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In describing death, Joyce differs significantly from the Revivalists,
Yeats in particular. Yeats figures death as heroic, a heroism which is well
illustrated in his poems, “An Irish Airman Foresees His Death” and “Easter
1916.” The former poem is based on an incident in which Robert Gregory,
a fervent British imperialist and Lady Gregory’s son, was shot down in
error by an Italian pilot on the Italian front. The latter is about Pearse
and his colleague in the Easter Rising of 1916. The former incident
contained nothing heroic in itself, but Yeats’s description of one AngloIrish man’s death was no less heroic than the latter. That is, Yeats
equates the deaths of a patriotic British airman and those of the 1916
insurrectionists. This equivalence stems from his perception of the
extinction of Ascendancy, which itself faces a heroic end.
Joyce, in “The Dead,” adopts and endorses Yeats’s heroic death.
Gabriel, listening to Gretta’s argument that Michael Furey “died for me”
(Dubliners 217), meditates on a heroic death and is tempted to do the
same:
One by one, they were all becoming shades. Better pass boldly into
that other world, in the full glory of some passion, than fade and
wither dismally with age. He thought of how she who lay beside him
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had locked in her heart for so many years that image of her lovers
eyes when he had told her that he did not wish to live. (D 219)

On the other hand, in Ulysses, Furey’s “that other world” is consistently
mocked and dismissed by Stephen’s and Bloom’s pursuit of ‘this world’.
Yeats’s myth of heroic death and of sacrifice as illustrated particularly in
his two plays, Countess Cathleen and Cathleen ni Houlihan, is revealed as
an expression of Ascendancy’s historical dilemma.
In “Telemachus,” Mulligan happens to sing a song, “Who goes with
Fergus,” which Stephen once sang to his dying mother. According to
Gifford and Seidman, in the first version of Yeats’s play, The Countess
Cathleen, “[t]he song accompanied by harp, is sung to comfort the
countess, who has sold her soul to the powers of darkness that her
people might have food” (18). That Stephen has in mind the play, is
shown by his imagining the harp (“[a] hand plucking the harpstrings”
[Ulysses 1.245]), not the piano on which Joyce actually accompanied
himself when he was singing to his mother. Other phrases of the song
occur to Stephen’s consciousness: “Woodshadows” (U 1.242) and “white
breast of the dim sea” (U 1.244-45).
Throughout Ulysses Stephen is obsessed with his mother’s death and
his remorse for refusing to pray for her. What Countess Cathleen did for
her people is paralleled with Stephen’s mother’s sacrifice for her children,
sacrifices called by “love’s bitter mystery” (U 1.253). Stephen recollects his
mother’s sacrificial love in ironic naturalistic detail: “Her shapely
fingernails reddened by the blood of squashed lice from the children’s
shirts” (U 1.268-69). In “Circe,” Stephen’s mother, who appears in his
fantasy, reminds him of her love for him: “Who saved you the night you
jumped into the train at Dalkey with Paddy Lee? Who had pity for you
when you were sad among the strangers?” (U 15.4195-96).
On the other hand, Stephen’s mother also plays the role of the
Cathleen ni Houlihan who demands self-sacrifice from her people: “If any

Joyce’s Subversion of Yeats’s Cathleen in Ulysses

183

one would give me help he must give me all” (W. B. Yeats, The Collected
Plays of W. B. Yeats, 84). In Stephen’s dream his mother appears, as if to
tempt him to die:
In a dream, silently, she had come to him, her wasted body within
its loose graveclothes giving off an odour of wax and rosewood, her
breath, bent over him with mute secret words, a faint odour of
wetted ashes.
Her glazing eyes, staring out of death, to shake and bend my soul.
On me alone. The ghostcandle to light her agony. Ghostly light on
the tortured face. Her hoarse loud breath rattling in horror, while all
prayed on their knees. Her eyes on me to strike me down.
(U 1.270-76)

