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Introduction 

 

Based on my interest in the burgeoning new interdisciplinary field of Animal Studies, this 

dissertation attempts to reconsider the works of the Irish writer James Joyce (1882-1941), 

shedding light on the hitherto unexplored, or little explored, reality of the “denizens” of his 

Dublin. Each chapter deals with specific animals, animal by-products, or nonhuman actors, 

taking up specific themes that were of major concern in the Victorian and Edwardian Age.  

In the past decade, cultural studies-based articles on “Joyce and animals” have 

gradually accumulated. The 2009 Spring-Summer volume of JJQ was a special issue 

featuring “Joyce and Physiology” organized by guest editor Vike Martina Plock, the author of 

Joyce, Medicine and the Modernity (UP of Florida, 2010). The issue includes essays by Aida 

Yared, David Rando, and Sam Slote, which are directly linked to animal issues in Joyce’s 

works. Contributions from the ecocritical approach were timely, notably Brazeau’s and 

Gladwin’s Eco-Joyce: The Environmental Imagination of James Joyce (Cork UP, 2014) and 

Lacivita’s The Ecology of Finnegans Wake (UP of Florida, 2015), and the pioneering special 

issue of Humanities (2016), “Joyce, Animals and the Nonhuman,” is guest-edited by 

Katherine Ebury of Sheffield University. Thirteen articles (including my own) variously 

discuss animate and inanimate topics in Joyce’s works. In May 2018, Ebury, and Michelle 

Witen of the University of Basel, sent out a call for papers for a special issue of JJQ to be 

entitled “Joyce and the Non-Human.”1 This dissertation aims to be the first book-length 

research in this trend to read Joyce focusing on “the question of animal.” 

“The question of animal” has been multifariously discussed in the humanities and 

social sciences in order to consider entities that inhabit the margins of the human-centered 

world as well as the animality of human beings themselves. In his oft-quoted article, Cary 

Wolfe (2009) compares an attempt to achieve an overview of animal studies to “herding cats” 

(564), because animals are everywhere, both in the literal and figurative senses. Mindful of 

such difficulties, Wolfe enumerates seminal studies from the animal rights movement of the 
 

1 “CFP, James Joyce Quarterly Special Issue: Joyce and the Non-Human.” British Association for Mod
ernist Studies. May 17, 2018. https://bams.ac.uk/2018/05/17/cfp-james-joyce-quarterly-special-issue- 
joyce-and-the-non-human/. Accessed February 25, 2019. 
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1970s to its flowering in the 1980s to 1990s, during which a number of prominent scholars 

and critics published seminal research: James Serpell, In the Company of Animals (Blackwell 

Pub, 1986); Harriet Ritvo, Animal Estate (Harvard UP, 1989); Carol J. Adams, The Sexual 

Politics of Meat (Continuum Intl Pub Group, 1990), and many others. Notably, his list 

includes Joycean Margot Norris’s Beasts of the Modern Imagination (Johns Hopkins UP, 

1985), Donna Haraway’s Primate Visions (Routledge, 1989), “landmark publication” as he 

calls it. Then he mentions the significance of the Millennial Animals conference held at the 

University of Sheffield in 2000, describing it as “[a] sure sign of the emergence and 

consolidation of animal studies” (565-66). However, among the many remarkable books 

published in the 2000s, including those in the emergent field of posthumanism, what earns 

Wolfe’s highest praise is Jacques Derrida’s essay “The Animal That Therefore I Am (More to 

Follow)” and its publication in book form (English translation, 2008), observing that it is 

“arguably the single most important event in the brief history of animal studies” (570). To be 

sure, Derrida’s analysis of the primitive violence of the word “animal” itself—the “ableism” 

inherited from major European philosophers—the anthropocentric presumption in our gaze at 

animals (always to see and never to be seen)2—had a great impact on the humanities. My 

research on “Joyce and animals,” too, owes much to this academic orientation. 

In 2012, Kazuhiro Doki of Aichi University of Education sent an exciting proposal to 

three young Joyceans—Sachiyo Yamada, Hironao Kobayashi, and myself—to make 

presentations at the Symposium “Joyce and Animals” he was to chair at the 25th Annual 

Meeting of the James Joyce Society of Japan. As Doki notes in the proceedings of the 

symposium (43-48), the four of us agreed to make Derrida’s argument the theoretical fulcrum 

of the symposium in hopes that it would function as a node interconnecting diverse issues 

such as the animal rights movement, exploitation of, and cruelty to, animals, philosophical 

and ethnological concerns about cognitive perception in animals, and fundamental analysis of 

 
2 My analysis of Bloom’s compassionate gaze and his doubled vision in Chapter III is somehow indebted to 

Derrida’s analysis of “to see/be seen” as well as to Darin Tenev’s discussion in a lecture held at Metropolitan 
University, Tokyo, December 3, 2014 with regard to the Joyce-Derrida nexus and the experience being looked 
at by a cat. See “The Cat, the Look, and Death,” translated by Yoshimi Minamitani, Metropolitan University, 
Departmental Bulletin Papers, no. 511, 2014, pp. 113-45. 
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anthropocentric definitions of “humanity.” We also took up Susan Fraiman’s important article 

(2002) that calls into question Wolfe’s above-mentioned overview of animal studies.3 For 

one thing, her criticism was directed at the academic reception of Derrida’s work as the 

“animal studies’ preeminent source and sponsor.” She warns that such unqualified acclaim 

would “eclipse the body of animal scholarship . . . dozens of books going back some forty 

years [before Derrida’s essay],” including pioneering work by women beginning with British 

primatologist Jane Goodall and others.4 

At the symposium held on June 15, 2013, I made two presentations. To prepare for the 

first one, I embarked on the investigation of the history of animal studies, partly motivated by 

Fraiman’s critique. Yet, as the time frame of “some forty years” seemed obviously 

insufficient, I decided to go further back. At the symposium, using a chronological timeline 

with more than 100 entries of publications relating to animals, I sketched out its long history 

beginning with Aristotle’s “‘inexact’ biology” (SH 186), glancing over the luminary works 

from the Renaissance to the nineteenth-century, and finally reaching the Universal 

Declaration on Animal Welfare (1989). In hindsight, it was exactly like herding cats—a 

harebrained attempt. Nevertheless, the preparation itself led to my putting the Irish 

virtuoso—“one of the most influential and important writers of the twentieth century”— into 

the broader perspective of history. 

In my second presentation at the symposium, I took up a short reference to 

“vivisection” in Stephen Hero, the methodology of which eventually opened the way for this 

dissertation. It was while reading the New Age (1907-1922), a British weekly review of 

politics, literature and art, in Professor Yoshihiko Kanai’s seminar at Hitotsubashi University 

that I first came across the word that would spark my academic interest. As the title suggests, 

the magazine deals with modern issues, seeking “newness” of one sort or other every week, 

 
3 Susan Fraiman, “Pussy Panic versus Liking Animals: Tracking Gender in Animal Studies, Critical Inquiry, 

vol. 39, no. 1, 2012, pp. 89-115. 
4 Stephen Jay Gould gave Goodall’s In the Shadow of Man (Houghton Mifflin Company, 1971) an exceptional 

eulogy as “one of the Western world’s great scientific achievements.” For the fruitful work and historical 
significance of pioneering female primatologists, see Sy Montgomery, Walking with the Great Apes: Jane 
Goodall, Dian Fossey, Birute Galdikas (Houghton Mifflin Harcourt, 1991).  
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the topics ranging from the domestic to international situations, politics, economics, poverty 

and social welfare, medical care and insurance, lectures on popular science, books, music and 

opera, architecture, art and drama, etc.  

In reading the articles of the magazine, 

the word vivisection riveted my eye at a time. It 

was in a reader’s letter that pointed out the 

inaccurate information included in the article 

“Socialism and the Medical Profession” by 

Montagu David Eder (1866-1936). 5  In my 

cursory reading of the page, what captured my 

attention first was, not the medical term itself, 

but the visual resonance of the word vivisection 

with another word in the advertisement below it, 

“Ju-vis Beef Tea—A Breakfast Cup for a 1d.” It came as a surprising fact to find mention of a 

popular nutrient broth for the infirm—a well-known tea to Joyceans6—side by side in the 

same page with the word “vivisection” (Figure 1). Moreover, the very page also carries an 

advertisement of another health food “Plasmon Cocoa,” which immediately evokes for 

Joyceans references to “Epps’s cocoa” (U 16.1621; U 17.307, 355-56; U 18.1330) and 

“Vi-Cocoa” (U 16. 805-06) in Ulysses. Of course, any relationship between the contentious 

medical issue and a healthy food linked with consumer culture could only be coincidental. 

Yet, I became acutely aware of my lack of knowledge concerning daily life in urban cities at 

the beginning of the twentieth century. For Ju-vis Beef Tea and vivisection to share the same 

time and space, juxtaposed in the same magazine page in 1908 revealed to me that there used 

to be mornings, for example, when people might have talked about the pros and cons about 

 
5 A. R. Orage, editor, New Age: A weekly Review of Politics, Literature, and Art, vol 2, no. 6, April 25, 1908, p. 

591). All issues are available at the website of The Modernist Journals Project. 
http://modjourn.org/render.php?view=mjp_object&id=1158589415603817. Accessed February 25, 2019. 

6 In “The Sisters,” Eliza mentioned the tea: “I won’t be bringing him [Father Flynn] in his cup of beeftea [sic] 
any more” (D 10); In “Grace,” Mrs. Kernan makes beef tea for her injured husband Mr. Kernan in bed (D 
134); in Ulysses, Molly Bloom in bed likens the brownish colour with that of her urine (U 18.462)—all 
connected with a person in bed. 

Figure 1. “Ju-Vis” and “Vivisection”; New 
Age: A Weekly Review of Politics, Literature, 
and Art, vol. 2, no. 6, April 25, 1908, p. 591. 
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vivisection over a cup of Ju-Vis beef tea—just like we today might engage in small talk about 

genome editing over morning Starbucks coffee in our offices. It was a revelation that there 

was immense quantity of unknown reality that surrounds a single word that (I had thought) I 

was familiar with.  

My doctoral thesis can justly be said to have evolved out of this experience. Each 

chapter takes up such single words mentioned in Joyce’s text: vivisection, life, rabies, 

unlicensed, knacker’s, ivory, slime, “plesiosauros.” Significantly, to think intensely and 

broadly about such words can change the way we observe the inner-referential system within 

a text, and guide us to so-far unknown mines where meaningful hermeneutic keys are stored. 

In the very passage I discuss in Chapter I, Stephen unwittingly explains the immeasurable 

burden that one word with a certain meaning can carry:   

There is no such thing as ‘modern’ or ‘ancient’: it’s all the same. 

—What’s all the same? 

—Ancient and modern. 

—O, yes, I know, everything is the same as everything else. 

Of course I know the word ‘modern’ is only a word. But when I use it I use it 

with a certain meaning ... 

—What do you mean, for instance? 

—The modern spirit is vivisective. Vivisection itself is the most modern 

process one can conceive. (SH 186; emphasis added) 

In this sense, this dissertation is a study of words with a certain meaning supplied and 

conditioned by historical context; an exploration or excavation of the lost meaning and 

significance that has become almost invisible in the present time.    

 

*  *  * 

In his 1934 memoir Frank Budgen notes “[a] host of minor characters throng[ing] the 

pages of Ulysses (67), and recollects a conversation with the author—“‘I want,’ said Joyce, as 

we were walking down the Universitätstrasse [in Zurich], ‘to give a picture of Dublin so 

complete that if the city one day suddenly disappeared from the earth it could be 
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reconstructed out of my book’” (69). This remark is often deployed to accentuate the 

encyclopedic aspect of Ulysses and Joyce’s maniacal research of factual details on the city of 

Dublin. Based on a cornucopia of material—culled and gleaned from quotations and allusions 

belonging to preceding texts in the corpus of European literature, from contemporary 

newspaper articles and advertisements, from songs, folklore, and urban legends, and making 

use of the Ordnance Survey Map of Dublin and Thom’s Official Directory of Dublin, as well 

as much other ephemeral documentation—Joyce attempted to create “a replica of the world” 

of Dublin (M. French 26), which has become the very foundation of Joycean scholarship 

today (as well as of the Bloomsday Festival events and the industry of Dublin walking tours). 

His meticulous research indeed constitutes the “realistic substratum” (Karen Lawrence 11) 

from which one can pursue corresponding events and entities of the past, and makes possible 

biographical explorations like Vivian Igoe’s recent The Real People of Joyce’s Ulysses: A 

Biographical Guide (University College Dublin Press, 2016), a reference book that can be 

helpful in identifying such minor characters as Budgen referred to. 

However, as demonstrated by Igoe’s book, biographical explorations of corresponding 

individuals in “real” Dublin inevitably exclude nameless nonhuman entities that are 

embedded in the substratum. How could we reconstruct the city without animals? Suppose 

that animals and nonhuman actors should disappear from Ulysses, then the city would be 

reduced to highly artificial urban space with an anthropocentric and barren landscape. 

Imagine Ulysses without any horses, for instance; the wheels of socio-economic activity 

would cease and Joycean techniques of encounter, parallelism, and intersection would be all 

but impossible. “Sea, wind, leaves, thunder, waters, cows lowing, the cattlemarket, cocks” 

would be banished from there, despite there should be “music everywhere” (U 11.963-64). 

Were it not for these denizens, neither the vibrant sounds and rhythms in the “Siren” episode 

nor the brute voices that the garrulous narrator in the “Cyclops” episode records—that “there 

is ever heard a trampling, cackling, roaring, lowing, bleating, bellowing, rumbling, grunting, 

champing, chewing, of sheep and pigs and heavyhooved kine” (U 12.108-10)—would be 

heard. We need to be mindful of the fact that these mimetic voices by Joyce’s words were not 

invented ones. Kevin C. Kearn recollects the lively old days:  
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In the first half of the century Dublin streets could be so clogged with animals 

that it looked like a fair day. Animal life was a normal part of city life, 

especially around Smithfield, Stoneybatter, the Liberties, and the docks. By 

1920 the cattle market at the top of Prussia Street had become the largest in 

the British Isles, selling weekly about 5,000 cattle, 7,000 sheep and 1,000 

pig. . . . Street were jammed with beasts, drovers and their dogs as pedestrians 

and motorists tried to dodge the onslaught. (Kearns 57-58) 

Animals and nonhuman actors were the indispensable constituents of the city. The 

problem is, however, that these denizens do not necessarily have names, or sometimes even 

flesh—as do Garryowen, Tatters, Athos, or the racehorse “Throwaway”—and therefore are 

hardly visible to the cursory reader. In addition, the animating energy they supply to the city 

is somehow placed in the shadows. For example, the horses that enable human characters to 

move within the fictional space are often omitted behind the metonymy of carriages and 

“jarvies,” or the sound of a whip, obscuring the plain fact that the clatter of vehicle wheels in 

a scene is premised the presence of living horses.  

In order to summon up these important denizens that are rendered inconspicuous by 

the regulating or controlling forces of modern society, I introduce the term modern animals. 

By this term, I highlight not only the experiences of these non-human denizens in the city’s 

life, but also problematize the social need felt to control their behavior and impulses or to 

utilize their strength, commercial appeal, and biological traits. For example, horses were at 

that time gelded to provide the power for transport (U 6.217-18), rabid or suspicious dogs 

were muzzled or destroyed (U 12.126-27, 708-09), and elephants in the zoo were “de-tusked” 

so as not to hurt visitors. Concerning this, Thomas Keith, one of the most influential 

historians in animal studies, refers to the modern relationship between human and animals 

when explaining about the specific period featured in his encyclopedic book, Man and the 

Natural World: Changing Attitudes in England 1500-1800 (1983): 

[I]t was between 1500 and 1800 that there occurred a whole cluster of changes 

in the way in which men and women, at all social levels, perceived and 

classified the natural world around them. . . . New sensibilities arose towards 
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animals, plants and landscape. The relationship of man to other species was 

redefined; and his right to exploit those species for his own advantage was 

sharply challenged. It was these centuries which generated both an intense 

interest in the natural world and those doubts and anxieties about man’s 

relationship to it which we have inherited in magnified form. (15) 

The timeline of my analysis covers roughly from the end of the eighteenth century to the 

early twentieth century, where that “whole cluster of changes” was accelerated and the new 

sensibilities toward animals became more salient as the corollary of social reforms in urban 

space and of advancements in the sciences. 

Chapter I first addresses the above theme by taking up a single sentence in Joyce’s 

unfinished novel Stephen Hero: “The modern spirit is vivisective. Vivisection itself is the 

most modern process one can conceive.” To elucidate his meaning of the term, Section A 

explores the genealogy of the “dissection metaphor,” from Gustave Flaubert’s “medical 

realism” (Lawrence Rothfiled) to Émile Zola’s “putrid” naturalism, and then observes how 

the dissective “scapel-pen” was forged anew into the vivisecting one by Stephen D(a)edalus. 

Mindful of the fact that Zola, while applying the experimental methodology of French 

physiologist Claude Bernard (1813-1878), shunned the word vivisection, Section B notes 

Zola’s famed love of animals and veers into an outline of the Victorian vivisection 

controversy starting in the 1870s. It was a cause célèbre that not only disclosed diverse social 

and ethical problems, but also brought “the question of animal” to new prominence. 

Numerous writers participated in the anti-vivisection movement and expressed their views. 

Albeit briefly, Joyce also expressed his misgivings about science when still a university 

student. In an essay titled “The Study of Languages,” Joyce warned that natural science could 

lead to “inhumanity” (OCPW 14), as exemplified in the fictional character Dr. Benjulia in 

Wilkie Collins’s Heart and Science (1883). Section C discusses Joyce’s and Stephen’s 

contradicting beliefs and attitudes about vivisection. Stephen Hero is notorious for its 

fragmented plot and unrefined writing. Retracing in the text despite that reputation, I 

discovered how the words vivisection or vivisective coalesce with other key motifs in the text, 

revealing Stephen’s budding philosophy of life and changing the constellation in which the 
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hackneyed concepts of paralysis or “hemiplegia of the will” (SH 194) had thus far been 

formed. While using the vivisection trope, Stephen is reintroducing into his aesthetics the 

vitalism that Bernard had once banished for its scientific determinism. The young protagonist, 

as I will suggest, draws on that vital force to untangle himself from a Dublin that renders him 

inert in deed and thought (his “exodus” from Dublin will be reexamined in Chapter 5 of this 

thesis).  

Centering on the subject of dogs, Chapter 2 undertakes several interrelated topics. 

Section A tackles the long-standing truism of Joyce’s “lifelong fear of dogs,” long an 

ice-breaking topic or source for consolidating the nexus between Joyce and Stephen, despite 

Peter Spielberg’s cogent warning backed by photographs, about “the danger of the 

biographical fallacy.” After retracing the process by which Joycean scholarship fabricated the 

myth, I illustrate its fallacies by re-presenting the counterproof honoring Spielberg’s insight. 

To provide further backdrop for considering a wider range of dog-related issues, in Section B, 

I review the social history of the attempts to control the stray dog population and to prevent 

outbreaks of rabies through the dog tax, regulation by licensing, and muzzling orders. The 

advent of dog-related laws and the modern institutional kennel grew out of widespread fear 

of rabies spread by what can be named “un-fixed” (unowned, unlicensed, undocumented, 

unmuzzled) dogs. By placing the rabies discourse sprinkled through Joyce’s text in this 

historical context, the significance of thus-far neglected dog actors comes to light. Together 

with the “Dog Map” in Appendix I, the last section addresses the issue of the distance and 

“proximity” between humans and dogs as highlighted by public fear of rabies, and presents 

one of the hidden dimensions of Joyce’s dogdom. 

Chapter 3 examines the idiosyncratic role of Leopold Bloom’s gaze at “poor animals.” 

Almost every time he encounters animals, he somehow exhibits pity, compassion, empathy, 

or kindness through feeding, caring, or imagining something about them. His reputation for 

kindness and compassion, however, has gone without much scrutiny as to what specific 

experiences or historical backdrop might be behind such a trait. Section A first refers to 

Mahony’s “boyish” act of inflicting hurt on small animals in “Encounter,” and accentuates 

the role of Bloom’s way of seeing the world that foregrounds cruelty to animals. Section B 
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then examines how the female cat in the Bloom home is seen and narrated. The key to his 

perception of what others must experience (e.g., “[w]onder what I look like”) is, in part, 

based upon Montaigne’s skepticism. The suppositional reversal of gaze or doubled vision is 

also captured in interior speech “[s]ee ourselves as others see us” (U 8.662; allusion to 

“Robert Browning’s poem “To a Louse” [1786]), allowing him to blur the demarcation 

between humans and non-humans. Section C and D focus on the horses and cattle that often 

catch Bloom’s attention (the “Cattle & Horse Map” in Appendix II would be helpful to locate 

the animals in Joyce’s Dublin), and highlight three experiences that can be meaningful in 

explaining his “doubled vision”: (1) the Hengler’s circus at Rotunda; (2) the horse-whipping 

he witnessed at Harold Bridge; and (3) his employment under cattle trader Joseph Cuffe. In 

addition to these, the I-narrator’s witness that “[Bloom] was up one time in a knacker’s yard” 

is important in that it brings to attention the industry of killing and disposing of animals and 

the existence of the facilities that were increasingly regarded as a nuisance and excluded from 

urban space. Be it horses or cattle, Bloom’s experience of having seen the process of animal 

slaughtering is considered to be part of the basis of his compassionate gaze.   

In contrast to the earlier discussion that examines animals present in the flesh, 

Chapter IV treats those represented in scientific and popular discourses, drawn in posters and 

pictures, and consumed as commodities. I illustrate this topic through what I call tuskers 

(applying the word mistakenly used by a character in A Portrait), which encompasses 

mammoths, mastodons, extant elephants, and their tusks, and ivory. Section A goes back to 

Joyce’s early concern with animals in his student-days essay “Force” (1898), and outlines the 

theory of subjugation that he developed therein. Section B delves into Joyce’s fascination 

with extinct mammoths and mastodons in that essay, demonstrating how different from today 

was the gaze to which these animals and their tusks were exposed and explaining the fear 

inspired by extinct animals as representing “the unsubjugated.” Section C in turn looks at the 

curious gaze focused upon elephants, or pachyderms more broadly, and the elephant as “the 

subjugated”—one of the modern victims utilized to prove human virility and 

supremacy—through references in the essay “Force,” the elephant episode in the Mullingar 

fragment of Stephen Hero, and the reference to Elvery’s Elephant house in Ulysses. The last 
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section emulates Bloom’s gaze (“Cruelty behind it all”; U 4.349) to examine what is 

culturally and historically behind the ivory products that appear in Joyce’s novels. The 

violent consumption of ivory in the world market that nearly drove African elephants to 

extinction will highlight again the theme of subjugation Joyce had so presciently propounded 

in “The Force.” Just when Joyce was writing in Dublin, the optimistic sentence assuming that 

“[n]or any longer does he [the white race] or may he practice the abuse of 

subjugation—slavery” (OCPW 7), in the Republic of Congo, the colonial regime (1885-1908) 

under King Leopold II was forcing the indigenous people shackled at the neck to ravage the 

natural habitat for rubber trees and African elephants. Joyce’s “Force” thus unites seemingly 

disparate topics into one—aligning the mammoth and mastodon as the unsubjugated, 

elephants as the subjugated, and ivory as the consumed—to form the constellation of 

“Joyce’s tuskers.” 

The last chapter of this thesis deals with another giant of the animal world mentioned 

in Joyce’s oeuvre, the plesiosaurus. In Stephen Hero, this large marine reptile of the Jurassic 

period appears when protagonist Stephen Daedalus envisions the birth of prehistoric art: 

“[h]e doubled backwards into the past of humanity and caught glimpses of emergent art as 

one might have a vision of the plesiosauros [sic] emerging from his ocean of slime” (SH 33). 

My prime concern is to learn why, of all the available paleoimagery at that time, Joyce 

conjures up the plesiosaurus, and how he represents it with “ocean of slime.” Section A 

highlights the existence of the plesiosaurus fossil, showing that the Plesiosaurus cramptoni 

(now known as Rhomaleosaurus cramptoni) moved to Dublin’s Natural History Museum in 

1890, may have provided the direct inspiration for Joyce’s description. In section B, an 

overview of the traditional imagery of the slime-clad creature in paleo-geological writings 

elucidates how Stephen employs conventional verbal representation, despite his search for 

primordial art. Lastly, I probe the hidden nexus between the plesiosaurus and Stephen’s 

monstrous egotism, or “self-centred” spirit vis-à-vis “self-submersive reptiles” (SH 34), 

shedding new light on the “ocean of slime” image as symbolic of the geological soil of 

Dublin out of which the fledging artist attempts to rise. The argument regarding the 

non-human geological actor will illuminate in different form “the square ditch” into which 
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the young Stephen (in A Portrait) was pushed, and reveal his monstrous animality as a 

plesiosaurus transmuting into a bird. As he later acknowledges himself in a somewhat elliptic 

syllogism, the statement “we are all animals. I also am an animal” (P 5.1133-34) will be one 

of the conclusions that he reached through his desperate struggle to seek a “new humanity” 

(SH 194). 

 

*  *  * 

This dissertation does not treat all the animals in Joyce’s oeuvre. It would be impossible, 

among all, to ferret out the animals as well as insects that populate Ulysses. Suffice it to say 

here that whatever size they are, be they symbols, metaphors, allegories, figures, or 

commodities, and even if they are mentioned only once, as long as they are exploited, 

neglected, or left unnoticed, all of the animal and nonhuman actors in the text deserve a 

chapter, for, as a poet that Joyce favored once said, “[a] single word even may be a spark of 

inextinguishable thought”7. Alligators, ants, asses, bacteria, bats, bears, bees, beetle, birds, 

black beetles, blackflies, bulls and cows, camels, cats, chimpanzee, cocks and hens, crabs, 

deer, diplodocus, dogs, dolphins, donkey, dragons, ducks, earwigs, elephants, elk, fish, flea, 

flies, foxes, frogs and toads, gastropods, goats, horses, hyenas, ichthyosaurus, lambs, 

leopards, lion, lizards, lobster, lice, leech, kangaroos, maggot, mammoth and mastodon, mice, 

moles, monkeys, mosquitoes, moths, mules, octopus, opossum, otters, owls, oyster, panthers, 

peacocks, pig, plesiosaurus, ponies, porcupines, pumas, rabbits, rats, rhinoceros, seals, sea 

lion, sea snakes, scorpions, sharks, sheep, shells and mussels, snails, snakes, sperm and ovum, 

spiders, squirrels, tick, tigers, tortoises, turtles, walruses, wasps, weasels, whales, wolves, 

yaks, and zebras—these are the denizens in Joyce’s Dublin.  

 
7 Percy Bysshe Shelley, “Defence of Poetry,” Shelley’s Poetry and Prose: Authoritative Texts Criticisms, edited 

by Donald H. Reiman and Neil Fraistat. 2nd ed., W. W. Norton & Co, 2002, p. 515. On Joyce’s obsession with 
“one word,” see the conversations between Stephen and Cranly (SH 184, 186), which foreshadow the older 
Joyce ambition in his almost legendary quote about putting in so many enigmas and puzzles into Ulysses as 
“the only way of insuring one’s immortality” (JJ 521).  
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Chapter I. “I am Alive”: Joyce, Vivisection, and The Modern Spirit 

 
Thrash the mongrel within an inch of his life. The cat-o’-nine-tails. Geld him. 
Vivisect him. (U 15.1104-05) 

 

In February 1904, following the rejection of a short essay “A Portrait of the Artist” for Dana, 

a new magazine being prepared by editors John Eglington and Frederick Ryan, Joyce 

undertook to rewrite the essay into a semi-autobiographical novel of sixty-three chapters (LII 

83). Through his continuous efforts, the manuscript came to “twenty-five chapters, about half 

of the book, run to 150,000 words” (LII 131-32) as of March 1906. Yet the young author was 

forced to abandon the project partly because of his persistent struggles to prevent 

bowdlerization of his Dubliners. Today the extant parts of the novel are available as Stephen 

Hero, known as the “University episode” covering the daily life of Stephen Daedalus at 

University College Dublin during 1898-99. Some parts of the episode later underwent further 

drastic revision and were incorporated into A Portrait of the Artist as a Young Man, but the 

following passage is entirely deleted. Asked by his friend Cranly the difference of the 

meanings of “modern” and “ancient,” Stephen starts to explain:  

The modern spirit is vivisective. Vivisection itself is the most modern process 

one can conceive. The ancient spirit accepted phenomena with a bad grace. 

The ancient method investigated law with the lantern of justice, morality with 

the lantern of revelation, art with the lantern of tradition. But all these lanterns 

have magical properties: they transform and disfigure. The modern method 

examines its territory by the light of day. Italy has added a science to 

civilisation by putting out the lantern of justice and considering the criminal in 

production and in action. (SH 186; emphasis added)  

Unlike another medical term he uses, paralysis, the sensational diction of vivisection or the 

seemingly improvised adjective vivisective has oddly gone unnoticed. It is just paraphrased in 

simpler words such as “analysis” (Froula 121), or given a few defining lines that only remove 

the raw nuance: “vivisect, mercilessly criticize, things without the preconceptions afforded by 

‘the lantern of justice’” (Mamigonian and Turner 463). Neither is the context of the word’s 
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usage examined. One interpretation seems satisfied with pointing out the self-referential trait 

and then makes the tautological statement: “[t]he vivisective concept implies that the 

poet-artist [Stephen] explores communicative activity, for the community in action manifests 

itself in communicating” (Theall 53). Despite the lexical, philological puzzle it presents, 

neither the reason Joyce chose the word, nor the context from which he procured it are fully 

explained.   

Beginning with the pioneering study on Joyce and medicine by J. B. Lyons (1973) to 

recent work by Vike Maritina Plock (2010), 1  numerous studies have focused on the 

development of scientific discipline in the nineteenth century as a rallying point that could 

connect Joyce’s earlier interest in medicine with his sojourn at Paris medical school and ideas 

and topics disseminated in Joyce’s works as associated with physiology, gastroenterology, 

gynecology, infectious diseases, public health and urban hygiene, alcoholism, “Eugen 

Sandow’s exercises,” and degeneration discourse. Following the footsteps of the approaches, 

this chapter attempts to somewhat make up for the dearth of critique concerning the issue of 

vivisection, probing the relevant historical context of Victorian and Edwardian society to 

reveal the developing trope from the dissection metaphor to vivisection, and Stephen’s 

hitherto unnoticed philosophy of life.  

 
A. Genealogy of Dissection/Vivisection Metaphors 

Since the posthumous publication of Stephen Hero, one of the first reactions to the passage in 

question appears in the 1950s in the two essays of Marshall McLuhan.2 In “Joyce, Aquinas, 

and the Poetic Process,” he addresses the labyrinthine figure that Joyce creates in A Portrait, 

discussing the structure of human cognition as simulated in Summa Theologica. Thomic 

“articles,” the term for the structural format of the work, “can be regarded as vivisections of 

the mind in act” (89), similar to the literary method Joyce employs to reconstruct a cubistic 

 
1 See also eight articles in the special issue of the JJQ (vol. 46, no. 3-4) on “Joyce and Physiology,” 

guest-edited by Plock. 
2 For McLuhan’s media theory discussion of the vivisective concept, see Donald Theall and Joan Theall, pp. 

46-66, and Takeshi Kadobayashi, Watcha Doin, Marshall McLuhan?: An Aesthetics of Media (in Japanese) 
(NTT Press, 2009) , esp., pp. 113-39. 
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landscape. The passage suggests, he points out, the “debt Joyce owed to Flaubert and his 

successors” in introducing the method of reconstructing as it occurs (95). In another article, 

“Joyce, Mallarmé, and the Press,” McLuhan discusses the “newspaper landscape” that 

presents itself through the coexistence of several events of different times and places, and 

insists that Joyce achieved “the actualized realism of a continuous present for events past, 

present, and future” (46), concluding that: “[t]he key terms here, vivisection, community in 

action, reconstruction, detection, are related to every phase of Joyce’s aesthetic” (51). While 

eliciting the significance of the vivisection and reconstruction concepts as well as the 

Flaubertian method, the freewheeling, polymathic critic does not elaborate on how and why 

Joyce procured such medical term.  

Recently, Scarlett Baron updates the argument on Joyce and Flaubert, saying that 

Joyce knew the realist writer through Danish critic George Brandes, with whose writings he 

was thoroughly versed (LII 83, 190). Baron points out that Brandes’ appraisal of Flaubertian 

objectivity and its “dissecting knife” to reveal “the merciless, inexorable physiology of 

everyday life”3 may have related not only to Stephen’s admiration of the “impersonal 

manner of the artist,” but also to Joyce’s artistic modernity as well as his development of the 

“Flaubertian free indirect style—to his vivisective rendering . . . of consciousness” (Baron 

46-49). Flaubert put his scientific literary method in his correspondence: “It is time to give 

Art—by a pitiless method—all the precision of the physical sciences! [Il est temps de lui 

donner, par une méthode impitoyable, la précision des sciences physiques!]”4 As highlighted 

in Baron, a famous caricature of Flaubert was published in 1869 representing him as a 

“coldly impersonal, scalpel-wielding dissector of Madame Bovary’s diseased heart” (47-48) 

(Figure 2). 

 
3 See Brandes, pp. 225-26. 
4 A letter to Mlle Leroyer de Chantepie, 18 March 1857, qtd. in Baron, p. 46. Baron adds his comment, 

“Flaubert’s statement very clearly anticipates Zola’s later manifesto for the naturalistic novel, Le roman 
expérimental (1880)” (46n98). 
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Uses of the merciless, anti-romantic knife or 

scalpel,5 fit for hard-edged realism, are in fact seen 

scattered through Joyce’s writings. In an essay on 

Munkacsy’s painting “Ecce Homo,” Joyce 

comments on its dramatic representation, saying 

“[t]o paint such a crowd one must probe humanity 

with no scrupulous knife” (OCPW 21), that is, it 

requires deep and bold incision into the subjects as 

well for literature to represent reality. This 

anatomical metaphor is found even in a casual 

description where Stephen “continued tapping the 

blade of his knife on the edge of his plate” (SH 216), 

anticipating the nickname the protagonist later 

acquired in Ulysses, “Kinch, the knifeblade” (U 1.55). The young man, conscious of his 

namesake, mentions the analogical instrument and presents himself as a merciless artist: “[h]e 

[Mulligan] fears the lancet of my art as I fear that of his. The cold steel pen” (U 1.152-53). 

Valérie Bénéjama also notices in this scene “the parallel between pens and surgical knives” 

based on R. French medical realism (termed by Lawrence Rothfield, 1992),6 and compares it 

with Joyce’s precursor “Monsieur Gustave Flaubert,” who “wields his pen as others wield the 

scalpel” (440).  

Given his maniac pursuit of realistic objectivity, Flaubert can be arguably situated as 

the origin in the genealogy of dissection metaphors. However, we may add another 

inspirational source that was to be conducive to the vivisection trope: Emile Zola. It is often 

said, of course, that Joyce did not show much interest in Zola. In an attempt to gauge the 

degree of Joyce’s debt to the naturalistic writers and dramatists whom Joyce read from 1899 

 
5 See, as an example, Wordsworth’s antipathy against scientific analysis in his “The Tables Turned”: “Our 

meddling intellect / Mis-shapes the beauteous forms of things:— / We murder to dissect” (102).  
6 Rothfield briefly notes on the relation between medicine and mimetic fiction as well as on Zola’s recourse to 
the oversimplified analogy between doctors and writers. See Vital Signs: Medical Realism in 
Nineteenth-Century Fiction (Princeton UP, 1992), p. 14. 

Figure 2. “Caricature of Gustave 
Flaubert ‘dissecting’ Madame Bovary” 
by A. Lemot, in La Parodie, December 
5-12, 1869. 
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through 1906 (Ibsen, Flaubert, Maupassant, Turgenev, Chekhov, Gerhart Hauptmann, Edward 

Martyn, George Moore, and other less renowned writers), Philip Raisor considers the way 

naturalistic methods became “a shaping force in Joyce’s art” (459), whereas he limits notice 

of the influence of Zola, citing the lack of evidence that Joyce had perused any of Zola’s 

works and his apparent disparagement of the naturalist (468). 

Notwithstanding his ostensible indifference or antipathy to Zola, Joyce could not 

possibly have been free of the anxiety of influence. Although the controversy over the 

obscenity seen in naturalism was already over on the continent at the turn of the twentieth 

century, it had not yet ceased in Catholic Ireland. In his earliest essay “A Portrait of the Artist” 

(1904), Joyce sarcastically alludes to how “the sudden death of a dull French novelist” 

relieved the Irish Catholics (OPSW 212).7 In Stephen Hero, the college president attempts to 

censor Stephen’s essay, looking dubiously at the “immoral artists” such as Ibsen and Zola, 

who he thinks “seek to degrade their art” and “pander to a corrupt taste” (92). He is 

especially cautious of “a fierce realist like Zola” whose “new doctrine” is at odds with the 

Church (93). In such a domestic situation, Joyce had to be conscious of Zola as his 

counterpart. At one time, he wryly anticipated that some critics who read Dubliners might 

call him the “Irish Zola,” alluding to the dubbing of George Moore as the “English Zola” (LII 

137, 202). Contrary to Joyce’s denial, such an epithet would not have been off the mark, for 

what he depicts in Dubliners with “the special odour of corruption” (LII 123) has an 

irrefutable affinity with Zola’s “putrid” scientific naturalism,8 and it is plain that “fierce 

realist” Zola was the one who would pass down “[t]he cold steel pen” to young Joyce.  

