated in the deséription of their
relationship. He "entangles,® and "provides" her with thbughtsf
v+ o she [bassivéiz] listen/s/to all" (D, p. 110)., The com-
‘munication is itself a_fictidn based in the music. It is as
sterile and inanimate as Mr, Duffy'é projected self as clas-
sicist; R |

If éne holds‘Nr. Duffy'é liking for ﬁoZart invrelatién to
._his\classical'fervof as significant, then, it is feasible. to
interpretjthe entire f:amework of the story on the Classical
Sonatg-Allegro form, 7 Under such a construct the introcuction
‘of Mr, Duf?ywtorthé reader could be labeled the Exposition or

Statement.?

‘In the opening.paragraﬁhs of fhe story, as in the
first movement of the Sonata form, one: key is firmly planted--
the home key. The aborted and stoic tone of Mr Duffy'’'s life
is flrst portrayed in his “old sombre house," with 1té pic=--
tureless walls and "uncarpeted floors" (D, p. 10?) It is

further relnforced in the unnroductlve efforts of the "little
sheaf of papers held together by a brass pin. . ._é%herg] from
time to time a sentence’was inscribed (2. p. 108), and in the
stalenegs{Qf his closed desk, .Thissame tone 'is sustained in‘:
the déily rou£iné’of‘his bank job;-and in his "saturne” and
“harshjéhgracter" (D. p.‘107-108). From ali of these descrip-

tions one receives a fixed and concrete theme that can be

identified_withrNr.:Duffy--“the soul's incurable lonliness"
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(D. p. 111). The concert acts as a bridge that introduces
Mrs, Sim.co.9 Wlthln a few paragraphs the second but con-
trastlng -theme: of Mrs Sinico is 1ntroduced—-“a defiant note, "
. Her face which must have been handsome, had
remained intelligent, ' It was an oval face -
‘"with a strongly marked feature, The eyes
were very dark blue and steady, Their gazé
‘began with a defiant note but was confused -
by what seemed a deliberateswoon of the
pupil.into the iris, revealing. for an instant
a temperment of great sensibility, The pup11
reasserted itself quickly, this
half-disclosed nature fell again under the -
reign of prudence, and her astrakhan jack=-
et, moulding a bosom:: of a certain fullness,

‘struck” the note 0f defiance more definitely,
(D. p,“109 =110) :

The end of thlS eplsode is: slgnaled at Earlsfort Térrace where
Mr. Duffy “se1g=d ‘the moment to become 1nt1mate" (0. p. 110),
From the descriptlon-of hlS personallty thls is a dlsquletlng
'gesture which 1}Tustrates the temporaryweupremacy“of?%ﬁe
contrastlng theme-sNrs Sdnlco.

FolloW1ng the’ format of the Sonatapthe Developmﬁnt sec-,
tion now follows.' Here the ten81on bullds to avert a return -
to the home kay.: Thls would be represented by the v131ts to
Captaln Slnlco s home where“llttle by 11ttle he entangled
‘his thoughts ulth hers. He 1ent her books, provxded ‘her w1th
ideas, shared hlS intellec ual 11fe with her“ (D. p. 110),

As this m1ddlt section contlnues "they /sPeak7 of subgects
less remote,,. . the music that still vibrated in their ears:
united them. Thﬂs eAalted hlm, wore away the rough edges of

his charucter, emotlonalised his mental life" (D. p. 111),
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The events graduaily‘sustain themselves and force the gitiistion

to a ¢climax:

Cne night during which she had shown every
sign, of unusual excitement, Mrs. Sinico
caught up his hand passionately and pres-
sed it to her cheek, (D. p. 111)
Tﬁis~resppnse is a violation‘of’}t. Duffy's orininal key, and
ﬁarké tﬁe'abfﬁpt refﬁrn to the home key. The Development
section closes with Mr, Duffy's bféaking'off “"their inter-
course" at the park, and his4deéisidﬁ’tq-keepA"away from con-
certs” (D. p, 112), Significantly, when Mrs, Sinico mails
him "a paréel containing his books and music" {D. p. 112),
she has,ihmeffect,‘returﬁéd himffo himself, He is a'parcel'
of inanimate paper just aé fépresentative:and.lifeless as his
"littel sheaf of papers" (D.~ pa 198).
The thlrd sectlon, the Recapltulatlon, is introduced by

Mrs, Sinico'é death- The two reactlons»whlch formulate his
eplphany are paralleled inthetwo: contrastlng keysrpreV1ously
elaborated throughout the story. His original key is now
represnted in his disgust: A

The %Whole narrative of her death revolted

.him and it revolted him to think that he

‘had ever spoken to her of what he held

sacred, ,' ., Not merely had she degradea

herself; she had degraded him, , .

-Evidently she had been unfit to live, , .

- He had no difficulty now in apprdving of
- the course he’ had taken, (D. p. 115-116)

The bridge, in this section, consists in his Palternating the

h e

., he realised '~

two imdges in whic
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that she was “dsadgs”. that she had ceased to exist, that she
had become a memory. He felt i1l at easé" (D. p..116), Now
with ﬁhe appropiéte émount of tension created, the second thene
reappears in the.hauntiné echo of her ﬁew;presence for him,
His change in thihking allowé the second theme to reemerges
- Why haa hé witheld life from hér?~ Why
had he sentenced her to death? He felt

his moral nature falling to pieces, . .
no one wanted him; he was an outcast from

11fe s feast, {D.. p.: 117)
The Sonata finally’gémes*to an end when the Coda again re-
‘turns to. the homeé key, Ironically, he musically
.heard in his ears the laborious drone of the
engine reiterating the syllables adf ther rname,
He turned back the way he had come, the
rhythm of the regine pounding in his ears.
He began to doubt the reallty of what memory
‘told-him, .. . He listned again, perfectly’ ,
silent, -He felt he was alone. (Q. p.»ll?)
The flnal words of the story draw a parallel to the opening
sentence, Nr Duffy s 1solat10n has grown to an inner aban-
don, The cycle is complete. His lmfe is an interim void
“until he, too, dled ceased to exlst, became a memory=--if
‘anyone remembered h1m" (D. p. 116) 'Thus,'"llfe" in Dublin
is antlcipatlon of resurcectlon lnto the anonymlty ‘of the RN R
past' ‘ . . . - ’ ‘
Although the structural intentlon of Joyce is probably

not as exp11c1t as the Sonata cycle itself, it is, however,

an adequate Lnte:p:etatlon of the perverse classical tone and

direction of the story. Music is clearly identified in
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"A PainfulACase" as weéll as in "The Dead" by an attempted in=
timacy between man’ and woman, Music is the impetus of the
meeting between Mr. Dﬁffy;and Mrs, Sinico, just as it is the
ironic fissu:e-between_‘Gabriel and Gretta in the next story,
The musical allusion of the engine "reiterating the syllables
§f her ﬁame" [Mrs, Sinico/ is paralleded in the "distant musicl].
of the balcony §céhe for Gabriel, Paradoxicaily, thé Clas=
sical strain of "A Painful Case" is counteracted in "The Dead"
by a decidédly Romantié‘tenor. The tension which arises out
‘aftﬁess:dichotsmeg% positions is,\nevertheleés, unable to re-
concile tﬁe triangular love conflicts which surface in each
story, Mr, Duffy ahd7Gabriel are joinéd in the same struct=
ural diigmma:'.whether within or without - marriage, intimacy
cannot be sustained in the vapid conventions of Dubliﬁ society"
M, Duffy conveys to us a sense of the sheer futility of eithes
attempt in hlS commonplace book. af ter his break Wlth Mrs, -
Sinico:

