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Advertising is everywhere in Ulysses, and the subject has 
understandably received considerable critical attention. Early 
commentators assumed that they followed Joyce in scorning the 
practice. For Ezra Pound, writing in the early 1920s, Bloom’s 
advertising career was part of the novel’s “mordant satire,” central 
to Joyce’s indictment of “universal imbecility” in his depiction of 
“the world under the yoke of measureless usury.”1 In the lighter 
atmosphere of 1960s America, more tolerant voices could be 
heard. With the advertising industry now fully professionalized, 
Alfred Paul Berger could praise Joyce “as critic, innovator and 
prophet” of the practice, and declare with happy hyperbole that 
“the distance is very short from Eccles Street . . . to Madison 
Avenue.”2 And in the late 1980s, as the relationship between 
modernist literature and “popular culture” continued to be re-
vised, tolerance gave way to enthusiasm. Jennifer Wicke argued 
that advertising was the true subject of Ulysses, and that Joyce’s 
canvasser protagonist was presented “on a mission in support of 
the master-language of advertisement.”3 

Along with key chapters by such influential critics as Franco 
Moretti and Thomas Richards, Wicke’s argument brought a 
new seriousness to the discussion of advertising in Ulysses, and 
the flourish of critical enquiries that followed—most notably in 
the 1993 James Joyce Quarterly special double issue “Joyce and 
Advertising,” guest-edited by Wicke and Garry Leonard—intro-
duced a new theoretical sophistication to the subject, moving still 
further away from the old assumption that Joyce’s portrayal was 
oppositional.4 However, this work was far from comprehensive, 
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one critic immediately wrote to the James Joyce Quarterly, what was “consistently miss-
ing” from the special edition on advertising was “some true sense of turn-of-the-century 
Dublin.”5 And yet historical claims were continually being made. Wicke’s contribution 
to the volume is emblematic: she asserts that Ulysses engages with “not just any mass 
culture, but to this specific mass culture of the city of Dublin, Ireland, colony of Great 
Britain, circa 1904,” yet she presents a “social reading” of this engagement that consists 
only of conceptual play between theoretical notions of “desire” and “decolonization.”6

Subsequent studies extended this conceptual inventiveness, but continued to neglect 
the particular history of the subject.7 To be clear, the problem is not that these studies 
were over-theorized and under-historicized; this is a complaint that depends mostly 
upon perspective. The problem is that they introduced and entrenched untried historical 
claims, particularly about the relationship between Dublin’s advertising industry and 
Ireland’s colonial position, even as Ulysses was made to stand for the general history 
of twentieth-century Anglo-American consumerism—a history so broad as to defy 
generalization. And here the picture stuck. No significant new research has appeared 
on the subject in the twenty-first century, apparently justifying the 1998 reviewer who 
referred to the “Joyce and Advertising” special as “the source that most of us would 
think of as the last word on the subject.”8

This article is an attempt to open the subject of Joyce and advertising back up for 
more careful analysis, with particular reference to Bloom’s job as an advertisement 
canvasser. This aspect of Joyce’s characterization goes to the heart of the problem 
here very briefly described. Bloom’s role has been misinterpreted in almost every 
respect, from his job title to his responsibilities, and Joyce’s positioning of his pro-
tagonist within the fictional Dublin advertising industry has likewise been seriously 
misunderstood. With few exceptions, critics have approached Joyce’s representation 
of advertising with an undefined and amalgamated history of twentieth-century British 
and American consumer culture in mind. Against such a generalizing standpoint, this 
article participates in the more carefully historicizing approach to Joyce’s work that 
has emerged in recent years, an approach that Andrew Gibson and Len Platt describe 
as “a specifically Joycean historical materialism.”9 With close attention to the text, it 
argues that Bloom’s professional responsibility in advertising has been overestimated. 
At the same time, with a new historical emphasis, it shows that the state of Dublin’s 
advertising industry in 1904 has been significantly underestimated, and that the as-
sumption of colonial underdevelopment, while hardly a fabrication, has obscured a 
complex and particular history.

“Bloo? Cadges ads”: Joyce’s Incomplete Adman 

It is easy as a contemporary reader, situated in a consumerist economy saturated 
with advertising, to follow recent critics in taking Bloom’s position as an adman very 
seriously indeed. However, his lowly status within Dublin’s advertising industry adds 
a significant degree of irony to Joyce’s portrayal. If Bloom’s cogitations turn loftily to 



Hayward / bloom’s job

653the “infinite possibilities hitherto unexploited of the modern art of advertisement,” 
these reflections are contrasted ironically and pathetically against his limited material 
involvement with the practice.10 Within Joyce’s narrative, the adman is mocked by all 
who know him.