In an address at the meeting of the Congrès scientifique de France in Aix in 1866, 

Zola had wielded the anatomical analogy of novel-writing to experimental medicine in 

describing Balzac,9 and used it elsewhere with almost identical phrasing:  

 
7 Zola accidentally died of carbon monoxide poisoning in September 1902. On October 4, The Irish Times used 

almost full page for his obituary, titled “Death of Zola: A Tragic End.”   
8 In the preface of second edition of Thérèse Raquin, Zola lists several epithets associated with his naturistic 

writings like “a pool of blood and mire,” “a sewer,” “a mass of filth,” and “[p]utrid literature” (Zola viii). 
9 See Gauthier, 514-17. Gauthier also mentions Zola’s rhetorical reference to Taine’s Origines de la France 

contemporaine with anatomical metaphors in the writing of history. 
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The analytical novelist is, above all, a scientist, a student of morals. I like to 

think of him as the anatomist of the soul and the flesh. He dissects man, 

studies the interplay of the passions, examines each fibre, analyses the whole 

body. Like the surgeon, he feels neither shame nor repulsion when he 

investigates human wounds.10 

As is well known, it was French physiologist Claude Bernard upon whom Zola drew 

the self-image model of scientific naturalist and its methodological paradigm. The greater 

portion of his Le roman expérimental was inspired by Bernard’s polemic Introduction to the 

Study of Experimental Medicine (1865; hereafter Introduction); one can perceive an echo in 

the above passage of the Bernardian statement of the unperturbed experimentalist (see the 

quotation in Section B).11 As David Bell points out, citing Charles Bernheimer, in the middle 

of the nineteenth century—when physiology established itself as a separate discipline of 

medicine—there occurred a “widespread dissemination in literary circles in Flaubert and 

Zola’s time of the notion that the realist and later the naturalist novelist was an anatomist 

obsessed with dissecting his subjects: ‘Now, probably no image for the literary stance of the 

realist or naturalist writer was more widespread in France than that of the anatomist 

dissecting a cadaver’”(129).12 In the preface of 1868 second edition of Thérèse Raquin: A 

Realistic Novel, which includes authorial refutation of the harsh criticism hurled against the 

novel, Zola states his intention to “seek the animal within them [two main characters], even 

see nothing but the animal,” and shapes himself as a surgeon with dissection metaphors: “I 

have simply undertaken on two living bodies the analytical work which surgeons perform on 

corpses.” 13  This remark makes us feel like jumping to the conclusion that Zola’s 

 
10 From a passage in “Deux définitions du roman” (1866), quoted and translated by Saudo-Welby, p. 209n1. 

Joyce also uses the phrase “[i]nterplays of passions [sic]” in “Drama and Life” (OCPW 24). 
11 See Bernard 103. The renewed Cartesian animal-machine view in modern physiology is re-echoed in the 

voice of another vivisectionist, in H. G. Wells’s novella The Island of Doctor Moreau (1896): “The thing 
before you is no longer an animal, a fellow-creature, but a problem!” (131) 

12 Originally, as Barbara Stafford brilliantly explicates, “metaphors of decoding, dividing, separating, analyzing, 
fathoming permeated ways of thinking about and representing” (44) could well be traced back to the 
Enlightenment. See Body Criticism, esp., pp. 47-129.  

13 Zola, v-xii. Elsewhere in the preface, he also foregrounds his self-image as “the doctor forget[ting] himself in 
the dissecting-room,” apparently refraining from using the word vivisection (viii). 
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experimental method is the direct source of Joyce’s vivisection trope. However, we must 

pause there and note that Zola’s analogy refers to the image of dissection, not vivisection. 

There is inconsistency between analysis of two living bodies and performing on corpses—a 

gap between the distinct tropes of Zola and Joyce.   

 
B. The Victorian Vivisection Controversy 

Zola’s inconsistency or rather hesitation to use the vivisection trope might well be ascribed to 

his personal fondness for animals. In an 1896 article, “L’Amour des Betes” in the Paris 

newspaper Le Figaro, Zola refers to various topics such as the three kinds of people (animal 

lovers, animal haters, those indifferent to animals), and professes his own animal love and 

empathy for their suffering, the recollection of his own dog Fanfan, and the utopian vision of 

universal animal love to be fostered all over the world. In the middle of the article, he also 

shows sympathy for the old women who attack the vivisectionists with their parasols:  

In Paris, there were vigilant ladies who watched the vivisector scientists and 

fell upon them with parasols. They appeared rather ridiculous. However, can’t 

we imagine the revolt which must have surged up in these poor souls, 

considering certain people catch living dogs and cut them into small pieces? 

Remember, then, that these women love them, these miserable dogs, and that 

it is like their own flesh being carved. (translation mine)14 

The passage not only conjures up a vivid street-view of fin-de-siècle Paris, but offers a 

historical clue to bridge the tropes of Zola and Joyce: the famous controversy over 

vivisection that arose in the latter half of the nineteenth century. Concerning that complex 

history, along with two monumental studies that are yet to be surpassed (R. French [1975]; 

Rupke [1987]), a plethora of books and articles have been written from different perspectives 

and on different timelines. Mainly relying on the history explored by R. French, James Turner 

 
14 “L’amour des bêtes,” Le Figaro, March 24, 1896, reprint in Nouvelle campagne (Bibliothèque-Charpenthier, 

1897), pp. 85-97. The good reputation of this article led to the invitation for Zola to the forty-fourth annual 
meeting of the Paris Société Protectrice des Animaux, where he made a speech about the animal love inherent 
in himself, the desolate vision of a world without animals, the new brotherhood to be constructed between 
humans and animals, and efforts to end the suffering of horses and dogs. See “M. Emile Zola on Kindness to 
Animals,” The Animals’ Friend, edited by Sidney G. Trist, vol. II, 1895-96, p. 169.  
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(1980), Rupke (1990), and A. W. H. Bates (2017), I will outline the controversy as far as 

necessary in order to properly annotate Stephen’s reference quoted earlier.  

In 1899—three years after Zola’s abovementioned article—Joyce touches upon 

“vivisection” as a social issue in his small essay “The Study of Languages,” written when he 

was at university. Asserting the educational and practical value of literature as lying at the 

root of sciences, the young author quite rightly observes that the orthography, etymology, 

philology, syntax, style, rhetoric oratory in the study of language are conducive to the 

improvement of individual colloquial diction and literacy. In so doing he issues a warning 

about the danger latent in natural science, and exemplifies it with a fictional character of Dr. 

Benjulia:  

Finally, if they [advocates of the supremacy of natural science over literature] 

claim Science advances more the world, there must be some restriction 

imposed. Science may improve yet demoralize. Witness Dr. Benjulia. Did the 

great Science of Vivisection improve him? ‘Heart and Science’! yes, there is 

great danger in heartless science, very great danger indeed, leading only to 

inhumanity. Let it not be our case to stand him, crushed and broken, aloof 

from sympathy at the door of his laboratory, while the maimed animals flee 

away terrified between his legs, into the darkness. (OCPW 14) 

Doctor Benjulia is a main character in Wilkie Collins’s novel Heart and Science (1883). 

Joyce is concerned about the inexorable advance of natural science and so believes it requires 

restriction, referring to one scene in Chapter LXII, where the doctor attempts suicide by 

setting fire to his laboratory (323). Throughout the novel, Benjulia is caricaturized as a 

sinister maniac pursuing “the grand problem” of the brain. When his brother Lemuel hints at 

the notoriety he has achieved for doing something ominous, the doctor articulates his medical 

version of the l’Art pour l’art manifesto as a radical experimentalism: “Humanity! I say with 

my foreign brethren—Knowledge for its own sake, is the one god I worship. Knowledge is its 

own justification and its own reward. The roaring mob follows us with its cry of Cruelty. We 

pity their ignorance. Knowledge sanctifies cruelty!” (277) The Doctor’s caricaturized speech 

and overt faith in “Knowledge” as a snub to the outcry over cruelty to animals asserts a 
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corner of the specific historical arena in which cultural, political, religious, medical, moral, 

and gender discourses using such binary phraseology were standard fare.  

The practice of experiment upon live animals was limited in early nineteenth-century 

Britain, so that the vivisection issue scarcely caught public attention. If any, the animal 

welfare campaigners were concerned with moral decline primarily within the working class 

and among the urban poor, who were thought to be the chief perpetrators of cruelty to 

animals (R. French 27-28; Thomas 185-87; Turner 53-57; Bates 16). Yet, a vague anxiety 

gradually diffused, triggered by François Magendie’s public demonstration conducted at the 

anatomy school in London in 1822—the year when the memorable Martin’s Act was passed 

into law. There, Magendie pinned a live greyhound dog to a dissecting table and cut it open to 

investigate the sensory and motor functions of the dorsal and ventral spinal nerve roots. His 

heartless procedure caused a furious reaction not only among animal lovers, but also in the 

British medical circle, where his vivisection experiments were deemed “morally insensitive 

and technically crude,” tantamount to “physiological butchery” (Turner 83-84). Along with 

the success of using ether as anesthesia for surgery in 1846-47 and the consequent increase of 

experiments on living organisms, such outraged voices became louder and louder both on the 

Continent and in Britain. It was in this situation that Bernard in 1865 declared “the right to 

make experiments on animals and vivisect them” (Introduction 102), and dared to silence 

such “sensitive cries” by making his famous statement (which Zola, Collins, and Wells would 

refer to in their respective writings).   

I therefore shall not follow the example of LeGallois, in trying to justify 

physiologists in the eyes of strangers to science who reproach them with 

cruelty. . . . A physiologist is not a man of fashion, he is a man of science, 

absorbed by the scientific idea which he pursues; he no longer hears the cry of 

animal, he no longer sees the blood that flows, he sees only his idea and 

perceives only organisms concealing problems which he intends to solve. 

(Introduction 103) 

In writing the history of the Victorian vivisection controversy, R. French sets the 

turning point at the year 1870, when some British physiologists, trained in continental 
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institutions, were appointed to renowned institutions and universities. Especially, the 

publication of John Burdon-Sanderson’s (1828-1905) Handbook for the Physiological 

Laboratory (1873) became “a watershed in the transmission of Continental methods to 

British laboratories,”15 arousing terror among the anti-vivisectionists. At the annual meeting 

of the British medical Association the following year, French psychiatrist and physiologist 

Valentin Magnan (1835-1916) and others attempted to inject absinthe into a live dog to 

induce epilepsy. Outraged British doctors interfered with the experiment, and subsequently 

the RSPCA sued Magnan and others for violating the statute of Martin’s Act. As will be 

discussed in Chapter II, the outrage was presumably fueled by newly-fostered tender 

affections for the canine species as family members. Nonetheless, Magnan successfully 

escaped being prosecuted, and was acquitted on technical grounds (Turner 89; Bates 26). In 

response to this, the anti-vivisectionists embarked on legislation for restricting experiments 

on living animals.16  

The movement gained momentum early in 1875, when English physician George 

Hoggan, who had formerly been one of Bernard’s assistants, sent a letter to the editor of the 

Morning Post. The letter decrying the inhumane treatment of animals Hoggan had seen in 

Bernard’s laboratory, was reprinted in the Spectator by its anti-vivisectionist editor R. H. 

Hutton, igniting a wave of public outrage. Hoggan appealed to the Irish writer Frances Power 

Cobbe17 to organize a society to address this issue, and thus the Society for the Protection of 

Animals Liable to Vivisection, or the Victorian Street Society (VSS), was established with 

Lord Shaftesbury as its president. After the Royal Committee finished its investigation into 

the matter, the Cruelty to Animals Act of 1876 was passed into a law under which those who 

intended to perform experiments upon living vertebrate animals were required to obtain a 

license from the Home Secretary with recommendation by two referees in the medical 

 
15 Steward Richards, “Vicarious Suffering, Necessary Pain: Physiological Method in Late Nineteenth-century 

Britain,” Rupke (1990), p. 127. 
16 For earlier attempts to institute voluntary codes and guidelines for physiological experiments on living 

animals proposed from the medical side, see Rupke, “Introduction,” pp. 9-10; R. French, pp. 21, 44-45.  
17 For Cobbe’s writings, biography and his role in the campaign, see Hamilton (ed., 2004) and Obenchain 

(2012). 
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sciences. Ironically, though, the latter provision led to the consolidation of nepotism within 

medical circles as well as to the establishment of physiology as an recognized discipline.18 

To the campaigners’ great disappointment, furthermore, the law turned out to be permissive 

and protective rather than restrictive (Ritvo 160; Turner 92; Bates 27), resulting in the 

exponential growth of experiments upon live animals; the number of licenses issued rose 

from 33 in 1880 to 542 in 1910, and that of annual experiments sky-rocketed from 311 in 

1880 to a peak of 95,731 in 1910 (R. French 393, 395).  

In the 1880s, certain scientists and their research became the target of a barrage of 

public condemnation. Pasteur’s experiments leading to development of the rabies vaccine, for 

example, made dog-lovers shudder, filling them with furious repulsion. David Ferrier, 

celebrated physiology professor and author of The Localization of Cerebral Disease (1878), 

also came under a tirade of criticism when he reportedly witnessed or participated in an 

experiment dissecting the brain of a live monkey. The society filed a suit against Ferrier for 

his unlicensed practices under the 1876 Act, but the case resulted not only in his acquittal, but 

in the establishment of the Association for the Advancement of Medicine by Research in 

1882 as a counterforce to consolidate the right to perform vivisection (Turner 108). 

On the back foot, the campaigners shifted their goal from legislative restriction to 

total abolition as “the only valid policy” (R. French 162). In this process, their strategy 

became more and more oriented toward emotionalism. The rhetoric was increasingly 

radicalized to arouse people’s sense of civility against the implicit immorality of vivisection. 

Consequently, their summoning up the “hellish vision” of animal agonies were often 

characterized by “violent language,” “reckless statements” (Turner 85-95), and “bitterness 

and ill temper” (Ritvo 162). In addition to this, the inhuman treatment and suffering of the 

animals, which the anti-vivisectionists could not tolerate, began to be overshadowed by 

demands to find cures for epidemic diseases and visible achievements on the basis of 

experiments. Although another major incident of vivisection, the so-called “Brown Dog 

Affair,” occurred after that (1903-1910), the public reaction was not so intense and 

 
18 See Bates, p. 27. R. French succinctly summarizes the provisions of the Act (143-44). 
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widespread as before, and the anti-vivisection movement gradually languished. According to 

Ritvo, by the beginning of the twentieth century, the anti-vivisection campaign became “a 

fringe movement, appealing to an assortment of feminists, labor activists, vegetarians, 

spiritualists, and others who did not fit easily into the established order of society” (162).19 

As cautioned by R. French just after his mentioning of the “triumphs” of the natural 

sciences over the anti-vivisection movement, it is erroneous to conclude the controversy with 

the “defeat” of the latter. In fact, the anti-vivisection movement “transcended the issue of 

vivisection” (405-06), and worked as a rallying point for heterogeneous ideas and individuals. 

It was one of the major Victorian events that challenged long-established ethical conventions 

and values, and brought to attention a large number of social problems. Through the heat of 

controversy, Christian society was led to rethink the very foundations upon which natural 

theology had been consolidated, including the human obligations to animals and the 

significance of the demarcation between “higher” and “lower” animals. It brought attention to 

the bestiality lurking within humans in the light of social Darwinism and degeneration theory 

(R. French 345-72). The anti-vivisection movement contributed not simply to propagating 

awareness of the need for legal protections for working and hunted animals, as well as for 

pets, from cruelty, but also to opening the locked doors of secluded laboratories of the 

medical profession. Owing to their wide range of activities—from publishing pamphlets and 

periodicals, giving lectures, and filing suits, to holding demonstrations—the importance of 

kindness to animals against the mono-minded immoral pursuit of knowledge was widely 

recognized. Their increased sensitivity to the pain that they feel others suffer was squarely 

opposed to the resurgent Cartesian “animal-machine” thesis in modern physiology. Still, the 

Benthamite scale of utility versus cruelty was always at issue; whether such agonies could be 

justified by the benefits conferred upon humankind, and if so, how the speed of scientific 

advancement could be controled or “tamed.” It is noteworthy that behind the binary situation 

thus created between warm-hearted sentimentalists versus cold-blooded scientists was the 

issue of gender. The fact that approximately 70 percent of anti-vivisectionists were women 

 
19 For the terminal phase of the movement, see R. French, pp. 392-407, Turner, p. 119.  
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(Bates 21) was tied to their actual fear that they themselves might be the subjects of 

vivisection. The anxiety was bred in deep suspicion of the male-dominated medical world, 

the threat of which was heightened by the Jack the Ripper crimes20 and in the Contagious 

Diseases Acts with its call for compulsory vaccination.21 The movement led by Cobbe was in 

part a desperate resistance against the reality in which women and animals were the victims 

of the West’s patriarchal civilization.22  

Collins’s novel, Wells’ novella, and Joyce’s reference in his essay were all related to 

the anti-vivisection movement described above. After the Ferrier’s trial, Wilkie Collins’s 

Heart and Science was serialized in the monthly magazine Belgravia: An Illustrated London 

Magazine, and in other provincial weeklies (Collins, 28);23 it was published as a book in 

three volumes in 1883. Playing upon the explicit dichotomy of the title, Collins clearly 

divides the characters into “those who possess ‘heart’ and those who tend toward ‘science’” 

(Crockett 27), often presenting two characters polarized in nature, behavior, appearance and 

thought; the ignorant but tender-hearted, sensitive heroine Carmina and the selfish, 

cold-blooded Mrs. Galilley; the intellectual, impudent Maria and the ignorant but innocent 

Zoe; the righteous and sympathetic young doctor Ovid Vere and the creepy vivisectionist 

Doctor Benjulia, who is, as Joyce says, “aloof from sympathy” (OCPW 14). Throughout this 

“not merely a novel, but an anti-vivisection manifesto,”24 Collins didactically leads the 

triumph of the anti-vivisection side in a sort of poetic justice. He does not hide his intention, 

even stating in its preface that the novel is in tune with Walter Scott’s moralistic lesson on the 

dangerous effects of advanced science: “I am no great believer in the extreme degree of 

 
20 “In 1888 when Jack the Ripper was terrorizing London, there were those who believed that he was a 

vivisecting scientist” (Crockett 7). See also Plock, pp. 132-41. 
21 Introduced first in 1864 to stop the spread of syphilis, and thereby to regulate prostitution. Lower-class 

women suspected of the venereal disease were confined in the London Lock Hospital. Rumors went around 
that the women in the institution might be subjected to unnecessary medical procedures, namely vivisection 
(Crockett 6, 42)—the very theme dealt with in Sarah Grand’s The Beth Book (1897). 

22 As Barbara Gates suggests the affinity, it may be called the “Victorian ecofeminism,” in conjunction with the 
exploration of Carol J. Adams and Lori Gruen (ed., 2014). See also Bonnie Kime Scott, “Joyce, Ecofeminism 
and the River as Woman,” Brazeau and Gladwin (ed.), pp. 59-69. 

23 The Irish Times serialized the novel from June 22, 1882 to February 3, 1883. 
24 “Unsigned reviews,” Academy 573 (April 28, 1883), p. 290. See also Collins, “Appendix: A Review of Heart 

and Science, p. 329. 
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improvement to be derived from the advancement of Science: for every study of that nature 

tends, when pushed to a certain extent, to harden the heart” (Collins 38). Young Joyce would 

have agreed with Collins in accordance with his belief in “the great danger in heartless 

science, very great danger . . . leading only to inhumanity” (OCPW 14). 

In the wake of the vivisection debate of the 1870s-80s, works and writings with 

vivisection as subject theme or motif proliferated in the European literary scene in the 

ensuing decades:25 Collins’s Heart and Science (1883); St. Bernard’s: The Romance of a 

Medical Man (1888) by Edward Berdoe (under the pseudonym of Aesculapius Scalpel), 

English physician and editor of The Animal’s Defender and Zoophilist, a monthly journal of 

VSS; and The New Priesthood: A Protest Against Vivisection (1893) by Maria Louise Ramé 

(under the pseudonym Ouida, famously the author of A Dog of Flanders). As we saw in 

Section A, in 1896, Zola defended the sentiments of animal lovers and anti-vivisectionist 

women in the Paris magazine Figaro, and Wells produced The Island of Doctor Moreau, the 

modern medical gothic horror story from Doctor Moreau’s experiment to create “the Beast 

Men” with its haunting anxiety over the animality or bestiality in human beings. Sarah 

Grand’s semi-autobiographical novel, The Beth Book (1897), depicts a “New Woman” 

protagonist Elizabeth, who finds one day that her husband Daniel Maclure, a doctor 

employed at a local lock hospital, had conducted cruel experiment upon a terrier.26 Two 

years later, then, Joyce cautions against the demoralizing science of Doctor Benjulia. 

Although the movement increasingly withered, the concern over vivisection itself continued 

among some writers and socialists.27 In 1906, George Bernard Shaw published a short play 

entitled The Doctor’s Dilemma, in whose lengthy preface (typical of the author) he gives a 

tirade against vivisection and the habitual cruelty. It was around this time that Joyce gave up 

 
25 It is known that many literary luminaries expressed their own versions of protest against cruelty to animals 

and the practice of vivisection. The tentative list includes (in order of year of birth) Thomas Carlyle, Alfred 
Tennyson, Charles Dickens, Robert Browning (“Tray,” 1879), John Ruskin, Leo Tolstoy, Christina Rossetti, 
Lewis Carroll (“Some Popular Fallacies about Vivisection,” 1875), Mark Twain, George Bernard Shaw 
(preface in The Doctor’s Dilemma [1906]), John Galsworthy, etc. 

26 Crockett surmises that the dog “had been cut open and was in the process of being vivisected” (48). The story 
employs vivisection as a subplot to reveal the patriarchal husband’s true colors and awaken his wife to her 
identity as a “New Woman” (the term Grand and Ouida contributed to popularizing).   

27 For a further list of anti-vivisection fiction, see Dewitt, pp. 146-48. 
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continuing Stephen Hero, leaving a chapter in which a would-be artist advocates vivisection 

itself as “the most modern process one can conceive.”  

 
C. The Covert Nexus: Vivisective—Active—“I Am Alive” 

The historicizing process, as outlined in the previous sections, demonstrates that paraphrasing 

the word “vivisect” with “objectively analyze” or “mercilessly criticize” is utterly insufficient 

to comprehending what Joyce meant by “vivisect.” Let me ask, then, if Stephen Daedalus is a 

“vocal proponent of vivisection.” For this inquiry, it may be useful to look over the chapters 

of Stephen Hero backwards, in order to clearly see how the concept of vivisection is 

interconnected with other major motifs taken up in the work to represent Stephen’s vitalistic 

life.  

In chapter XXIV, Stephen expounds his aesthetic theory of epiphany. He first points 

out the cultural relativity of “the lantern of tradition” as exemplified by the symbol of death: 

“[w]hat we symbolise in black the Chinaman may symbolise in yellow: each has his own 

tradition.” Then, he continues, if universal agreement that transcends different cultural codes 

is impossible, “[t]he apprehensive faculty must be scrutinised in action” (SH 212; emphasis 

added). For one thing, his reflection here directly latches onto the vivisective method 

introduced in the previous chapter, namely, his statement: “Italy has added a science to 

civilisation by putting out the lantern of justice and considering the criminal in production 

and in action” (189; emphasis added). Drawing on Cesare Lombroso (1835-1909), who 

attempted to identify [define?] the atavistic savagery and degenerated bestiality in humans,28 

Stephen seems to follow Zola’s intention to seek the animal within the human character, and 

to acclaim the observation of things in action.  

For another thing, the colors of black and yellow to explain culturally relativistic 

 
28 To Joycean readers, that Stephen represents natural science by Lombroso’s criminal anthropology might 

seem perplexing. Joyce intermingles two different arguments in the Lombroso’s leading works, L’uomo di 
genio in rapporto alla psichiatria in 1888 (English edition Man of Genius, 1891), which partially deals with 
the productions of the “insane” and several great artists beginning with Ibsen, and L’Uomo delinquent in 1876 
(a summarized English edition by his daughter Gina Lombroso Ferrero’s The Criminal Man in 1911), which 
is dedicated to discovering clinical signs of possible disposition to criminality. For Joyce’s comments on 
“Lombrosianism,” see Plock, pp. 22-24, and LII, pp. 151, 157, 190. 
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symbols derive from the funeral scene two chapters earlier, when Stephen is “clothed in 

second-hand clothes of two shades of black” after the tragic death of his sister Isabel, who 

had just come back from the nunnery because of her delicate health. The traditional color 

represents recent death, so that he “had to receive sympathies” from his acquaintances. Being 

sick of superficial shows of pity and sympathy, Stephen wearily looks at the ties displayed in 

the window of a retail shop, wondering “why the Chinese chose yellow as a colour of 

mourning” (173). Thus, he reaches the conclusion that beauty and reality should be 

apprehended, neither in black nor in yellow, but “in action.” Yet, prior to this scene, he must 

have been feeling it more acutely, looking at his sister’s wasted body:     

Stephen felt very acutely the futility of his sister’s life. He would have done 

many things for her and, though she was almost a stranger to him he was sorry 

to see her lying dead. Life seemed to him a gift; the statement ‘I am alive’ 

seemed to him to contain a satisfactory certainty and many other things, held 

up as indubitable, seemed to him uncertain. His sister had enjoyed little more 

than the fact of life, few or none of its privileges. . . . The wasted body that lay 

before him had existed by sufferance; the spirit that dwelt therein had literally 

never dared to live and had not learned anything by an abstention which it had 

not willed for itself. She had not been anything herself and for that reason had 

not attached to herself or herself to anything. (SH 165) 

The self-reflective tone here is striking, given the novel’s satirical narrative tone. The wasted 

body of her sister that ceases to act brings home to Stephen the bare fact that the speech act 

articulating “I am alive” immediately proves that a person is alive and in action. The phrases 

of “vivisective”—“in action”—“I am alive” scattered through the different chapters can thus 

be seen as merging to form a major theme. In Chapter XX, reproached for his pitiless attitude 

to others, Stephen defends “his microcosm” as all the deeds and thoughts will converge to 

himself (34), and rebuffs “inactive pity” that might engulf his fortified egoism:  

Stephen had felt impulses of pity for his mother, for his father, for Isabel, for 

Wells also but he believed that he had done right in resisting them: he had first 

of all to save himself and he had no business trying to save others unless his 
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experiment with himself justified him. Cranly had all but formulated serious 

charges against him, calling up by implication the picture of Isabel with her 

gradually wasting flame, her long dark hair and great wondering eyes, Stephen 

stood up to the charges and answered in his heart that it was injustice to point 

a finger of reproach at him and that a vague inactive pity from those who 

upheld a system of mutual servile association towards those who accepted it 

was only a play upon emotions as characteristic of the egoist as of the man of 

sentiment. (SH 127; emphasis added) 

“[H]is experiment with himself” conducted at the sacrifice of pity for others implies that 

Stephen, “the vivisector,” is rendering himself an experimental subject to be vivisected. This 

is most evident when he advised Cranly to “take note of all my vagaries because here you 

have the spectacle of the esthetic instinct in action. The philosophic college should spare a 

detective for me” (186). If there were such a detective, he or she would ferret out the secret 

that Stephen’s vivisective concept, as opposed to inactive pity, will refresh the hackneyed 

Joycean medical parlance of hemiplegia or paralysis, concluding that the protagonist has the 

acute need to get out of “the atmosphere of the college that paralysed him,” that makes him 

inert in deed, thought, and expression, and instead, to acquire “the voice of a new humanity, 

active, unafraid and unashamed” (198-99; emphasis added).  

Reading backward through the chapters reveals the nexus between the 

“vivisective”—“in action” or “active”—“I am alive,” as well as its recapitulation in the title 

of Stephen’s essay “Drama and Life” (mainly based on Joyce’s own essay of identical name, 

and another essay on Irish poet James Clarence Mangan [1803-1849]). In this elaborate essay, 

presented for the Literary and Historical Society at the college, Stephen emphasizes the role 

of the poet as one who stands at the “centres of vivification” and is capable of giving the age 

“the force to live” (75). While paraphrasing this, he situates the poet at “the intense centre of 

the life of his age” to absorb that life force (80). The alliterative use of vivification sounds 

intentional, foreshadowing the aesthetics of vivisection, both being charged with non-physical, 
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vitalistic force.29 Probably Joyce recognized this theme as it emerged in the midst of his 

writing. In a letter to Stanislaus, he proposed an alternative title for “Stephen Hero,” namely, 

“Chapters in the Life of a Young Man” (LII 83; emphasis added).  

Then, if Stephen advocates vivisection as a “modern spirit” to represent his own view 

of vitalistic life, is he proclaiming himself to be a pro-vivisectionist? The answer would be 

affirmative if he had told Cranly, for example, vivisection is the most modern process one can 

conceive. Notably, the reflexive pronoun “itself” inserted after the word vivisection—in the 

quotation cited at the beginning of this chapter—does serve as a theoretical buffer lest he 

sound like Doctor Benjulia. As long as the young man is experimenting with himself as the 

subject to be vivisected, the trope remains the consequence of his aestheticizing his own life, 

contrived so as not to be trampled by what he calls “marionette life” (SH 187). Curiously, 

Stephen’s philosophy of life shows that, while forging anew the naturalistic dissective 

metaphor into vivisective one, which Zola would have shunned, Stephen reintroduces a sort 

of vitalism that Bernard had banished from his reductionistic materialism, or what he calls 

determinism.30 Most probably, it is motivated by his need to charge himself with vitalistic 

force so that he can immunize himself from paralyzing actors that make him inert. 

This interpretation can be endorsed by locating the same motifs in A Portrait. As is 

generally assumed, such motifs as vitalism and vivisection are not erased from the novel. In 

expounding quidditas, a third phase of the aesthetic process of epiphany, Stephen mentions 

Italian physiologist Luigi Galvani (1737-1798) and his phrase, the “enchantment of the heart,” 

which he thinks is “almost as beautiful as [Percy] Shelley’s” (P 5.1404-05).31 Famously, 

Galvani’s experiments using frogs and his hypothesis of “animal electricity”—a supposed 

vitalistic force secreted by the brain to run through nervous system—became the inspirational 

 
29 A similar usage can be found in the conversation between Stephen and his mother. They are at odds on the 

usage of the word life. See also the second essay on Mangan in 1907 in which Joyce conceives the poet as 
possessing “storage batteries” to be charged with “a new energy” (OCPW 127); SH, pp. 85-87.  

30 While insisting on the importance of experiments upon living organisms, Bernard defines the discipline as 
“the science whose object it is to study the phenomena of living beings and to determine the material 
conditions in which they appear,” and repeatedly shoos away the Müllerian vitalism, calling it disdainfully 
“medical superstition” and “unintentional quackery” (66-69).   

31 See also Joyce’s Trieste Notebook, in which he jotted down the phrase (Workshop of Daedalus 96). 
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source of Mary Shelley’s Frankenstein: Or the Modern Prometheus (1818).32 Among many 

experiments on the heart and muscles of frogs that Galvani conducted (Figure 3) is included a 

vivisection of frogs in order to investigate the physiological phenomena of inhibition,33 

namely to test whether “it was possible to stop the heartbeat by damaging the spinal cord 

[with a needle]” (Piccolo and Bresadola 61).  

 

 
Figure 3: Luigi Galvani Experiment on Contractions of Frog Muscles; a figure in his Effects of 
Electricity on Muscular Motion (1791), p. 26. 

 

What the frog behind the description testifies is that Stephen’s version of quidditas, “a 

spiritual state very like to that cardiac condition” (P 5.1402-03) expressed in Galvani’s phrase, 
 

32 Based on the two contemporary natural sciences of anatomy and electrical physiology, Victor dissects corpses 
and carcasses into pieces and stitched them up into giant “lifeless things,” and finally animates it by infusing 
“a spark of being” to create the monster (34). Joyce may have been inspired by M. Shelly in using the phrase 
“the spark of life” (P 3.675). For Joyce’s interest in electrical force, see Enda Duffy, “Ulysses Become 
Electra: Electric Energy in Joyce’s Novel,” JJQ, vol. 48, no. 3, spring, 2011, pp. 407-24. 

33 “He [Galvani] called attention to the incantesimo of the heart, a momentary cessation of heart pulsations 
which he noted in frogs when a needle was inserted into their spinal canals” (Pupilli, xvii). See also Stafford, 
pp. 410-11. 
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is only possible when the subject is in action, with its heart throbbing, during pulsation. This 

is exemplified by looking at how Joyce emphasizes the Stephen’s “heart.” In Stephen Hero, 

while wrapped in the damp climate of Dublin during winter, the young man tries to cathect 

himself—“if the heart but trembled an instant at some approach to that he would cry, 

youthfully, passionately ‘It is so! It is so! Life is such as I conceive it’” (SH 38). Still, in his 

occasional rapture, the personified city lays its hands on his shoulder, and the chilly climate 

“would strike to his heart” (SH 38). Later in the novel as well, he feels disheartened by the 

dreary mood in Dublin. One paragraph begins: “[t]he mortifying atmosphere of the college 

crept about Stephen’s heart,” and is followed by a paragraph that also begins with “[t]he 

deadly chill of the atmosphere of the college paralysed Stephen’s heart” (193-94). Joyce’s 

experiment in Stephen Hero, more properly in Chapters in the Life of a Young Man, appears 

to be viable only as a work in progress, during which words are in action. Recall the 

caricature of the surgical Flaubert who is holding up before him the scalpel with which he has 

pierced Madame Bovary’s heart. Stephen the vivisector is doing almost the same thing in this 

novel—except that he is holding up his own throbbing heart.  

 
*   *   *  

The problem is that Stephen’s anesthetization of life and vivisection makes the animals whose 

hearts are pierced almost invisible. In A Portrait, Stephen evokes Percy Shelley’s beautiful 

image—a fading coal made to glow anew by a burst of wind,34 and thereby the vision of the 

frog’s heart pierced by a needle is immediately blurred, retreating into the background. In this 

connection, the following passage in Bernard’s Introduction gains importance, for the 

physiologist duly sheds light, employing a Biblical trope, on the huge number of the frogs 

sacrificed to vivisection: 

No other animal has been used for greater or more numerous discoveries, at all 

points in science; and even today, physiology without frogs would be 

impossible. If the frog, as has been said, is the Job of physiology, that is to say, 

 
34 P. Shelley is not mentioning the evanescent beauty of a fading coal itself, but rather admiring it blazed red by 

sudden wind (by imagination): “the mind in creation is as a fading coal which some invisible influence, like 
an inconstant wind, awakens to transitory brightness” (531). 
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the animal most maltreated by experimenters, it is certainly the animal most 

closely associated with their labors and their scientific glory. (Introduction 

115; emphasis added) 

The inexorable vivisection, which Joyce described as “heartless science,” was once a cause 

célèbre, but, it will sound strangely to some ears of present day readers as archaic and 

obsolete. That is why this thesis ventures to find such non-human actors as “the Job of 

physiology,” to bring to the fore the modern animals whose figures/voices are somehow 

made invisible/unheard. They may be out of sight/earshot, or pushed into the background like 

drab stones, or otherwise, changed into fossils or other forms. Their existence in our daily 

lives, their cultural significance, is veiled, shielded, or embedded in the text, and hence 

deeply rooted, permeating into other things, even when they are not mentioned. What makes 

them modern is their normal invisibility and their sudden salience from behind the forces that 

conceal them (in the case of vivisection, the utilitarian benefits for human beings will be such 

a force). Finding modern animals therefore will always entail discovery.  
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Chapter II. Wandering Dogs and Fear of Rabies 

 

Talking about new Ireland he ought to go and get a new dog so he ought. 

Mangy ravenous brute sniffing and sneezing all round the place and scratching 

his scabs (U 12.483-84). 

 

“Joyce and dogs” has been a popular topic since Surface and Symbols (1962) by Robert M. 

Adams. Taking a cue from Joyce’s cynophobia, he highlights the major dogs in Ulysses, and 

attempts to divine something more than the literal meaning of individual descriptions. Adding 

to wordplays like Dog/God and expressions like “dogsbody” and “Doggerina,” Adams takes 

up four or five dogs, such as the Citizen’s (Giltrap’s) dog Garryowen, the two dogs at 

Sandymount Strand (the drowned one and the live one named “Tatters”), and the dog that 

follows Bloom in the Nighttown. There are others, however, whose significance he overlooks. 

He is neither interested in “Mrs. Conway’s [Mrs. Riordan] Skye terrier,” as it does not convey 

any clear symbolical meaning, nor in Bloom’s father’s dog Athos, which is “no more than a 

name” but only to be reminiscent of Odysseus’s loyal dog Argos in the Homeric parallel 

(112).1  

After almost half a century, with heightened concern in animal studies, Robert Haas 

resumes his version of animal symbol hunting, and approaches Ulysses animals as 

representations through which characters reveal their traits, inner conflicts, or mental states. 

He argues, for instance, that the Protean dog bespeaks Stephen’s/Joyce’s fear of dogs and 

asserts that the Circean dog, which transforms into a series of different kinds of dogs, is also 

the “mutable symbol for [Bloom’s] nervousness” (34). In their endless search for the original, 

the critics seem to favor Garryowen. Vivian Igoe identifies the model as a champion Irish red 

setter born in 1876,2 and Denise A. Ayo looks at several possible sources for inspirational 

 
1 Gifford explains the name may have been borrowed either from one of the three musketeers (Aramis, Athos, 

and Porthos) in Alexandre Dumas’s novel Les trois musquetaires, or Odysseus’s faithful dog Argos (106-07). 
2 Many models are suggested for “Garryowen.” It is biographically based on the Irish setter kept by James J. 