Love between man and man is im90531b1e;there

must not be sexual intercourse and friend-

ship between man and woman is impossible be-

cause there must be sexual 1nterc0urse

(D, p, 112) ‘
Although he 15 obvzously eccéntrlc in hlS use of love and
frlendshlp, the crlppled feellng of 1nadequacy and paradox

is unmlstakably hlnted at here and carfully elaborated in

the_nocturnal_socleqy of "The_Dead?"
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‘“The Dead" takes its éﬁépe in what Wordsworth calls “the
9pohtaneous ovgrflow of powerful emotion" that véinly glamor=-
izes the paét. The tensionvof the stofy flows out of the in=
tensely personal and sﬁbjéétive response eacﬁ Dub1iner brings
to the "wake," ‘Gabriel Conroy stands as a single ego that in
the coufse of the evening represents the collected conscippé#
ﬁess oflan,impotent past. Unlike Mr, Duffy Gébriel bridges'
his isolation as both‘observer and»participant.' But the price
of this heightenedtawareness is the knowledée-that he is an
“individual aprart froﬁ all ofhers; and caught in the death-
lock .of a decaying‘culture; The "fussy" and “"gossiping" cli-
mate of the "Misses-Mbrkéh's annual dance" (Q, p. 175) is the
ritﬁaliétic réenactment of a once healthy nafinnalism. In
the course of the evening the "three Graces" along-witﬁ Miss
Ivors transform it into just another stifling convention,

The drift of the whole péfty is captured in the tragic«comic‘
irony of an old maid singing "Array;ed for the Bridal,"” and a
%oiceléss tenor lauding a one time legitimate opera season,

In the meﬁiéulous uﬁfol&ing of the evéning tﬁe‘reader
realises Gabriel's plight with increasing'despai;, F;om‘his
encounters with Lily, Miss Ivor, and finaliy with hiS'wiﬁe.
Gabriél'presents his'lifé aé one grand attempt at sucéessful‘
gesture, In the Romantic vein of ritual lyricism Gabriel

strives for the unkown and unattainable, yet every attempt. is
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thwarted by its very prescriptibn;* Qespite hig best intentioné
Gabriel is plagued by a shbtfé?qifjpﬁ supéyi&fity that forces
him to constantly readjust his pose, Lily“sets the tempoqin
the initial eneunter with the‘emésgulation:;'"thé”men that is
now is only all palaver énd'what they canvget out éf'you"

(D. p. 178), Her bitterness "casts a’gloﬁm'over him Which he
tried to‘dispelvby arranging his cuffs and the bows of his .

tie” (D. p. 179), The situation is further aggravateds:

The 1nde11cate clacking of the men -wheels

and the shuffling of their soles ;;;ﬂau
reminded him that their grade of culture”
differed from his, He would only make him-
self ridiculous by quoting poetry: to them
“which they could not understand, , , He
would fail with them just as he had failed -
with the girl in the pantry. (D. p. 179)
Without the support of a few lines of poétry, or a "grand-
jose phrase," or the sentimental doggerel‘of his dinner speech
Gabriel falls flat, Yet within these conﬁention@rh&?ﬁind&wﬁo
peace, The paradox is illustrated in the,fleeting_irony of
the two pictures on the wall: “Romeo‘:and Jaliet;*" and. “The
Two Dead" Prinées “In the”Tower"i(Q;ﬂp:186)bgrBoth,reflect his
waywardfrpmanticisﬁ haunted by the paralysis of his own death-
like existence, Together they foreshadow the.quietus of the
night's festivities., Ironically, no matter with which picture
Gabriel identifies, disaster is imminent.
Thus, the empty events of the evening are devoid of

meaningful tradition,., They manifest themeslves as threadbare

formalities that sustain the progressive "“gloom" of the wake,
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And hovering near the ﬁeriphery of this void is Gabriel "ner-
viously laughing,., . éngagéd{inItheimechanical readjustmeht
of his.dress"(g, p. 185), 1If Mr. Duffy fanciéé himself an
observer "cast out of the fe?st of life (D. p. 11?)f' Gabriel
hardly_offers.Dublin salvation in presiding‘ovér the Morkan
, banquetvtable where lies ominously:

A great ham, stripped,ﬁf its outer skin

and peppered over with a crust of crumbs,

a neat paper frill around its shin, (p. p. 196)

Despite this pretense, the reader becomes increasingly

aware of Gabriei'sfdelicate position at the party. Caught
in the middle of a vapid and decaying society, his only chan=
nel for sﬁontaniéty is his writing and his marriage. Both
are'sevetélythreatened in the ciimax ofufhe story, and the
flimsiness of;his masquarade is unveiled. In the‘"ghostly
light" of his hotel room, Gretta pierces Gabriel's last il-
1qsion,'and in the same manner as Mr, Duffyﬁgkhisqompnpensén.

assails him:l0

‘He saw himself as a ludicrous figure, acting
as a penny boy for his aunts, a nervous

well meaning sentimentalist, orating to vul=-
garians and idealising his clownish lusts,
the pitiable, fatuous fellow, . ., (D. p. 220)

Even the most casual reading of "The Dead® presents the
reader with the consistent sub-theme of music, The use of

: N

music as the abstract purveyor of a "thought-tormented"” sit-

uation is again structurally based &n'the context of intim-

acy. Since Mr, Duffy and Gabfiel parallel each other in thein
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intimacy attempts, the two stories find their organic unity in

the musical allusions. In "The Dead" Gabriel's lyricism is

supported in the "distant music" (D. p. 210) of the waltzes

continually threading through the background.’ This v]ietmotif
subtley encompasses the entire evening and builds with intensi
as a drop of water on a faucet. The sequence of encounters
Gabriel: experlences in adJustlng to-the-sclimate of the wake
Eare like a series of drops that build into a larger and 1arg-
er drop on a faucet's lip, When it has achieved its ultimate
size.and shape it is compiete. Any additional preésure bet=~
ween the‘hold on the faucet and the pull of gravity will
cause it to drop. Thus, it is not U@tiltﬁbe“EQQQQ?Y;§9§@?t
where Gretta presents "grace and mystery® in her attitude "as
if she were a symbol of something” (D . 21% that Gabr1e1

comes to the §ressure point of the cllmax. " The various

waltzes of the evening now find verbal expression\in the voicg

of the 1ncapa01tated tenorfBartell* L ATRY 8

The voice, made plaintive by distance and
the singer's hoarseness, faintly illum=-
inated the cadence of the air with words
of grmef

O, the rain falls on my heavy locks
And the dew wets my skln,
My babe lies cold, o
(D. p. 210)
Because’ Gretta and Gabriel iﬁtertret this scene ih two div-

erse metaphors, the music is unable to brldge thelr gap. In-

stead it is the catalyst of ‘their flnal seperatlon

ty
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It has al:eady been suggested that "A Paiﬁful‘Case“;canfbe
interpretedAiﬁ the SonaltaeAllegro form; In the same vein, e
stfucturel elue to'en intefpré;ation of "The Dead" is tﬁe
form of the waltz, The verb ﬁaltsehll'ffom‘whehce this word
is derived implies to roll, wallow, welter, tumble down, or
rell in the dirt or mire. Gabriel's'pefsistnet interest in
readjusting his dfess:seems to.imply, by*this definition.that
fhe evening®s activities are threatenieg-hie composure and '
slowly burying him, B} the end -of the 'eyéni_ng when Gabriel
and Gﬁetﬁe are deparfing} the'streets-eeeeslushy underfeot"
(D, p. 212). In e'sense; their:walfmacdhtinues wi;ﬁ'them‘to”
the hotel room where it flnally burles Gabriel,

The waltz form is a convention of the ezghteenth and
nineteenth centurles. The geperal tone 1s'hmghly Romantlc
and in some_inetances sentimental 1yfies have.been'set .as
waltz songS'lz Interestlngly, a waltz plays contlnually
through Gabr1e1 s sentlmental dlnner speech, almost suggest-
1ng it as’ lyrlcs.,-The format~of the waltz is lelded into
three sections: an introductmon, a mlddle sectlon-ncon51s-
tlng of eight contrastlng melodies or themes~-and ‘8 coda=-
recapitulat:.no some of the maJor melod1es,13 Joyce' 1mkef 3
wise d1v1des "The Dead" into three sectlonslék o

The flrst sectlon 1ntroéuces us to the Misses Morkan
traditlon and the general atmospheﬁaof the evenlng. In this‘
sectlon two waltzes are heard'\ ‘the f;fet~“out51de.the drawing| -

room door" wher §abrielvpenders_hismsfdgning”guote@ and the

EE
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second is signal%d by Aunt Kate'é call’fbr'"quadrilles".(Q. P.
182-183), Signi%icantly,~a*close reading.réveals that "the

piano twice began the prelude to the flrst figure" (D. p. 184)
Within a few paragraphs, sectlon 1 ‘ends in the *undertone" of

Freddy Malin's s,toryg and the "musical epho" of the three youn
| ) .

ladies télking t% Mr, Browne, 'The musigal sub-theme is ex-
plicitly established.