Both Christianity and nationalism base themselves on blood sacrifice:
Stephen’s mother’s demand for Stephen to serve God may be extended
into his sacrifice at the service of his country. Conor Cruise O’Brien
claims:
For many centuries the grand legitimizer of hatred in our culture was
called Religion. Then after the great surfeit of the Wars of Religion,
the power of religion to legitimize war and persecution began to fade
and the cult of Nationalism took its place . . . Henceforward, it was
in the name of the nation that men would be most likely to feel it
legitimate to hate and kill other man, and women and children.
(Cited in Theresa O’Connor, 100)

Nonetheless, in Joyce’s Ireland, Catholicism and nationalism were often
entangled and Catholicism’s influence was often crucial for the popularity
of Irish political and cultural movements. As a result, religion was
frequently appropriated to justify nationalism. For example, Pearse
identified himself not only with the legendary figure of a Celtic warrior,
Cuchulainn, but also with the real figure of the missionary saint,
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Colmcille, claiming that “a recognition that one must give all, must be
willing to make the ultimate sacrifice this is the inspiration alike of the
story of Cuchulainn and of the story of Colmcille, the inspiration that
made the one a hero and the other a saint” (Lyons, 88). Furthermore, as
Richard Kearney has observed, Pearse, in his poem, “A Mother Speaks,”
“identifies himself with the sacrificed Christ ‘who had gone forth to die for
men’ and compares his mother’s faith in his powers of renewal with
Mary’s faith in the resurrection: ‘Dear Mary, I have shared thy sorrow and
soon shall share thy Joy’” (Transitions, 213). In Ireland, since Pearse’s
execution, “religion and politics,” Eamon MacCann claims, “were bound up
together, were regarded, indeed, as being in many ways the same thing”
(Cited in Kearney, Transitions, 212).
Accordingly, Stephen’s mother becomes a representative of Irish
nationalism who leads her sons to die for her. In this sense, McCormack
claims, “Stephen’s dream-revenant,” that is, his mother, “is implicitly
cannibalistic, the vengeance wrought on the author of that aphorism
which defined Ireland as ‘an old sow that eats her farrow’” (90). Stephen,
in response to his mother’s ghost, aspires to life and is alienated from
death: “No, mother! Let me be and let me live” (U 1.279). In “Circe,”
Stephen’s claim “Nothung” (U 15.4242) may be rephrased as ‘Not hung’, so
liberated from the desire of death or self-sacrifice for his country which
his mother as Cathleen ni Houlihan demands.
In many ways the appearance of the milkwoman in “Telemachus”
evokes the scene of Cathleen ni Houlihan. Just as Michael in the play sees
“an old woman coming up the path” (The Collected Plays of W. B. Yeats,
79), Haines informs that “[t]hat woman is coming up with the milk” (U
1.345). She is called “a poor old woman” (U 1.403) which Cathleen ni
Houlihan calls herself: “Some call me the Poor Old Woman, and there are
some that call me Cathleen, the daughter of Houlihan” (85). The
background of Cathleen ni Houlihan is 1798, when “the French are
landing at Killal!” (87), which incident is suggested by Mulligan: “the
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French were on the sea” (U 1.543-44). Though Mulligan mentions this in a
different background, this sentence contains the same revolutionary
connotations. As Gifford and Seidman point out, this is from “a
late-eighteenth-century Irish ballad, ‘The Shan Van Vocht’ (The Poor Old
Woman; i. e., Ireland herself)” (23). Here again The Shan Van Vocht is
linked to the milkwoman as well as to Cathleen ni Houlihan.
Unlike Yeats’s play, however, Joyce’s poor old woman serves “her
conqueror and her gay betrayer” (U 1.405), that is, Haines and Mulligan
respectively and refuses to serve her hero martyr, Stephen. Her serving of
strangers is contradictory to Cathleen’s complaint of “[t]oo many strangers
in the house” (81), which “put [her] wandering” (81). Joyce intends to
assert that the Irish people themselves have complied with their colonizers
and are subservient to them voluntarily. In A Portrait, Stephen hears a
story about a peasant woman from Davin. She is linked to the milkwoman
in that she “brought [Davin] out a big mug of milk” despite his demanding
“a glass of water” (Portrait 182). Stephen, after hearing the story, seeks the
secret identity of Irish peasant woman, seeing in her “a type of her race
and of his own, a bat-like soul waking to the consciousness of itself in
darkness and secrecy and loneliness and, through the eyes and voice and
gesture of a woman without guile, calling the stranger to her bed” (P 183;
italics added). Accordingly, Joyce demystifies not only Yeats’s idealized
Irish peasants but the image of Cathleen ni Houlihan as well.
In Cathleen ni Houlihan Cathleen rejects food or drink or money,
symbolically upholding spiritualism. Throughout Ulysses, Irish people
interpret themselves by coding Irish as spiritual, but they are engrossed in
the pursuit of materialism. In particular, the Revivalists are shown as
inflected by very materialist impulses. Irish Catholics are struggling to live
poverty-stricken lives, as embodied in Stephen’s sisters. Joyce’s Anglo-Irish
landowners are not as lenient as Countess Cathleen, who sacrifices herself
to save her starving tenants, as Stephen meditates on their lives in A
Portrait:
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He [Stephen] stared angrily back at the softly lit drawing-room of the
hotel in which he imagined the sleek lives of the patricians of Ireland
housed in calm. They thought of army commissions and land agents:
peasants greeted them along the roads in the country; they knew the
names of certain French dishes and gave orders to jarvies in
high-pitched provincial voices which pierced through their skin-tight
accents. (P 237-38)