Giltrap (1832-99), a law agent and the father of Joyce’s aunt, Josephine Murray. Igoe notes that “Joyce 
distorts the character and appearance of the dog” and even changes the breed into the “bloody mangy mongrel” 
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model for the mongrel in what he calls a “Garryowen tradition.” Meanwhile, Sam Slote, 

focusing on the notion of Irish national identity as tied up with mongrel-like quality and 

ever-transforming traits, demonstrates that “[l]ike the Citizen and the metamorphosing dogs 

in ‘Proteus’ and ‘Circe,’ Garryowen is himself plural” (550). Most recently, Margot Norris 

(2016) takes up “Tatters” and points out how Joyce eschews anthropocentrism and 

sentimental representations. The dog is, she argues, free from human traits and resides “in a 

bio-centric world beyond the human and cultural one we imagine him inhabiting” (3).  

Previous studies have thus revealed the richness of symbolic meanings of certain dogs 

in the Joycean world and their identities and characterization. For example, the bloated 

carcass of a dog has been long related to Stephen himself, or his mother who “is beastly dead” 

(U 1.198-99). Yet, these readings tend to obscure the bare fact of a dead dog lying on the 

beach, and the corresponding fact that Stephen sees the carcass in the morning (around 

11:00-12:00 a.m.), while another protagonist, Leopold Bloom, also witnesses “carrion dogs” 

dumped in the Royal Canal around the same time. Additionally, critical attention is 

concentrated on no more than five or six dogs, leaving the minor ones largely outside the 

scope of discussion. As shown in the “Dog Map” (Appendix I)3—which geographically 

locates as many dogs depicted in Joyce’s novels as possible—his fictional Dublin is well 

populated with other dogs, pets, nameless, homeless ones, even those reduced to carcasses. 

Just like human beings, these dogs do eat, drink and sometimes vomit; they whine, bark, 

howl, growl, and voice their will; they trot, amble about, and give chase. They sleep, love, 

fight, urinate, defecate, copulate, and ultimately die; they are not mere symbols but, tangible, 

living beings. 

These dogs in Joyce’s Dublin are inseparable from the breeding culture, the pet 

industry, and the measures taken against stray dogs and rabies in modern society. A plethora 

of studies on dogs have so far opened up a vibrant arena for discussion of the institutional and 

cultural milieu surrounding dogs. This section is especially indebted to John Walton (1979), 

 
for his own purposes (91). See also Kason David Hall, “A Lead on a Dog?” JJQ, vol. 46, no. 3-4, 2009, pp. 
579-81.  

3 Note that throughout the chapter, I refer to each dog with the number as designated on the map. 
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Neil Pemberton and Michael Worboys (2007) on rabies and hydrophobia; John D. Braisdell 

(1999), Ingrid H. Tague (2008), and Lynn Festa (2009) on the Dog Tax; Philip Howell (2012, 

2015) on the muzzling measure and urban stray dogs; and Keridiana W. Chez (2017) on the 

relationship between humans and dogs. Most recently, focusing on dog shows and scientific 

breeding, Worboys, Julie-Marie Strange, and Pemberton published The Invention of the 

Modern Dog: Breed and Blood in Victorian Britain (2018), in which dog breeds are defined 

as “thoroughly Victorian inventions, influenced by industrialization, commercialization, class 

and gender attitudes, the rise of leisure, and evolutionary thinking” (7). Although my 

approach deals more with strays and mongrels rather than pedigreed dogs, the peculiarity of 

the Victorian age as they describe it helps consolidate the concept of modern animals; the 

ascendancy of breed in the period cemented the modern usage of “cur” meaning feral or 

street dogs as situated at the lowest status in the Victorian dog hierarchy (50-52). 

This chapter aims at locating dogs as modern animals, but it inevitably takes 

something of a detour because the great familiarity of “[hu]man’s best friends” makes it 

difficult for us to see them in historical perspective. To begin with, I will try to debunk the 

half myth of Joyce’s “life-long cynophobia.” We cannot be too careful about the biographical 

approach, and cynophobia is quite insufficient a concept with which to consider the whole 

spectrum of dog-related issues found in Joyce’s work. In Section B, therefore, I include a 

brief history of rabies control in the British Isles from the end of the eighteenth century to the 

beginning of the twentieth century, and in the process, we will get a glimpse of the existence 

of what I call “un-fixed dogs” (unowned, unlicensed, undocumented, unmuzzled) and the 

ingrained fear of dogs in the time when rabies was not eradicated. Finally, building on these 

approaches, I introduce the issue of “proximity” between humans and dogs and clarify one of 

the hidden dimensions of Joyce’s dogdom.   

 

A. Joyce’s Fear of the “Feerrce” Dog 

In James Joyce and the Making of Ulysses (1934), Frank Budgen admires Joyce’s 

“word-picture” of the metamorphosing dog running along Sandymount Strand in the “Proteus” 

episode. He points out that it is free of the sentimentalism of the dog lover as seen, for 
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instance, in the paintings of Edwin Landseer. Then, what he quotes as Joyce’s comment sets 

in motion the making of a myth: “[t]his certainly wasn’t done by a dog-lover. I don’t like 

them [dogs]. I am afraid of them” (54).  

Critics have tied Joyce’s phobia of dogs with that of his alter ego Stephen Dedalus, 

often taking a cue from his list of phobias displayed in A Portrait of the Artist as a Young 

Man: “I fear many things: dogs, horses, firearms, the sea, thunderstorms, machinery, the 

country roads at night” (P 5.2449-50). To be sure, Stephen of Ulysses also fears an unleashed 

dog approaching on the strand: “Lord, is he going to attack me? Respect his liberty. You will 

not be master of others or their slave. I have my stick. Sit tight” (U 3.295-96; emphasis 

added). Hearing it bark in his direction, the young man feels frightened, “Dog of my enemy” 

(U 3.310-11), and recalls how he was “not a hero” (U 1.62), but just a coward when he could 

not do anything about a drowning man at Maiden’s rock: “He [Mulligan] saved men from 

drowning and you [Stephen himself] shake at a cur’s yelping” (U 3.317-18).  

Since the 1950s several Joycean biographies have identified his cynophobia with that 

of Stephen. Stanislaus Joyce, in his My Brother’s Keeper (1957), recalled the traumatic event. 

One day in 1887, when Joyce and his family were living on Martello Terrace in Bray, a 

coastal town in County Wicklow (MBK 4; JJ 25-26), five-year-old James and his brother 

Stanislaus were playing with an Irish terrier on the beach, throwing stones into the sea. 

Somehow the dog became overexcited and bit James badly on the chin. The wounds were 

tended by Dr. Vance (Eileen’s father in A Portrait) who had a chemist’s shop at the seaside.  

This memory is corroborated in Richard Ellmann’s biography (1st. edition [1959], p. 

25), and further confirmed in Sylvia Beach’s Shakespeare and Company (1959), in which she 

witnessed his deep-seated fear of dogs at a Paris dinner party.  

Suddenly a dog barked, and Joyce turned pale; he actually trembled. The bark 

came from across the road. I looked out of the window and saw a dog running 

after a ball. It had a loud bark but, as far as I could tell, no bite.  

 “Is it coming in? Is it fierce?” Joyce asked me, very uneasy. (He 

pronounced it “feerrce.”) I assured him it wasn’t coming in, and didn’t look at 

all fierce, but he was still apprehensive and startled by every bark. He told me 
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he had been afraid of dogs since the age of five, when one of the animals had 

bitten him on the chin. Pointing to his goatee, he said that it was to hide the 

scar. (Beach 37; emphasis added) 

Both in Stephen’s “Is he going to attack me?” and Joyce’s “Is it coming in?” one can almost 

hear the trembling voice of a cynophobe. Such a reaction to a mere dog’s bark would be 

properly diagnosed as “cynophobia.”4 As another episode goes, when asked to keep a terrier 

dog [Teddy] by a customer, Beach first declined the offer, saying, “I couldn’t keep a dog and 

a James Joyce and a bookshop” (Beach 107). Indeed, his fear was such that Beach has to 

hurry “a harmless little white” dog of hers, Teddy, out of her bookshop before the author 

comes in (Beach 43). 

Joyce himself testifies that in 1927 he suffered another dog attack on the beach at 

Scheveningen in The Hague where he was staying with his family:  

The strand is wild and endless. Unfortunately I had a dreadful time with a 

savage dog on Wednesday 25 inst. My wife and Lucia had gone for tea and I 

walked on a mile or so and lay down on my overcoat reading the baedeker and 

trying to make out the coastline when the brute rushed from Lord knows 

where at me. I beat him off a few times. His owner ran up and his mistress and 

they got him down but he slunk round when their back was turned and 

attacked me again in the same way fully four times. It lasted I am sure a 

quarter of an hour. In my alarm my glasses got knocked and one of the lenses 

flew away in the sand. When Madame or whatever she was finally tugged the 

animal away howling the owner and I went down on our knees and after 

groping for a long time found the lenses. I feel so helpless with those 

detestable animals. Revolver? I suppose he would have me before I made up 

my mind to fire. Or carry stones in my pocket? (LIII 159-60; emphasis added) 

The words of the author 45 years of age, “I feel so helpless with those detestable animals” 
 

4 According to the definition in DSM-IV, a specific phobia is defined as “marked and persistent fear of a clearly 
discernible, circumscribed object or situation . . . exposure to the phobic stimulus almost invariably provokes 
an immediate anxiety response.” Animal phobias appear in childhood, particularly between ages 5 and 9 
(Bruce and Sanderson 3-4). 
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seem to bespeak what Haas calls “a lifelong fear of dogs” (33). In fact, these episodes of the 

three beaches at Bray, Scheveningen, and Sandymount have long provided critics with 

evidence of the recurring motif of Joyce’s cynophobia (R. Adams 107; Ellmann 25-26; 

Norris 2016, 2) for their arguments.  

Some material evidence has been found, however, that might undermine such 

arguments. The first study to counter the notion of Joyce’s cynophobia was published by 

Peter Spielberg in JJQ in 1964. Spielberg points to the danger of biographical fallacy, 

challenging the cynophobic portrait that previous biographers had painted by introducing two 

photographs from Gillet Louis’ Claybook for James Joyce (1958). Both photographs, taken in 

Paris in 1938 by photographer Gisèle Freund, show three generations of Joyce’s family 

members in the garden of Giorgio’s house.  

Spielberg attempts to debunk the traditional image with one photo, which captures 

Joyce, his grandson Stephen, Stephen’s dog Schiap, Giorgio and his wife Helen Fleishmann, 

saying “Joyce’s head is turned away from the dog (toward the photographer)5; true, Joyce is 

nervously holding a cigarette, but the shaggy dog is there within biting range” (44). It is not 

so clear that Joyce was “nervous,” and another photograph taken the same year attests 

otherwise. In the second picture (Figure 4), Joyce is seated on a chair with his legs crossed, 

right beside the dog Schiap. Judging from the speckled black curly coat, it is an Airedale 

terrier, the largest of the breed. Despite the presence of the very breed that allegedly caused 

his cynophobia in his youth, Joyce looks relaxed rather than nervous, at least watching 

calmly as his Stephen makes the dog “stand and wait.”  
 

 
5 Schiap nearby Joyce can be found in several photographs. See Gisèle Freund, Three Days with Joyce (Persea 

Books, 1985), pp. 59, 60, 62, 63. 
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Figure 4. Joyce and Schiap; family members watch Stephen Joyce playing with the dog 
Schiap in the garden of Giorgio’s house in Paris. ©Photo Gisèle Freund/IMEC/Fonds MCC. 
Reprint with permission. 

 

Following Spielberg’s article, Alan M. Cohen (1965) supplies another biographical 

fact as to the dog in JJQ, referring to a film clip recording Joyce himself taken in 1937.6 

 
6 Given the limited access to this precious film, I quote at length: “The 1937 films were taken in the garden of 

the Villa Scheffer in Passy, which George and Helen Joyce were renting. There are pictures of young Stephen, 
aged five, dressed in his Indian suit, romping around before his grandparents, and, for a moment, speaking 
with Joyce. For a few seconds at the end of the film, Stephen is seen coming out of the house with his 
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Nevertheless, these articles and the visual evidence aimed at disproving the “cynophobic 

Joyce” have been unfairly dismissed by critics. Needless to say, visual evidence alone does 

not necessarily prove that by the age of 56 Joyce had overcome his phobia. Still, the claim of 

Joyce’s “lifelong fear of dogs” is no longer tenable. Spielberg provides further evidence, 

quoting Ellmann as noting (44) that in his Trieste days Joyce had once kept “a small 

misshapen dog whose name was Fido” (JJ 322) as a pet.7 Before his brief return to Ireland in 

1912, he left the dog at Ettore Schmitz’s house. When it escaped and briefly disappeared, 

Schmitz reportedly remarked, “Joyce would be greatly distressed if the dog were not there on 

his return” (JJ 322). It is obvious that Joyce did fear certain dogs, but what these overlooked 

episodes suggest is that his fear was probably limited to seemingly “feerrce” dogs that were 

not under proper control, especially ones without leashes, chains, or owners.8 

The half myth of Joyce’s cynophobia has long stood in the way of due attention to 

such dogs as Schiap and Fido, obscuring a wide range of dog-related issues that are found in 

his works. The reason why Leopold Bloom, who is not cynophobic, “coasted warily” when 

he encounters the ravenous terrier dog in Duke Lane (U 8.1013-32), or why he worries that 

his father Rudolf shares his bed with his beloved Athos needs a different perspective to 

explain. It is time to turn away from the deep-seated biographical snare, and put the matter 

back in a historical context: the ingrained fear of dogs, peculiar to modern society. 

 

B. “Public Dog” for the Public Good 

In “Ithaca,” Bloom opens the second drawer of his desk to find the documents bequeathed to 

him by his father, dwells on what would become of himself without the wealth he inherited, 

and imagines a life in the depths of poverty. While envisaging the destitute life of a beggar, 

 
Airedale. Only the most rabid Joycean would care to know that Schiap was named after the couturière, Elsa 
Schiaparelli, who, as Mr. Kastor recalls, gave the dog to Stephen. Though Schiap was evidently acceptable to 
him, Joyce is, nonetheless, absent from this scene” (A. Cohen 319). 

7 “Fido” is a common typical name given to dogs. It appears in the “Circe” episode: “Good fellow! Fido! Good 
fellow! Garryowen!” (U 15.662-63).  

8 “Dog Dent,” as he was dubbed at the time, insisted that the proposed bill should address many social and 
economic problems such as preventing wasteful expenditure of food on dogs by the poor as well as in 
securing a source of revenue. For earlier attempts to limit ownership of certain kinds of dogs, or impose fees 
or duties on dogs, see Tague pp. 901-02, and Blaisdell pp. 78, 80. 



 

 

Minamitani 42 

he foregrounds certain urban dogs with even lower status: 

The unsympathetic indifference of previously amiable females, the contempt 

of muscular males, the acceptance of fragments of bread, the simulated 

ignorance of casual acquaintances, the latration of illegitimate unlicensed 

vagabond dogs, the infantile discharge of decomposed vegetable missiles, 

worth little or nothing, nothing or less than nothing. (U 17.1949-53; emphasis 

added) 

The quasi-objective phraseology dominant in this episode aptly replicates the legal 

terminology in use regarding dogs. We can apply the rubric of “unlicensed vagabond dogs” 

to minor denizens designated in the Dublin “Dog Map: the “bloated carcass of a dog” on 

Sandymount Strand (#5), the “carrion dogs” in the Royal Canal (#11), ownerless dogs like 

those sheltered in the Dog’s Home near Grand Canal Quay (#9), and the “street ones” 

wandering in lanes (#7, 8, 13, 17).  

Some of them, as Donna Haraway would say, are “categorically unfixed dogs”; in her 

The Companion Species Manifesto; Dogs, People, and Significant Otherness (2003), she 

includes many kinds of dogs as described in American English, “Mutts, mongrels, 

All-Americans, random-bred dogs, Heinz 57s, mixed breeds, or just plain dogs” (179-80), 

and speaks of “the birth of the kennel” (97) to problematize the biopower and biosociality of 

genetically designed and institutionally disciplined dogs. The phrase suggests various kinds 

of dog technocultures. For example, “muzzles” to prevent dogs from biting—“the principal 

disciplinary technology in the later nineteenth-century era of animal regulation”9—are one of 

the legitimate products of “the kennel.” Other offshoots include, one may say, dog baiting in 

a pit, dog stealing, exploitation for “dog carts,” dog shows and dog races, dog magazines, the 

pedigree and pet industry, sheltering institutions, vaccination, sterilization, and reproductive 

control, etc. It is in this modern kennel that “owned dogs” came into being, which in turn 

produced, so to speak, “un-fixed dogs” (unowned, unlicensed, undocumented, and 

unmuzzled) as well. It is natural, then, that this institution of the modern kennel went on to 

 
9 See Philip Howell, “Between the Muzzle and the Leash: Dog Walking, Discipline, and the Modern City,” 

Atkins, Animal Cities, p. 228. 
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manage these sort of dogs, struggling to control their overpopulation in residential and public 

space at a time of heightened concern about rabies and hydrophobia.  

The first serious attempt to put dogs into the legal system dates back to the end of the 

eighteenth century. John Dent, an MP, prompted by a petition from Leicestershire 

complaining about stray dogs, proposed to levy a tax on owned dogs as a possible means to 

curtail the abominable growth of “useless dogs” and thereby control the rabies and 

hydrophobia that had become a grave concern in the 1790s. Earlier in that century, control of 

the dog population had resorted to more crude or brutal ways, including the indiscriminate 

massacre of suspicious-looking dogs. Dent’s bill in this sense provided a bio-political 

alternative for dealing with the problem, and it aroused substantial debate about whether dogs 

could be placed as owned and taxable objects, as a necessity, or as a luxury, and raising “the 

question of what distinguishes person, animal, and thing” (Festa 3). After much heated debate, 

the “Dog Tax of 1796” passed in the British Parliament. It designated duties to be imposed 

based on kind, usage, and quantity (Dowell 263-64). The animals were protected inasmuch as 

they were considered valued objects, personal property, or chattel (Festa 6, 31). The first dog 

tax, once repealed in May 1798 but revived again in the early nineteenth century, remained in 

force until replacement by dog licensing in 1867 (Braisdell 84; Pemberton and Worboys 

79).10  

Meanwhile in Ireland, the Dog Tax was repealed with other assessed taxes in 1823, 

and the absence of a law regulating dog ownership resulted in a burgeoning of the dog 

population and severe problems until the middle of the 1860s. Dogs in the Irish countryside 

were notorious as “sort of wild beasts” that preyed on sheep, cattle, horses and game (Dowell 

269-70). In Dublin, frequent large-print headlines—“MAD DOG” and 

“HYDROPHOBIA”—warned city residents of the risk of rabies and its dreadful symptoms. 

Robert Peel (1788-1850), chief secretary for Ireland, soon took up the issue, and in 1865, the 

“Dogs Regulation Act for Ireland” was passed in the British Parliament, coming into effect in 

 
10 This act of 1867 changed the registry fee from 12s to 5s as well as stipulated that the tax should be paid in the 

form of a license, and abolished all exemptions except that for puppies. In 1878 the fee was raised to 7s 6d 
(Dowell 267-69; Pemberton and Worboys 79, 99).  
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the following year. The act obliged dog owners pay two shillings per dog yearly with a 

six-pence stamp impressed on the license issued by the Ireland Petty Sessions (Figure 5). An 

1866 article in the Irish Times hopes that this measure would help eliminate the fear caused 

by dogs roaming the countryside and the city: 

Human beings are repeatedly bitten by them [dogs] and hydrophobia was 

frequently the consequence. In other instances, the very fear of madness 

caused dreadful anxiety to those who had been wounded by these fierce and 

wild creatures, who proved to be a terror to the natives as well as to all visitors. 

Their reign is now nearly at an end [by enforcement of the act for regulating 

dogs]. (“Irish Dogs,” Irish Times, January 4, 1866)  

Ironically, the reign of the “mad dogs” had just started. As Walton points out in his 

pioneering history of dog culture, “[f]rom mid-Victorian times, and increasingly in the late 

nineteenth century, uncontrolled urban dogs came to be perceived as a serious problem” 

(226). While deaths from hydrophobia were few at the beginning of the 1860s, the 

documented number begins to show a sharp rise, from a few in 1860-62 to 36 in 1866 (Baer 

9-10; Pemberton and Worboys 69-70, 81). Thus, two major measures were established; the 

Metropolitan Streets Act of 1867 put in force the following year gave police the power to 

seize vagrant dogs and muzzle them. The 1871 Dogs Act extended the power of the 1867 Act 

to other local authorities, allowing the police 

to seize “dangerous dogs” not under control, 

and to sell or destroy them if not claimed 

within three days (Dowell 75-76; Pemberton 

and Worboys 80, 82; Howell 2012, 228; Baer 

9). The heightened anxiety on the part of the 

public is reflected in the first comprehensive 

veterinary book on the maladies published in 

1872.11  

 
11 See George Fleming, Rabies and Hydrophobia: Their History, Nature, Causes, Symptoms, and Prevention 

(Chapman and Hall, 1872). 

Figure 5. Two-shilling Dog Licence Stamp (1904) 
issued by the Ireland Petty Session 
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Thus, whether a dog was owned or ownerless, licensed or unlicensed became the 

life-or-death issue of dogdom. These measures, however, soon turned out not to be very 

effective; the number of deaths from hydrophobia in Great Britain increased from 7 in 1868 

to 56 in 1871, and 61 in 1874 to 79 in 1877, which is the worst number in documented 

history (Pemberton and Worboys 84, 91).12 The case was similar in Ireland. An 1874 letter 

from a Dubliner to the Irish Times doubts the efficacy of the Dog Tax, and testifies that 

“Now that hydrophobia is so much spoken of, one is in dread in passing through our principal 

streets” for the “useless curs roaming”:  

The Dog Tax 

To the Editor of the Irish Times. 

Sir.—As your Journal is always ready to abate any nuisances in our City, I 

beg to ask through its influential columns why is that the dog tax slumbers, or 

who is to blame for not keeping it in force? I am informed on good authority 

that not half a dozen prosecutions under the Act took place in our courts 

during the current year. Now that hydrophobia is so much spoken of, one is in 

dread in passing through our principal streets, in consequence of such number 

of useless curs roaming about. The street in which I reside contains no less 

than twenty-four curs, which I have counted, and I am aware that nine of that 

number are unlicensed. 

      —I am, sir, yours, &C.,  

Pro Bono Publico.  

(A letter to the Irish Times, August 17, 1874, p. 6) 

Such words as the “unlicensed,” the “useless curs,” and the signed name in Latin pro bono 

publico, meaning “for the public good” are taken from the historical glossary of the modern 

institutional kennel; at the same time they remind Joycean readers of a passage in “Cyclops,” 

where the “I-narrator” reacts to the fierce Garryowen’s growl:  

Someone that has nothing better to do ought to write a letter pro bono publico 

 
12 There is a slight difference among historians about the figure for the death toll in 1877. Walton gives 82 

deaths (p. 226) and Ritvo 79 (pp. 169-70).  
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to the papers about the muzzling order for a dog the like of that. Growling and 

grousing and his eye all bloodshot from the drouth is in it and the hydrophobia 

dropping out of his jaws (U 12.707-11).  

The “I-narrator” proposes to deprive the dog of its freedom of speech, showing his aversion 

to a dog’s drooling (see “rabid scumspittle dribbles” in later episode; U 15.694). Evidently 

Joyce was familiar with the forces that restrict the physical freedom of dogs in public space, 

relating them to the main issue of the story: human violence. Also noteworthy in the letter is 

the “dread in passing through our principal streets” testifying that rabies had become a panic 

discourse. Although the two-digit figures for deaths from hydrophobia were much smaller 

compared to the toll from lethal contagious diseases, rabies in that era “provoked a public 

response unparalleled in scale and intensity,” and the absence of a scientific explanation for 

its transmission and incubation fueled “‘a general alarm’ [in public], usually grossly 

disproportionate . . . to the number of documented cases” (Ritvo 167-71). 

Thus, the growing fear of dogs among citizens was a good excuse for further 

governmental intervention into their private lives. In England, the breakthrough vaccine 

discovery was made in 1885 by Louis Pasteur. However, it failed to gain immediate credence 

because of the scientist’s reliance on vivisection in his experiments and suspicions about 

vaccination. “Pasteurism” suffered deep distrust from both the medical profession and from 

advocates of cruelty to animals (see Section B in Chapter I). For a while, instead, the 

“spontaneous generation” or germ theory persisted (Walton 227-28; Pemberton and Worboys 

108-11; Howell 2015, 165),13 and consequently priority was given to social preventative 

measures over medical care. 

The conventional measure was to require the muzzling of dogs. In the late 1880s, the 

compulsory muzzling of dogs in public places was considered “the ultimate weapon” to 

 
13 There was no consensus among medical and veterinary understandings regarding hydrophobia, with varying 

hypothesis until the 1890s. Even in the late 1880s and 1890s, some preferred the traditional spontaneous 
generation theory prevalent since Aristotle over “inoculation” (transmission via saliva). For example, vocal 
anti-muzzle advocate Dr. William Whitmarsh states in 1887: “The rabitic matters latent in the dog’s blood, 
and by keeping it from water, or by muzzling it, or by annoying it, or by irritating it, the rabitic matter enters 
into a state of fermentation, and rabies is produced” (Walton 227). See also Pemberton and Worboys pp. 
102-32, 139-40.  
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dispel dread of the disease thought to be spread by dogs (Walton 226-31). It functioned as a 

“symbol of control” (Howell 2015, 167-68) and “a badge, indicating a well-cared-for dog and 

responsible owner, allowing the police to concentrate on the unmuzzled strays of thoughtless 

owners” (Pemberton and Worboys 135). An article in the Morning Post (April 1, 1886) stated 

regarding the status of dogs in public—“A dog without a master is an anomaly, an 

incomplete creature.”14 In public space, whether dogs were owned or unowned was already a 

determinative criterion for arrest. The disciplinary invention therefore added another option 

to the index (muzzled or unmuzzled). 

The growing concern over the frequency of rabies led to its identification as a 

notifiable disease under the Contagious Diseases Act in 1886. In 1887, the Rabies Orders 

gave local authorities the power “to muzzle, control, seize, and detain, and dispose of stray 

dogs” (Baer 10). Thus began a serious and widespread compulsory muzzling campaign, often 

accompanied by other steps such as dog licensing, elimination of street dogs, and later, 

quarantine measures for dogs brought into the country under “the Importation of Dogs Order” 

(Walton 228). Muzzling orders issued by local authorities tended to result in unsatisfactory, 

patchy operations, so that, in 1889, the newly established Board of Agriculture embarked on 

the eradication of rabies on a broader scale, issuing the Rabies Order in the Home Counties 

where the disease was rampant. However, as has been often pointed out (Walton 227-36; 

Ritvo 1987, 190-96; Pemberton and Worboys, 133-62), the efficacy of muzzling was 

somewhat questionable, and its alleged cruelty aroused such pity and antipathy among 

anti-vivisectionists and dog-fanciers that, in 1892, the order was withdrawn, at least until 

another outbreak occurred in 1895. 

The mid-1890s was the last phase of the fight against the threat of rabies in Britain 

and Ireland. In 1897, the Select Committee decided on central governmental control of rabies 

in Britain, while Ireland suffered heavy damage to cattle attacked by rabid dogs. According 

to dog breeder Everett Millais writing in the Times, “[a]s a centre of danger Ireland is to 

 
14 See Howell 2015, pp. 167-68: “In effect, the muzzle worked not as a means of preventing the transmission of 

rabies, but as a way of distinguishing “owned” from “ownerless” dogs in the public sphere” (167). 
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Great Britain more to be feared than the whole of the rest of the world put together.”15 The 

general order issued under the Contagious Diseases Act required all dogs to be muzzled, and 

“more stringent measures came into force as to the seizure, destruction, and disposal of stray 

and unmuzzled dogs.” 16  While there was constant opposition from the anti-muzzling 

advocates, a series of central government programs led finally to the end of the 

almost-century-long struggle. Rabies was declared eradicated in Britain in 1902 and in 

Ireland in 1903.  

 

C. The Hidden Dimension of Joyce’s Dublin 

Considering the history of rabies control in view of our reading of Joyce’s Dublin in Ulysses, 

which is set in the year 1904—when officially no rabies or hydrophobia was 

documented—we will notice the fear and anxiety that lingered in Ireland. Here in this section, 

referring to the territorial studies of Swiss biologist and former director of Zürich Zoo, Heini 

Hediger, and American anthropologist Edward Hall, whose book The Hidden Dimension 

(1966) developed Hediger’s theory into “proxemics,”17 I will highlight the perspective of 

proximity or distance between human characters and dogs; it would well function as an index 

with which to judge levels of human’s affection, wariness, or aversion as related to the 

rabies/hydrophobia discourse and apply the proxemics to individual dogs. 

Concerning the proximity of animals to human society in the early modern period 

(1500-1800), Keith Thomas writes about how “men, plants, and wild creatures were 

inextricably bound up in one great community” (93). Animals were once ubiquitous and not 

as segregated from human lives as they are today; birds were kept in attics and cellars, dogs 

and horses were housed within the walls of houses, cows might be found before the fireside, 

poultry in backyards and bedrooms, and sheep, cows, and pigs roamed the streets of towns. 

 
15 “The New Muzzling Order” (To the Editor of the Times), Times, April 20, 1897, p. 10. The article is quoted 

also in Pemberton and Worboys, pp. 156-58. 
16 Sharon Clancy, “The Eradication of Rabies,” History Ireland, vol. 14, no. 1, January-February, 2006, p. 13. 
17 Hediger conceived the four major concepts of flight, critical, personal, and social distance for animals, where 

each different behavior and attitude can be observed, while Hall investigates interpersonal distances that can 
be affected by cultural codes, naming four distinct basic zones (intimate, personal, social, public). 



 

 

Minamitani 49 

Recent studies have also demonstrated that there remained such proximity even in the 

urbanized areas in the Victorian age. Discussing the public health issues that began to emerge 

and growing concerns about the risk of animals in transmitting disease from the 1850s 

onward, Anna Hardy describes the lost scenery of earlier times when city spaces were filled 

with animals: 

Animals were ubiquitous in Victorian cities, as much or more of an element of 

daily life as they were in the country. There were the horses, the indispensable 

cog in the national economy, which provided transport and haulage; there 

were dairy cattle, which supplied milk to many city dwellers; there were the 

pigs which supported the domestic economy of the poor; the dogs which 

ranged the streets; the cats which feasted on the city’s vermin; the caged birds 

which hung from many windows; the fowls, rabbits and pigeons which 

provided protein and pocket money to anyone who had a corner to keep them 

in; and the cattle, sheep and poultry that were driven to town centre markets 

and slaughterhouses.18 

The urban space of Dublin held quite a dense population of animals well into the early 

twentieth century, and their very presence, accompanied by their excreta, blood, smells, filth, 

and ultimately their carcasses—as well as the slaughterhouses and knackers (see Section D in 

Chapter III) associated with them were becoming an increasingly notorious nuisance.19 This 

prompted the phenomena of the “Great Separation” that became incrementally salient along 

with urbanization and the modern sanitary reforms prompted from the mid-nineteenth century 

onward.20 Peter Adkins points out how Bloom’s proposal for a tramline so that “[a]ll those 

animals [that might blocks up the thoroughfare] could be taken in trucks down to the boats” 

(U 6. 401-02) portrays a cultural movement that would render invisible the animals required 

 
18 Qtd. in Howell 2015, p. 8. For Dublin’s modern cityscape clogged with animals, see Kearns, pp. 56-57.  
19 Famously, Joyce drops the animal excremental production onto his texts. It is because, he would have 

believed, excretion is a part of daily life, not separable from his “Dear Dirty Dublin.” See as examples the 
revolting landscape at a cowyard in Stradbrook (foreshadowing a hellish dream) (P 2.125-34, P 3.1261-67); 
the cattle dung at cattlemarket (U 4.159-60), Dublin’s sanitary condition and horse dung (U 1.413-14; U 
14.1242-48; U 16.1873-78; U 18.267); Stephen and dogs’ feces (U 3.376). 

20 See, Atkins, Animal Cities, pp. 1-17.  
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for meat production; it would “conceal the ‘branded’ bodies he has seen and mute the ‘fear’ 

he has heard” (6). Another example about nuisance could be found in the “Dog’s Home” (#9), 

which Bloom sees near the Grand Canal. Hylda Beckett retraces the history of the institution 

to take in stray and homeless starving dogs, noting that the choice of location was a dilemma: 

“[t]he location had to be near enough to the city, yet in an area where dog barking would not 

disturb the citizens” (35); the dogs therein are simultaneously included and excluded—by the 

forces to hide modern animals. 

Through the “Great Separation,” dogs took on the peculiar duality; on one side of the 

coin, they are loved, cared for, and legally protected in the newly flourishing bourgeois 

culture of pet keeping, but on the other side of the coin, they are hated, shunned, and 

excluded from human habitation in the name of rabies and stray-dog control. Keeping that 

duality in mind, I will illustrate how that invisible distance is depicted in Joyce’s Dublin 

dogdom. Surprisingly, Riordan’s Skye terrier, Dancer Moses’s poodle, Rudolf’s loyal dog 

Argos, the “ravenous dog” at Duke Lane, the Citizen’s Garryowen, the Nighttown dog, the 

“dog with lame leg,” are each presented at a distance from humans, and most of them are 

somehow related to the rabies discourse.   

To begin with, we see some characters who close the distance with animals by petting 

them or allowing them to enter into a private zone where bodily contact is possible. Mrs. 

Riordan’s dog, which Molly fondles (#8),21 and Dancer Moses’s poodle (# 15) (U 8.847-49; 

U 15.573) are both literally on human laps and within reach of caressing hands. The 

descriptions seem to be too brief for full analysis, but such an “intimate zone”22 will remind 

readers of the Bloom’s female cat. Bloom lets her stalk on his writing table, and his listening 

to her imaginary voice “Scratch my head!” (U 4.19-20) means that he has admitted her to the 

zone of intimacy. In the kitchen, he “watched curiously, kindly the lithe black form,” and 

 
21 Mrs. Riordan had the dog at City Arms Hotel, located near the Cattle Market, for which Bloom once worked 
at the age of twenty-six. The hotel provides space for Thursday meetings of the Irish Cattle Traders and Stock 
Owners. See U 2.416-17. 
22  Though Edward Hall’s theory is applied only among human individuals, he defines the “intimate 
distance-close phase” as “the distance of love-making and wrestling, comforting and protecting,” where 
“[p]hysical contact or the high possibility of physical involvement is uppermost in the awareness of both 
persons” (17). 
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“bent down to her, his hands on his knees” (U 4.17-29), closing the distance. Molly also 

shares “intimate zone” with her, calling out the cat from upstairs (U 4.468, 471)—“Come, 

come, pussy. Come” (U 4.471). She seems to customarily allow the cat to “curl up in a ball 

on the bed” (U 4.469), but she is also worried about fleas, an indicator of unsanitary 

associations, and conscious of the cat’s “otherness:”  

. . . then play with the cat she rubs up against you for her own sake I wonder 

has she fleas she’s as bad as a woman always licking and lecking but I hate 

their claws I wonder do they see anything that we cant staring like that when 

she sits at the top of the stairs so long and listening (U 18.934-38) 

Molly sharing her bed with the cat can be compared to Bloom’s father Rudolf 

allowing his beloved dog Athos to do so (#10). His affection for Athos is such that he would 

leave a message in his suicide note to ask his son to “be kind to Athos” (U 17.1885). The dog 

is, Bloom remembers, so faithful—like Odysseus’ Argos—that he “pined away” after his 

owner’s death (U 6.127). Note that the physical distance between pet and human remains 

consistently close. Rudolph’s belief in “animal heat” or inner heat—a traditional notion since 

ancient Greece that indicates a mysterious source within an organism as the heart of nutrition, 

sensation, movement, and thought—makes him wear a waistcoat lined with the fur of a cat. 

Bloom recollects: 

He [Rudolph] believed in animal heat. A skin of tabby lined his winter 

waistcoat. Near the end, remembering king David and the Sunamite,23 he 

shared his bed with Athos, faithful after death. A dog’s spittle as you 

probably . . . . (he winces) Ah! (U 15.2783-87)  

 
23 Referring to I Kings 1:1-4. See Gifford, p. 500. 
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This passage is worth close-reading because it 

reflects the duality of dogs as modern animals. 

One aspect is: in Bloom’s mind, Rudolph’s 

proximity to Athos and Athos’s fidelity to his 

master mirror traditional representations. The 

theme of a dog’s fidelity and images of the 

owner-dog dyad bonded even after death 24 

reached its apogee in the Victorian age.25 In 

Victorian Dogs, Victorian Men (2017), 

Keridiana W. Chez examines what he calls the 

“emotional prosthesis” role of dogs, viz., the 

role they play in enhancing the sentimental 

depth, affective capabilities, and humanity of 

their owners. Under the heading “the faithful canine prosthesis” he presents the 1805 incident 

of the death of the English romantic painter Charles Gough. The faithful female terrier Foxie 

that reportedly stayed by her dead master for three months inspired several poets and artists 

to depict the heartbreaking story, among them William Wordsworth in his poem “Fidelity” 

(1805), Sir Walter Scott in his poem “Helvellyn” (1830), Irish romantic Francis Danby in his 

painting Precipice (1827), and Edwin Landseer in his painting Attachment (1829) (Figure 6).  

