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Some Textual and Factual Discrepancies in James 
Joyce's Ulysses

The Blooms’ Several “First Nights”

Luca Crispi

Abstract: This essay investigates how in Ulysses James Joyce created 
several textual, biographical, temporal, and topographical discrepan-
cies at the narrative origin of Leopold Bloom and Molly Tweedy’s life 
together. The textual and contextual evidence indicates that there were 
two ǻor possibly moreǼ ȃirst nightsȄ ― diferent irsts on diferent eve-
nings ― for the soon to be ”looms. This is one of the many instances in 
the book when the ȃfactsȄ in the iction ― as well as some of the seem-
ingly analogous facts outside the novel ― do not cohere. The genetic 
study of this kind of temporal and spatial slippage in the book’s pur-
portedly coherent texture challenges readers’ preconceptions about 
the ixity of the characterȂs life-stories in the narrative and uncovers 
some of the ways in which Joyce relied on the names and some facts 
derived from the lives of real people in a variety of often unexpected 
ways to create the life-stories of his ictional characters. Keywords: 
genetic criticism, composition history, characterization, topography 
(Dublin), James Joyce.

Oћђ ќѓ tѕђ юяіёіћє cruxes in Ulysses is a seemingly simple ques-
tion: when and where did Leopold ”loom and Marion Tweedy irst 
meet? When readers sum up the evidence in the book about their 
irst night, it seems that there were indeed two (or possibly more) 
ȃirst nightsȄ ― diferent irsts on diferent evenings ― for the 
soon to be Blooms.1 It might be surprising that even careful read-
ers could be confused about this happy occasion, but what may 
be considered a more critical fault in Ulysses is that it seems that 
Bloom himself is of two minds about the date and location of this 
momentous event. The textual history of these scenes indicates that 
it was James Joyce himself who was imprecise about these facts in 
the novel, and this narrative inconsistency will always be part of 
Ulysses. This kind of slip-up should not surprise readers about any 

1 Carl Niemeyer notes this discrepancy, but as far as I know it has not 
been discussed elsewhere (Niemeyer 1976, 178). 
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author or any book; therefore, this essay investigates some of the 
reasons why this sort of discrepancy does unsetle our conceptions 
of Joyce and of Ulysses. 

According to the various retellings of these stories, Leopold and 
Molly must irst have met sometime between July ŗŞŞŜ and May 
ŗŞŞŝ, but exactly when cannot be irmly established. Clearly, the 
slippage of almost a year marks quite a diference in the lives of the 
”looms as ictional characters, and thus also in the readerȂs under-
standing of them. “lso, it seems that they could either irst have 
met at the home of Luke Doyle in Dolphin’s Barn or at Mathew 
Dillon’s home in Roundtown.2 Although Leopold and Molly met 
often in the homes of both these friends while they were court-
ing for over a year, the question of where they irst met remains 
unresolved in the published work. On a minimialist chronologi-
cal listing of some of the key events in Ulysses that Joyce prepared 
while inishing the book in Paris in ŗşŘŗ, he wrote in part ȃcharades 
DolphinȂs ”arnȄ for ŗŞŞŜ, and simply noted ȃMat DillonsȄ for ŗŞŞŝ 
(NLI MS 36,639/05B, p. [10v]).3 This suggests that Joyce maintained 
that Leopold and Molly irst met at a game of charades at Luke 
Doyle’s home in Dolphin’s Barn and continued to see one another 
there, and then they also met in Mat Dillon’s garden in suburban 
Roundtown the following year.4 But the facts as they are presented 
in the novel make a muddle of this clear chain of events. Like much 
of the preparatory material for Ulysses, even this late schematic list 
is not an accurate guide to the dating of some of the events in the 
published work. This is one of the many instances in Ulysses when 
the ȃfactsȄ in the iction ― as well as some of the seemingly analo-
gous facts outside the novel ― do not cohere. 

2 “dding to the topographical luidity, Joyce names the suburb just 
outside Dublin city centre where the Dillons are supposed to live as Round-
town in the ȃHadesȄ, ȃ“eolusȄ, ȃOxen of the SunȄ and ȃIthacaȄ episodes, but 
calls it Terenure in ȃ“eolusȄ and ȃSirensȄ. It is now called Terenure.

3 This notebook is one of almost two-dozen Joyce manuscripts acquired 
by the National Library of Ireland (NLI MSS 36,639/01–19) that are catalogued 
as the ȃJoyce Papers ŘŖŖŘȄ ǻsee Kenny ŘŖŖŘ and htpǱ//catalogue.nli.ie/Record/
vtls000194606). Unless indicated by square brackets as here, all manuscript 
citations follow Joyce’s pagination of the document. For further information 
about these manuscripts, see Crispi 2011 and 2013.

4 “lthough Joyce abbreviates Mathew DillonȂs irst name as both Mat 
and Mat in his notes and manuscripts, he is Mat Dillon in Ulysses.
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Among other things, a genetic study of precisely these kinds of 
temporal and spatial slippages in the book’s purportedly coher-
ent texture challenges readersȂ preconceptions about the ixity of 
the character’s life-stories in the narrative. Such a genetic approach 
also questions the stability of the charactersȂ subjective identities 
and intersubjective relationships as they are represented in Ulysses. 
Furthermore, delving into these stories uncovers some of the ways 
in which Joyce relied on the names and some facts derived from the 
lives of real people in a variety of often unexpected ways to create 
the life-stories of his ictional characters. 

Close readings of how Joyce represents his characters in vari-
ous manuscripts versions reveals that he often altered both when 
and where events happened. Unsurprisingly, the process by which 
he established the temporal and spatial coordinates of the events 
in the characters’ lives was a complex endeavour. On some occa-
sions, elements of certain scenes remained luid while, on other 
occasions, these elements became stabilized at least temporar-
ily. Ultimately, there is the inevitable juncture when the elements 
became anchored in the text as readers recognize and remember 
them in the published work. Because each of these stages can be 
critically diferentiated, an analysis of their variations opens up 
further contexts for critical interpretations. While various forms of 
historicist and post-structuralist readings have explored the textual 
and factual luidity of Ulysses, only a genetic approach can provide 
the necessary evidence to substantiate either or both of these 
conceptual frameworks.