With his ironic depiction of Bloom’s involvement, Joyce’s approach to advertising 
seems to follow the conventional literary treatment of the practice. Earlier writers to 
have taken advertising as a central theme—from Anthony Trollope in Brown, Jones 
and Robinson (1862) to H. G. Wells in Tono-Bungay (1909)—had all done so satiri-
cally, presenting it as a risible activity, comically overdignified by their protagonists. 
Yet while Ulysses in some respects participates in this tradition, it does not set out to 
trivialize the advertising profession, or the role of the advertiser per se. Ulysses reflects 
Joyce’s serious research on advertising, conducted at the crucial stage in which applied 
psychology and market research were allowing for a new theoretical rigor, and when 
the industry was already beginning to coalesce into the fully professionalized service 
agencies with which we are familiar today.11 The comedy in Ulysses, rather, arises 
from Bloom’s limited involvement with this ascendant practice, which is emphasized 
repeatedly by his fellow Dubliners. Before we see the canvasser at work, John Henry 
Menton’s supercilious question—”What is he?”—receives an indifferent reply from 
Ned Lambert, who figures Bloom’s job as more pastime than profession: “He does some 
canvassing for ads” (U, 6.706). The conversation between Davy Byrne and Nosey Flynn 
runs along similar lines—”What is this he is? . . . He does canvassing for the Freeman” 
(U, 8.939–40)—and the job is judged to be less than lucrative: “He doesn’t buy cream 
on the ads he picks up” (U, 8.955–6). Hugh Oram presents the case of a comparable 
real-life advertisement canvasser who worked for the Dublin Evening Mail from the 
1890s to the 1940s without a salary, relying on a six percent commission fee—sub-
stantially lower than the international agency standard of fifteen percent, established 
around the turn of the century, and more or less holding to this day.12 Bloom’s wife, 
then, has reason to reflect that “he ought to chuck that Freeman with the paltry few 
shillings he knocks out of it” (U, 18.503–4). Like the men who discuss his trade, Molly 
sees her husband not as a progressive advocate of his profession, but as a man who is 
busy shirking hard work: “He prefers plottering about the house . . . or pretending to 
be mooching about for advertisements” (U, 18.506–9).

Throughout the narrative, Bloom’s occupation is devalued by his peers, from Profes-
sor MacHugh’s mockery of his “gentle art of advertisement” (U, 7.608), to what seems 
to be Lenehan’s description at the end of the “Oxen of the Sun” episode: “Bloo? Cadges 
ads” (U, 14.1535). Of course, readers of Ulysses know to be wary of such comments: 
other characters’ perspectives on Bloom are seldom in accord, and distort as often as 
they enlighten. Yet even when they are narrated directly, Bloom’s advertising activities 
are shown to be humble indeed. Wicke suggests that Ulysses introduces Bloom as the 
embodiment of advertising, starting his day by “simultaneously accepting himself as 
the subject of advertising, and in a larger sense, as a subject formed by advertising” 
(Wicke, 130). Yet it is rare in these early chapters for Bloom to take advertising even as 
his object, for he is hardly an audacious proselyte of his “art.” Passing Larry O’Rourke’s 
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canvassing him for an ad. Still he knows his own business best” (U, 4.111–12)—and 
he seems reluctant to approach even those he might consider potential clients, as with 
the butcher Dlugacz: “He withdrew his gaze after an instant. No: better not: another 
time” (U, 4.186–7). Joyce makes his advertising canvasser diffident to the point of re-
dundancy. Bloom does not attempt to canvass a single new advertisement on 16 June 
1904, when agents and canvassers lived by their ability to persuade businesses that 
advertising was worth the expense.

As with much else in this context, Bloom’s exact role has been misinterpreted. Wicke 
begins with the claim that “Bloom’s position as an advertising canvasser is somewhat 
anachronistic by the professional and institutional standards of advertising even in 
1904.” She identifies the anachronism with a comparison against London’s industry:

In 1904, advertising agencies in London numbered in the hundreds, whereas newspapers 
had formed their own account managing departments specifically to sell advertising space. 
Advertising had become too complex and too integral a part of the economy to be left to 
the vagaries of the individual canvasser. (Wicke, 126, 127)

Yet Bloom is not “a free-lance liaison between the newspaper and the company or 
manufacturer,” as Wicke suggests (Wicke, 126). He is in fact employed directly by 
Freeman’s Journal Ltd., the company that ran the Freeman’s Journal and Evening 
Telegraph, among other titles. He is thus a rudimentary component of the account 
managing department against which Wicke contrasts his position—employed “specifi-
cally to sell advertising space.”13

Himself no agent, Bloom demonstrates a very limited awareness of the other 
advertising companies and agencies operating in Dublin at this time. His love rival 
Blazes Boylan aside, the only time Bloom acknowledges another advertising company 
is when he sees the Hely’s sandwichmen in the “Lestrygonians” episode: “They are not 
Boyl: no, M’Glade’s men” (U, 8.130). M’Glade really was an agent, listed under “Bill 
Posters” in Thom’s Dublin Directory at 42 Middle Abbey Street, just along from the 
Freeman’s Journal and Evening Telegraph offices that formed the setting of the previous 
episode.14 Yet there were at least three agencies based in this area in 1904—Oram says 
that by the 1930s it had become “the ‘Madison Avenue’ of Irish advertising” (Oram, 
31)—and these receive no notice at all. Or again, as Bloom walks along Dawson Street 
at the end of the “Lestrygonians” episode, he comes within a few buildings of J. H. 
Parker’s agency, “press and advertising contractors and general agents,” as it is listed 
in Thom’s, at number 43, and yet it goes unremarked. This disregard is indicative of 
Bloom’s neglect of other agencies as he travels around the city. He is observant and 
takes notice of many things—but never the buildings and signs to which he is, however 
peripherally, connected by trade.