Section I1I includes the mos t: significant events of the
| . K
party itself, The party guests contribute eight contrasting

'
P

| g i
themes: in the eight musical allusionsw;ofxthewtext.
; X . N B

Se¢tion I1 of the Waltz Form15

'
Theme #l: Mary Jane plays her academy plece,
highly Romantlc, "f1ll ~f difficult runs
- and. passages, .,. ,He:liked music .but the piece
had no melody for him" Gabriel observes the
' paradoxical Wall hangings in the hall
(2. p. 186) ‘

;
i

) . ’
Theme #2t Aunt Kate arranges lancers. The
conflict over nationsl sentiments takes place
'between Gabriel and Miss Ivors.
- {D. p. 183-190) '

|

Theme #335 A waltz starts up, Gretta attempts
to get Bartwll D'Arcy to sing. Gretta asks
Gabriel to carve the goose (his own goose! ),
(D. p. 191-192)

?f

Theme #4s Gabriel worries about his dinner
‘speech,! labels it "thought-tormented music”
after the Browning quote,

(D. p. 192)
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Theme #53:. The old maid Julia 51ngs "Arrayed
for the Bridal." .
(. p., 192-193)

Theme #6: Dinner table discussion of opera
led: by Bartwll D'Arcy--Dinorah and Lucrezia
Borgia are the operas in guestion,'both are
highly Romantic examples ' '

(D. p. 198-199) :

1
l
1

Theme #7: Waltz theme again plays in background,
_Gabriel imagines himself outside in the snow,

delivers his sentimental dinner speech, lyric-

ally, vhile a 'waltz plays, 7

(D. p. 202-203)

Theme\#Ss All the guests sing "For ﬂheymére
Jolly Gay Fellows,"
(D. p. 205

‘The final theme of the evening. '

Theme #9: Gabriei hears "Distant Mnsic“
(D. p. 210)

Section III recapitulates what has been musically suggest;

ed throughout the entire evening in the "distant Music" (D. p.|

210).0of the balcony scene, This theme, due to its placement
in thg text, can either be interpreted aé.the éulminating
'theme of the middle_sectioﬁ, or as the climax of the waltz.
Here, Bartell D'A?cy sings%;pprtent in his song "The. lass

of Aughrim" (D, p. 210-212).“ This soﬁg‘is ‘actualised later.

in thé hotel room scene where Gabriel manifests his desire

-
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in the same wéy as Mr. Duff?.j Gébriel "longed to be master of
her strange mood" (D. p. 21?), whlle 1n "A Painful Case, "-Mrpi
Duffy wished “that in her eyes /Mrs. SlnlCO s/ he would as-
cent to an angellcal stature! - (D. p. 1}1). ~ Gabriel now
echoes Mr.‘Duffy'sffhemgpdfféhé'"soul'S induréble lonliness"
when hé realises:‘

He had never felt like that hlmself towards

any woman, but he knew that such a feellng

must be love, (D. p. 223) \

- In this sense, both characters afé‘tbrmented by the "dis-

tant music" (D. p. 210), Théy are;unébléﬁfo translate their
message into werds‘because their music only orchestrates their
personaltmetaphors. .Gabriel describes Grettd's touch as
9musicalnand§sttange" (D. p; 215), because éhe'has‘actualised
her:dead lover at the expense of their marriage, Through the
same fault, Gabrlel's romanticism has placed him next to
Michael Furey, as the other dead prince of the wall hanging.
Péthetically, Gabriel's romanticism dies in the whisper of
“the snow falling faintly through the universe”( D. p. 224),
Paradéxiéalky, the only living cﬁaracter in the love trie-
angle  is Michael Furey=--a spectfe from the past "locked in
[Gretta's] heart for so many ?earé" (D. p,‘223); In Dublin,
the dead, in fact, live! And Gabriel's lament takeslon a
grim realism when he tells us: | |

Better [to/ pass boldly into that other

world, in the full glory of some pas=-
sion, then fade and wither dismally with age. (D. p.

223)
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1f the reader holds the outline which Coleridge presentsﬁf
concerning organic and4mechanical form, one can see how musicn
lcreates ‘the spirit which aniﬁates the mechanical form of the
Sonata and Waltg. The inter-relationship of the strucfure and
theme is the creativé process that™ determines the shape and
direction of the stories, Thus, both storieé create their

unity and design in the impleméhtation of their materials,
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CHAPTER 11

META-COMMENTARY
DEFINITION BY DEMONSTRATION
MUSIC IN PROCESS

His mind, when wearied of its search for
the essence of beauty‘amid the spectral
works of Aristotle or Aquinas, turned
often for its pleasure to the dalnty

of Eliz betha s,
songs the 11 a n »(Ev 99'176)

M-

"1f artistic achievement is to be gauged by the har-
mony of matter and'manner, then lesees represents the peak
16

of Joyce's art“ o LMoreover » as the artist's sketchbook

of ten yields more- than mere exercises in technlque so it is

with the picture in A Portrait of the ggtist As a Young Man,
With the vigor‘andvingenueusnese of'a.tﬁumbnail‘sketch.
Portrait draws out the perspectives that sustain harmony
and meaning in all of Joyce's art, When the reader traces
what Jo?ce calls wholeness, harmony and»radiance in the
structure of the book, he becomes aware ﬁhat Joyee'defines
by demonétration. ’In this sense, Portrait createe an inde-‘
pendent significance of its own, 1In comparison to Ulysses,
Portrait seems toO mute major themes in minor chords: its
process becomes the message, The effect is one of chamber
music;17 it teaches the ear to dlstlnguish nuance and

innuendo while provxdlng a full range of tones and intensity.

In Portrait the reader finds himself in private audience
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with the artist -=- alone and unobserved,

Despite the limitation of metaphor, the analogy between
the Portrait and a musical score carries creative yet
realistic potential, The Portrait presents the reader with
~a blueprint that not only h?lds interpretative assets re-
gafding the later works, bu£;>more importaﬁtly, if leads the
reader to . an interpretatiqn of‘the'beokxitself.: This pro-
cess of interpretation creates the bo&k‘in,much the same
way as é gonductd? realizesag'scofe! All“fhe‘essentials
are laid out before him;'it is :hé':endition,.however, that
reveals the conduétor’s artistry.' The richness of the score
'intrinsicaliy prévides ie;&ay fof inéerbrétation, |
“Ezra Pound telis us that”the stfﬁcture of Ulysses is

itself musical, He likens the work to the sonata with the

£
hY

two major themes, those of Stephen and Bloom,:intQOduced,

18 In this same

developed, combined and recapitulated,"
vein, Chapter One has drawn odt the relationship of musicél
form to‘conteﬁt in Dubliners., Now, with ghg Portrait at
hand, the reader unearths the full significance'pf the musié
metaphor."Thié same musical context completes the cYcle

by bringing to light the reference of the artist to his
work, 1In further developing the significance of the musical
allusions in Joyce's fextiﬁ?}make explicit the framework
that the book createé and activates,

The explicit realization of the rhythmic relationship

between parts constituting the whole does not make its full-
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est impact until the end'of‘Chapter'FiVe, when Stephen

elaborates his aeSthetic theory to.Lynch:.