Most notable is the last work because it makes the affection and physical closeness 

between man and animal felt at the same time. Chez explains about the painting: “Foxie, with 

unbroken gaze, remains faithfully attached and would, if close enough, confer her limitless 

 
24 For the classical representation of dogs grieving owner’s death, see also Montaigne, pp. 36, 41. But note that 

it is not a fabricated story as made by dog fanciers, since it is well-reported that dogs that have lost owners 
display such deed.    

25 Starting off Joseph Taylor’s The General Character of the Dog (1804), sentimental representation of dog was 
a particularly inventive genre flourished in the period. Yi-Fu Tuan points out that “more effusive 
sentiment—the hothouse product of a softer city life—emerged later, in the early decades of the nineteenth 
century” with an example of Landseer’s dogs, which he considers “were drenched in human feelings and 
morality” (112). Howell (2015) adds to this trend the famous Victorian Mourning Skye terrier “Greyfriars 
Bobby” (127), which is said to have kept guarding its owner’s grave for fourteen years until its own death. 
See also Turner, p. 72.  

Figure 6. Charles Gough and his dog Foxie in 
Attachment (1829) by Edwin Landseer. 
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capacity for affect to a human in dire need of emotional resuscitation” (13). Rudolph and 

Athos are also in this intimacy; the nearer they come, the more closely tied by love they seem 

to be. 

The other aspect of dogs’ duality is that the unfinished phrase “A dog’s spittle as you 

probably . . . .” (U 15.2786) hints at Bloom’s worries about his father’s excessive attachment 

to Athos, knowing the risk that a dog’s saliva could transmit rabies. Bloom is, if we accept 

Gifford’s interpretation (500), doubting his father’s suicide by poison, and suspecting it was 

linked to the transmission of rabies/hydrophobia via Athos’s saliva. The mention of dog’s 

spittle indeed evokes the nightmarish rabid dog foaming at the mouth that appears in the 

“Circe.” When the drunken Bob Doran appears and approaches “the munching spaniel” 

nearby, demanding it hold out its paw, “[t]he bulldog growls,” showing “a gobbet of pig’s 

knuckle between his molars through which rabid scumspittle dribbles” (U 15.691-95). In the 

proximity between Rudolph and Athos lies indeed the duality of the dogs as modern animals 

as Ritvo highlights: “If they [pet animals] became rabid they exposed their human intimates 

to heightened risk,” “[s]ince rabies is transmitted in the saliva of the infected animal, a sick 

pet could be most dangerous when most loving” (184); the closer they come, the more fatal it 

could become. 
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Figure 7. Thomas Busby, People’s Fear of a Mad Dog and of Rabies (1826); the 
painting portrays the physical distance by positioning the rabid dog at the center of the 
canvas. 

 

As is depicted in Figure 7, the physical distance from possible rabid dogs was 

important in the nineteenth century. See Bloom sometimes showing his vigilance to dogs by 

keeping distance. In “Lestrygonians,” he feels sickened by the bestial manner of the 

customers at the Burton’s and leaves the restaurant, but soon encounters another disgusting 

sight: “At Duke lane a ravenous terrier choked up a sick knuckly cud on the cobblestones and 

lapped it with new zest. Surfeit . . . Mr Bloom coasted warily” (#13; U 8.1031-34). In 

Hediger’s term, he maintains his “flight distance” from the dog, knowing that street dogs can 

bite. If we take into account the note that “one is in dread in passing through our principal 

streets” in the Irish Times from pro bono publico in Section B, it is quite reasonable to 

suppose that not only Stephen, but also Bloom is wary of the unleashed dog. In “Cyclops” 

too, he hesitates to enter the Barney Kiernan’s at the sight of the fierce-looking Garryowen 

(#14) inside. Prompted by the Citizen who reassures him that it never bites, Bloom finally 

comes in:  

Old Garryowen started growling again at Bloom that was skeezing 
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[“looking or ogling”] round the door. 

—Come in, come on, says the citizen. He won’t eat you. 

So Bloom slopes in with his cod’s eye on the dog and he asks Terry was 

Martin Cunningham there. (U 12.407-11)  

He will be safe in any case, for the dog is physically controlled by the Citizen who wields the 

“cudgel” (U 12.200-05, 264). The dog is sometimes deprived of “freedom of speech” if it 

gets on someone’s nerves. His mere growl, in fact, invites “a kick in the ribs” (U 12.264), and 

the raucous “conversation” between the owner and the growling dog leads to I-narrator’s 

evoking of the “muzzling order” by pro bono publico author (U 12.706-11). The I-narrator’s 

malicious description of Garryowen as a rabid dog judging from “the hydrophobia [meaning 

“rabid dog’s spittle”] dropping out of his jaws” is later refigured in a Circean nightmarish 

image of rabies and mad-dog discourse:  

And this food? Eat it and get all pigsticky. Absurd I am. Waste of money. One 

and eightpence too much. (The retriever drives a cold snivelling muzzle 

against his hand, wagging his tail.) Strange how they take to me. Even that 

brute [Garryowen] today . . . He might be mad. Dogdays. Uncertain in his 

movements. Good fellow! Fido! Good fellow! Garryowen! (The wolfdog 

sprawls on his back, wriggling obscenely with begging paws, his long black 

tongue lolling out.) (U 15.657-65) 

Wondering why dogs like him, Bloom’s mind vacillates. While he allows the retriever to 

thrust its sniveling nose into his hand, he warily remembers that Garryowen “might be mad” 

given the Dogdays discourse.26 “Uncertain in his movements” corresponds not only to 

Joyce’s thematic idea for this episode as “the rhythm of locomotor ataxia” [one of the 

symptoms of syphilitic infection, or loss of control of bodily movement]” (Budgen 234), but 

also hints at the typical last-stage symptoms of a rabid dog (Figure 8).  

 

 
26 The long-held belief that during the summer season from early July to early August (though variably 

considered), one can see the heliacal rising of the star Sirius (colloquially the “Dog Star”), followed by hot 
days and rabies outbreaks. Clearly, Bloom misuses it as June 16th is out of the season. 
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Figure 8. A rabid dog at late stage (1872); “Exhausted by fatigue, by the fits of 
madness excited in it by the objects it meets in its way, by hunger, thirst, and also, no 
doubt, as a consequence of the disease itself, its limbs soon become feeble. Then it 
slackens its rate of travelling, and walks unsteadily.” Illustration in George Fleming’s 
Rabies and Hydrophobia (1872), pp. 229-30. 

 

Bloom’s hindsight that the dog “might be mad” (U 15.662) is also shared in its modality by 

his wife Molly. In bed, she recalls the day when Bloom came home with a lame dog (#17): 

“like the night he walked home with a dog if you please that might have been mad . . .” (U 18. 

1086-87). When the dubious creature enters their home—as if a temporary Dog’s Home (see 

“dogsbody” Stephen was also invited there in the “Ithaca” episode)—the vigilant anxiety 

comes to surface, suggesting a possibility: the dog may be mad.  

The household phrase “[hu]man’s best friend” may caress the ear of dog-fanciers, but 

there was a time when its presence might have been fatal. Bloom’s and Molly’s anxiety 

would sound absurd if we did not know the prevalent threat of rabies circulating at that time. 

Various measures against the disease—establishing homes for stray dogs, the production of 

Pasteur’s vaccine, the muzzling orders—led to the successful eradication of the disease in the 

early years of the twentieth century, although the fear of the fatal disease and suspicion of 

rabies in fierce dogs infiltrated deep into the public subconscious, and it could seep out at any 

moment. Joyce’s fear of dogs should be understood no less in such context than in the 

biographical approach.  
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*  *  * 

Joyce’s Dublin is alive not only with pet dogs, but also the unlicensed, unowned, unmuzzled. 

As soon as such “un-fixed” dogs appear in his writing, we should be prepared to focus on 

how far the human characters keep their distance from them. But it is also important to 

observe how those dogs see the human characters. For example, the reader may laugh at the 

I-narrator’s sharp-tongued proposal to follow the muzzling order or take “the life of that 

bloody dog.” To Garryowen, however, it is no joke; there is an actual risk that he might lose 

his life. See a letter, for example, to the Irish Times titled “Mad Dog in Dublin” on May 31, 

1887. The contributor mentions the incident of a rabid dog at large in Bachelor’s Walk the 

day before, and makes a proposal:   

Seeing the many cruelties that are perpetrated every summer [meaning “Dogs 

Days”; see the footnote 25 of this chapter] in our city on unfortunate dogs 

supposed to be suffering from rabies, hunted down and killed when in most 

cases the poor animal is only in a high state of fever and excitement caused by 

hooting men and women, I think it is high time to put in a word for the poor 

dogs, and at least to give them a chance of proving their sanity by having them 

locked up while muzzled. (Irish Times, May 31, 1887, p. 2)  

Although cruelty to dogs would be hardly visible or imaginable today, it should be noted that 

what prompted the author of this article was the vicarious pain of the animals as he felt it, 

hunted down and ruthlessly killed. In next chapter, I will take a close look at such modern 

cruelties against “poor animals.” 
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Chapter III. “Cruelty behind It ALL”: Bloom’s Gaze at Poor Animals 

 
SECOND WATCH 

Prevention of cruelty to animals. 
 

BLOOM 
(enthusiastically) A noble work! I scolded that tramdriver on Harold’s 
cross bridge for illusing the poor horse with his harness scab. . . .  

(U 15.696-700) 

 

Leopold Bloom is a multi-faceted character: the modern equivalent of Odysseus, a “Jewish” 

Irishman baptized as a protestant but converted to Roman Catholicism to marry Molly, a son 

who lost his father and father who lost his son, a husband and a cuckold, a petit bourgeois 

advertising salesman, a utopian pacifist, an opponent of Fenianism and anti-Semitism, a 

rationalist, a fatalist, an amateur scientist, a “new womanly man,” l’ homme moyen sensuel, 

and a voyeur. To the list that could go on, it may be somewhat odd to add an “animal lover,” 

as he never overtly indulges a love for animals. There is no doubt, however, that he cares for 

animals more compassionately and empathetically than any other characters in Ulysses. 

Vladimir Nabokov begins his lecture saying: “[o]ne of his characteristics is kindness to 

animals, kindness to the weak” (Nabokov 314). Peter Francis Mackey argues that he is not 

only kind to animals, but has the empathic spirit to speculate “what it would be like to be an 

animal” and notes also his “resonant responsiveness” to the pain of animals (104-05). Maud 

Ellmann, who focuses on the Circean transformation, states that “Bloom changes into every 

animal he pities; compassion is his passport to metempsychosis” (83). Indeed, Bloom’s 

kindness is alluded to on the very first page, where he speaks to his female cat, looking at her 

“curiously, kindly” (U 4. 21). The latter adverb, to be sure, foreshadows his way of seeing 

animals throughout the novel. Almost every time he encounters animals, he somehow 

exhibits pity, compassion, empathy, or kindness through feeding, caring, or imagining, which 

differentiates him from Stephen Dedalus, another protagonist with a phobic fear of animals.  

While awareness of this kind and compassionate character holds a continuously high 

profile in Joyce scholarship, critics strangely have failed to discuss what specific experiences 

and historical backgrounds are behind such a gentle trait. Some would claim that his 
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experiences as member of the minority labeled “Jew” may be at its root, for he does protest 

against the violence that has been inflicted upon Jewish people for a long time, through 

“being hated and persecuted,” “[r]obbed,” “[p]lundered,” “[i]nsulted,” and “sold by auction 

in Morocco like slaves or cattle” (U 12.1467-72). However, such reasoning may only lead to 

the fallacy that all Jewish people are kind and compassionate to animals. Likewise, Joyce’s 

characterization of Bloom as “a good man” (Budgen 17) remains only a partial explanation. 

The kindness and compassion that Bloom often displays cannot be taken at a face value, but 

what lies behind the trait needs to be explained at least by something other than racial 

alienation or authorial design. This chapter would reveal the secret of Bloom’s gaze at “poor 

animals” while examining modern cruelties inflicted onto them.  

 
A. Cruelty to Animals in Dublin  

The second story in Dubliners, “An Encounter,” contains human cruelty to animals. It is 

based on the actual day around 1895 when James and his brother Stanislaus attempted 

truancy, and depicts a tale of escape. In fact, almost every character somehow escapes from 

something lurking in the city of Dublin. The wild west stories in boy’s periodicals opens “the 

door of escape” before the two protagonists of the boy-narrator “I” and Mahony in their 

boring school life, and after their mimicking Indian warfare, which is also a form of escape, 

entertains them for a while, they come to feel a hunger “for wild sensations” and “for the 

escape.” And thus the two boys decide to “break out of the weariness of school life” and plan 

their “real adventure” (D 12-13).  

The adventure, however, ends up in nothing but escapes. Ragged girls are running 

away from Mahony armed with an improved catapult, and then the ragged boys appear and 

protect the girls from the boy protagonist and Mahony by flinging stones. The two boys are 

forced to flee in defeat until they come to the riverside, and Mahony imagines the world 

outside Dublin, saying “it would be right skit to run away to sea on one of those big ships” (D 

15). While crossing the River Liffey by boat and wandering the squalid streets of Ringsend, 

Mahony finds a cat and chases “her.” She succeeds in escaping into the wide field, where 

they are to encounter an “old queer josser.” When this old man unveils his queer nature, the 
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boy-narrator cannot decide whether to “go away or not” (D 18), while Mahony instantly flees. 

“[H]ardly had he [the old man] sat down when, Mahony, “catching sight of the cat which had 

escaped him, sprang up and pursued her across the field” (D 18-19). The cat successfully runs 

away from her pursuer once again, and the bully boy begins “to throw stones at the wall she 

had escaladed” (D 19), just as the ragged boys did to him. The old man calls Mahony a “very 

rough boy,” saying “when boys were that kind they ought to be whipped” (D 19). When his 

sadistic desire looms into a real threat, the story ends with the escape of the boy-narrator 

himself.  

In the story, the cat’s escape from human cruelty may look negligible, and some might 

say that cruel is too harsh a word for such “boyish” behavior; he just throws stones at the 

wall, not at the cat herself. However, the improvement added to Mahony’s catapult1 “to have 

some gas with the birds” (D 11) ought not to be overlooked as it indicates his planned hunt, 

not to catch it for food, but purely to hurt the animal. Probably Mahony strains the rubber 

band farther to increase the shooting speed. Fortunately, the cat escapes the attack, and the 

boy’s adventurous spirit withers towards sunset as he looks “regretfully at his catapult” (D 

16). Here, the weapon directed at poor girls and small animals represents a metaphorical gun 

in their adventure mimicking wild west stories, with their overt manly heroism and imperial 

conservatism (Tory populism and Disraelian imperialism).2 Seeing Mahony throwing stones 

at the wall the cat climbed over, the “old queer josser” judges the boy should be whipped. 

Joyce thematizes the circularity of the sadistic desire to inflict hurt.  

Leopold Bloom in Ulysses also mentions the slingshot. He observes a bird in the 

graveyard of Prospect Cemetery: 

A bird sat tamely perched on a poplar branch. Like stuffed. Like the wedding 

present alderman Hooper gave us.3 Hoo! Not a budge out of him. [The bird] 

 
1 This type of catapult (or slingshot) made with a rubber sling is a nineteenth-century product, made possible 
only from 1839 by Charles Goodyear’s invention of vulcanized rubber. According to the OED, the first use of 
the word for a Y-shaped instrument with an elastic band “to shoot small stones, bullets, peas, etc” is in 1870. 
2 See Greg Winston, pp. 221-24. His detailed analysis covers the ethno-imperial propaganda in the London 
periodicals such as the Union Jack, Pluck, and the Halfpenny Marvel, presenting his discovery of the source 
text of “Apache Chief.”  
3 Bloom refers to an “embalmed owl, matrimonial gift of Alderman John Hooper” (U 17.1338-39), which he 
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Knows there are no catapults to let fly at him. Dead animal even sadder. 

Silly-Milly burying the little dead bird in the kitchen matchbox, a daisychain 

and bits of broken chainies on the grave. (U 6.949-53; emphasis added) 

The bird perching on the branch is—through Bloom’s gaze—first associated with a lifeless 

ornament, and then with the dead bird Bloom’s daughter Milly buried. Bloom foregrounds 

the potential danger of the bird’s perch, and also allows us to compare his daughter’s 

improvised coffin with Mahony’s improved catapult in considering mistreatment of animals, 

including minor cruelties. 

In his influential book Men and the Natural World: Changing Attitudes in England 

1500-1800, Keith Thomas considers the period that witnessed “a whole cluster of changes in 

the way in which men and women, at all social levels, perceived and classified the natural 

world around them” (15). In that period, animal baiting and blood sports, in which animals 

and insects were maltreated or even mutilated, were surprisingly common, enjoyed as 

time-honored recreations among English people. In one chapter, Thomas enumerates the 

variety of cruelties and maltreatment of animals among children. In the seventeenth century, 

small boys were notorious for their cruel games, and they amused themselves in the pursuit 

and torture of living creatures as “calendar ritual,” like stoning to death birds mired in the 

ground, or dropping cats from great heights “to see whether they would land on their feet” 

(147-48). Thomas gives another example, referring to a school boy’s little journal written in 

the early 1670s, which records callous sensitivities to the suffering of animals, full of 

descriptions of “killing cocks, slaughtering of oxen, drowning of puppies . . . coursing for 

hare, catching martens in traps, killing sparrows with stones and castrating bulls” (149), 

apparently without any ruffling of the emotions.  

However, from the seventeenth century new sensitivities to the suffering of animals 

were developing, and a major change became more discernable in the ensuing century, 

alongside sheltering institutions and legal protections for animals as well as the growth of 

educational materials to teach children the virtue of kindness. The memorable historical 

 
utilizes to explain to her “the nature and habits of oviparous animals, the possibility of aerial flight, certain 
abnormalities of vision, the secular process of imbalsamation” (U 17.911-12). 
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moment is usually found in 1822, when “An Act to Prevent the Cruel and Improper 

Treatment of Cattle,” the so-called Martin Act—named after an Irish politician Richard 

Martin M.P. for Galway—went into force.4 Although the legislation only prohibits the 

cruelty to “Horses, Mares, Geldings, Mules, Asses, Cows, Heifers, Steers, Oxen, Sheep, and 

other Cattle,” excluding bulls, dogs, cats and other animals, it gives a great impetus to the 

movement, leading to the birth of the Society for the Prevention of Cruelty to Animals in 

1824 (in Dublin 1840) and the subsequent fruitful result of the Cruelty to Animals Act 1835. 

Here bulls are enrolled under “the cattle,” and such animals as dogs, bears, goats and sheep 

are included in the protections, and furthermore the act bans bear-baiting and cockfighting for 

the first time in history. Those traditions continued illegally for a while, but the set of laws 

provided a solid foundation for humanitarians and animal lovers to unite and fight together 

against cruel mistreatment of animals.    

In Dublin at turn-of-the-twentieth century—around the time when the “Encounter” 

story is set and therein Mahony chases the cat with his slingshot, aversion to inhumane 

cruelties steadily became rooted in the public consciousness. On October 9, 1894—under the 

heading “Treatment of Animals in Dublin” the Irish Times had several letters from Dubliners 

witnessing maltreatment of animals. One citizen complained of “the atrocious cruelties daily 

inflicted in streets of Dublin on unoffending dumb animals,” and another report told of the 

sight of a horse with its leg broken lying on the road, and “many passers-by [giving] him a 

kick en passant, and small boys [stoning] him freely.” Another sees some boys driving a 

donkey into the Dodder River, beating it repeatedly with a large stick “in a most inhumane 

manner.”5 A 1902 letter to the editor, most probably by a woman, and signed “Bird Lover” of 

Sandycove, deplores “men and lads wantonly killing birds for the sake of killing,” and asks 

whether there is any law to prevent it.  

 

 
4 In addition to utilitarian moralists, the reform movement regarding cruelty to animals in this period was 
supported by humanitarians, evangelical Christians, clergymen, early Quakers, those who supported 
anti-slavery or anti-vivisection, and even influential vegetarians. See Turner, pp. 39-40. For Martin and Matin’s 
Act, see biography by Lynam (1975), and Fairholme, esp., pp. 27-48.  
5 “Treatment of Animals in Dublin,” Irish Times, October 9, 1894, p. 6. 
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SHOOTING SINGING BIRDS TO THE EDITOR OF THE IRISH TIMES. 

SIR,—Could any of your readers kindly inform me if there is a law to prevent 

men and lads wantonly killing small birds, thrushes, blackbirds, &c., for the 

sake of killing?6 This shooting of small birds goes on nearly every day in this 

neighborhood, which is close to the public road. Can nothing be done to save 

these lovely singers from such cruelty? Thanking you in anticipation for 

inserting this.— Yours. &c. “BIRD LOVER.” Sandycove. (The Irish Times, 

January 13, 1902, p. 7) 

In a 1909 letter, a woman observed “a number of boys engaged in the cruel pastime of 

making a cat swim about in the river [Liffey],” and rescued the poor creature with the help of 

a laborer nearby, bringing “the half-drowned pussy” to the Cats Home at Grand Canal. These 

compassionate reports show newly fostered sentiments from almost a century ago, the time 

when “the English would have been surprised to hear themselves praised for special kindness 

to animals” (Ritvo 125), and Queen Victoria in her Jubilee address of 1887 recognized the 

notable change; “[A]mong other marks of the spread of enlightenment amongst my subjects,” 

she was aware of, “with real pleasure, the growth of more humane feelings towards the lower 

animals” (Ritvo 148-49).   

Historically speaking, it is this modern sentiment that constitutes Bloom’s 

compassionate gaze at the suffering or plight of animals. Marking the “cruelty behind it all. 

Doped animals” (U 4.349), he sees the circus industry through this gaze. In “Circe,” the sight 

of a bird’s feather is tied up with cruelty. Recollecting a visit to Leopardstown with his wife 

Molly in 1890, Bloom—now feminized in the Circean transformation—mentions the two 

hats that she used to wear in those days, a white velours hat and “the other ducky little tammy 

toque with the bird of paradise wing.” He admires the latter, but feeling “it was a pity to kill it, 

 
6 Since the latter half of the nineteenth century, ornamental bird plumage used in hats, fans, gowns, capes, 
parasols and muffs and other items of women’s fashion pained the consciences of certain people, which led to 
the anti-plumage movement under which “the killing, possession, sale and importation of plume birds and 
ornamental feathers” was made illegal (Doughty 92). Especially, spurred by the “Wild Birds Protection Act, 
1880,” societies and organizations to protect the natural environment through a multitude of periodicals 
appeared in Britain and the United States. 
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you cruel naughty creature, little mite of a thing with a heart the size of a fullstop” (U 

15.556-60). In the feather, he is seeing the plumage of a living bird, so to speak.  

Noteworthy in this scene is that it is the feminized Bloom who pities the bird. Among 

Europeans, the bird of paradise, native to New Guinea and adjacent islands, was praised from 

the early sixteenth to well into the nineteenth century for its mythical identification with the 

Phoenix, Bird of the Sun.7 According to Robin N. Doughty, its plumes and feathers became 

common in women’s fashion shortly after Queen Victoria’s accession in 1837 (18); yet by the 

1870s, that very popularity had driven them into endangerment. Hats, fans, gowns, capes, 

parasols and muffs, ornamented not only with plumage of the bird of paradise, but many 

other kinds of birds, flourished in women’s fashions from the middle of the nineteenth 

century, and such products apparently stung some people’s conscience, especially that of 

women like the “bird lover” of the letter above, until it led to the formation of an 

anti-plumage movement to “render illegal the killing, possession, sale and importation of 

plume birds and ornamental feathers” (Doughty 92). The feminized Bloom’s expression of 

“womanly” sentiment therefore aptly reflects the historical context.8  

Cruelty to animals in Joyce’s Dublin thus is a major issue, especially when Leopold 

Bloom focuses his attention on it. This is evident when rereading “An Encounter,” in which 

cruelty would not be problematized without this gaze.9 Suppose that Bloom is walking in 

 
7 Since the early sixteenth century, several species of the bird of paradise—after being mutilated for trade by 
native islanders—were brought into Europe. According to Thomas P. Harrison, “the beautiful plumes were 
attached to bodies from which the feet, wings, and often the heads had been removed. Even as late as 1760 
when Linnaeus named the largest species Paradisea apoda, footless of bird of paradise, practically nothing 
was known of these birds . . .” (174). The footless imported bodies long supported the erroneous identification 
with the Bird of the Sun, Phoenix, along with the notion that “they flie, as it is said alwaies into the sunne, and 
keepe themselves continually in the ayre, without lighting on the earth, for they have neither feet nor wings” 
(177). Such fantasies survived among poets such as De Bartas, Coleridge, Wordsworth, Tennyson, and Robert 
Browning. See also Doughty, pp. 9-10, 86. 
8 The “womanly kindness” was sometimes used disparagingly to attack anti-vivisection campaigners. Rupke 
explains how the leader of the anti-vivisection movement Frances Power Cobbe became the target by 
reportedly having been seen in public “wearing an ostrich feather (‘plucked from the living bird’), a bird of 
paradise in or near her muff (‘birds of paradise, which, in order to enhance their beauty and lustre, are skinned 
alive’), and carrying an ivory handled umbrella (‘cut out of the dying elephant’s jaw’)” (197; emphasis in 
original). See also the discussions in Chapter I and IV. 
9 Through Bloom’s gaze, we notice, for example, how dogs are easy prey to casual human (male) violence. Mr. 
Garvey in SH gives a heavy kick to his terrier dog when it tries to sniff the drowned body of a woman who 
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this story as a pedestrian. He is a pacifist who “resent[s] violence and intolerance in any 

shape or form” (U 16.1099-100), and to whom even the cowboys-and-Indians battles of 

children must look improper. He muses to himself in Ulysses: “Or children playing battle. 

Whole earnest. How can people aim guns at each other. Sometimes they go off. Poor kids!” 

(U 13.1192-94). If he encounters a cat wandering in “the squalid streets where the families of 

the fishermen live” (D 16), he may be envisioning the place seen from the animal’s point of 

view, imagining her habitat where she may be fed with leftover fish. From the wall over 

which the cat leaps, he might see their different idea of Dublin geography as composed of 

roofs, walls, and fences. The sight of a boy chasing the small animal would embitter him, 

even making him cry “poor cat!” Bloom’s gaze thus allows us to see out of the eyes of a cat 

that encounters a human being who suddenly appears aiming a slingshot at her. This is the 

topic to be discussed in more detail in the next section.  

 

B. Bloom’s Doubled Vision  

Among the many animals that appear in Ulysses, the black female cat at the Blooms’s10 plays 

several important roles in our analyzing or comparing characters. On the morning of June 16, 

1904, Stephen wears black in mourning for his dead mother and complains about Haines, 

who raved “all night about a black panther” (U 1.57). Meanwhile, Leopold Bloom, whose 

name resonates with leopard, wearing black for the funeral of Paddy Dignam, observes his 

black cat “stalking” about.11 As Robert Haas points out in his analysis of animal symbols, the 

 
escaped the lunatic asylum (SH 250-52). “Tatters” on Sandymount strand in Ulysses as well gets kicked by his 
nameless master when he tries to sniff the carcass of a dog. The Citizen, advocate of violence, inflicts 
Garryowen with “blows of a mighty cudgel” and “a kick in the ribs” (U 12.204-05, 263-64). In “Circe,” when a 
spaniel appears and sneaks behind Stephen, Lynch “scares it with a kick” (U 15.100-01). 
10 Ian Gunn and Clive Hart argue that “that cat this morning on the staircase” is not Bloom’s own cat, but 
Dygnam’s pet cat, based on their inference that the protagonist is likely to have seen another staircase at the 
Dygnam’s house (37, 63). Surely, Dygnam’s boy refers to the staircase and landing (U 10.1163-64, 1167-68), 
though there is no mention that the Dygnams keep a black cat or that Bloom saw it. The cat’s traits are 
sometimes associated with certain aspects of female members of the Blooms, Molly (Rando 535-36, 542n19) 
and Milly (Tindall 229n; Groden 181). 
11 Also note that the colors black and white form parallelisms between characters. Stephen and Bloom are both 
in black and make tea in the morning; the Sandycove milkwoman corresponds to Hanlon’s milkman. Moreover, 
the conversation in Martello tower—where Stephen says, “we can drink it [tea] black, while Buck Mulligan 
solicits, “I want Sandycove milk” (U 1.340-43)—corresponds with the cat’s voices that beg for milk. Her 
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“vindictive” nature of a cat (U 4.27) may foreshadow Bloom as a “[b]lack wary hecat” (U 

11.341-43) who jealously follows Blazes Boylan going to sleep with his wife (32). However, 

as we shall see, the feline is not always black, but multi-colored, as Bloom ponders: “Colours 

depend on the light you see . . . [For] [i]nstance, that cat this morning on the staircase. Colour 

of brown turf” (U 13.1132-35).  

Bloom’s cat first appears from under the table with its tail on high. Usually critics 

refer only to her vocal mewing sounds, but here she is communicating with “tail language”; 

probably showing pride, happiness, or friendliness to Bloom. She calls out to the human who 

is preparing breakfast, crying “—Mkgnao!” The man turns and says, “—O, there you are.” 

She mews again “in answer” and stalks around a leg of the table. He guesses what she wants 

to say, and recalls the times when she walks around on his writing table, “translating” her 

purring sounds: “Prr. Scratch my head. Prr.” Then Bloom’s observations begin:   

Mr Bloom watched curiously, kindly the lithe black form. Clean to see: the 

gloss of her sleek hide, the white button under the butt of her tail, the green 

flashing eyes. He bent down to her, his hands on his knees.  

—Milk for the pussens, he said. 

—Mrkgnao! the cat cried. 

They call them stupid. They understand what we say better than we 

understand them. She understands all she wants to. Vindictive too. Cruel. Her 

nature. Curious mice never squeal. Seem to like it [being toyed with by cats]. 

Wonder what I look like to her. Height of a tower? No, she can jump me. 

—Afraid of the chickens she is, he said mockingly. Afraid of the chookchooks. 

I never saw such a stupid pussens as the pussens. 

—Mrkrgnao! the cat said loudly. (U 4.21-32) 

He observes the cat “curiously, kindly,” admires the cleanliness of her fur, and goes on to 

mention her “white button” anus and green eyes. He then bends down to her (compare with 

“he [Mulligan] bent towards him [Stephen]; U 1.11-12), narrowing the distance. Immediately 

 
“milkwhite teeth” (U 4.34) correspond with Mulligan’s “white glittering teeth” (U 1.132), and contrast with 
“rotten teeth” (U 1.412), “toothless Kinch,” (U 1.708) and “My [Stephen’s] teeth are very bad” (U 3.494). 
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after denying the common belief of animal’s stupidity and praising their better cognitive 

ability than human’s, he calls the cat “stupid” and speaks to her in paternalistic baby talk.  

It is clear that Bloom’s scorn is playful. Rather he is reflective of what he says. As 

John Hunt and Sean Collins identified, here Bloom alludes to Montaigne’s essay An Apology 

for Raymond Sebond. For one thing, he borrows Montaigne’s “By what comparison between 

them [animals] and us does he infer the stupidity that he attributes to them? / When I play 

with my cat, who knows if I am not a pastime to her more than she is to me?”, thereby 

subverting the anthropocentrism that prioritizes the human viewpoint. Another passage 

Bloom refers to is “[t]his defect that hinders communication between them and us, why is it 

not just as much ours as theirs? It is a matter of guesswork whose fault it is that we do not 

understand one another; for we do not understand them any more than they do us.”12 

Reviving Montaigne’s skepticism, he calls into question the demarcation line between 

humans and non-humans.13 In addition, that he bends down to her, reducing his height to 

share the same view, may be another behavioral praxis hinted at by Montaigne’s insistence 

that “[w]e are neither above them [animals] nor below them” (Montaigne 24). 

Bloom questions human superiority and acknowledges the cat’s capability of 

understanding, but he soon abandons this relativism, calling the cat’s nature “vindictive and 

cruel.” Judging by the line “Curious mice never squeal. Seem to like it” (U 4.28), some 

critics have interpreted Bloom’s internal train of thought as a masochistic desire to be 

punished (Kenner 1987, 45; Mackey 104; Rando 535-36); yet, at least, the judgmental terms 

themselves are likely to come from his having seen the cat catching a mouse and toying with 

it before killing it.14  

 
12 Both quotations are translated by Donald Frame. See John Hunt and Sean Collins, “They Understand,” 
http://m.joyceproject.com/notes/040071theyunderstand.html. See also Gifford, p. 70; Maud Ellmann, p. 86 
13 The passage has concentrated scholarly attention on the alleged similarity with the experience described by 
Derrida in his lecture series L’animal que donc je suis. See Maud Ellmann 85-86; Plock 193-95; Yamada 4-15. 
Darin Tenev also discussed the Joyce-Derrida nexus and being looked at by a cat in a lecture held at 
Metropolitan University, Tokyo, 3rd, Dec, 2014. See “The Cat, the Look, and Death,” translated by Yoshimi 
Minamitani, Metropolitan University, Departmental Bulletin Paper, no. 511, 2014, pp. 113-45. 
14 Carl van Vechten, in his classic work on the cultural history of cats, Tiger in the House (1920), mentions the 
discourse on cat cruelty: “Cats can be, most of them are, very cruel, but I think that [evolutionary biologist and 
physiologist] George J. Romanes’s assumption that they torture mice simply for torture’s sake is wholly 
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Bloom’s vicarious perception of the experiences of others, such as “[w]onder what I 

look like to her,” is the key to understanding his way of seeing the world.15 That view is later 

echoed in “[s]ee ourselves as others see us” (U 8.662; allusion to Robert Burns’s non-human 

poem “To a Louse” [1786]) and “you must look at both sides of the question” (U 16.1094-95). 

Watching the green eyes of the cat, Bloom’s thought slides into the animal’s vision, into the 

world seen through the lens of what she is gazing at: the towering figure of himself. Then he 

immediately denies his height is so great, given her physical ability, “No, she can jump me.” 

All the while, the cat is still mewing plaintively, blinking “her avid shameclosing eyes.” He 

feeds her with Hanlon’s “warmbubbled milk” (compare with “white corpuscles” in the bowl 

that Mulligan has for his shaving; U 1.23), and she reacts to it with gurgling sounds “Gurrhr!” 

(suggesting another parallelism with Mulligan’s “gurgling in his throat”; U 1.12). While 

seeing the cat lapping milk, his scientific curiosity again begins to wander, this time 

observing her from outside: “Wonder is it true if you clip them [whiskers] they can’t mouse 

after”; “Why are their tongues so rough?” (U 4.40-41, 47). Taking a hint from Foucault’s 

term, David Rando calls Bloom’s way of watching the cat a “veterinary gaze.” It is the gaze 

developed with the professionalized sciences in the nineteenth century that instrumentally 

constitute and control animals within the scientific framework to understand their bodies, 

behaviors, abilities, and commercial uses. “For animals, as for humans,” Rando explains, 

“this rationalizing, sometimes vivisecting, scientific gaze was a technology of knowledge, 

power and control” (529). Certainly, his objective eye acts as if vivisecting her into parts, 

each with some function; tail held high, head to scratch, sleek, flack fur, white-button-like 

anus, green flashing eyes, “milk white teeth,” shining whiskers, tongue with “porous holes,” 

and later her ears (that Bloom thinks can predict the impending rough weather) (U 4.457-59). 

Bloom decides on a pork kidney for breakfast and finding nothing for the cat to eat, 

 
unjustifiable. Occasionally this may be true. The Reverend J. G. Wood’s remarkable cat, Pret, had a habit of 
carrying his trembling and terrified mouse quite alive to the very top of the five-storey house in which she 
resided and then dropping it down the well in the centre of the circular staircase and watching [the] results with 
eager eyes from between the banisters” (31; emphasis added). 
15 For Bloom’s other vicarious perceptions of non-human beings, see U 4.28-29 [cat]; U 5.219 [horse]; U 6.512 
[horse]; U 6.971-94 [rat]; U 8.78-80 [gulls, swans]; U 8.401-03 [pigeon]; U 8.858-59 [fish]; U 13.1117-62 [bee, 
bird, fish]; U 16.1798-99 [horse]; U 18.934-38 [cat]. 
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quickly departs for the butcher shop. On his coming back, the cat comes to him and mews 

hungrily for more. Despite his earlier concern over her food, now the mutable protagonist 

hesitates to feed her thinking first of her pragmatic usefulness as a mouser, and also of the 

casual, playful practice of Jewish custom of making a cat keep Kosher according to Jewish 

dietary law. As he muses to himself later, “Kosher. No meat and milk together” (U 8.751), so 

a cat that has already had milk should not eat meat, much less unclean pork.16 His generosity 

is reduced to the pragmatic, calculating spirit of gaining a return from the cat: “Give her too 

much meat she won’t mouse. Say they won’t eat pork” (U 4.276-77). Here, Marilyn French’s 

assertion that “his kindness is natural and spontaneous, not motivated by calculation” (86) 

does not seem tenable.  