One or more games of charades

Whether we read the book from cover to cover or trace the evolu-
tionary history of the stories in the manuscripts, we come across 
the initial account of Leopold and MollyȂs so-called irst night in 
ȃCalypsoȄ, the fourth episode of Ulysses. This recollection of the 
pivotal scene occurs in one of the earliest surviving manuscripts 
that feature the Blooms: the episode’s Rosenbach manuscript, 
which Joyce wrote in Zurich in February 1918.5 While Joyce had 

5 This mixed fair copy manuscript has been reproduced in colour as 
Ulysses: A Facsimile of the Manuscript (Joyce 1974). The Rosenbach manuscript 
is cited throughout by episode and folio number, except for the ȃIthacaȄ and 
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certainly worked out some of the facts of the lovers’ stories before 
this manuscript, it is clear that they kept changing as he continued 
writing. Even though the contours of the scenario do not change 
signiicantly, when the precise textual and narrative evolution of 
this scene is uncovered, the resulting insights alter our understand-
ing of Ulysses. On its earliest version on the Rosenbach ȃCalypsoȄ 
manuscript, Bloom thinks to himself: “Young still. The same young 
eyes. The irst night after the charades at DolphinȂs ”arnȄ ǻf. ŗŖǲ my 
italics; see U 4.344–5).6 

There is another reference to what is presumably this same irst 
night in the eighth episode, ȃLestrygoniansȄ, when ”loom runs 
into Josie ”reen ǻnée PowellǼ on Westmoreland Street. “lthough 
the facts of the event remained consistent, Joyce is less certain 
about who this character is in the scene on the episode’s Rosenbach 
manuscript, which he wrote from January to July 1918. There he has 
”loom think to himselfǱ ȃFloey Powell that wasȄ ǻf. ŝǲ see U 8.273). 
Throughout the writing and rewriting of Ulysses, Joyce reassigned 
events, actions, thoughts, and feelings to diferent characters in his 
work. For example, in this case he put together parts of the names 
of what became two diferent characters in Ulysses: Floey Dillon 
and Josie Powell. These characters share the basic ictional fact that 
they were Molly Tweedy’s young Dublin friends, but their names 
ǻif not their ictional identitiesǼ already had complex associations 
in the historical Dublin of Joyce’s youth.7 Therefore, a reader who 
expects to discover a more or less direct correlation between Joyce’s 
iction and the factual context to which it possibly refers might 
presume that these characters would have ready-made, distinct 
histories in Ulysses. On the contrary, given the limited extent of 

ȃPenelopeȄ episodes, which  are cited by JoyceȂs pagination.
6 References to Ulysses are abbreviated as U and cited in the standard 

format by the episode and line number(s) of the Gabler edition (Joyce 1986). 
Joyce further revised these sentences twice on the same (now missing) type-
script pageǲ irst, from February to May ŗşŗŞ, for its appearance in the Litle 
Review (issue V.2: June 1918), and then again at the start of 1921 for Ulysses 
ǻParisǱ Shakespeare and Company, ŗşŘŘǼ.

7 For example, Joyce revealed the complex connections between the vari-
ous characters in his work and the real life Powell family in a Řŗ December 
ŗşŘŘ leter to his aunt Josephine MurrayǱ ȃMajor Powell ― in my book Major 
Tweedy, Mrs ”loomȂs fatherȄ ǻJoyce ŗşśŝ, ŗşŞǼ. For further information on 
Sergeant-Major Powell, see Ellmann ŗşŞŘ, ŚŜ and śŗş, as well as Tierney ŘŖŗř.
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their elaboration at this stage in the genesis of the stories about the 
”looms, neither character was as fully diferentiated as a reader of 
the published work might suppose. 

The cumulative textual evidence suggests that Joyce did not 
simply make this transposition of characters’ names and identi-
ties through inadvertence, but rather that the issue of a character’s 
name (and therefore, as far as the reader is concerned, her history 
and identity) was often fundamentally adaptable for long periods of 
time until the irst edition of the book was published on Ř February 
ŗşŘŘ. Nonetheless, as Joyce continued to write, Josie Powell ”reen 
and Floey Dillon did become more fully determined, ultimately 
becoming the characters that readers of Ulysses conidently recog-
nize as such. In this case, he simply changed Josie Breen’s maiden 
name to Powell on a missing typescript page before this section of 
the episode appeared in the Litle Review in January 1919 (V.9, p. 
34). With this transformation, Joyce stabilized her identity in the 
still evolving plot and, thereby, also left Floey Dillon aside, only to 
include her later in other stories that he would write for the book. 

Typical of the way in which Joyce wrote Ulysses, whereas 
the lexical elements and most of the facts of the scene were rela-
tively ixed, the names of the characters who participate in the 
scene remained malleable until some other speciic advance in 
the narrative made it necessary for him to explicitly distinguish 
them. In general, at least initially Joyce was less concerned with 
assigning names to most of the minor characters than he was with 
elaborating other elements of a scene. Subsequently, as he consoli-
dated the thoughts and actions with a speciic characterȂs name, 
he provided a semblance of greater solidity and stability to the 
world of Ulysses as a whole.  For example, two and half years after 
Joyce wrote the previous mention of ȃthe irst nightȄ of charades in 
ȃCalypsoȄ, he connected ”loomȂs memory of the young Josie with 
the pleasant games at Luke DoyleȂs home. On the second seting of 
ȃLestrygoniansȄ in proofs for Ulysses, he added these sentences to 
the  already-established storyline: ȃJosie Powell that was. ^In Luke 
DoyleȂs long ago. DolphinȂs ”arn, the charades^Ȅ ǻHarvard Placard 
16.ii; U 8.273–4; see JJA 18:102).8 This enriches what Joyce had 

