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Abstract 

Throughout his works, James Joyce continually refers to William Butler Yeats, 

his life and his texts. These references to Yeats illustrate Joyce's obsession with the older 

poet; however, Joyce uses Yeats in his work in order to develop his own unique literary 

voice. Joyce was extremely familiar with Yeats's texts which his numerous quotations 

and allusions to Yeats demonstrate. Intertextual theory illustrates that quotations and 

allusions transfer meaning, thematic content or an entire text into another text. Joyce 

uses Yeats to enrich his texts thematically as well as fashion his characters. Thus, Joyce, 

to a large extent, develops his skill as an artist at Yeats's expense, for he constantly 

distances himself from Yeats's aesthetic philosophy in Dubliners, A Portrait of the Artist 

as a Young Man, and Ulysses. Joyce's texts demonstrate his attempts to avoid being 

compared with Yeats; however, his references ironically enhance Yeats's reputation as 

the dominant Irish literary figure of his time. 
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1 
Introduction 

James Joyce constructs significant meaning in his texts through references to other 

writers, their works, and lives. William Butler Yeats is one prominent, literary figure to 

whom Joyce frequently refers to in his texts, demonstrating the tremendous impact the 

somewhat older Irish poet had on Joyce. Throughout Joyce's writing there is a vast array 

of references to Yeats, his work and his literary circle. Yeats, his poetry and his prose 

directly affected how Joyce fashioned his texts. Joyce's view of Yeats is not fixed, 

instead his opinion of the senior poet changes as he develops his art and matures as an 

artist. The relationship between Joyce and Yeats is complex with numerous and varied 

references to Yeats. The strong presence of Yeats in Joyce's work supports an 

intertextual analysis of the two writers. An intertextual approach yields possible reasons 

why Joyce's writing displays what might be termed as an obsession with Yeats. Joyce 

transfers themes from Yeats's life, poems and prose into his works and in doing so 

constructs meaning directly through quotations and indirectly through allusions. Joyce 

refers to Yeats and his literary circle in order to promote his work, construct meaning in 

his writing and establish his artistic independence. The theory of intertextuality indicates 

that a knowledge of Yeats, including his history, work and aesthetic principles, is crucial 

for a comprehensive understanding of Joyce. Through this literary relationship with 

Yeats readers can trace Joyce's development in his understanding of art and Irish culture. 

Joyce's interpretations do not always agree with the aesthetic principles and concepts in 

Yeats's work, but nevertheless Yeats is an important influence on Joyce and his art. 
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Joyce's relationship with Yeats changes and develops as the younger writer 

matures and his novels reflect an ever-changing opinion of Yeats. While an intertextual 

study of Joyce and Yeats is unable to determine Joyce's exact intentions regarding his 

many references to Yeats, it does offer evidence for how phrases from and about Yeats 

function in his texts. Intertextuality provides a theoretical framework needed to 

understand Joyce's literary relationship with Yeats. 

Julia Kristeva coined the term intertextuality, in effect introducing it into literary 

criticism as a theory based on the relations between texts. She develops her discussion on 

intertextuality from Mikhael Bakhtin who argues that every word is part of a dialogue: 

The word in living conversation is directly, blatantly, oriented toward a future 

answer-word: it provokes an answer, anticipates it and structures itself in the 

answer's direction. Forming itself in an atmosphere of the already spoken, the 

word is at the same time determined by that which has not been said but which is 

needed and in fact anticipated by the answering word. (280). 

Instead of merely focusing on the word, Kristeva alters Bakhtin's semiotic theory to 

include texts as well as words. Kristeva manipulates Bakhtin's theory by replacing 

"word" with "text." She argues that, "each word (text) is an intersection of words (texts) 

where at least one other word (text) can be read" (Kristeva 66). Kristeva's concept of an 

intersection between texts is important, for it suggests that a reference in Joyce's prose 

directs his audience towards a reading of the mentioned text. Richard Wall notes that in 

"Ithaca," an episode in Ulysses, a few of Leopold Bloom's books have bookmarks at 

certain pages. Wall explains that these pages offer further insight to the novel and "are 
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further evidence, i f such be needed, of the care with which Joyce selects the most minute 

details in his works. His use of bookmarks is an interesting manifestation of his basic 

technique of using the works of others to extend or reinforce his own" (213). Thus, 

intertextuality demonstrates that literary meaning resides not only in Joyce, but also in the 

text that is the source of the quotation or allusion. A reader of Joyce must become a 

reader of Yeats in order to extract further meaning from Joyce's work. For instance, in 

Joyce's Stephen Hero (an early version of A Portrait of the Artist as a Young Man) the 

protagonist Stephen "repeated often the story of The Tables of the Law and the story of 

the Adoration of the Magi. The atmosphere of these stories was heavy with incense and 

omens and the figures of monk-errants, Aherne and Michael Robartes strode through it 

with great strides" (178). Stephen's fascination with these stories of Yeats illustrates 

Kristeva's intertextual intersection in which another text can be read. Kristeva continues 

her discussion of intertextuality and says that "any text is constructed as a mosaic of 

quotations; any text is the absorption and transformation of another" (66). In Kristeva's 

argument there exists the concept of absorption whereby the author (both explicitly and 

implicitly) moves from another text into their own. Through this transfer of meaning, the 

quoting text takes the words from the quoted text and reapplies it to a different context. 

With regards to Stephen Hero and Yeats, John Paul Riquelme explains that Stephen's 

fascination with Yeats's Aherne and Michael Robartes occurs "because they are 

"outlaws" (Stephen 178) who possess secret wisdom; Stephen can take a stand against the 

restrictive conventions of Irish culture by identifying with them" (190). Riquelme's 

argument focuses on an intertextual transfer of meaning; the theme of aesthetic outlaw 
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from Yeats's "The Tables of the Law" moves from the short story into Stephen Hero. In 

Joyce's text, this theme is placed in a new context which is Stephen's disapproval of Irish 

social conventions. The transfer of meaning also transforms Yeats's story as its authority 

increases by way of Joyce's mention of it. The reference to the story demonstrates that 

Yeats articulates a theme in such an important and effective manner that Joyce includes it 

in his writing. Consequently, the literary authority of Yeats increases because Owen 

Aherne and Michael Robartes fascinate Stephen. 

Theorists of intertextuality also argue that texts operate in a dialogue, a concept 

that originates with Bakhtin's semiotic theory. Bakhtin argues that words are always a 

part of a dialogue; "the word is born in a dialogue as a living rejoinder within it; the word 

is shaped in dialogic interaction with an alien word that is already in the object.. . every 

word is directed toward an answer and cannot escape the profound influence of the 

answering word that it anticipates" (279-80). If a word anticipates an answer then in the 

relationship between texts, Joyce's Stephen Hero acts as a response to Yeats's "The 

Tables of the Law." Kristeva's theory of intertextuality draws heavily on Bakhtin and 

although she argues against the notion of a dialogue between texts, it is a concept which 

contains some merit. In his study Intertextuality and the Reading of Roman Poetry 

Lowell Edmunds disagrees with the notion of an intertextual dialogue: " i f by dialogue 

one means a compositional structure in which two or more participants speak back and 

forth among themselves, then dialogue is a poor model for intertextuality, in which [the 

quoting text] has the final word" (144). In this one sided dialogue Yeats's "The Tables of 

the Law" cannot respond to Joyce's prose, but dialogue is important to this intertextual 



5 
study because both Joyce and Yeats respond to one another in letters and critical writings. 

Richard Ellmann's study in Eminent Domain outlines the relationship between Joyce and 

Yeats which occurs in their letters and conversations. Perhaps such a study does not 

constitute a pure form of intertextuality, but the dialogue in letters offers important 

insight into Joyce's constant references to Yeats in his work. 

Intertextuality is also a reader-centred form of literary criticism. In his article 

"Compulsory Reader Response: The Intertextual Drive," Michael Riffaterre argues that 

intertextuality is reader driven. He describes the quoted text as the intertext which "is one 

or more texts which the reader must know in order to understand a work of literature in 

terms of its overall significance" (56). To return again to Stephen Hero, Stephen's 

enthusiasm for Yeats's stories commands that the reader possess a knowledge of both 

"The Tables of the Law" and "The Adoration of the Magi" in order to understand his 

attitude towards Ireland more fully. Edmunds elaborates on Riffaterre's notion of the 

reader; he explains that, "the reader's experience of intertextuality will be deployed, 

according to the nature of the text, the reader's initial competence, and the depth of his 

research. Given the peculiar nature of intertextuality, which has been described here as 

undecidability, the reader will have to make a decision or decisions . . . for the sake of his 

own reading" (153). The "undecidability" that Edmunds describes has to do with the 

reader's willingness to read the text quoted and then reread the quoting text. According 

to Edmunds, this expanded reading of text yields further knowledge that becomes 

applicable to the quoting text. Riffaterre also notes that it is necessary for the reader to 

read the intertext for the sake of meaning. Therefore, a comprehensive understanding of 
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the literary relationship between Joyce and Yeats requires a decision on the part of the 

reader to read and reread both authors. Edmunds asserts that intertextual reading is a 

retroactive activity whereby the reader is in the centre and establishes the boundaries of 

intertextuality (153). He also explains that, "[a] reference can take place only in the mind 

of a reader, and no amount of theorizing will ever be able to locate either the markers or 

the boundaries of intertextuality in texts" (155). Consequently, Joyce's numerous 

references to other writers direct his readers towards further information; however, these 

references depend upon the reader's knowledge of others writers and their perception of 

the reference. 

A n intertextual study requires that one must develop, define and understand the 

boundaries of intertextuality. The boundaries for this study depend upon one central 

question: what constitutes an intertextual moment in Joyce's writing? Edmunds defines 

intertextuality as "the study of a certain kind of relation between texts: One text quotes 

another or others. Quotation is chosen here, in preference to the more common reference, 

allusion, echo, reminiscence, or transformation, as a general inclusive way of describing 

the phenomenon" (134). Although Edmunds's discussion contains numerous terms under 

the heading of quotation, for the purposes of this study there are several terms which 

identify an intertextual moment in a text, and each one possesses a different level of 

meaning transfer. There are the explicit intertextual relations which incorporate both 

direct quotation and paraphrase. Then there are also implicit moments of intertextuality 

in Joyce's texts, which originate in allusion. Allusions to Yeats occur through subtle 

references to his works, his friends and his interests. Furthermore, there are two key 
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factors which affect the transfer of meaning in the intertextual relations in Joyce's work. 

The first is parody which manifests itself in both explicit and implicit intertextual 

moments, while the second is genre which indicates how the reference should be 

understood. 

The most obvious and explicit intertextual moment in a text is direct quotation. 

Direct quotation is the exact word for word transfer from one text to another. In 

quotation, the literal content remains the same, which, in effect, changes the meaning of 

the content in its new application. Thus, context becomes an important part of locating 

meaning not only in quotation, but in every intertextual moment. In Stephen Hero Joyce 

directly quotes Yeats when the narrator says that Stephen "was fondest of repeating to 

himself this beautiful passage from The Tables of the Law: Why do you fly from our 

torches which were made out of the wood of the trees under which Christ wept in the 

gardens of Gethsemane?" (178). The phrase Joyce cites has its own context in Yeats's 

story; the original context occurs when a vision of robed figures ask Michael Robartes 

this question whereby he cowers and attempts to flee from the truth they represent. In 

Joyce's text, the content of the phrase remains exactly word for word, but it is removed 

and placed into a new context. The intertextual moment signifies a transfer of meaning, 

but how does that meaning operate in its new context? Stephen is the one who asks the 

question, but its meaning relates to him both as the questioner and as its audience. The 

content of quotation functions differently in both the text and the intertext. In addition, a 

quotation is also a moment of synecdoche in which the phrase represents the entire text in 
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which it originates. As a result, Yeats's short story in its entirety becomes relevant to 

Joyce's work by way of this one quotation. 

A n address is also an explicit form of intertextuality, whereby the author directs 

the contents of a text towards a particular person. In "The Day of the Rabblement," an 

attack on the Irish Literary Theatre, Joyce directly refers to Yeats as an artist gone astray, 

for he claims that, "an aesthete has a floating will , and Mr. Yeats's treacherous instinct of 

adaptability must be blamed for his recent association with a platform from which even 

self-respect should have urged him to refrain" {Critical 71). This address contains 

Joyce's disapproval of the theatre's decision to perform Irish plays instead of ones from 

the continent, specifically Henrik Ibsen whom Joyce admired. Joyce wrote this article in 

1901 and although there is no transfer in textual meaning, the article initiates a literary 

dialogue between both writers. Joyce's address to Yeats illustrates how intertextual 

relations build upon each other over time, adding layer upon layer of meaning. 

Another intertextual relation is an allusion which operates in a fashion similar to a 

quotation. A n allusion provides a link to another text or person through an implicit 

reference to another text or incident. In the beginning of Joyce's "The Day of the 

Rabblement," he mentions the Irish Literary Theatre and it is through this small phrase 

that he connects Yeats's entire literary circle to the article. The Abbey Theatre signifies 

both Yeats and his aesthetic principles because he established and operated the theatre. 

Unlike a direct quotation which targets a specific text, an allusion can refer to numerous 

texts. Joyce's mention of the Abbey Theatre recalls a number of texts or themes relative 

to Yeats and his circle of friends. A n allusion also contains a transfer of meaning for it 
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possesses the characteristics of an intertextual intersection. The concept of reminiscence 

is one form of implicit relation whereby a phrase hints towards another text or an author's 

style of writing. 

A reminiscent intertextual moment is more subtle than an allusion, but it also 

signifies a transfer of meaning. Similar to reminiscent intertextuality is citation which 

refers to a text by way of an indirect method. Edmunds provides a definition of citation: 

"where a poet quotes not simply another poet's words but someone else's saying of those 

words" (134). Although his study focuses on Roman Poetry, Edmunds's description of 

citation is applicable to this intertextual study of Joyce. The relay present in citation 

twice removes the quotation from its source text. Throughout Ulysses several of Joyce's 

characters cite other literary characters and figures which results in the transfer of 

meaning. This indirect intertextual relation illustrates that there are several layers of 

meaning in each reference. 

Several of the references to Yeats in Joyce's work contain elements of both 

reverence and criticism, and it is this paradox between text and intertext that relates 

parody to intertextuality. Edmunds emphasizes that parody is not just ridicule, but that it 

"is a mixture of respect and critical distance" (142). He suggests that all intertextual 

relationships contain an element of parody (141). Therefore, an analysis of Joyce's 

relationship to Yeats requires an awareness of the connection between praise and ridicule 

in parody. Throughout Joyce's writing there are instances of parody of Yeats. These 

moments occur in Joyce's discussion of Yeats's poems, his relationship with Maud 

Gonne and his interest in the occult. Edmunds warns against the misreading of parody 



10 
which leads to an incomplete understanding of the reference, for he says that, "[it] may be 

perceived in only one aspect (serious or humorous), to the exclusion of the other" (143). 

Consequently, a comprehensive understanding of Joyce's position towards Yeats requires 

an investigation into humourous moments which considers the two functions of parody. 

Intertextuality focuses on texts and how different texts function in relation to one 

another. However, any study of intertextuality incorporates literary criticism that deals 

with influence and relationships between authors. Influence is an author-centred concept 

which contrasts intertextuality's emphasis on the reader (Clayton 5). Intertextuality has 

developed to include concepts which are a part of influence theory: " i f one extends the 

term influence to include the notions of context, of allusion, and of tradition, none of 

which is influence in a narrow sense but all of which are needed i f the narrow sense is to 

be useful even for the purposes of charting originality" (Clayton 6). Influence fell out of 

favour among literary critics as a direct result of its focus on biographical details rather 

than the operations at work within the text. In terms of influence the relationship between 

two writers is fairly basic, "for the later author, influence is more like an act of 

perception, in which one's observation causes action. For the earlier author, influence 

again is rarely an intentional action" (Clayton 7). For clarification, this intertextual study 

does include biographical details and Yeats's influence on Joyce, but both features 

operate in relation to intertextuality and assist in a thorough understanding of Joyce's 

complex relationship with Yeats. 

Joyce refers to Yeats and his literary circle in order to construct meaning in his 

texts and develop his own aesthetic principles. Furthermore Joyce incorporates 
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quotations from Yeats's work into his own, as a means of promoting his conceptions of 

both art and Ireland. Intertextual theory demonstrates that Joyce is a writer that one 

cannot read in isolation, for meaning in Joyce comes from other texts, particularly Yeats. 

There is an important moment in A Portrait which demonstrates a departure from Yeats 

on the part of Joyce. Stephen Dedalus rejects the focus of the speaker in Yeats's 

"Michael Robartes Remembers Forgotten Beauty," who attempts to capture the past. 

Stephen differs from Robartes when he says that, "Michael Robartes remembers forgotten 

beauty and, when his arms wrap her round, he presses in his arms the loveliness which 

has long faded from the world. Not this. Not this at all. I desire to press in my arms the 

loveliness which has not yet come into the world" (Portrait 251). Stephen articulates 

Joyce's attempt to develop his own literary voice apart from Yeats. The quotation is also 

a criticism of Yeats's Michael Robartes who, like Yeats, emphasizes the past rather than 

the future. Stephen's forceful rejection of the longings of Michael Robartes, and, by 

implication Yeats, marks a crucial moment in Joyce's maturation as an artist; it represents 

Joyce's attempt to develop his own aesthetic theory and to indicate the focus of his art. 

This break from Yeats is significant enough to warrant two parts to this intertextual 

analysis. The first part considers Joyce's work up to and including A Portrait of the Artist 

as a Young Man: Chapter One: "Dubliners and Yeats," and Chapter Two: "Stephen's 

Turn from and Return to Yeats." The second part continues to focus on Stephen Dedalus 

and his day in Ulysses: Chapter Three: "Yeats Haunts Stephen," and Chapter Four: "The 

Price of Stephen's Independence." 
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Chapter One: Dubliners and Yeats 

Several stories in Joyce's Dubliners allude to themes in Yeats's poems and prose. 

Joyce does not quote Yeats directly, but there are implicit intertextual references in the 

first story "The Sisters," the middle story " A Little Cloud," and the final story "The 

Dead." Although Dubliners was published in 1914, Joyce wrote the stories between 1904 

and 1907 which is important for understanding what works of Yeats Joyce had read at 

that time. By 1907 Yeats had published four books of poems, a number of plays and 

various essays. The works of both writers emphasize Irish identity and the formation of a 

national literature. Although both men address the subject of Irish identity, they develop 

different understandings of Irish art and identity. Thus, Joyce incorporates themes from 

Yeats's writing to fashion the stories in Dubliners, and construct his understanding of art. 

Joyce's Dubliners also contains early signs of the aesthetic theories he develops in his 

later texts. 

Yeats's construction of a national literature included historical themes and the 

incorporation of Irish myths and legends. In "Ireland and the Arts," Yeats argues for a 

developed and Irish art community: "I would have our writers and craftsmen of many 

kinds master this history and these legends, and fix upon their memory the appearance of 

mountains and rivers and make it all visible again in their arts, so that Irishmen, even 

though they had gone thousands of miles away, would still be in their own country" 

(Essays 205-6). While Yeats's sense of national art incorporates the past and fantasy by 

way of Irish legends, Joyce's stories present an image of Ireland that is ordinary and not 

spectacular. Dubliners deals with contemporary and mundane themes which Joyce 
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explains in a letter to his publisher Grant Richards: "it is not my fault that odour of 

ashpits and old weeds and offal hangs round my stories. I seriously believe that [if you 

fail to publish then] you will retard the course of civilisation in Ireland by preventing the 

Irish people from having one good look at themselves in my nicely polished looking-

glass" (Letters 63-4). Both writers investigate Irish identity, but Joyce's portrayal of 

ordinary life as art, contrasts Yeats's mythical understanding of Irish art. Nevertheless, 

Joyce incorporates themes from Yeats to fashion his texts and explore Irish identity. 

In the first story entitled "The Sisters," there is an important reference that directly 

alludes to Yeats and offers additional insight into the story. The narrator describes the 

death of a Catholic priest and how it affects his understanding of religion. The boy's 

uncle criticizes his friendship with Father Flynn and his desire to learn from the old 

priest; the uncle says, "that's what I'm always saying to that Rosicrucian there: take 

exercise. Why, when I was a nipper every morning of my life I had a cold bath, winter 

and summer" (Dubliners 2). The boy's enthusiasm for learning is one explanation for 

why his uncle describes him as a Rosicrucian. Terence Brown offers the reader a 

definition of Rosicrucian in his footnote: "a Rosicrucian is a member of a fraternity of 

religious mystics which traces its origins to ancient Egypt by way of the probably 

fictitious 15th century German monk Father Christian Rosenkreutz" (240). The uncle's 

Rosicrucian comment is also an indirect reference to Yeats whose writing contains an 

enthusiasm for the German monk. In fact, Yeats was a Rosicrucian and a member of the 

Golden Dawn order. Brown's note describes this connection between Yeats and 

Rosenkreutz; he explains that, "Yeats was deeply interested in such matters; he published 



his essay 'The Body of Father Christian Rosencrux' in 1895, the year in which this story 

is set" (240). The year 1895 for the essay's publication and the story's setting is not a 

coincidence, but evidence that Joyce was familiar with Yeats's essay. What appears as an 

insignificant metaphor in the story relates to Yeats and is an early example of Joyce's use 

of qualifier allusions, for the construction of meaning, a technique he develops in A 

Portrait and employs extensively in Ulysses and Finnegans Wake. 