The impression one would get from existing critical accounts is that Bloom’s neg-
ligence simply reflects the underdeveloped nature of Dublin’s advertising industry in 
1904: that Joyce does not include other agents and agencies within his protagonist’s 
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notice. Having declared anachronism in Bloom’s role, Wicke presents it as historical 
realism: “Bloom replicates the actual historical position of Ireland vis-à-vis England at 
this time,” since “the secondary, colonized position of Ireland’s general economy holds 
true for its control over the flow of advertising images and texts” (Wicke, 126). This as-
sumption of British control over Ireland’s advertising “flow” is very generally plausible, 
but it does not necessarily follow that the Irish advertising industry was therefore seri-
ously underdeveloped, as implied by Wicke’s claim that “the litany of advertising tags and 
slogans so often encountered in the book are nearly without exception exhortations for 
British or American products”—a claim repeated by several subsequent commentators 
(Wicke, 129).15 In fact, this statement is inaccurate even at a textual level. There are no 
advertisements for American products in the novel, and while British advertising slogans 
are undoubtedly often encountered, Irish advertisements are equally prominent. As 
Bloom enters the city in “Lotus Eaters,” the first advertisements we see are domestic: 
“Cantrell and Cochrane’s Ginger Ale (Aromatic). Clery’s Summer Sale” (U, 5.193–4). 
To scan only the following chapters, we see Bloom register or recall advertisements for 
“Wheatley’s Dublin hop bitters” (U, 5.389), “Thos. H. Dennany, monumental builder 
and sculptor” (U, 6.462), “Alexander Keyes, tea, wine and spirit merchant” (U, 7.143), 
“Hely’s Ltd” (U, 8.142)—the list goes on.

All of these are Irish companies, and it is reasonable to assume that their advertise-
ments would also have been produced locally, indicating a functioning advertising 
industry in Dublin. The assumption requires support if we are to avoid replacing 
guesswork with guesswork, although a historically accurate account of Irish advertising 
is by no means easy to obtain. The advertising historian Richard W. Pollay has pointed 
out that “virtually all of the literature available on the history of advertising is either 
anecdotal, evangelical, trivial or rhetorical,”16 and for the history of Irish advertising in 
particular, there is hardly even any literature available, with the enjoyable exception 
of Oram’s The Advertising Book (1986) falling decidedly into the anecdotal category. 
Nevertheless, in the attempt to clarify our picture of the advertising industry of which 
Joyce makes Bloom a part, we are not without historical resources. Thom’s shows that 
there were at least twelve agencies operating in Dublin by 1904, concentrated centrally 
on Middle Abbey Street, Great Brunswick Street, and D’Olier Street. These agencies 
ranged in size and importance, from the individual agent James Dignam at 71 Middle 
Abbey Street, whose office was rented at £9 per year, to the major company Wilson, 
Hartnell, and Co., whose Commercial Buildings establishment was valued at £520 
per year. The fact that one agency was called Shamrock Advertising Co. suggests that 
the “Buy Irish” movement, which encouraged a proliferation of stereotypically Irish 
brand names and icons in the first decade of the twentieth century, extended also to the 
advertising industry. With or without the nationalist incentive, it seems inconceivable 
that many advertisers, in pedestrian Dublin of all places, would post their advertise-
ments to English agencies and wait for them to be sent back to the Irish newspapers 
and hoardings when they could walk into one of these twelve or so local agencies and 
conduct the business face to face.
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Wicke in his claim that “by London standards, Bloom is hardly a professional—ad agen-
cies had been flourishing there since the 1840s.”17 His judgment of Bloom’s position 
is accurate enough, but the implication that Bloom’s amateurishness is a reflection of 
the immaturity of the Irish advertising industry, as suggested by the comparison with 
London, is misleading. In fact, the Dublin industry was scarcely any younger than its 
British counterpart, although it remained closely connected to the metropolitan center 
in the early days.18 Dublin’s first advertising agency, J. K. Johnson & Co., was opened 
in 1819. After thirty-one years trading, mainly in railway advertising, Johnson’s went 
insolvent in 1850 (Oram, 12–13, 463).19 The company was bought out by the English 
agency W. H. Smith, which had come to dominate the railway advertising industry 
across Britain.20 In 1856, W. H. Smith sent an English agent named Charles Eason to be 
manager, and in 1886 Eason himself bought out the branch, renaming it after himself 
(Oram, 12–13).21 Eason’s remained one of the most prominent advertising agencies in 
Dublin in the nineteenth century; indeed, Eason & Son today remains Ireland’s largest 
distributor of books and magazines, and its advertising division, Eason Advertising, was 
the oldest agency in Ireland when it ceased trading in August 2011.22 