The myth of martyrdom in Cathleen ni Houlihan is suggestive of death
and heroic failure because the rebellion, like that of the United Irishmen
in 1798, will be destined to failure and the insurgents will be hanged.
Yeats’s definition of true martyrdom is as follows:
Here in Ireland we have come to think of self-sacrifice, when worthy
of public honour, as the act of some man at the moment when he is
least himself, most completely the crowd. The heroic act, as it
descends through tradition, is an act done because a man is himself,
because, being himself, he can ask nothing of other men but room
amid remembered tragedies; a sacrifice of himself to himself, almost,
so little may he bargain, of the moment to the moment.
(Yeats, Explorations, 375)

What is emphasized in Yeats’s myth of sacrifice is that the martyr does
not concern himself about external consequences; his vision of
independence or the purpose of his act are not concretized. In this point,
Yeats’s and the Anglo-Irish writers’ meaning of sacrifice is distinguished
from that of Irish Catholics’ in 1916 which produced the proclamation of
Irish independence. Cairns and Richards have observed that:
The resurrection of the chosen people is a common literary trope of
both Anglo-Irish and Irish-Irish Revivals, but the significant
distinction between them lies in the nature of the resolution of the
works; resurrection as part of a living faith, or as an ideal which, in
its infinite postponement, allows the literary expression of a
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redemptionist ideology while still inferring that its achievement is
beyond the bounds of actuality. (106)