8 The placard proofs of Ulysses are also known as the book’s earlier galley 
proofs.  They are reproduced in black and white, high contrast photofacsimile 
in the James Joyce Archive ǻJoyce ŗşŝŝȭŝŞǼ, which hereafter is abbreviated as 
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already writen about the entertainments at Luke DoyleȂs home in 
ȃCalypsoȄ. While it is clear that something happened for the irst 
time after a night of charades in Dolphin’s Barn, what that was may 
never become fully clear. Depending on our expectations as read-
ers, what happened then and there may not mater, but let us try to 
untangle the rest of the information about the coupleȂs irst night 
in Ulysses.

In the earliest known version of Molly’s story of that evening as 
recalled in the bookȂs inal episode ȃPenelopeȄ, she seems absolutely 
certain about one thing at least: “the irst night we met in Dolphin’s 
barn when I was living in Rehoboth we stood staring at each other 
for about ŗŖ minutesȄ ǻNLI MS 36,639/14, pp. [10r]–[11r]; my italics; 
see U 18.1182–3). By the time Joyce wrote the episode’s subsequent 
extant manuscript, he further speciied that the ictional TweedyȂs 
home was on ȃRehoboth ^terrace^Ȅ when Molly and Leopold were 
courting ǻsee Rosenbach ȃPenelopeȄ MS, p. 21). This road is also in 
the Dublin suburb of Dolphin’s Barn, which means that they lived 
near the home of the ictional Luke Doyle. With such reinements 
Joyce is thereby striving to establish a greater sense of cohesion to 
the stories in Ulysses. While this is often Joyce’s goal, as we will 
see, other, competing narrative and stylistic considerations often 
thwarted his eforts.

Joyce based various elements of the stories of the coupleȂs irst 
encounters at least partially ― though just as often erroneously ― 
on the bedrock of personal and historical facts. In this case, Luke and 
Caroline Doyle, the Dubliners whose names Joyce appropriated for 
these characters, were Joyce family friends. Our understanding of 
Joyce’s practice of transforming and interweaving historical social 
facts in his iction has not developed much in the past ifty years 
since Robert M. Adams wrote that 

[t]he liberal use Joyce made of ȃpilingsȄ ― igures drawn from real 
life, upon whose more or less buried support he created the struc-
tures of his iction ― gives us good occasion to appreciate the min-
gled subtlety and boldness with which he controlled his materials. 

JJA + volume and page number). Throughout this essay, Joyce’s additions are 
signalled with matched sets of nested caret marks as followsǱ ȃtext ^added 
text^ textȄ. Placards are cited by the location of the original, the number and 
seting of text, as well as by the volume and page number in Joyce ŗşŝŝȭŝŞ.
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No general rules seem to cover the complex transformations which 
he now and then imposed on his materialsǲ sometimes we ind him 
elaborately circumstantial about the surroundings of an imaginary 
character; sometimes he presents only those few elements of a real 
character which make it seem not only imaginary but, actually cari-
catured. He divides, he multiplies, he adds, he subtracts; he draws 
freely upon his resources of his encyclopedic memory, upon the 
memories of his friends and relations, and upon a vast, undirected 
store of miscellaneous reading. The unevenness of his practice in 
maters of fact is more likely to throw a reader of balance because 
he never explains, and because, in the mater of individuating detail 
he is remarkably sparing (Adams 1962, 50).

Making sense of the narrative facts in Ulysses is already a demand-
ing process. Critical readers encounter further dilemmas when 
they try to bridge certain narrative inconsistencies with historical 
facts, and this is a good case in point. “ccording to Peter Costello, 
though he does not provide the source(s) of his information: “The 
Doyles lived in Camac Place in Kimmage, then on the atractive 
rural side of the Grand Canal at Dolphin’s Barn. Later they moved 
to Mount ”rown in Kilmainham. Much of the convincing back-
ground to the life of the Blooms was thus ready to hand for Joyce’s 
eventual useȄ ǻCostello ŗşşŘ, ŜŖǼ. ”ut the mater is not as simple as 
this. In fact, Ian Gunn and Clive Hart point out that “The charades 
in 1887 are doubly anachronistic: by 1883 the Doyles had moved to 
4 Mountbrown [sic], Kilmainham, and not long afterwards Luke 
Doyle was deadȄ ǻGunn and Hart ŘŖŖŚ, ŗŖŞ, n. ŗŜŞǼ. Most if not all 
of which information Joyce presumably knew and recalled as he 
wrote his book. Therefore, it is quite unlikely that these historically 
factual Doyles are supposed to correspond to the ones in Ulysses. 
Nonetheless, Joyce found it expedient to use their names in his 
work while at the same time contorting their life histories to suit 
his creative purposes.

Since the referential parameters are always diferent in the vari-
ous narrative contexts of the stories in the book, sweeping claims 
about Joyce’s overarching commitment to historically accurate 
detail in Ulysses are often unconvincing. This is a topic that requires 
more nuanced study as further textual and historical information is 
documented, correlated, and analysed. Regardless, these games of 
charades at the Doyles are fundamental moments in Leopold and 
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Molly’s courtship. They are obviously the earliest instances of the 
couple’s shared memories in Ulysses, and this encourages readers 
to compare and contrast the various ways in which Joyce represents 
the loverȂs irst memories together. It is from this perspective that 
the stories of the ”loomsȂ ȃoriginȄ as a couple may be considered 
paradigmatic of the complexity of the workings of the representa-
tion of textual and psychological memory in narratives, especially 
in the context of modernism. 