It is true that some Irish businesses seem to have been slow to find their faith in the 
efficacy of advertising. In a series of editorials in the nationalist newspaper The Leader 
from around 1901, D. P. Moran chastised Irish manufacturers for failing to accept mod-
ern advertising as a crucial business practice, satirizing them as “Dark Brothers” for their 
apparent reluctance to expose their products to the consuming public.23 According to 
the report of Thomas Grehan, the advertising manager of the Irish Independent from 
1911 and the man behind the introduction of half-tone illustration to the Irish press, 
many Irish manufacturers had still failed to take Moran’s exhortations seriously even 
a decade later. When he gave a talk on advertising at the Dublin Chamber of Com-
merce in 1911, half of his addressees apparently walked out, affronted at the intrusion 
of this undignified subject upon serious business (Oram, 387). On the other hand, this 
resistance of Irish businesses to the methods of advertising was certainly not universal. 
Much of the The Leader’s success was itself due to advertising, both in the newspaper’s 
own self-advertisement—for which Moran hired Kevin Kenny, who founded what 
would become for a time Ireland’s largest advertising agency—and within its covers, 
which regularly contained a full eight pages of advertisements. As Moran’s biographer 
Patrick Maume puts it, “Moran saw the publicizing of Irish goods as one of The Leader’s 
roles.”24 Evidently the Irish advertising industry progressed unevenly, but that is true 
across England and even the United States at this time. It would be preposterous to 
deny that advertising was less advanced in the industrially underdeveloped colonial city 
Dublin, with a population of around four hundred thousand in 1900, than in London, 
the capital city of the “workshop of the world,” with a population of around six million. 
But Dublin was far from the advertising backwater implied by Wicke and others, and 
in 1904 it boasted an established and apparently flourishing industry.

We cannot say how much Joyce knew of the detailed history of Dublin’s advertising 
industry, but we can be sure that he was familiar with certain agencies’ existence when 
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been hard enough to miss for a writer as sensitive to Joyce towards what he described 
as “Dublin’s street furniture” before his departure from Ireland in 1904, but he in any 
case undoubtedly gained some awareness of the state of the industry when he returned 
to manage the opening of the Volta cinema in 1909–10.25 As Luke McKernan has estab-
lished, in addition to the newspaper advertisements for the Volta that Joyce had printed 
in the Dublin Evening Mail, Evening Telegraph, Freeman’s Journal, and Sinn Féin, he 
managed the expenses for a full range of advertising services, including billposters, tram 
windowbills, sandwich-board men (V.O.L.T.A.?), and “boys, . . . presumably for giving 
out handbills in the street.”26 Joyce’s lists of Volta expenses in the Cornell James Joyce 
Collection also detail payments made to “Allen.”27 This must refer to David Allen & 
Sons (listed in the 1913 Thom’s as billposting and advertising contractors, at 40 Great 
Brunswick Street), as confirmed in a letter Joyce sent to his brother Stanislaus during 
his last visit to Dublin in 1912: “I introduced Charlie to manager of David Allen’s Adv. 
Co. (with whom I left £50 of Volta money).”28 David Allen’s was one of the largest 
agencies in Ireland. Established in 1857 with head offices in Belfast, by the end of the 
century it could be described in the press as “the largest pictorial placard business in 
the United Kingdom.”29 By 1907, the company held sixteen offices in Scotland, six in 
England, and some twenty-eight across Ireland (Oram, 468). Given Joyce’s intimate 
experience of the workings of one of Dublin’s major advertising agencies, we can have 
little doubt that he had a fair idea of the industry’s scale and state of advance when he 
came to write Ulysses. And although this experience came later than the year in which 
he set his novel, Joyce’s close reliance upon the earlier Thom’s, which lists the numerous 
agencies operating in 1904, would have shown him that the industry he experienced 
had been well established by that time.

Bloom’s blindness to the industry within which he works, then, cannot be attributed 
to authorial oversight, but stands out as a conspicuous detail of Joyce’s narrative. The 
obvious thing to say is that it fits Joyce’s characterization of Bloom as the outsider to have 
him disconnected from others in the same trade. But it is also a reflection of the limited 
nature of his professional role. As a reconsideration of his responsibilities will make 
clear, Bloom is meant to be a very small player within the Dublin advertising industry.