+

Truth is beheld by the intellect which is

appeased by the most satisfying relations

of the intelligible: beauty is beheld by

"the imagination which is. appeased by the

most satisfying relations of the sensible,
. e (B. p. 208)
i * .

He concludes that the rhythm of the structure is brought

about in the threefold effecﬁ of wholeness, harmony and

’radiahce. These attributes create the processvwhereby the

‘artist bridges the gap between his internal imagination

énd the external or sensible world, In a compact form
these lines comprise the essence of Joyce's blueprint for
the reader, Our task then lies in completing the schema,
as well as in discovering how the book conforms to this
theory if it is to yield both truth and beauty,

Befqre outlining the Chéraéter énd implicatith'of
-Joyce'é{blugéfint,da prefacé might be in orde: as to its
origin and context, The scholastic tone which surfaces
in Stephen's aesthetic is not surprising in 1ight of Joyce's

education and environment.l9

A problem of interpretation
does arise, however, regarding Stephen's accuracy in en-
titling the theory "applied Aquinas,"” Since Aquinas him-

self only dealt with aesthetics in subordination to meta=

physics, Stephen%seems to employ his authority as a device

to mollify the seehingly revolutionary character of his

new aesthetic, If Joyce were to adhere to strict Thomistic
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principles he would be forced to espouse all ‘temporal ac~
tivity as subject to divine sanction in harmony with Thomas'®
stance that art is subordinate to prudence in affecting

20 Stephen hints as much when he confides to

human ends,
Lynch: "éo far as this side of aesthetic philosoph§<extends
Aquinas wiil carry me all along the line" (P. p. 209)., His
distillation»as a whole insinuates the turn of the century
concept of "l'art pour l'art," "Art [says S;epheg7 is the .
human dispositipn of sensible oriintelligible matter for

an aesthetic end" (B, p. 207). The classical directives

of art, to teach and to delight, are precluded; and it

seems the term "applied Aquinas" is limited fo a rather
fﬁnctional context, It would be valid to state that Stephen
does not go further than borrowing terminology and funda-
mental philosophic structure from Aéuinas.

The earliest manifestation of the aesthetic blueprint
is kindled before the fumbling Dean of Sﬁﬁdeﬁfs'ﬁho is
attempting to light a fire, - Cminously; the brief‘encounter
is "checked by the strange toné {bf the prieéq? whose face
seemed like an unlit lamp" (P. ?; 187);f keaiizingxthe
ineptitude of the dean, he'abandons the tépic?only to bring
it to bear later in his coﬁverséﬁioﬁ'with LYnch. Shiv K.
Kumar,lin the Septeﬁber 1957 issue of "The Journal of
Aesthetics and Art Criticiém;“.succinctly presenfs Steﬁhen's

philosophy:

In the course of a scholarly exposition to
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Lynch of his conception of beauty, Stephen
cites integritas, consonantia, and claritas
as its three main attributes, corresponding
to the three necessary phases of artistic
.apprehension, Integritas implies that each
aesthetic image is apprehended as "self=-
bounded and self-contained upon the immease-
urable background of space or time which is
not it," Then we pass on to the next phase
of artistic apprehension, consonantia, which
signifies a rhythmic relationship between
the various parts constituting the image.

In brief, an integral perception is succeéd-
ed by the "analysis of apprehension," Clar-
itas, the third attribute of beauty, Stephen
admits, is at best a rather vague and in-
exact term, but he proceeds to interpret it
as "the scholastic quidditas , ., . the clear
radiance of the aesthetic image , . , appre-
hended luminously by the:-mindiwhich:hasbeen
arrested by its wgoleness and fascinated

by its harmony,,.4l = .

Thus the act of apprehension is systematic yettprdgresses
through three independent acts, It posits the first act
of cognition as éimple perception == wholeness,‘followed
by recognition or the satisfaction derived from simple per-
céption ~~Vharmony, ahd figaliy aeéthetic;satisfaction is
elicited through the process of evaluating the object as
either beautiful or ugly -- radiance.
Next Stephen distinguishes the three forms by which

we perceive art:

The image, it is élear, must be set between

the mind or senses of the artist himself

and the mind or senses of others, If you

bear this in memory you will see that art

necessarily divides itself into three forms

progressing from one to the next, These

forms are: the lyrical form, the form
wherein the artist presents his image in
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" immediate relation to himself; the epical
form, the form wherein he presents nis
image in mediate relation to himself and
to others; the dramatic form, the form
wherein he presents his image in immediate
-relation to others, ‘
S (P. pp. 213-14)

It is Stephen s progre351on through these three forms that
creates the style of the Portrait, One.- moves 1n a lyrical-
eplcal dramatmc Jjourney w1th ‘the artlst as he matures,
_ His journey is the method~that creates the emotional con-
dition proper to art{ equilibrium or stasis, Since beauty -
is the contemplation of thatfwhibh’plééées, the emotions
proper to that art seek to arrest the mind and raise it
above kinetic,feeiihgs; - Stephen ‘explains;:’

The feelings exc1ted by improper art are. kinetlc,

desire or loathing, Desire urges us to

abandon, to go from something, These are

kinetic emotions, The arts which excite

them, pornographical or didactic, are

therefore improper arts, The esthetic

emotion (I use the general term) is

.therefore static, The mind is arrested
and raised above desire and loathing,

(B. p. 205)

Clearly, the beautiful can have no functional use or move
one to ény ulterior end; it exists as its:own.excuse for
being, |
Once this independence is established, Stephen's
theory, altﬁough scholastiqally constructed, proves by no
ﬁeans to be_discursive or analytic, Rather, it .is éyntﬁetie,

a fusion of the external world and the internal perception
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of the artist -- wholly intuitive in its operation, This
intuitive, synthetic aspect illustrates the same process

by which the music operates in the text of the Portrait. -

It has-been-stated in:Ghapter Two:that music-is.recognized

as a universal language of emotions that ultimately yields
no analytic truth, For this reason, once again, one:finds
that this emotional language of music is much more than
mere technique‘or sound, Stephen, as an artist seeking
his identity, employs his aesthetic in grder to intérpret
the world around him, In order‘to interpret he must deal
with mental pictures and interior emotions; his soul must
be alérﬁ to any feeling which experience will.révggl,

Essentially, this exercise of poetic instinct becomes asso-

ciated in the text with the experience'of musical perception.| --

Because shades of “l'art -pour 1'art™ can'bs detected
in Stephen's aesthetic, the -reader baﬁ see’how readily music
comes a,démonstration bf‘a synthetic experience harmoniously
seeking no other end than tﬁe disclosuregof itself;- In
this way, the book becomes,itg own interpretation, The
music is the bridge between the book and the theory, While
demonstfating its own wholeness,;yarmohy and radiance, it
creates the same experience;for the‘reéder‘of the book,

This musical expressioﬁ'is"the_external‘reaiization
of Stephen's internal aesthetiq'ﬁroégss.  Together they
repreéen; a simultaneous act wherein his emotions mirror

perfectly his external seﬁsua} experience, Through this

DE =
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discovery,one findsthe bridge that Stephen describes as
the moment of clear and unambiguous poetic instinct =-- the

pivot ofthis'aesthetic.