For example, later in the day, Bloom remembers a particu-
larly memorable game of charades that he speciically recalls 
took place in 1887, the year before they married (U 13.1107). The 
precise dating here is just the sort of detail in the stories ― which 
are otherwise quite vague and certainly luid in their manuscript 
versions ― that gives the published book the semblance of factic-
ity and unity for which it is often admired. Bloom’s memory of 
that night is recounted in ȃNausicaaȄ, the thirteenth episode.9 After 
his clandestine erotic encounter with Gerty McDowell, the lash-
ing of the Bailey lighthouse on Howth brings back memories of the 
couple’s courtship and of the momentous day when he proposed to 
Molly, in between which ”loom also thinks of his daughterȂs lirta-
tion with Alec. Bannon in Mullingar, as well as his own epistolary 
dalliance with Martha Cliford. In a complex whirl of associations, 
these thoughts also bring up the older memories of the Doyles, the 
Dillons, as well as MollyȂs father, Major ”rian TweedyǱ 

Tired I feel now. Will I get up? O wait. Drained all the manhood out 
of me, litle wretch. She kissed me. Never again. My youth. Only 
once it comes. Or hers. Take the train there tomorrow. No. Return-
ing not the same. Like kids your second visit to a house. The new 
I want. Nothing new under the sun. Care of P. O. DolphinȂs ”arn. 
Are you not happy in your? Naughty darling. At Dolphin’s barn 
charades in Luke Doyle’s house. Mat Dillon and his bevy of daugh-
tersǱ Tiny, “ty, Floey, Maimy, Louy, Hety. Molly too. Eightyseven 
that was. Year before we. “nd the old major, partial to his drop 
of spirits. Curious she an only child, I an only child. So it returns. 
Think you’re escaping and run into yourself. Longest way round 

9 Joyce had already writen a version of this scene on the episodeȂs earli-
est extant draft when he returned to Trieste at the end of 1919 (Cornell MS 
56B, pp. 30–1; see JJA 13: 233 and 235). For a description of this manuscript, see 
Scholes 1961, 25.
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is the shortest way home. “nd just when he and she. Circus horse 
walking in a ring. Rip van Winkle we played. Rip: tear in Henny 
Doyle’s overcoat. Van: breadvan delivering. Winkle: cockles and 
periwinkles. Then I did Rip van Winkle coming back. She leaned 
on the sideboard watching. Moorish eyes. Twenty years asleep in 
Sleepy Hollow. “ll changed. Forgoten. The young are old. His gun 
rusty from the dew. (U 13.1096–116)

Looking out from Sandymount Strand as the light setles on Howth 
― precisely when his wife and her lover, Hugh ȃ”lazesȄ ”oylan, 
are having their rendezvous — Bloom thinks about the various 
times when he and Molly were happy, distinctly happier than they 
are now, when they were single, and just starting to meet at the 
homes of the Doyles and Dillons. Then he thinks that the way life 
works reminds him of a circus horse walking in a ring, which is an 
apt metaphor for the cyclical working of the events in our lives (U 
ŗř.ŗŗŗŗȮŘǼ. In fact, the recurrence of events in our lives is a major 
theme of Ulysses. Bloom remembers the rhododendrons on Howth 
and thinksǱ ȃ“ll that old hill has seen. Names changeǱ thatȂs allȄ 
(U 13.1099), which is also an apt description of one of the ways in 
which Joyce constructed the nexus of characters in the stories.

As Bloom contrasts his early lovemaking on Howth with 
the state of his marriage more than ifteen years later, he briely 
laments his youth. In response, he thinksǱ ȃThe new I wantȄ, but 
instantly he reconsiders the materǱ ȃNothing new under the sunȄ 
(U 13.1104–5). His thoughts continue to swerve between the past 
and the present. He thinks of his illicit correspondence with Martha 
Cliford that he is sending to the post oice in DolphinȂs ”arn Lane 
(see U 11.897–90), which brings up earlier erotic memories associ-
ated with Molly’s old neighbourhood. According to the version of 
this memory on the ȃNausicaaȄ draft, the night of charades does 
indeed take place in Dolphin’s Barn, but it was in “Flanagan’s 
houseȄ ǻCornell MS 56B, p. 30; see JJA 13: 233). As far as we know, 
this Flanagan makes no other appearance in the textual record of 
Ulysses. This is an exemplary instance of how Joyce sometimes 
merely uses a characterȂs name as a prop ― a temporary place-
holder in the story ― while he continues to construct the linguistic 
and thematic contours of the scene, and only subsequently turns 
his atention to the multi-faceted issue of establishing a charac-
ter’s identity. Since Joyce usually strove to consolidate rather than 
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expand the cast of characters in his work, the other, beter-known 
Dolphin’s Barn resident, Luke Doyle, simply takes Flanagan’s place 
in the story on the episode’s next extant manuscript (Rosenbach 
ȃNausicaaȄ MS, f. 52). 

This was the night ”loom acted out ȃRip Van WinkleȄ, which 
further reinforces the episode’s and the book’s themes of the 
interconnectedness of the present and the past, of the seemingly 
forward, progressive movement of time, and the compulsion to 
return, or as Joyce simply put it UlyssesǱ ȃHistory repeats itselfȄ 
(U 13.1093).10 In the published versions of that night’s games, the 
young Henny Doyle’s torn overcoat was instrumental in Bloom’s 
successful pantomime, but in the earliest draft version the article 
of clothing was a ȃwaistcoatȄ and it belonged to another otherwise 
unknown character named ȃDalyȄ ǻCornell MS 56B, p. 31; see JJA 
13: 235; see U 13.1112). This Daly is yet another placeholder in the 
stories of Ulysses, and he too makes his exit before most readers 
catch a glimpse of him.