“We See The Canvasser at Work”

Since Bloom’s role has been only hazily understood, and the state of the industry 
within which he participates misrepresented, it is no wonder that there has been 
confusion over his responsibilities. He is certainly not involved with the design of 
advertisements. In their overview of the various (and often conflicting) advertising 
histories published in the twentieth century, William Leiss, Stephen Kline, and Sut 
Jhally suggest that it was around “the early 1900s” that it “became standard practice” 
for British and American agencies “to hire writers as regular staff,” although as Diana 
and Geoffrey Hindley point out, many agencies before this “were aware of the special 
requirements of the art” and thus “contracted their copy out to freelance specialists.”30 
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none of the Dublin agencies had art studios at this time (Oram, 26)—and if the early 
agencies were only irregularly involved with the creative design of advertisements, 
Bloom, a newspaper employee, has no involvement at all. This is true even with the 
Keyes advertisement in “Aeolus.” Contrary to much critical interpretation, Bloom 
has not designed this advertisement himself.31 Essentially, he is involved only with a 
modified renewal of a previously printed advertisement: he must collect the various 
modifications, and have them included within the new advertisement. He collects the 
older, imageless copy of the advertisement from the archives of the Freeman’s Journal, 
getting Red Murray to cut it out for him (U, 7.25–27). He instructs Councillor Nannetti 
regarding its presentation: “But wait, Mr Bloom said. He wants it changed. . . . He 
wants two keys at the top” (U, 7.126–27); “Two crossed keys here. A circle. Then here 
the name” (U, 7.142); “Then round the top in leaded: the house of keys” (U, 7.146). 
Finally, he goes to the National Library to retrieve a copy of the crossed keys image, 
which had previously been printed in the Kilkenny People (U, 9.595).

Fittingly, the crossed keys present a minor crux. Neil Tomkinson has questioned the 
realism of the “Aeolus” chapter, finding there to be no purpose in Bloom’s trip to find 
the original Keyes design, since “the “National Library won’t let him cut it out of their 
copy of the Kilkenny People.”32 While Joyce’s friend and commentator Frank Budgen 
referred at an early stage to Bloom having “copied the drawing of the crossed keys,”33 it 
would be surprising for an amateur sketch to be printed in the advertisement. Images 
were still not general in Irish daily newspaper advertisements in 1904: the historical 
Evening Telegraph for 16 June 1904, for instance, has only eight images across some 
fifty-four advertisements. As crude as these images may look to us today, however, they 
do not appear strikingly amateur. Even the historical analog to the Keyes advertise-
ment, printed nearly a decade before Bloom’s fictional involvement, demonstrates 
some artistic ability. John Wyse Jackson and Peter Costello have located what seems 
to be the original of the Keyes advertisement in the Evening Telegraph for 21 March 
1896; the advertisement in fact ran with the same design for several weeks between 14 
March and 4 April.34 The image in this advertisement is large and relatively detailed, 
and appears to have been designed by somebody with at least some idea of shading 
and dimension (see figure 1).

This advertisement is actually not for Alexander Keyes at all (or Alex Keys, as his 
name is misspelled in the advertisement), but for his successor James Cassidy. With 
the pun on the name lost, the relevance of the image is minimal, hence the adver-
tiser’s amusing explanation that he “SELLS NOTHING / LIKE HARDWARE, / BUT 
CHOICE SELECTIONS” of liquor. The tenuousness of the connection between the 
image and the advertisement indicates that the image has been printed from the blocks 
of an earlier design—a common practice in late-nineteenth-century advertising—with 
the effect that advertisements for different firms at times used identical images.35 We 
may speculate that Cassidy wanted an image because it “catches the eye,” as Bloom 
puts it (U, 7.151), and borrowed this particular one from an earlier Evening Telegraph 
or Freeman’s advertisement because he could get it cheaply without having to pay for 
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the cutting of new blocks. What seems clear is that the Cassidy advertisement, like 
Joyce’s fictional one, has been adapted from an earlier version. The obvious assump-
tion is that the earlier advertisement had been designed for Keyes himself, although 
I have been unable to locate any such advertisement in the Evening Telegraph in the 
five years or so before Cassidy’s appeared, or around the time Keyes himself took over 
the property at some point in 1879–80.36 It is also strange that Keyes did not reuse 
the image himself, since four days after Cassidy’s advertisement was printed, a plain 
advertisement appeared for Keyes’s new establishment in Ballsbridge.37 

Whether Joyce’s advertisement is based upon Cassidy’s or upon some earlier adver-
tisement, it is unclear how the original came to Joyce’s attention—although specula-
tion has steadily become received biographical fact. Frank Delaney claims in passing 
that Joyce’s father worked as an advertisement canvasser for the Evening Telegraph 
in 1896; Jackson and Costello elaborate the claim in a long narrative account of John 
Stanislaus Joyce’s involvement, stating that he himself designed and placed Cassidy’s 
advertisement.38 Neither provide any direct evidence, although this has not prevented 
several recent studies, minor and major, from presenting the speculation as given.39 
It is certainly a tantalizing suggestion, and it would explain Joyce’s recollection of the 
old advertisement some twenty years after its publication, but the lack of evidence 
makes the claim hard to evaluate. And of course, while interesting enough in itself, the 
provenance of the Keyes advertisement is of limited importance for our understanding 
of its significance in the finished text. Despite Joyce’s notorious attention to histori-
cal verisimilitude, his interest in what Wyndham Lewis described as “the sewage of 
a Past twenty years old” is not solely, or even primarily, “factual.” As recognized from 
an early stage, the Keyes advertisement serves a complex and overdetermined nar-
rative function, bringing together various mythical, thematic, political, and religious 
connotative threads.40

