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like that. “It is self-evident” that the way:t
ment is prosaic “capacity for fact”:

that one must do as one is told
and eat rice, prunes, dates, raisins, hardtac
if one would “conquer the main peak of Moy

23

The moral realm is as plain and inexorabls
here, too, Miss Moore would have us “i’ig'
seines, traps and explosives” are not allowed inthe N
for it is or should be “self-evident / that itis: fr
everyone afraid of one.” She is committed to a copybe
with its definiteness and simplicity and cites:
heroes—“Cincinnatus was; Regulus”—of the
sympathizes with whatever is integral, positive
and self-respecting. Reticence is a virtue, and. fey
worse than crying in someone’s lap. In poetry there
adventitious charm or seductiveness. It “must not wish
anything.” It must be what itis and you must like it
that is the way superior people behave. They
another’s individuality and do not intrude by offer
intimacies, much less confessions. If the way.
themselves is rather complicated and punctilious, thi
effect the precise nuance and implication, partly.to sec
attention, and partly, it must be acknowledged, to ke
off. The matter and the rind of her poetry are somewha
like the upright spruce tree, “all needles,” like th

“with all his edges out,” like the monkey puzzle tre
tiger,”

WILLIAM BUTLER YEATS

YHROUGHOUT the entire period covered i{if thits1 volué?se
] ivi ts. We have -
- as one of the major 11v1ng poe
Yeatsdwhis work in connection with the poetry .Of glle
Twilight, with the development of SYIdeE;m t;r;n 0?
. , i i ’ Part after the
with the Teaction against Fart pour . y
1 i For this reason he can
1 d in several other contexts. .
.nucliliﬂgél:;ed more briefly than would othqxjmse be tlhe c?:;ell
a: born in Ireland in 1865, and named William But ex;{ a ::S
-andfather, a clergyman. His father, John Butl?" .faoé
ed Susan l’jollexfen, who was descendtid }flrotrin. a 2?:2-;53
i delighted in ¢ -
1. B. Yeats was a painter. He . ‘
“rrifr;rgumem, and his opinions changed like shot ‘s:iico
csterton used to say that he never knew but one mar; e
d talk like old Yeats, the painter, and thlat was &floiniondog
t his boyhood and carly youth 1 _
P iiao, om the £ Treland, where he stayed with
in Sligo, on the west coast 0 , be stayed w
: these two home
ternal grandparents. Betwet?n
Hizrfg jourgney but they were dlfferegf wlz)lrlcts. il Tand
' cats’ i d a bleakly beau -
i 18qos Yeats's lyrics evoke /
et}:i? strgams, lakes, hills, rocks, woods, wind, ?lnd izzd;;
cII) it was the countryside about Sligo that plar}tf.:d‘ these - bg':k
is imagination. Persons and places in the vicimty cam

This porcupine-quilled, complicated starkness—
this is beauty——“a certain proportion in the skeleton
which gives the best res
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in memory to the end of his life. In Lough G
' . il
Sligo, was the small, wooded island of Ignni'sfre
of this lake, where midnight was {

-education began at home, when some of his Sligo
xd aunts tried to teach him to read. He made so little
that they feared be did not have all his faculties. In
he was sent to school. His teachers reported favorably
iaracter, but he was nota gifted scholar. “My thoughis
; . _ eat excitement, but when I tried to do anything with
Eg If}icekfs?azﬁdx{/};:; lzlis()inds aydreamed of 11vn : was like trying to pack a balloon into a shed in a high
with a cairn-(;n o g the coast was the hill : e had many fights, party because his English school-

e summit under which the lege yoked down on him as Irish, while he 1goked down on

Maeve of i i i
e of Connaught was said to lie buried. N ish. Eventually he cultivated the friendship of an

‘Engl
reat i |
(g3 country house of Lissadell. All through his who protecied him. After his family moved from
onstance Gore-Booth, who lived there, was a

mantic interest to Yeats, though he did not then'm;e i ety S

later h o . education ended in 1833.
e recalled his impression: family called him Willie. Gentle and dreamy, he pored in