“Cyclops” depicts a scene of martyrdom which Joyce devises to demystify
Yeats’s endorsement not only of such a meaning of martyrdom, but also of
its execution which brought out that “terrible beauty” (Yeats, Yeats’s
Poems, 287-89). Robert Emmet’s execution, on which the scene is based,
has the same historical background as Cathleen ni Houlihan in that it
occurred in 1803 with the plan to get help from Napoleon’s army.
Cathleen’s demand of death for her country is realized, executed with
pleasure by both martyrs and the Irish people. In a word in Finnegans
Wake, martyr’s “funeral” is transformed into “funferall” (Finnegans Wake
13), that is, fun for all.
The report that “the assembled multitude which numbered at the
lowest computation five hundred thousand persons” (U 12.532-34) recalls
Joyce’s cynical expectation in his essay, “Fenianism” (written on the
occasion of O’Leary’s funeral): “Now that he is dead, his countrymen will
escort him to his tomb with great pomp. Because the Irish, even though
they break the hearts of those who sacrifice their lives for their native
land, never fail to show great respect for the dead” (The Critical Writings of
James Joyc 192). The Anglo-Irish writers’ worship of martyrdom is
suggested by “Speranza’s plaintive muse” (U 12.539), that is, “The
Brothers: Henry and John Sheares,” Lady Wilde’s poem which glorifies
martyrs (Thornton, 269). Also, Anglicized Irishmen, Mulligan and Lenehan,
participate in that ceremony by singing “The Night before Larry was
Stretched in their usual mirthprovoking fashion” (U 12.542-43). This
ballad, compatible with the scene of martyrdom, is an expression of
endorsement for sacrifice. As Kearney has observed, “[o]ne of the most
popular responses to the sacrificial attitude has been the emergence of
ballads, snatches or rhymes which, like myths, are often authored by
nobody yet known to everybody” (“Myth and Motherland,” 67). The fact
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that Mulligan, “Ireland’s gay betrayer” in Stephen’s phrase, sings the
patriotic ballad suggests the Revival’s conception of martyrdom’s British
connection, a link which is not compatible with Irishness. The Revival’s
praise of Irish heroes’ martyrdom for their country as ‘an Irish tradition’
derives from their mimicry of British soldiers’ in imperial wars. This is
reinforced by the fact that the Revival’s myth of martyrdom was composed
when British colonial projects were in their full glory.
In “Scylla and Charybdis,” Stephen contemplates Cranly as a
revolutionary who works for the cause explicitly indicated in Cathleen ni
Houlihan, that is, “Captoothed Kathleen, her four beautiful green fields,
the stranger in her house” (U 9.36-7). Not only Yeats but also other
Anglo-Irish Revivalists are implied as participants in the revolutionary
cause. However, they are associated with betrayers. Stephen associates
Russell with a betrayer by alluding to Judas’ words in the bible: “And one
more to hail him: ave, rabbi” (U 9.37-8). J. M. Synge is recalled in the
phrase which is the title of his play, “the shadow of the glen” (U 9.38).
Significantly, that play deals with Nora’s betrayal of her husband. The
Anglo-Irish Revivalists created and supported the myth of martyrdom as
an essential part of Irish identity, but they did not visualize the coming
independent nation. This lack is an aspect which expresses their limitation
as Anglo-Irish people. It is due to his understanding of their political
background that Joyce demystifies the myth of martyrdom.
Back to “Cyclops”: the contours of the scene of martyrdom reveal that
the hero martyr meets his destiny at the beck of the Irish people. The fact
that “[t]he arrival of the worldrenowned headsman was greeted by a roar
of acclamation from the huge concourse” (U 12.596-97), mocks Yeats’s
Cathleen’s praise of a martyrdom which produces “terrible beauty.”
Significantly, “a flock of sheep . . . had been provided by the admirers of
his fell but necessary office” (U 12.616-18). The phrase, “a flock of sheep,”
recalls religious sacrifice and Pearse’s use of Catholicism in particular.
This significant dimension of Catholicism is implied in the scene of the
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Italian, “Commendatore Bacibaci Beninobenone” (U 12.556) being the
chairman of the “viceregal houseparty” (U 12.551-52). This is suggestive of
the historical collusion of the Holy See and the British government. Also,
papal policy in Ireland is derided as the exploitation of Irish people, as
illustrated by the fact that “the various articles secreted in his [the
chairman’s] thirtytwo pockets had been abstracted by him during the
affray from the pockets of his junior colleagues in the hope of bringing
them to their senses” (U 12.586-88).