The implicit reference to Yeats indicates that his Rosencrux essay provides 

additional meaning for Joyce's story. In the essay Yeats's describes a cycle in literature 

whereby a period of imagination alternates with a period of criticism. Yeats explains 

that, "the followers of the Father Christian Rosencrux, says the old tradition, wrapped his 

imperishable body in noble raiment and laid it under the house of their Order . . . until 

other students of the Order came upon the tomb by chance" (Essays 196). The poet 

privileges imagination and equates it with Rosencrux, for he asserts "that the imagination 

has had no very different history during the last two hundred years, but has been laid in a 

great tomb of criticism" (196). Yeats calls for an awakening of the imagination through 

literature, a theme that transfers meaning into Joyce's story. Joyce's narrator mentions 

his active imagination; he says that, "in the dark of my room I imagined that I saw again 

the heavy grey face of the paralytic [priest]. I drew the blankets over my head and tried to 

think of Christmas. But the grey face still followed me. It murmured; and I understood 

that it desired to confess something" (Dubliners 3). The vision signifies an awakening of 

the boy's imagination which redirects the role of confessor from Father Flynn to the 

young boy. The boy's imagination makes him the priest's confessor for the vision: "it 



began to confess to me in a murmuring voice and I wondered why it smiled continually 

and why the lips were so moist with spittle. But then I remembered that it had died of 

paralysis and I felt that I too was smiling feebly as if to absolve the simoniac of his sin" 

(3). The narrator believes he absolves the priest's sin to the extent that he imagines the 

priest's face reflects happiness: "the fancy came to me that the old priest was smiling as 

he lay there in the coffin" (6). However, the priest is not smiling, and the boy realizes 

that the role of confessor was the very cause of Father Flynn's paralysis. 

The boy relies on his imagination to cope with death, but also to transcend the 

paralysis of religion. In the beginning of the story, the young narrator equates the 

Catholic priest with paralysis, for he says that, "every night as I gazed up at the window I 

said softly to myself the word paralysis" (1). The boy's acknowledgement of the role of 

paralysis in religion illustrates that he is outside that religious paralysis. The death of 

Father Flynn liberates the boy further from the net of religion for he concludes it is futile. 

Joyce saw death as a way to transcend this paralysis; he writes that, "the time has come 

wherein a man of timid courage seizes the keys of hell and of death, and flings them far 

out into the abyss, proclaiming the praise of life . . . and of death, the most beautiful form 

of life" (Critical 83). It is the priest's death that allows the narrator to imagine himself in 

the confessor role and understand the priest's actions in the confession box: "there he 

was, sitting up by himself in the dark in his confession-box, wide awake and laughing-

like softly to himself (Dubliners 10). The priest cannot escape from the vow of silence 

in his role as confessor. Therefore, he responds to the paralysis of religion by laughing in 

the confession box, and his final actions in the confession box ironically maintain his vow 



of silence. The narrator's imagination enables him to experience the paralysis of the 

confessor. 

In Yeats's essay the awakening of the imagination results in the development of 

the artist; he asserts that, "art is a revelation, and not a criticism, and the life of the artist 

is in the old saying, 'the wind bloweth where it listeth, and thou hearest the sound thereof, 

but canst not tell whence it cometh and whither it goeth; so every one that is born of the 

Spirit'" (Essays 197). Yeats argues for the replacement of the critical period with the 

imagination inherent in the artist. In Joyce there is a sense that something needs to 

replace the paralysis of religion, but the story does not offer an explicit answer. However, 

the role reversal between the priest and the boy indicates a replacement of religion by a 

figure that represents the imagination. 

Another indirect reference to Yeats occurs in " A Little Cloud," a story that 

focuses on artistic paralysis. The protagonist, Little Chandler, is a middle-aged man 

caught in the restrictions of Dublin and marriage. Chandler's sense of paralysis is the 

reason why he admires his friend Gallaher who symbolizes freedom. As a journalist and 

playboy in London, Gallaher escaped the confinement of both Dublin and marriage. In 

contrast, Chandler attempts to escape Dublin through his poetic aspirations; he imagines 

the reception a poem of his might receive: "he could not sway the crowd but he might 

appeal to a little circle of kindred minds. The English critics, perhaps, would recognise 

him as one of the Celtic school by reason of the melancholy tone of his poems; besides 

that he would put in allusions" (Dubliners 69). Chandler has a colonial mentality for his 

idea of success is to be recognized in London, whereas Joyce is not interested in English 
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recognition. Chandler's mention of the Celtic school is an allusion to Matthew Arnold 

and his book The Study of Celtic Literature (1867). Both Joyce and Yeats were familiar 

with Arnold's text which is an English interpretation of Celtic literature. It is this implicit 

reference to Arnold that relates Joyce's story to Yeats. In his essay "The Celtic Element 

in Literature," Yeats investigates Arnold's argument regarding Celtic literature and the 

Irish poet considers what is helpful and what is hurtful about the book (Essays 174). 

However, Joyce uses the character of Little Chandler to critique Arnold's study and 

dismiss it as nonsense. 

Joyce's reference to Arnold's Celtic study introduces the idea of a national 

literature in English into the story. Establishing a national literature is an important 

element in both Joyce and Yeats's work, for it was a young field at the time. Joyce 

mentions Ireland's youthful literary history in his essay on the early 19 th century poet 

James Clarence Mangan: "it must be remembered, [he] wrote with no native literary 

tradition to guide him, and for a public which cared for matters of the day" (Critical 78). 

Joyce's understanding that the Irish literary tradition is young originates in the fact that he 

does not emphasis the myths and legends to the extent that Yeats does in his work. 

Arnold's book was one of the first studies of Celtic literature and it focuses on the 

mythical element in Celtic writing. Arnold's purpose was to establish a chair of Celtic 

Studies at Oxford which he explains in his introduction to the book: 

The following remarks on the study of Celtic Literature formed the substance of 

four lectures given by me in the chair of poetry at Oxford . . . again and again, in 

the course of them I have marked the very humble scope intended; which is, not to 



treat any special branch of scientific Celtic studies (a task for which I am quite 

incompetent), but to point out the many directions in which the results of those 

studies offer matter of general interest, and to insist on the benefit we may all 

derive from knowing the Celt and things Celtic more thoroughly. (Arnold 1) 

Joyce's reference to Arnold is another intertextual reference to Yeats, for the older poet 

wrote an essay addressing the themes that Arnold's study mentions. In "The Celtic 

Element in Literature," Yeats summarizes the good points of Arnold's discussion when 

he says that, "[Arnold] has accepted this passion for Nature, this imaginativeness, this 

melancholy, as Celtic characteristics, but has described them more elaborately" (Essays 

173). Unlike Joyce who criticizes Arnold's idea of melancholy, Yeats offers an 

explanation for Arnold's conclusion; he says that, "life was so weighed down by the 

emptiness of the great forests and by the mystery of all things, and by the greatness of its 

own desires, and, as I think, by the loneliness of much beauty" (182). Thus Yeats 

justifies Arnold's emphasis on melancholy in Celtic literature. Arnold's study also 

discusses Irish legends, a topic that Yeats includes in his understanding of national 

literature. Yeats explains that, "all folk literature, and all literature that keeps the folk 

tradition, delights in unbounded and immortal things" (179). Consequently, Arnold's 

work interested Yeats because it incorporated and approved the vast history of Irish myths 

and legends. Whereas, Joyce obliquely ridicules and indirectly rejects the English author 

and his work, The Study of Celtic Literature, through his poetically incompetent Little 

Chandler. 



Chandler is a poetic failure because he is unable to describe Gallaher's success in 

meaningful language. Chandler's thoughts towards his friend upon his arrival are a 

conglomeration of clichés: "Gallaher had got on. You could tell that at once by his 

travelled air, his wellcut tweed suit and fearless accent. Few fellows had talents like his 

and fewer still could remain unspoiled by such success. Gallaher's heart was in the right 

place and he had deserved to win" (Dubliners 65). Chandler's feeble description of 

Gallaher at the beginning of the story indicates a lack of originality. Furthermore, his 

friendship with Gallaher gives him an air of superiority and inspires him to fulfil his 

dream to write poetry; however, he cannot put into words his inspiration: "he wondered 

whether he could write a poem to express his idea . . . Could he write something original? 

He was not sure what idea he wished to express but the thought that a poetic moment had 

touched him took life within him like an infant hope" (68). Chandler's reliance on 

clichés implies that he would not be able to write "something original." Consequently, 

Chandler imagines what type of reception his unwritten poem might receive, for he says 

to himself that, "the English critics, perhaps, would recognise him as one of the Celtic 

school by reason of the melancholy tone of his poems; besides that he would put in 

allusions" (69). Chandler's mention of a melancholy tone mocks Arnold who, as Yeats 

explains, "has accepted this passion for Nature, this imaginativeness, this melancholy, as 

Celtic characteristics, but has described them more elaborately" (Essays 173). 

Furthermore, Chandler's appeal to English critics illustrates a betrayal of a national 

literary tradition because disciples of Arnold would assume good literature did not reside 

outside of England and could not be found in Dublin. Chandler continues to describe his 



poetic spirit in melancholic terms: "melancholy was the dominant note of his 

temperament, he thought, but it was a melancholy tempered by recurrences of faith and 

resignation and simple joy" (Dubliners 68). Chandler does not start, let alone finish his 

poetry which renders his enthusiasm for melancholy and Arnold's study (by association) 

pathetic. 

Chandler is also a poetic failure because of his superficial reading of a poem by 

Byron. The narrator explains that, "[Chandler] paused. He felt the rhythm of the verse 

about him in the room. How melancholy it was! Could he, too, write like that, express 

the melancholy of his soul in verse?" (79). Corinna Lobner offers an insightful 

interpretation of Chandler's enthusiasm for Byron's verse; she explains that "part of the 

charm of the Byron poem that Little Chandler admires so much stems from its having 

been written by a gifted fourteen-year-old, who unquestionably went on to greater things. 

At the time of the story, Little Chandler is thirty-two, an adult by definition" (77). 

Chandler discovers a melancholy mood in an English poet which signifies that either it is 

not just a Celtic theme or that Chandler's interpretation is wrong. Thus, Chandler's 

desire for a melancholic state of mind suggests that Arnold's study is limited and 

superficial. Chandler is also a failure in his marriage, for his son replaces him as the man 

of the household; his wife calls the child, ' 'my little man! M y little mannie!" (Dubliners 

80). The figure of Chandler is Joyce's comment on Arnold's conception of the Celtic 

poet and Yeats as well who accepts parts of Arnold's study. 

Joyce's final story "The Dead" is highly symbolic and it is this characteristic that 

relates the story to Yeats. Symbolism as a literary technique is prominent in Yeats's 



texts; he describes two types of symbols when he says that, "besides emotional symbols, 

symbols that evoke emotions alone . . . there are intellectual symbols, symbols that evoke 

ideas alone, or ideas mingled with emotions" (Essays 160). Joyce's story is very 

symbolic and includes images that are both emotional and intellectual. In the beginning 

of the story the narrator describes the busy scene for, "Lily, the caretaker's daughter, was 

literally run off her feet" (Dubliners 175). The story opens with a symbol in the girl's 

name, a flower that represents death and thus reinforces the title. Joyce's inclusion of 

symbolic language continues throughout the story and near the end the narrator says that, 

"a few light taps upon the pane made him turn to the window. It had begun to snow 

again. He watched sleepily the flakes, silver and dark, falling obliquely against the 

lamplight" (225). Both the lily and the snow foreshadow Gabriel's death within his life, 

for it is near the end that he realizes his marriage is dead. Gabriel does not interpret these 

images and he is unable to identify an intellectual symbol when he thinks that, "there was 

grace and mystery in her [Gretta' s] attitude as i f she were a symbol of something. He 

asked himself what is a woman standing on the stairs in the shadow, listening to distant 

music, a symbol o f (211). Gabriel relates to Little Chandler in his inability to harness 

and develop a poetic moment. Gabriel's inability to read signs and symbols is the reason 

he does not suspect Gretta's independence. Gabriel's shock at his wife's autonomy is a 

theme reminiscent of Henrik Ibsen's A Doll's House. Consequently, Joyce ends his 

highly symbolic story with a theme that is both modern and European. 

Gabriel Conroy also exemplifies an early stage in Joyce's aesthetic theory, a 

theory he develops more fully in his later novels. In "The Dead," Gabriel represents an 



22 
understanding of art that is national, but not always patriotic. Miss Ivors calls Gabriel a 

West Briton because he writes for The Daily Express, a paper sympathetic to England. 

The highly derogatory term insults Gabriel and as he ponders upon this meeting later he 

decides that, "he wanted to say that literature was above politics. But they were friends of 

many years' standing and their careers had been parallel" (188). Gabriel's understanding 

of literature as being more important than politics is a theme that exists in Yeats's early 

poetry as well. Furthermore, Gabriel represents Joyce's appreciation for European 

influence as well as his rejection of restricting the artist to Irish themes. This distinction 

between Ireland and Europe emerges in Gabriel's discussion with Miss Ivors on vacation 

spots; she insists that Gabriel "[should] come for an excursion to the Aran Isles this 

summer? We're going to stay there a whole month. It will be splendid out in the 

Atlantic. You ought to come . . . It would be splendid for Gretta too i f she'd come. She's 

from Connacht, isn't she?" (189). The Aran Isles represent a purer form of Irish culture, 

for Miss Ivors, and is another reference to Yeats. Yeats visited the Aran Isles and even 

advised John Millington Synge to go west to the Aran Isles: "I persuaded [Synge] that 

Symons would always be a better critic, and that he should go to Ireland - [he] knew Irish; 

I told him of Aran where I had just been - and find expression for a life that lacked it" 

(Memoirs 104-5). In contrast, Joyce did the opposite of Yeats's advice, for he went east 

to Paris in order to liberate himself and engage in artistic expression. Miss Ivors is one 

figure in a movement that concentrates solely on Irish culture, specifically politics and 

language. In Stephen Hero, Joyce dismisses the movement for the renewal of the Irish 

language, for it resisted European influence and was supported by the clergy. Stephen 



explains to Madden the reason for his disapproval of the Irish language movement; he 

says that, "do you not see, said Stephen, that [the priests] encourage the study of Irish that 

their flocks may be more safely protected from the wolves of disbelief; they consider it is 

an opportunity to withdraw the people into a past of literal, implicit faith?" (Stephen 54). 

Similar to Joyce, Gabriel rejects Miss Ivors's offer, for he would rather go to Europe: 

"well, we usually go to France or Belgium or perhaps Germany" (Dubliners 189). Europe 

signified modern literature and ideas; it also represented Ibsen for Joyce and modern 

inventions such as goloshes for Gabriel. Gabriel illustrates that Joyce's conception of a 

national literature incorporates European influences such as those presented by Ibsen. 

Joyce's notion of the artist arises out of his understanding of Irish literature. In 

"The Sisters," the imagination of a young boy replaces the paralysis of religion. 

Imagination and its relation to art is a way in which one transcends religion. In the 

character of Little Chandler, Joyce criticizes an English interpretation of Irish literature. 

As a result of Arnold's melancholic influence, Little Chandler becomes a poetic failure; 

while, Gabriel, in "The Dead," suggests that a national literature should transcend the 

narrow limits of politics and language. Consequently, Dubliners illustrates early themes 

of Joyce's aesthetic theory in his rendition of Dublin citizens. In Stephen Hero, Joyce's 

earlier version of A Portrait, Stephen says that, "art is not an escape from life. It's just 

the very opposite. Art, on the contrary, is the very central expression of life. A n artist is 

not a fellow who dangles a mechanical heaven before the public. The priest does that. 

The artist affirms out of the fullness of his own life, he creates" (86). In Dubliners Joyce 
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presents a less than heavenly image of life, and this image differs from Yeats's 

conception of Irish art. 

Similar to Joyce, Yeats also replaces religion with art, for he exchanges priests 

with artists when he says that, "we who care deeply about the arts find ourselves the 

priesthood of an almost forgotten faith, and we must, I think, i f we would win the people 

again, take upon ourselves the method and the fervour of the priesthood. We must be half 

humble and half proud. We see the perfect more than others, it may be, but we must find 

the passions among the people" (Essays 203). Yeats's idea of winning the people is a 

concept that Joyce disliked. Joyce explains that, "the artist, though he may employ the 

crowd, is very careful to isolate himself (Critical 69). He furthers his argument by 

saying that, " i f an artist courts the favour of the multitude he cannot escape the contagion 

of its fetichism and deliberate-self deception" (71). Artistic isolation is what Joyce found 

in Yeats's "The Tables of the Law," and his play Countess Cathleen. Yeats replaces the 

priest with the artist, a theme that occurs in poems such as "The Fiddler of Dooney." In 

the poem, the artist is superior to the priest and Joyce's texts demonstrate that he shares 

this stance with Yeats. 

At the time when Joyce wrote Dubliners he was not diametrically opposed to 

Yeats or the poet's theory of art. Both men were in favour of replacing religion with art 

and incorporating nationality into their works. However, they differ in terms of their 

understanding of the artist. Yeats allocates priestly duties to the artist while Joyce 

replaces religion with art, but keeps the artist separate from the priest. Thus, Joyce uses 

Yeats to construct meaning in his stories particularly Yeats's understanding of Christian 



Rosenkreutz, Matthew Arnold and Symbolism. For Yeats, Rosenkreutz and Arnold 

signify the fantastic and mythical elements present in Irish legends. Joyce incorporates 

these figures, but as a means to promote his mundane image of Dublin while at the same 

time emphasizing his support for European writers. Joyce attempts to modernize the 

young Irish literary culture, a theme that continues into A Portrait. 



26 
Chapter 2: Stephen's Turn From and Return to Yeats 

In Joyce's A Portrait of the Artist as a Young Man there are five important 

intertextual references to Yeats. They range from direct quotation to the representation of 

themes present in Yeats's texts. Joyce's novel presents the development of a young artist, 

Stephen Dedalus and these references to Yeats occur in order to distinguish Stephen from 

the senior poet. Both explicit and implicit references to Yeats and his work enrich 

Joyce's portrayal of a growing artist. Joyce uses themes and images from the older poet 

to construct an artist who is both similar to and different from Yeats himself. Stephen's 

aesthetic theory extends from Yeats's conception of art, but at the end of the novel, 

Stephen explicitly states that he will create a type of art different from Yeats's. 

Regardless of Stephen's statement, Joyce ensures that Stephen does not completely 

diverge from Yeats as an artist. 

The first direct reference to Yeats occurs during the spiritual retreat at Stephen's 

school. Prior to this retreat Stephen fulfills his lustful desires in his encounters with 

prostitutes. These physical desires become the sole thought on the young man's mind. 

Stephen's desires are responsible for his animal-like behaviour: "he ate his dinner with 

surly appetite and, when the meal was over and the greasestrewn plates lay abandoned on 

the table, he rose and went to the window, clearing the thick scum from his mouth with 

his tongue and licking his lips. So he had sunk to the state of a beast that licks his chaps 

after meat" (Portrait 111). Stephen's sins lower his status to that of a beast, an 

inappropriate state of being for an artist. Therefore, the religious retreat makes Stephen 

conscious of his beast-like state and it also allows his guilty conscience to control his 



imagination. The sermon about the last judgment and hell torments Stephen to such an 

extent that he believes that, "every word of it was for him. Against his sin, foul and 

secret, the whole wrath of God was aimed" (115). It is in this remorseful condition that 

Stephen's imagination haunts him with images of beasts: "his monstrous dreams, peopled 

by apelike creatures and by harlots with gleaming jewel eyes; the foul long letters he had 

written in the joy of guilty confession and carried secretly for days and days only to throw 

them under cover of night among grass in the corner of a field or beneath some hingeless 

door" (115-6). The apelike creatures represent both Stephen's fear and his beastly 

behaviour. It is this image of the ape that introduces Yeats's The Celtic Twilight into 

Stephen's dream. 