Nevertheless, whatever its higher functions, the advertisement serves at a basic 
level as part of Joyce’s characterization of Bloom as an advertisement canvasser. If it is 
true that Joyce remembered the advertisement from his father’s activities, he would 

Fig. 1. Advertisement for James Cassidy, possible original for the 

“HOUSE OF KEY(E)S” advertisement (U, 7.141), Evening Telegraph, 14 

March 1896, 1.▲
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even if it was by hand, as “Aeolus” would have it, this does not substantially alter our 
impression of Bloom’s limited role in the advertisement’s production. He does not 
design the copy or the image of the Keyes advertisement; nor does he engage in the 
other activities crucial to the advertising industry in its earlier stages of development. 
Advertisement placement and space brokering seem to have been the main services 
offered by agencies in the late-nineteenth and early-twentieth centuries, in Ireland as 
elsewhere. Brian D. O’Kennedy, the general manager of Kenny’s advertising agency, 
claimed that it was not until the 1920s that it started “becoming a service rather than 
a placing agency,” and two of the most successful Dublin agencies of the nineteenth 
century, Wilson Hartnell & Co. and Eason’s, are said to have operated solely through 
space brokerage—buying space in bulk from the newspapers before reselling it in por-
tions to individual advertisers (Oram, 54, 9). Since Bloom is employed by Freeman’s 
Journal Ltd., he is necessarily excluded from even these activities. The advertisements 
he collects can only be placed in the publications of that company, and he is therefore 
unable to “farm” newspaper space, lacking the independence that a space broker or 
agent would enjoy.

The larger part of Bloom’s role entails the negotiation of terms, and even in this 
limited function, he is not very successful. Keyes has instructed Bloom to place the 
advertisement for a month (“He wants it in for July”; U, 7.124), and he apparently 
wants a “short par” (U, 7.989) to accompany it; in exchange for the puff, Councillor 
Nannetti tells Bloom that Keyes must agree to a three-month renewal (U, 7.160). It 
is this exchange that proves problematic, both for Bloom’s negotiations, and, for the 
reader, in the confused picture it gives of the workings of Freeman’s Journal Ltd. The 
accompaniment of an advertisement with a “par,” or an editorial puff, was commonplace 
across Britain and Ireland in the early twentieth century, and Bloom is thus involved 
in negotiating a typical advertising service. Yet while there were agents at this time, 
at least in England, whose sole activity was the placement of these “reading-notices,” 
a significant complication for Bloom is that it is unclear whose responsibility it will 
be.41 Red Murray is the first to mention it in the office of the Freeman’s Journal—
“Of course, if he wants a par, Red Murray said earnestly, . . . we can do him one”  
(U, 7.34–35)—but, as with many of the newspaper staff in the “Aeolus” chapter, Mur-
ray’s role is not defined. Different explanations have been offered, even by the same 
person. Richard Ellmann stated in his 1954 essay “The Backgrounds of Ulysses” that 
the character was modeled on Joyce’s maternal uncle, John Murray, “who worked on 
the advertising staff of the Freeman’s Journal and is mentioned here in that capacity.”42 
But when Ellmann adapted the article for the publication of James Joyce five years 
later, he silently amended John Murray’s position from “the advertising staff” to “the 
accounts department.”43 The fictional Murray is seen only as the man who locates a 
Keyes advertisement in an older copy of the Freeman’s Journal, and cuts it out for Bloom 
(U, 7.25–32); a man in the accounts department would have no reason to do this, and 
Ellmann’s earlier positioning of Murray in the advertising staff is thus recommended. 
But in that case, as Tomkinson asks, why does Bloom go on to request the puff from 
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661Nannetti, when “Red Murray has already assured him a few minutes before that they 
will do so”?44 Unlike the keys crux, this question seems to be answered within the text. 
The enthusiasm of Murray’s unsolicited offer of a “par,” with Bloom’s cool response 
and his sardonic internal repetition of Murray’s “we” (U, 7.37), suggests that Murray 
is simply claiming a responsibility and seniority that Bloom knows him not to have.