scence over Alastor, Shelley’s romantic, obscurely symbol-
arrative poem about 2 world-disappointed visionary.
ey’s poet-hero saw and loved a woman in his dreams, and
sards no mortal girl, not even a passionate Arab maiden,
win his heart. Seeking the dream, he floated down a
o his death. Yeats longed, he recalled in his Autobiogra-
40 share his melancholy, and maybe at last to disap-
.. drifting in a boat along some slow-moving river
een great trees.” Sometimes he would sleep out at nightin a
ide cave above the sea, for Shelley’s sages had dwelt in cav-
y the sea. As he climbed along the narrow ledge to the
he thought of Byron’s romantic hero Manfred on his gla-
he tendency to make such indentifications did not fade
hilosophv. religi - . > as Yeats grew alder. He associated himself and the people
Ealked &tﬁjirfilsgligﬁ;iﬁ :}gzzgg(i;ggis’ }gn?_hlglfather ew with figures in story and poetry. His imagination myth-
ractical m ; cratiofl. butin Shgo wer gized his life.
I;ather, whsnhzflag?lzg ifétgnblsls;ness, 1111:e his fon.nidable ?bm the time he was eight or nine years old his father read
uncle, George Pollexfen. Their f‘iﬁ"ec e o his horse ms to him; his Autobiography mentions Macaulay’s The Lays of
ships and cargoes. J. B. {fveats ad " f:llt the dinner table w ¢+ Rome and Scott's The Lay of the Last Minstrel; the latter
posite of himself and later s eculilrg ht he I.’Onex’fens as'th e him wish to be a magician. Shelley, Byron, Wordsworth,
derived from the union ofl-::he sof? btl at his sor’s poett ennysor, Spenser, and Morris seem to have been among his
Yeatses with the deep-feelin intu;:tlia ';’ Voca]:, am‘:! imagi orites in adolescence. By the time he was sevenieen, he was
with the Pollexfens,” he saic%’ “I ha e -OlleXfenS: By ma ting poetry. In fact, he never seriously imagined any other
Cliffs.” Yeats Iater remarked ’that : }:f_e given a tongue to th_ le in life. From his earliest verses on, his father tc?ok a great,
that ever turned his head s was the only complim ouraging interest. J. B. Yeats was brimful of ideas about
' try and daily urged them on his sor, beginning at breakfast.

all 2 glimmer, and nooﬁ U]
And evening full of the linnet’s wings, i

When long ago I saw her ride

Under Ben Bulben to the meet
Tl}e beauty of her country-side,
With all youth’s fonely wildness stirred.

A few miles north of Sligo was the mountain of Ben
with the waterfall on its side that “childhood counte
unfier “bare Ben Bulben's head” was Drumcliff Chy
w]c;ch S}[leats later chose for his place of burial .
or the artist’s son the Sligo relati . ;
ferent ty‘pe of person. In L%ndon t:l‘:ids ?rrlegoivl;ﬁmsm
where his faxpily settled when he was fifteen, the a?:laul-t
ffn‘et were artists, lawyers, professors, intellect’uals—m ..
riends. They talked of paintings, books, styles, politic
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erse as it was conceived in the materialistic world-view of
enth-century science.
ristianity was, from his point of view, impossible to believe,
religious needs drove him to other traditions. He studied
hermetic, theosophical, kabalistic, Rosicrucian, alchem-
rological, mystical, magical, and spiritualist lore with
.Chatterji, with the Dublin Hermetic Society, with the
of the Golden Dawn, with the celebrated Madame Bla-
ky (said to be in telepathic communication with immortal Ti-
ages), and with many other groups and persons. He
-with Edwin Ellis for four years (1889-18g3) on an edi-
f the writings of William Blake. For this edition the two
ents thought out an “interpretation of the mystical philoso-
f the Prophetic Books.” The atmosphere of Yeats’s her-
ic studies is illustrated by a passage in an autobiographical
iscript published in 1972: in the Dublin Hermetic Society

SinFe the father’s opinions were the sec
ence in forming Yeat’s poetry (the first bej gt
of the nineteenth century), we may briefly
Some can be read in letters to his son, subsequ
But because what J. B. Yeats may actually have
than what his son took to heart, we can W
og'mphy for his recollections of his father
Victorians, J. B. Yeats said, had loaded their
ments and ethical teachings. These, however
poetry. This tenet was typical of the Pre—Raph’éé
another was less so: he cared little “for any of that
poetry which has come in modern times from:t
_pamFmg.” If we think of the Pre-Raphaelite verse |
in mlpd, we understand that not just the pictorial.
associated values also—contemplative mood, symbolis
_rehglous mysticism—were under attack. In poetr:y':'
1sheF1 what he called drama, by which he meant chara
vealing itself in 2 moment of intense feeling. “He did)
even for a fine lyric passage unless he felt some actual
hind its elaboration of beauty.” Poetry was an “idealiza
speech.” These views were never accepted by Yeats
strong qualifications, and they were more or less adve
own tastes when his father argued therm in his adoles
they influenced his poetry from the start. Later in his ca
sought_ to write poetry that would be “an idealization of s
and his father’s ideal found a marvelous fulfillme o
Yeatsian talk of the son’s mature style.