More fundamentally, this is an example of the more persis-
tent question of whether or not Joyce’s characters, and the traits 
atributed to them, are actually integral to the stories being told in 
Ulysses. When Joyce wrote the next version of the scene, he simply 
assigned the story to the younger Doyle, just as it was, without 
altering any other aspect of the scene ǻRosenbach ȃNausicaaȄ MS, f. 
52). While much of the story remains stable, these are just some of 
the examples of the more luid elements before they became ixed 
in the published book. Especially in their earlier versions, Joyce 
appears to be more concerned with establishing the precise linguis-
tic and thematic elements, rather than such seemingly incidental 
details like a character’s name or where and when an event took 
place. These later aspects of the story are all subsidiary to another 
primary concern in Ulysses: the storytelling process.11 

In this scene Bloom also recalls all the elements of his winning 
performance, Molly’s pose, and her Eastern look. He then thinks 
more about what Rip Van Winkle must have experienced waking up 

10 Joyce added this line to introduce this particular memory on the 
episodeȂs typescript just before Ulysses was published ǻ”ufalo MS 11.a.i, p. 
[18r]; see JJA ŗřǱ ŘşŖǼ. For further information about the ”ufalo Joyce manu-
scripts, see Crispi 2010.

11 I elaborate these ideas more fully in Crispi 2015.
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after two decadesǱ ȃ“ll changed. Forgoten. The young are oldȄ ǻU 
13.1115), which is how Bloom must feel when he lets himself think 
about the current state of his life and what his wife and her lover 
are doing just then in their home in ŝ Eccles Street. “bout a year 
after Joyce wrote Bloom’s memory of the charades at the Doyles 
in ȃNausicaaȄ, he added to MollyȂs memories of that seemingly 
same night in ȃPenelopeȄ. In MollyȂs memory, the young man is 
irmly established as Henny Doyle. In an addition on the episodeȂs 
typescript, Joyce has Molly think to herself: “he [Bloom] had a few 
brains not like that other fool Henny Doyle he was always break-
ing or tearing something in the charades I hate an unlucky manȄ 
(Huntington TS, p. 10; see JJA 16: 308; U 18.321–3).12 

Readers are implicitly encouraged to think that these are all the 
same night of charades, but there simply is not enough contextual 
information in Ulysses to determine if this is the case. For whatever 
reason, Joyce did not clarify the relationships between these stories. 
While this lack of consistency among the stories and memories may 
not be particularly signiicant for our reading of Ulysses, it does 
indicate the kinds of narrative slippages that go unmarked in the 
book. Readers must interpret for themselves the consequences of 
these slippages in the ictional biographies, whether from narrato-
logical or thematic perspectives. 

From the fair copy version of Bloom’s memory of the charades 
in ȃNausicaaȄ onwards ǻRosenbach f. śŘǼ, Joyce has Mat Dillon and 
his daughters in atendance at this memorable night of charades at 
the Doyles. Readers can account for this fact by the simple proposi-
tion that the Doyles and Dillons (and their children, who appear to 
be the same age as Leopold and Molly) were part of the same circle 
of friends, and so they all met regularly at one another’s homes. But 
it is also quite likely that Joyce never fully diferentiated between 
the two families, or between what he may have planned as sepa-
rate events in their respective homes. Therefore, in very basic ways, 
these ǻpossibly diferingǼ encounters become intertwined in the 
text, and thereby in Bloom’s mind, and so in the reader’s under-
standing of Ulysses as well. Nonetheless, some readers tend to 
atach an unwarranted degree of speciicity to the characters, loca-
tions, and chronological sequences in such narrative scenes (and 

12 For further information about this ȃPenelopeȄ manuscript, see JJA 16: xi.
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correspondingly to the varying ways in which textual memory is 
supposed to work), whereas close genetic readings of the many 
versions leading up to and including the published work put such 
speciicity into question.

In the early hours of 17 June 1904, as Bloom looks up at the heav-
ens in their back garden in the seventeenth episode, ȃIthacaȄ, we 
read about another memorable morning when he saw the sunrise 
seated on a garden wall after a particular night of charades: 

What prospect of what phenomena inclined him to remain?

The disparition of three inal stars, the difusion of daybreak, the 
apparition of a new solar disk.

Had he ever been a spectator of those phenomena?

Once, in 1887, after a protracted performance of charades in the 
house of Luke Doyle, Kimmage, he had awaited with patience the 
apparition of the diurnal phenomenon, seated on a wall, his gaze 
turned in the direction of Mizrach, the east. (U 17.1259–63; my 
italics)

It is impossible to know whether this passage refers to the same 
evening of charades recounted in ȃNausicaaȄ, which may also be 
reprised in ȃPenelopeȄ, and whether they are all refer to that ȃirst 
nightȄ mentioned in ȃCalypsoȄ, because the ȃfactsȄ as they are 
presented in ȃIthacaȄ contradict those other versions of the stories 
as well as the geographical and historical reality towards which 
they may be supposed to gesture outside the covers of the book. 
Whereas the DoyleȂs home is irmly established in DolphinȂs ”arn 
in all the other stories about them in Ulysses, Joyce has relocated 
them to Kimmage in this rendering of ”loomȂs memory. In this 
case, it seems clear that this is not an obvious error on Joyce’s part, 
but rather a purposeful misstatement by the episodeȂs ȃarrangerȄ.13 
While the arranger pointedly conirms that this scene took place at 

13 David Hayman writesǱ ȃI use the term ȁarrangerȂ to designate a igure or 
a presence that can be identiied neither with the author nor with his narrators, 
but exercises an increasing degree of overt control over increasingly challeng-
ing materialȄ ǻHayman ŗşŞŘ, ŞŚǼ.
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Luke DoyleȂs in ŗŞŞŝ, a date that conforms to the ictional chronol-
ogy of the book, it moves the family about two kilometres over the 
Grand Canal from DolphinȂs ”arn to Kimmage, which disrupts the 
ictional geography of the narrative. ”esides the textual evidence, 
there is no historical evidence that the real-life Doyles ever lived in 
Kimmage. For example, the Thom’s Oicial Directory of the United 
Kingdom of Great Britain and Ireland for the year Joyce was born lists 
Luke Doyle residence at ȃŞ Camac Place, DolphinȂs ”arnȄ ǻThom’s 
1882, 1649). These facts highlight a telling slip in Costello’s account 
of the historical Doyles that I cited above. By situating the real Luke 
Doyle in Kimmage, Costello is following in the tradition estab-
lished by Richard Ellmann in his canonical biography of Joyce. He 
confounds the ictional and historical facts in the ȃlife storiesȄ of 
the characters and their real-life namesakes.