The position given to the hero martyr by Irish Catholicism is suggested
in the “learned prelate who administered the last comforts of holy religion
to the hero martyr” (U 12.608-9). His “pervent prayers of supplication” (U
12.611-12) for the martyr is suggestive of “a kind of posthumous
sympathy” by the Catholic clergy, who “anathematised [fenianism] while it
was a brooding force, began to bless it increasingly when extinguished”
(MacDonagh, 98-9). Also, in the light of the 1916 rising, the priest’s prayer
recalls “the absolution which a Capuchin priest gave Pearse before his
execution” and which “seemed to provide a clerical seal of approval for his
actions” (Cairns and Richards, 111).
The scene of martyrdom is constantly seen from the perspective of
Irish people’s Anglicization. “Robert Emmet’s foolish uprising” (CW 189) in
Joyce’s words, was less beneficial for the Irish than the English. He was
engaged to Sara Curran, who is here named Sheila. As this is “an
allegorical name for Ireland” (Gifford and Seidman, 336), Joyce intends to
give her a political significance. Seamus Deane claims, “The very naming
of the land in both literature and politics . . . is a symptom of that
combination of political instability and regional loyalty which has defined
modern Irish history” (13). The legacy of the martyr’s death for his county,
however, is defiled by Curran’s marriage with an English soldier, Capt.
Henry Sturgeon, suggested here by her acceptance of the proposal from “a
handsome young Oxford graduate” (U 12.658-59). Irish people’s
emotionalism changes their political faith and they endorse the marriage
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with “the excitement” which “knew no bounds” (U 12.668-69). Ironically it
is “a tasteful souvenir of the occasion in the shape of a skull and
crossbones brooch” which “evoked a fresh outburst of emotion” (U
12.663-65), thereby causing them to forget their sympathetic emotion
towards the martyr hero. The souvenir as a kind of bribery recalls Haines’
offering of a cigarette to Stephen in “Telemachus.”
Unlike Radford’s claim that “[t]he mixed emotions of Joyce’s crowd, as
it waits for the execution, combine the grief of the original spectators with
the cheerfulness of those at the Centenary, as well as recalling reports of
the King’s visit” (293), Joyce intends to show the Irish people’s excessive
emotionalism which, from the perspective of Arnold’s analysis of the Irish
personality, contributes to Irish people’s ineffectualness in politics. Irish
people are therefore shown to comply with Arnold’s definition of Irishness.
They are shown to be very vulnerable to materialism. Accordingly, the
Revivalist’s worship of heroic death and national martyr heroes and their
glorification of heroic failure as part of an Irish spiritual victory, are
demystified as acts which comply with British thinking about the Irish.
In “Circe,” Stephen’s conflict with the British soldiers illustrates not
only the Irishman’s actual sacrifice directed against British rule in Ireland,
but also Joyce’s demystification of the myth of martyrdom. Stephen
defines Private Carr and Compton as “my guests. Uninvited” (U
15.4370-71), which recalls the “many strangers in the house” of Cathleen
ni Houlihan. Unlike Cathleen, however, Stephen declares that he “detest[s]
action” (U 15.4414). In a subsequent interpolation, Stephen’s repudiation
of action is ironically contrasted with the British soldiers’ support of
violence, the origin of which is traced into “Dolly Gray”: “Cooks son,
goodbye. Safe home to Dolly. Dream of the girl you left behind and she
will dream of you” (U 15.4419-20). A figure like Dolly Gray, symbolic of
British nationhood, provides the soldiers with justification for their
patriotism and sacrifice. Its Irish counterpart is Cathleen. In this sense,
Stephen interprets Private Carr’s aggressive action: “You die for your
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country” (U 15.4471-72). On the contrary, Stephen, though considering
himself a “patriot” (U 15.4490), refuses to submit to Cathleen’s demand of
sacrifice for Ireland: “Let my country die for me. Up to present it has
done so. I didn’t want it to die. Damn death. Long live life!” (U 15.
4473-74).
Another interpolation tempts Stephen to identify his destiny with the
sacrifice of the Croppy Boy, who has become the object of sentimental
nationalism from characters in “Sirens.” Here the Croppy Boy is connected
with Stephen through his consciousness of guilt for his mother, that is,
“Horhot ho hray hor hothers hest” (U 15.4547). The subsequent
description of the aftermath of martyrdom, when explained in the context
of Yeats, may show how Joyce seeks to mock the myth asserted by the
Revival.
(He gives up the ghost. A violent erection of the hanged sends gouts