Having finished her morning breakfast, the cat grooms herself. She sniffs the 

“meatstained paper,” stalks to the door and looks back at Bloom, mewing, at which he thinks 

that she wants to go outside. Bloom again speaks to the cat, emulating her with his own 

“Miaow!” in answer. It turns out, however, that Bloom does not understand what she wants to 

do. Seeing her go upstairs instead, he guesses that she wanted to “curl up in a ball on the bed” 

(U 4.469). Then Bloom hears Molly’s voice “—Come, Come, pussy. Come” (U 4.471). This 

forms in his head the dyad of Molly and the cat. In “Lotus Eater,” Bloom passes the hazard 

(cabstand) on Brunswick street carrying Martha’s letter, and arrives at Mead’s timberyard, 

where he sees a child and a tabby cat: “A wise tabby, a blinking sphinx, watched from her 

warm sill. Pity to disturb them. Mohammed cut a piece out of his mantle not to wake her [the 

cat]” (U 5.233-35). Remembering the famous anecdote about Mohammed’s “extraordinary 

kindness to animals” (Gifford 90), Bloom admits intelligence in the “wise cat,” conscious of 

her gaze.17 This clearly alludes to the earlier time when he temporarily leaves his house while 

Molly is still sleeping, thinking “No use disturbing her” (U 4.73-74). Hereafter Bloom 

 
16 For Bloom and the Jewish dietary tradition, see Montresor. 
17 French naval officer and novelist Pierre Loti, a famous cat lover (1850-1923) comments on the legend: “How 
mysterious is the affection of animals! something lofty, something superior in those natures about which we 
know so little. And how well I can understand Mohammed, who, in response to the chant of the muezzin 
summoning him to prayers, cut off with a pair of scissors the hem of his cloak before rising to his feet, for fear 
of disturbing his cat, which had settled down thereon to sleep” (Vechten 288; emphasis in original). 
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sometimes recalls the cat (U 13.1023-24, 1134-37), but she herself does not appear until 

“Ithaca” when he comes home at night (U 17.888, 1034-35). The final reference of the cat is 

made by Molly in the “Penelope,” who gazes at the animal from a different perspective, 

thereby making Bloom’s gaze relative.    

I love to hear him falling up the stairs of a morning with the cups rattling on 

the tray and then play with the cat she rubs up against you for her own sake I 

wonder has she fleas shes as bad as a woman always licking and lecking but I 

hate their claws I wonder do they see anything that we cant staring like that 

when she sits at the top of the stairs so long and listening as I wait always 

what a robber too that lovely fresh place [plaice] I bought … (U 18.933-39) 

Through Molly’s gaze, the cat even appears to be a different cat. The glossy black fur that is 

“[c]lean to see” to Bloom (U 4.20-21) may have fleas, and the green eyes that Bloom 

observes are now cautiously watching her. Bloom feeds the cat, whereas before Molly she is 

a “klepto cat” that steals food. Notably, neither Bloom nor Molly evinces a grain of 

sentimentalism, rather being vigilant of their resident feline’s greedy eyes, threatening claws, 

cruelty and cunning, regarding her as an “other” they cannot fully comprehend. Like Bloom, 

Molly reflects on the other’s world through her own lens, inviting the reader to notice the 

otherness of the creature.  

Leopold Bloom is surely a man of kindness and empathy for the weak, the needy, and 

the injured. French considers Bloom’s “acceptance of contradiction . . . the root of his charity 

and compassion for others” (85), and Ellmann comments that “[t]he divine part of Bloom is 

simply his humanity—his assumption of a bond between himself and other created beings” 

(JJ 362). That holds true in understanding his basic character. Nevertheless, idealizing his 

kindness is risky in the same way as is the “Nausicaa” narrator’s description of Gerty’s face 

as having an “ivorylike purity” (U 13.88) and “suffused with a divine, an entrancing blush” 

(U 13.723). Despite the image that is generally given out, Bloom’s kindness to the cat is not 

purely praiseworthy, but more adulterated and mottled by his curiosity and vigilance, 

skepticism, pragmatism, and even his masochism. Bloom not only empathetically enters the 

world as seen by the animals, but also watches the cat objectively with his veterinary or 
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vivisecting gaze. His gaze is doubled on this aspect as well.  

 

C. Bloom’s Eye on Poor Brutes 

Bloom often uses the adjective “poor.” For example, he repeatedly deplores the death of the 

late Patrick Dignam, musing to himself, “poor Dignam!” (U 4.119; U 5.91;U 6.815). During 

the funeral, Bloom’s sympathies go out to his son—“Poor Boy! Was he there when the father 

[breathed his last]?” (U 6.576). In passing by the Gas Works, he recalls the “[p]oor children” 

suffering from whooping cough (U 6.122),18 and after helping the blind man cross the street, 

he expresses pity, “Poor young fellow!” (U 8.1107). Regarding the so-called “Seapoint 

Tragedy” caused by Dublin’s aggravated sanitary conditions, he mourns the deceased family: 

“Poor man O’Connor wife and five poisoned by mussels here. The sewage” (U 13.1232-33). 

He often feels pity and grief in his recollection of his own family; “the first poor little Rudy” 

(U 4.419) who died aged 11 days; “poor papa” Rudolf Virag, who committed suicide (U 

5.207); and his wife “[p]oor mamma,” Ellen Higgins (U 6.863). His compassion goes beyond 

the boundary between humans and animals. In “Hades,” the Dog’s Home near the Grand 

Canal reminds him of his father’s beloved dog “poor Old Athos!” (U 6.125). Over the 

O’Connell bridge, he feeds “[t]hose poor birds” (U 8.73) banbury cakes, and near the 

vegetarian restaurant, he thinks of the “pains of animals” and the “[p]oor trembling calve” 

about to be slaughtered. In various places in the city he sympathizes with horses, calling them 

“[p]oor jugginses” or “[g]ood poor brutes” (U 5.213-19; U 16.1786-90), and scolds a driver 

for whipping the “poor horse” at Harold Bridge (U 15.700). His compassion is also directed 

at the maimed or injured. After masturbating while watching Gerty and then finding her limp 

away, Bloom exclaims, “[p]oor girl!” (U 13.772) In “Ithaca,” late on the day, he offers his 

home to the young injured man Stephen—that young man as “poor dogsbody!” (U 

1.112)—just as he once brought home a dog with a lame paw (U 16.1607-08). 

Some of these “poor’s” are only lame clichés, but still, how has he come to gaze at 

 
18 Joseph O’Brien notes the disease caused great loss of children: “In Dublin in 1899 and succeeding years, the 
principal epidemic diseases were measles, whooping cough, and diarrhea, the victims being almost invariably 
children under 5 years of age” (104-05). 
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others so empathetically? What has he seen or witnessed? More specifically, what 

experiences “trained” his gaze to notice the existence of such “poor” beings? This and the 

next section turn to the horses and cattle for which Bloom often shows compassion, in order 

to explain his sentiments in terms of the historical context along with what may be supposed 

to be his personal experiences. The jobs he was once engaged with are clouded in mystery, 

but at least three experiences are considered important to explain his attention to cruelty: (1) 

the Hengler’s circus at Rotunda; (2) the horse-whipping he witnessed at Harold Bridge; and 

(3) employment under Joseph Cuffe, the cattle trader. 

First, let me take a closer look at Bloom’s way of recognizing cruelty that is normally 

rendered invisible in the daily life of a city. In “Calypso,” after Bloom brings tea to Molly, 

she asks him the meaning of the word “metempsychosis” in the book she was reading, Ruby: 

The Pride of the Ring. Seeing the illustration on a page showing “Fierce Italian with 

carriagewhip”—and reading a passage in the book—Bloom thinks: 

The monster Maffei desisted and flung his victim from him with an oath. 

Cruelty behind it all. Doped animals. Trapeze at Hengler’s [circus]. Had to 

look the other way. Mob gaping. Break your neck and we’ll break our sides 

[viz. taking pleasure in the misery of the performers].19 Families of them. 

Bone them young so they metamspychosis. That we live after death. (U 

4.348-52)  

As Mary Power discovered, the source novel is Ruby; or How Girls are Trained for A Circus 

Life (1889) by Amye Reade.20 The latter part of this novel depicts the circus life of an 

indentured girl named Ruby, who is trained and abused under the harsh dictatorship of Signor 

Enrico to become the queen of equestrians, and finally driven to death after several failed acts 

 
19 This part may be inspired by Ruby, which mentions the cruelty of the trainer and the audience: “There was the 
crack of a heavy whip, the thud of horses’ hoofs, and a silent audience eagerly watching the trick riding of the 
“Queen of Equestrians.” There was the trainer who followed her round, and whose cruel keen eyes were fixed 
upon horse and rider. . . To them [audience], it was nothing that she [Ruby] risked life and limb. They like to 
see the dangerous feats; in fact, it rather added to than diminished the pleasure” (Reade 358). Jennifer Burns 
Levin (2009) argues that Joyce’s use of a circus girl suffering reflects the sadomasochistic motif flourished in 
British fin-de-si`ecle sexual culture. 
20 The original title of the novel is Ruby: A Novel Founded on the Life of a Circus Girl, published in 1889. 
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(see ch. 33-34). It is no wonder that the novel evokes cruelty, for the term is used repeatedly 

to emphasize the wickedness of the tyrannical Signor Maffei and his circus industry. 

As Raleigh surmises (159), the year of Bloom’s probable witnessing of a trapeze 

accident at the circus is surmised to be 1894, based on his visit to a performance at the 

Rotunda in Rutland Square (U 17.975-76). However, Reade’s novel has no references to 

“[d]oped animals” that equivocally bridges the Enrico circus and the Hengler’s. Some more 

exegesis appears to be necessary. A search for “Hengler’s” in the digital newspaper archive 

reveals that the circus included a wide variety of features like juvenile pantomime, clown 

performances, juggling, gymnastic feats such as balancing trapeze and equestrian acts, and 

other entertainments employing many kinds of animals: lion, bear, boarhound, monkeys, 

asses, ponies, and Spanish bull, a learned pig, trained dogs, a tutored horse, etc. For example, 

an advertisement published on March 31, 1894 shows the performance featuring the 

“Revolving Trapeze” with “Lady Aerial Gymnasts” and “a Magnificent Display of Horse 

Riding and Horse Training.”21 However, what Bloom saw behind the curtain and the showy 

circus language were the offstage cruelties, including the ones inflicted on the animals that 

were made to perform the unnatural feats. Although whether circus animals at that time were 

“doped” or not is unknown, his visit to Hengler’s circus would be one of the possible 

experiences to make him consider the “cruelty behind it all.”  

The above hypothesis becomes more convincing given that the topics of Signor 

Maffei and Hengler’s circus are transformed into the scene of a cruel Circean circus (U 

15.656-716). When Bloom feeds a dog, two watchmen materialize on the scene and say to 

him “Caught in the act. Commit no nuisance.” Bloom defends himself by displaying his 

charitable motives—“I am doing good to others.” Then, the gulls that he had fed from 

O’Connell Bridge over the Liffey appear to plead for him, crying in their onomatopoetic 

language “Kaw kave kankury kake” [He gave banbury cake]. Bloom insists that animals can 

be the “friend of man” through training “by kindness.” As if to prove it, he points at the 

drunken Bob Doran, swaying over his munching spaniel eating meat, but the dog, now turned 

 
21 “Advertisement for the performance at Rotunda,” Irish Daily Independent, March 31, 1894, p. 4. 
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into a bulldog, bristles with antipathy, its scruff standing, and with “rabid scumspittle dribble” 

from its mouth. Then, the second watchman says, “Prevention of cruelty to animals,” and 

Bloom grows garrulous on the topic, willingly reporting a case of cruelty: “A noble work! I 

scolded that tramdriver on Harold’s cross bridge for ill-using the poor horse with his harness 

scab.”22 He keeps condemning the cruelty to animals on display, concluding “[a]ll tales of 

circus life are highly demoralizing.” This remark is immediately followed by the appearance 

of Signor Maffei with a carriage whip and a revolver in his hands. He boasts of his ability to 

tame and subjugate the ferocious greyhound, lion, and hyena by virtual tortures such as “Lash 

under the belly with a knotted thong,” “[b]lock tackle and a strangling,” and “[a] redhot 

crowbar and some liniment rubbing on the burning part.” Thus, this Circean phantasmagoria 

begins with talk of prevention of cruelty to animals, followed by Bloom’s reporting about 

poor, ill-used horses, and ends with the cruel circus master beating beasts with a carriage 

whip. The issue of cruelty to animals behind the curtain is circularly thematized in this 

animal-populated episode. 

Bloom cares about many creatures in this novel, but his focus is skewed toward draft 

horses. In “Lotus Eater,” he passes by the drooping “nags” (old horses) (#3; see Appendix II 

“Horse Map”) at the “hazard” on Brunswick street. Conscious of their champing teeth as they 

eat their oats and “full buck eyes” regarding him, their noses stuck in the fodder, he thinks 

that they seem to have nothing to care about in the world, given enough food and 

accommodation. Still he feels sorry for their being “gelded” for their good behavior in 

transportation. He goes on to imagine their inner lives, thinking they “[m]ight be happy all 

the same that way. Good poor brutes they look” (U 5.213-19). Bloom sees this cabstand from 

the funeral carriage an hour later, and this time the man observes the nags with his x-ray 

veterinary gaze—“too much bone in their skulls” (U 6.172). In another place, he worries 

about the health of horses whose dull eyes (#9) he believes is caused by the pressure of the 

harness collar on the vessels of their necks, the result of their daily burden of carrying many 

corpses (U 6.507-16). On Dawson Street, while helping “a blind stripling” cross the street, 

 
22 Ritvo provides atrocious treatment of horses inflicted by whips, straps, and sticks, but also chains, shovels, 
pitchforks, knives, and a variety of other hardware (138-39). 
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Bloom notices the “drooping” horse harnessed to the Prescott’s dyeworks van (#12) (U 

8.1082-83), and worries about its nervous temperament and fatigue: “Keep his cane clear of 

the horse’s legs: tired drudge get his doze” (U 8.1075-100).23 

Bloom’s observation of the overwork of the horses he sees grows out of the context of 

the increasing necessity of draft animals to meet the demands of modern transportation. 

William Hogarth’s engravings “The Four Stages of Cruelty” (1751) (Figure 9)24 demonstrates 

the rise in sensitivity about cruelty to animals as mentioned earlier; the second stage shows 

how the fictional Tom Nero, who had tortured dogs in the first stage, grows up to be a 

hackney coachman with a whip-stick who viciously beats a horse that has collapsed (Kalof 

128-36). Therefore, it comes as no surprise that Richard Martin, Irish M.P. from Galway, 

selected horses as “the most obviously abused of animals” when he submitted his first 

abortive bill to protect animals in 1821 (Lynam 198-99). The monumental “Martin’s Law” 

legislation, which was passed the following year, prohibited cruel and improper treatment of 

horses, mares, geldings, mules, asses, cows, heifers, steers, oxen, sheep and other cattle. 

However, the demand for urban horses in Britain increased year by year.25 According to Ritvo, 

the number of horses in Britain rose from about 350,000 in the 1830s to about 1,200,000 at 

the beginning of the twentieth century (311n1). In the annual reports of RSPCA during 

1857-60, cruelty to horses accounted for 84 percent of total convictions (137-38).  

 
23 In this Victorian age, “dull eyes” and “drooping nags” would connote their weak strength and shabby 
appearance from the viewpoint of the wealthy. See the discussion of bearing reins, the infamous harness that 
“consisted, essentially, of a short strap connecting the bit to a fixed ring on the horse’s back harness . . . to hold 
the animal’s head in a rigidly erect position” which would look better on display (Dingley 247). 
24 Hogarth himself notes that he embarked on the engraving series “in hopes of preventing in some degree that 
cruel treatment of poor Animals which makes the streets of London more disagreeable to the human mind, than 
anything whatever, the very describing of which gives pain” (Kalof 132). 
25 For the horse-drawn carriage culture and its increased demand for intracity transportation in the period, see 
also Frank E. Hugget, Carriages at Eight: Horse-Drawn Society in Victorian and Edwardian Times 
(Lutterworth Press, 1979). 
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Figure 9. William Hogarth’s “Second Stage of Cruelty” (1751); Nero, grown up to be 
vicious hackney coachman, wields a whip-stick against a collapsed horse.  

 

Condemnation of cruelty to horses was increasingly expressed in literature. One of the 

most successful examples was the didactic best-seller Black Beauty: The Autobiography of a 

Horse (1877) by Anna Sewell (1820-1878), which depicted the abuse of horses in Victorian 

streets and the suffering inflicted on them by the “curbing bit” and “bearing rein” harness. 

The story is narrated in the first person by the eponymous horse himself, thereby allowing the 

reader to imagine the world from the working horses’ perspective. Sewell herself explains 

that vicarious perception is a narrative tactic that induces “kindness, sympathy, and an 
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understanding treatment of horses” (qtd. in Dorré 95).26 In addition, her novel not only 

contributed to the eventual disappearance of abusive harness (“the vile strap”) in Britain and 

America, but also inspired American writer Marshal Saunders to embark on his version of an 

abused dog story, Beautiful Joe (1893), which also adopts the first-person narrative told from 

the animal’s point of view.27 The secret of its success, too, lies in the method of its narrative: 

“[t]hrough it [the story] we enter the animal world, and are made to see as animals see, and to 

feel as animals feel” (Saunders v). 

It is important to recognize that in the same year (1893), W. J. Gordon’s classic book 

Horse-World of London was published. As Miele comments, praising Gordon’s approach, 

“the point is . . . to try to imagine the work of pulling a carriage . . . from a horse’s point of 

view” (130). These efforts become only understandable when we learn about the worsening 

milieu for urban animals, a proverbial “hell for horses.” The image of horses, once linked 

with nobility and wealth, was rapidly descending to one of suffering and shabbiness. 

Accordingly, “literary images of horses in the modernist period were decidedly ironic and/or 

stripped of [their] previous sentimentality” (Dorré 157).28 In Secret Agent (1907), Joseph 

Conrad depicts miserable, worn-out horses through the eyes of the mentally-challenged but 

sensitive boy Stevie, who expresses his protest against callous sensibilities. His pleading calls, 

“Don’t whip,” and “Poor! Poor” express the modern compassion for exploited beasts, 

echoing with Bloom’s “poor horse.” 

 

 
26 The bearing rein is a strap “running from the bit (or bits) in the horse’s mouth to the harness across its back,” 
used fashionably especially among the wealthier to prevent horses heads from drooping, instead forcing them 
to hold their heads high, like the posture of the knight in chess pieces, for a nobler, showier appearance, but the 
tightened trappings caused the horses tortuous pain and left their bones and windpipes damaged. Sewell’s 
novel contributed to the eventual disappearance of the “vile strap” in Britain and the United States. See Dorré, 
pp. 100-04, Dingley, pp. 247-49, Miele, pp. 129-40. 
27 For a detailed analysis of the ideological gender premise in Beautiful Joe, see Chez, pp. 76-102. Chez lists the 
numerous titles of autobiographies written with a dog as narrator produced from the 1860s to 1900s (79). 
28 A famous anecdote of Friedrich Nietzsche’s (1844-1900) madness illustrates the modern exploitation of 
horses. In 1889, the philosopher witnessed a horse being flogged by its driver in the city of Turin and allegedly 
dashed toward the horse, threw his arms around its neck, and collapsed onto the ground. See Michael L. Frazer, 
“The Compassion of Zarathustra: Nietzsche on Sympathy and Strength,” The Review of Politics, vol. 68, 2006, 
pp. 77-78. 
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D. Bloom at the Knacker’s Yard and Abattoir 

As is frequently mentioned, Bloom was previously “a clerk in the employ of Joseph Cuffe of 

5 Smithfield for the superintendence of sales in the adjacent Dublin Cattle market on the 

North Circular road” (U 17.484-85). He starts working there as an actuary in 1893 until being 

fired the following year (Raleigh 102), and lives at the City Arms Hotel at 54 Prussia Street, 

where the meeting of the Irish Cattle Traders and Stock Owners Association was held every 

Thursday (Gifford 40). He often recalls those days. In “Calypso,” a picture of cattle cropping 

in the meadow in the newspaper reminds him of the landscape of “[t]hose mornings in the 

cattlemarket”29 with lowing beasts, branded sheep, and dung-filled fields (U 4.154-62). 

Likewise, in “Hades,” the sight of branded cattle give him a flashback to Cuffe’s premises 

and the gory scenes in the slaughterhouse (U 6.392-93), which is located on the opposite side 

of the cattle market (#1 in Appendix II). When Joe Hynes—a reporter for the Evening 

Telegraph, who has just participated in a meeting of the cattle traders at the City Arms 

Hotel—starts talking about the foot-and-mouth disease that threatens Irish cattle, Bloom 

displays his veterinary knowledge about remedies for the disease that he had acquired at 

Cuffe’s. The anonymous I-narrator, however, mocks Bloom as the “Mister Knowall,” and 

reveals more about Bloom’s past: that “he was up one time in a knacker’s yard,” and that 

Cuffe decided to fire him “for giving lip to a grazier” (U 12.835-38). The reason for his 

dismissal is also provided by Molly in “Penelope,” who recalls Bloom once sending her to 

Cuffe’s to “patch it up” (U 18.510-11).  

     Unlike Bloom’s job at Cuffe’s, references to the knacker’s yard have been mostly 

dismissed and left unannotated. It does remain a matter for speculation whether Bloom has 

visited a knacker’s yard or not. In addition, what the anonymous narrator in “Cyclops” 

reveals about the knacker’s yard cannot be duly credited; he may be misinformed, or 

mistaking it for the abattoir nearby (“a” in Appendix II), or otherwise just referring 

pejoratively to Bloom’s job.30 Nevertheless, given that his engagement at the cattle market 
 

29 As of 1904, the cattlemarket was located at the corner of Aughrim Street. By 1920, it became “the largest in 
the British Isles, selling weekly about 5,000 cattle, 7,000 sheep and 1,000 pigs” (Kearns 57). 
30 The pejorative meaning of the word “knacker’s” is still in use in Ireland. See the article by Rosita Boland, 
“Abusing Travellers is ‘racism for liberals’,” the Irish Times, November 3, 2018. 
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would have accompanied relevant slaughtering businesses like a knacker’s, the mentions of 

the facility should be annotated in more detail. Indeed, the word knacker’s yard is part of the 

valuable historical traces of modern animals that the text registers. As we shall see, it 

highlights the theme of killing or slaughtering animals for human consumption, which 

otherwise would have been made invisible in the modern urbanization.  

Under the Public Health (London) Act, 1891, a knacker is defined as “a person whose 

business it is to kill any horse, ass, mule, or cattle which is not killed for the purpose of the 

flesh being used as butcher’s meat.”31 In the nineteenth century, the corollary of intensified 

demand for horses to draw transport vehicles was vast numbers of injured or diseased horses, 

worn-out nags and carcasses, and their deathbed was the “the knackers.” The knacker’s work 

included the removal of carcasses from public places as well as the disposal of retired or 

worn-out domestic animals. There were a few such facilities inside the city of Dublin. My 

investigation thus far confirmed the existence of three: one run by Bartholomew M’Keon at 

Red Cow Lane (“b” in Appendix II), north of Smithfield;32 one at Merchant’s Arch in Temple 

Bar (“c” in Appendix II), whose gloomy atmosphere is depicted in the famous painting by 

Irish painter William Orpen (1878-1931) (Figure 10); and one run by Edward O’Keeffe at 

Mill Street (“d” in Appendix. II). The last would be more familiar among Dubliners, as its 

“Public Notice” about dealing with carcasses appeared in the Irish Times during 1873-1890, 

advertising itself as “Contractor to the Royal Zoological Society” or “Horse Slaughter and 

Artificial Manure manufacturer.”33 Gordon explains how the horses in the yard are 

slaughtered by the skillful knackers. 
 

 
31 The Public Health (London) Act, 1891 (George Routledge and Sons, 1891), p. 169. 
32 See “Report by Henry Colles and Joseph James Byrne on the Dublin Improvement Bill.” Reports from 
Commissioners, vol. 31, Session 18 November 1847—5 September 1848, p. 14. 
33 The advertisement goes—“The utmost value will be given by the undersigned for dead and cast horses, dead 
cows, &c; same will be removed from within 10 miles of city on the shortest possible notice, on receipt of 
telegram or message or otherwise, addressed to Edward O’Keeffe. 3 and 25 Mill. street, Dublin, Contractor to 
the Royal Zoological Society of Ireland” (“Public Notice,” the Irish Times, February 17, 1879, p. 7). 
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Figure 10. William Orpen, The Knacker’s Yard. 1909, National Gallery of Ireland, Dublin. 

 

In two seconds a horse is killed; in a little over half an hour his hide is a heap 

of dozens, his feet are in another heap, his bones are boiling for oil, his flesh is 

cooking for cat’s meat. Maneless he stands; a shade is put over his eyes; a 

swing of the axe, and with just one tremor, he falls heavy and dead on the flags 

of a spacious kitchen, which has a line of coppers and boilers steaming against 

two of its walls. In a few minutes his feet are hooked up to crossbeams above, 
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and two men pounce upon him to flay him; for the sooner he is ready the 

quicker he cooks. Slash, slash, go the knives, and the hide is peeled off about 

as easily as a tablecloth; and so clean and uninjured is the body that it looks 

like the muscle model we see in the books and in the plaster casts at the 

corn-chandler’s. Then, with full knowledge gained by almost life-long practice, 

for the trade is hereditary, the meat is slit off with razor-like knives, and the 

bones are left white and clean and yet unscraped, even the neck vertebrae 

being cleared in a few strokes—one of the quickest things in carving 

imaginable. (Gordon 184-85; emphasis added)34 

“No horse that enters his yard,” Gordon notes, “must come out again alive, or as a horse” 

(184; emphasis added). They are no longer an animal or an entity, but pieces separated for 

each specific use almost literally without any waste; processed flesh was sold as meat for 

dogs and cats (see also Gifford 340); fat for candlemakers, or greasing harness and the wheels 

of the carts; the skin and hoofs for the glue-makers; bones for button makers or manure 

merchants; tails and manes for sofas, chairs, or fishing lines, the hides for the leather guards 

of cavalry trousers, or carriage roofs and whiplashes (Gordon 184-87; Adkins 105).  
The word knacker’s yard in Ulysses is of great importance, as it illuminates the jobs 

of killing animals and the existence of the facilities that were increasingly regarded as a 

nuisance and excluded from urban space to the point of being rendered invisible to urban 

citizens.35 Furthermore, the process beginning with “a swing of the axe” and ending into 

many kinds of products for human consumption in Gordon’s vivid account endorses the fact 

 
34 Atkins also quotes the same part to show “the craft of killing” and the virtually waste-less recycling of 
byproducts (104-05). 
35 According to a report of local examinations surveyed in 1847 by a barrister-at-law and an engineer and 
submitted for the Dublin Improvement Bill, there was a place called “Knacker’s Yard” in Red Cow Lane, north 
of Smithfield. The two investigators visited the yard and found there “occupied as receptacle for horse-flesh, 
carrion, and all kinds of cattle dying of disease,” regarding it as “the source of great evils to the citizens.” Such 
investigation belongs to the modern urban inclination to segregate nuisance (see the modern phenomena of 
“Great Separation” in Chapter 2), which was energetically propelled under the public health movement, in the 
effort to shut away the bad smells, blood, offal, and other animal waste products concomitant with those 
industries. They wrote: “we have no doubt that the [sic] placing the slaughterhouse outside the [Dublin] 
borough would have a most sanitary effect upon the health of the inhabitants generally” (Reports from 
Commissioner 13). Smithfield is “an area in Dublin used for horse fairs and where country traders brought 
their livestock to sell” (Igoe 70). 
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of Bloom’s having seen the scene of slaughter. In “Hades,” when Bloom sees a drove of 

branded cattle moving to the quays, he recalls the days he used to work at Cuffe’s. As we 

noted how he sees a live bird in a feather, now he sees in the live cattle their ultimate fate to 

be dismantled into by-products: 

Tomorrow is killing day. Springers. Cuffe sold them about twentyseven quid each. 

For Liverpool probably. Roastbeef for old England. They buy up all the juicy ones. 

And then the fifth quarter lost: all that raw stuff, hide, hair, horns. Comes to a big 

thing in a year. Dead meat trade. Byproducts of the slaughterhouses for tanneries, 

soap, margarine. (U 6.392-97) 

In “Lestrygonians” as well, Bloom recalls those days. He notices George Russel and 

his company coming out of a vegetarian restaurant,36 and thinks of the pain of the animal in 

the butchering process when the poleaxe crashes down onto the cow’s head. In those days, 

instead of using gunshot, captive bolt, and electrocution for euthanasia, the more blunt way of 

slaughtering was still in practice (Figure 11).37 As the following paragraph indicates, which I 

quote with Gifford’s annotations, as it contains some technical terms, Bloom witnessed the 

whole bloody process of “wretched brutes” dismantled into several pieces. 

Pain to the animal too. Pluck and draw fowl. Wretched brutes there at the 

cattlemarket waiting for the poleaxe to split their skulls open. Moo. Poor 

trembling calves. Meh. Staggering bob [“A calf less than one month old”]. 

Bubble and squeak. Butchers’ buckets wobbly lights [“the lights” (lungs) of 

slaughtered animals wobble in the buckets into which they are dropped]. Give 

us that brisket off the hook. Plup. Rawhead and bloody bones. Flayed 

glasseyed sheep hung from their haunches, sheepsnouts bloodypapered 

 
36 Gunn and Hart suppose that it was the College Hotel and Restaurant or McCaughey Restaurant at 3&4 
College Street (41), while Adkins considers that the restaurant is the Sunshine Dining Rooms, “the Irish 
capital’s first vegetable restaurant” established in 1891, linked with the context of increasing concern for 
animal welfare (1). For Bloom and the modern praxis of vegetarianism, see also Marguerite M. Regan, 
“Weggebobbles and Fruit: Bloom’s Vegetarian Impulses,” Texas Studies in Literature and Language, vol. 51, 
2009, pp. 463-75. 
37 Adkins notes that the skull splitting is “suggestive of the humanitarian outcry over slaughterhouse conditions 
which led to a 1904 report by the British Admiralty on slaughter methods that advocated phasing out poleaxes.” 
(8). 
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snivelling nosejam on sawdust. Top and lashers going out. Don’t maul them 

pieces, young one. (U 8.722-28; annotation by Gifford 179).  

In such flashes of his film-like-memory, 

Bloom’s gaze captures the poleaxes falling upon 

the heads of calves, even upon the smaller ones 

whose sale was prohibited by statute (Gifford 

179). Gifford explains “Bubble and squeak” as a 

traditional dish using potatoes and cabbage, but 

it is more likely to indicate the bubbling blood 

and screaming cries in the slaughterhouses that 

Bloom used to see and hear. The sight of 

mauled flesh, briskets, heads, bones, snouts, etc., 

would be enough to change the way anyone sees 

an animal. The reference to slaughterhouses 

thus thematizes the killing of animals as well as 

the eating of them, bringing readers back to the 

very first sentence about the character of 

Leopold Bloom, who eats “with relish the inner organs of beasts and fowls” (U 4.1-2). 

In the elaborate narrative of “Oxen of the Sun,” which is laced with references to 

bulls and cows bound up with Homeric motifs, the voices of slaughtered animals that Bloom 

supposedly has heard are amplified on a country-wide scale in the mass slaughter of cattle to 

combat the “foot-and-mouth disease.” Informed of the outbreak of the disease in Ireland in 

1912 by an Irishman Henry N. Blackwood Price, who lived in Austria and knew the 

veterinary cure for the disease, Joyce incorporated the veterinary issue into the story at the 

risk of anachronism (Gifford 37; Adkins 4-5), and made Mr. Deasy an ambassador for 

addressing a matter that might jeopardize Irish cattle and the country’s economy. I support 

Terence Matthew’s cogent argument that “Joyce did not write ‘Politics and Cattle Disease’” 

Figure 21. The Butcher and a Poleaxe Illustration 
for Manners, Customs, and Dress during the 
Middle Ages and during The Renaissance Period 
(Lacroix 124)  
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against R. Ellmann’s and Mason’s claim in CW that he did,38 but the greater scale of killing 

beasts itself certainly drew his attention. Joyce wrote in a letter to Stanislaus: “Price writes 

me a letter every day. He has a cure for the foot-and-mouth disease which is devastating Irish 

cattle. Styrian oxen suffer from it and are cured but 2000 Irish beasts have been killed” (LII 

300). When the issue is mentioned in “Oxen of the Sun,” it represents the theme of cruelty. 

Lenehan mentions the letter on the treatment of the disease in The Evening Telegraph (see U 

2.321-44, 409-27), and explaining it is “about Kerry cows that are to be butchered along of 

the plague” (U 14.546-47). Bloom overhears the conversation, and expresses his 

bewilderment: “will they slaughter all? I protest I saw them but this day morning going to the 

Liverpool boats” . . . “I can scarce believe ’tis so bad” (U 14.565-68), and keeps talking about 

the veterinary disease, referring to his experience as an actuary at Cuffe’s.  

Now it turns out that “Eat or be eaten. Kill! Kill!” (U 8.703) in Bloom’s interior 

monologue aptly crystalizes a low-pitched but unnerving theme in Ulysses. In the latter part 

of the story, the topics of the foot-and-mouth disease and cattle to be killed at slaughterhouses 

for human consumption are fused into one through the Homeric parallel, until it makes even 

the carnivorous protagonist feel uneasy about killing animals and eating their meat. In Book 

XII of the Odyssey, Odysseus and his men are on the island of Thrinacia, and there, despite 

Circe’s strict command forbidding harm to the cattle there, which belong to the Sun god 

Helios, the hungry, greedy men slaughter and cook some fine fatted cows and eat the meat 

with relish. Their disrespectful deed outrages the Olympian gods. After “the beeves were 

dead,” the king of Ithaca faces the horrifying scene as a portent of the terrible plight to befall 

his men: “The hides crawled; the meat, roast, and raw, groaned on the spits; and a sound as 

though of lowing cattle could be heard” (Homer 1913, 199). Joyce links the ancient 

mythological sin with modern animal production through the Jewish counterpart of Odysseus, 

who has seen the slaughtering process of an animal into pieces. That Bloom is a meat-eater 

does make him more appropriate to be conscious of his qualms. As his usual custom, he 
 

38 The unsigned article titled “Politics and Cattle Disease” that appeared in a September 10, 1912 Freeman’s 
Journal newspaper editorial (OCPW 206-08) was long believed to have been written by Joyce himself. See 
Terence Matthews, “An Emendation to the Joycean Canon: “The Last Hurrah for ‘Politics and Cattle Disease,’” 
JJQ, vol. 44, 2007, pp. 441-53. 
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muses about eating from two sides, one eye fixed on the appetizing meat, the other on the 

herbivores’ eyes observing himself: “Don’t eat a beefsteak. If you do the eyes of that cow 

will pursue you through all eternity” (U 8.535-36). This is Bloom, who sees not only himself 

but also the other world through the eyes that see him. 

 
*   *   * 

In “Lestrygonians,” Bloom throws two Banbury cakes to “poor birds,” the hungry gulls 

flying over the O’Connell bridge. In watching them swooping to catch crumbs of the cakes in 

midair, he muses that “they never expected” such a windfall. After a while, he sees a flock of 

pigeons over Parliament House. Note his point of view climbs along the high door to reach 

the birds above the building and then enters the vision of the pigeons looking down on 

himself:  

Before the huge high door of the Irish house of parliament a flock of pigeons 

flew. Their little frolic after meals. Who will we do it on? I pick the fellow in 

black. Here goes. Here’s good luck. Must be thrilling from the air. Apjohn, 

myself and Owen Goldberg up in the trees near Goose green playing the 

monkeys. (U 8.401-05) 

Following his usual practice of seeing “ourselves as others see us” (U 8.662), he imagines the 

pigeons spying a human target for their droppings, and objectifies himself as “the fellow in 

black” through a virtual bird-view. More supportive for my argument is that gazing down 

from above reminds him of his childhood when he would climb up trees like a monkey. 

Entering the world of others thus makes it possible for him to vicariously experience 

perceptions foregrounding the suffering, pain, and anxiety that they might have. Theoretically, 

Bloom acquired such a reversed gaze from skepticism of Montaigne, who attacked human 

hubris and anthropocentrism; practically, from the poor animals as denizens in Dublin.  

“Ulysses and Bloom,” Mackey boldly formulates, “are born together” (100). Through 

Bloom’s walking in the city, his gaze not only opens landscapes for readers to enter, but also 

helps them to reconstruct a fragmented world. He supports this by quoting Mary Anne 

Gilles’s important passage:  
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The readers do not simply follow Bloom as he wanders around Dublin on this 

day; they join him on his trip and in his experiences. Indeed, they become the 

readers’ experiences because the readers not only need to recreate them to 

understand them, but also to relate the different versions of the events in order 

to reconstruct them (qtd. in Mackey 100).  

Readers of Ulysses, as the story goes, become accustomed to Bloom’s way of seeing the 

world, a perspective of finding the “cruelty behind it all,” not only in living creatures, but 

also in animal by-products, what used to be animals, or what is not animal any more. The 

best example lies in his associations with asses (donkeys). Bloom thinks of asses as creatures 

being beaten with whips (most probably out of his masochistic desire), and as skins for 

percussion instruments: “Asses’ skins. Welt them through life, then wallop after death” (U 

11.1231-32). This way of seeing things or goods as “reincarnated animals” is of great 

importance in considering cruelty to modern animals, the subject I will examine further in 

next chapter though the colonial product ivory.  
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Chapter IV. Joyce’s “Force” (1898) and His Tuskers 

 
Is not Cuvier the great poet of our era? . . . our immoral naturalist has 
reconstructed past worlds from a few bleached bones; has rebuilt cities, like 
Cadmus, with monster’s teeth; has animated forests with all the secrets of 
zoology gleaned from a piece of coal; has discovered a giant population from 
the foot of mammoth. (Honoré de Balzac, The Wild Ass’s Skin)1 

 

Readers of James Joyce’s works come upon a multitude of animals, birds, and insects, and 

this diversity hold great allure in current criticism. Robert Haas counts over a thousand 

animal images in Ulysses—“dogs, cats, cows, pumas, alligators, horses, whales, camels, bees, 

flies, elephants”—(31), and lists the “major animal symbols” in each episode and explores 

their expression of “traits and forces both within and outside of his heroes Stephen and 

Bloom” (37). Maud Ellmann, focusing on animality in the “Circe” episode, takes up a wide 

range of issues including human superiority over animals, “pets or animaux familiers,” like 

Bloom’s cat and Giltrap’s “Garryowen,” and the “foot and mouth disease” among cattle. M. 