Yeats thought of himself as a person of religious tempe
who had been deprived of religion by nineteenth-centy
ence. A “1:c~':_1igious temperament” in his case implied an
sense a spiritual depth and mystery in the universe and, he
Fh1s, an plﬁmate coherence and meaning. It implied, als
imaginative need for concrete symbols in which the my
could be invoked and contemplated. His religious ques};
more urgently motivated by metaphysical and imaglﬁa
hungers t.hgn by moral ones. Feelings of the vanity of human
unless religion gives a purpose or of the evil of the heart unle
can be r_edeemed—feelings that sent Eliot on his religi
quest—did not press upon Yeats so strongly or appall him so
tensely as the thought of the drabness and emptiness of

inber of their Esoteric Section, an inner ring of the more devout
ents, which met weekly to study tables of oriental symbolism. Every
i of the body had its correspondence in the heavens, and the seven
iples which made the human soul and body corresponded to the
colours and the planets and the notes of the musical scale. We
in perpetual discussion.

/eats began to devote himself to these matters in the 1880s.

1is interest, which perhaps never passed over into absoclute cre-

ence, lasted all his life. The casual reader of his poetry can have

fo'idea how constant and intense this interest was. He invoked

gical symbols, saw visions, consulted the stars, attended
cances, and wrote out several esoLeric systems of his own elabo-
tion. This had a profound effect on his poetry. The first
portant effect was that it gave him a cluster of ideas and
maginative habits that might be called a theory and practice of
ymbolism.

His studies suggested that certain symbols can summon un-
Jown spiritual powers——such symbols, traditional in occultlore,
asthe four elements, the planets, the directions of the compass,
e sun, the moon, the sea, the rose, and various geometrical de-
signs. Even if one doubted this premise of magic, it was certain,
at the very least, that such symbols in poetry evoked ancient tra-
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Syl s B
a depth and density
gzeater.than even the poet mlijght krlf)wc-len&
ns mlght write out what seemed the
would write different meanings fo: 1:11
\ :

meanings to an ion.” :
Shellor o y generation.” As Yeats'p

contrary is still sometimes assumed, we may repeat that

s a Symbolist before he encountered the French symbo-
he wrote to Ernest Boyd in 1915, “My interestin mystic
m did not come from Arthur Symons or any other con-
sy writer. 1 have been a student of the medieval mystics
87 . . . Ofthe French symbolists 1 have never had any
d or accurate knowledge.”

h prepared his edition of Blake, Yeats came more and
to feel that there was 2 hidden significance in his initials.
ot Blake’s initials W.B., and were not his W.B.Y.? It was
prising that Blake would appear to Yeats from time to
nd dictate revisions in the poems of Blake that he was
revisions which Yeats faithfully incorporated in the
je published. It was also typical that Yeats found what no
olse has found: that Blake had been an Irishman. Blake's
father had been an (’'Neal, Yeats argued, and “Jreland
a most important place” in Blake's “mystical system.”

still another factor shaping Yeats's early poetry was his
jationalism. These were times of boiling emotional politics
e Irish struggle for independence from England. Yeats as-

d to bring into being an Irish national literature. Perhaps he
d have written in Gaelic, had he known the language. Asit
e would at least be an Irish, rather than an English, poet.
would draw on Irish myth and legend, as opposed, for ex-
e, to classical or Germanic myth. His poetry would assimi-
he native folklore of the peasantry. It would rid itself of
elley’s Italian light” and dwell amid the low, wet skies, the
and heather of Ireland. The legends and history associated
particular places and objects would be revived and made
sliar. Fle would “bring again in[to] imaginative 1ife the old
ed places——Slievanamon, Knocknarea—all that old rever-
e that hung—above all——about conspicuous hills,” s0 that, as
classical Greece, the local features of the Jandscape would
ave imaginative resonance for the people who lived there, and,
to a point at least, 2 shared imaginative lore would once again
ite the poet with a whole people, as it had in the heroic ages of
he past. Above all, however, this national literature would be
ten in accordance with exacting standards of taste and style,
sensitivity and imagination. A national literature emphatically
did not mean writing down. It was not to be a literature of patri-

i;i:él;efow; O}f; that any highly subjective"a{ :
and shallowness of ious a
ba a too consc '
ot 111151:(;::156' an}cli c;le};;h of Nature. The poetlgliiiss?an
in the half-lights that gli mk
n ghmmer from
th :ye;lnd(; olf téle earth, all that the epic and draz:zlb
shadow in the accidental dreumstances:of

o - '
taugh?}%i I:lma&tl (i;)n'cepts of symbolism, Yeats
Fught hio echnique of what he called “reveri
iy pon a symbol, and this would call up .o
symbol , srgwd_ed only that he could suppress
o é)d S:}IIVE in order to receive whatever was pr
presumed at such reveries might put him ini OP..e
found m¢ nrilbn? or profound “states of the soul:
v h}é olism and reverie shaped his style” H
tions; h,e fef‘tv?}iailf;;: tvc;ﬁl};plci{it oy T POSS
i of DO Y I