Yeats's The Celtic Twilight is a collection of stories involving fairies and 

fantastical characters of Celtic myths. The ape image occurs in "The Eaters of Precious 

Stones," a story that offers its readers a vision of the artist's hell; the narrator says that, 

"[there was] a circular parapet, and on this parapet sat innumerable apes eating precious 

stones out of the palms of their hands. The stones glittered green and crimson, and the 

apes devoured them with an insatiable hunger" (Celtic 100). Joyce modifies Yeats's story 

in Stephen's dream of the apelike creatures. This modification alludes to Yeats's story, 

but does not transfer the content of the quotation directly. In addition, both texts offer 

ape images and discuss either precious stones or gleaming jewels. Furthermore, the two 

ape images are reoccurring dream manifestations; Stephen's is a monstrous dream, while 

Yeats introduces the story as a dream: "sometimes when I have been shut off from 

common interests . . . I get waking dreams, now faint and shadow like" (100). The 
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intertextual link between Joyce's novel and Yeats is a modified allusion, a technique 

which transfers an image, but also interprets that image in its reapplication in a new 

context. Udo Hebel explains that modified allusions allow for, "additional interpretive 

potential [through] seemingly minor modifications" (151). Joyce's harlots with the 

"gleaming jewel eyes" provide an image that is reminiscent of Yeats's "precious stones." 

The harlot's eyes reinforce the connection to Yeats and offer further meaning for 

Stephen's dream. In Yeats's dream the apes consume items of beauty while for Stephen 

the jewels tempt him to fulfill his desires (in effect to consume the eyes). Stephen's lust 

relates him to the apes who consume beauty; therefore, in this beastly state, Stephen is the 

opposite of an artist. He destroys beauty instead of creating it. 

Joyce alters Yeats's image and reapplies it to Stephen's situation during a crucial 

period in his development as an artist. His vision of apes brought about by fear and 

desire is an interpretation of the artist's hell; a theme Yeats offers when he says that, "I 

knew that I saw my own Hell there, the Hell of the artist, and that all who sought after 

beautiful and wonderful things with too avid a thirst, lost peace and form and became 

shameless and common" (Celtic 100). The consumption of precious stones represents the 

destruction of beauty and is an artist's hell, for it presents the opposite of what an artist is, 

a creator of beauty. This hell that the ape signifies in Yeats also functions as Stephen's 

hell in Joyce's text. However, Stephen's hell is not one for an artist; instead, it combines 

images from an artist's hell and a lustful sinner's hell. As a figure controlled by lust 

Stephen says that, "God had allowed him to see the hell reserved for his sins: stinking, 

bestial, malignant, a hell of lecherous goatish fiends" (Portrait 138). Stephen's vision of 



the apes and harlots deviates somewhat from the artist's hell in Yeats, for Stephen is not 

yet an artist. He is a misled young man in search of beauty through his encounters with 

prostitutes; therefore, his hell is one for the lust-filled sinner. Consequently, Stephen 

must not pursue the gleaming eyes of harlots because it results in his consumption of 

beauty and in his regression to a beastly state. 

In Yeats's description of hell there exists the threat to the artist of falling into 

what is base and common. Yeats's "Eaters of Precious Stones" also torments the artist 

because the apes are mundane creatures. The story emphasizes a danger for the artist of 

regressing back into the mundane world, for Yeats says that, "all who sought after 

beautiful and wonderful things with too avid a thirst, lost peace and form and became 

shapeless and common" (Celtic 100). The vision illustrates an artist's fear of the 

common; an artist operates above base desires and remains steadfast in their pursuit of 

beauty. Therefore, to be an artist Stephen must overcome his physical desires and lustful 

behaviour. It is religion that offers Stephen the opportunity to liberate himself from his 

animal nature and rise above the mundane. The religious retreat instills remorse into the 

young man and the sacrament of confession allows Stephen to move beyond his past and 

reside in the present. After his confession Stephen experiences: "another life! A life of 

grace and virtue and happiness! It was true. It was not a dream from which he would 

awake. The past was past" (Portrait 146). It is Stephen's confession that awakens him 

from a dream state and erases the images of beasts. However, Stephen's freedom from 

his physical desires leads him to embrace religion and is another stage he must move 

beyond as he develops into artist. 
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Yeats's story warns the artist of the danger of succumbing to what is common, for 

i f the artist pursues beauty with "too avid a thirst" he will fall among base creatures 

{Celtic 100). After his break from physical desire, Stephen abstains from several 

activities in order to remain separate from the masses. Stephen disregards the Csar's 

petition for universal brotherhood that circulates around the university; he says that, "my 

signature is of no account. . . You are right to go your way. Leave me to go mine" 

(Portrait 198). Stephen's rejection of popular movements culminates in his statement 

that he wil l attempt to escape from his personal and cultural history: "I will not serve that 

in which I no longer believe whether it call itself my home, my fatherland or my church" 

(246-7). Stephen ensures that as an artist he will avoid the masses and liberate himself 

from all that is insignificant and mundane. Instead, Stephen will create beauty rather than 

destroy it which is a characteristic of the masses. For Stephen, the artist is a creator apart 

from the common folk: "the artist, like the God of creation, remains within or behind or 

beyond or above his handiwork, invisible, refined out of existence, indifferent, paring his 

fingernails" (215). While Yeats offers a vision of the artist's hell, Joyce illustrates that 

the artist is in a heavenly realm. Stephen's description of the artist is reminiscent of 

Yeats's idea that the artist replaces the priest. Thus, the artist is a godlike figure who 

reigns over his creation and remains above the mundane. 

In A Portrait, the villanelle Stephen writes imitates Yeats's poetic style. In the 

episode with Stephen's poem, Joyce presents the artist in the moment of creation. The 

artistic process begins with poetic inspiration: "the instant of inspiration seemed now to 

be reflected from all sides at once from a multitude of cloudy circumstances of what had 



happened or what might have happened, the instant flashed forth like a point of light" 

(217). Earlier in the novel, Stephen gives his interpretation of a poetic moment; he says 

that, "the supreme quality is felt by the artist when the esthetic image is first conceived in 

his imagination. The mind in that mysterious instant Shelley likened beautifully to a 

fading coal. The instance wherein that supreme quality of beauty, the clear radiance of 

the esthetic image, is apprehended luminously by the mind which has been arrested by its 

wholeness and fascinated by its harmony" (213). In Stephen Hero, Joyce termed this 

culmination of the process of artistic inspiration an epiphany. Stephen explains his 

definition of epiphany: "by an epiphany he meant a sudden spiritual manifestation, 

whether in the vulgarity of speech or of gesture or in a memorable phase of the mind 

itself (Stephen 211). Stephen insists that the imagination is the place of aesthetic image 

comprehension. Stephen conceives his poem in an instant, whereby his imagination 

forms the basis for the verse he writes which focuses on Gabriel's visit to the Virgin 

Mary. Yeats's concept of poetry emphasizes the imagination as well, for he asserts that, 

"an age of imagination, of emotion, of moods, of revelation" will arrive (Essays 197). 

In Stephen's poetic moment the narrator explains that, "[Stephen] felt the 

rhythmic movement of a villanelle pass through [the verses]" (Portrait 217-8). The verse 

Stephen composes relates to Yeats's poetry in both its form and content. The villanelle 

form connects to Yeats through the poet Arthur Symons who used it extensively in his 

work. At one time, both Symons and Yeats were symbolist poets and members of the 

Rhymer's Club, a poet's club Yeats founded (Memoirs 36). Furthermore, Yeats shared a 

flat with Symons and the two men formed a solid friendship as Yeats explains in his 
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Memoirs: "Symons who was now my most intimate friend at first at Fountain Court and 

afterwards at Woburn Buildings consulted me over all he did and was my counselor" 

(97). Thus, Joyce would have known that the two poets were an influence on each other. 

Joyce was familiar with Yeats's circle and Stephen's decision to write a villanelle 

illustrates Joyce's knowledge of Yeats. 

The villanelle is a lyrical poem which indicates another connection between 

Stephen's poem and Yeats. A large majority of Yeats's early poetry is lyrical, an example 

of which is his "Down by the Salley Garden." The poem is Yeats's attempt to rewrite an 

old, Irish folk song (Poems All). Its song properties are common in Yeats's work: 

Down by the salley gardens my love and I did meet; 

She passed the salley gardens with little snow like feet. 

She bid me take love easy, as the leaves grow on the tree; 

But I, being young and foolish, with her would not agree. (20) 

Similar to Yeats, Stephen's poem is lyrical: "Are you not weary of ardent ways, I Lure of 

the fallen séraphin? / Tell no more of enchanted days" (Portrait 217). The form Stephen 

chooses for expressing his aesthetic image identifies him with a poetic tradition that 

includes Yeats. The poem is representative of Stephen's early stage as an artist, and 

Stephen's immaturity as an apprentice artist is a rejection of Yeats. 

Stephen's lyrical poem reflects on Yeats's ability as an artist because according to 

the Stephen, it is a lower form of aesthetic expression. Stephen's aesthetic theory 

incorporates three forms of art; he explains that, "these forms are: the lyrical form, the 

form wherein the artist presents his image in immediate relation to himself; the epical 
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form, the form wherein he presents his image in immediate relation to himself and others; 

the dramatic form, the form wherein he presents his image in immediate relation to 

others" (215). Stephen's list privileges the dramatic form, a theme that occurs throughout 

Joyce's work. In an essay on a painting of Jesus by the artist Michael Munkacsy entitled 

Ecce Homo, Joyce emphasizes the dramatic form; he argues that, " i f a play, or a work of 

music, or a picture concerns itself with the everlasting hopes, desires and hates of 

humanity, or deals with a symbolic presentment or our widely related nature, albeit a 

phase of that nature, then it is drama" (Critical 32). Stephen's poem is not dramatic; 

therefore, it suggests that a young artist begins with a lower type of art and refines his 

skill in order to achieve the dramatic form. Stephen's poem is a parody of the villanelle, 

for he realizes that it is a lower form of art. Stephen is sincere when he composes the 

poem, but his hierarchy of aesthetic forms removes some of this sincerity because he uses 

the lowest form. Consequently, Joyce's poem parodies Symons's extensive use of the 

villanelle in his work (and by association Yeats). Joyce also leaves the impression that 

Stephen's aesthetic theory will enable him to go beyond what Yeats's poetry achieves, for 

Stephen wil l eventually reach the dramatic form. 

Content is another way in which Stephen's poem relates to Yeats. Stephen's 

poem is similar to Yeats's poem in its attempt to rationalize an event. Stephen focuses on 

a religious theme, for his thoughts reveal his attempt to reason out the episode as he 

undergoes the process of constructing the verses: "Gabriel the seraph had come to the 

virgin's chamber. An afterglow deepened within his spirit, whence the white flame had 

passed, deepening to a rose and ardent light. That rose and ardent light was her strange 



wilful heart, strange that no man had known or would know, wilful from before the 

beginning of the world" (Portrait 217). The questioning in the poem is an attempt to 

rationalize and explain the scene between Mary and Gabriel. Yeats's poetry differs from 

Stephen's poem in that he considers mystical themes. However, Yeats's poetry often 

attempts to rationalize mystical events. In an early poem like "The Stolen Child," the 

poet explores a legend that rationalizes the early deaths of many infants: "Come away, O 

human child! / To the waters and the wild / With a faery, hand in hand" (Poems 18). 

Stephen's choice of theme identifies him as a poet similar to Yeats. 

Stephen's poem also begins with a question, another technique in Yeats's poems. 

Stephen's poem opens with two questions "Are you not weary of ardent ways? / Lure of 

the fallen seraphim?" (Portrait 217). The use of questions is an attempt to rationalize and 

discover an answer. In his later works such as the collection "The Green Helmet and 

Other Poems," Yeats uses questions in a similar fashion to Stephen. In a poem about 

Maud Gonne entitled "No Second Troy," Yeats's speaker attempts to rationalize the 

situation: "Why should I blame her that she filled my days I With misery, or that she 

would of late / Have taught to ignorant men most violent ways" (Poems 91). Yeats's 

questions are a means to reason through and reach a conclusion as to why Maud Gonne is 

such an elusive figure. Stephen's poem embodies poetic qualities that exist throughout 

Yeats's work. 

There is another intertextual reference to Yeats when Stephen directly quotes a 

play The Countess Cathleen. Stephen borrows meaning from the play and reapplies it to 

his situation. Upon observing the behaviour of several birds, images from Yeats's play 



enter Stephen's mind. For Stephen, the birds represent freedom and departure; he quotes 

a section from Cathleen's farewell speech: 

Bend down your faces, Oona and Aleel, 

I gaze upon them as the swallow gazes 

Upon the nest under the eaves before 

He wander the loud water. (Plays 47) 

Stephen recites the passage and its content clearly applies to his decision to leave Dublin. 

Joyce uses Yeats to enrich the scene, for both texts deal with the image of the lonely 

wanderer. The quotation is an explicit transfer of content from Yeats's play into the 

novel. In intertextuality, the quotation incorporates the entire play into the novel. In the 

play, Cathleen directs these words to the poet Aleel and her foster mother Oona. The 

lines occur at the end of the play moments before Cathleen's death. Prior to this speech 

Cathleen sells her soul to the two merchant devils in order to save a few peasant souls. 

Cathleen is a prominent figure apart from the masses; she is pure and possesses the "one 

soul that's worth the price" of releasing the other souls (43). Thus, when Stephen repeats 

a fragment from Cathleen's speech he assumes her position; he incorporates the 

characteristics she represents. 

Stephen quotes the passage from the play at the moment he decides to depart from 

Ireland. Prior to Stephen's quotation from Yeats, he observes numerous birds and images 

from the play overcome him. With respect to the birds, Stephen ponders on their 

"building ever an unlasting home under the eaves of men's houses and ever leaving the 

homes they had built to wander" (Portrait 225). Stephen's thoughts reveal a modified 



version of the passage he quotes from the play. Yeats is an important influence on 

Stephen, for a moment of contemplation results in a direct reference to the poet. Stephen 

reapplies the images of the eaves and the wandering birds to his need as an artist to 

wander from his home. Thus, there is an element of homesickness in the image of the 

wandering artist. This fashion in which Stephen thinks about the birds introduces him to 

images from Cathleen's speech. There is a longing for home in Cathleen's thoughts, for 

the "swallow gazes I upon the nest under the eaves before I He wanders the loud water" 

(Plays 47). Stephen senses this longing for home which also includes the potential for 

failure i f he returns to Ireland. The ability to return suggests that the remainder of 

Cathleen's speech is significant for Stephen's situation. 

The quotation incorporates a sense of freedom, but it also implies a fall. Cathleen 

believes that her death will result in eternal damnation because the two devils possess her 

soul. Stephen does not mention the latter part of the speech, but it includes the idea of the 

fall. Cathleen continues her farewell address and says, "Do not weep I Too great a while, 

for there is many a candle /On the High Altar though one fall" (47). The image of the 

falling candle relates to Cathleen's sin, the supreme sacrifice of her soul for the souls of 

others. In Stephen's case the falling candle represents his departure from Dublin. It also 

foreshadows his fall in his flight from Ireland because he is back in Dublin at the start of 

Ulysses. Joyce's use of the quotation situates the artist as a candle and Stephen the artist 

falls from the altar while other candles such as Yeats remain aflame in Ireland. 

Stephen's choice of Cathleen's speech illustrates that he prefers the voice of a 

literary figure above the common folk, but at the same time Cathleen acts for the good of 
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the peasants. Cathleen's concern for the well being of the masses opposes Stephen's 

position as an artist. Stephen must remain apart from the masses and become a 

wandering swallow. Cathleen is a pure figure who acts for the poor and common folk, 

and she represents them: 

The people starve, therefore the people go 

Thronging to [the devils]. I hear a cry come from them 

And I would have five hundred thousand crowns 

That I may feed them till the dearth go by. (43) 

As a Countess, Cathleen is socially above the people, but she is also their equal, for she is 

one of the many candles on the altar. Although Cathleen falls from the altar, through 

death, she remains pure as the angel explains: 

She is passing to the flow of peace, 

And Mary of the seven times wounded heart 

Has kissed her lips and the long blessed hair 

Has Fallen on her face; The Light of Lights 

Looks always on the motive, not the deed 

The Shadow of Shadows on the deed alone. (50) 

Cathleen's rebirth identifies her with Christ; therefore, Stephen aligns himself with a 

figure destined to fall and experience a rebirth. 

After quoting Yeats's play, Stephen remembers the opening night at the Abbey 

Theatre. In its first night, the theatre presented The Countess Cathleen, an actual event 

that Joyce attended. This connection between Stephen's memory and Joyce's experience 



blurs the boundary between reality and fiction. Yeats's play met with controversy 

because of its portrayal of the foolish peasants and its blasphemous ending. Stephen 

recalls the audience's response to the play, a response that he remains separate from; he 

remembers that "symbol of departure or of loneliness? The verses crooned in the ear of 

his memory composed slowly before his remembering eyes the scene of the hall on the 

night of the opening of the national theatre" (Portrait 225). Stephen's enthusiasm for the 

play sets him apart from the angry crowd and it exemplifies a moment of agreement 

between Joyce and Yeats in terms of their conceptions of art. Stephen isolates himself 

from the common folk: "he was alone at the side of the balcony, looking out of jaded eyes 

at the culture of Dublin in the stalls and at the tawdry scene cloths and human dolls 

framed by the garish lamps of the stage. A burly policeman sweated behind him and 

seemed at every moment about to act. The catcalls and hisses and mocking cries ran in 

rude gusts round the hall from his scattered fellowstudents" (226). Joyce discusses his 

response to the actual event in his essay "The Day of the Rabblement." In the piece, 

Joyce praises Yeats's for his ability to create art regardless of the outcome and Joyce 

chastises the public for criticizing the play. 

The crowd disapproved of Yeats's portrayal of the Irish peasantry, for he presents 

them as fools who sell their souls to the two merchant devils. Yeats renders the peasants 

comic through naive characters like Shemus: 

I'd rather trust myself into the hands 

That can pay money down than to the hands 

That have but shaken famine from the bag. 
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'There's money for a soul, sweet yellow money. 

There's money for men's souls, good money, money.' (Plays 22) 

Shemus's broadcast for the sale of souls is absurd and he appears foolish in the fact that 

he abandons his faith so readily. The character of Shemus warrants the call Stephen hears 

from the audience, "we never sold our faith" (Portrait 226). Another criticism of the play 

arises out of its blasphemous conclusion. The play implies that God creates a hierarchy 

of human souls; a peasant tells Cathleen not to sell her soul because as she says, "the 

souls the likes of ours [peasants] I Are not precious to God as your soul is" (Plays 43). 

However, the most blatant moment of blasphemy originates in Cathleen's pardon. The 

play ends with the notion that God considers the intention and not the act and it is this 

logic that allows Cathleen to escapes damnation. The play's blasphemy allows for 

another comment Stephen hears at the opening night: "we want no amateur atheists I we 

want no budding Buddhists" (Portrait 226). The outcry against Yeats's play led to a 

petition of condemnation, which Joyce refused to sign. In "The Day of the Rabblement," 

Joyce demonstrates his decision to align himself with Yeats as an artist, the main reason 

he did not sign the petition. This theme to reject mass movements occurs in the novel 

when Stephen refuses to sign the Csar's petition for universal brotherhood. The theme of 

the separate and isolated artist is one of the important themes the play brings to the novel. 

Stephen illustrates his desire to become a fallen candle and his earlier actions lead to this 

conclusion. Therefore, words transfers from Yeats's play into Joyce's text enabling 

further interpretation of the episode. Stephen refers to Yeats, for the play represents the 
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liberty and the isolation of the artist. Through the play, Stephen identifies with Yeats 

who is a precursor of the artist he becomes. 

In the final section of chapter five, Stephen's development as an artist is almost 

complete. A l l that remains is for Stephen to implement the aesthetic theory he creates and 

an important step occurs when he quotes Yeats for the last time. In order to leave Ireland 

Stephen must abandon his past, a theme that culminates in another direct reference to 

Yeats. In his journal for the sixth of April Stephen writes that, "Michael Robartes 

remembers forgotten beauty and when his arms wrap her round, he presses in his arms the 

loveliness which has long faded from this world. Not this. Not this at all. I desire to 

press in my arms the loveliness which has not yet come into the world" (251). Stephen's 

dismissal of Michael Robartes symbolizes a diversion from Yeats and Ireland. Instead of 

forgotten beauty, Stephen chooses "to recreate life out of life" (172). Stephen's decision 

to focus on the present and not the past is a theme that permeates Dubliners. The stories 

emphasize everyday life in the city and do not privilege Ireland's past. Similarly, A 

Portrait produces an artist who seeks to be independent of Ireland's past. 

In contrast, Yeats creates beauty from the legendary past of Ireland. Yeats's work 

contains nostalgia for Ireland's past: "once every people in the world believed that trees 

were divine, and could take a human or grotesque shape and dance among the shadows" 

(Essays 174). Yeats explains that his return to past legend was an attempt to discover a 

style, for he says that, " i f more of [these Irish poets] would write about the beliefs of the 

people like Allingham, or about old legends like Ferguson, they would find it easier to get 

a style" (4). Stephen quotes Yeats because the poet is a symbol of an Irish past. For 
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Yeats, the past is glorious while the present is mundane, whereas Stephen offers the 

beauty present in the everyday image of life. Stephen distances himself from Yeats, the 

prominent cultural figure who praises a glorious past in his prose and poetry. 