Bloom then goes “through the printingworks” (U, 7.33), which lay between the 
connected offices of the Freeman’s Journal and Evening Telegraph, and it is here that 
he consults Nannetti, who demands an exchange of a three-month renewal of the 
advertisement for an editorial puff. These puffs were usually written by the advertiser 
or the agent themselves, but in Joyce’s newspaper office this does not seem to be the 
case, since Bloom appears to request the service from Nannetti: “You know the usual. 
Highclass licensed premises. Longfelt want. So on” (U, 7.157–8). This act makes Nan-
netti’s proper role even harder to establish than Murray’s. Ellmann says that “Nannetti 
was foreman printer of the Freeman’s Journal in 1904; Joyce probably saw his son, who 
was foreman printer of the Evening Telegraph in 1909.”45 Don Gifford rephrases this 
role as “master printer,” and Tomkinson complains that “Joyce does not make clear . . . 
what Nannetti is supposed to be—caseroom overseer or chief reader.”46 Harry Blamires 
describes Nannetti as “the Freeman’s business manager,”47 which would explain his 
involvement with the advertisement, but there is little justification for this solution: 
Nannetti is consistently and repeatedly described in the text as “the foreman” (from 
U, 7.85)—that is, the foreman printer—and he is definitely located in “the caseroom” 
(U, 7.196), where printers make up the pages of a newspaper. We see him handing 
copy to a typesetter (U, 7.108–9) and checking “a limp galleypage” (U, 7.160), all of 
which confirms Ellmann’s identification of Nannetti as foreman printer or caseroom 
overseer. As such, it is conceivable that Bloom would hand him the copy and design 
for the Keyes advertisement, but—as Tomkinson again points out—it is unlikely that 
Nannetti would be stipulating or negotiating the terms of an advertisement’s renewal, 
much less arranging the writing of the puff.48

Myles Crawford is the third person that Bloom consults regarding the Keyes ad-
vertisement, and his role is clear in comparison. Joyce uses “the editor” as an epithet 
for Crawford throughout “Aeolus” (starting at U, 7.350), and since the remainder of 
the chapter is set in the office of the Evening Telegraph, there can be no mistaking 
Crawford for anything but the editor of this title. To answer Nannetti’s stipulation of 
a three-month renewal, Bloom has attempted to persuade Keyes that it will be to his 
advantage: “Rub in August: good idea: horseshow month. Ballsbridge. Tourists over 
for the show” (U, 7.192–4).49 Bloom’s suggestion of an August renewal is accepted 
all too literally, and Keyes has agreed only a two-month renewal for July and August  
(U, 7.973), so Bloom avoids Nannetti and attempts to have the reduced renewal ap-
proved by the editor instead.

That Bloom is unable to secure the puff with Crawford on these terms is perhaps 
due, as Bloom thinks, to the editor’s “nervy” disposition (U, 7.983), but it is just as 
much a sign of Bloom’s insignificance within Dublin’s advertising industry. Agencies 
had no difficulty at this time securing a puff from a publication as part of an advertising 
contract, as Terry Nevett has argued:
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that the fate of a large part of the British press was effectively in their hands. . . . The power 
which the agents commanded was wielded to such effect that arranging the publication 
of puffs became an integral part of the service they offered.50

Regarding Nannetti’s stipulated three-month renewal, Tomkinson assumes that “even 
in 1904 no newspaper could dictate terms to a potential advertiser in this way.”51 This is 
not the case: newspapers have rarely been bound to individual advertisers. As Nevett’s 
comments suggest, it was the influence of the agencies that forced newspapers to yield 
to advertisers’ demands. If a newspaper were to upset a large agency over terms, it 
would jeopardize accounts with a number of different advertisers. Bloom, however, 
represents just two accounts in Ulysses, Keyes and Prescott’s, so even if he were 
freelance, he would have very little to bargain with. But again, since he is employed 
directly by Freeman’s Journal Ltd., he has no choice but to submit to their terms. 
So while Bloom’s client demands the puff—Nevett’s “integral part of the service”—
Bloom does not have the leverage of the advertising agent with the newspaper. It is 
probably true that editors were not in the habit of turning advertisers away quite so 
cavalierly as in “Aeolus”—“Will you tell him he can kiss my arse? Myles Crawford said”  
(U, 7.981)—but there is no reason to think that one of Dublin’s largest newspapers 
would agree to give a puff to a small advertiser who would not commit to more than 
an extra month’s future advertising.

In sum, Bloom’s professional involvement with advertising on 16 June 1904 consists 
of the management of one advertisement, which he botches. He has little to do with 
the design: the copy and the image are prepared by the client, the puff is prepared by 
the newspaper, and he has no decisive control over the positioning (“I”ll get the design, 
Mr Nannetti, he said, and you’ll give it a good place I know”; U, 7.188–9). Employed 
by Freeman’s Journal Ltd., Bloom can only place the advertisements he collects in that 
company’s titles, and thus cannot profit from space brokering or “farming,” the main 
source of profit for advertising agents at this time. If he has some awareness of which 
titles are most suitable for particular advertisements—“Best paper by long chalks for 
a small ad,” he considers the Irish Times to be (U, 8.334)—then this is a skill that his 
role does not require. Representing so few clients, Bloom has little bargaining power 
with his employer, and since he is likewise unable to authorize concessions to his client 
Keyes, he is pushed between pillar and post; in the end, he is left having to attempt to 
pull strings with his debtor Joe Hynes: “If he would just say a word to Mr Crawford. 
. . . It’s just that Keyes, you see. . . . Very kind of you, says Bloom” (U, 12.1144–55).