of sperm spouting through his deathclothes on to the cobblestones. Mrs
Bellingham, Mrs Yelverton Barry and the Honourable Mrs Mervyn
Talboys rush forward with their handkerchiefs to stop it up.)
(U 15.4548-52)

For Yeats, there is a close relationship between sexuality and political
power. Cairns and Richards have observed:
he [Yeats] criticized [the petit-bourgeois i.e., who formed the nation’s
political class’s] sterility as that of ‘eunuchs’ in comparison to Don
Juan in ‘On those That Hated “The Playboy of the Western World”
1907’. . . .
Images of Ascendancy ‘Dons’ reviled by the ‘eunuchs’ of the Irish
middle class resonate throughout Yeats’s work, encompassing the
Parnell and Lane poems and the Cuchulain plays. (102-3)

Therefore, the martyr’s strong political power is illuminated in terms of his
sexual power. His erection is an explicit expression of his being Don Juan,
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not an eunuch. Such Yeatsian inflections are reinforced by the ladies who
have Anglo-Irish names, possibly, Maud Gonne and Constance Markievicz.
Also, they might be “the viceregal ladies waving their handkerchiefs in
their excitement” (U 12.597-98), when the headsman, Rumbold, arrived. In
connection with the Revival’s interest in peasant Ireland, “Joyce is
parodying the form of that group’s commitment to the cause of peasant
Catholic Ireland, symbolized by the Croppy Boy” (Radford, 314).
In another fantasy, Old Gummy Granny, another personification of
“Captoothed Kathleen” (U 9.36-7), appears, carrying the source of the most
cruel episode in Irish history in the form of “the deathflower of the potato
blight on her breast” (U 15.4579-80). As Charles Ford suggests, the Irish
famine was “[p]robably the single most powerful motivation for Irish
independence” (751). Stephen knows what she demands, that is, the
expulsion of those “[s]trangers in my house” (U 15.4586). This is revealed
ironically in Stephen’s identification of her with an imperialistic
Shakespeare: “Hamlet, revenge! The old sow that eats her farrow” (U
15.4582-83). Thus her demand is indistinguishable from English jingoism
and bellicosity. Furthermore, this Irish nationalist icon (the old woman) is
based on an English figure, that is, “Old Gummer Girton” (Kiberd, 1149).
In the actual scene, Yeats’s Cathleen is represented by Cissy Caffrey,
but she is Anglicized enough to be on the side of the British soldier,
claiming, “I’m faithful to the man that’s treating me though I’m only a
shilling whore (U 15.4382-83). Prostitution was very prosperous in the
colonized countries where many soldiers from the imperial center were
stationed. Native prostitutes were prone to depend on soldiers.
Nonetheless, Cissy as a representation of Ireland is implied in her words,
that is, “They’re going to fight. For me!” (U 15.4632). Also, Bloom
suggests, “You [Cissy] are the link between nations and generations.
Speak, woman, sacred lifegiver!” (U 15.4647-49). His remark appropriately
exposes “a deeply embedded cultural matrix in which feuds over race or
nationality and claims of ‘sacred’ motherhood depend on each other”
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(Doyle, 149). Cissy as an embodiment of the motherland, as if to aspire
after blood sacrifice, says, “(with expectation) Is he bleeding!” (U 15.4778).
In another fantasy, Old Gummy Granny again demands Stephen to
commit the ultimate sacrifice for Ireland: “(thrusts a dagger towards
Stephen’s hand) Remove him, acushla. At 8.35 a.m. you will be in heaven
and Ireland will be free. (she prays) O good God, take him!” (U
15.4737-39). This image of transfiguration parodies that of the Old
Woman’s in Cathleen ni Houlihan: “If they are put down to-day they will
get the upper hand to-morrow” (84). Throughout “Circe,” as G. J. Watson
suggests, “the notion of sudden and definitive transfiguration, which
makes a miracle play of Yeats’s Cathleen ni Houlihan and is rooted in
extreme nationalist thought, is spoofed relentlessly in the bewildering
variety of temporary metamorphoses” (54).
The last scene of “Circe” repeats the first of Ulysses in that Stephen
unconsciously murmurs the song in Countess Cathleen which Mulligan
had sung. This reinforces the theme of sacrifice even though he repudiates
the myth. Also, other phrases of the song which have occurred in
Stephen’s consciousness, that is, “Woodshadows” (U 1.242) and “white
breast of the dim sea” (U 1.244-45) are sporadically reiterated: “....
shadows ... the woods / ... white breast ... dim sea” (U 15.4942-43). This
shows how obsessively his mind is burdened with his mother’s image, an
image which also plays the role of Cathleen ni Houlihan. In Bloom’s
fantasized vision of Rudy in the fallen Stephen, a “white lambkin” which
“peeps out of his waistcoat pocket” (U 15.4967) links Stephen not only to
Keogh who is twice referred to as a “lamb” (U 12.962; 981) but also to “a
flock of sheep” (U 12.616-17), hero martyrs for Ireland. Unlike the other
martyrs, however, he is a martyr of both British imperialism and Irish
nationalism in that he repudiates both of them.
Joyce’s negative response to sacrificial death is more appropriately
elucidated in his affirmation of life. The holy death in Cathleen ni
Houlihan is defiled in “Telemachus” with its naturalistic image of a dead
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man, deprived of any traces of sanctimoniousness. The boatman says that