The quotation of Yeats's "Michael Robartes Remembers Forgotten Beauty," 

transfers the poem's entire content into Joyce's novel. The poem offers further insight 

into Stephen's desire to break from the past. The poem discusses a glorious past for the 

speaker gives a catalogue of forgotten beauty: 

The jewelled crowns that kings have hurled 

In shadowy pools, when armies fled; 

The love-tales wrought with silken thread 

By dreaming ladies upon cloth 

That has made fat the murderous moth (Poems 62-3). 

Yeats emphasizes ideal images in the celebration of kings and the lovesick dreams of 

ladies. The lofty images from Yeats's poem contrast the mundane life that Joyce presents 

in both Dubliners and A Portrait. Stephen does not experience the ideal dreamy love 

which Yeats's speaker mentions, but rather he encounters lust with prostitutes. Stephen 

explicitly avoids this glorious past for he dislikes the past and his aesthetic principles 

focus on the present. Stephen offers a moment of present day beauty when he watches a 

girl on Dollymount strand who, "stood before him in midstream, alone and still, gazing 

out to sea. She seemed like one whom magic had changed into the likeness of a strange 

and beautiful seabird" (Portrait 171). It is at this moment that Stephen finds beauty in an 

ordinary image of life and he uses this basic image to "recreate life out of life" (172). 
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Stephen differs from Yeats who relies solely on the imagination to rediscover past images 

of beauty that no longer exist. 

Throughout the novel, Stephen rejects those figures around him who embrace the 

past. In his development as an artist, Stephen constantly encounters enthusiasm for both 

a secular and a religious history. As he matures, Stephen begins to dissociate himself 

from history and tradition, a theme that appears with his displeasure over his father's 

nostalgia. In their trip to Cork, Stephen does not share in his father's joy for his school 

days: "Stephen watched the three glasses being raised from the counter as his father and 

his two cronies drank to the memory of their past. A n abyss of fortune or of the 

temperament sundered him from them. His mind seemed older than theirs: it shone 

coldly on their strifes and happiness and regrets like a moon upon a younger earth" (95). 

Stephen believes his mind to be older than theirs, for he sees an element of futility in 

remembering the past because it cannot change the present. Early in his life Stephen 

breaks from his father, a figure who represents the past. For Stephen, the past is a form of 

paralysis; his father and his father's friends cannot advance beyond their own histories. 

Thus, his father's nostalgia does not alleviate his financial troubles, nor does his father 

accept responsibility for his past in the present. Unlike his father and his father's friends, 

Stephen's "childhood was dead or lost and with it his soul capable of simple joys, and he 

was drifting amid life like the barren shell of the moon" (96). Stephen's declaration that 

his childhood is dead demonstrates that the past is something one escapes from and it 

illustrates his readiness for adult life. Stephen makes a conscious effort to turn away 

from his father: "in the profane world, as he foresaw, a worldly voice would bid him rise 



up his father's fallen state by his labours . . . He gave them ear only for a time but he was 

happy only when he was far from them" (84). Stephen's rejection of his father is, in part, 

a rejection of the past. 

Stephen's rejection of the past extends into his break with religion. Although he 

uses the sacrament of confession to advance beyond a sinful history, Stephen eventually 

rejects Catholicism when he refuses the priesthood. Stephen considers entering the 

priesthood as he recalls: 

The voice of the director urging upon him the proud claims of the church and the 

mystery and power of the priestly office repeated itself idly in his memory. His 

soul was not there to hear and greet it and he knew now that the exhortation he 

had listened to had already fallen into an idle formal tale. He would never swing 

the thurible before the tabernacle as priest. His destiny was to be elusive of social 

or religious orders . . . He was destined to learn his own wisdom apart from others 

or to learn the wisdom of others himself wandering among the snares of the 

world. (162) 

Stephen accepts an artist's vocation which "was the call of life to his soul not the dull 

gross voice of the world duties and despair, not the inhuman voice that had called him to 

the pale service of the altar" (169). Stephen's call to art usurps a religious vocation and 

in effect replaces the priest with the artist. The artist as a priest is a theme that occurs in 

Yeats and Joyce's writings. Stephen imagines himself as an artist who assumes priestly 

duties when he recalls Emma's encounter with a priest at a social gathering. Stephen 

concludes that, "[Emma] would unveil her soul's shy nakedness, to [the priest] who was 
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but schooled in the discharging of a formal rite rather than to him, a priest of eternal 

imagination, transmuting the daily bread of experience into the radiant body of everliving 

life" (221). Stephen replaces his past involvement in religion with the priesthood of the 

artist who transforms life into art, a change he relates to the sacrament of communion. 

Yeats's poetry does not overly focus on everyday themes, for he frequently 

considers Irish folklore, mythology and history. Yeats creates art from legendary stories 

which incorporate the Irish peasantry, aristocracy and their backgrounds. He had little, i f 

anytime for the middle class. Yeats's "To the Rose upon the Rood of Time," emphasizes 

the past and the rich history of Ireland when the speaker says, "come near; I would, before 

my time to go, / Sing of old Eire and the ancient ways: Red Rose, proud Rose, sad Rose 

of all my day" (Poems 31). The poem is from Yeats's The Rose, a volume in which Yeats 

begins to locate his verse in Ireland. In the last poem of the collection "To Ireland in the 

Coming Times," the speaker identifies himself with the Irish literary tradition: 

Nor may I less be counted one 

With Davis, Mangan, Ferguson, 

Because, to him who ponders well, 

M y rhymes more than their rhyming tell 

Of things discovered in the deep, 

Where only body's laid asleep. (Poems 50). 

The poem stresses the importance of Irish history and implies that Yeats's verse includes 

content from Ireland's deep past, a task other poets have not addressed adequately. 
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Instead of embracing Irish history, Stephen succumbs to the appeal of European 

culture as he watches the clouds from Dollymount Strand: "disheartened, he raised his 

eyes towards the slowdrifting clouds, dappled and seaborne. They were voyaging across 

the deserts of the sky, a host of nomads on march, voyaging high over Ireland, westward 

bound. The Europe they had come from lay out there beyond the Irish Sea, Europe of 

strange tongues and valleyed and woodbegirt and citadelled and of entrenched and 

marshalled races" (Portrait 167). Stephen longs to experience the vast history of Europe. 

He seeks to learn from the numerous cultures on the continent, for "he was destined to 

learn his own wisdom apart from others or to learn the wisdom of others himself 

wandering among the snares of the world" (162). Stephen must escape his country and 

explore the present cultures in everyday life in order to discover beauty. Stephen 

consciously turns away from Ireland when he rejects Yeats's preference for the past in the 

figure of Michael Robartes. Stephen rejects both Irish culture and Catholic doctrine when 

he abandons Ireland and his past. Furthermore, in Stephen Joyce turns from Yeats, a 

literary figure who embodies the wealth of Irish history and legends. 

The final intertextual link to Yeats occurs in Stephen's discussion with Cranly 

about the artist's willingness to fall. Stephen tells Cranly that, "I do not fear to be alone 

or to be spurned for another or to leave whatever I have to leave. And I am not afraid to 

make a mistake, even a great mistake, a lifelong mistake and perhaps as long as eternity 

too" (247). Stephen demonstrates an awareness that the artistic life includes its own 

dangers. His rejection of Irish culture places him in a vulnerable position. Stephen 

accepts the inherent risks of an artist in his decision to liberate himself from the paralysis 



of Dublin: "when the soul of a man is born in this country there are nets flung at it to hold 

it back from flight. You talk to me of nationality, language, religion. I shall try to fly by 

those nets" (203). His use of the word "try" illustrates his realization that his 

abandonment of Ireland is only an attempt. There is a kind of freedom in Stephen's 

situation, for the ability to fall becomes a power, an idea he comprehends when he 

confesses his sins, but knows he will fall again (162). Consequently, Stephen fails in his 

flight from Ireland because he is back in Dublin in Ulysses. Furthermore, what is an 

attempt to abandon Yeats is also a return to the older poet. Yeats admires the willingness 

to fail which in his poetry he labels the wasteful virtues: "old merchant skipper that 

leaped overboard I After a ragged hat in Biscay Bay" {Poems 101). The desire to risk 

one's life for a worn hat is romantic and demonstrates a willingness to fall. Yeats's 

poetry illustrates that taking risks is a way to succeed, for "only the wasteful virtues earn 

the sun" (101). This theme occurs throughout Yeats's work and in "September 1913," he 

rejects merchant class values when he says "what need you, being come to sense, / but 

fumble in a greasy till I And add the halfpence to the pence" (108). The poem's chorus 

celebrates the wasteful virtues of rebels like John O'Leary: "romantic Ireland's dead and 

gone, I It's with O'Leary in the grave" (108). To Yeats, O'Leary was a figure who 

possessed a willingness to fall; Yeats explains that, "O'Leary had joined the Fenian 

movement with no hope of success, as we know, but because he believed such a 

movement good for the moral character of the people" (Essays 246-7). Ironically, 

Stephen's turn away from Yeats and Ireland is an expression of a wasteful virtue which 



illustrates his willingness to fall. Stephen attempts to abandon Yeats and Ireland, but he 

is unsuccessful for he returns to both of them in Ulysses. 

The intertextual references to Yeats in A Portrait transfer meaning and themes 

from Yeats's work into Joyce's text. Both Stephen and Yeats possess similar conceptions 

of what constitutes an artist. They view the artist as a priest like figure who is separate 

from the masses. These quotations and modified allusions illustrate agreements and 

disagreements with Yeats on the part of Joyce. Stephen attempts to abandon Yeats, but 

his own actions as an artist bring him back to Yeats's aesthetic values. Stephen's 

situation as an artist parallels Joyce's literary career for Joyce attempts to distinguish 

himself from Yeats. However, his constant references to the older poet signify a return to 

what Yeats represents. 
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Chapter 3: Yeats Haunts Stephen 

In Ulysses, the references to Yeats continue to situate the poet as a symbol of Irish 

art, culture and history. The majority of allusions to Yeats occur in relation to Stephen 

Dedalus rather than Leopold Bloom, the central character of the novel. In the opening 

scene, the reader finds Stephen back in Dublin despite his decision to go into exile at the 

end of A Portrait. As an apprentice artist, Stephen still attempts to establish himself apart 

from past Irish literary figures such as Yeats. However, Stephen is unable to escape 

Yeats's legacy and influence in Dublin. Thus, Stephen's return to Ireland includes a 

return to Yeats whom he rejected earlier through the figure of Michael Robartes. Ulysses 

finds Stephen continually quoting the poet, thinking about Yeats and encountering other 

characters referring to the older poet. In Ulysses, Yeats haunts Stephen, for the young 

artist associates the poet with his mother's death, his friend Buck Mulligan and literary 

life in Dublin. Stephen's aesthetic philosophy situates him as an isolated wanderer which 

relates him to Yeats. The poet embodies the tension between the wandering artist and the 

restrictive nature of Irish society. Consequently, Stephen must confront Yeats's legacy in 

order to liberate himself from the poet haunting him as an artist. Yeats's legacy in 

Ireland's literacy scene was substantial, in fact Douglas Hyde prompted the poet to write 

a poem regarding his influence on younger poets to which Yeats responded: 

You say, as I have often given tongue 

In praise of what another's said or sung, 

'Twere politic to do the like by these; 

But was there ever dog that praised his fleas? (Poems 94-5) 



Thus, Stephen is determined to avoid the fate of those young artists who became what 

Yeats sarcastically called his fleas. 

In "Telemachus," Stephen explains to the English student Haines that, "[he] is a 

servant of two masters . . . an English and an Italian" (Ulysses 24). Stephen refers to the 

Britain's presence in Ireland and the Roman Catholic Church, but as an artist he is also 

under the influence of Yeats. Stephen continually recites excerpts from Yeats's writing 

which incorporate both Irish history and mythology. Ulysses illustrates Yeats's 

tremendous impact in the literary scene of Dublin; therefore, Stephen cannot escape his 

influence. Although Stephen does not refer to Yeats's legacy when he tells Mr. Deasy 

that, "[history] is a nightmare from which I am trying to awake," the comment applies to 

Yeats (42). During Stephen's day his imagination haunts him with quotations from 

Yeats, and his friend Mulligan constantly recites fragments from Yeats. Thus, history for 

Stephen includes Yeats's investigation of Irish history in his texts. 

According to Joyce, Ireland signifies paralysis for the artist. Stephen cannot 

liberate himself from Irish culture and Yeats represents the grasp Ireland has over 

Stephen. Stephen returns to Dublin from Europe in order to be present during his 

mother's illness and eventual death. Immediately in "Telemachus," Joyce offers the 

reader images of restriction and containment. For instance, the sea isolates Stephen from 

the vast cultures of Europe. Mulligan describes Ireland's seclusion from European 

culture when he says to Stephen, "isn't the sea what Algy [Swineburne] calls it: a great 

sweet mother? The snotgreen sea. The scrotumtightening sea" (3). The sea as a mother 

that restricts her offspring is a metaphor that identifies Stephen's reason for returning to 



Dublin. Mulligan's comparison of the sea with a mother leads into a discussion of 

Stephen's mother's death. Dublin imprisons Stephen as a result of his mother's illness 

and death. His mother's death does not liberate Stephen from her religious devotion; 

instead, it is an event that signifies his containment as an artist. The death of his mother 

is one cause for Stephen's sense of isolation and paralysis in Dublin. The suffocating sea 

that surrounds Ireland also contains the wandering artist. 

The reader learns that Stephen also caused his mother further anguish by refusing 

to pray at her deathbed; Mulligan chastises Stephen for being stubborn: "you could have 

knelt down, damn it, Kinch [Stephen], when your dying mother asked you . . . I'm 

hyperborean as much as you. But to think of your mother begging you with her last 

breath to kneel down and pray for her. And you refused. There is something sinister in 

you" (4). Stephen's refusal to pray illustrates that he remains true to his earlier vows in A 

Portrait to reject Ireland and Catholicism. However, in Ulysses Stephen constantly 

encounters Irish culture and religion, both of which challenge his aesthetic values. 

Mulligan's discussion of his mother's death aggravates Stephen and the latter recalls an 

earlier scene in which Mulligan causally remarks to his aunt that, "it's only Dedalus 

whose mother is beastly dead" (8). The statement troubles Stephen not because it 

disrespects his mother but because it is an offence to him (9). It is Stephen the artist who 

disrespects his mother, for he does not compromise his aesthetic philosophy by offering 

his mother a simple prayer. Stephen's behaviour illustrates that an artist must remain 

separate from the common people and focuses on the self rather than others. Stephen 

dislikes Mulligan's comment because it identifies his selfishness. As a result of the 



discussion, Stephen's mother occupies his thoughts to the extent that Mulligan orders 

Stephen to "give up the moody brooding" (9). Thus, Stephen's brooding demonstrates 

the hold that his deceased mother has on his mind. This obsession with his mother's 

death relates to Yeats, for the discussion ends with Mulligan singing a song from Yeats's 

The Countess Cathleen. 

Mulligan not only reminds Stephen of his paralysis, but he also mentions Yeats 

quite often. Mulligan completes their discussion of Stephen's mother by singing "Who 

Wil l Go With Fergus?" one of Yeats's poems. The timing of Mulligan's song causes 

Yeats's verse to symbolize Stephen's situation in Ireland. Stephen does not want to be in 

Ireland and as an artist he remains separate from the people in Dublin. Mulligan leaves 

Stephen to go downstairs and sings, "no more turn aside and brood / Upon love's bitter 

mystery I For Fergus rules the brazen cars" (Poems 43). The poem expands on the theme 

of isolation which is prominent in the episode. The rhetorical question in the title implies 

that Fergus is alone. The poem's theme of solitude relates to Stephen's isolation which 

he experiences throughout his day in Dublin. 

The song originates in an early version of The Countess Cathleen, a play Stephen 

previously referred to in A Portrait. In the play, Cathleen's position as a saviour keeps 

her separate from the peasantry. Somewhat similar to Fergus, Cathleen is alone, for she 

must sell her soul in order to save her subjects. Stephen identifies with these solitary 

characters through the living arrangements in the Martello Tower at Sandycove. The 

young artist shares the place with Mulligan who is content to be in Ireland and Haines 

who is a student from England. Both men occupy the tower with Stephen and deprive 
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him of a sense of comfort at home. Mulligan controls Stephen; he persuades Stephen the 

rent payer to relinquish the tower key to him (Ulysses 27), while Haines's English ideas 

offend Stephen as an Irishman. Stephen's isolation is the result of his sense of 

imprisonment in Dublin where he confronts a literary community that does not accept 

him. 

Haines's presence in the tower suggests English occupation in Ireland. Stephen 

dislikes the situation, for the English student who is armed frightens him. Stephen 

expresses this sense of fear to Mulligan: "I was . . . out here in the dark with a man I don't 

know raving and moaning to himself about shooting a black panther . . .If he stays on here 

I'm o f f (3). Haines's nightmare and its effect on Stephen symbolize the threat he poses 

to Stephen's comfort in Dublin. In "Scylla and Charybdis," Stephen's thoughts return to 

Haines when he recalls another one of Yeats's plays. Cathleen ni Houlihan occupies 

Stephen's thoughts: "Cranly's eleven true Wicklowmen to free the sireland. Gaptoothed 

Kathleen, her four beautiful green fields, the stranger in her house" (236). For Stephen, 

Yeats's Cathleen is a symbol of the Irish peasantry who succumbs to English occupation 

in Ireland. The stranger in the house refers to English occupation in Ireland as well as 

relating to Haines who reinforces Stephen's isolation in Ireland. Consequently, when 

Stephen considers English occupation in Ireland, his thoughts turn to what Yeats writes 

about the theme. The young artist's thoughts constantly return to the older and prominent 

Irish poet. 

The context of the poem "Who Wil l Go With Fergus?" in The Countess Cathleen, 

offers further insight into Stephen's sense of discomfort in his home and in Ireland. In 



the play, the song occurs in order to console Cathleen after she sells her soul to the two 

merchants to save her people during a time of famine. Yeats situates the song as means 

of comfort for the dying and potentially damned Cathleen. Upon hearing Mulligan sing 

Yeats's poem, Stephen recalls that he sang it to ease his dying mother: "Fergus' song: I 

sang it alone in the house, holding down the long dark chords. Her door was open: she 

wanted to hear my music" (9-10). Similar to the play, Stephen sings the song in order to 

comfort his dying mother, but he is unable to relieve her anguish with mere words. His 

mother's final desire is for her son's return to the Catholic faith. Stephen's thoughts 

reveal that he knows the song on its own does not bring comfort: "she was crying in her 

wretched bed. For those words, Stephen: love's bitter mystery" (10). Yeats's poem does 

not console Stephen's mother; instead, it comes to symbolize his abandonment of religion 

and the distress he causes his mother. Mulligan, who is a keen observer of Stephen, is 

aware of the artist's inability to compromise and the emotional anguish it causes him. As 

a result, Mulligan purposefully aggravates Stephen when he says that his own "aunt 

thinks [Stephen] killed [his] mother" (4). Mulligan's statement illustrates that Stephen 

never offered his mother comfort; instead, Stephen's actions torment his mother and 

himself. Consequently, Yeats's poem symbolizes Stephen's disrespect for his mother and 

the discomfort that her death causes him, for the event haunts him throughout the day. 

The poem also encompasses Irish history in its exploration of a past Irish king. It 

signifies a direct connection between Yeats and Irish history in Stephen's mind. Yeats's 

interpretation of king Fergus comes from Samuel Ferguson's "The Abdication of Fergus 

Mac Roy." Yeats explains that he follows Ferguson's poem which depicts Fergus as "a 
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poet-king who voluntarily relinquishes his throne" (Poems 479). Both poets explore pre-

Christian Ireland through the romantic figure of Fergus. In Ferguson's version, Fergus 

privileges poetry above the duties of the kingdom; Fergus himself admits that he is more 

of a poet than a ruler: 

Rather would I, all alone, 

Care and state behind me thrown, 

Walk the dew through showery gleams 

O'er the meads, or by the streams, 

Chanting, as the thoughts might rise, 

Unimagined melodies. ("Abdication" 21-26) 

The story of Fergus embodies Yeats's concept of the "wasteful virtues," for the king 

abandons his throne in order to become a poet (Poems 101). Fergus relates to Stephen 

who is content to remain alone and abandon his family and friends in order to become an 

artist. Yeats's poem describes a historical figure, and Stephen's relation to Fergus places 

him in history supporting his earlier comment that "[history] is a nightmare from which 

[he] is trying to awake" (Ulysses 42). The poem ensures that Stephen is unable to 

separate himself completely from Yeats's work. Yeats remains a fixture in Stephen's 

nightmare of history. 

Yeats's "Who Wil l Go With Fergus?" does offer progress which is significant to 

Stephen as the subject of the poem. The poem offers a lesson for one to advance beyond 

the past. Mulligan sings a few lines from the poem, and those lines act as a synecdoche; 

they relate the entire poem to Stephen's situation in "Telemachus:" 
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Who wil l go drive with Fergus now, 

And pierce the deep wood's woven shade 

And dance upon the level shore? 