Ellmann discusses these issues specifically to elucidate the encroachment of animals into the 

anthropocentric scene, drawing on what she calls the “beast-admiring philosophical tradition” 

of Montaigne, Giovannni Battista Gelli, Rousseau, and Voltaire (76). 

The plentiful supply of animals in Ulysses thus is the subject of numerous previous 

studies of individual creatures, but attention seems to be skewed toward either living animals 

or animal symbols. For example, almost all the favored animals to be examined in Ulysses 

are symbols or appear alive, and except for cattle and the black panther, they often have 

owners and names—the Blooms’ cat “pussens,” “Garryowen,” a Protean dog called “Tatters,” 

and the racehorse “Throwaway” in the Ascot Gold Cup race. This also may be the case with 

Finnegans Wake. When Margot Norris (2009) attempts to evaluate the ecological aspect of 

the work, she begins her argument by questioning whether Joyce refers to an animal “as a 

living thing” or merely “as a symbol or figurative abstraction” before emphasizing the 

interplay between the two (528). Confining the concept of “animals” to living creatures or 

 
1 Quoted in C. Cohen, p. 121. In the first chapter of the 1831 novel, he acclaims Cuvier’s artistic reconstruction 

of lost world in his book Discours sur les révolutions de la surface du globe (1825). 
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animal symbols can narrow our awareness of the diversity of animals found in Joyce’s works 

and underestimate the significance of many other animals that lack names, human owners, or 

the kind of description that makes them distinct characters. For this reason, this chapter 

attempts to broaden such awareness by looking at minor animals that neither appear alive nor 

are conspicuous, but have significant roles.  

As we shall see, Joyce’s Dublin is populated not only with live animals, but also those 

that are dead or extinct, as well as those that could be described as “reincarnated” in 

commodities.2 Some of these do not appear as living visible characters, but are only talked 

about or described in scientific and popular discourses, drawn in posters and pictures, and 

consumed as commodities. Focuses on the extinct proboscideans (mammoths and mastodons), 

extant elephants, their tusks, and ivory, all of which are of much interest and importance in 

considering the subject of Joyce and animals. These can be gathered together under the rubric 

of tuskers, based on the word mistakenly used by the character Boyle in A Portrait, in which 

he says that “an elephant had two tuskers instead of two tusks” (P 1.1253-54). In this chapter, 

tuskers serves as a useful umbrella term to observe specific aspects of the cultural, social, and 

commercial value of modern animals in the society in which Joyce lived. 

 
A. Joyce’s “Force” and Fear of Extinct Monsters 

At first glance, one might think that Joyce had little to say about animal issues in the early 

stage of his writing, but my pursuit of the subject brought me back to one of his earliest 

essays entitled “Force,” 3  written in September 1898 for his matriculation course at 

University College Dublin. Fragmental and premature as it is, the essay should be considered 

the first source to examine concerning animals and the nonhuman because it concerns the 

subjugation or domestication of the kingdom of animals and vegetation, and even the 

extinction of certain species, foreshadowing several motifs developed in Joyce’s later works. 

 
2 “The reincarnated” is not at all bizarre when thinking of Bloom’s counterpart, Odysseus. After “the beeves 

were dead” he witnesses the horrible scene of the still living: “The skins all crept, and on the spits the flesh / 
Both roast and raw bellow’d, as with the voice / Of living beeves” (Homer 1913, 188). 

3 The original title is lost due to the fragmentation of the manuscript. Although OCPW conceives “Subjugation” 
as the tentative title based on the subject, here I follow traditional title adopted in CW.  
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Especially useful for the purpose of this section is that the essay includes both extant and 

extinct proboscideans. 

The surviving fragmental manuscript of the essay, less than 10 pages long (OCPW 

4-11), begins in the middle of a statement that all subjugation by force produces a repetitive 

cycle of rebellion, violence, and bloodshed. To his argument about “an oppressing force,” 

Joyce adds the effective use of influence. The example given is the “diplomatic” use of nature 

or the elements, like a gardener trimming trees and shrubs into a neat garden or a sailor 

steering a ship using the force of the wind. Human technology, such as miller’s wheels, can 

harness the “fierce power” of water for commercial uses such as making flour and bread. 

Joyce then proceeds to the second category of subjugation, the domestication and taming of 

animals, which he describes as the human mission since the time of Adam, and then to the 

third subjugation of non-white races by white men, “the predestined conqueror.” One-half 

page is missing, and then Joyce introduces another form of subjugation, the control of a great 

artistic gift. Having pointed out the virtue of controlling prolific or explosive imagination and 

the benefits of avoiding extremes, he moves to the topic of subduing passion and reason, and 

somewhat abruptly reaches his conclusion: “The essence of subjugation lies in the conquest 

of the higher” (OCPW 10). The desire to overcome the higher is inherent in the human spirit, 

Joyce argues, so that it can flourish politically in imperialism or national issues, and 

individually exercise an influence.  

For my analysis below, the second category of subjugation should be addressed in 

more detail. The young author starts his argument from the advent of human mastery over 

animals that originated in Adam’s mission in Eden where “every animal,” including even the 

lion, “was his willing servant.” After Adam committed the sin of disobedience to his Creator, 

however, “unknown dregs of ferocity” spread among the beasts, changing them from friendly 

servants to bitter enemies, and thereafter humans were destined to struggle against them for 

superiority (OCPW 5). Successful domestication can be seen in the case of dogs guarding 

their owner’s property, or horses and oxen working as draft animals on farms or for industry. 

Yet some beasts could not be subjugated, and the young Joyce here names the mammoth and 

the mastodon. 



 

 

Minamitani 90 

The Zoo elephants are the sorry descendants of those mighty monsters 

[mammoth and mastodon] . . . who roamed in hordes, tameless and fearless, 

proud in their power, through fruitful regions and forests . . . who spread 

themselves over whole continents and carried their terror to the north and 

south, bidding defiance to man that he could not subjugate them; and finally in 

the wane of their day, though they knew it not, trooped up to the higher 

regions of the Pole, to the doom that was decreed for them. There what man 

could not subdue, was subdued, for they could not withstand the awful 

changes that came upon the earth. (OCPW 5) 

“[T]he lord of the creation,” Joyce suggests, seemed to protect human dignity from, “the fear 

of mammoth and of mastodon,” driving the great beasts to extinction in the “unkind” climates 

of frigid regions. He then envisions the remnants of their bodies as they appeared in the New 

Siberian Islands where “colossal tusks and ivory bones are piled up in memorial mounds,”4 

and describes how they were doomed to utterly awful and complete subjugation, vanishing 

from the earth with no trace save for their fearful tusks, which were destined to be greedily 

gathered up as lucrative commodities. All common animals are, he concludes, subjugated to 

human force, and even those that are now free from human mastery will eventually be driven 

out of their habitats and threatened with extinction like the American bison; domestic cats, 

the despised pig, poisonous snakes, lions with their spirit broken in shows and circuses, and 

“the ungraceful bear” in the streets—all are cowed into proving the power of man (OCPW 

5-6). 

Despite its resourceful, if problematic, content, “Force” has strangely slipped away 

from critical attention, perhaps because of the immature writing by university-student Joyce 

as well as because of its inclusion of his overtly expressed racism. Mason and Ellmann note 

 
4 In 1885-86, the first scientific expedition to the New Siberian Islands was organized for topographical surveys 

of the archipelago. In 1892, the Academy dispatched another expedition led by Baron Edward von Toll 
(1858-1902), a Russian geologist and explorer, “for the description and transportation of a mammoth’s body, 
which was discovered near the Cape of Svyatoy Nos in 1889 to Petersburg” (Nuttall 2035). An enormous 
volume of fossil ivories was found in the islands, described in a 1910 account of the expedition as “such . . . 
that the island [Great Lyakhovsky Island] was actually composed of the bones and tusks of elephants [to be 
precise, of mammoths]” (Whitley 41). 
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its immaturity, saying “he [Joyce] had not yet liberated his language, and could still use 

conventional rhetoric in a classroom exercise” (CW 17). Nevertheless, the essay serves as a 

fulcrum for speculation on the tuskers (mammoths, mastodons, elephants, and ivory), which I 

will examine below, providing clues for discovery of modern animals. This section looks at 

the fear inspired by mammoths and mastodons in Joyce as “what man could not subdue,” 

thereby illuminating the motif of subjugation that can be found scattered through his works.  

The powerful imagery of the mammoth and mastodon is by now so familiar that they 

are utilized for children’s toys and company icons. In the nineteenth century, however, their 

appearance and character were enshrouded in complete mystery. It was not until around the 

year 1800 that the concept of extinction was established in George Cuvier’s Mémoires sur les 

espèces d’éléphants vivants et fossiles, a treatise that Claudine Cohen calls “the cornerstone 

of scientific paleontology” (106). Cuvier proved on the basis of comparative anatomy that 

Indian and African elephants do not belong to the same species, and that the fossils of the 

Siberian mammoth and the mastodon found in America were distinct from the two surviving 

species of elephants, for the first time offering crucial evidence of the phenomenon of 

extinction. The impact of Cuvier’s writings and his principle of the correlation of parts5 was 

so great that the idea of extinction merged in the romantic imagination, making Honoré de 

Balzac in his La Peau de chagrin (1831) call Cuvier “the great poet of our era,” who “has 

reconstructed the past worlds . . . and has rebuilt cities [i.e., lost worlds populated with 

prehistoric creatures]” from monster’s teeth and bones (C. Cohen 121). 

By 1800 many kinds of huge, unspecified fossils had been unearthed in the vast 

frigid-zone areas of Siberia, northern parts of Europe and America, and discoveries of mere 

bones and teeth without the remains of bodies aroused mainly fear, excitement, and curiosity, 

spinning superstitions6 and producing inaccurate restorations as well as faulty hypotheses. 

According to Paul Semonin, the mastodon known as incognitum (meaning the 

unknown)—one of the first animals to be declared an extinct species—was in the New World 
 

5 For Cuvier’s theory of reconstructing a supposed whole body of the animal from a single or partial bone based 
on comparative anatomy, see Dawson, pp. 1-54.  

6 Some believed the exposure of the giant tusk of mammoths from the ground was “an omen of calamity” that 
could cause “the death of the discoverer’s whole family” (Lister and Bahn 51). 
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“a symbol of both the violence of the newly discovered prehistoric world and the emerging 

nation’s own dreams of an empire in the western wilderness” (3-4). Completely different 

from the image today, it was considered to be carnivorous, judging from the bumpy molar 

teeth that were excavated, and was even envisioned to have “claws” (288-314). The 

American Founding Father Thomas Jefferson famously counters Buffon’s assertion of a 

degenerated America, denying the concept of extinction and siding with the contemporary 

belief that the mastodon “still exists in the northern and western parts of America” (Jefferson, 

165, 176-77).7 Even if it was extinct, some believed “it was providentially so because God 

had cleared those dangerous animals away to allow the nation to prosper” (Nance 22; see also 

Semonin 264-65). 

Although such arguments were an elaboration with which to enclose the newly 

discovered prehistoric creatures in the traditional epistemological framework, it resonated 

with young Joyce’s description of extinction by the “lord of the creation.” Of the two extinct 

animals, it is mammoths that Joyce seemed to find most fearful. Indeed, mammoths had been 

embellished with ominous and horrible images. Some natives in Siberia called the supposed 

animal “Momont” or “Mamot,” and believed that it looked like a big rat living underground 

and avoiding sunlight, and that exposure to light caused it to die. In addition, the “holy terror” 

inspired by their excavated remains was enough at the time to discourage the cossacks from 

hunting their tusks (C. Cohen 65-66).8 Consequently, when the huge remains of their bodies 

and colossal tusks were unearthed in the permafrost, the fear was dramatic in its 

representations. Based on the specimen that was discovered in 1799 near Lena River in 

Siberia (wrongly reconstructed with regard to the direction of the tusks), the French painter 

Paul Joseph Jamin painted La fuite devant le mammouth (1885) (Figure 12), which depicts 

four hunters desperately fleeing from an approaching mammoth in the snowy hills. The 

“sense of desolation and terror” (C. Cohen 1-2) emanating from the giant quadrupeds 

illustrates the way Joyce defines in “Force” the two monsters as those “who . . . carried their 
 

7 For Jefferson’s search for a national symbol in his attempt to counter the discourse on American degeneracy, 
see also C. Cohen, pp. 85-104, Switek, pp. 175-78, and Lister 2014, pp. 42-44.  

8  Showing the initial cryptic imagery of mammoths, Bernard Heuvelmans quotes several beliefs and 
superstitions about the ivory tusks of mammoths sticking out of the earth (397-423). 
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terror to the north and south, bidding defiance to man that he could not subjugate them” 

(OCPW 5). It can be argued therefore that Joyce’s fear of the prehistoric animals is colored 

by popular discourse at a time when the whole picture about them had yet to be brought to 

light. At least to the sixteen-year-old student, the mammoth and mastodon were what a 

human “was not able to make his slaves when they lived” (OCPW 6) and a symbol of the 

unsubjugated.    

Apparently, Joyce could not forget his fear of these creatures. In “Oxen of the Sun,” a 

march of the mighty reappears as the vengeful “ghost of the beasts” (U 14.1088), 

compounded by Bloom’s concern about “cows that are to be butchered along of the plague 

[foot and mouth disease]” (U 14.546-47), and embellished by the De Quincy-like 

phantasmagorical style and evocation of a Homeric parallel,9 the passage depicts the ghosts 

heading for Liverpool, which Bloom saw in the daytime as part of an imagery of merciless 

slaughter.  

Elk and yak, the bulls of Bashan and of Babylon, mammoth and 

mastodon, they come trooping to the sunken sea, Lacus Mortis. 

Ominous revengeful zodiacal host! They moan, passing upon the clouds, 

horned and capricorned, the trumpeted with the tusked, the lionmaned, 

the giantantlered, snouter and crawler, rodent, ruminant and pachyderm, 

all their moving moaning multitude, murderers of the sun. (U 

14.1090-95) 

Thus, mammoths and mastodons are conjured up in an ominous vision of slaughter on a 

greater scale, the “unkind” extinction, mirroring Joyce’s enduring anxiety about violent force 

and the unsubjugated. Here “Force” proves to be not simply the idle scribbles of a young 

student, but something in the process of developing. Regarding the style of “Force” as the 

conventional rhetoric that Mason and Ellmann disparaged will miss important clues about his 

incipient concern with animals. 

 
9 The vision is borrowed from, as James S. Atherton points out, a description “of a dreadful host of wild 

semi-legendary animals—griffins, dragons, basilisks, sphinxes . . . ” (330) in The English Mail-Coach by 
opium-eater author Thomas De Quincey. See also Quincey, p. 248. 
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Figure 12. Paul Jamin, La fuite devant le mammouth, 1885, Musée de l’Homme: the 
direction of the tusks is wrongly reconstructed. 

 
B. Elephants, or Queer Creatures, as the Subjugated  

Harriet Ritvo’s influential book The Animal Estate is devoted to a detailed analysis of the 

aspects of human-animal relationships that underwent radical change in the eighteenth and 

nineteenth centuries; she deals with scientific stock and pet breeding, the rabies panic, the 

English anti-cruelty movement, zoos as imperial institutions of domination, and big game 

hunting. The historical approach in her investigation on animal-related rhetorical strategies 

and metaphors is helpful for understanding how the elephant was represented as a theme of 

domination and exploitation in the Victorian age. Among the natural history and popular 

zoology discourses on animals she quotes, there is a summary of one writer’s comment: “The 
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‘perfect subjugation’ of the elephant by ‘a creature so inferior in bodily strength as man’ was 

a powerful confirmation of the natural hierarchy, in which the human ‘head and hand subdue 

all living things, however enormous, to his will’” (Ritvo 25). As this quotation tells, the 

pachyderm was easy prey to the urge to prove mastery, superiority, and manliness, being the 

ultimate game in the sport of hunting,10 the super-star of circuses, or the lucrative cynosure 

of menageries and zoos. Joyce encapsulates the memory of the artificial elephant couple into 

one sentence: “Jumbo, the elephant, loves Alice, the elephant” (U 12.1496). The Advertising 

Poster of Jumbo by P. T. Barnum Circus publicizes the forceful domestication of the giant 

through images that must be never acceptable today (Figure 13). When Joyce pities the zoo 

elephants as “sorry descendants” of extinct fearful proboscideans, and remembers 

“broken-spirited lions” in “shows and circuses before large crowds,” he recognizes the 

modern forces of an institution called exhibition (OCPW 5-6). 

Once again, we must be cautious of the distortions that may occur if we project how 

we see things today onto the text of a century ago. A recent short poem entitled “At Dublin 

Zoo” by Irish Poet Paula Meehan highlights the contrast between seeing elephants today and 

doing so in the Victorian age: 

A four-year-old 

Seeing elephants 

For the first time 

 

‘But they’re not blue.’ (18) 

 
10 See ethical and historical readings concerning “elephanticide” by Mary Midgley, Animals and Why They 

Matter (U of Georgia P, 1998), pp. 14-17, and by Nigel Rothfels, “Killing Elephants: Pathos and Prestige in 
the Nineteenth Century,” Morse and Danaway (ed.), pp. 53-64. 
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Figure 13. Jumbo being chained, de-tusked, forced into box, etc.: “P. T. Barnum’s Greatest 
Show on Earth and the Great London Circus combined with the Giant African Elephant.”  

 

The poem portrays a twenty-first-century child’s first experience of seeing an elephant in the 

zoo at the Phoenix Park (first established in 1831 as Zoological Garden Dublin; hereinafter 

“Dublin Zoo”). Into the blank space in the middle is inscribed the cognitive fissure that 

mercilessly severs the actual and the surrogate, bringing home the child’s disappointment that 

the color of an actual elephant is not blue—perhaps, neither the beautiful blue in a picture 

book nor the blue with which it was recreated in his or her own drawings. The poem bespeaks 
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in short term a crucial experience during childhood of seeing actual animals after having first 

been exposed to their surrogates.  

However, in the nineteenth century, seeing elephants for the first time itself meant 

something completely different from today. Susan Nance, in her excellent book on the 

heyday of the American circus-elephant industry (1796–1907), emphasizes the initial novelty 

of seeing elephants. When a ship named The America carrying the first elephant to come into 

the United States arrived at port on April 1796, a New York newspaper reported under the 

headline: “The America has brought home an ELEPHANT, from Bengal, in perfect health. It 

is the first ever seen in America and a great curiosity,” and the reason for the novelty was that 

“in all probability, almost no one in the country knew in detail what a wild young elephant 

looked, moved, or sounded like” (20).11 People in London and Dublin shared the intense 

curiosity to see this modern animal. Lord Byron noted in a November 1813 diary entry the 

regular trick performed by the elephant in the menagerie at Exeter Change (84). At the 

London Zoo in the 1850s, an elephant calf from Calcutta attracted attention, since a small 

elephant had rarely been seen in Europe.12 Meanwhile, the first elephant to appear in the 

Dublin Zoo arrived in 1835, on loan for £100 a month from a traveling animal keeper. After 

that, several elephants were housed in the Albert Tower (set aside to house exotic animals), 

and their popularity was tremendous. An elephant on loan from a circus held during only the 

summer months in 1871 was said to attract “huge numbers of visitors” (Courcy 49). 

Remarkable is the marketability of the newness and conspicuousness of elephants, 

concerning which Robert W. Jones describes the strategies of zoos in the Victorian age as 

wedded to the British imperial endeavor: “the sight of creatures strange to our clime and 

notions”; the exotic animals became commodities displayed “to be looked at, to be consumed, 

as a sign of pleasurable difference” (11).13  

 
11 A birth of the new idiom “see the elephants” in American English hinges on their novelty, which gained 

currency from the late 1830s to describe being in dangerous situations or undergoing hardships (Nance 14). A 
forty-niner testifies that it [the idiom] was heard from those “who are turning back, discouraged,” and thinks it 
derived from circus talk: “Did you go where you set out for? Did you see what you went to see? Did you see 
the thing you started on through to the end?” (Botkin 309). 

12 See Takashi Ito, London Zoo and the Victorians:1828-1859 (Boydell P, 2014), pp. 121-22.  
13 According to Catherine de Courcy, the Dublin Zoo entered the golden period since 1898 when Field Marshal 



 

 

Minamitani 98 

As for elephant sights in Dublin, another example would be of special interest to 

Joycean readers. When the funeral carriage “in Hades” moving along Sackville Street passes 

the two statues of Daniel O’Connell and Sir John Gray, Bloom and others see the figure of 

Leuben J. Dodd “stumping around the corner of Elvery’s Elephant house” (U 6.252-53). 

Elvery’s was Ireland’s oldest sports shop, founded in 1847 (or 1850),14 and mainly dealing in 

waterproof clothing and sportswear. There is another statue that the occupants of the funeral 

carriage must have been able to see. According to Brenda Malone’s blog, which displays 

objects and photographs from the Historical Collections of the National Museum of Ireland, 

Elvery’s building once had a rubber statue of an elephant above the front door.15 A 1954 

article in the Irish Times reports on the origin of the “Elephant House”: 

As far as the origin of the name is concerned, there are several stories in 

existence. The most widely accepted one is that the building got its name from 

a tea importer’s shop which used to be either next door to the present building, 

or in the building itself. This enterprising tea importer attracted visitors to his 

shop, they say, by keeping a live elephant in it. The elephant was, it seems, a 

retired circus animal, and accounts differ on the question of whether the tea 

importer charged admission to view it, or whether it was simply a publicity 

stunt. At any rate, when Elvery’s bought the building, so the story goes, it was 

already known to Dubliners as Elephant House, and the firm decided to retain 

the name and give it official backing by building a statue of an elephant over it. 

 
Lord Roberts, commander-in-chief of the army in Ireland was appointed to the president of the Society Lord 
Roberts requested the Irish-born officers who worked with the officers in British imperial army to send exotic 
animals to the Dublin Zoo (77). 

14 Several Internet sources and newspapers note that its founding year is 1847, but an advertisement for 
Elvery’s that appeared in the Pat, an Irish weekly satirical periodical, says “Established 1850.” See the front 
cover or the inside back cover of the issues 1-40 published in 1879-80, which the University College Dublin 
Digital Library offers as open sources (see UCD Library 1879-1880). 

15 See Brenda Malone blog, “The Cricket Bat That Died for Ireland: Objects from the Historical Collections of 
the National Museum of Ireland.” This elephant not only “witnessed” but luckily escaped the destruction on 
the main street in the Easter Rising of 1916. A 1920 article on the rebuilding of the shop attests that the statue 
was made of rubber: “The only portion of the old premises to be transferred to the new is the great rubber 
elephant which has so long been a familiar landmark in the thoroughfare.” See “Messrs. J. Elvery’ and Co., 
Limited: New Premises Opened in Sackville Street,” Irish Times, June 12, 1920, p. 6. 
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(“Elephant House,” Irish Times, August 2, 1954, p. 5)  

Considering that its business was selling durable rubber goods like galoshes and 

mackintoshes, Elvery’s elephant sculpture would have been entirely suitable in light of the 

catchy alliteration and the marketing function the elephant icon had acquired by then (Nance 

20-21). The elephant remains exposed to curious gaze, first when performing in the circus, 

then before the crowds visiting the tea importer’s shop, and finally in its reincarnation as a 

rubber sculpture: it exists to be seen—always serving as a commodity to catch the eye, in life 

and after death. 

Having pointed out the novelty of the elephants, we are prepared to examine how 

elephants are represented in Joyce’s corpuses. An episode included in Stephen Hero 

underpins the points observed above—circus elephant, “terrible queer creatures,” urban 

citizen as “rare animals”—all of which feature novelty or rarity. The so-called Mullingar 

episode consisting of several pages (believed to be Chapter XIII) describes his short trip to 

the town of Mullingar, a suburban rural area to the west of Dublin. There, Stephen happens to 

hear an officer named Captain Starkie narrate a “humorous episode” (SH 242-45). One day, 

the officer and his friend, “a learned young lady,” seeking cover from rain, find shelter in the 

cabin of an old peasant. While drying herself before the fireplace, the lady notices an 

unintelligible chalk scrawl on the wall and asks the old man what it is. He explains that it is a 

drawing by his grandson Johnny. The old man explains that the boy saw a circus poster on the 

walls in the town, and went to the venue “to see th’ elephants.” To his disappointment, 

however, there was no elephant in the circus, and the boy came home disappointed and drew 

a scribble of the animal instead. The old man then proceeds to talk about elephants as genial 

and pious creatures, and compares the tasks of imposing discipline upon elephants and 

children: 

I’ve heerd [heard] tell them elephants is most natural things, that they has the 

notions of a Christian16 . . . I wanse [once] seen meself [myself] a picture of 
 

16 The idea of “religious elephants” can be traced back to Pliny the Elders (2-29). In addition to Pliny, as Buffon 
wrote, the Roman scholars and writers like Aelian, Solinus, and Plutarch “have given to these animals rational 
manners, a natural and innate religion” (Buffon 7). But more likely is Montaigne’s “Apology for Raymond de 
Sebonde” in Essays where the author wrote “elephants have some notion of religion” based on the 
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niggers riding on wan [one] of ‘em—aye and beating blazes out of ‘im with a 

stick. Begorra ye’d have more trouble with the children is in it now that with 

one of thim [them] big fellows. (SH 243) 

Amused by the tale, the “learned lady” shows her knowledge of “the animals of prehistoric 

times,” and then the old man replies with his surprise: “—Aw, there must be terrible quare 

craythurs [queer creatures] at the latther ind [latter end] of the world.” Stephen who listened 

to the story praises his punchline and joins in the laughter at the ignorance of the old man 

who still believes—like Thomas Jefferson—that prehistoric animals survive on the earth, but 

only Mr. Fulham, Stephen’s nationalist godfather, resists laughter. Instead he insists that the 

Irish peasants have a truer ideal of the Christian life than those who condemn them, 

describing them as “the backbone of the nation.”17 The word “backbone” gives Stephen the 

chance to insert his derision of the physical traits of the Mullingar peasants, who stares at the 

young man with metropolitan features “as if he were some rare animal.” As if mirroring 

Stephen’s consciousness, the narrative is bridged into another incident of a lame beggar with 

a stick, who threatens children with curses. The beggar’s malicious visage reminds Stephen 

of those “pandied” boys and the prefects with pandybats in Clongowes Wood College; 

especially the beggar’s “sharp eyes” leave him with “a fine chord of terror” (SH 242-45).  

With Joyce’s essay “Force” in mind, we can now see that this chain of episodes 

illuminates the hitherto little-noticed theme of subjugation. First, that the grandson could not 

see an elephant and ended up drawing its surrogate can be fully understood if we know the 

novelty of the animal and its cultural status as that of an object [or creature] exposed to 

curious gaze. The drawing in turn reminds the old man of “a picture of niggers riding on” 

elephants beaten by a stick (perhaps “a hendoo,” the hook-like special implement wielded by 

a mahout), which he immediately links to the disciplining of one’s child. Then, one page later, 

a sharp-eyed beggar intimidates children with his “vivisecting stick”—“I’ll cut yez open with 

 
observation that the animals after bathing seem to pray as they hold their trunks high toward the morning sun 
(Montaigne 33). See the previous discussion in Chapter 3. 

17 The terrible queer creatures also appear in a considerably different context in A Portrait (P 5.2752-53). For 
similar usage of “queer” and Irish Catholic peasants as “backbone,” see U 16.465-66 and U 16.1021-22 
respectively in the “Eumaeus” episode. 
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that stick. I’ll cut the livers and the lights out of ye” (SH 244). This intimidation is evocative 

enough of the castrating eagle and the voice repeating “[p]ull out his eyes” (P 1.33-41) in A 

Portrait, foreshadowing the dragging theme of subjugation. The beggar’s malicious 

expression, in fact, reminds Stephen of another civilizing stick, the punishing pandybats and 

floggings of his school days.18 Joyce connects the subjugation of animals to that of children, 

including the images of the elephant beaten with a stick and Stephen on his knees being 

beaten by the pandybat as the subjugated before “the higher.” 

The conversation carried on in the old man’s cabin may trigger a curious discovery 

among readers of “Force.” Imagine why Johnny’s drawing of elephant reminds the learned 

lady of “animals in prehistoric times,” and why the old man reacts by saying “terrible quare 

craythurs” still survive in “the latther ind of the world.” It seems almost obvious that the 

woman and the old man are talking about the fearsome mammoths. The specific location of 

“the latther ind of the world” may be some islands near the North Pole, or the New Siberian 

Islands. In any case, the adjective “terrible” that the old man used to describe the animals 

echoes Joyce’s terror explained in section B, and “quare craythurs” are, in retrospective 

reading, a foreshadowing of the “rare animals” mentioned soon after, juxtaposing the 

elephants, mammoths and Stephen as the subjects exposed to curious gaze. 

 
C. Ivory as Colonial Commodity 

Finally, this section explores the act of seeing, or more specifically, of seeing elephant tusks 

and ivory. Joycean readers first come across the animal product in A Portrait. The white, 

soft-hued, smooth, and cold texture of the material and the rhythmical sound of the word are 

employed to evoke the hands of Eileen and Emma and the thighs of the bird-girl on the 

seashore. Stephen’s earlier feelings of repulsion toward real cows and the milk they yield (P 

2.128-34) may have prompted him to prefer metaphysical to physical ivory. In his search for 

poetic diction for villanelle, he “removes” the stain on the surface of ivory: “The word 

[ivory] now shone in his brain, clearer and brighter than any ivory sawn from the mottled 

tusks of elephants” (P 5.183-84). This is, so to speak, ivory processed for poetry so that the 

 
18 For biological source of the pandybat punishment in his school days, see Bradley. 
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elephants killed are rendered invisible, whereas this section will see ivory as the very material 

“sawn from the mottled tusks of elephants.” Leopold Bloom, as noted in the previous section, 

is the character that offers this perspective. He reflects on the vegetarian advice not to eat 

beefsteak, warning that you will be followed by “the eyes of that cow.” And seeing branded 

cattle brings into his mind images of their slaughter and their byproducts: “Roastbeef for old 

England . . . all that raw stuff, hide, hair, horns . . . . Dead meat trade. Byproducts of the 

slaughterhouses for tanneries, soap, margarine” (U 6.393-97). His gaze penetrates the surface, 

going behind what is visible outside. Especially in the case of animals, he sees the “[c]ruelty 

behind it all” (U 4.349). This section attempts to emulate his gaze to see what is culturally 

and historically behind the ivory products that appear in Joyce’s novels. 

In A Portrait, young Stephen recalls Eileen’s hands: “. . . long and white and thin and 

cold and soft. That was ivory: a cold white thing” (P 1.1009-10). The description suggests 

that he already knows what the touch of actual ivory products is like, because they were items 

of daily use in Joyce’s time. An 1882 article “The World’s Ivory Trade” in the New York 

Times includes lists of various common ivory items with the differences among Indian and 

East/West African ivory. 

The differences which exist in the quality and color of various assortments of 

ivory are great, and vary according to the producing country. Not only is there 

a marked difference between Indian and African Ivory, but East African ivory 

is readily distinguishable from West African. East African ivory, known in the 

trade as “soft, white ivory,” is the product of Eastern Africa from Egypt down 

to the Cape. It is particularly well adapted for use in the manufacture of 

piano-forte keys, billiard balls, and combs. . . . The coarser variety of ivory 

from these regions is chiefly used for knife, cane, and umbrella handles, while 

the finer portions are used for prayer book covers, the backs of brushes, and 

fans.19 

 The list above tempts us to imagine that either Dante’s two brushes or the knife with the 

 
19 See “The World’s Ivory Trade,” New York Times, July 23, 1882, p. 8. 
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not-yet-broken ivory handle is the item from which Stephen learned the feel of ivory (P 

1.23-25, 337-39; P 5.566). Yet, the most likely item of all would be the piano keys at the 

Dedalus house. Several words indicate the close relationship between hands, ivory, and the 

piano. In chapter five, when Stephen plays “chords softly from the speckled piano keys” (P 

5.1602-03) at Emma’s house, his hands seem to remember “a soft merchandise,” i.e., “her 

hand lain in his” during the carnival ball (P 5.1618-19). In addition, “a mottled or speckled 

appearance” connotes the characteristics of what was called in trader’s parlance “tripy ivory,” 

which is a type of ivory with “a mottled or speckled appearance,” a sign of a deficiency [of 

calcium].20 

With the variety of daily goods, another thing we should recognize is the anomalistic 

increase in the consumption of African ivory since the latter half of the nineteenth century. 

Raman Sukumar shows the statistics for the annual quantity of African ivory imported by the 

Colonial India over the two centuries from 1803 to 1986 (335).21 Of particular note is that 

while the quantity for the period of the 1800s-1870s fluctuated between almost 200 and 400 

tonnes, the figures increased substantially in the period from the 1880s to 1900s (800 to 1,200 

tonnes), and suddenly plunged to approximately 100 tonnes at the end of the 1900s. Sukumar 

notes that the sharp rise coincides with the beginning of a new regime in Africa: “the volumes 

of ivory emanating from Belgian Congo were especially large at 352 tonnes per year (during 

1888–1909), representing about half of Africa’s total exports at this time” (333).  

As has been well documented, the Congo Free State was governed by the cruelest of 

methods during 1885-1908. King Leopold II of Belgium, after preliminary investigations in 

the name of “humanitarian” philanthropy and under the flag of the International Association 

of the Congo (with yellow star representing civilization against a blue background signifying 

the dark continent), founded the State in 1885, and the private colonization of what was still 

 
20 Clive Spinage, Elephants, T & A D Poyser, 1994, p. 220. 
21 India mittit ebur (“India sends ivory”), the Latin sentence Stephen first learned, tells of the historical truth 

that India had been a major hub for importing African ivory from the early nineteenth century until its 
independence in 1947 (Sukumar 341-43). According to a newspaper article, “It [unmanufactured African 
ivory] was brought to India to be carved, and finally be sold either in the form of individual ivory articles or 
as combined with other substances in jewelry, furniture, brushware, and so forth” (“In Spite of Her Many 
Elephants, India Imports Ivory,” New York Times, September 6, 1914, p. 76). 
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terra incognita to Europeans began. In 1888, in order to exploit Congolese natural resources, 

the king set up the Force Publique, which organized the systematic use of indigenous forced 

labor for the supply of what was soon to be explosive demand: rubber for pneumatic bicycle 

tires. As their atrocious deeds are told in Ulysses, the soldiers were not only “[r]aping the 

women and girls and flogging the natives on the belly to squeeze all the red rubber they can 

out of them” (U 12.1546-47), but also mutilating body parts (including genitals) as 

punishment for unsatisfactory fulfilment of quotas imposed on them. But what symbolized 

the atrocities in the Congo most was “severed hands,” which “served as proof that the Force 

Publique soldiers were doing their job” and even “became a sort of currency” (Forbath 

373-75; see also Hochschild 164-66). Understandably, this colonial regime was to be under a 

barrage of denunciation by journalists and writers; George W. Williams’s “An Open Letter” 

to Leopold II (1890); Joseph Conrad’s three-parts serialization of “The Heart of Darkness” 

(1899) in Blackwood’s Magazine; E. D. Morel’s King Leopold’s Rule in Africa (1904) and 

Red Rubber (1906), Roger Casement’s report (1904), Mark Twain’s King Leopold’s Soliloquy 

(1905), Conan Doyle’s The Crime of the Congo (1909). 

While “red rubber” was the most infamous item exported by the King Leopold II 

regime, ivory continued to be the most profitable item exported by the Congo Free State until 

the mid-1890s. In fact, consumption of ivory for a variety of items in the latter half of the 

nineteenth century was so lavish that extinction of the African elephant became a matter of 

international concern. As the above-mentioned figures attest, the major reason for its 

endangerment was the sharp rise of the Congo Free State export trade. An article in the Irish 

Times in June 1897 warned of the probable extinction of elephants, quoting an expert as 

saying, “At present the natives, actuated by the high price for ivory or by the cruelties of 

Belgian officials, devote themselves more and more to elephant hunting.”22 The following 

year, the New York Times reported on the same issue with the striking title of “To Save the 

Elephants: The African Animals Nearly All Killed off by the Ivory Traders—Their Brutal 

Massacre,” and predicted that the merciless slaughter in the Congo would lead to elephant 

 
22 “African Elephants,” Irish Times, June 19, 1897, p.1.  
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extinction “in less than ten years.”23 In this regard, Conrad did not exaggerate in creating the 

ivory-obsessed character Krutz, inscribing the image of the volumes of stacked ivory so 

copious that “[y]ou would think there was not a single tusk left either above or below the 

ground in the whole country” (Conrad 1988, 49). Krutz’s “appetite for more ivory” (57) itself 

is an example of a greedy force driving elephants to the verge of extinction (Figure 14). 

 

 
Figure 14. “Nearly 1000 LBS. of Ivory from the Congo”; a photograph taken c. 1908, in Broadwood 
Johnson’s Tramps round the Mountains of the Moon and through the Back Gate of the Congo State (T. 
Fisher Unwin, 1908). 