R

The instant wherein that supreme quality
of beauty, the clear radiance of the
.esthetic-image, is apprehended luminously
by the mind which has been arrested by
its wholeness and fascinated by its har-
mony is the luminous silent stasis of esthetic
pleasure, a spiritual state very like to . ...
enchantment of the heart,

(2. p. 213)

It is the ¢ontention of this thesis that music thematically
demonstrates a journey through the sensible world of the
artist, It operates as the primary vehicle of the artist

in search of stasis,
ii

At this point the three asPeccs of Stephgn's aesthetic
have been sufflciently dlsclosed If the musical‘allusions
of the text are 51gn1f1cant in’ reveallng the structure Joyce
has created, then how does~the music . draw a spec1fic rela=-
tlonshlp between the book and Stephen s t:heo::'y’r’22

Throughout the Openlng chapter of the Portralt. Stephen
shows a penchant for rhyme and melody. As a child working
his way through the sensible world he dances and sings
In our very flrst‘encounter with hlm Velhear him singing?

O, the wild rose blossoms
On Fhe little green place
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' He sang that song, That was his song
0, the green wothe botheth

(B. p. 75

Further on, he hears the .'apologise jingle' and retreats
under the table in retaliation to a reprimand[f;om his
mother and Danté; When returniﬁg homé from Clongowes for
the holidays, he senses the rhythm of the train and com-
ments to himself fhat@;[the guard's. "keys made a duick '
music;?clickm click, click, click " (2. b; 20). Poignantly,
whenvhe becomes ill at"school and imagines himself to be
dying, he listens to-the bells tolling and lets them creats
the song Brigit used to siﬁg for him., "He wanted to cry
quietly, but not- for himself; for the words, so bééutiful
and sad, like music, The bell, the beli, Farewgll, 0O
Farewell!" (P, p. 24). Implicit in these éarly compositions
is the "self-bounded" and Héelf-cohtained" perception "in
time* (P. p. 212);thét Stephén“cites é; the first attribute‘
of beauty, integritas or wholeness, - |
TheAsatisfaction derived from thé Secon&5attributé of

beautf. consénéntia,.is'iiiﬁstféted in éhe description of
the children's‘pafty at Hafold's‘Cross, where Stephen is
attracted to Emma! | B

But when he had sunglhié song and with-,

drawn into a snug corner of the room he,

began to taste the joy of his loneliness,

The mirth, which in the beginning of the
-evening had seemed to him false and

trivial, was like a soothing air to him,
passing gaily by his senses, hiding from
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. the other eyes the feverish agitation of
his blood while through the circling of
the dancers and amid the music and laughe
ter her glance travelled to his corner,
flattering, tauntirg, searching, exciting
his heart, : ,

| (B. p. 69)

This excerpt offers a striking example of a rhythmic
relationship among parts., IHere, Stephen's paradoxical
joy and loneliness are pltted agalnst the music, dancing
and laughter of the group, Only after he sings his song
is he ewept into the rhythm of the evening allowing it to
“pass“"gaily by his senseS"(P.'ﬁ. 69).- " Only then is the
bridge between the extremes travelled by Emma‘'s. smile
rhythmlcally echoed as "flattering, taunting, searchlng"
(. p. 69), Sign flcantly, Scephen tries to write a poem
after his encounter but is unable. Here wholeness and
harmony are present, ~but the stasis oroper to claritas is
absent, The .young artist has not yet concretized his ex-
perience in aaway that is nori-kinetic, . All these early
'experienceé lack the "analysis of apprehension" which will
yvield radiance.

Finally it is radiance, the delicate balance of the
first two attributes, wholeness and harmony, heigntened by
its own self-consciousness that fully expresses the sig-
nificance of the music, As the mature artist, Stephen
»employs music as the vehicle which enables himself and the
reader to personally concretize his experienoe. Structnrall}

" the experience of radiance is identical to the musical
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experience, Both are s&hthetic énd sélfQéonscious and seek
to reveal their whatness in themselves (claritas), Perhaps
this relationship between music and radiance is most salient=
- |l 1y recognized‘when;gneﬁdiscévers&thatwjby&e‘S”theoryfof
epiphany is structurally identical to radiance, This com=
parisoh is ﬁct-egpliéitly drawn in the text of the Portrait,
Howeﬁer;.in the original draft of the Portrait entitled

Stephen Hero, Joyce makes the felationship explicit;

Now for the th:l.rd quality. For a long
time I couldn't make out what Aquinas
meant, He uses a figurative word (a
~very unusual thing for him) but I have
solved it, Claritas is quidditas,
After the analysis which discovers the
secqnd quality the mind makes the only
logically possible synthesis and dis-
covers the third quality. This is the
moment which I call eplphany. First we
, recognlze that the obgect is one 1ntegral
- thing, then we recognize that it is an
organlzed composite structure, a thing
in fact: parts are adjusted to the
special point, we recognize that it is
vestiment of its appearance,  Its soul,
its whatness, leaps to us from the
vestment of its appearance, The soul
of the commonest object, the structure
of which is so adjusted, seems to us
radiant, 2ghe object achieves its
gplphany. ‘

It seéms appé:ent that Joyée purposefﬁlly delétes this
direct iﬁpliéatibn fromi:the Portrait, in order to permit
the reader the expérienee of discovering it as his own
epiphany, T@e:Portfait is a refined: ‘statement of a process
‘that is itself the whatness or epiphany of the book, But

the musical question of the book has not yeét been answered,

i
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If tﬁe experience of music is the same as radiance, and

radiance is structurally identical to epiphany, then what
is the musical epiphany of the book? The question is the
logicai culmination of the process and can be answered by

a close examination of the ma jor epiphanies of the text,

¥ ' iii

The Musical Bluepring24

I, Context: The Whitsuntide play performed at Clongowes,

" A sidedoor of the theatre opened suddenly
and a shaft of light flew across the grass-
plots, A sudden burst of music issued
from the ark, the prelude of a waltz:
and when the 51dedoor closed again the:
listener could hear the faint rhythm of
the opening bars, their languor and supple
movement, evoked the incommunicable emo-
tion which hadibeen the cause of all his
day's unrest and of his impatient movement
of a moment beﬁore His unrest issued
from him like a wave of sound: and on
the tice of flOWIng misic the ark was
Journeylng, trélllng her cables of lan-
.terns in her wake.'. .

(B. p. 75)

He could hear the band playlng "The Lily
of Killarney -and knew that in a few mo%
ments the curtain would.go up . . .
Another nature seemed. to have been lent
him: the infection of the excitement
and youth about him entered into and .
transformed his moody mlstrustfulness

(P P. 85)

Stasis Epiphéh%x;; "Lotts Morgue"

Stephgpfde5§@§bes,the tw@ faces of tragedy as pity
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and terror, representing the dramatic emotion in stasis,
‘This definition is a statement that terfor unites the mind
with the "secret" cause of whatsoever is grave and constant
in human suffering. It creates an equal balance between
extérnai and internal forées. The entire Whitsuhtide epi-
sode is a journey through a series of conflicts: his in-
ternal experience is represented by the "sorry anticipation
of manhood" (g. p. 83) and "the stream of moody emotions"
(B, p. 77) stemming from Emma, This is pitted against the
exﬁernal experience of the school's "movement towards
national revival" (B. p. 84) and his father's injunction
"urging him to be a gentleman" (E. p. 83) in Dublin society.
The two musical allusions above represent the ovérture or
prelude to the play and likewise preface Stephen's epiphany,
.They create a bridge between the external and internal
preparing Stephen for "one rare moment to be clothed in

the real apparel of boyhood" (B, p. 85). Unlike the dis-
jointedmrehearsals, this harmonious moment enables the

play "to_[éssum@] a life of its own" (P. p. 85).. Signifi=-
cantly; the eipsode climaxes in Stephen's first experience
of catharsis == which he later ehtitleé "enchantment of

the heart" (2. p., 217), .

Just as the overtiire is a previéwbof what will be
heard, Stephen&s~flight'to'Georgé St:éé% isvfhe re-enactment
of.é process which he has already initiated, His “analysis
of apprehension"‘is an iﬁitation of his origihal intuitive

response to the rnusic, However, the éyéle is not whole
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until the apprehension is luﬁinouslyaexpressed.’ This deli-
cate balance and fusion of events is only discovered in
the shadows of "Lotts Morgue," when he decides: "my heart

is calm now, I will go back" (P. p., 86).