Young man, lift up your russet brow, 

And lift your tender eyelids, maid. 

And brood on hopes and fear no more. (Poems 43) 

The poem's imagery re-emerges in Stephen's thoughts right after he hears Mulligan sing 

a couple of verses. Stephen's thoughts constitute a fragmented version of Yeats's poem: 

"woodshadows floated silently by through the morning peace from the stairhead seaward 

where he gazed . . . white breast of the dim sea. The twining stresses, two by two" 

(Ulysses 9). Stephen demonstrates Yeats's tremendous influence on him, when he 

describes the scenery outside using images from the poem. Yeats's speaker asks for a 

movement forward from lamenting Fergus's relinquished throne, "for Fergus rules the 

brazen cars, / And rules the shadows of the wood" (Poems 43). In the poem's relation to 

Stephen, he must progress beyond the death of his mother as well as his thoughts which 

brood over her last wish. Mulligan tells Stephen not to "mope over it all day" which 

suggests that Mulligan desires Stephen to listen to the poem's message (Ulysses 9). 

Although he is responsible for causing Stephen to brood over his mother, Mulligan uses 

the poem as a means to ask Stephen to stop brooding. 

Yeats's poem also recommends that the reader progress beyond despair when the 

speaker says, "no more turn aside and brood I Upon love's bitter mystery" (Poems 43). 

The speaker asks for Fergus's supporters to abandon "love's bitter mystery." However, 
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Stephen does not abandon those lines, for they were the lines his mother longed to hear: 

"she was crying in her wretched bed. For those words, Stephen: love's bitter mystery" 

(Ulysses 10). "Love's bitter mystery" is reminiscent of the mystery of the Catholic faith 

and they are the exact words that the ghost of Stephen's mother utters much later in the 

"Circe" episode. Joyce situates Stephen as the subject of the poem, but he does not 

follow the poem's advice, for his mother haunts his thoughts throughout the day. 

Through the connection between the poem and Stephen's mother, Yeats haunts Stephen 

the remainder of the day as well. 

Mulligan's singing of the poem also addresses Stephen as a subject of king 

Fergus. Although Fergus loses his kingdom, he remains a sovereign over the countryside 

through his decision to be a poet: 

For Fergus rules the brazen cars, 

And rules the shadows of the wood, 

And the white breast of the dim sea 

And all dishevelled wandering stars. (Poems 43) 

Stephen's escape to Paris and his lack of a home position him as one of the wandering 

stars that Fergus rules over. In fact, both Stephen and Leopold Bloom are wandering stars 

in Ulysses. As a modern counterpart to Homer's Odysseus, Bloom wanders the streets of 

Dublin in search of Penelope, whereas Stephen, the figure of Telemachus, searches for 

Odysseus whom he eventually finds in "Circe." In A Portrait, Joyce relates Stephen to 

the wandering birds from Cathleen's farewell speech in The Countess Cathleen. Joyce 

continually offers images of the artist as a figure separate from the common folk and as 
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one who wanders without a home. Similarly, Ferguson's description of Fergus depicts 

the poet king as one who wanders in search of artistic creation. In relinquishing his 

throne, Fergus illustrates that his subjects do not accept him as the king; thus, he becomes 

a lonely wanderer. 

Yeats's legacy in Ulysses also becomes something that contains Stephen as an 

artist. Stephen's rejection of Michael Robartes illustrates his attempt to avoid Yeats's 

emphasis on forgotten beauty and the past. However, Stephen constantly hears references 

to Yeats which make it difficult for him to remain separate from the poet. In "Aeolus," 

Stephen listens to Mr. O'Madden Burke relate Pyrrhus's fall to one of Yeats's poems: 

"they went forth to battle . . . but they always fell" (169). Burke quotes Yeats's "The 

Rose of Battle," a poem that explores Irish perseverance in confronting adversity through 

the rose image which signifies Ireland. The title comes from Matthew Arnold's The 

Study of Celtic Literature, a text that represents English influence and control in Irish 

literary culture. Burke's comparison of Yeats's poem and Pyrrhus recalls Stephen's 

history lesson in "Nestor." Stephen's student, Cochrane, explains a key component of 

Pyrrhus's campaigns: "another victory like that and we are done for" (28). The one thing 

Cochrane knows about Pyrrhus is that he "won in such a costly way that the collapse of 

the Tarentines became inevitable" (Gifford 30). Thus, Pyrrhus relates to Yeats's poem 

through the consequence of battle that results in an eventual fall. The earlier discussion 

of Pyrrhus has Stephen thinking about possibilities in history: "had Pyrrhus not fallen by 

a beldam's hand in Argos or Julius Caesar not been knifed to death? They are not to be 

thought away. Time has branded them and fettered they are lodged in the room of infinite 
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possibilities they have ousted . . . or was that only possible which came to pass?" (Ulysses 

30). Stephen's thoughts focus on Aristotle's Poetics where he distinguishes between the 

historian and the poet: "the one describes the thing that has been, and the other a kind of 

thing that might be" (Gifford 31). Stephen illustrates an enthusiasm for Aristotle's 

distinction between the poet and historian; it is a distinction that is reminiscent of his 

rejection of Michael Robartes's emphasis on past beauty. However, Burke's connection 

between Yeats and Pyrrhus illustrates Stephen's inability to escape the older poet. 

Stephen's thoughts on Pyrrhus in "Nestor" turn towards Aristotle and a point of 

difference between the young artist and Yeats, but Burke's comment signifies a return to 

Yeats via Pyrrhus. Thus, Stephen disagrees with the movement in Irish literature which 

follows the influence of England for he explains that, "a symbol of Irish art" is "the 

cracked lookingglass of a servant" (Ulysses 6). 

Another illustration of Stephen's inability to escape Yeats occurs with regards to 

Irish literary culture. Stephen's thoughts wander to other Irish writers: "young Colum and 

Starkey. George Roberts is doing commercial part. Longworth will give it a good puff in 

the Express. O, will he? I liked Colum's Drover. Yes, I think he has that queer thing 

genius. Do you think he has genius really? Yeats admired his line: As in wild earth a 

Grecian vase" (246). Stephen thinks about the poets Padraic Colum and James Sullivan 

Starkey, but his thoughts return to Yeats, demonstrating the influence Yeats possesses in 

the literary scene. There is a moment where Stephen expresses independent thought, for 

he says that Colum has genius. However, Stephen wonders whether the statement is valid 

and he considers Yeats's opinion of Colum. Consequently, there is a return to what the 



senior poet believes to be good literature and this thought somewhat undermines 

Stephen's independence as an artist. For Stephen, Yeats is the Irish standard by which 

one judges other writers and poets. 

Yeats's legacy haunts Stephen through Mulligan who is constantly reminding 

Stephen of the poet. Mulligan ensures that Stephen is unable to escape the poet's 

influence. Towards the end of "Scylla and Charybdis," Mulligan recites a bawdy parody 

of Yeats's long poem "Baile and Aillinn." In Yeats's poem, Aengus deceives each of the 

two lovers Baile and Aillinn into thinking that the other is dead, and as a result they both 

die of broken hearts. However, Mulligan alters the poem and recites his bawdy version of 

Yeats's poem to Stephen. He lowers Yeats's lofty theme from mythical young love to the 

mundane world of Dublin's brothel district. Yeats's poem opens with the image of a bird 

and the sound of its song: "I hardly hear the curlew cry. / Nor the grey rush when the 

wind is high, I Before my thoughts begin to run / On the heir of Ulad, Buan's son" 

(Poems 397). Whereas, Mulligan turns the scene from nature and the bird's call into an 

urban and base image: 

I hardly hear the purlieu cry 

Or a Tommy talk as I pass one by 

Before my thoughts begin to run 

On F. M'Curdy Atkinson, 

The same that had the wooden leg 

And that filibustering fillibeg 

That never dared to slake his drouth 
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Magee that had the chinless mouth. (Ulysses 277) 

The obscenity in Mulligan's version questions the integrity of the original; his parody 

illustrates his control over Yeats, a power Stephen does not possess. Mulligan masters 

Yeats through his parody which incorporates both praise and ridicule. Ironically, 

Mulligan does not aspire to become an artist as Stephen does, and therefore, Mulligan 

operates independent of Yeats's influence in Dublin's literary scene. Unlike Mulligan, 

Stephen is unable to overcome Yeats's influence, for his thoughts continually return to 

Yeats. Stephen does not undermine the integrity Yeats's work the way in which Mulligan 

does through his base humour. 

Joyce continues to incorporate Irish mythology into his text through Yeats. 

Yeats's texts provide Joyce with a major source for Irish mythology adding credence to 

the former's influence and integrity in Ireland. For instance, Mulligan associates Stephen 

with wandering Aengus, a comparison that reinforces Stephen as a wandering Irish poet. 

In "Scylla and Charybdis," Mulligan says to Stephen, "come, Kinch. Come, wandering 

Aengus of the birds" (Ulysses 275). For Yeats, Aengus is "the god of youth, beauty, and 

poetry. He reigned in Tir-nan-oge, the country of the young" (Poems 480). Through the 

image of Aengus, Mulligan associates Stephen with the god of poetry and flight. The 

name also relates Stephen to Yeats, for Aengus is a prominent figure in Yeats's poetry 

such as "Baile and Ail l inn" and "The Song of Wandering Aengus." In the latter, Aengus 

relates to Yeats's Michael Robartes who searches for past beauty. Aengus encounters a 

trout that transforms into a beautiful, elusive woman: "though I am old with wandering I 

Through hollow lands and hilly lands, /1 will find out where she has gone" (Poems 60). 



Mulligan's nickname for Stephen, "wandering Aengus," implies that the artist searches 

for beauty as well. In Yeats's poem, Aengus returns to nature to discover beauty when he 

says, "I went out to the hazel wood, / Because a fire was in my head" (59). Aengus 

experiences an artist's state of mind for the fire in his head implies a moment of 

inspiration or an epiphany as Joyce describes it in Stephen Hero. In the final chapter of A 

Portrait, Stephen acts upon a poetic moment of inspiration when he composes the 

villanelle. Similarly, in "Proteus" Stephen writes another poem after experiencing an 

epiphany. 

Mulligan has a tremendous influence on Stephen, for the latter recalls the name of 

Aengus a few moments after Mulligan does. Stephen's thoughts demonstrate that he 

believes the comparison works: "here I watched the birds for augury. Aengus of the birds. 

They go, they come. Last night I flew. Easily flew. Men wondered. Street of harlots 

after" (Ulysses 279). Thus Stephen, like Yeats's Aengus, seeks inspiration in nature; 

Stephen watches the birds for prophecy. Although, the name fits Stephen, Mulligan uses 

it to ridicule his friend; Mulligan tells Haines, "you should see [Stephen] . . . when his 

body loses its balance. Wandering Aengus I call him" (320). The image of Stephen off 

balance foreshadows the intoxicated Stephen dancing in the "Circe" episode. Mulligan 

repeats the name to Haines which belittles Stephen, for it is a joke at Stephen's expense. 

Mulligan mocks Stephen in front of the English Haines which in effect calls into question 

Stephen's integrity as an artist. Nevertheless, Mulligan insists on calling Stephen 

wandering Aengus which illustrates that Stephen cannot avoid comparison to Yeats. 

Thus, Stephen is unable to distance himself from Irish history or mythology. 



Yeats also haunts Stephen through the poet's association with Stephen's dead 

mother. Lines from Yeats's "Who Wil l Go With Fergus," haunt Stephen the remainder 

of his day. In "Proteus," Stephen recalls Yeats's poem while he observes the activities on 

Sandymount Strand. Stephen repeats to himself part of the poem that Mulligan sings 

earlier: "and no more turn aside and brood" (Ulysses 62). The phrase prompts Stephen to 

ponder his denial of his mother's last wish. His train of thought moves from Yeats to 

Oscar Wilde and then to Henrik Ibsen; he remembers "Wilde's love that dare not speak 

its name. He now will leave me. And the blame? As I am. As I am. A l l or not at all" (62). 

Wilde represents an Irish writer who prospered as a result of his success in England. He 

is similar to Joyce's Gallaher in " A Little Cloud," the character who leaves Ireland and 

achieves British fame. However, Wilde refuses to conform to social norms, and as a 

result, he falls in a public scandal and trial. Stephen also quotes Ibsen's Brand when he 

says "all or not at all." Stephen is like Ibsen's Brand, for Ibsen's protagonist does not 

compromise: "just as Stephen has refused to pray at his mother's deathbed . . . Brand's 

refusal to compromise causes first his son's death, and then his wife's" (Gifford 64). 

Yeats, Wilde and Ibsen represent the three possible directions for Stephen to go as an 

artist. Yeats is a prominent Irish figure who achieves success and resides in Ireland. 

Wilde is an example of temporary literary success in England, while Ibsen is the figure 

Stephen longs to emulate, for he represents contemporary European literature and culture. 

However, Stephen cannot escape from Yeats, for he returns to the poem which prompts 

him to contemplate the proper role of the artist. 

"Telemachus" firmly connects Yeats's poem with Stephen's mother's death and 



Stephen's refusal to pray at his mother's deathbed. Consequently, when Stephen 

envisions his dead mother in "Circe," Yeats also returns to haunt the young man: 

"Stephen's mother, emaciated, rises through the floor in leper grey with a wreath of faded 

orange blossoms and a torn bridal veil, her face worn and noseless, green with mould. 

Her hair is scant and lank. She fixes her bluecircled hollow eyesockets on Stephen and 

opens her toothless mouth uttering a silent word" (Ulysses 680-1). The ghastly image 

signifies the return of Stephen's past and functions as a form of punishment for his 

uncompromising behavior. Stephen's personal history haunts him through the ghost of 

his mother and through the figure of Yeats whom he unconsciously associates with his 

mother. Presumably the dead mother originates in Stephen's mind for she repeats Yeats's 

poem, a connection that exists in his thoughts. The ghost invokes Yeats when she speaks 

to Stephen: "you sang that song to me. Love's bitter mystery" (681). Stephen's mother 

confronts him with Yeats through her speech and expresses the fact that she found no 

comfort in Stephen's song. Stephen's uncompromising nature demonstrates a lack of 

love's bitter mystery and this injury to his mother haunts him. This one phrase from 

Yeats symbolizes Stephen's rejection of his mother and religion. The episode illustrates 

Stephen's guilt for falling from his faith, thus his eventual smashing of the chandelier 

with his ashplant is a rejection of the guilt for his actions. In A Portrait, Stephen explains 

that he possesses the power and will to fall, and in the brothel in "Circe," Stephen 

demonstrates that he has fallen. 

Furthermore, Joyce's connection of Stephen's mother's ghost with Yeats moves 

the poem from the noble theme of love into the mundane realm of death. As the ghost 



utters the phrase from Yeats there is, "a green rill of bile trickling from a side of her 

mouth" (681). The green bile is reminiscent of Mulligan's comment on the snotgreen 

sea; both are repulsive images that come to signify Ireland, motherhood and by 

association Yeats. The episode also takes place in nighttown, the brothel district of 

Dublin. The setting questions the integrity of the poem by bringing it into the mundane. 

Unlike Yeats, Joyce chooses everyday themes for the subject of his texts. Joyce attempts 

to lower Yeats's poem from its status as Irish myth to the base conversation that is the 

norm in nighttown. The episode also connects the ghastly image of Stephen's dead 

mother with the noble Fergus who loses his lofty characteristics through this association. 

Richard Ellmann reiterates Joyce's preference for lowly themes: 

For Yeats, the method of literature was to raise the ordinary to the heroic, for 

Joyce a movement down was as required as a movement up, and he mingled 

ordinary, heroic, and mock-heroic without wishing to compound them. Yeats's 

mind generated, out of feelings of indignation and pain, images of perfection; 

Joyce said he preferred the footprint seen on the sand by Robinson Crusoe to the 

eternal city envisioned by John. The fallen world was his natural habitat. Yeats's 

impulse towards order makes the myths which appear in his work, such as the 

annunciation of a new era, ritualized, heraldic, supernatural; for Joyce similar 

myths appear unrehearsed, casual, part of the order of things. (Eminent 54-5) 

Joyce, like Stephen, cannot escape from Yeats's legacy; therefore, he undermines Yeats's 

authority by placing his poem in the context of a vulgar setting. Yeats's noble Fergus 

enters the mundane world of a brothel and the lofty poet king is trapped like Stephen in a 



Dublin brothel. 

Stephen's fear overwhelms him to such an extent that he exclaims to the ghost 

"non serviam," and then he flees the scene after smashing the chandelier with his 

ashplant. The statement echoes an earlier one he makes in A Portrait, where he states he 

will not serve anything but art. Stephen attempts to break from his past by smashing the 

chandelier; it is an act of defiance and an attempt to release the hold that his mother has 

over him: "he lifts his ashplant high with both hands and smashes the chandelier. Time's 

livid final flame leaps and, in the following darkness, ruin of all space, shattered glass and 

toppling masonry" (Ulysses 683). The chandelier which symbolizes time in the scene, 

turns from light into darkness which indicates a move from good to evil. It also signifies 

Stephen's attempt to end time and end the nightmare of history for him. Stephen's 

mother is the dominant figure from his past and he attempts to release himself from her 

control. The violent rejection of his mother's ghost implies he will not serve the Catholic 

faith, one of the main things he rejects at the end of A Portrait. In a moment that 

parallels Satan's fall, Stephen's artistic pride brings about his fall from grace. Striking 

the chandelier also signifies Stephen's attempt to release himself from Ireland's literary 

history. When Stephen reacts against his mother's ghost, he in turn rejects Yeats whom 

Joyce associates with Stephen's mother. 

Although Stephen escapes from his mother's ghost, he does not escape the control 

that Yeats's influence has over him. Leopold Bloom pursues Stephen and by the end of 

the episode Stephen calms down, but he remains haunted by Yeats's poem. Stephen 

murmurs thickly with prolonged vowels: "who . . . drive . . .Fergus now. / And pierce . . . 



wood's woven shade?" (702). Ironically, Stephen's thoughts wander back to the poem 

which represents a return to Yeats. Stephen recites pieces from Yeats's poem making it 

incoherent to Bloom. The fragment Stephen murmurs is reminiscent of his thoughts in 

"Telemachus:" 

Woodshadows floated silently by through the morning peace from the stairhead 

seaward where he gazed. Inshore and farther out the mirror of water whitened, 

spurned by light shod hurrying feet. White breast of the dim sea. The twining 

stresses, two by two. A hand plucking the harpstrings merging their twining 

chords. Wavewhite wedded words shimmering on the dim tide. (9) 

In both instances, Joyce offers the reader a fragmented quotation of Yeats. However, 

Joyce's stream of consciousness technique breaks up Yeats's text, for Stephen's thoughts 

scatter the images. The images of Yeats's poem are ingrained in Stephen's mind 

demonstrating an inability to break from Yeats the earlier prominent figure of Ireland. 

Stephen's drunken repetition of Yeats's poem in "Circe" makes it incoherent to 

readers and to Bloom. Bloom removes the young man from the confrontation Stephen 

has with two soldiers, where he receives a blow to the face. In the carriage, the drunken 

Stephen murmurs fragments of the same poem from Yeats: "Who . . . drive . . . Fergus 

now. I And pierce . . . wood's woven shade?" (702). Bloom reacts to these lines by 

saying, "face reminds me of his poor mother. In the shady wood. The deep white breast. 

Ferguson, I think I caught. A girl. Some girl" (702). Stephen recites pieces from the 

poem and Bloom as the listener is misled into thinking they are from Samuel Ferguson. 

There is a temporary transfer of authority from Yeats to Ferguson, for Yeats does not get 
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the proper recognition from Bloom. As Joyce's everyman, Bloom represents a 

momentary and common misunderstanding of Yeats. The episode transfers authorship 

for the poem from Yeats to Samuel Ferguson. 

The control that Yeats's influence exercises over Stephen's thoughts reflects 

Joyce's situation. As an artist in Dublin, Stephen must confront Irish literary history. 

Similarly, in order to establish himself as an artist separate from Yeats, Joyce must 

confront this legacy. Thus, Mulligan's poem in "Scylla and Charybdis," demonstrates 

Joyce's ability to master Yeats's text and control it. Joyce also manipulates Yeats's texts 

by placing their themes in mundane contexts throughout Ulysses. However, there are 

moments which illustrate that Joyce is unable to move beyond Yeats in a fashion that 

parallels Stephen's situation. In "Calypso," Joyce describes Bloom's purchasing of 

kidney in a manner that is reminiscent of Yeats's "September 1913." In Ulysses, the 

narrator explains that, "[Bloom's] hand accepted the moist tender gland and slid it into a 

sidepocket. Then it fetched up three coins from his trousers' pocket and laid them on the 

rubber prickles. They lay, were read quickly and slid, disc by disc, into the t i l l " (72). The 

passage illustrates the fine detail in a description of the exchange of money. The narrator 

introduces mercantile values as the butcher slides the coins into the till. A similar 

description of such values occurs in the opening of Yeats's poem: "what need you, being 

come to sense, I But fumble in a greasy till I And add the halfpence to the pence" (Poems 

108). Yeats's speaker illustrates his contempt for mercantile values. The poem laments 

the absence of wasteful virtues in Ireland: "Romantic Ireland's dead and gone, / It's with 

O'Leary in the grave" (108). Aside from both texts presenting scenes of mercantile 
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values, the similar image of the greasy till illustrates that Joyce is not always able to 

control references to Yeats in his texts. 