Earlier in ȃIthacaȄ, the arranger increasingly confuses addresses 
and further comingles the stories about the Dillons and the Doyles. 
It appears that the Dillon clan have also moved and now seem to 
reside in ȃMedina villa, Kimmage road, RoundtownȄ ǻU 17.467–
8). There was no such address in Dublin, which is an obvious fact 
Joyce would have known (or could have discovered) if this sort of 
misstatement by the arranger were not part of the point Joyce was 
trying to make in this episode. These examples show that under-
standing the facts as they are represented in Ulysses often also 
requires that readers judge the efect of the episodeȂs speciic style, 
which sometimes trumps narrative coherence and the consistency 
of the work ― let alone its extra-textual factual veracity ― when 
that is not important to the iction. Rather than trying to resolve 
the conundrums involved in disentangling the locations of the 
families’ respective homes in the world of Ulysses or in Dublin, 
it seems suicient to assign the contradictions to an overarching 
stylistic device, especially since Joyce never changed either of the 
Kimmage-related addresses after he irst included them in the text 
about six months before the book appeared.

Regardless, an evening of charades marked a turning point in 
young Leopold Bloom’s life.14 As is often the case, Joyce began with 

14 Joyce sketched a rudimentary telling of this scene at dawn on the proto-
draft of ȃIthacaȄ ǻNLI MS 36,639/13, p. [3v]), but by the episode’s next extant 
version ǻwriten less than a month laterǼ the special daybreak event had taken 
place after a particular evening of charades at Luke Doyle’s home, wherever 
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a story that was concerned with speciic conceptual, thematic, and 
aesthetic concerns that were pertinent to the particular episode 
he was working on. Given the emphasis on science in ȃIthacaȄ, at 
irst the scene here was focused on making an astronomical point. 
Later Joyce managed to subsume a romantic memory of an evening 
with ”loom's soon to be wife within this framework. Speciically, 
it initially takes up the fact that at least once in his life Bloom had 
witnessed the sunrise. From this tangential starting point, Joyce 
found a way to interconnect this storyline with other events in 
Bloom’s life as he kept adding to this scene. This is one of many 
examples that show how Joyce tended to combine and intertwine 
the relatively few stories that are told in Ulysses, and thereby strove 
to establish the semblance of unity and totality that readers and 
critics often consider as one of the book’s hallmarks.

Finally, what may or may not be the same night of charades is 
reprised in ȃCirceȄ, the ifteenth episode, and it irst appears on its 
Rosenbach manuscript ǻf. śŗdȮeǼ.15 This version of the story further 
complicates the atempts to diferentiate between what took place 
at the homes of the Doyles and that of the Dillons. Presumably, the 
context is meant to suggest precisely that same night of charades at 
Luke DoyleȂs when ”loom acted out ȃRip van WinkleȄ, but predict-
ably enough it is not as clear as that.16 In ȃCirceȄ, ”loom repeats 
the fact that this was indeed the ȃirst nightȄ, but now it does not 
take place at Luke Doyle’s home. In fact, as Bloom’s memory of 
that night returns he exclaims: “I see her! It’s she! The irst night at 
Mat Dillon’s!’ (U ŗś.řŗŜŘȮřǲ my italicsǼ. It is diicult to account for 
this signiicant change in the setingǱ it could simply be an error 
on Joyce’s part, though that seems unlikely at this late stage in the 
evolution of the story; or it could be an intervention by the arranger 
in this complex episode, but, if so, no satisfactory account for its 
relevance has been detected so far; and so the reader is left with an 
unresolved conundrum about the origin of the ”loomsȂ love afair 
in Ulysses.

he may live in the world of Ulysses ǻRosenbach ȃIthacaȄ ”lue MS, p. 17).
15 This means that Joyce wrote the scene in ȃCirceȄ after all the descrip-

tions of the one or more nights of charades at Luke Doyle’s house, except the 
one in ȃIthacaȄ I discussed above.

16 Furthermore, as he did in ȃNausicaaȄ, Joyce conlates ȃRip Van WinkleȄ 
with Washington IrvingȂs other well-known story ȃSleepy HollowȄ.
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Another “First Night”

That is all we know about that irst night (or nights) of charades at 
the home of the Doyles (or was it at the Dillons after all?). None-
theless, Joyce wrote a distinctly diferent version of Leopold and 
MollyȂs so-called irst night for ȃSirensȄ at the start of ŗşŗş. He 
inished this draft of the bookȂs eleventh episode about a year after 
he had writen the other ȃirst nightȄ scene in ȃCalypsoȄ. There is 
no evidence that Joyce had writen this other irst night scenario 
before, and it is important to bear in mind that he continued to 
expand and reine it substantially on several of the episodeȂs subse-
quent manuscripts. The physical disposition of the text on the 
page suggests that it was a new idea and for a long time it clearly 
remained relatively adaptable. 

The episode’s dramatic focus is Bloom’s compulsion to be near 
”oylan as he stops into the Ormond Hotel before seting of for 
his rendezvous with Molly. Bloom’s poignant thoughts oscillate 
between his troubling current marital dilemma and the passion 
and love he felt the ȃirst nightȄ he saw his life mate. Music struc-
tures the episode’s style and themes, and the arranger describes 
Father Cowley’s rendition of Lionel’s sorrowful memories of lost 
love in M’appari from Friedrich Von Flotow’s opera Martha: 

The voice returned. Weaker but unwearied it sang again how irst it 
saw that form endearing, how sorrow then departed, how look and 
form and word charmed him and won his heart (NLI MS 36,639/09, 
p. [10r]; see U 11.716–20).