 

Given the tremendous harvesting of tusks and export of ivory at the turn of the 

twentieth century, a different reality will be glimpsed, enabling readers to identify several 

ivory products scattered in the texts of A Portrait and Ulysses. Seen through Bloom’s gaze at 

the “[c]ruelty behind it all,” in fact, the goods so common in Joyce’s texts—“knife handles, 

billiard balls, combs, fans, napkin rings, piano and organ keys, chess pieces, snuffboxes, 

 
23 “To Save the Elephants: The African Animals Nearly All Killed Off by the Ivory Traders—Their Brutal 

Massacre,” New York Times, September 5, 1898, p.7. 



 

 

Minamitani 106 

brooches, and statuettes” and even “false teeth” (Hochschild 64)—might be considered as 

colonial products. At least it will be difficult to see the following items as before—“a knife 

with a broken ivory handle” in the house of the Dedaluses; “the speckled keys” of the piano; 

Father Conmee’s “ivory bookmark” (U 10.190) in his red-edged breviary for ecclesiastical 

use; and Phantom Rudy’s lavish item of “slim ivory cane” (U 15.4966), all of which were 

once a portion of the body of elephants (remember how anti-vivisectionist leader Francis 

Power Cobbe was attacked for carrying “an ivory handled umbrella” ; see Chapter III, Note 

8). 

Joyce at sixteen wrote about the greed for wealth that drove people to the New 

Siberian Islands in search of the ivories of extinct mammoths, although he probably did not 

know at the time what was happening to the Congolese population and its elephants. It would 

have taken him a few more years to learn of those atrocities. His 1898 essay includes the 

bigoted definition of white men as the “predestined conqueror,” which, as Vincent Cheng 

points out, was “a product of the racist discourse of nineteenth century white, European 

culture” (15)—the very idea that justifies white supremacy and “the horror of savage unrule” 

(OCPW 8), echoing the rhetoric of the “humanitarian” policy of King Leopold II. Although 

the young Joyce denounces the system as the worst form of subjugation, his assumption itself 

would have been frowned upon by the older Joyce, or by Bloom, who belongs to a race “that 

is hated and persecuted” and who “resent[s] violence and intolerance in any shape or form” 

(U 12.1467, 1099-100).  

In “Force,” Joyce was erroneous in his prediction. Just when he was writing in Dublin 

the optimistic sentence assuming that “[no] longer does he [the white race] or may he practise 

the abuse of subjugation—slavery, at least in its most degrading forms or at all so generally” 

(OCPW 7), the colonial regime was indeed forcing Congolese people shackled at the neck to 

work and slaughtering elephants to the point that their species became endangered. It was 

almost ten years later that the subjugation theory he first devised in 1898 was somewhat 

updated or amended. In one of three lectures delivered at the Università Popolare Trieste in 

1907—the year just before King Leopold II relinquished his private ownership of the 

State—the author is enunciating one of the recurring themes of his later novels: “ . . . for so 
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many centuries the Englishman has done in Ireland only what the Belgian is doing today in 

the Congo Free State” (OCPW 119).  

 

*  *  * 

Revisiting Joyce’s “Force” and utilizing his subjugation theory, I have demonstrated the ways 

to locate minor animals in Joyce studies and examine their significance in historical context. 

As observed in section A, Joyce’s references to the extinct and to the fearful mammoth and 

mastodon are never whimsical but firm in his concern about the extinction of certain animals 

and his anxiety about what human beings cannot subdue. Section B turned to elephants as a 

rarity and a cynosure in circuses and zoos, and even at a shopping establishment like Elvery’s. 

Joyce’s subjugation theory is again helpful to observe how the giant pachyderm became the 

victim of modern forces of exhibition as well as to discover the reference to “terrible tuskers” 

in SH. Section C considered ivory as colonial commodity. In most cases of the use of 

animal-derived raw materials used in industry, the consumer goods leave scant trace of the 

living creatures from which they came, and therefore are hardly recognizable as “animal.” 

However, Joyce’s text as well as Bloom’s gaze allow us to find the modern animals behind 

them, “the cruelty behind it all”—the greed of the King Leopold II’s imperial system, its 

cruelty to the Congolese population and to elephants, and the all too violent consumption of 

ivory. Under the view, the mammoth and mastodon as the unsubjugated, elephants as the 

subjugated, and ivory as the consumed, each linked to modernity and drawn toward each 

other to form the constellation of “Joyce’s tuskers.”  
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Chapter V. Emerging from the Slimy Sea: Stephen Daedalus and the Plesiosaurus 

 
Criticism can recreate the past for us from the very smallest fragment of 
language or art, just as surely as the man of science can from some tiny bone, 
or the mere impress of a foot upon a rock, recreate for us the winged dragon or 
Titan lizard that once made the earth shake beneath its tread, can call 
Behemoth out of his cave, and make Leviathan swim once more across the 
startled sea. Prehistoric history belongs to the philological and archaeological 
critic. It is to him that the origins of things are revealed. (Oscar Wilde)1  

 

“Behemoth” is the epithet that two biographers have aptly conferred on Joyce’s Stephen Hero 

(Gorman 206; Costello, James Joyce, 275), and indeed Joyce planned his first 

autobiographical work as a Victorian-type novel of sixty-three chapters (LII 83). When he 

abandoned the project in March 1906, it had grown to twenty-five chapters with 914 

manuscript pages and about 150,000 words (LII 132). Had it been completed, the total would 

have been more than twice that length, a work on the scale of George Eliot’s Middlemarch. 

The revisions that Joyce made in the course of reducing the bulky manuscript into a 

stylistically unified modernistic novel of five chapters nearly obscure the fact, but the 

behemoth notably harbors another sizable monster within it. In a lengthy paragraph in 

Chapter XVI that portrays the enthusiasm of the would-be artist Stephen Daedalus, the young 

man envisions the birth of art, the primitive manner of expression before specific styles even 

existed, and summons up the plesiosaur, a large marine reptile of the early Jurassic period:  

Stephen did not attach himself to art in any spirit of youthful dilettantism but 

strove to pierce to the significant heart of everything. He doubled backwards 

into the past of humanity and caught glimpses of emergent art as one might 

have a vision of the plesiosauros [sic]2 emerging from his ocean of slime. (SH 

 
1 Oscar Wilde, “The Critics of the Artist,” The Complete Works of Oscar Wilde: Historical Criticism, Intentions, 

the Soul Man, vol.4, ed. Josephine M. Guy (Oxford UP, 2007), p. 201. 
2 In harmony with the archaic ring of the name Daedalus, or as if hinting at a pre-“Stephanoforos” in A Portrait 

(P 4.764-65), Joyce spells “plesiosauros” using the suffix of the original Greek (σαυρος / sauros, meaning 
“lizard”). This is presumably his idiosyncratic spelling, as he adopts the style for the dinosaurs mentioned in 
Ulysses. When Bloom’s grandfather, Virag Lipoti, playfully mentions Argumentum ad feminam, the 
argumentative strategy used “in old Rome and ancient Greece in the consulship of Diplodocus and 
Ichthyosauros” (U 15.2372-73), he carefully gives Latin (rather than the Greek Diplodokos) and Greek (rather 
than the Latin Ichthyosaurus) suffixes to the names of two imaginary consuls. 
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33-34) 

His thoughts plunge him into the abysmal depths of humanity, and what he finds there is 

non-human imagery, a long-necked sea monster with cumbersome body striving to rear itself 

up out of the slimy sea. Such images induce us to wonder: Why did Joyce choose the 

plesiosaurus among the relatively few paleo-animals known in his times? Why does Stephen 

envision the giant marine reptile as a metaphor of emergent art coming out of “his ocean of 

slime”? Why did the monster disappear in the finished version of A Portrait of the Artist as a 

Young Man?  

Such questions notwithstanding, there have been few references to the “plesiosauros” 

in Joyce scholarship. Even the annotation by Mamigonian and Turner provides no 

commentary, skipping over the word. Peter Costello,3 despite his peculiar interest in the 

folkloric discourse of aquatic monsters in Ireland in his cryptozoological work, likewise seems 

not to have recognized Joyce’s plesiosaurus (the nook might have been usefully considered in 

reference to the enigmatic shout of a newsboy [“Sea serpent in the royal canal. Safe arrival of 

Antichrist”; U 15.2140-41]). Among such a paucity of concern with the creature, Scarlett 

Baron’s explanation is a rare attempt, though it remains speculative and unconvincing. Baron, 

for example, tentatively suggests that the inspirational source of the “plesiosauros” may be 

from Joyce’s eager reading of Danish critic George Brandes (Baron 42-44). In arguing that 

Brandes is a possible catalyst through which Joyce came to know about Flaubert, Baron finds 

Brandes referring to the bond between Flaubert and his close friend, the poet Louis Bouilhe 

(1822-1869), pointing out their shared interest in antiquity based upon artistic objectivity.4 

Baron then discovers that the plesiosaurus is among the conspicuous images overlapping in 

the writings of Brandes and Joyce, but diminishes its significance: “in Stephen Hero the 

incongruous image of the plesiosaurus rears its head again, as Stephen’s mind traverses time 

in an imaginative excursion into art’s prehistory” (Baron 44). What I attempt to do in this 

chapter is to demonstrate the pertinence of the trope by placing it in the genealogy of 

 
3 Peter Costello, In Search of Lake Monsters (Anomalist Books, 2015), p. 6. 
4 See, George Brandes, Creative Spirits of the Nineteenth Century, translated by Rasmus B, Anderson (Thomas 

Y. Crowell, 1923), p. 246. 
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paleo-imagery and in the context of Joyce’s Dublin and to reconstruct the hitherto lost 

significance of the “plesiosaurus paragraph.”   

 
A. Dublin’s Sea Dragon at the Natural History Museum 

The rhetorical trope of “a vision of the plesiosauros emerging from his ocean of slime” (SH 

33) is based on two assumptions: that Joyce was familiar with the image of the extinct marine 

reptile in some restored form; and that he utilizes the verbal and visual images given to its 

scientific name up until the beginning of the twentieth century. These two assumptions led 

me to a search for the model of Joyce’s “plesiosauros” that was then known as Plesiosaurus 

cramptoni, or properly Rhomaleosaurus cramptoni, an almost complete fossil that had been 

displayed in several places in the city of Dublin from 1853 until 1922. With the help of books 

and research by C. E. O’Riordan, Roger Osborne, and paleontological expert on the specimen 

Adam S. Smith,5 I first retrace the complex history of the fossils to show that the city of 

Dublin offered a venue for Joyce to see the real bones that became the inspirational source for 

his monster. 

On July 27, 1848, an entire plesiosaurus skeleton 22 feet 4 inches long was unearthed 

in alum rock, 130 feet below the surface of the ground in a quarry at the Lias, near Whitby, 

Yorkshire, U.K. The first report identified the fossils as Plesiosaurus microcephalus and was 

accompanied by an illustration of the skeleton.6 The specimen was preserved at Mulgrave 

Castle, home of the Marquis of Normanby, until 1853 when it was presented to his friend, Sir 

Philip Crampton (1777-1858). Interestingly, Leopold Bloom in Ulysses mentions this person. 

When the funeral cortège in “Hades” passes along Great Brunswick Street, he notices a 

monument,7 which ironically seems not to have performed its function as a monument: “Sir 

Philip Crampton’s memorial fountain bust. Who was he?” (U 6.191). Crampton was an Irish 

 
5 C. E. O’Riordan, The Natural History Museum Dublin (Stationery Office, 1983), pp. 52-53; Roger Osborne, 

The Floating Egg: Episodes in the Making of Geology (Jonathan Cape, 1998), pp. 255-61; Adam S. Smith, 
Anatomy and Systematics of the Rhomaleosauridae (Sauropterygia: Plesiosaurus) (National University of 
Ireland, University College Dublin, 2007), pp. 30-33. 

6 “Plesiosaurus Found at Whitby,” Illustrated London News. May 26, 1849, p. 367, The Plesiosaur Site, 
http://plesiosaur.com/references.php?form=show&refeID=00000000011. Accessed January 31, 2019. 

7 The memorial stood at the corner of College Street and Hawkins Street during 1862-1959. See Douglas Bennet, 
Encyclopaedia of Dublin (Gill and Macmillan, 1994), p. 46. 
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surgeon and anatomist, one of the founders of the Royal Zoological Society of Ireland, and 

the very person who deposited the fossil with the society in 1853 for an upcoming exhibition. 

A special tent-like building 36 feet long was constructed on the premises of the Zoological 

Gardens at Phoenix Park,8 with the hope that “[t]his most interesting relic of one of ‘the great 

Sea Dragons’ of the ancient world, will, no doubt, prove eminently attractive, not only to the 

citizens of Dublin, but to the many scientific and other visitors likely to visit this city during 

the next few months.”9 The Zoological Gardens placed an advertisement in Freeman’s 

Journal on September 3, 1853 that boasts of its new acquisition of “the great Skeleton of the 

Plesiosaurus,” touting it as “one of the most remarkable zoological specimens ever 

exhibited.”10   

Soon it turned out that the building was insufficient to preserve the specimen in 

proper condition, and in 1861 the Royal Dublin Society sent the specimen to the National 

History Museum on loan, where it was displayed on the ground floor near the entrance of 

Leinster House at Kildare Street.11 That same year, Alexander Carte and W. H. Bailey 

scientifically described the fossil as Plesiosaurus cramptoni, in honor of the donor.12 In 1874, 

however, British geologist Harry G. Seeley re-classified it as Rhomaleosaurus, setting in 

motion the confusion over the name that has continued thereafter.13   

In 1877 when the museum building and its collections became the property of the 

state under the Dublin Science and Art Museum Act, the specimen was acquired for £200 and 

exhibited in the “Science and Art Museum” at Leinster House. Two years later, as more 

 
8 See also Catherine Courcy, Dublin Zoo: An Illustrated History (Collins Press, 2009), p. 31. 
9 “Royal Zoological Society of Ireland” in Saunders’ News-letter, Wednesday, May 4, 1853. Royal Zoological 

Society of Ireland: Proceedings of the Society as Reported in Saunders’ News-letter, The Dublin Evening Post 
and The Freeman’s Journal, 1840-1860 (The Council of The Society, 1908), p. 78. 

10 “Zoological Gardens, Phoenix Park,” Freeman’s Journal, September 3, 1853. 
11 See photograph taken in c. 1884 in O’Riordan, p. 43. 
12 Alexander Carte and W. H. Bailey, “Description of a New Species of Plesiosaurus, from the Lias, near Whitby, 

Yorkshire,” Journal of the Royal Dublin Society, vol. 4 (1863-65), 1866, pp. 160-70. 
13 Quoting Lambert Beverly Tarlo, Smith points out the taxonomic difficulties were aggravated due to “the 

obvious feud between Seeley and the English naturalist Richard Lydekker,” both of whom “refused 
steadfastly to recognize the generic and specific names proposed by [the other].” Consequently, at least three 
major scientific synonymous names Plesiosaurus/Rhomaleosaurus/Thaumatosaurus cramptoni often appear 
in scientific literature. See Smith, Anatomy and Systematics of the Rhomaleosauridae, p. 25. 
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purchases were made and donations received under state ownership, the museum was forced 

to expand. A new building was completed on the site in 1890, and Crampton’s fossil was 

relocated to the “fossil hall” therein. Richard Lydekker’s catalogue describing the collection 

during 1884-1891 introduces it as one of “the most noticeable features” of the hall, and 

calling it both Thaumatosaurus cramptoni and Plesiosaurus cramptoni.14   

The fossil hall was open to the public until 1922, but since then, except for several 

occasions, the specimen has not been on public display for security reasons (Osborne 260). 

Unfortunately, at one time, it was broken into pieces with a sledgehammer to make it easier 

to move, and in 1979, when the fossil hall was demolished, the specimen was moved, first, to 

storage in central Ireland, and then in 1992 to the National Museum of Ireland reserve stores 

at Beggars Bush Barracks. Finally, in 2007, Adam Smith finished preparing the fossil, 

thereby offering us a precious opportunity to see the fossil of the skull (Figure 15).15 An 

article in the Irish Times quotes Smith as saying that “The Dublin plesiosaur is an iconic 

fossil” and “one of the most complete fossils of a sea monster to be found anywhere in the 

world.”16 Thus, given the specific date of display during 1890-1922 at the museum, the rare 

fossil of the “Dublin Jurassic Sea dragon” can be considered the inspirational source from 

which Joyce inscribed the monster into his novel.17  

 
14 Richard Lydekker, Catalogue of Fossil Mammals, Birds, Reptiles, and Amphibians in the Science and Art 

Museum (The Scientific and Art Museum, 1891), pp. 4, 53. 
15 See “The Real Bones of Rhomaleosaurus cramptoni,” uploaded by Dean R. Lomax, November 11th, 2016, 

YouTube, https://youtu.be/TxY_nJdetlk. Accessed January 31, 2019. 
16 Anthony King, “Breathing New Life into an Old Sea Monster,” Irish Times, March 15, 2007.  
17 As Smith notes, the fossil is of importance as “no diagnostic plesiosaur material is known from any Irish 

rocks.” See “Dublin’s Jurassic ‘Sea Dragon,’” Geoscience, no. 17, 2006, pp. 26-27. 
http://plesiosauria.com/pdf/Smith_2006_Dublin_seadragon.pdf. Accessed January 31, 2019. 
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Figure 15. The cast [not original specimen] of Plesiosaurus cramptoni, now known as 
Rhomaleosaurus cramptoni, Natural Historical Museum, London. 

 
 
B. The Rhyme of the Plesiosaurus 

To some readers of English literature, the image of slimy creatures evoked by Joyce’s 

plesiosaurus might bring to mind romantic lines such as found in Coleridge’s “The Rime of 

the Ancient Mariner” or Byron’s Childe Harold’s Pilgrimage. Yet the verbal and visual image 

itself should rather be examined in the literary discourse of geology that absorbed the 

narrative and rhetoric of such romantic poetry and contemporaneous artworks. Thanks to 

Martin Rudwick’s pioneering work (1992) and Zoë Lescaze’s book Paleoart (2017), both on 

pictorial images of the ancient earth and its creatures, and Ralph O’Connor’s exploration 

(2007) of the romantic imagination conspicuous in the narratives and word-painting of 

geological discourse in the early nineteenth century, we are now capable of tracing the 

genealogy of the slime-clad-plesiosaurus.  

Based on a fossil discovered by Mary Anning in 1821 and subsequent conjectural 

descriptions by William Conybeare, English geologist and palaeontologist Henry Thomas De 

la Beche produced Duria Antiquior (“A More Ancient Dorset”) (1830), one of the earliest 

works of paleoart (Figure 16). In his portrayal of a Mesozoic version of an “[e]at or be eaten” 

scene (U 8.703), he places a plesiosaur caught by its long neck in the giant jaws of an 
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ichthyosaur at the center. This drawing, allowing viewers to see prehistoric sea monsters from 

an “imaginative underwater viewpoint” (Rudwick 54), became a seminal work to be imitated 

and expropriated thereafter, as seen in John Martin’s frontispiece for Gideon Mantell’s 

Wonders of Geology (1838).  

Another mezzotint engraving by Martin for the frontispiece in Thomas Hawkins’s 

Book of the Great Sea-Dragons: Ichthyosauri and Plesiosauri (1840) also appropriates De la 

Beche’s “versus” framework with a lurid, apocalyptic vision of reptilian battle (Figure 17). In 

these pictorial images, the verbal images of mud and slime seemed invented. Published as 

early as the late 1840s, the descriptions of the plesiosaurus in English geologist David 

Ansted’s The Ancient World, or, Picturesque Sketches of Creation contain almost all of the 

rhetorical phrases that Joyce employed:  

Imagine then one of these monstrous animals, a Plesiosaurus, some sixteen or 

twenty feet long, with a small wedge-shaped crocodilian head, a long arched 

serpent-like neck, a short compact body, provided with four large and 

powerful paddles, almost developed into hands; an animal not covered with 

brilliant scales, but with a black slimy skin. Imagine for a moment this 

creature slowly emerging from the muddy banks, and half walking, half 

creeping along making its way towards the nearest water. (Ansted 179)18    

 
18 O’Connor quoted the same passage to illustrate how Anstead becomes “a tour guide” to show the Age of 

Reptiles scenes (387-88). 
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Figure 16. One of the earliest works of paleoart, Duria Antiquior (1830) by Henry Thomas De la 
Beche, National Museum Cardiff. 
 

 
Figure 17. A frontispiece in Thomas Hawkins’s Book of the Great Sea-Dragons: Ichthyosauri and 
Plesiosauri (1840). 
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Quoting the passage above to analyze the “word-painting” of the book, Ralph O’Connor 

clarifies the possible source—“[t]he slimy skin is again speculative, recalling Hawkins’s 

sea-dragons as depicted by Martin” (388). Paddling and wallowing in verbal and visual 

representations, the image of the plesiosaurus emerging out of primeval slime seem to have 

taken specific shape in the early nineteenth century. We may add another example here in 

Lord Tennyson’s In Memoriam, written in 1838-1839 (published in 1850). In the so-called 

geological stanza, the poet, whom young Stephen in A Portrait dismisses as “only a 

rhymester” (P 2.738), does rhyme the word “prime” with “slime” in depicting the fierce 

battle: “Dragons of the prime, / That tare each other in their slime” (Tennyson 81). The 

fighting dragons are, as Tennyson himself annotates, “[t]he geologic monsters of the early 

ages” (Tennyson 81n1), most probably, a plesiosaur and an ichthyosaur. Arguably, Tennyson 

took inspiration from contemporaneous representations in geological books, especially from 

Martin’s abovementioned frontispiece.19 

Given this literary and pictorial tradition, it is no wonder that the visionary 

“elephantine lizard” Megalosaurus appears from “[a]s much mud in the streets” of the dreary 

London at the very beginning of Dicken’s Bleak House (1852),20 which allegedly describes 

dinosaurs for the first time in English literature.21 Such verbal painting using “mud” is also 

applied to the simulated geological milieu in the construction of the life-size models of 

extinct animals at the Crystal Palace Park in Sydenham in 1854. Designed by English 

sculptor Benjamin Waterhouse Hawkins under the (though only nominal) direction of 

 
19 See Hallam Tennyson, Alfred Lord Tennyson: A Memoir (Bernhard Tauchnitz, 1899). The son of the poet 

records his father’s eighty-third birthday on July 12th, 1892, when they visited Natural History Museum, 
London where “my father insisted on walking through the geological part and seeing again his old friends the 
Ichthyosaurus, the Plesiosaurus, and the Giant Sloth” (151), attesting the poet had seen them before. For 
another model of the dragons, see the argument in Lyall Anderson and Michael A. Taylor, “Tennyson and the 
Geologists Part 2: Saurians and the Isle of Wight,” Tennyson Research Bulletin, vol. 10, no. 5, p. 418. 

20 Charles Dickens, The Bleak House, rev. ed., ed. Nicola Bradbury, (Penguin Books, 2003), p. 13. 
21 Depending on how dinosaurs are described, some argue another source for the memorable moment i

n the history of English literature. See the famed science writer Brian Switek’s article, “Who Wrote 
the First Dinosaur Novel?” December 8, 2011, www.smithsonianmag.com/science-nature/who-wrote-the-
first-dinosaur-novel-3-13220835/. Accessed January 15, 2019. For analysis of “Dickens and dinosaurs 
(or prehistoric animals),” see Adelene Buckland, Novel Science: Fiction and Invention of Nineteenth-
Century Geology (U of Chicago P, 2013), pp. 247-73. 
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Richard Owen, the Dinosauria of Megalosaurus, Hylaeosaurus and Iguanodon, and other 

large marine reptiles were on display. Viewers were also allowed to see the restored body of 

the plesiosaur with its snaky long neck in a muddy pond.22 An 1853 article of Illustrated 

London News says that instead of “dry bones,” wet, viscous mud is appropriate to evoke the 

environment inhabited by such primeval creatures. 

But at Sydenham we are not to be contended with either pictures or dry bones. 

[. . .] One of these winding paths will lead . . . to a pool of about six acres, 

which will receive by open and secret channels, the waters of the larger basins. 

[. . .] The Plesiosaur, with its reptile form and bird-like neck, will wallow in 

the mud.”23 (2nd ellipsis in original ) 

Half a century later, the verbal and visual cliché of a plesiosaur lurking in primeval slime 

seems to have become rooted in popular discourse, as can be confirmed in the writing of 

Joyce’s contemporary author George Russell. In a 1907 article on the Irish Homestead, he 

deplores the “gombeen men,” infamous moneylenders during the Great Famine still roaming 

in the town of Dungloe, County Donegal, likening them to predatory monsters in “primordial 

slime”:  

We referred a couple of months ago to Dungloe . . . where the gombeen man 

and the higgler, the only surviving contemporaries of the cave tiger, the 

plesiosaurus, and other primaeval monsters, still roamed about picking the 

bones of their victims. The creatures will soon be extinct . . . Anyone who 

wants to see these survivors of the ferocious man-devouring creatures which 

once wallowed in the primordial slime had better make haste, and take the 

train to Dungloe, where they can still be stalked and their habits observed.24 

 
22 See Gowan Dawson, Show Me the Bone: Reconstructing Prehistoric Monsters in Nineteenth-Century Britain 

and America (U of Chicago P, 2016). The process of constructing the extinct animals by Hawkins was indeed 
done in “acres of swamp and mud” (183). 

23 Illustrated London News, vol. 23, p. 599, December 31, 1853, qtd. in Rudwick, p. 144, 146. 
24 Qtd. in Hugh Kenner, “Taxonomy of Octopus,” JJQ vol. 18, no. 2, Winter, 1981, p. 205. Kenner cites the 

paragraph to infer the esoteric meaning of “the twoheaded octopus” (U 8.520) and counts it as one of the 
animals of “AE’s zoo of fiscal invective” targeting the Irish economy, which also includes the elephant, tiger, 
and plesiosaurus. 
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The diachronic exploration above leads us to conclude—given the possible chance 

that Joyce had access to the “Dublin plesiosaurus” in the National History Museum during 

the period 1890-1922—that Joyce somehow procured the representational means to describe 

the plesiosaurus. It is highly ironical that, in contrast to Stephen’s exploration of primitive art 

before the advent of specific styles, his vision becomes encrusted with trite rhetoric. We 

might be inclined to reach another conclusion—that Stephen Hero, with its cliché-ridden 

sentences, is Joyce’s primordial style of writing—but rather than that, it is better to ask 

another question: What is the reason for the enigmatic pronoun in “emerging from his ocean 

of slime”? (SH 33; emphasis added)   

 
C. From Plesiosaurus to Dedalus/Icarus 

Regarding Joyce’s short essay “A Portrait of the Artist” written in 1904, Richard Ellmann 

says “it is difficult to say whether what he wrote was essay or story, for it has elements of 

both” (JJ 144). When the incipient work was reformed into a novel, its nonconformity to 

established genre remained. Hugh Kenner points out bitterly: “it [Stephen Hero] was neither a 

novel, nor an autobiography, nor a spiritual or social meditation. It contained three sorts of 

materials that would not fuse” (Kenner 1955, 111). Thomas E. Connolly likewise cautions: 

“Stephen Hero should not be considered as a fragment of a novel, nor even as the first draft 

of a novel, because it does not fit into the genre of novel at all. Rather it should be considered 

either as a diary or as a sketchbook, for it is a series of very loosely related scenes” (232); it is 

the writing of the muddles that Joyce produced before he acquired specific styles and 

narratives. These earlier responses are then followed by mild, but still disparaging views of it 

as a transitional work. It is as if the more the finished work is revisited by critical assessments 

to prove Joyce’s virtuoso, the more conventional and supplementary the unfinished text 

appears. A. Nicholas Fargnoli and Michael Patrick Gillespie introduce Stephen Hero as 

having “none of the stylistic innovations that make A Portrait the prototypical modernist 

novel,” calling its literary value rather modest (154-55). However, as shown in the following 

analysis using several key terms in the novel, the “plesiosaurus paragraph” may enable us to 

update such dismissals, to get a glimpse of a consistent unity that has hitherto remained 
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unseen, finally leading to the reconstruction of a lost episode.   

Stephen Hero begins literally in medias res, setting forth Stephen’s university life in 

his first year. Throughout, the young man is engaged in a ransacking of forms of expression 

across the spectrum: shop windows, advertisements, “the mouth of plodding public,” streets 

ballads, racing names, price tags, “old dictionaries, volumes of sermons and 

unheard-of-treatises” (30, 145). He reads the prose of Edward A. Freeman and William 

Morris “as one would read a thesaurus and made a garner of words” (26), and Skeat’s 

Etymological English Dictionary, going back to the origins of language. In English 

composition class, he writes long and elaborate essays that show preference for “the antique 

and even the obsolete,” yet with “crude originality in expression” (27). He tries to remove the 

overtones of the gleaned words by means of repeating them until “they lost all instantaneous 

meaning for him and became wonderful vocables” (32). Thus, as if in de facto ur-preparation 

for Finnegans Wake, Stephen procures the verbal pieces he will keep in his 

“treasure-house.”25 Later, in composing poems, he puts “his lines together not word by word 

but letter by letter,” and in reading the poems of Blake and Rimbaud, he appreciates them “on 

the values of letters,” and “permuted and combined the five vowels to construct cries for 

primitive emotion” (32). It is on the momentum of that exercise that the plesiosaurus appears. 

In his revisit of archaic and crude forms of expression, the young man develops the desire to 

witness incipient art, to hear “the simple cries of fear and joy and wonder which are 

antecedent to all song[s],” to listen to “the savage rhythms of men pulling at the oar,” and to 

see “the rude scrawls and the portable gods of [primitive] men” (33).  

The overtly masculine images are intermingled with another beast motif: “[t]he 

monster in Stephen.” The ferocity causes near “bloodshed,” so that he needs somehow to 

subjugate it with “outward self-control” (29). The violent agent, which is variably called “the 

monster in him” (40), “explosive force” (49), or “the monstrous dissatisfaction” (141), is in 

part sublimated into the writing of his essay “Drama and Life” for his college’s Literary and 

 
25 In A Portrait, Stephen draws out a phrase “from his treasure” in composing his villanelle (P 4.688-90). 

William Martin suggests that the term “treasure-house” may have been borrowed from John Duncan 
Quakenbos’s Practical Rhetoric (1896) that Joyce possessed in his Trieste Library (16-17). 
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Historical Society. In the course of the writing, however, he feels himself getting out of 

control, and manages to appease his bodily and mental unease by “gentle promenading” and 

“ejaculatory fervours” (69). Given such monstrous masculinity—in tandem with sexual 

desire expressed at haphazard moments—it is evident that the plesiosaurus is not only a 

figure of emergent art, but also an embodiment of Stephen Daedalus himself.  

 The nexus of Daedalus-plesiosaurus can be more firmly corroborated by the presence 

of another “saurian” at the end of the “plesiosaurus paragraph.” When Father Butt selects 

Othello as the subject of an essay, Stephen questions the play’s status as a Shakespearian 

masterpiece, only to elicit the laughter of other students in the class for his too-serious 

attitude to literature. Stephen looks scornfully at the laughing faces, the image of the 

“self-submersive reptile” (33-34). The enigmatic adjective “self-submersive” would be 

Joyce’s neologism to denote that an individual seems to be devoid of his or her self; they look, 

to Stephen, as if their bodies live on land, while their selves remain under water. The synonym 

of this adjective can be found when McCann surprises Stephen by saying “[Ibsen’s] Ghosts 

teaches self-repression”(52). It is evident that the “self-submersive,” or self-repressive state is 

at odds with Stephen’s life. For, as Jean-Michel Rabaté points out, the young man at this stage 

attempts to establish his “systematic egoism” (54). He chooses “to be alone” under the 

commandment of “isolation is the first principle of artistic economy” (SH 32-33), rejecting the 

help and advice of others. Rebuffing his family’s expectations that he get a remunerative job 

was even satisfying because it “fulfilled him with egoism,” making him recognize that “his life 

had been so self-centred” (49; emphasis mine). 

Yet, Stephen feels rushed, as there are some “activities which it would be a peril to 

postpone” (48-49). He later reveals the activities that he cannot postpone, confiding his 

existential anxiety to Cranly, who tries to discourage him from abandoning Christianity. He 

protests: “You urge me to postpone life—till when? Life is now—this is life: if I postpone it I 

may never live. To walk nobly on the surface of the earth, to express oneself without pretense, 

to acknowledge one’s own humanity!” (142). Stephen’s emphasis here on walking on “the 

surface of the earth” sheds light on his version of evolution from aquatic to terrestrial habitats, 

and reveals the duel of the self-submersive reptile and the self-centered plesiosaurus. The 
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“self-submersive” reptiles appear to beckon him into water, while the would-be artist needs to 

rear himself up out of his own swampy den, Dublin (black pool, in origin), that is, 

“his[Stephen’s] ocean of slime” (33; emphasis mine). 

The idea of a personified Dublin that seizes and captures its citizens—as seen in 

“Dublin would lay a sudden hand upon his shoulder” (38)—is a consistent theme associated 

with the triad of “Stephens” in Joyce’s novels. Stephen of A Portrait, for example, writes 

down in his diary a dream of strange non-human figures, whose faces are “phosphorescent, 

with darker streaks” looming out of a cave (P 5.2672-83). The lizard-like apparitions seem to 

foreshadow another reptile mentioned in the next entry on 30 March,26 when he overhears 

Cranly propose the crocodile paradox. From the vision of the semi-aquatic animal seizing a 

child, Stephen recalls Lepidus’s phrase in Anthony and Cleopatra—“Your serpent of Egypt is 

bred now of your mud by the operation of your sun; so is your crocodile” (Ant. 2.7.497). Here 

Stephen, conscious of Dublin as a “swirling bogwater” (P 5.2712), would also recall 

Anthony’s subsequent line in the same feast scene: “These quick-sands, Lepidus, / Keep off 

them, for you sink” (Ant. 2.7.498). When Stephen’s father recommends that he learn law, he 

considers it a trap to ensnare him in Dublin, where he would find only “[m]ore mud, more 

crocodiles” (P 5.2710). As Egyptian mud nourishes serpents and crocodiles, to Stephen, the 

soil of Dublin would breed “self-submersive reptiles.” The personified Dublin that grabs at 

his feet can be observed in Ulysses, too. On Sandymount strand, the carcass of a dog almost 

dissolves on the clustered seaweed, and nearby lies “the gunwale of a boat, sunk in sand” (U 

3.286-87). Sauntering along the shore, Stephen also feels as if he is being drawn into the 

polluted water—“[u]nwholesome sandflats waited to suck his treading soles, breathing 

upward sewage breath” (U 3.150-51); and he indeed feels “his feet beginning to sink slowly 

in the quaking soil” (U 3.268). Taking into account such Circean images of Dublin, like the 

goddess in Greek mythology who charms her captives and then transforms them into 

animals—the geological condition of a muddy or slimy lair for self-submersive reptiles, or 

crocodiles—the plesiosaurus takes on more significance for each predicament that “Stephens” 

 
26 In terms of the connection with self, see also Lynch’s image as “reptilelike in glint and gaze” in which 

Stephen finds “a shrivelled soul, poignant and selfembittered” (P 5.1125-32). 
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faces. Far from “incongruous” as Baron assumes (44), the aquatic monster in Stephen Hero is 

rather an essential trope of word painting mixed into the soil of Dublin.  

With in mind such Dublin as the lair of self-submersive reptiles, crocodiles, and the 

plesiosaur, we will finally find out the thematic missing link between the “ocean of slime” in 

Stephen Hero and the “slimy ditch” into which the young Stephen in A Portrait was pushed. 

Indeed, the word slime or slimy is a persistent reminder of how the boy felt in the 

ditch—“[h]e shivered as if he had cold slimy water next his skin” (P 1.122); and how he 

described it—“[t]he cold slime of the ditch covered his whole body” (P 1.271). Notably, the 

boy recalls that a fellow told about “a big rat jump plop into the scum” (P 1.126-27) and 

identifies himself with the animal, imagining “the way a rat felt, slimy and damp and cold” 

(P 1.530). What can be inferred from the square ditch episode is thus the possibility that Joyce 

had written a similar boyhood episode in earlier chapters of Stephen Hero. For the reader who 

cannot access the earlier drafts, the plesiosaurus does appear out of the blue. But we have 

ample reason to deduce that the presence of a foreshadowing motif like a rat jumping into a 

ditch/ocean emerged for the grown-up protagonist as the plesiosaur; the extinct monster is the 

extant relic of a lost episode. The plesiosaur is therefore an intermediary figure in the animal 

metamorphosis that “Stephens” variably display with their development. 

 

*   *   * 

The reason why the plesiosaur disappeared from A Portrait along with some of the 

self-related keywords is a moot point, but we can assume that in the process of the novel’s 

reforming, the plesiosaurus was felt to be too crude, violent, and masculine to coexist with 

the bird-girl that the author was newly creating. He must consequently have substituted for it 

the ubiquitous bird-images in tandem with the other Greek motifs—Dedalus and Icarus. The 

transformation is never inconceivable, but rather reasonable given the description we have 

seen in the London Illustrated News—“[t]he Plesiosaur, with its reptile form and bird-like 

neck, will wallow in the mud” (emphasis added).  