Joyce demonstrates another return to Yeats earlier in "Proteus" through Stephen's 

train of thoughts. There is a minor reference to Maud Gonne that illustrates the manner 

in which Stephen's mind wanders, but it does not offer any significant meaning to the 

text. Stephen's thoughts range from several topics: " M . Drumont, famous journalist, 

Drumont, know what he called queen Victoria? Old hag with the yellow teeth. Vieille 

ogresse with the dents jaunes. Maud Gonne, beautiful woman, La Patrie, M . Millevoye, 

Félix Faure, know how he died?" (Ulysses 53). The mention of Maud Gonne is brief, but 

it incorporates her physical love affair with Millevoye, an affair that occurred while she 

was in a spiritual love affair with Yeats. Gonne is a strong connection to Yeats, for she 

was "a famous Irish beauty who became a minor Irish revolutionary leader . . . she is a 

dominant presence in the poetry of Yeats, who lamented the waste of her classic 

'Ledaean' beauty in revolutionary pursuits" (Gifford 55). Although Stephen's thought 

about Gonne relates to beauty, what it demonstrates is Joyce's inevitable return to Yeats. 

Yeats's influence over Joyce extends back into his younger days, for he read 

Yeats's texts. In "Proteus," Stephen's thoughts represent Joyce's situation and illustrate 

Yeats's influence in the past: "houses of decay, mine, his and a l l . . . Come out of them, 

Stephen. Beauty is not there. Nor in the stagnant bay of Marsh's library where you read 

the fading prophecies of Joachim Abbas. For whom? The hundredheaded rabble of the 

cathedral close" (Ulysses 49). The reference returns Stephen to his reading of Yeats's 

"Tables of the Law," and demonstrates that Yeats haunts Stephen. The mention of 



Joachim Abbas relates to Joyce's own return to Yeats. In his younger days Joyce read 

Yeats's "The Tables of the Law," and afterward "[he] visited Marsh's library on the 22 

and 23 of October 1902 to consult a volume in Italian and Latin that includes a text 

purportedly by Joachim as well as biographical notes of uncertain reliability" (Gifford 

48). Thus, Yeats's influence over Joyce extends throughout his development as an artist, 

to the extent that he pursued the texts Yeats mentions. Stephen's thought about Joachim 

Abbas illustrates Joyce's return to Yeats through Abbas. The reference relates to Yeats 

and illustrates that the artist, namely Stephen must continually confront Yeats's legacy by 

attempting to understand Yeats's work in its entirety. 

Stephen is an artist who cannot escape his personal history or the literary history 

of Ireland. In Ulysses, he returns to Dublin and remains separate from the common 

people, but his mother's memory and Yeats's legacy haunt him. Mulligan's comments 

about Yeats's and his references to Stephen as "wandering Aengus," illustrate that 

Stephen embodies the cultural and mythological history of Ireland. Thus, Stephen is 

unable to escape from the older poet because he continually encounters talk about Yeats 

and his thoughts always return to Yeats's texts. For Stephen, Yeats's poetry embodies 

past beauty rather than the future beauty that Stephen aspires to create in A Portrait. 

Ulysses allows Yeats's authority as an important Irish literary figure to increase by way of 

Stephen's inability to separate himself entirely from the older poet. Mulligan ensures that 

Stephen never achieves a status similar to Yeats; instead, he relates Stephen to figures in 

Yeats's texts and not the poet. The situation reflects Joyce's career, for he attempts to 

abandon Ireland, Catholicism and Yeats, but he continually returns to them through his 



texts. Thus, Joyce's constant references to Yeats in Ulysses ironically increase the 

somewhat older poet's legacy. 



Chapter Four: The Price of Stephen's Independence 

As a struggling artist in Dublin's literary scene, Stephen reflects Joyce's difficulty 

in establishing his own literary voice in Ireland. Although he is confronted with Yeats's 

ideas and influence, the young artist remains steadfast to his own unique aesthetic 

principles. He embodies an independent approach to art, but this independence results in 

his isolation. Stephen derives his conception of art largely from Aristotle, and it is this 

aesthetic foundation which demonstrates his independence from the dominant literary 

culture in Ireland. However, these same principles also lead to his isolation from other 

writers, most of whom are friends of Yeats. Yeats's literary circle includes writers such 

as George Russell (whose pseudonym is AE), John Millington Synge, Padriac Colum and 

Lady Gregory. In "Scylla and Charybdis," Stephen converses with A E and the two artists 

discuss numerous figures including Yeats, Synge, Colum and Gregory. Although 

Stephen does not share the beliefs of Yeats's circle, he is not diametrically opposed to 

Yeats. The young artist appreciates Yeats, Synge and Colum, but he disagrees with their 

aesthetic principles and voices his negative opinions. Stephen's Aristotelean theories of 

art contrast Yeats and AE ' s Neo-Platonic conceptions of art. Stephen's philosophy also 

indicates his rejection of the revival in Irish literature and the enthusiasm for mysticism. 

Consequently, the young artist rejects Yeats, for the older poet is a prominent figure in 

both the Irish revival and mysticism. In "Scylla and Charybdis," symbolically set in the 

National Library of Ireland, Stephen confronts Neo-Platonist writers and critics and the 

episode illustrates the isolation of the young artist in Dublin's literary scene. However, 

more importantly the scene also demonstrates Stephen's independence from Yeats's 



legacy and reflects Joyce's own independence as an artist. In the episode, Stephen 

signifies what Joyce accomplishes with Ulysses: artistic originality and independence. 

In "Scylla and Charybdis," Stephen is in the National Library with William 

Lyster, John Eglinton, Richard I. Best and A E , all of whom are prominent literary figures 

in Dublin. The episode parallels Joyce's life, for he was familiar with these men 

personally as Ellmann explains: 

He also came to know the members of the staff of the National Library in Kildare 

Street: Lyster, the director, he was already acquainted with, for Lyster had 

congratulated him, when the Ibsen article appeared . . . Richard I. Best, destined to 

be Lyster's successor. And W.K. Magee. Who had written essays in a graceful 

style modeled on Matthew Arnold's, under the more euphonius name of 'John 

Eglinton.' (Joyce 122) 

Although Joyce knew the staff of the library himself, the episode also indicates that there 

was a strong connection between these men and Yeats, particularly A E . Joyce 

demonstrates that as critics and writers in Dublin, Lyster, Best, Eglinton and A E are 

representative of Yeats's circle, for they share similar understandings of Irish art. Yeats 

was familiar with A E and Eglinton and praised both men for their work in his preface to 

AE ' s A Treasury of Irish Poetry in the English Tongue: 

Some dozen years ago a little body of young men hired a room in Dublin, and 

began to read papers to one another on the Vedas and the Upanishads and the 

Neo-Platonists, and on modern mystics and spiritualists . . . when they were 

scattered by their different trades and professions, others took up the discussions 



where they dropped them . . . and now two writers of genius - A E and 'John 

Eglinton' - seem to have found among them, without perhaps agreeing with them 

in everything, that simplicity of mind and that belief in high things, less common 

in Dublin than elsewhere in Ireland, for whose lack imagination perishes. 

(Prefaces 113) 

Yeats also complimented Eglinton as Ireland's "one literary critic" (Gifford 194). A E 

was not a member of the library staff, but he was one of Yeats's contemporaries as well 

as a fellow mystic. In the scene, A E and Eglinton align themselves with Plato and 

mysticism, both of which contrast Stephen's aesthetic principle which originates with 

Aristotle. As a result, "Scylla and Charybdis" begins with Stephen speaking to A E on 

behalf of Mr. Deasy in an attempt to get The Irish Homestead to publish a letter; 

however, it ends with the young artist defending his artistic theory. A E was one of the 

editors for The Irish Homestead which "emphasized agrarian reform and was self

consciously addressed to rural Ireland" (Gifford 40). At one point in the episode Stephen 

refers to The Irish Homestead as "the pigs' paper" which mocks the paper's support for 

the Irish peasantry (Ulysses 247). The Irish Homestead published Joyce's early stories 

and therefore Stephen's derogatory name for the paper relates to the termination of 

publishing Joyce's stories because "there were too many letters of complaint from readers 

in both the country and the city" (Joyce 171). As a result, Stephen's confrontation with 

these men becomes a reaction against Dublin's entire literary scene. 

As a prominent mystic and writer, A E relates more closely to Yeats than the other 

figures present in the library. A E and Yeats were associates and active in Ireland's 
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theatre: "both were founder members of The Irish National Theatre Society, Yeats being 

its president; and the beginning of the Irish dramatic renaissance was, perhaps, the 

production of AE ' s Deirdre and Yeats's Cathleen Ni Houlihan by W. G. Fay's Irish 

National Dramatic Company in April 1902" (Skelton 190-1). Their involvement in the 

formation of the Irish National Theatre Society demonstrates that they were prominent 

playwrights supporting the revival of Irish Theatre. In addition, A E was rational and 

dedicated to supporting the Irish peasantry: "on the one hand he was a deeply religious, 

even mystical, thinker, willing to subdue any of his personal desires or ambitions for the 

sake of the truth and health of his soul. On the other hand, he was a highly efficient 

practical man, fully aware of economic realities, and determined to use his abilities as an 

organizer, writer, and economist to better the condition of rural Ireland" (189). AE ' s 

support for Ireland's peasantry on the National stage also exists in his work which 

romanticizes rural Ireland. 

Yeats's was also supportive of the Irish peasantry and his numerous texts contain 

an enthusiasm for rural Ireland as well. Yeats turned to the peasantry for inspiration and 

stories in his retelling of Irish folklore and legends: "these folk-tales are full of simplicity 

and musical occurrences, for they are the literature of a class from whom every incident 

in the old rut of birth, love, pain, and death has cropped up unchanged for centuries: who 

have steeped everything in the heart: to whom everything is a symbol" (Prefaces 5). 

Yeats's preface demonstrates his enthusiasm and respect for the peasantry. Their 

simplicity reflects the optimism that the poet discovers in their way of life and belief in 

their stories. The optimism in Yeats's work extends into his re-telling of Irish folk-tales, 
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and this optimism contrasts Joyce's work much of which involves writing in "a style of 

scrupulous meanness" {Letters II134). A E and Yeats share this enthusiasm for the 

peasantry, and Joyce presents this characteristic of both men in the library scene: "people 

do not know how dangerous lovesongs can be, the auric egg of Russell warned occultly. 

The movements which work revolutions in the world are born out of dreams and visions 

in a peasant's heart on the hillside. For them the earth is not an exploitable ground but 

the living mother" (Ulysses 238-9). AE ' s preference for the peasantry indicates his Neo-

Platonic philosophy, for it emphasizes ideas rather than reality in the mundane world. 

Thus, Joyce groups A E and Yeats together against Stephen, for they both possess an 

enthusiasm for the peasantry which originates in Plato's world of ideas. The scene is a 

confrontation between Stephen and one of Yeats's fellow mystics and nationalists. 

Stephen is on the defensive as he tries to explain and promote his theory of Hamlet in an 

attempt to gain recognition. It is a theory which challenges A E on the basis of the 

mystic's preference for truth and personal understanding of art. As a result, Stephen 

separates himself from Yeats as he confronts A E , while A E defends his aesthetic theories 

with references to Yeats's poetry. 

Stephen bases his theory of Hamlet in Aristotle and the fallen world. The theory 

illustrates the young artist's independent aesthetic philosophy which he attempts to sell to 

those present in the library. The young artist's theory is based on a parallel between 

Shakespeare's life and the plot of Hamlet. Earlier in the novel, Mulligan sarcastically 

summarizes Stephen's theory of Hamlet in the "Telemachus" episode: "he proves by 

algebra that Hamlet's grandson is Shakespeare's grandfather and that he himself is the 



ghost of his own father" (21). Mulligan's tone implies that he does not accept Stephen's 

theory or his aesthetic principles. In the library Stephen offers his theory to those present 

in anticipation of support and possible publication: "is it possible that that player 

Shakespeare, a ghost by absence, and in the vesture of buried Denmark, a ghost by death, 

speaking his own words to his own son's name . . . is it possible, I want to know, or 

probable that he did not draw or foresee the logical conclusion of those premises: you are 

the dispossessed son: I am the murdered father: your mother is the guilty queen. Ann 

Shakespeare, born Hathaway?" (241). Stephen's theory focuses on the life of 

Shakespeare and is Aristotelean in its approach, for it implies that art imitates life rather 

than abstract noble ideals. 

Early in the scene, A E offers Stephen artistic advice which directly alludes to 

Yeats: "I feel you would need one more for Hamlet. Seven is dear to the mystic mind. 

The shining seven as W. B. calls them" (236). A E indirectly advises the young artist to 

incorporate mysticism into his work. Stephen is planning to rewrite Paradise Lost and 

A E suggests that Stephen expand his version to seven parts and uses Yeats's work to 

demonstrate the importance of the number seven. Gifford explains that the number 

"seven was regarded as the embodiment of perfection and unity" (194). Thus, AE ' s 

statement references Yeats's poem " A Cradle Song," which in turn incorporates the entire 

poem into the text. Yeats's poem offers lofty and mystical imagery: 

God's laughing in Heaven 

To see you so good; 

The Shining Seven 



Are gay with His mood. (Poems 39) 

The poem is unified by its lofty imagery and its presentation of innocence. The "Shining 

Seven" refer to the traditional catalogue of seven planets and promote Yeats's mystical 

theme. Thus, A E offers Stephen the connection to Yeats's poetry and mysticism. In 

effect, A E advises Stephen to pursue art in a fashion similar to Yeats. AE ' s advice 

demonstrates Joyce's awareness and presentation of the strong connection between Yeats 

and A E in Dublin's literary scene. 

A E continues to offer Stephen advice on art and the relevance of Shakespeare's 

life. A E explains to Lyster, Eglinton and Stephen that, "all these questions are purely 

academic . . . I mean, whether Hamlet is Shakespeare or James I or Essex. Clergymen's 

discussion of the historicity of Jesus. 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" (Ulysses 236). Joyce presents AE's philosophy of art which is the quest for truth. 

In his pursuit of truth A E identifies himself as a Neo-Platonist for both seek the ideal and 

reject the mundane world. For A E , truth is the only thing that matters and as a result his 

life and art are subject to the pursuit of the ideal, for he explains that, "only one thing 

interests [me] and that is Life or Truth. I want to become rather than to know" (Davis 

19). AE ' s philosophy contrasts Stephen's philosophy which pursues knowledge in order 

to develop art and the artist. 

Joyce presents A E as a vocal and dominant Neo-Platonist, for he says that, "the 

painting of Gustave Moreau is the painting of ideas. The deepest poetry of Shelley, the 

words of Hamlet bring our mind into contact with eternal wisdom, Plato's world of ideas. 



A l l the rest is speculation of schoolboys for schoolboys" (Ulysses 236). A E insinuates 

that Stephen is an amateur artist when he implies that the young artist's theory of 

Shakespeare is the speculation of a schoolboy. A E obliquely criticizes Stephen as an 

artist, and implies that he is young and misled. Consequently, AE ' s support for Plato's 

truth offends Stephen for it undermines the integrity of the artist, for Plato is against the 

poets. Plato's thought threatens the artist, for it insists that the poet is a mere imitator of 

life without access to reality and truth. Thus, Joyce illustrates AE's preference for truth 

above art which conflicts with Stephen as an artist. Stephen voices his opinion of Plato 

when he defends Aristotle a little later on: "which of the two . . . would have banished me 

from the commonwealth?" (238). In Plato's The Republic, Socrates banishes all poets 

from the commonwealth because their works imitate the real and mislead the common 

people. Thus, Stephen directly challenges AE ' s mystical basis for art through his support 

of Aristotle who defends poetry in his Poetics as a valid presentation of life. 

Stephen's theory rejects mystical truth, for it demands the presentation of life as it 

is rather than as it ought to be. Stephen's theory with its rejection of mysticism contrasts 

what Yeats and A E represent in their work. However, Stephen's theory which promotes 

art at the expense of abstract truth is more of an offense to A E than it is to Yeats. The 

two mystics did not agree on the connection between art and truth: "for Yeats, art and 

poetry had primacy over vision; to A E the vision might even make poetry and art an 

indulgence to be avoided. To Yeats the vision was one vouchsafed to the individual 

heroic seer; to A E it was common property, and opposed to the vanities of the ego" 

(Skelton 192). Regardless of their different conceptions of mystical visions, Stephen's 



theory ignores mystical truth in its entirety. 

Stephen's opposition to AE ' s belief in Plato's world ideas illustrates his 

independence from the influential writer. Joyce illustrates that Stephen respects AE ' s 

authority as an influential figure: "the schoolmen were schoolboys first, Stephen said 

superpolitely. Aristotle was once Plato's schoolboy" (Ulysses 237). The narrator 

explains that Stephen's response is super polite which illustrates his desire not to offend 

A E . At the same time, Stephen still voices his opinion and therefore, demonstrates his 

separate and unique stance. Stephen's polite behaviour also illustrates his vulnerability as 

a young artist; he requires some support from the literary community in order to advance 

himself as an artist. Joyce required such support in order to advance his literary career 

and under AE ' s direction, The Irish Homestead commissioned Joyce's first stories: 

"Russell's suggestion was the beginning of Dubliners; Joyce wrote at once his first story, 

'The Sisters,' based on the death of the old, paralyzed, and demented priest to whom he 

was related on his mother's side" (Joyce 169). It also indicates Stephen's willingness to 

make a tactical mistake, for he expresses his opinion regardless of the consequences to 

his reputation as an artist. Stephen's initial opposition to A E leads to his further isolation 

from the other characters present in the library. Eglinton sides with A E when he sternly 

replies to Stephen's comment that Aristotle was once Plato's schoolboy: "and has 

remained so, one should hope . . . one can see [Aristotle], a model schoolboy with his 

diploma under his arm" (237). Eglinton is critical of Aristotle and contests Stephen's 

support for the philosopher. Stephen remains true to his philosophy and defends Aristotle 

while he mentions Plato's desire to banish the poets from his commonwealth. Stephen's 



interpretation of Hamlet also demonstrates his conception of the artist: 

As we, or mother Dana, weave and unweave our bodies . . . from day to day, their 

molecules shuttled to and fro, so does the artist weave and unweave his image . . . 

in the intense instant of the imagination, when the mind, Shelley says, is a fading 

coal, that which I was is that which I am and that which in possibility I may come 

to be. So in the future, the sister of the past, I may see myself as I sit here now but 

by reflection from that which then I shall be. (249) 

The passage reveals Stephen's Aristotelean thoughts on art. 

Stephen's interpretation of Hamlet does not convince A E who does not support 

Stephen's theory of art, and it also fails to garner the support of Eglinton. In fact, 

Eglinton's strong support of A E results in Stephen's further isolation: "the ages succeed 

one another. But we have it on high authority that a man's worst enemies shall be those of 

his own house and family. I feel that Russell is right. What do we care for his wife and 

father? I should say that only family poets have family lives" (265). Eglinton's comment 

undermines Stephen's entire discussion on Hamlet, for Stephen fails to convince his 

audience of the validity of his theory on Shakespeare. Eglinton also hints at the threat a 

father poses for the son. Stephen hopes to earn recognition and the possibility of 

publishing his theory, for he requires financial support as an artist. Furthermore, he is 

also in debt to A E which his thoughts reveal: " A . E. I. O. U . " (243). His debt to A E and 

his need for financial support cause him to think of a strong criticism of Plato rather than 

voice it to the group: "horseness is the whatness of allhorse. Streams of tendency and 

eons they worship" (238). The reference to horseness illustrates Plato's concept that 



objects merely reflect the idea of a thing. Thus, Stephen subtly demonstrates his 

independence from the circle of A E and the other Neo-Platonists present in the library. 

Stephen's decision to remain separate from A E and voice his own opinion is 

similar to Joyce's situation as a young artist. In "The Holy Office," Joyce indicates his 

preference for Aristotle as well as his determination to remain independent of Yeats and 

his dominant literary circle: 

. . . I must not accounted be 

One of that mumming company 

With him who hies him to appease 

His giddy dames' frivolities 

While they console him when he whinges 

With gold-embroidered Celtic fringes. (Critical 150) 

The "mumming company" refers to Yeats's theatre company and Joyce expresses his 

determination to remain apart from Yeats and what the older poet represents. In addition, 

Joyce indicates his individuality in comparison to the other Irish writers: "those souls that 

hate the strength that mine has I Steeled in the school of old Aquinas" (152). Saint 

Thomas Aquinas is a follower of Aristotle and Joyce expresses the strength of his 

aesthetic foundation which originates in Aquinas and reality rather than Plato's world of 

ideas. Consequently, Joyce opts for art originating out of commonsense rather than 

mystical discovery. Ellmann explains that, "this poem gives flamboyant expression to 

Joyce's resentment of the literary establishment. Against their mystic ether he sings of 

crudity and straightforwardness" (Eminent 43). Furthermore, Garratt explains that "The 



Holy Office" relates to Aristotle and his "notion of purgation or purification [which] 

indicates Joyce's willingness to deal with the fallen and with the sinners" (122). 