they expect the corpse of the drowned man. Stephen imagines the man:
“The man that was drowned. A sail veering about the bland bay waiting
for a swollen bundle to bob up, roll over to the sun a puffy face,
saltwhite. Here I am” (U 1.675-77). In “Proteus,” Stephen meditates on the
drowned man again. Though he recognizes that all human beings are
connected with navelcords, that is, “[t]he cords of all link back,
strandentwining cable of all flesh” (U 3.37), he refuses to be conflated with
other people, thereby claiming his difference from the drowned man: “I
want his life still to be his, mine to be mine” (U 3.327-28). Stephen feels
the temptation to death, not as glorious but as terrible, and naturally the
death of the drowned man is associated with his mother’s: “His human
eyes scream to me out of horror of his death. I ... With him together
down .... I could not save her. Waters: bitter death: lost” (U 3.328-30).
In “Hades,” an episode where death and burial are the focal point of
interest, Yeats’s sacrificial death is derided by Bloom’s scrutiny of death
and life. In contrast to Cathleen’s explanation of Irish men’s death for love
of her [Ireland], Dignam’s sudden death was caused by a “[b]reakdown [of]
. . .[his] heart” (U 6.305). Though Dignam’s deathface, which “got all grey
instead of being red like it was” (U 10.1161), recalls Cathleen’s prophesy
that “[t]hey that have red cheeks will have pale cheeks for my sake” (U
86), there is no sacrificial motivation to his death. As his son, Patrick
Aloysius Dignam, recollects, his father “was boosed he was standing on
the landing there bawling out for his boots to go out to Tunney’s for to
boose more (U 10.1167-69). Though Cathleen sings a song which tells not
to “make a great keening / When the graves have been dug to-morrow”
(85), his mother is “crying in the parlour” (U 1165). Also, though Cathleen
warns that “strangers” (86) should not be called, the non-Catholics, Bloom
and Kernan, participate in and complain about the funeral. Bloom, who
has been identified as a Mason throughout Ulysses, suspects Kernan of
being “a Mason” (U 6.662) and feels that they are “[i]n the same boat” (U
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6.663). Kernan expresses his antagonism towards the Catholic ritual by
saying, “The service of the Irish church used in Mount Jerome is simpler,
more impressive I must say” (U 6.665-66).
Bloom is obsessed with the present. From time to time he seems
hardly sympathetic to Dignam’s death. Accepting death as a fixed reality,
he describes his death as “[t]he best death” (U 6.312) because “[n]o
suffering . . . . A moment and all is over. Like dying in sleep” (U 6.314).
He also meditates on Parnell’s death owing to the same reason (a break of
his heart) and avoids the other characters’ immersion in the past and
emotional sentimentalism, which is suggested by their visit to “the chief’s
[Parnell’s] grave” (U 6.919). He commiserates with Dignam’s surviving
family for their poverty and seeks to help them by asking Kernan if
Dignam was “insured” (U 6.535). He defines a funeral as the “[p]omp of
death” (U 6.499) and, looking at stone statues in the graveyard, thinks
that it is more “sensible to spend the money on some charity for the
living” (U 6.930-31). His dismissal of funerals is in sharp contrast with
Maurya’s emphasis on the burial in Synge’s Riders to the Sea: “Michael
has a clean burial in the far north, by the grace of the Almighty God.
Bartley will have a fine coffin out of the white boards and a deep grave
surely” (27).
Bloom’s pursuit of life instead of death leads him to think of “[l]ove
among the tombstones” (U 6.758-59). He seeks to transform death into life
by extracting a positive aspect from death. Unlike blood worship in the
myth of martyrdom, he thinks that “the blood sinking in the earth gives
new life” (U 6.771) to the garden. Therefore, the corpse is to be treated as
a sort of fertilizer and may be used for cultivating other forms of life. The
dead are constantly described in terms of a secular view point rather than
the sanctified one of Yeats’s and the Revival’s. Bloom meditates that “the
men anyhow would like to hear an odd joke or the women to know what’s
in fashion” (U 6.789-90). Unlike Yeats’s heroic death, death is “[s]hame” (U
6.838) and “[the moment of death] must be damned unpleasant” (U
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6.843-4). The mythology of sacrifice is directly derided. Unlike the heroic
description of Robert Emmet in “Cyclops,” he is said to be buried among
the dead, who became “[o]rdinary meat for them [rats]” (U 6.981).
Cathleen ni Houlihan sings of the martyrs who die for Ireland: “They
shall be remembered for ever, / They shall be alive for ever, / They shall
be speaking for ever, / The people shall hear them for ever” (86). On the
contrary, Bloom thinks of the transience of memories of the dead:
Bam! He expires. Gone at last. People talk about you a bit: forget
you. Don’t forget to pray for him. Remember him in your prayers.
Even Parnell. Ivy day dying out. Then they follow: dropping into a
hole, one after the other. (U 6.853-56)
The clay fell softer. Begin to be forgotten. Out of sight, out of mind.
(U 6.872)
Pray for the repose of the soul of. Does anybody really? Plant him
and have done with him. Like down a coalshoot. Then lump them
together to save time. All souls’ day. (U 6.931-33)

