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An Introduction to the Study of James Joyce s Ulysses and the Visual Arts
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— They sinned against the light, Mr Deasy
said gravely. And you can see the darkness
in their eyes. And that is why they are wan-
derers on the earth to this day.

On the steps of the Paris stock exchange
the goldskinned men quoting prices on their
gemmed fingers. Gabble of geese. They
swarmed loud, uncouth, about the temple,
their heads thickplotting under maladroit
silk hats. Not theirs: these clothes, this
speech, these gestures. Their full slow eyes
belied the words, the gestures eager and
unoffending, but knew the rancours massed
about them and knew their zeal was vain.
Vain patience to heap and hoard. Time
surely would scatter all. A hoard heaped
by the roadside: plundered and passing on.
Their eyes knew their years of wandering
and, patient, knew the dishonours of their

flesh. (2.361-72)
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Jewish banker, speculator, and patron of the arts
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Art has to reveal to us ideas, formless
spiritual essences. The supreme question
about a work of art is out of how deep a
life does it spring. The painting of Gustave
Moreau is the painting of ideas. The deep-
est poetry of Shelly, the words of Hamlet
bring our minds into contact with the eternal
wisdom, Plato’s world of ideas. All the rest
is the speculation of schoolboys for school-

boys. (9. 48-53)
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The powerful image of the winged horse
surges through a watery universe in which a
godlike rider is the source of a radiating light

pouring over the entire canvas. The style,

and more particularly the imagery, of AE’s
work was that of the Symbolists. He used
his painting to express literary, philosophical
and visionary ideas and in many ways it was

for him an extension of his literary activities.

(80)
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Evy, FLryyaykomelEoFEET
DFERNDEY) O EZ>TL A LI
Bbhz®,
BRI OWTIE, Y = 2[RRI
HAREE] LR XT, YVaA AOWENEET
»1) - <7 4 A (Henri Matisse) X4 — F =

Z b - 1% (Auguste Rodin) DEI & D
FRER L T 5% I
DZE, 1A K OEIGRIRAZE 2 LIE LI

PNTELZILLBHICESLENH L7125

Jo

ISR L MRS M OMREZEL LT
X, COFEESLIERE O RO T
BUE, FFEa—LLTY AL EOER
DEGHPLEEL R DEAH D, HISHEIZD
W, BAICHADEE) — - TI—24
(Molly Bloom) DA A =12, 752 A
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I - 7 - % (Francisco de Goya), ~¥ %, 7
AT % - &7 1) 7 —= (Amedeo Modigli-
ani) HIZ & o TNz, BEO LK
LIRNGEEREREDLELIEDNTE LML L
N7\,

6. BEQCVUEINGE & “Ecce Homo”

[2) v —=X] 2k EHEEMOBIRTFE
LB, BHETE VO 1 IFEEIC
BIFBLAT 4 =7 “Itis a symbol of Irish
art. The cracked lookingglass of a servant™ (1.
146) LW BEITH 5, [HEO VD VEN
Fil WTANT Y FEMORETH B Z D5
SOMBIZIFHERD LD, T T A
/N—F (Declan Kiberd) OER A5 IHL TH
ERALRI

The problem seems clear enough: the
narrow-gauge nostalgia of the Irish revival,
whose adherents fail to realise that a cracked
mirror, like a cubist painting, projects a
multiple, not a singular, self. Fragmented,
maybe, but also authentic. Instead of sincere
devotion to a single self-image, it calls for
a recognition that every person has several
selves, which it is the labour of a lifetime to
be true to. In being true to a single image,
the romanticist is inevitably being false
to several others. Modernist art, at the
promoting of Wilde, recognised that the only

way to intensify personality was to multiply

it. (45)

HAN=FIZZZT [O0ENE] X
F2UEAXLDEDOLHI, HOEZMFLT S
IZE L, ZHMICHLBTOOTHY, 74
VT v FUEFREB ORI R ) A VDT
&, TOUENGE] P HCOZ M2 %