However, vestiges of the plesiosaurus may still be discernable in modernistic writing 

by recalling its old lair. In the fourth section of A Portrait, chapter V, Stephen on the porch of 
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the National Library sees a flock of birds flying in the sky, listening to their “inhuman 

clamour” (P 5.1789), which the almost-fledged artist imagines is a reaction to something 

supernatural, to something that is beyond rational or human epistemology, and he thinks of 

the augury of his own departure. The small boy who once identified himself with a rat now 

grows up to think of himself as a soaring bird, while being aware of the meaning of his Greek 

name Dedalus, “a hawk-like man whose name he [Stephen] bore soaring out of his captivity” 

(P 5.1808-09). In this latter part of the novel, readers are more and more apt to focus on the 

bird image and the sky whose invisible net the protagonist is ready to fly through (P 

5.1047-50). Yet, if we turn our gaze to the surface of the lake, over which Stephen envisions 

beautiful swans flying, there lies that captive old non-human agent, now with tints of Irish 

national color: “A game of swans flew there [over the lake] and the shore beneath were 

fouled with their greenwhite slime” (P 5.1923-25). The visionary lake, “the square ditch” and 

“the ocean of slime,” all are connected in the depths, out of which the monstrous is ready to 

emerge, and hereby I can conclude that the plesiosaur is never an incongruous image as Baron 

thinks, but an essential, lost non-human actor for the unmatured Stephen Daedalus to shed its 

slimy skin. 

 

Notes 

This chapter is based on a presentation delivered on 20th May at the 91st Annual General 

Meeting of The English Literary Society of Japan.  
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Conclusion 

 

The five chapters in this thesis have examined specific animals and the multiple issues 

relating to them. In closing, I would like to underline the close interrelationships among 

Joyce’s treatment of modern animals in each chapter.  

Cruelty to animals, often touched upon in Ulysses (U 4.349, U 12.1062, U 15.558-60, 

696-702, U 17.2183), is the common issue in Chapter I, III, and IV. As problematized in the 

history of the anti-vivisection campaign, the theme could appear from everywhere, though it 

was concealed, ignored, or appropriated by modern social forces for the sake of certain 

benefits. Stephen D(a)edalus also makes such animals invisible through his aestheticization 

of the vivisective life, or symbolization. Leopold Bloom, on the other hand, notices or thinks 

of the pain that “poor animals” might experience by vicarious perception, and thereby brings 

the suffering of animals—doped animals for circus performances, exploited draft horses for 

transportation, force-fed geese for foie gras, “[l]obsters boiled alive” (U 8.886), fowls whose 

feather plucked and entrails drawn (U 8.721), the cattle slaughtered because of an infectious 

viral disease—into the reader’s focus of attention. 

Chapters II and III deal with the distance or proximity between animals and human 

characters. Today’s Dubliners might scarcely believe that a street might be filled with “no 

less than twenty-four curs,”1 or be able to imagine the way public urban space was once 

clogged with various animals. Interestingly, Joyce’s animals in Ulysses are often inscribed 

with the distance kept between them and human characters, a distance filled with various 

affective factors—love, reverence, compassion, fear, anxiety, aversion, or nuisance. The 

distances are also mediated by modern institutional forces for concealing or separating 

animals from human habitation, as a part of the emergent phenomena of “the Great 

Separation,”2 which is exemplified in the rabies-control campaign, and the nuisances of the 

 
1 A letter to the Irish Times, August 17, 1874, p. 6. 
2 See Atkins (2012). For animal geography, see Chris Philo, “Animals, Geography, and the City: Notes on 

Inclusions and Exclusions,” Environmental and Planning D: Society and Space 1995, vol. 13, pp. 655-81; 
Chris Philo and Chris Wilbert, editors, Animal Spaces, Beastly Places: New Geographies of Human-Animal 
Relations (Routledge, 2000).  
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“Dog’s home,” knacker’s yards and abattoirs outside the city. 

Chapter IV introduces Joyce’s theory of subjugation to spotlight the existence of such 

forces through his earliest essay. Joyce’s tuskers (mammoth and mastodon, elephants, ivory) 

are somehow reduced to the subjugated—de-tusked, or controlled by civilization through 

exhibition, symbolization, and industrial “reincarnation” into commodities. Bloom’s gaze 

examined in Chapter III is also helpful here in identifying the “[c]ruelty behind it all” (U 

4.349), and in highlighting inanimate things—what used to be living animals (ivory, leather, 

fur and feather, meat and skin, etc.). It is no coincidence that Joyce problematizes the animal 

by-product industry and mass slaughter of cattle by summoning up the horrific images of 

creeping skin and bellowing meat after the massacre of the sacred cattle in Homer’s Odysseus 

(see Chapter IV, Note 2). After reading Chapters III and IV, the mere sight of the word ivory 

will cause us to virtually hear the trumpeting of hunted elephants.  

The arguments in Chapters I, IV, and V bring out of obscurity the animals in Stephen 

Hero and their modernity, shedding fresh light on the unfinished novel. Joyce’s concern with 

extinct animals is especially noteworthy, where he evokes not only “terrible queer creatures” 

(presumably the mammoth), but also the plesiosaurus in its own time. An examination of the 

verbal and visual representation of the monstrous reptile emerging from “ocean of slime” not 

only discovers the monstrous vital force within Stephen, but also reveals the metamorphosis 

of Stephen D(a)edalus who is beastly transformed from a bedraggled rat in a square ditch, to 

the plesiosaurus in “its ocean of slime,” to an Icarus-like bird in the sky, and into the 

“dogsbody” on the beach. 

 

*  *  * 

Given the five-chapter analysis of the animals animating Joyce’s Dublin and forming a 

complex “realistic substratum” (Karen Lawrence 11), the silence of the nature world in 

Dubliners might seem a bit strange; the fictitious urban space yields only brief glimpses of 

alley cats and draft horses (including Johnny in the “Dead”). In A Portrait too, only some 

animals appear in the flesh, and most of them reside in words and imagery, centering on 

recurrent bird figures, and hence little-to-no mewing, whining, mooing, barking, and 
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humming can be heard in the text. This paucity of animal life in the two earlier works makes 

the dramatic increase of animals in the latter two works—Ulysses and Finnegans 

Wake—stand out all the more, and Joyce’s major works can be thus characterized by the 

numerical increase of animals from a negligible few to a near explosion. 

Yet, even in the latter two works, some are only mentioned as symbols or utilized for 

allegorical interpretation, and critical attention has also been tended to favor the search for 

such animals. See how Mrs. Riordan’s Skye terrier gets the cold shoulder and is then 

abandoned by R. Adams, simply because the dog “may or may not be symbolic of anything, 

but if he is, it is in a most torpid and inactive way” (112). That tendency becomes more 

salient in the case of Stephen. In Ulysses, when a live dog, called “Tatters,”3 on Sandymount 

Strand appears before him, the dog is repeatedly narrated through the young man’s 

consciousness, as he feels irrepressible feelings of guilt toward his mother “who is beastly 

dead” (U 1.198-99), until the creature is reduced to a mere symbol. 

Their dog ambled about a bank of dwindling sand, trotting, sniffing on all 

sides. Looking for something lost in a past life. Suddenly he made off like a 

bounding hare, ears flung back, chasing the shadow of a lowskimming gull. 

The man’s shrieked whistle struck his limp ears. He turned, bounded back, 

came nearer, trotted on twinkling shanks. On a field tenney a buck, trippant, 

proper, unattired. At the lacefringe of the tide he halted with stiff forehoofs, 

seawardpointed ears. His snout lifted barked at the wavenoise, herds of 

seamorse. They serpented towards his feet, curling, unfurling many crests, 

every ninth, breaking, plashing, from far, from farther out, waves and waves. 

(U 3. 332-41; emphasis added).  

While running through the different animal images, the dog metamorphoses into something 

other than a dog (U 3.342-50). Of particular note is the second sentence in the passage 

above;4 as Wim Van Miero discovers, based on Joyce’s remark to Budgen,5 it utilizes 
 

3 R. Adams left a brief note about a namesake of the “Tatters” dog (#5) on the Sandymount strand (108), 
suggesting the model was the mongrel “Tatthers” (spelled in brogue) in The Shaughraun (1874), a melodrama 
by Irish dramatist Dion Boucicault (1820-1890). 

4  This paragraph consists of nine sentences (the ninth sentence can be divided into nine parts), as if 
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Austrian Jewish philosopher Otto Weininger’s posthumous text Über die letzten Dinge (1904). 

Under the heading of “Animal Psychology,” the philosopher mentions several attributes of 

dogs, and points out that “[t]he eye of the dog irresistibly evokes the impression that the dog 

has lost something. It expresses . . . a certain puzzling relation to the past. What he has lost is 

the ego, self-worth, freedom” (103). It is not difficult for us to suppose that Stephen sees 

himself in the dog, and even to connect the symbolism back to the “plesiosauros” in Stephen 

Hero, the very reification of the emerging ego. The symbol-hunt reading certainly could 

reach into the depths of the consciousness, motives, and memories in each human character, 

though the process itself often shows a proclivity for a reductionist view of animals, as if 

regarding them as receptacles of “meanings,” and inevitably impairs the corporal presence of 

the animal—the living creature that frolics along the shore, sniffs the carcass of another 

miserable dog, urinates onto the “unsmelt rock,” and suffers the casual violence of its owner. 

Leopold Bloom is the opposite of Stephen regarding this point. Whatever his motive 

may be—whether it is “genuine” kindness, philanthropic spirit, masochism, or calculating 

pragmatism—his gaze foregrounds the animals as living beings. Bloom’s questions arising 

out of spontaneous curiosity—“[w]onder what I look like to her” (U 4.28-29), “[w]hat is that 

[bat] flying about?” (U 13.1117): “what they [bees]’re always flying for” (U 13.1143)6—not 

only indicate the way out of Stephen’s solipsism, but adumbrate the Uexküllian Umwelt and 

the concerns of the Nonhuman Turn; how is the world felt and what does it looks like from 

the viewpoint of non-human entities?  

The “animal’s eyes” in the texts often illustrate this. The last part of the prelude of A 

 
corresponding to the rhythm of waves, showing Joyce’s meticulous craftsmanship. For details, see Yoshimi 
Minamitani, “Fear of Rabies and a Failed Rescue in “Proteus”: Dogs as Modern Animals in Ulysses,” Joycean 
Japan, no. 26, 2015, pp. 9-12. 

5 Wim Van Mierlo, “The Subject Notebook: A Nexus in the Composition History of Ulysses—A Preliminary 
Analysis, Genetic Joyce Studies, vol. 7, 2007. http://www.geneticjoycestudies.org/articles/GJS7/GJS7mierlo. 
See also Budgen’s recollection: “He is the mummer among beasts—the Protean animal.” “Weininger says 
something about the imitative nature of the dog in his Über den letzen Dingen [sic],” I remembered. “He 
does?” said Joyce. “This one mimics the other animals while Stephen is watching him” (Budgen 53). 

6 Joyce’s fascination with apian language via Maeterlinck’s La Vie Des Abeille (The Life of the Bee ,1901), see 
the interesting discussion in Rachel Murray, “Bellines: Joyce’s Apian Aesthetics,” Humanities (the special 
issue of “Joyce, Animals and the Nonhuman”), vol. 6, no. 42, 2017, pp. 1-15.  
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Portrait (P 1.1-41) depicting young Stephen’s castration anxiety about his eyes being 

removed is followed later by expression of his fear of a murderous black dog that they say is 

wandering at night “with eyes as big as carriagelamps” (P 1.428).7 Stephen is threatened 

with losing his own vision and terrified by fearsome dog eyes, and of course he is not 

concerned with how they see the world. On the other hand, when Bloom encounters animals, 

he tries to see the world in which he is the object or target of animal gaze—the cat’s “green 

flashing eyes (U 4.23), a horse’s “full buck eyes” (U 5.214), the vengeful “eyes of that cow,” 

(U 8.535-36) and “his [Garryowen’s] eye [being] all bloodshot” (U 12.710). Through his 

doubled vision another world opens up before the readers, one that cannot be seen by humans, 

but only imagined and therefore intangible, but certainly exists; the reconstruction of Joyce’s 

Dublin needs this world—what is left unknown. 

Conceived in this way, it turns out that the absence of animals in Dubliners means the 

absence of the gaze to foreground them. For example, the opening sentence of “Two Gallants” 

depicting “[t]he streets, shuttered for the repose of Sunday, swarmed with a gaily coloured 

crowd” (D 38) does not denote that the street contains no animals. It is simply devoid of a 

narrator or an individual, like Bloom, who is willing to mention them. But perhaps Joyce 

intentionally excluded animals from the short stories because they unwittingly bring into the 

text the myriad realities relating to themselves—so overwhelmingly that the author cannot 

take command of them.  

In Ulysses, Joyce took the opposite approach, putting Bloom into his Dublin in order 

to make him present the other worlds therein. See how he enlarges and multiplies the world 

before him when imagining the tour inside a brewery:  

 
7 The vision foreshadows Stephen’s own cynophobia displayed at the end of the book. Still young Stephen here 

is haunted by famous “black dog” discourse, whose variant forms and tales are literally ubiquitous in the 
world. For the type, location, symbol analysis of the legendary creature “witnessed” in the British Isles, see 
Ethel H. Rudkin, “The Black Dog,” Folklore, vol. 49, no. 2, 1938, pp. 111-31; Theo Brown, “The Black Dog,” 
Folklore, vol. 69, no. 3, 1958, pp. 175-92; Barbara Allen Woods, The Devil in Dog Form: A Partial 
Type-Index of Devil Legends (Folklore Studies 11), U of California P, 1959; Sheilagh Quaile, “‘The black Dog 
that Worries You at Home’: The Black Dog Motif in Modern English Folklore and Literary Culture,” Great 
Lakes Journal of Undergraduate History, vol.1, no.1, article 3, 2013, pp. 37-61. For the Dublin folkloric of 
black dog, see Patrick F. Byrne, “Ghosts of Old Dublin,” Dublin Historical Record, vol. 30, no. 1, 1976, pp. 
26-36. 
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Be interesting some day get a pass through Hancock to see the brewery. 

Regular world in itself. Vats of porter wonderful. Rats get in too. Drink 

themselves bloated as big as a collie floating. Dead drunk on the porter. Drink 

till they puke again like christians. Imagine drinking that! Rats: vats. Well, of 

course, if we knew all the things. (U 8.46-50: emphasis added) 

From a word vat, the natural rhymester evokes a rat that caught his eyes in the cemetery in 

the morning—“[h]e looked down intently into a stone crypt. Some animal. Wait. There he 

goes” (U 6.971-72)—and dreadfully imagines it running around the brewery, “[r]egular world 

in itself,” sneaking inside a vat and drinking the porter.8 Notable is the last sentence of the 

passage in which his stream-of-rhyming consciousness foregrounds the myriad realities, “all 

the things” that a vat may contain: a vivid illustration of the possibility that even a single 

word contains a world in itself (see also Joyce’s interest in the world seen from animals: “You 

might as well say that a rat in a sewer knew the world” [SH 215]).  

Like the rat, modern animals are inconspicuous, yet literally ubiquitous. They may 

run around inside the stone crypts in a cemetery, or lie at our feet like the “cracking wrack 

and shells” (U 3.10-11) washed by the polluted waters of the River Liffey; they may fly 

through the sky and look down on the streets, may hide in lanes and alleys, or be piteously 

dumped into the canal; they may sleep on a cozy bed and be kept inside a sheltering home. 

They may be “caged” in zoos, depicted on posters and signs, or transmigrated into inanimate 

objects like candles, soap, margarine, leather seats, piano keys, umbrella handles, bookmarks, 

hat ornaments, drumskins, cat or dog food. Those animals will be inevitably found out with 

surprise as if they had been seeing us from above, beneath the ground, behind, or even inside 

us; they had been there long before, only left marginalized and unnoticed, as is encapsulated 

in Leopold Bloom’s first words in Ulysses: 

—O, there you are. 

 
8 Thematically his imagination is linked with the food adulteration issue in this episode (“Lord knows what 
concoction”; U 8.749-50). 
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Appendix I: Dog Map 

 

The “Dog Map”, adapted with formal permission from an 1899 colored map in Thom’s 

Directory (distributed by Ian Gunn), shows on the map of Dublin the major dogs depicted or 

mentioned in Joyce’s novels. Below are some notes regarding the dogs.  

The dogs are diverse in character and breed but can be roughly categorized into two 

groups: dogs under the care and control of owners or keepers (# 1, 6, 10, 12, 14, 16) and stray or 

vagabond dogs, including dead ones, in the lanes and streets of the city (#2, 5, 7, 9, 11, 13, 15, 

17, 18). However, some dogs are similar in their owners and circumstances. In the Mullingar 

episode in Stephen Hero, Mr. Garvey, a reporter for Westmeath Examiners, keeps a fox terrier 

(#1). Garvey is based on the real-life Michael Tobin, a nationalist reporter of a Dublin 

newspaper. Tobin’s fondness for crubeens (pigs’ feet) was famous among his fellows and his 

carrying of them in his pocket often caused troubles with hungry dogs. Such stories might have 

inspired Joyce to write the nighttown episode of a dog (#15) following Bloom for crubeens (L. 

Daly 48-49). In Stephen Hero, Mr. Garvey, Nash, and Stephen set out for a walk with the terrier. 

On reaching the canal bridge, they notice a crowd of people gathering on the bank; the body of 

a drowned woman who had escaped the asylum had been found. The terrier tries to sniff the 

decomposed body, but is prevented by a forceful kick from Mr. Garvey. Other dogs suffer the 

same brutal disciplinary control. The live dog (#5) on Sandymount Strand, called by the 

abusive name “Tatters,” also tries to sniff the dead dog (#4) and gets “a blunt bootless kick” 

from its unnamed owner (U 3.354-55). In “Cyclops,” the menacing mongrel Garryowen (#14) 

likewise gets kicked in the ribs by the nationalist Citizen for merely growling. The Citizen is in 

charge of the dog in place of its real owner, Giltrap, the maternal grandfather of Gerty 

MacDowell. The Circean Dog (#15), transformed as a liver-and-white spaniel, follows Stephen 

gets kicked by Lynch (“Lynch scares it with a kick”; U 15.100-01). 

Companion or pet dogs (#10, 12, 16) stand in clear contrast to such poor canine 

creatures. They are lavished with love and care, and each has a place in Bloom’s memory or 

awareness. On seeing the Dogs’ Home at the Grand Canal while riding in a funeral carriage, 

Bloom recalls his father Rudolf Bloom (Virag)’s beloved dog Athos (#10) as well as part of his 
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suicide note: “Be good to Athos, Leopold, is my last wish” (U 6. 125-26). The dog “pined away” 

after his owner’s tragic death. It is uncertain whether Bloom was present at the death of the dog, 

or left it to the Dogs’ Home. 

In the episode “Lestrygonians,” the cold nose of Nosey Flynn reminds Bloom of the 

cold doggy nose of the Skye terrier (#12) that the late old Mrs. Riordan had at the City Arms 

Hotel, where Bloom and Molly lived in parts of 1893 and 1894. A smaller lap dog was sold as 

“suitable little pet for a lady or children.”1 Bloom recalls “Molly fondling him [the Skye 

terrier] in her lap”; U 8. 848-49), while Molly describes the dog “smelling my fur and always 

edging to get up under my petticoats especially then [menstruation]” (U 18.14-15). Another 

dog Bloom recollects is “the poodle in her [Dancer Moses] lap,” which Bloom and Molly 

glanced at near Leopardstown (U 15.573) from a gig. To this group, we may add a fact that 

Milly, Bloom’s daughter who is working in Mullingar, “[w]ants a dog to pass the time.” (U 

4.451-52)  

On the other hand, dogs (#2, 5, 7, 9, 11, 13, 15, 17, 18) do not have identifiable owners, 

and most of all are presumably considered to be stray, vagabond, and ownerless. In general, 

they are, far from being “sentimentalized,” given traditional images and depicted as unsanitary 

and having an unpleasant smell, or displaying brute ways of eating and displaying raw sexual 

urges. In Stephen’s memory, for example, the rancid rags worn by prostitutes blended together 

with dogs’ bestial odors; “the tanyard smells” and “an archway where dogs have mired” (#7) in 

Fumbally’s lane in the Liberties (U 3.375-80; 7.923-29). The swampy ground littered with 

stray dog droppings belongs to the dirty Dublin, smeared with “dust, horsedung and 

consumptives’ spits” that Mulligan depicts (U 1.412-14), or the “[u]nwholesome sandflats…, 

breathing upward sewage breath” where Stephen walks (U 3.150-51). The carcasses of dogs 

(#5, 11) at waterside add to the contamination of the urban scene. Elsewhere in the Liberties, 

when the Blooms once lived on Raymond terrace in 1893, Molly witnesses copulating dogs 

(#8). “Two dogs at it” by the wall of the Richmond Bridewell prison sexually aroused her, and 

Bloom thinks their own intercourse that followed to the conception of their son Rudy (U 

 
1 See “Lovely Little Skye Terrier.” Irish Times, June 16, 1873,  

www.irishtimes.com/newspaper/archive/1873/0616/Pg001.html#Ar00130. Accessed January 31, 2019. 
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6.77-78). Stray dogs do not hide their lust and appetites. In “Lestrygonians,” sickened by the 

bestial manner of the “dirty eaters” at Burton on Duke Lane, Bloom leaves the restaurant, and 

then sees outside a terrier that ravenously ruminates what it has vomited. Two dogs (#15 and 

17) are the ones that benefit from Bloom’s generous acts of feeding. When he offers crubeens 

that he has bought, the Circean dog (# 15) in the nighttown becomes Fido, Garryowen, a 

wolfdog “with begging paws.” The dog with a lame paw (#17) that Bloom brings home is a 

stray. He recalls the incident of the dog, which caused an altercation with Molly, when they 

were living on Ontario terrace. 

In the “Circe” episode, a number of dogs of different breeds appear. The most notable is 

the aforementioned stray dog (#15) that follows Bloom, walking after Stephen and Lynch, and 

continually changing its identity. While the Protean mongrel dog metamorphoses into many 

kinds of animals, the Circean dog transfigures itself into various canine breeds, choosing roles 

pertinent to the scene, such as the “liver and white spaniel” (U 15.100), retriever (U 15.247-48; 

659-60; 4723; 4753; 4774), “sniffing terrier” (U 15.356; 532), wolfdog (U 15.663-34), setter 

(U 15.667), mastiff (U 15.672-74), “towser” or bulldog (U 15.691-93), boarhound (U 15.706), 

greyhound (U 15.708), beagle (U 15.1204-05), dachshund (U 15.1206), and finally Paddy 

Dignam.   
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Appendix II: Cattle & Horse Map 

 

The “Cattle & Horse Map” is making use of 1899 colored map in Thom’s directory, 

distributed by in the website Joyce Tools in honor of Clive Hart. Note that “Horse Map” does 

not include oft-talked about race horses as well as those mentioned in character’s personal 

recollection or dream (e.g. U 10.551-67; U 13.891-92; U 15.545-52; U 15.569-74; U 

15.1064-65; U 17.903-06), instead focusing on working horses and carriages that actually 

show up in scenes. I assigned numbers to the horses or carriages that can be identified in their 

approximate location. For further accuracy in locating horses, I referred to Ian Gunn and 

Clive Hart’s James Joyce’s Dublin: A Topographical Guide to Dublin of Ulysses (Thames 

and Hudson, 2014), and Robert Nicolson’s The Ulysses Guide Tours through Joyce’s Dublin 

(New Island, 2002). For references and allusion to horses in Ulysses, see also Rafael I. García 

León’s article (1997). 

Once the characters begin to walk in the city-space of Dublin, horses and carriages 

appear from here and there. As soon as the fifth episode “Lotus Eater” begins, Bloom passes 

by lorries (#1) [horse-drawn carriage] along sir John Rogerson’s quay. He then sees the 

“outsider” (#2) or two-wheeled jaunty car before the door of the Grosvenor Hotel (U 5.98-99), 

one of whose occupants, a woman, incites his voyeurism. After parting M‘Coy, a secretary to 

the City Coroner, Bloom passes the hazard on Brunswick street nearby Meade’s yard, and 

sees the old drooping horses (#3) in “sweet oaten reek of horsepiss” (U 5.213-20), which 

constitutes the “smellscape” of the city with horsedung on the pavement on the streets. 

“Hades” also starts with a funeral carriage (#4) whose creaking box, rattling, clattering 

wheels, and clip clop hooves sound of the horses ringing on the cobbled causeways Joyce 

carefully inscribes on the first two pages (U 6.24-32, 47, 69). A coach and three carriages 

start from Dignam’s house in Sandymount, and pass by the hazard near Meade’s yard (#3) (U 

6.171-74), where Bloom was an hour ago. Jarvies there also raise their hats to show respects 

to the late Dignam. From the Rotunda Corner, a mourning coach led by white horses (#5) [a 

token for the deceased being children; Gifford 111] appears (U 6.321-34), and at Dunphy’s 

corner at the intersection of North Circular and Phibsborough roads, Bloom sees other 
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mourning coaches (#6) that have come back from the cemetery, pausing for a repose (U 

6.428-30). On Phibsborough road (U 6.436-37) also appears an empty hearth that, which 

must have just unloaded a corpse in the cemetery (#7), looking relieved to Bloom. Passing by 

the Crossguns bridge over the Royal canal, Bloom catches sight of “a slacktethered horse” 

(#8) on the towpath, which leads to Mullingar where his daughter Milly is. Bloom conceives 

a short trip along the canal to the town by bicycle, a modern vehicle in this age (U 6.438-49). 

Then, a team of horses (#9) from Finglas carrying a granite block from quarry appears. 

Bloom notices one of them has dull eyes, and infers—through his “veterinary gaze” (David 

Rando)—that the symptom is caused by the horse collar compressing the vessel of its neck, 

and cares their daily burden for carrying so many corpses: “Do they[horses] know what they 

cart out here every day? Must be twenty or thirty funerals every day” (U 6.507-16). Bloom 

then overhears a donkey bray and thinks it is going to be rain (U 6. 837-38), just like his 

forecasting thunder from the cat’s washing the back of her ears (U 4.458-59): his belief that 

animals can perceive what human cannot. 

Throughout the seventh episode “Aeolus,” vibrant city-noises of the modern Dublin 

would be heard. It begins with the noise of trams and bowling voice of the timekeeper of the 

Dublin United Tramway Company around Nelson pillar. Electric tram is a new transportation 

vehicle put into service in 1896, dispelling horse-tram from the city of Dublin five years later 

(Kearns 49). Nearby in North Prince’s street (#10) facing on the south side of the General 

Post Office parks “His Majesty’s vermilion mailcars,” into which “sacks of letters, postcards, 

lettercards, parcels” are flung loudly; in the same street, draymen rolls barrel out of Prince’s 

stores and thud them onto the brewery float (presumably drawn by horses) (U 7.14-24). At 

the end of the episode, the electric tram was temporarily out of service owing to the short 

circuit. Accordingly a wide variety of conventional cars: “Hackney cars, cabs, delivery 

waggons, mailvans, private broughams”—are vivified into use with “rattling crates of bottles, 

rattled, rolled, horsedrawn, rapidly” (#11) (U 7.1043-49). 

In “Lestrygonian,” Bloom is stalked with his concern over the secret affair this 

afternoon between Molly and Hugh Blazes Boylan at his house. He tries to suppress it 

somehow, though, since this morning, the jingling sound of “the loose brass quoits of the 
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bedstead” (U 4.59, 304) has been an unpleasant reminder of the affair. In this episode “jingle 

of harnesses” “Jingling harnesses,” and “Jingling, hoofthuds” (U 8. 615, 634, 641) of horse 

carriages make Bloom imagine the creaking bed for Molly and Boylan, who is by the way the 

son of horse dealer, a character repeatedly associated with horses (Rathjen 174). On Dawson 

Street, Bloom notices a drooping horse of Prescott’s dyeworks (#12) van pulled over before 

Drago’s (U 8.1082-83). When helping a blind stripling cross the street, Bloom pays attention 

for the man’s cane not to touch the horse’s legs for fear that the animal should kick them, 

caring the burden of the horse: “. . . tired drudge get his doze. That’s right. Clear. Behind a 

bull: in front of a horse” (U 8. 1075-1100).  

The ninth episode “Scylla and Charybdis” where Bloom does not show up except at 

the last part has no mention of working horse. Of course, it can be ascribed primarily to the 

location of the National Library. However, we may consider the significance that Telemachia 

and this episode that put Stephen in center have no working horse references.  

“Wandering Rocks” mentions a great number of working horse other than the 

cavalcade of the lord lieutenant general and general governor of Ireland (#13). Father 

Conmee finds an idyllic sight that a bargeman is smoking, siding “a towhorse with pendent 

head” for turfbarge (#14) is reposing under the poplar tree of Charleville Mall along the south 

bank of the Royal Canal, and thinks that Irish bogs is the God’s providence so that “men 

might dig it[turf] out and bring it to town and hamlet to make fires in the houses of poor 

people” (U 10.101-06). As Kearns aptly says, “It must be remembered that well into the late 

1940’s, most deliveries of coal, bread, milk, turf, and other basics were made by horse-drawn 

vehicles” in Dublin (58). Before Trinity College and the Bank of Ireland pass two cars 

packed with tourists (#15), above which pigeons are flying (U 10.340-43). On Mary’s abbey, 

Ned Lambert slaps a horse’s “piebald haunch” of the transport company O’Connor, Wexford 

(#16) (U 10.431-52). This may be difficult for present readers to understand, but it was a 

typical encouragement to draft animals: “. . .as animals were driven past, many onlookers, 

children and adult alike, would pick up a stick or folded newspaper and give them a prod 

along their way (Kearns 58). Outside the Dublin Distillers Company’s stores on the corner of 

James’s street and Watling street, Tom Kernan, commercial traveler, notices an outside car 
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(#17) with the reins knotted to the wheel but without fare or jarvey stands: “Damn dangerous 

thing. Some Tipperary bosthoon endangering the lives of the citizens. Runaway horse” (U 

10.773-77). Martin Cunningham, a Dublin Castle official section, sees a castle car (#18) 

busily moving from the Castleyard gate to Lord Edward Street to upper Exchange street and 

finally to Essex gate. At the last part of the section, John Wyes Nolan saw the cavalcade 

passing on Parliament street (U 10.956-1041). Almidano Artifoni passes by “horse repository, 

commission, and livery establishment,” Sewell’s yard (#19) on Mount Street Lower (U 

10.1101; Gifford 282). In the last section of this episode, the tram and Spring’s (coal factors 

and carriers) big yellow furniture van stop in front of the cavalcade (U 10.1209-10); Mrs 

Breen near the statue of King Billy’s horse on College Green protects her hasting husband 

from the hoofs of the outsiders of the cavalcade (U 10.1231-33). In general, the cavalcade 

horses prance lively and gaily in the streets, quite unlike the other working exploited horses. 

In “Siren,” the jingling sounds of a carriage (#20) constitute a collateral plot narrating 

the route of Blazes Boylan. As the two chapters of “Wandering Rocks” and “Siren 

demonstrate, moving horse carriage play role to a sort of city-guide for readers, giving the 

narrative a chance to show actual geography with street or shop places and individual names. 

In “Cyclops,” the anonymous narrator reveals his engagement at knacker’s yard under 

Joe Cuffe, the cattle trader, but got fired for his “giving lip to a grazier” (U 12.830-38). As 

will be shown in “Penelope,” Bloom sent Molly to Cuffe in order to “patch it up” (U 18. 

510-12), probably by making use of her sexual charm. The nationalist Citizen is proud of 

“our farfamed horses even today, the Irish hobbies” (U 12.1252-53). Hastened by Martin 

Cunningham, the jarvey moves off the car drawn by “the nag” (#21), and escapes the tin that 

the Citizen throws and pursuit of fierce Garryowen. “The bloody car” as the dun-narrator 

calls is finally transformed by another narrator into a chariot of Elijah ascending to heaven in 

the style of gigantism (U 12.1797, 1850-51).  

Unlike “Nausicaa” and “Oxen of the Sun” that have no noticeable references on horses, 

“Circe” employs a number of horse images, including several types of horses (“bellhorses,” 

nags, a palfrey, racehorses), carriages (brougham, hackney car and lorry), and even 

hobbyhorses. Dominant is the horses under the sadistic whip. Before two watches Bloom 
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says he reproached a tramdriver on Harold’s cross bridge for illusing the poor horse (#22) (U 

15.699-700), while he himself becomes a horse to be and whipped ridden (U 15. 322-23). He 

is accused of his having once begged women “to bestride and ride him, to give him a most 

vicious horsewhipping,” and threatened to be whipped and even vivisected (U 15.1057-1119). 

Sadistic threat is accelerated by the appearance of Bella Cohen, a whore mistress. 

Masochistic Bloom is completely succumbed to Bello (masculinized Bella), who renders him 

to a horse, threatening, “I shall have you slaughtered and skewered in my stables and enjoy a 

slice of you” (U 15. 2898-99). Bello fart on his face, astride on Bloom on four, pressing him 

“with horseman’s knees,” and sings two equestrian nursery rhymes, “Ride a cockhorse to 

Banbury cross,” and “This Is the Way the Ladies Ride (Gifford 502-03). Like “Cyclops,” and 

“Eumaeus,” as we shall see, “Circe” finds exit with horse-carriage. At the last part of the 

episode, Corny Kelleher appears with his carriage (# 23), and offers their ride, though the 

destination does not match him. In reaction to Kelleher’s “safe home,” the horse neighs, 

“Hohohohohohoh! Hohohohome!” (U 15.4879, 4899) Their having faded into “the tooraloom 

lane” with [t]he tinkling hoof and jingling harness” (U 15.4917), the phantasmagoria world 

begins to lower a curtain. 

The episode “Eumaeus” begins and ends with horses and jarvies, the central location 

being a cabman’s shelter. Having escaped the Circean chaos, Bloom suggests to Stephen that 

they go to cabman’s shelter under the Loop Line bridge near Butt bridge over the Liffey (U 

16.9-9), and sets off from the Beaver street. They pass from farrier’s, a specialized business 

for shoeing and caring horse’s hooves, and to Montgomery street with “the distinctly fetid 

atmosphere of the livery stables” (#24) (U 16.22). Bloom tries to catch a carriage, but only to 

find an empty fourwheeler (#25) pulled over before the North Star Hotel on Amiens street 

without a fare or a jarvey, hence not available for them. When they pass before the sentry 

under the Loop Line bridge, en route to the hazard, John Corley appeared and begs Stephen 

for money help. As seedy it is, he says he has seen Bloom “a few times in the Bleeding House 

[a pub in south-central Dublin] in Camden street with Boylan” (U 16.198-99). The accuracy 

of Corley’s witness and the pub name left mooted in Joyce scholarship (Adams 205-06, 

Gifford 537; Hannay 343-44; Piwinki 285-88). The name is widely said to be derived, for one 
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thing, from the cure method of “stagger,” a horse disease, by bleeding the back of ear by a 

farrier; for another thing, from the episode that Cromwellian forces brought their wounded 

horses to the old hostelry during the Battle of Rathmines in 1649. The sign used to be “a 

white horse, out of whose neck there spouted a crimson cascade” (qtd. in W. S. Joyce, 

493-94n12). Bloom and Stephen enters the cabman’s shelter whose master is allegedly 

Skin-the-Goat, where “the hoi polloi of jarvies or stevedores” and other customers gather (U 

16.335). The short stay here later makes the bourgeois protagonist conceive of the idea he 

could write an essay about the lives of working class, with a condescending title “My 

Experiences in A Cab Man’s Shelter” (U 16.1231). Among the customer is a sailor with red 

beard. While the others talk about sea accidents and shipwrecks, this man with incredible 

stories suddenly goes outside and, despite of other people’s suggestion to use “male urinal” 

nearby—public toilets newly built under the sanitary policy of “cleansing committee”—he 

releases himself “closer at hand.” It causes a chain reaction in literally chaining lengthy 

sentences (U 929-40; 940-52); the noise and the splashing of his “bilgewater” wakes up a 

horse of the cabrank nearby (#26), whose jingling harness sound in turn wakes up the 

watcher Gumley who was sleeping in the sentry (U 16.899-952). Leaving the cabman’s 

shelter, Bloom brings Stephen to his home at 7 Eccles street. Past Beresford place, they see a 

horse (#27) with sweeper approaching. The creature showed up from the darkness robs 

Bloom of the noun a horse, and looms itself—again through his “veterinary gaze”—as “a 

different grouping of bones and even flesh,” “a fourwalker, a hipshaker, a blackbuttocker, a 

taildangler” (U 16.1781-85). Bloom thinks it is a pity for him not to bring a lump of sugar to 

give “such a good poor brute.” Lastly, “Eumaeus” becomes one of the four episodes whose 

ending is related with discharging bodily wastes (piss at “Proteus,” feces at “Calypso,” fart at 

“Siren,” and dung at “Eumaeus.” Just like the Dublin Fire Brigade setting fire (U 15.1930-31), 

the horse with a cleaning sweeper lets fall “three smoking globes of turds” on the ground, 

creating a modern land/sound/smellscape of “a strand of mire” (U 16.1874-82), or “the streets 

paved with dust, horsedung” (U 1.413). 

In literary fiction, horses as live animals are usually made invisible behind the 

description of the carriage and jarvies, and that sometimes makes readers overlook their 
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actual presence. However, as this “Horse Map” shows, they do exist as Dublin’s denizens in 

scenes. This is the attempt to foreground the horses so that their labors in transporting 

passengers distributing commodities, delivering letters and packages in postal service, and 

other ceremonial could be made visible in the contemporary topography. Although spatial 

density looks high in the City Centre, it denotes Bloom’s gaze and his walking around make 

“the poor animals” visible. Without horses and Bloom’s gaze to find them, such Joycean 

devices as encounters, parallelism and intersections would be all impossible; the wheels of 

socio-economic activities would cease to stop, and the city music consisting of various 

sounds would be much quieter and charmless.  
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