Bloom dislikes “another world after death named hell” (U 6.1001-2), in
other words, Martha’s “that other world” (U 6.1002) and instead sticks to
life: “Plenty to see and hear and feel yet. Feel live warm beings near you.
Let them sleep in their maggoty beds. They are not going to get me this
innings. Warm beds: warm fullblooded life” (U 6.1001-5).
In conclusion, Joyce in Ulysses steadily repudiates the myth of
martyrdom particularly illustrated in Yeats’s two plays, Countess Cathleen
and Cathleen ni Houlihan. Through Stephen’s and Bloom’s obsession with
the present and with life, Yeats’s notion of sacrificial death and his
glorification of heroic failure as part of an Irish spiritual victory are
derided and demystified as acts which only serve to comply with British
thinking about the Irish. Accordingly, for Joyce, the myth of martyrdom is
constantly seen from the perspective of Irish people’s Anglicization and as
an expression of the historical dilemma of the dying Ascendancy. By
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subverting Yeats’s Cathleen, Joyce intends to repudiate Yeats and Irish
nationalists who comply with the psychological limits set by the colonizer.
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우리말요약)

(

최석무

본 논문은 Joyce의 작품, 특히 Ulysses에서 Yeats의 죽음과 순교에 대한 견해
를 작가가 어떻게 거부하고 있는지 보여준다.
Ulysses는 Yeats의 두개의 극, Countess Cathleen과 Cathleen ni Houlihan
을 연상시키는 많은 장면을 포함하고 있다. Yeats의 Cathleen은 우유 배달하는 할
머니로 속화되고 거부된다. 순교하는 애국자는 처음에는 영웅적 패배로 우상시되
나, 곧 쉽게 잊혀지고 배반당한다. Bloom과 Stephen은 죽음과 순교를 거부하고
현재의 삶에 집착한다.
카톨릭 출신의 Joyce는 신교 출신의 Yeats와 문예부흥론자들의 순교의 숭배를
신교 지배계층의 역사적 딜레마와, 그들이 정신적으로 영국화(anglicization)되었음
에 기인한다고 암시하고 있다. Cathleen의 이미지를 거부함으로써, Joyce는 영국
지배자에 의해 만들어진 심리적 한계선을 따르기를 거부하고 있는 것이다.