Context: The Clongowes Retreat

Their error /his and Emma's/ had of fended
" deeply God's majesty though it was the
error of two children, but it had not
offended her [the Blessed Virgin/ whose
beauty is not like earthly beauty, dan-
gerous -to look upon, but like the morning
star which is its emblem, bright and
musical,
(P. p. 116)
This same experience of stasis is expressed in response to
Fr, Arnall's retreat sermon., As Stephen reflects on the
Blessed Virgin he hears her speaking to him, Through this
experience Stephen's lust for: Emma 1s replaced by the
Virgin's voice within hime "you have erred ¢« + . it is one
heart that loves anéther"'(g. p. 116). . This same expression
reappears near the conclusion of the retreat in the context
of lost innocence,
The two epiphaﬁiés‘ﬁe,have just examined can be the-
matically grouped as stasis épiphahies. They represent the
pivot upon which Stephen s entlre aesthetic system rests,

The epiphanies which follow flnd thematic unity in the

context of the Journey of the Artist.
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II. Context: Trip to Cork with his father,

The neighborhood of unseen sleepers filled
him with strange dread as though they could
harm him; and he prayed that the. day might'_
come quickly. His prayer, addresséd néither
to God nor saint, began with a shiver, as

" the chilly morning breeze crept through the
chink of the carriage door to his feet, and
ended in a trail of foolish words which he
made to fit the insistent rhythm of the
train; and silently, at intervals of four
seconds, the telegraph poles held the
galloping notes of the music between
punctual bars, This furious music allayed.
his dread and leaning against the window=
ledge, he let his eyelids close,

(2, p. 87)

[Te following morning in the Victoria
Hotel Simon Dedalus sings "Tis Youth and

Folly.7 e 88)
L. P OO/

In a quiet bystreet a German band of five
- players in faded uniforms and with battered
_brass instruments was playing to an audience
of street arabs and leisurely messenger boys -
««s « From another window open to the air
came the sound of a piano, scale after scale
rising into the treble,

Foetus Epiphanyzl Childhood death,

How strange to think of him [selﬁ] passing
.out of existence in such a strange way,
not by death but by fading out in the sun
or by being lost and forgotten somewhere
in the unlverse

(P. p, 93)

These three progressive musical allusions in accord

with the aesthetic blueprint fuse Stephen's interior and
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ekterlor experlences. When Stephen and hlS father journey
into the heart of Cork (1ts whatness), the music oMinously
charts thelr course, The "furious music" of the train ride
breaks into the "eome-all-you" sung by Simon Dedalus, "Tis
Youth and Folly" is . a lament'for the past, a preface to

.Stephen's day,

But when tis old

And growing cold

It fades and dies like
The mountain dew

(E. p. 88)

Through the on-gqing litany of names and places that Stephen
visits and resurrects with his father, he hears the "faded"
and "bettered"-march of time == a journey into the past,

His catharsis is realized when he is lifted from his
loathing in repeating the Shelley fragment to himself,

The journey ends when "he forgot his own human and ineffec-

tual grieving" (B. p. 96).
' Context: The Dedalus family is once again evicted,

The voice of his youngest brother, from
the far side of the fireplace began to
sing the air "oft in the Silly Night."
One by one the others took up the air
until a full choir of voices was singing
. .They would sing so for hours, melody
,after melody, glee after glee, till the
last pale light died down on the horizon,
wtill the first dark clouds came forth and
night fell , , . He heard the choir of
~ voices in the kitchen echoed and multi=-
plied through an endless reverberation
of the choirs of endless generations of
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. childrens: and heard in all the echoes an

echo also of the recurring note of weariness -
. and pain, All seemed weary of life even be-

- fore entering upon it, And he remembered

. that Newman had heard this note also in the
broken ‘lines of Vergil giving utterance,. '
like the voice of Nature herself, to that
pain and weariness yet hope of better things
which has been the experience of her children

..in every time, : :
| : (2. pp. 163-64)

Aneas Epiphanyg The traveller

.,Stephen sums up his present situat;qn as the painful
v’lementfhe nears in the music of his’brothers and~sisters
Slgnlflcantly, this sequence is preceded by his- encounter
with the Flndlander s Church Quartet "The flrst bars of
[thelr] sudden music" (P, p. 160) accompany his decision
to regect the "snares" of Dublln s world in a vocatlon to
the'prlesthood ' The music establlshes a new self-communlon
~w1th1n hlmself whlch prompts h1m to take up the "broken |
'11nes of Vergll" and "flee to better thlngs" (P. p. 164)
The mu31CI1n these examples operates in - the same method as
the Whltsuntlde example and 1eads to a fllght. However,
this eplphany operates in two sections In the‘second part
the cllmax of . the" experlence is realxzed When Stephen is
~able to attend‘tne¢unxversity% Here the music of the_pre-
vious encounters breaks intcwa-prelude.of his'own making;

it seemed‘to him that. he heard notes of

fitful music. leaping upwards a.tone and

downwards a diminished fourth, upwards

a tone and downwards:a major third, like

triple=-branching flame, out of a midnight
wood, It was an Eliin\prelude,;endless'and
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formless; and, as it grew wilder and faster,
the flames leaping out of time, he seemed to
hear from under the boughs and grasses wild
creatures racing, their feet patterlng llke
rain upon the 1eaves.;

(_13. P . 165)

Both of these experlences écho the’proud cadence of
Newman, They lead Stephen to "an unseen path == the end he
had been born to serve.ﬁ The catharsis of the day's events
comes as he journeys seaward when he comments- "a daj of
dappled seaborne clouds. The phrase and the scene harmon
ised in a chord® (2, '1’3'."166),4 C | |

Each of the three epiphanies just outlined draws a
temporal relationship to the music: 'the joufney with his
father is an examination‘of thei:past, the eviction haunts
thezprese#t‘as,a portent, and his admission to the university
is»agprophecy for the future -- each éf the events keeps

tempo with the music,
I1I, Context: Stephen composes hisj'poem,

Towards dawn he awoke, O what sweet music!
His soul was all dewy wet, Over his limbs
in sleep pale cool waves of light had
passed, He lay:still, as if his soul lay
amid cool waters conscious of faint sweet
music, His mind was waking slowly to a
tremulous morning knowledge, morning ine .
spiration, A spirit filled him, pure as
the purest water, sweet as dew, moving as
music, But how faintly it was inbreathed,
how passionlessly, as if the seraphim them-
selves were breathing upon him, His soul was
waking slowly, fearing to awake wholly, It
was that windless hour of dawn when madness
wakes and strange plants open to the light
- and the moth flies forth silently . . . an
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enchantment of the heart!

¢

(B. p. 217)
The Artist's Epiphany

Stephen has finally intérnélized the previous series of
encounters and is(reborn into a new innocence -- "a sad loth
to depart , ., . thé victory Cﬁént of Agincourt ., . . the
happy air of Greensleeves," He composes his poem with a
rhythm that even Emma will hear, The text now firmly es=-
tablishes the music as his music; it is a perfect expression
of his interior state, This music is heavenly, the music
of the “"choirs of Seraphim," At last the music, has come
to represent catharsis itself, The "curious song" he hears,
however, does not lead to marriage or entanglements with
Dublin, In a discourse with Cranly he understahds that
Dublin can offer no grounds for decision making, All of
Srephen's decisions stem from his poetic instinct which
have been traced in the mﬁsical allusions, As the two men
listen to a yoﬁng girl sing "Rosie 0O'Grady," Cranly responds
by caliing the experience "real poetry," Sceptically,
Stephen retortts: "1 want toAsee Rosie first! (P. p. 245){
Harmony between his interior state and the external context
of Dublin is impossible, The music further tells Stephen
that "his friendship is coming to an end," Significantly,
the final musical allusion of the text is recorded in his
diary as a commemoration of the dead, One evening when he

attends the symphony: "O Willie We Have Missed You" is

BN
P
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‘played in memory’of:William?Ewért Gladeoﬁe.' Stephen sums
up the entire event in his'retbrt "a race oftplodhoppers"