Moved by the emotions that the music has stirred in him, Bloom 
recalls his own past and thinks to himself: “First night at Mat 
DillonȂs I saw herȄ ǻp. [ŗŖr]ǲ my italicsǲ see U 11.725). Then he 
recalls the summery dress Molly wore that night. He remembers 
her full voice as she sang Waiting while he turned the music for 
her. More particularly, Bloom recalls her ample bosom and Span-
ish eyes, which are recurrent motifs. This pointedly sexualized 
memory of Molly, as usual both erotic and exotic, exempliies how 
the other men in the Ormond (and generally in Ulysses) think of 
her. Precisely this sort of formulaic depiction of Molly is essential to 
how Joyce represents her as a character. Furthermore, here Bloom 
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associates MollyȂs voice with the DillonȂs garden lowers, which is 
also typical of both their memories of pleasant times at Mat Dillon’s 
even after so many years have passed. This shared memory of that 
time and place remains an idyllic seting and moment in their lives. 

Joyce initially wrote that the scene took place in June, presum-
ably in ŗŞŞŜ, though he never speciies the year, but then he also 
crossed out the month as well, rendering it a timeless event in 
the coupleȂs lives. This exempliies a prototypical narratological 
patern in Ulysses: almost all of Leopold and Molly’s memories of 
their early courtship revolve around the theme of the repeating 
cycles of time in their lives. Whereas in ȃCalypsoȄ Leopold ”loom 
igures the cyclical patern of his life in terms of ȃPonchielliȂs dance 
of the hoursȄ ǻU Ś.śŘŜǼ, in ȃSirensȄ his conception of life is igured 
in the game of musical chairs the couple played. Joyce added this 
as an introduction to the scene all at one go in lead pencil in the 
botom corner of the page, wrapping it around what he had already 
writen in inkǱ  

Then musical chairs we too the last after her. Round and round. 
Slow. Quick. And round. Halt. She sat. Her legs (NLI MS 36,639/09, 
p. [10r]) 

Six months later, in July 1919, this became: 

Musical chairs. We two the last. Fate. Fate. After her. Round and 
round. Slow. Quick. Round. We. All looked. Halt. She sat. Yellow 
knees. ǻRosenbach ȃSirensȄ MS, f. ŘśǼ

Then, after Joyce revised this memory several more times, it inally 
appeared in Ulysses on 2 February 1922 as:

Musical chairs. We two the last. Fate. After her. Fate. Round and 
round slow. Quick round. We two. All looked. Halt. Down she sat. 
All ousted looked. Lips laughing. Yellow knees. (U 11.726–8)

Besides showing that Joyce’s writing method was almost always 
accretive, this is an exemplary instance of his meticulous and persis-
tent revision of the syntactical structure of even the shortest bit of 
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text in ȃSirensȄ, and Ulysses more generally. The same motifs were 
present from the start, though Joyce kept striving to reine their 
presentation. Here Bloom recalls that he and Molly were the last to 
ind their seats in the parlour game. He thinks about how this seem-
ingly trivial entertainment may have sealed their fates and then 
ponders the ways in which the past must necessarily determine the 
future. The further revised version also adds the signiicant nuance 
that the others ǻpresumably menǼ who ȃ[a]ll lookedȄ at Molly had 
been ȃoustedȄ by ”loomȂs successful eforts in the game and so in 
life, and he thinks how this must have been preordained.

By the time Joyce rewrote the scene on the episode’s Rosenbach 
manuscript, he had changed the start of the paragraph from “First 
night at Mat DillonȂs I saw herȄ to ȃFirst night I met her at Mat 
DillonȂs in RoundtownȄ ǻf. ŘśǼ. Joyce presumably noticed that this 
version of the coupleȂs ȃirst nightȄ in efect contradicts the other 
ȃirst nightȄ scene in ȃCalypsoȄ that had by then already appeared 
in print. Rather than radically altering what he had already writen, 
Joyce merely changed the location and phrasing on a (now miss-
ing) manuscript that was used to set up the episode for the August 
1919 issue of the Litle Review to readǱ ȃFirst night when irst I saw 
her at Mat DillonȂs in TerenureȄ ǻsee ”ufalo TS 9, p [13r]; JJA 13: 70; 
Litle Review, VI.4, p. 59; U 11.725). This shows how, as he often did, 
Joyce tried to redress a textual discrepancy caused by his evolving 
narrative by smoothing over it as simply as possible. Nonetheless, 
if these changes were supposed to be clariications, they obviously 
do not diminish the confusion about when and where these several 
ȃirst nightsȄ take place. Still, that is how the various stories stand 
in Ulysses and in the manuscript versions that lead to the version 
in the published book. This is how Joyce created several textual, 
biographical, temporal, and topographical discrepancies at the 
narrative origin of Leopold Bloom and Molly Tweedy’s life together 
in Ulysses for readers to puzzle over.

The Dillons of Roundtown (Terenure)

Much like Luke and Caroline Doyle, the character of Mathew Dillon 
in Ulysses has the same name as one of the Joyce family friends 
and neighbours in Dublin. Vivien Igoe has uncovered a good deal 
of historical information about the real Mathew Dillon at the turn 
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of the twentieth century, particularly that he and his eight daugh-
ters lived in Brighton House, Brighton Road, Rathgar, from 1866 to 
1894, close by 41 Brighton Square, where Joyce himself was born 
in ŗŞŞŘ. She also suggests that the Joyce family atended a party in 
ȃits lovely gardenȄ sometime between ŗŞŞŝ and ŗŞşŗ ǻIgoe ŘŖŗŜ, 
ŞřȭŞŚǼ.