ICRDEZ TR EIRHL WA,

HAN—= FOFRFEOHFIZHDH, F2EX AL
ETANT Y FUEHRBOXAIE, TANVT
VFHIOF2EAMNEFEREAL=Z— - Vo
L v b (Mainie Jellett) 4%, 19234245 7Y
YTRUDTHELDOF 2 X LDEHTH
% Decoration (A7) =R LBOLY
V- FrBwkRIX$L, TV—RA - T—/
)V K (Bruce Amold) 1%, ¥ = L v s ®Efl
RS LIHFET, TAINVT Y FLEERO
REHNH THo/2Ta—Y - Ty
Tl v POEFIZOWTRD LI 1TREL <
PR L 729 FH 25 IH LT b,

We turn from Clarke’s pictures and find Miss
Jellett a late victim to Cubism in some sub-
section of this artistic malaria. She seems
as heartily as any of the cubists to have
adopted as motto Fuseli's famous outburst,
‘Damn nature. She always puts me out.’
The real defect in this form of art is that the
convention is so simple that nothing can be
said in it. (80) "’

VaAARBEHIEF LA L DRE
EEZTT [2) v =X] 2HwLE
AbNL—HFT, Yzl MIvafre
WoEm 2w CHEL T, 202 kil
Wl DA T B % The Artist's Vision: Lec-
tures and Essay on Art\ZIL D & 72 2D D F
% (“Modern Painting and Some of its Aspects”
& “The Importance of Rhythm in Modern
Painting’) 225HENTH L, T 2D
[PxA LR TafAr] I2&bE, V3
A4 24&, [ v XD #] (the Book of Kells)
(KR 8) 122WT, Td o5& bHKIZT AL
7Y FIT, HO ol @WIZAD A K E RIS
FOWLOPE [2) =] O—D2>DFED
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REN R EFE>Twh] (VoA X
VaA AMr2] 672) LR EINTnD
N, Yxlby M, [P VADE] ¥l
R LM ORARN) 2 FPN KDV T W7z,
L, The Artist’s Vision BTUIX D Fi L “A Word
on Irish Art” DHFTRD L HIZHBRTW 5,

The similarity of ideals between much
present-day non-realistic art and the Celtic
art of the Book of Kells, the metal work
and the High Crosses is very striking. The
sense of filling and decorating a given space
rhythmically and harmoniously, one of the
first principles of Cubist painting and subse-
quent non-realistic schools, is clearly shown
in Irish work. The forms are all enclosed
and held within the limits of their outside
shape; there is a wonderful play of interlaced
rhythmically-organised movement running
through all. The realism, if any, is secondary
to the element of form considered in pure

relation of one shape to another. (103)

(Ao vvEngE] Lk, [V XoE]
RS L, ¥ U XAEMICER LT AV
TV FEMOEEZRRTWBEDTIE WS
HIde ZLTC, ZoOFEEIILT, TA
VT v FO+EL LRI 720D b D TIX
%<, G LAMRDOEEY ZLEERT [
F=T7ANVT Y F] OFFEERLTVD L)
DN S,

VaA REHEEMOBREE 2 LRI
X, F 2 XL zHLIZ20OH LR
TEEMET A2 ED, TTUHEELRLES
Vo 7212L, VaAf AL TIDOEHM
LREBTEOV—1F, Yl v bEFEEE
[rIVADE] 12H 572D TIER\NED D D

[2) 2= X] &L BEEROBERIC

BWT, ) —DOEHELRILIE, YafA
HELOTHEWLREGwHO T —< 2k o7
Ecce HomoD#ZI\ I L TTH b, Hhia e HRK
2% “Ecce Homo™, &bt [ZDOAN, 2F
DFVRAMERL] OF —<O#EEH7:
W, INET - ETLHEIIIONT, T
YTA a4 F—E, ROLHITHERL
T,

The incorporation of pictorial reception
into the subject matter of painting could be
followed throughout art history. The figures
pointing in Ecce Homo scenes would be
typical, as would the subgenres of the self-
portrait or the artist’s studio (Las Meniiias is

an obvious example). (44)

a4 A4+ —1%, “Ecce Homo" % 7 — I
T 5451, Bl ZIENT AT A DLas Meniias
DL BBEEDOT P ZEFTAZD LS
12, [f&mei&= (pictorial reception) |, 2 F
DAZENC BT 5 FEDOESZO L7 AR &4
DFEIZLTWD ERRTW D, 5 3
B, AT A =T Y OMEREIZHE T A BET
ELEs &9, [2)r—X] Ti&, M
WL IR E W T A 008w ) 2
ENLITLIEMEE 2o TWwb, ZOfE
X, VaAd A [2) v —A] E12HEE Tl
KD GH] &% BT 72XF A A DLas Menifias
Lz, Va Al ADREmDT - ERo
72 “Ecce Homo™ izl & 3 L 72 R 722
Thb,