(B. p. 249),
f‘iv’

The relationship between music and distinct events has
been charted in the previous series of e?iphanies. They
illustrate the harmony between the teﬁporal-and the spatial
which‘is the unique creation,of the artist, The temporal, -
rhythmical quality of the text is the narration of the story,
conceived through the interior interpretation. of tﬁe artist,
It is simultaneously paralleled with the spatial, external
history of the events, Because theumusic shares in the ex-
ternal world while representing the personal interpretive
lénguage of emotions, it is able to sustain harmbny between
two levels, This equilibrium or stasis'yields epiphanic
meaning for Stephen, But‘étephen's music is oppésed to the
musié of Dublin which sustains no world harmony} if creafes
a gap between. the individual and hié world, The classical
experience wherein the individual defines himself in a
stable world order is likewise precluded, Although the
phenomenon of the Romantic movement destroys the very cone
cept of a stable world ofder; it endows the individuél with
the freedom to explore and create hié oﬁn context, For
these reasons Stephen's creation of a ﬁersonal world order
is é process inéongruous with the :prescribed world order

of Dublin,
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But ultimately the musical epiphany of the book holds
an even greatef significance. fhe age-0ld theme of world
harmony25  Qherein the music of the spheres is representative
of Christiaﬁ love has been destroyed in the stagnant Catholi-
cism of Dublin, It is the Irish Churcﬁ which forces Stephen
to reject a vocation to the priesthood, Strephen does not |
reject God but emphaticaily rejects the discord of the
Church, The joﬁrney of the book follows the blueprint of
the aesthetic, ‘We travel with Strephen from a lyrical child-
" hood, where events define their significance in immediate
relation to himself alone (wholeness ), through his epical
adolescence where events take significance in mediate rela-
tion to himself and others (harmony), to the climax of his
flight wherein the significance of his 'life work is forged
in mediate relation to others (radiance), Paradoxically,"
the dramatic form is an outgrowth of his baptism into the
interiér world of his own poetic instinct, Only in this way
will it functiﬁn for others, The Church no longer echoes
heavenly music; Stephen's music stems from himself, Thus
one diégovers that his fligﬁt from the Cﬁurch‘is simultane=-
ously a’flight into his poetic intuition, a process which
will sustain the dramatic form of the artist and the full
realization of his namei

Amen, So be it, Welcome, O lifel I.
g0 to encounter for the millionth time
the reality of experience and to forge

in the smithy of my soul the uncreated
conscience of my race ., . , Old father,
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old artificer, stand me now and :&Ve€I;::-
in good stead, .
(B. p. 252-53)
Thus the book demonstrates three epiphanies invfelétion
to the aesthetic blueprint;"Historically (the series of
events ), the artist is forced to flee Ireiand. Musically,
the epiphany of the musical epiﬁhaniés is the realization
that world harmony is_attained.th#ough theginterpretivé
process of the artist alone == a flighf ints poetic intui=-
tion, 'And finally, tﬁe:mediumVis't?ewmeséégenbf the book,
Qe‘matufe with the artist by pracing his journey, following
his aesthetic bluepriﬁt in lyricél-épical-dramatié form,
This process that has*beénﬁopgliﬁﬁdjﬁiéhe whatness of the

book =~ the book interprets itself,-
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CONCLUS 10N

The scope of this'thesiélpas attémptéd to outline a
Acritical approach to the eafiy'fictibn‘of Joyce.'_lt has,
by no means, exhausted the countless musical allusions of
elther text, nor has it created a super=structure wherein‘
one can uncover the "true" meaning of the music. Such a
thesis would fall prey to the conceptual dilemma of Mr,
Duffy, The approach'taken to both Dubliners, and the Por-
trait has been largely a structural one, Tﬁis approach has
endeavored to enter into the process that unfolds  through
Joyce's act of writing, It might be argued that the use of
Coleridge's organic metaghor’a3~a point .of departure in
Dubliners is itself something of an imposed stfucture. But
to refute such claims would take one into a detailed appli~
cation of contemporary langqage theory which is beyond the
original intention ofAthis thesis, The point this thésis
attempts to illustrate is the complexity of the structure in
Dubliners, This musical approach is only one of many ap-
proaches that thé reader might consider in coming to a cleare

understanding of the work, Of particular interest are the

f
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light allusions whichvmighf lend themselves to this kind of
consideration, ‘ |
There are, however, certaln unmlstakeable signs that
lead to the, conclu81on that Joyce employs music as a metaphor|
for language,tlﬁﬁpne n@kﬁsatllst,of.the adjectives that ac-
company the ﬁusiéal allusions in Dublinérs} it would be dis-
covered that Mrs, Sinico's music is "defiant,” while Mr.
Duffy's music, innthe»musical simile'of the train, is liken-
ed to a “laborious drone, “' Hls llklng for Mozart s music
is entltled "the*only d13$1patlon of hlS life," leeW1se
Gabriel's music iéfdistgnt‘andfthgught?tpgmgptedf Bartell
DitArey's music is ;plaintivé." In the Portrait a full gamut
of expression is revealed in Stephen s musical adgectlves.
His journey through the sensible world labels the music as
"sad, furious, mqbdy, bright, endléss, formless" and finally
"incommunicable.," These adjectives aré'significant in as
much as they focus the music as polemical, Like language,
they represent thé personal intérpretation of the individual,
The question ore must answer is whether or not‘théy bring us
closer to Stephen's reality or to our own, Since all the
allusions to mebady and music in the text of both stories
come to the reader through the medlum of languaae, since,
in other words, music is never present in the text but as it
“is already embodied in language, language emerges as a meta=
phor fo:’ﬁusic while music itself functiéhs‘as a metaphor'

for language,
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Although Dubliners hints at. the language dilemma,
Portrait clearly elaborates the problem . Onest only needs to
recount Stephen’'s dlsmay Wlth the Dean of Students, The gap
which points to the ineptitude of the dean is his language.

The language in which we are speaking is
" his before it is mine, How different are
the words home, Christ, ale, master on his

lips and on mine! I cannot speak or write
these words without unrest of spirit,

(p. p. 189) .

His squabble over choosing the word funnel or tundish is
only one humorous example, This paradoxical light-hearted- .
ness is aéain brought to bear when all the children in the
Dedalus family speak pig-latin on the eve of their eviction,
But the iﬁportance Stephen places on the language question
‘is foreefulky presented when in conversation with Cranly
he "walks on in a lane among heaps of dead language!*®

(B. p, One might recall that Stephen laments that one
of the nets flung on the soul of a man born in Dublin is
language,

As the reader follows Stephen to his exile in the

‘"artist's:epiphany“ Stephen is still struggling:

The phitase and the day and the scene har-

monised in a chord, Words! Was it their

colours? , . , Did he then love the rhythmic

rise and fall of words better than [their
- associations of legend and colour? ' Or was

it that, being as weak of sight as he was

shy of mlnd he drew less pleasure from the

reflection of the glowing sensible world

through the prism of a language many=-
colored and richly storied than from the
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contemplatlon of an inner world of individual
emotions mirrored perfectly in a lucid supple
periodic prose?

(2. pp.116-17)

How can the reader begin to answer this question., - It is one
more frustrating example of the complexity of.internal inter-
pretation and the sensible éonstant world, This paradox is.
posited as a majof theme of both books{ isistepheﬁ's'story,
an example of:what Heidegger calls "always already"? Does
his story begin in the pre-existence of a storied and legend-
ridden language? Or does<Mf. Duffy's dilemma with Mrs,

Sinico begin with his copy of Zarathustra or Michael. Krammer

on his well-ordered shelves? It would seem that such a con-
clusion would find unity with the approach that J. Hillis

Miller takes with other twentiéth-century writers in his

Poets of Realitye.