Beyond the biographical connections, Joyce’s interest in locat-
ing the ictional Dillons in what was then a relatively rural seting 
is founded on the premise that the Blooms always associate their 
meetings at the Dillons with their lush pastoral — even Edenic  — 
garden. Nonetheless, the connection between the ictional Dillons 
and Leopold and Molly is apparently more substantial and funda-
mental to the narrative history of Ulysses than the night (or nights) 
of charades at the Doyles. The gatherings at Mat Dillon’s home 
assumed greater signiicance as Joyce continued to expand the 
ictional biographical narrative of the soon-to-be ”looms.

In ȃNausicaaȄ ”loom recalls a particularly romantic encounter 
in the Dillon’s garden in May (in what must have been 1887), where 
he kissed Molly surrounded by its nightstock and other lowers ǻU 
13.1090–1). There is no mention of the kiss in the garden on the 
episodeȂs draft. There he simply ȃwooed herȄ ǻCornell MS 56B, p. 
30; see JJA 13: 233), but on its subsequent manuscript the kiss has 
become an integral part of the story ǻRosenbach ȃNausicaaȄ MS, 
f. 51). Throughout Ulysses Bloom’s thoughts centre on a desire to 
capture (or else recapture) the past, and so evoke a time when he 
was happier than he is in 1904. For example, Joyce continued to add 
elements to this idyllic scene. Around 25 October 1921, when Joyce 
reread Bloom’s memory of Molly in the garden on the episode’s 
second seting in proof for Ulysses, he added the touching idea that 
after more than ifteen years of marriage ”loom regrets not having 
ȃhad an oilpainting made of her [Molly] thenȄ ǻHarvard Placard 
41.ii; see JJA ŗşǱ řŖŗǼ. “ month later, on the next seting of this same 
scene in proof, he ampliied ”loomȂs wish by having ”loom wish 
that it had been ȃa fulllengthȄ portrait of his wife when they irst 
met ǻTexas Page Proofs Řř.řǲ see JJA 25: 279; see U 13.1091–2),17 

17 Generally, the Ulysses page proofs are a later seting of the text and they 
are also cited by the location of the original, the number and seting of text, and 
the volume and page number in the James Joyce Archive (Joyce 1977-78).
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thereby emphasizing her physical allure then to her suitor and still 
now to her husband.

Oddly, besides the momentous kiss on Howth the day she 
encouraged him to propose,18 the only other one of Leopold’s kisses 
that Molly remembers in Ulysses was actually at Luke Doyle’s, 
thereby further entangling the two families and what happened 
at their homes in the Blooms’ memories. In Molly’s corresponding 
memory of that kiss in ȃPenelopeȄ she thinksǱ ȃI wrote the night 
he kissed my heart at Dolphins barn I couldnt describe it simply it 
makes you feel like nothing on earthȄ ǻU 18.330–1), most of which 
was already on the episode’s draft (see NLI MS 36,639/14, p. [4r]). In 
”loomȂs version of the kiss in ȃNausicaaȄ, he ǻmore precisely and 
somewhat awkwardly) remembers kissing Molly’s shoulder, whilst 
she (more romantically) thinks that he kissed her heart. While main-
taining a basic consistency between the versions of the story, the 
nuanced diferences between the coupleȂs shared loving memories 
serve to determine our understanding of the characters in Ulysses. 
Furthermore, once again, the events at the homes of the Dillons 
and the Doyles have presumably merged in Joyce’s descriptions. 
Could Joyce have meant to describe the same scene here and did 
he simply conlate the homes where such a memorable kiss took 
place yet again? 

If one accepts the view that JoyceȂs characters are less signiicant 
to the narrative and the meaning of Ulysses than the stories being 
recalled, or else told by and about them, then in this case it is not 
so much that Joyce decided that the Dillons would occupy a rela-
tively central space in the early life histories of the Blooms. Rather, 
as he continued to write the book, Joyce only progressively atrib-
uted greater signiicance to the Dillons, speciically to the pleasant 
times the young couple spent at their home and garden. Thereby, 
he only slowly concentrated the possibilities of coincidence that 
this creative nexus of scenes and constructed memories aford 
the narrative and the experience of reading the book. While some 
readers may believe that Joyce’s aim was to diversify his cast of 
characters and the scenes of the action in the book as he made his 
work a seemingly ever more all-encompassing canvas, the manu-
scripts demonstrate a diferent trajectory. They document the ways 

18 For Leopold’s foundational memory of this scene, see U 8.899–916, and 
for Molly’s recollection of the same scene, see U 18.1571–83.



123 VARIANTS 12/13 (2016)

in which Joyce tried to hang as many divergent themes, events, and 
details around a relatively limited number of characters and inci-
dents, and thereby he strove to construct the semblance of a uniied 
totality that readers are encouraged to connect and complete in 
their imaginations. Although there are obvious exceptions, it is not 
so much that Joyce invested a pre-established signiicance in many 
of these people or places, events or incidents. Instead, more obvi-
ously, these elements continued to accrue meaning as the writer 
explored the narrative possibilities and established connections 
that readers are meant to recognize. 

It might be interesting to ind one or more basic, structural 
ǻpresumably autobiographicalǼ reasons why Joyce atached partic-
ular importance to certain pivotal encounters in Leopold and 
Molly’s courtship happening at the Dillon’s home while others 
are supposed to happen at the Doyle’s. But based on what we 
know of Joyce’s writing strategies, it was not the Dillons or Doyles 
themselves ǻictional or realǼ who are fundamental to the stories 
in Ulysses. Instead of being inherently relevant and essential, these 
ictionalized families and their homes accumulated thematic mean-
ing and narratological signiicance as Joyce kept amalgamating and 
unifying his stories at the same as he was elaborating and complicat-
ing them.
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