[V > —X] 12id, DLEZREOEE O
MNEIEIZ L2275, 19M#E KA 6 2044290
B2 TOTANT YR, 7T A% Hul
& L72hk A AEEAMEmM OB RICSI TR &
O, MBI XEb oL LTH#HELTW
o ZHLTAEHEELIBL T L
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bDIZHBDTIERNEDS D D

* ARFRIE, 20104E10A 16 12 &R TRIME S
AR N 2 e e T T N e S A

WHgeRE [V oA X VafXEEEEN—
WEDBUK & 5B O RE—] O5EREFHOH
53 A LIS RIRIZINEE - BIEEEL 72 DT
Hbo TIARE, HAEPMIRISF A0 E A
Bid: (B8 (C) [YA X - TafAn
TEmZ BT % 2 0 R 0528 D\ T
(BB 521520289) D34+ % % 1F THT o 721k 5%
DEREDO—HTH 5 .)

iE
1) RK?*EE [H&] o L wHAEFERD
E%ﬁ‘bf_ s CThAH [ZrREDILIm
@ﬁwéj BT, ZOEMDY A PV
E:iﬂ“(l/‘% ‘portrait” D EFE & UG B &

BEDITCRHELCRETW5,

2) [¥=ALX- a4 A5H] 1L, "Royal Hi-
bernian Academy ‘Ecce Homo' ~ C, Z O#&MH[F
IZoWT, [£LOFAICE > T, HFEHMO

VaAf ADHEBBEN) W TWwbsEZDIy &
AFEPIIHEFETHY, Tz, Bl

MifiE L OBk % a2 a5 b DTl v LFF
LTWwa,

3) [y =) OoF 7 AN
Ulysses. (New York: Random House, 1986) % Fi\»,
FMNICZ 0T 7 A Mo o5 | HoifEE s &
TEFER LT,

4) FIAFEEICHET L2 ZADR) L) 2 NY 2 v
iE, WOLHIFEEL T D,

“Does this episode strike you as being

&, James Joyce,

futuristic?” said Joyce.

“Rather cubist than futurist,” I said. “Every
event is a many-sided object. You first state one
view of it and then you draw it from another angle
to another scale, and both aspects lie side by side
in the same picture.” (156-57)

5) ¥ 7)) YOM, U4y ruunrsLryyuay
FOEWHE ORI T b 725D 272z

VAT

W, EIA2d~) T - 74 7 — (Maria Spils-
bury Taylor) |2 & % Pattern at Glendalough (c. 1816)
Bdhb, EHLOIZYH, MBI A

., REDN L HEE ) B il Hi A T
W5,

6) @D7=, FEI3FEE, T % b B Naussikaall D
WTONY = Otz b4 KD HLTIC
FIHLTBE 72w,

Nausikaa is the one pictorial episode in Ulysses.
It is pre-eminently the episode of sensibility in
both the emotional and physical sense. Sight is
the sense most in evidence, but nose, ear and touch
reinforce the true organ of vision. A picture of
the seashore is built up in the novelettish narrative
of the seductive Gerty, and that picture becomes
rarer and denser in the tightly woven texture of
Bloom's unspoken thoughts. ... If there is a parallel
in the art of painting for Joyce's swift, instanta-
neous shots of life it is in the act of Matisse, or,
when Joyce's vision is graphic rather than picto-
rial, the art of the draughtsman, Rodin, watching,
ready pencil in hand, the model doing whatever it
pleased in his studio. For example. (216-17)

7) Bruce Arnold2¥5 | H L T\ 2 ##IFCEHE, Irish
Statesman, 27 October 1923183 D b D 3G M TH
%o Arnold 208D %% 1,
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