Assumptions and guesswork have led to a muddled picture of the career of Joyce’s 
protagonist. Bloom has been figured by turns as an anachronistic representative of a 
backwards and servile colonial industry, and as the herald of modernity, exemplifying 
the supreme role of advertising in a consumerist economy—sometimes within the 
same account. Neither picture is satisfactory. It suits our current critical tenor to sup-
pose that Joyce exaggerates the retardation of the Irish advertising scene as part of his 
indictment of the British imperial suppression of Irish growth, as Wicke comes close to 
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663arguing (Wicke, 126). This maneuver would be consistent with Joyce’s general depic-
tion of stifled domestic industry in Ulysses: we know that he was an early advocate of 
the “Buy Irish” policy, yet this movement is scarcely visible in the novel, reduced to a 
passing George Russell, “high figure in homespun, beard and bicycle” (U, 8.533).52 The 
problem with this argument in the specific context of the Irish advertising industry is 
that Joyce does not exactly present a retarded Irish advertising industry. Ulysses is full 
of advertisements, many of them Irish, and their efficacy is evident in the psychological 
impact they are shown to have upon the novel’s characters.53 The novel thus reflects 
both the relatively advanced state of Dublin’s advertising industry in 1904, and Joyce’s 
understanding of the broader socio-economic significance of the practice as it would 
have appeared to him writing in other European metropolitan centers in the late 1910s 
and early 1920s.

What Joyce chooses to retard is Bloom’s involvement with this industry. If the me-
chanics of Dublin’s advertising industry—its agents and agencies—are not prominent 
within the narrative, this reflects only Bloom’s exclusion from the practice. In London, 
advertising canvassers had operated with some cooperation as early as the 1860s, with 
specific pubs designated for their fraternity.54 It is hard to imagine that Dublin was any 
less sociable, despite its fewer numbers, and yet Bloom shows no awareness of anything 
of the sort. It is true that Corley mentions that he has seen Bloom “a few times in the 
Bleeding Horse in Camden street with Boylan, the billsticker” (U, 16.198–9). This is 
a questionable claim in itself, but there is in any case no suggestion of professional 
interaction between the two men that does not center on Bloom’s wife Molly, whose 
forthcoming singing tour Boylan is organizing.55 

Indeed, these characters’ related professions serve not to indicate Bloom’s con-
nectedness, but to emphasize his powerlessness. In stark contrast to Bloom’s limited 
role, Boylan apparently runs his own billsticking company (U, 17.2206–7), giving him 
a relatively large part in Dublin’s advertising industry. Here as elsewhere, it is Boylan 
who is “getting it up” (U, 5.153). While the significance of their related careers has often 
been overlooked, the gulf between their respective achievements adds significant pathos 
to Bloom’s fantasized “retribution” for Boylan’s assignation with Molly, with which he 
dreams of establishing himself as both “a prosperous rival agency of publicity,” and “a 
successful rival agent of intimacy” (U, 17.2200, 2205–7).

And here, perhaps, is the point. Critics interested in Joyce’s engagement with ad-
vertising have tended to reduce Bloom to an aspect of that engagement, a “subject of 
advertising, and . . . a subject formed by advertising,” as Wicke puts it (Wicke, 130). 
Thus valorized, he can be bent to suit whichever argument, whether on colonial ex-
ploitation, or consumerist modernity. In fact, the advertising job is just one aspect of 
Joyce’s characterization of Bloom, and a more careful appraisal of this job helps us to 
retrace some missteps, and to refine some familiar interpretations. Bloom’s disconnec-
tion from his trade emphasizes his social alienation as a Jewish outsider in Dublin, and 
his material powerlessness against his “rival” Boylan. So while advertising in general 
undoubtedly contributes to Joyce’s depiction of the modernization of Dublin in 1904, 
Bloom’s menial role should discourage us from interpreting his job simply as a symbol 
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664 of modernity. On the other hand, this realization should not push us too far the other 
way. As I have shown elsewhere, one register of Joyce’s research into advertising is 
Bloom’s fairly sophisticated theoretical understanding of the practice: throughout the 
novel, his limited position within the industry is contrasted against an advanced if tacit 
grasp of the psychological potentials of advertising.56 Joyce thus also uses advertising 
to contribute to his representation of Bloom as a progressive outsider in insular Dub-
lin—if not quite “the world’s greatest reformer” (U, 15.1459), as one fervent supporter 
puts it in the “Circe” coronation scene, at least a forward-thinking counter to the civic 
paralysis that Joyce famously depicted in Dubliners.
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