Similarly, the material world is the topic Stephen introduces with his discussion of 

Shakespeare's life which is to follow in the episode. Stephen's discussion is about base 

and basic facts about Shakespeare and Ann Hathaway and not on lofty themes that are 

present in Yeats's "Shining Seven." 

Stephen's discussion of Hamlet, which closely associates drama and reality, 

originates with Aristotle's defence of poetry in the Poetics. Aristotle argues that 

exceptional drama incorporates emotions from the material world such as pity and fear. 

These two emotions enhance the value of drama, for the better poets induce pity and fear 

through the plot which "must be so structured, even without benefit of any visual effect, 

that the one who is hearing the events unroll shudders with fear and feels pity at what 

happens: which is what one would experience on hearing the plot of the Oedipus" 

(Aristotle 40). Aristotle explains that the audience's response is the important 

measurement of great drama which causes the emotions of pity and fear. Stephen's 

theory of Hamlet closely relates Hamlet's situation with Shakespeare's actual life and 

explains that both are capable of inducing both pity and fear. 

Looking to Aristotle, Stephen also attempts to discover reality through 

nominalism which arrives at the essence of an object through particulars. Stephen 

concerns himself with whether or not Hamlet is Shakespeare's ghost. Stephen's 

questions seek to arrive at an explanation for Hamlet and Shakespeare's life: "what is a 

ghost? Stephen said with tingling energy. One who has faded into impalpability through 



death, absence, through change of mariners . . . who is the ghost from limbo patrum, 

returning to the world that has forgotten him? Who is king Hamlet?" (240). Stephen's 

question indicates his Aristotelean thought which incorporates nominalism or the naming 

of objects in an attempt to comprehend the phenomenon. The question indicates 

Stephen's attempt to arrive at a definition of a ghost through fanciful reasoning which 

attempts to break down the question of whether Hamlet is Shakespeare's ghost into 

particulars. Consequently, his manner of thought opposes the dominant philosophical 

stance of those present in the library. 

Stephen also remains independent from the literary circle through his rejection of 

the Irish renaissance. In the National Library Stephen encounters enthusiasm for 

numerous writers, all of whom romanticize Ireland. Stephen does not share this 

enthusiasm for his concept of art originates in the fallen world. This lack of enthusiasm 

for these writers separates Stephen from Dublin's dominant literary culture. Buck 

Mulligan is one of the characters that express some enthusiasm for Ireland's art. 

Mulligan is modeled on Joyce's actual friend, Oliver St. John Gogarty, who "spoke of 

Hellenizing Ireland, Joyce (who knew no Greek) of Europeanizing it. Joyce saw Gogarty 

as Ireland's 'gay betrayer,' devoid of the deep feeling that makes loyalty possible; while 

Gogarty saw Joyce an unfeeling Jesuit whom he must rouse from Firbolg melancholy to 

Attic joy" (Joyce 122). Although Gogarty is often sarcastic, he is one writer that 

romanticizes Ireland and Joyce incorporates this characteristic into his portrayal of 

Mulligan. Mulligan's support for the Irish renaissance contrasts Stephen's philosophy of 

art and the former continually reminds Stephen of his difference in opinion. Mulligan 
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expresses his view of Irish theatre when he tells Stephen that, "we went over to their 

playbox, Haines and I, the plumbers' hall. Our players are creating a new art for Europe 

like the Greeks or M . Maeterlinck. Abbey theatre!" (Ulysses 276-7). Mulligan mocks 

Yeats and Lady Gregory who were making such remarks about the Irish National Theatre 

Society (Gifford 253). Thus, Mulligan demonstrates that there is enthusiasm for the 

Abbey Theatre's agenda. Furthermore, there is a sense that Mulligan shares this 

enthusiasm, for parody involves an element of respect. Stephen's response is to disregard 

Mulligan; he does not respond to Mulligan's comment about Yeats's theatre or to 

Mulligan's vulgar retelling of Yeats's "Baile and Aillinn." Stephen's opinion which he 

expresses in A Portrait is that the theatre does not produce European plays. Nevertheless, 

Mulligan reminds Stephen of the Abbey Theatre and its connection with Yeats as well as 

an appreciation of its work for Dublin. 

Mulligan's also supports Ireland's lofty poetry and its literature which emphasizes 

the Irish peasantry. Mulligan continually refers to John Synge, one of Yeats's followers 

and a figure representative of Romantic Ireland. Joyce knew Synge personally and spent 

time with him in Paris; however, the two writers differ in their conceptions of art. 

Similar to Joyce, Synge saw himself as European: "it was as a cosmopolitan that Synge 

returned to Ireland, then, and throughout his life he considered himself a European 

writer" (Saddlemyer 213). However, Synge differs from Joyce in that his plays focus on 

nature and the Irish peasantry, a theme that strongly relates to Yeats and his peasant plays. 

For the period, Synge was a figure representative of the Irish revival which romanticized 

Ireland and "was the man the founders of the Irish Literary Theatre sought; through them, 



Synge found the expression he had been seeking" (209). Thus, Yeats's enthusiasm for 

the Abbey Theatre exists in Synge as a playwright. Ellmann describes Joyce's criticism 

of one of Synge's plays: 

The folk plays at the end of her book he dismissed as 'dwarf-dramas.' This was 

the same term he applied to the play Synge showed him, Riders to the Sea, already 

praised by Yeats as 'Greek.' Applying the principles of Greek tragedy laid down 

by Aristotle, Joyce denounced the play from beginning to end. Synge paid 

absolutely no attention, the one attitude toward criticism by which Joyce could be 

impressed. (Eminent AY) 

In "Programme Notes for the English Players," Joyce uses Aristotle again to attack Riders 

to the Sea: "whether a brief tragedy be possible or not (a point on which Aristotle had 

some doubts) the ear and the heart mislead one gravely i f this brief scene from 'poor 

Aran' be not the work of a tragic poet" (Critical 250). Thus, Joyce indicates his 

preference for Aristotle at the expense of Synge's play. 

Mulligan is also not alone in his discussion of Synge; earlier in the episode 

Stephen's thoughts also move from Yeats to Synge and illustrates Joyce's association of 

the two authors: "Gaptoothed Kathleen, her four beautiful green fields, the stranger in 

her house . . . In the shadow of the glen he cooees for them" (Ulysses 236). Stephen's 

thoughts incorporate both Yeats's play Cathleen Ni Houlihan and Synge's play The 

Shadow of the Glen. These two plays both depict the Irish peasantry and Ireland's 

heritage and contrast Joyce's concern with contemporary urban settings. Stephen's 

thoughts demonstrate a direct connection between Yeats and Synge. As he did for many 



young artists, Yeats assisted Synge in his career and told the young man to go west in 

Ireland: "Yeats's imagination was full of 'those grey islands where men must reap with 

knives because of the stones,' and soon he urged Synge to seek in Aran 'a life that had 

never been expressed in literature, instead of a life where all had been expressed'" 

(Saddlemyer 208). Stephen's emphasis on European art illustrates his movement east 

which contrasts Yeats's advice to Synge. Thus, Synge represents the dominant Irish 

literary movement which excludes Stephen. Joyce emphasizes Stephen's separation from 

Mulligan and Synge which indirectly reinforces his separation from Yeats. 

Furthermore, Stephen as an artist must also compete with Synge for publication 

and support in the literary community. A E explains to the group in the library that: 

"Synge has promised me an article for Dana too. Are we going to be read? I feel we are. 

The Gaelic league wants something in Irish" (Ulysses 246). A E expresses his 

enthusiasm for Synge as a writer, and more importantly he is willing to support Synge in 

his paper The Irish Homestead. Whereas, Stephen faces a hostile audience as he tries to 

garner support for himself when he explains his theory of Hamlet. Stephen receives 

neither support nor enthusiasm from A E for his aesthetic philosophy. Stephen rejects 

Irish culture which Synge incorporates into his plays through his subject matter, his use of 

Hiberno-English language and his support for the Gaelic League. In Stephen Hero and A 

Portrait, Stephen rejects the Gaelic League and its promotion of the Irish language. The 

young artist privileges European literature above Irish culture which leads to his isolation 

in Dublin. Similarly, Joyce distances himself from the Gaelic League through Stephen in 

Stephen Hero as well as Ulysses: "Joyce, who could not identify with the dying Gaelic 



culture, nor accept completely the imposition of an English one, accommodated both" 

(Garratt 128). Although Stephen is not a member of the Gaelic League he demonstrates 

his knowledge of the Irish language at several moments in the text. As Stephen explains 

Renaissance culture he uses a Hiberno-English word of Irish origin: "Sir Walter Raleigh, 

when they arrested him, had half a million francs on his back including a pair of fancy 

stays. The gombeen woman Eliza Tudor had underlinen enough to vie with her of 

Shebba" (258). Gombeen [<Ir. gaimbin, usury] alludes to A E and his enthusiasm for 

rural Ireland: "since 1897 A E had been deeply concerned with the co-operative 

movement in Ireland. In that year he was appointed banks organizer for the Irish 

Agricultural Organization Society. In this capacity, and later as editor of The Irish 

Homestead, he fought for the establishment of cheap credit facilities for farmers, in order 

to release them from the clutches of the commercial banks, and the petty loan sharks or 

'gombeen men.'" (Skelton 193). A E is another writer who demonstrates his support for 

the Irish peasantry. A "gombeen man" is "an individual, usually a huxter, who engages in 

usury, more recently applied to a small-town or rural entrepreneur involved in a number 

of enterprises" (Wall, Dictionary 11). Joyce illustrates that Stephen is familiar with the 

Irish language, but in fact the reference also relates to AE's disgust at usury and 

exploitation of the peasantry. Stephen incorporates the term which illustrates his 

awareness of its relation to A E . He uses the word to identify with A E in order to promote 

himself as an artist worthy of support. At times in Stephen Hero, A Portrait and Ulysses 

Stephen demonstrates his knowledge of the Irish language, but he does not align himself 

with Irish language enthusiasts. 



Stephen's decision to remain apart from the Gaelic League intensifies his isolation 

from the literary community. A E and Eglinton exclude him from a gathering at the home 

of the novelist George Moore's: "Are you going, John Eglinton's active eyebrows asked. 

Shall we see you at Moore's tonight? Piper is coming" (Ulysses 245). Eglinton does not 

extend the invitation to Stephen and a little later Lyster explains that, "they say we are to 

have a literary surprise . . . Mr Russell, rumour has it, is gathering together a sheaf of our 

younger poets' verses. We are all looking forward anxiously" (245-6). Lyster implies 

that Stephen is not one of Dublin's important young poets, for he does not receive an 

invitation to the function, nor is he to be included in the anthology of new poets. 

Furthermore, Mulligan receives an invitation prior to his departure with Stephen from the 

National Library which demonstrates that the lack of an invitation for Stephen is not an 

oversight: "we shall see you tonight, John Eglinton said. Notre ami Moore says Malachi 

Mulligan must be there" (275). The literary scene embraces Mulligan who openly mocks 

the majority of the writers, particularly Yeats, but at the same time and unlike Stephen, he 

does demonstrate his support for Irish culture. There is a distinction between Yeats's 

circle and AE ' s circle, but both were related to the promotion of art in Dublin: "it seems 

that membership of the A E circle was quite distinct from that of the Yeats circle, or felt to 

be so by Dublin literary society, hi fact, Gogarty, Frank O'Connor, F. R. Higgins, were 

common to both groups" (Skelton 196). Stephen's aesthetic views and his indifference to 

the Gaelic league result in his exclusion from the gathering: 

AE ' s acceptance of the most weakling fledglings was in contrast to Yeats's 

preference for singing birds with a touch of the hawk about them. Yeats went out 



of his way to befriend, tutor, and derive excitement from the younger poets whose 

vigorous talent he admired; Dublin gossip even speaks of him, on occasion, as 

setting out to 'capture' young men from the circle of their acquaintance. A E was, 

as a social convener, less militaristic; friends and disciples happened to him; he 

did not seek them. (Skelton 196) 

Yeats's recruiting of young poets occurs with Synge who went to Aran, whereas Joyce 

never allowed himself to succumb to Yeats's influence. Mulligan chastizes Stephen for 

his hostile newspaper review of Lady Gregory which is the opposite of Yeats's flattery for 

her Poets and Dreamers: "what you wrote about that old hake Gregory. O you 

inquisitional drunken jew Jesuit! She gets you a job on the paper and then you go and 

slate her drivel to Jaysus. Couldn't you do the Yeats touch?" (Ulysses 278). Mulligan 

indicates that he supports the idea of promoting one's career; therefore, he agrees with 

Yeats's flattering review of Lady Gregory. However, Stephen remains true to the oath he 

made in A Portrait, for he is still willing to fall as a result of his conception of his role as 

an artist. Stephen requires support in order to succeed in his profession, but his criticism 

of Gregory demonstrates his isolation and illustrates the solid stance of his own beliefs as 

an artist. It does not allow him an invitation to the gathering for they isolate him, but he 

is true to his aesthetic values. Stephen's thoughts continue to illustrate his dissociation, 

for he recalls AE ' s earlier invitation to Eglinton regarding Moore's gathering: "I hope 

you'll be able to come tonight. Malachi Mulligan is coming too. Moore asked him to 

bring Haines. Did you hear Miss Mitchell's joke about Moore and Martyn? That Moore 

is Martyn's wild oats? Awfully clever, isn't it?" (246). Gifford identifies Edward Martyn 



as one of Yeats and Lady Gregory's associates who founded Dublin's Literary Theatre in 

1899 (213). Even Haines, the English student, has an invitation to Moore's gathering that 

night which excludes Stephen. 

Joyce depicts Synge as a more earthy artist who romanticizes Ireland. Mulligan 

humourously associates Synge with the Aran Islands, for Synge's rawhide moccasins 

resemble the natural dress of the peasants from that region: "the tramper Synge is looking 

for you [Stephen], he said, to murder you. He heard you pissed on his halldoor in 

Glasthule. He's out in pampooties to murder you" (256). Joyce uses Mulligan to mock 

Synge's aesthetic theory which places a great emphasis on both nature and music, for 

"[there is an] inter-relationship between music and natural beauty . . . reflected in Synge's 

work." (Saddlemyer 210). Furthermore, Gifford notes that, "Synge created a singularly 

poetic and dramatic language out of the peculiar combination of Irish syntax and archaic 

English diction that marks the spoken English of County Wicklow" (226). The 

connection between Mulligan and Synge is not always favourable, but Joyce continues to 

relate his character with the playwright. Mulligan refers to Synge again when he says 

that, "I asked him what he thought of the charge of pederasty brought against the bard. He 

lifted his hands and said: All we can say is that life ran very high in those days. Lovely!" 

(Ulysses 262). Thus, Mulligan quotes Synge and relates the latter to Shakespeare. 

Mulligan also keeps a distance from Yeats through ridicule and parody, for he responds to 

a reference to Shakespeare by saying "[he is] the chap that writes like Synge" (254). The 

comment refers to Yeats's excessive enthusiasm for Synge which Mulligan ridicules. 

Mulligan touches upon Yeats's decision to assist younger artists, but Joyce ensures 



Stephen remains separate from such assistance. 

Stephen also rejects the Romantic Ireland Yeats incorporates into his texts and 

this behaviour indicates another contrast between the young artist and the dominant 

literary scene. Stephen's notion of art focuses on mundane themes and not the lofty ones 

in Yeats's early poetry. However, Yeats's poetry changes and incorporates mundane 

themes in poems such as "September 1913." Joyce is more consistent than Yeats for the 

latter changes his poetic focus and incorporates mundane subjects. Garratt explains that: 

"Yeats, after all, had rejected Revivalism and shared many of Joyce's views about the 

tyranny of puritanical Ireland, as poems such as 'September 1913' and his diaries and 

autobiographies make clear. But Yeats lacked Joyce's consistency on the matter; indeed, 

Joyce himself recognized a 'treacherous instinct of adaptability' in Yeatsian poetics" 

(123). 

Stephen also objects to public support for writers on the basis that Yeats admires 

them. Stephen's thoughts mock those who praise Padriac Colum after discussing Yeats's 

opinion of the young writer's work: "young Colum and Starkey. George Roberts is doing 

the commercial part. Longworth will give it a good puff in the Express. O, will he? I 

liked Colum's Drover. Yes, I think he has that queer thing, genius. Do you think he has 

genius really? Yeats admired his line: As in wild earth a Grecian vase." (Ulysses 246). 

Stephen's sarcastic thoughts insinuate that Colum garners such fantastic support largely 

as a result of Yeats's enthusiasm for his verse. The narrative implies that Colum is a 

genius because Yeats admired one of his lines. Stephen is not diametrically opposed to 

the work of the Irish renaissance; however, he disapproves of the overwhelming support 



for Yeats's ideas regarding art. Stephen is familiar with the current literary scene, but he 

remains separate from it because he forms his own aesthetic principles. 

In the episode, Stephen's thoughts also reveal the question of writing Ireland's 

national epic which exists in the literary community. As an artist, Stephen represents the 

potential for what Joyce accomplishes with Ulysses: a unique national epic. Stephen 

thoughts reveal: "our national epic has yet to be written, Dr Sigerson says. Moore is the 

man for it. A knight of the rueful countenance here in Dublin. With a saffron kilt? 

O'Neill Russell? O, yes, he must speak the grand old tongue" (246). His thoughts 

illustrate that membership in the Gaelic League seems to be an essential requirement for 

the national poet. Stephen demonstrates an awareness of the language, but he makes a 

conscious decision to not use it or be a member of the society. Joyce situates Stephen as 

one artist capable of writing the national epic, for early in the episode there is talk of the 

young man rewriting Paradise Lost. In his thoughts Stephen's sarcastic tone also reveals 

that he does not agree with the literary circle and its romantic ways, nor does he seem 

confident that Moore will write the national epic. The romantic Ireland artists look to the 

peasantry for glorification of their simple manners. This reflects Yeats's enthusiasm for 

the peasantry evident in his numerous peasant plays. Eglinton returns to Yeats as a 

playwright when he says, "Pretty country folk had few chattels then . . . as they have still 

i f our peasant plays are true to type" (261). The reference implies that the peasant plays 

are true to type and therefore Eglinton indirectly praises Yeats's work. Thus, Stephen 

constantly confronts the enthusiasm and support for Yeats which continues to isolate him. 



"Scylla and Charybdis" illustrates Stephen's independence from the dominant 

literary circle as well as its members isolating the young artist. Joyce incorporates A E 

into his text and discusses numerous Dublin writers in order to demonstrate Stephen's 

independence from such literary figures. Stephen's aesthetic theory which originates with 

Aristotle contrasts those of the numerous Neo-Platonists in the library. Joyce illustrates 

Stephen's independence from these writers, and also demonstrates how Stephen remains 

true to his own personal concept of art. In the face of adversity Stephen remains constant 

in his aesthetic principles as he rejects Neo-Platonism, mysticism and an enthusiasm for 

romanticizing Ireland. Instead, Stephen's philosophy is based upon the fallen world and 

concerns itself with arriving at answers through logic rather than visions. Leopold Bloom 

also criticizes Yeats and A E for their abstract ideas, which he blames on their diet: 

"dreamy, cloudy, symbolistic. Esthetes they are. I wouldn't be surprised i f it was that 

kind of food you see produces the like waves of the brain the poetical. For example one 

of those policemen sweating Irish stew into their shirts; you couldn't squeeze a line of 

poetry out of him" (Ulysses 210). The passage criticizes A E and Yeats, and offers the 

reader an ironic alternative to the educated Stephen's opinion of A E and Yeats, for 

Bloom's thoughts represent the common person's view of mysticism. Joyce ensures that 

his young artist remains separate from the influence of Yeats and his circle. Stephen 

appreciates the writers and their works, but he demonstrates that he wil l not accept their 

conception of art. 



Conclusion 

Intertextuality, which emphasizes the interaction between texts, illustrates that 

Joyce used Yeats to fashion his works. Joyce's continual references to Yeats demonstrate 

that he was determined to distance himself from the older poet. In Dublin's literary scene 

Joyce confronted strong enthusiasm and support for Yeats and his aesthetic philosophy. 

Thus, what appears as Joyce's obsession with Yeats through these numerous references 

is, in fact, his attempt to establish his own literary voice in Ireland. Intertextual theory 

explains how Joyce relied on other writers and works to enhance the meaning of his texts. 