’ The final point ﬁp be drawn, however; is- that Stephen's
exile moves towards a clear reject10p of Dublin's external |
world, Among the many tféps that'D&blin lays out, the trap
of'stéle language is the mOSt-treacherous.for the woung
artist, When the reader discovérs that Stephen'é'flight is
a flight into‘pogtic instinct (his own personal interpre-
tations) he comes closer to the problembwhich,every serious -
reader‘of Joyce must face: the problem of valid interpre=-
tation, Everyone must éomehOW come to grips with the problem
of language, but it is the artist who feels the problem most

acutely, This whole question is illustrated in the pro=-
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gression'of solutions Joyce offers, If the Portrait re-

jects”the music metaphor then it is reasonable that in

Finnegan's Wake“Joyce invents a language of his own, It
seems that the difficulty in clearly distinguishing between

therlanguage‘ana thetmusic‘metapher'iﬁ Joyce's early works

"is a probiem that Joyce himself has not resolved until

Finnegan, If Stephen rejects the music (language) of Dublin
because 1t‘y1e1ds no world harmOny, then creating somethlng
to take.ene bevond language,,lnto a kind of meta-language,
is the natural culmination ‘of- Joyce's literary cycle., Per-
haps Stephen'e’ful; tealizatien of his name is the call to
this ne& function; o

In conclusion, the structural approach operating in
both chapters illustrates its value by focusing the lan-
guage questien,~ This question becomes particularily mean-
ingful éscme followSthe course of twentiethecentury fiction;
The factOESiwhiéh precipitate the sudden turn of the century
concern with language theory sheds an interesting light on
Joyce's method, The implication that the two books appear
to be radicallonpposed in style or'technique*is only an
epparent“diffe:ence. Each boock, in fact, creates its own
context in reference to its structure and materials, the
unity of principle that Joyce employs inevitably arises,
In attempting to uncover the principles of definition by
demonstration and organic design, the reader, in the final
analysis, comes into a closer eontact with the meaning of

the beok.
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1Anthony Burgess,! Re joyce (New York: W, W, Norton and
Company, 1965),

‘William E, Morris and Clifford A, Nault, A Case Book
On James Joyce's A Portrait of the Artist as a Younz Man
TﬁéW'York: Odyssey Press, 1962),

Hugh Kenner, Dublin s Joyce (Boston. Beacon Press, 1956)

' Marvin Magalaner, Time of* Aggrentlceshlgs .The: Flctlon
[o'4 Young James Joyce (Londona Abelard Schuman- 19 9

) lechard Ellmann, James Jovce (New York Qxford Univer=-
sity Press, 1959), p, 52.

3Constant:.ne P, Curran, James Joyce Remembered (New York
and London: Oxford Un1versxty Press, 1968), p. 14,

489& " A Note On The Text.," James Joyce, Dubliners (New
York: The Viking Press, 1972), All subsequent references in
my text will be to this edition,

~ SSee "A Note On The Text," ' James -Joyce, A Portrait of
The Artist As A Young:Man (New York: The Viking Press, 1972).
All subsequent references in my text w111 be to this editon,

6George Watson. Coleridge The Poet - (New York: Barnes and
Noble, 1966), p. 33. 4

7Jose 1 ‘ ¢
ph Machlls, The Enjoyment of Music (New York: W, W,
Norton and Company, 19557, p. %78.

8A concise outline of the Sonata form in "A Painful Case®
is presented on the f0110W1ng page,
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EXPOSITION

Home key: Mr, Duffy
"the soul's incur-
|gble lonliness,"

Bridge:

The Mozart
Concert, '

Theme#2: Mrs., s inico,
“"A defiant note "

End of seqtlon I
Earlsfort Terrace,

**ﬂ*****c**x***.**x

DEVELOPMENT

Modulation away
from home Lkey,
visits to Capt.-
Sinico's home,

As the relation=-
ship deepens, he
averts a return

to the home key,
Mrs, S, becomes

his confessor,

Eventual retun to
the home key,Mr,
Duffy reject her
advance, |

End of sectlon 11
the park

%****************

battle for a final

9Mozart further distingusihes the constrasting themes
in his use of the Sonata form by labeling each of the

RECAPITULATION

Thems #1 and #2
are portrayed in
the two-fold epiphs-
any of the final
scene,

Bridge: represented
in-the turmoil of
his memories that

interpretation of
Mrs, S's death,

Coda: the train
reiterates the syls
lables of her name
for him,

the end

o

Feddeddededodokddokdiodenb ik

contrasting themes as masculine or feminine, See
Donald Grout, A of Western Music (New York: W,

Histor
W, Norton and Company, 1§66§, p. 458-459,

10This idea of assalllng the self is illustrated in. the
return of 'the. parcel "in‘"A- Palnful Casé" -and -draws -a-“paralle
'between Mr, Duffy and Gabriel Conroy,

- 1

11Percy A, Scholes, The Oxford Companion to Music (Lon-
don: The Oxford University Press, 1943), P, 1013,

125 4, Westrup and F, LI, Harrison, The New College
Encyclopedia of Music (New York : W, W, Norton and Company,
1960), p. 716, . , : :

1percy A Scholes,
Music (London:

14

The Concise Oxford chtlonary of
Oxford Unlver51ty Press, 1964), p. 617

Notice the textual divisions made onpp. 196 and 206
' 15Theflnal scene of the opera deplcts a large banquet.
where all the dinner guests are either dead or dylng form
poisoned wine,

‘16R1chard M, Xain, - Fabulous quager (Chlcago. The Uniﬁm
er51ty Press, 1947), P. 142
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17ThlS idea is taken from an collection of poems by
Joyce entitled Chamber Music, : :

18

Ibid.,Kain, p, 143,
191p34., Ellmann, p. 22-41,
ZOHaskel M. Block, "The Critical Theory of James Joyce"

The Journal of Aesthetlcs and Art Criticism, 8, No, 1 (1950),
178 _

215h1v K, Kumar "Bergson and Stephen Dedalus‘ Aesthetic
Theory”" [The.Journal of Aesthetlcs and Art Criticism, 16, No,
1 (1957), 124, ,

22

2BJames Joyce, Stephen Hero (New York: New Dlrectlons
Paperback, 1963), p. 213,

, Zthls blueprint. is drawn from the mu31cal allualons of
the text to Portrait The first part of each section is a
direct quote form the text followed by an epiphany which ex-
amines the significance of the quote, All titles to the
epiphanies are mine., A concise. outline of the aesthetic
blueprint for the book follows on the last page

Please see the final pagev
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. BOOK

DEFINITION BY DEMONSTRATION
THE MUSICAL PROCESS .

STEPHEN'S

history of the
life of the
artist

&rtlst must flee '

Ireland

MUSICAL JALLUSIONS

1f the theory is applied
to the book itself, music
becomes one example of ..
how the theory is real-
In effect the
experience of music is

ised,

the experience of
Radiance,

Music accompanies the
epiphanies in the text,
(synthetic process)

Follow1ng this schema Three insights

come to llght

, Mhsical epiphany: no:
world harmony in Dublin
Harmony is attained only
in the interpretive pro=
cess of 'the artist

muslc

and perception, ’

.music, radiance, and. epiphanies
- all’ employ the same structure,

L

i N / radiance
synthetic synthetic
external - N internal
the artist's perception
shares in both states--
“creates a bridge, " journey with the

’ o ' - artist through t
Stephen leaves Dublin not
to seek another place but
to employ his intuition

AESTHETIC

Three aspects
of Stephen's
. theory:
Wholeness
Harmony
*Radiance
*(synthetic
process )

" Structural

epiphany: -

Once relationshig

between radiance
and epiphanies i
realised, the bo
interprets itsel
according to the
outline of the

aesthetic bluepr
We mature as we

k

nt.

dlyrical
epical

dramatic forms,
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