It demonstrates how themes and meaning transfer from one text into another; Joyce was 

able to promote his work through the incorporation of Yeats, and, at times, at the expense 

of Yeats. It also indicates how the numerous quotations, allusions and references to 

Yeats operate in Joyce's work. Joyce used Yeats and his literary circle for themes, 

narrative development and character construction. He was also able to use Yeats in 

developing a philosophy of art that differs from the dominant, Dublin literary community. 

Joyce's references include both agreeing and disagreeing with the opinions of Yeats and 

outline similarities and differences between the two writers. In Dubliners, Joyce portrays 

a common-folk response to Yeats's works, while through the character of Stephen in his 

novels, Joyce demonstrates an educated artist's response to Yeats. It is through these 

intertextual references that Joyce is able to criticize Yeats in a narrative; therefore, 

avoiding criticism that is too direct and strong. It also demonstrates respect on Joyce's 

behalf, for he must confront Yeats's legacy and he does it in a manner which illustrates 

both support for and disapproval of Yeats and other literary movements in Ireland. 



Overall, Joyce's relationship with Yeats illustrates his struggle for individual recognition 

in a Yeats dominant literary community. 

Intertextuality allows for a thorough investigation of Joyce's response to Yeats's 

literary legacy in Dublin. Joyce's numerous references to Yeats and his literary circle 

indicate how Joyce responded to the somewhat older poet. The incorporation of Yeats 

into his texts demonstrates an interaction between the two authors and their texts. Joyce's 

references demonstrate his complete knowledge of Yeats's work and life; therefore, 

Joyce's references are clearly a response to Yeats. Kristeva explains that, "Bakhtin 

considers writing as a reading of the anterior literary corpus and the text as an absorption 

of and reply to anther text" (69). Consequently, Joyce's numerous references 

demonstrate that he is an avid reader of Yeats's poetry, prose and drama. In effect, 

Joyce's texts which continually refer both directly and indirectly to Yeats indicate that 

there exists a strong relationship between the works of these two men. Joyce's references 

to Yeats require his readers to make themselves aware of Yeats's work as well as his role 

in Dublin's literary movements. The intertextual relationship between the texts reflects 

the literary relation between the two men. Joyce was familiar with Yeats's work as he 

began his literary career. Joyce could recite Yeats's work at great length. According to 

Ellmann, "whole pages of [Yeats's Tables of the Law] Joyce knew by heart" (Joyce 85). 

Intertextual theory suggests that Joyce's references to Yeats incorporate the entire 

referred-to text into Joyce's work. Both quotations and allusions create a web of texts 

that the reader is encouraged to track in order to obtain the most fruitful meaning from the 

text. Quotations are the most direct reference and provide the reader with an easy route 



for discovering the source of the reference. Joyce directly quotes Yeats's poetry and 

prose in order to develop meaning in his texts. The quotation transfers the exact phrase 

or passage from another source into Joyce's text which in turn develops and expands the 

meaning of Joyce's work. In one sense Joyce exploits themes from Yeats through reusing 

them in his own work. Quotation enables Joyce to transfer Yeats's ideas into his text in 

order to build upon them through his narrative or in the case of Buck Mulligan in Ulysses, 

to criticize those ideas. 

A n allusion is an indirect intertextual reference that is more difficult to trace and 

as a result understand the quoting text more fully. Joyce alludes to Yeats's work, his life 

and his literary circle in various ways which promote his own agenda and criticize 

Yeats's opinions. Allusion acts in a similar fashion to quotation, for there is a transfer of 

meaning or themes which are often more complex than direct quotations. A n allusion is 

indirect, but still operates in a manner which demonstrates a relationship between authors 

and texts. These references signify that the transfer of meaning was important for Joyce 

as a writer and demonstrate his attention to detail in the construction of his work. After 

his departure from Ireland in 1904, Joyce remained current on literary events in Dublin, 

particularly with regards to Yeats's progress as an artist and his behaviour. Joyce knew 

which circles Yeats frequented and Joyce used this knowledge in his work to develop his 

art. It is through allusions to Yeats's life that Joyce is able to criticize the older poet and 

distance himself from the dominant literary culture in Ireland. 

In addition, Joyce was also aware of a need to compete with Yeats's aesthetic 

philosophy which was hugely supported in Ireland, particularly Dublin. Yeats's 
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popularity originated in his enthusiasm for Irish history and culture and his portrayal of 

that history exists throughout his work. In "To Ireland in the Coming Times," Yeats 

identifies himself with numerous Irish traditions: 

Know, that I would accounted be 

True brother of a company 

That sang, to sweeten Ireland's wrong, 

Ballad and story, rann and song; (Poems 50) 

In contrast, Joyce was determined to deviate from Yeats's choice to portray Irish themes 

solely. In "The Holy Office," Joyce parodies the opening lines of Yeats's poem: ". . . I 

must not accounted be I One of that mumming company" (Critical 150). Joyce's parody 

acknowledges Yeats's support for Ireland and also belittles it as he asserts that he will 

remain separate from the older poet. Ellmarm argues that, '"The Holy Office,' was 

Joyce's first overt, angry declaration that he would pursue candor while his 

contemporaries pursued beauty" (Joyce 171). Instead of following Yeats's literary route 

into Ireland's literary past, Joyce turned to European sources for inspiration in this pursuit 

of candor which led him to such writers as Henrik Ibsen. 

Joyce continually did the opposite of what Yeats's advised or supported. Instead 

of following Yeats, Joyce modelled his earlier work after Ibsen's drama. Ellmann 

indicates that Joyce related more directly to Ibsen then he did to Yeats: "for [Joyce] as for 

Ibsen, truth was then more of an unmasking than a revelation. He approved also of the 

quality of aloofness in Ibsen that led him to leave his country and call himself an exile. 

Truth as judgment and disclosure, and exile as the artistic condition: these were to be 
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positive and negative poles of Joyce's own state of mind" (Joyce 55). In his essay "The 

Day of the Rabblement," Joyce used Ibsen to attack Yeats, for "the Irish Literary Theatre 

had succumbed to the 'trolls' instead of warring with them as Ibsen had instructed" (93). 

However, it was Yeats's influence not Ibsen's that Joyce was constantly encountering in 

Dublin. In Ulysses, Stephen's day reflects this constant encounter with Yeats's influence 

while he simultaneously declares his individuality at the expense of his isolation in the 

literary community. Stephen's day parallels Joyce's situation, for the young artist 

supports the concrete Ibsen in an atmosphere dominated with abstract ideas. Through 

these references to Yeats, Joyce demonstrates his opinion on art which usually contrasts 

Yeats. 

Joyce enhances his texts through a variety of references to Yeats and his circle of 

friends. These references criticize the poet, for the majority of the references in Ulysses 

are sarcastic or ironic. This sarcasm is expressed in Joyce's attitude towards Yeats, and it 

is through characters such as Buck Mulligan that Joyce is able to critique Yeats from the 

safety of a narrative. In the narrative structure the author does not necessarily 

demonstrate his opinion, and, therefore, Mulligan's sarcasm towards Yeats does not 

exactly coincide with Joyce's opinion of Yeats. Instead, Joyce is able to criticize the 

older poet from a distance. His primary and most blatant critic of Yeats is Buck Mulligan 

who embodies Gogarty's obscenity and trickery: "[Joyce] and Gogarty made an 

investigatory raid upon the rooms of the Hermetic Society . . . Gogarty took a pair of 

women's drawers from [a] suitcase, strung them up, placed a broomstick in the middle, 

and attached a note signed John Eglinton, at that time an ostentatious celibate, with the 
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rubic, T never did it '" (Joyce 179). Joyce captures Gogarty's base humour in Ulysses 

which he includes at the expense of Yeats. 

Joyce also criticizes Yeats's philosophy of art with his emphasis on the past, his 

romanticizing of Ireland and his enthusiasm for mysticism. Joyce counters the emphasis 

on the glorious past of Ireland with Stephen and Gabriel, both of whom prefer the 

lifestyle of modern Europe to Irish history and culture. Joyce directly challenges the 

support Yeats has in Ireland for his focus on Irish myth and legend. In his texts, 

especially Ulysses, Joyce criticizes Yeats's mystical beliefs and his pursuit of truth. 

Mulligan renders support of mysticism humorous and insults those who base their 

principles of art on abstract concepts. Yeats chose lofty images for expression in his 

poetry which focus on the abstract and abandon the concrete and real world Joyce prefers 

to explore in his texts. However, Joyce was careful not to isolate himself completely 

from Yeats and his followers, for he required the support of the literary community. For 

example, Joyce was careful not anger A E , for the latter "was full of useful information 

about eastern philosophy. And he was a means of access to other writers" (Joyce 103). 

Joyce's criticism of Yeats also includes an element of respect for the older poet. 

Literary parody incorporates both criticism and praise, for it acknowledges the 

accomplishments of another writer. Joyce's obsession with Yeats indicates Joyce's 

awareness of the influence Yeats possessed in Dublin. Joyce knew he must compete with 

Yeats and it is this knowledge which causes Joyce to respect grudgingly the older writer. 

Yeats's popularity and influence indicates that he had earned respect in the literary 

community. In the library episode of Ulysses Joyce demonstrates his knowledge that 



Yeats commands respect; Joyce develops characters that support Yeats's 

accomplishments as an artist. Yeats's poetic career earned him invitations to other 

writers's gatherings and it also demonstrates that the poet has proven himself in Dublin's 

literary community. Joyce captures this literary support for Yeats in his portrayal of A E 

and the other men present in the library. Furthermore, Joyce did not always oppose 

Yeats's opinion of art, for both men saw the artist's role as equivalent to that of the 

priest's. 

These numerous references to Yeats indicate Joyce's respect for the older poet, 

and they also demonstrate the extent of Joyce's attention to these texts. Joyce's 

references to Yeats demonstrate how carefully he constructed his texts. He knew the 

literary events in Dublin along with their significance and his references to Yeats 

demonstrate his attention to current events. Joyce also ensures that these references are 

correct and accurate, which in turn illustrate his thoroughness as an author. Joyce was 

aware of the literary scene for he knew what role each figure played, who was part of 

what group and what were the recent publications. Thus, intertextual theory demonstrates 

Joyce's scrupulous methodology of writing as an artist. 

Joyce also includes numerous references to Yeats in order to promote his own 

aesthetic theory in a literary community which is extremely supportive of Yeats. Joyce 

confronts the dominant literary culture of Dublin which romanticizes Ireland and Irish 

people. Yeats's poetry focuses on themes from Irish myth and folklore, poems such as 

"Cuchulain's Fight with the Sea," which glorifies Irish myth, and "The Stolen Child," 

which looks to Irish folklore, for traditional explanations of everyday events. Both 



themes deal with abstract truths and compliment Yeats's mysticism. Yeats also focuses 

on the Irish peasantry to whom he turns for information on folktales and includes in his 

texts, especially his peasant plays. Yeats offers his Irish readers glorified characters, and 

his tragic plays such as The Countess Cathleen and The Shadowy Waters emphasize the 

spirit at the expense of the body. Joyce concerned himself with events in the fallen and 

mundane world. Early in his career Joyce differed from Yeats, for his short stories, 

"challenged the work of Joyce's compatriots. Yeats's The Countess Cathleen had 

extolled the virtue of self sacrifice; 'Eveline' evokes the counter virtue of self realization. 

When Joyce's character is held by Ireland, she reduces herself to a 'helpless animal,' as i f 

surrendering the very qualities that had made her human" (Joyce 170). Yeats 

romanticized the Irish peasantry whereas, Joyce showed Dublin citizens their fallen image 

in his stories. Joyce's continued to deviate from Yeats's romanticizing of Ireland and 

abstracts truths: "In 'After the Race' Joyce may have been thinking of Yeats's story of 

card playing, 'Red Hanrahan,' which appeared the year before. At any rate, there is both 

illusion and disenchantment... Yeats's story is Celtic, Joyce's Irish. Yeats is 

melancholy and warm, Joyce is meticulous" (170-1). Ellmann explains Joyce's 

meticulous writing style in which he fashions his texts and therefore harnesses references 

to Yeats in a similar fashion. Ellmann's argument regarding Yeats's story is also 

reminiscent of Matthew Arnold's The Study of Celtic Literature, which is an English 

investigation of Celtic writing that emphasizes melancholy. Thus, unlike Yeats, Joyce 

did not measure literary success according to English consensus. The various stories 

focus on real characters and it is through numerous references to Yeats and his ideas that 
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Joyce succeeds in undermining the spirit while promoting the body. He offers an 

alternative to the dominant literary movement in his portrayal of ordinary Dublin citizens. 

Joyce remained true to his aesthetic philosophy and values which at times affected 

his reputation as an artist. Like Joyce, Stephen Dedalus remains steadfast in his theory of 

Hamlet despite confronting a hostile group of men who support Yeats's abstract ideas. 

The young man is willing to fall in the face of opposition and he does so for he returns to 

Dublin at the beginning of Ulysses after declaring himself an exile at the end of A 

Portrait. Throughout, Joyce's text there is a major emphasis on the artist's need to 

escape the paralysis of Dublin. Stephen is unable to remain in Europe, but he continues 

to develop his unique aesthetic theory at the expense of his literary reputation. In 

Ulysses, Stephen returns to Dublin and to Yeats's legacy and friends who promote Irish 

writers and culture rather than looking towards European influences. Similarly, Joyce's 

numerous references to Yeats throughout his novels demonstrate his return to Yeats as an 

artist and literary figure. Joyce eventually exiles himself in Europe, but he continually 

returns to Yeats and Dublin in his texts. Joyce illustrates how Stephen escapes the 

dominant literary scene in the novel with his numerous rejections of Yeats, his friends 

and his legacy. Stephen remains an individual artist who incorporates ideas from other 

Irish writers, but does not succumb to their literary philosophy. Instead, the young man 

remains steadfast in his own aesthetic theories, demonstrating his determination to remain 

true to his principles. Likewise, Joyce remains separate from Yeats because he develops 

his own aesthetic style and principles which separate him from Yeats, although he does 

return to the older poet in his texts. 



The characters Joyce develops in his novels present a variety of responses to 

Yeats as a literary icon. In Dubliners, Joyce demonstrates that Yeats's emphasis on the 

spirit is totally inadequate for confronting the reality of everyday life of Dublin. In "The 

Sisters," Joyce uses the boy's working class uncle to criticize Yeats's mystical beliefs 

which do not improve the life of those in Dublin. Joyce requires that his readers see their 

reflection in the story in order to liberate themselves from such paralysis. Furthermore, in 

" A Little Cloud," Joyce criticizes those Irish figures who seek success in England. Joyce 

also offers the image of Stephen who embodies an educated response to Yeats. Stephen 

demonstrates his knowledge of the dominant literary scene, but he chooses to remain 

separate, emphasizing European writers above Irish writers. Leopold Bloom also offers 

popular criticism of Yeats and the mystical movement in Ireland. Bloom associates 

mysticism with vegetarians and vagueness as he watches A E ride by him on a bicycle: 

"his eyes followed the high figure in homespun, beard and bicycle, a listening woman at 

his side. Coming from the vegetarian. Only weggebobbles and fruit. Don't eat a 

beefsteak. If you do the eyes of that cow will pursue you through all eternity. They say 

it's healthier. Wind and watery though" (Ulysses 210). Thus, Joyce's criticism of Yeats 

is articulated by a character that represents the ordinary citizens of Dublin. 

Intertextuality allows one to trace Joyce's development as an artist in relation to 

other writers, particularly Yeats. Ulysses is a national epic that challenges the dominant 

literary philosophy in Ireland. These numerous references to Yeats illustrate Joyce's 

attention to details in his construction of the narrative. He demonstrates his thorough 

knowledge of Yeats, his life and literary circle. Through these references Joyce ensures 



that he remains separate from Yeats. Joyce's separation from Yeats demonstrates his 

willingness to fall from a community that enthusiastically supports Yeats. Joyce remains 

true to his principles as an artist, for he parodies Yeats and his friends in order to develop 

and fashion his aesthetic principles. Joyce's independence as an artist originates with his 

defining himself by what he is not; Joyce's references to Yeats contain an element of 

criticism which illustrates Joyce's different aesthetic principles. These quotations and 

allusions illustrate Joyce's independence and help him to establish himself as a unique 

Irish artist. 



105 
Bibliography 

Aristotle. Poetics. Trans. Gerald F. Else. Ann Arbor: University of Michigan, 1970. 

Arnold, Matthew. The Study of Celtic Literature. London: Smith, Elder and Co., 1912. 

Bakhtin, M . M . The Dialogic Imagination. Ed. Michael Holquist. Trans. Caryl Emerson 

and Michael Holquist. Austin: University of Texas, 1981. 

Clayton, Jay and Eric Rothstein. "Figures in the Corpus: Theories of Influence and 

Intertextuality." Influence and Intertextuality in Literary History. Ed. Jay Clayton 

and Eric Rothstein. Madison: University of Wisconsin, 1991. 3-36. 

Davis, Robert Bernard. George William Russell (AE). Boston: G. K . Hall and Co., 1977. 

Edmunds, Lowell. Intertextuality and the Reading of Roman Poetry. Baltimore: John 

Hopkins UP, 2001. 

Ellmann, Richard. Eminent Domain. New York: Oxford UP, 1967. 

. James Joyce. New York: Oxford UP, 1965. 

Ferguson, Samuel. The Poems of Samuel Ferguson. Ed. Padraic Colum. Dublin: Allen 

Figgis, 1963. 

Garratt, Robert F. "Non Serviam: James Joyce and Modern Irish Poetry." James Joyce 

and His Contemporaries. Ed. Diana A . Ben-Merre and Maureen Murphy. New 

York: Greenwood, 1989. 121-9. 

Gifford, Don and Robert J. Seidman. Ulysses Annotated: Notes for James Joyce's 

Ulysses. 2 n d ed. Berkeley: University of California, 1989. 

Hebel, Udo J. "Towards a Descriptive Poetics oí Allusion." Intertextuality. Ed. Heinrich 



106 
F. Plett. Berlin: Walter de Gruyter, 1991. 135-164. 

Joyce, James. The Critical Writings. Ed. Ellsworth Mason and Richard Ellmann. Ithaca: 

Cornell UP, 1989. 

. Dubliners. Ed. Terence Brown. London: Penguin, 1992. 

. Letters of James Joyce. Vol . I, ed. Stuart Gilbert. New York: Viking Press, 1957; 

reissused with corrections 1966. Vols. II and III, ed. Richard Ellmann. New York: 

Viking Press, 1964. 

. A Portrait of the Artist as a Young Man. New York: Viking, 1968. 

. Stephen Hero. Ed. John J. Slocum and Herbert Cahoon. New York: New Directions, 

1963. 

. Ulysses. London: BodleyHead, 1968. 

Kristeva, Julia. Desire in Language: A Semiotic Approach to Literature and Art. Ed. 

Leon S. Roudiez. Trans. Thomas Gora et al. New York: Columbia UP, 1980. 

Lobner, Corinna. " A 'New Life' for ' A Little Cloud:' Byron, Dante, and the 

Meanderteller." James Joyce Quarterly. 36.2 (1999): 73-83. 

Plato. The Republic. Trans. Richard W. Sterling and William C. Scott. New York: 

Norton, 1985. 

Riffaterre, Michael. "Compulsory Reader Response: The Intertextual Drive." 

Intertextuality: Theories and Practices. Ed. Michael Worton and Judith Still. 

Manchester: Manchester UP, 1990. 56-78. 

Riquelme, John Paul. "Stephen Hero, Dubliners, and A Portrait of the Artist as a Young 



107 
Man: Styles of Realism and Fantasy." The Cambridge Companion to James 

Joyce. Ed. Derek Attridge. Cambridge: Cambridge UP, 1999. 103-130. 

Saddlemyer, Ann. ' " A Share in the Dignity of the World:' J. M . Synge's Aesthetic 

Theory." The World ofW.B. Yeats. Ed Robin Skelton and Ann Saddlemyer. 

Seattle: U of Washington P, 1967. 207-19. 

Skelton, Robin. "Division and Unity: A E and W. B. Yeats." The World ofW.B. Yeats. Ed 

Robin Skelton and Ann Saddlemyer. Seattle: U of Washington P, 1967. 189-98. 

Wall, Richard. "Bloom's Bookmarks." James Joyce Quarterly. 13.2 (1976): 208-213. 

Wall, Richard. A Dictionary & Glossary for the Irish Literary Revival. Buckinghamshire: 

Colin Smythe, 1995. 

Yeats, William Butler. The Collected Plays ofW. B. Yeats. London: Macmillan, 1953. 

. The Collected Poems ofW. B. Yeats. Ed Richard J. Finneran. 2 n d ed. New York: 

Scribner, 1996. 

. Essays and Introductions. New York: Macmillan, 1961. 

. Memoirs. Trans, and Ed. Denis Donoghue. New York: Macmillan, 1973. 

. Mythologies. London: Macmillan, 1962. 

. Prefaces and Introductions. Ed. William H . O'Donnell. New York: Macmillan, 

1989. 