21;1;1 ;)g su%g?tion, not in anytl}:irf;iz lcagllllzl gt:aféqwer .

yle s glxlllldo ;lsm of _Poetry” (1900) he asked him T

Comemplatecs ;E%Z;j ];})Icijse;snlearned tillat they shoul

; swer par ibed

;; ?}lls; ;‘gv;t—:alegl hovfr much his “thcf)ory’yoiiifilszgs; |

gathere n other ideas typical of the nineties. If 2
ymbolical movement comes, we shall see =g

a castin ipti .
ol T To (e sake ot e monat o s o 2
moral law ; = moral law, a casting o -alka
ane Cenmﬂt E;E?edliig _I?ver scientific opinion that ;go ;?tgrf :{I 2
poctny thosaame In ennyson . . . and we would cast ou
poctry those e “ﬂlget?chr?ythms, as of a man running, which’
ention of the wog{; its 1Syes always on something 0 be don
it i powd seek out those wavering, meditativ
e the embodiment of the imagination :
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otic rhetoric; although Yeats himself wrof
kind, he quarreled bitterly with nationalists fo
cism of patriotic verse was treason. His 1de
through literature a national mind, which w
a nation into being. But the “national mind”
would support a great literature.
For his cause Yeats learned to give speeche
committees. He helped form the Irish Litera;
and the National Literary Society in i8g
engaged in more direct political activity. There u
a former Irish revolutionary who knew little
but remembered very well Yeats the agitator:; In
the Irish Republican Brotherhood, and a-po
1899 speaks of him as “a literary enthusiast” and
of a revolutionary.” In the speeches and articles
degree, in the poems in which he elaborated his i &
land would be—he was articulating a vision that had lit
to possibility, just as his characterizations of Englan
monstrous bogey. Both images help define what he
however. In brief summary, England was the h
materialism and middle-class morality, of indust
imperialism, of power, wealth, and the coarse insensitivi
things breed. (One of his favorite symbols of all this
prose.) The Irish, on the other hand, would becon
agricultural people of delicate perceptions, imaginat
spiritual insight, = .
He immersed himself in nationalist politics out of con
and also, as he said, out of “desire for a fair woman.”
trouble of my life,” as he called his love for Maud Gonn
in 1889, when he met her in London. She was a natiopal
revolutionary, a maker of incendiary speeches, wholl
to the bringing about of Irish independence. Yeats was
with her for at least fifteen years, and during the 18gos’h
ical activity was a kind of wooing; he hoped to draw her to
by sharing her cause. To this love Yeats brought his imm
capacity for imaginative idealization. He felt a high-mini
pride in Maud Gonne, in her beauty, courage, and “pilgri

Q

soul.” He compared her to Helen of Troy. He felt a tender pr
tectiveness. He was proud also of his own passion. But shewo
not have him, though she would not decisively drop him eit

ars of ‘ .
g:ning and embittering of his
s.tyle and personal discretion, th
Maud Gonne in

.s- -they make up the finest group ©
; itten in mo .
Wl:clhalt one knows the biograp

is one example:

08 Y  addressin
asleéf);x?e. As he soliloquized in 2 jo

1L
er really understands my plans, 0;
w much of the best 1 have done a
mpt to explain myself to her
iting, &
reason for wrl ope n
ar doing what is s0 laborious.

{n London in the 1890s he kmiiw
fne. Henley, with whor.n h.e share

theless admired for his since
atgit(l:f?:,but popular oratory -
ats was one of the young wr
nd published in his Nationa

i world ‘
1‘:?:)&1*? wilde was famous, having

. ) \ 8
rishman to Christmas dinner in 18

wilde had learned from Pater, but in
over-elaborate and swelling,
ness.” But Yeats was
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contributed to the even%
character. For reasons ©
e many poems he wrote to
13 es
the 18gos—such poems as Aedh Giv

f the
» or “Aedh Hears the Cry ©
e er abstract. Never-

f love lyrics that bas

(16!11 “.IILES aIld are tl].e more IIlOVlIlg 28] tile
] - ] - ¢ T]

frustration doubtless

Although you hide in the ebb ancl’l1 io;;t
i he moon )
f the pale tide when t :
ghe pegple of coming days will know

i t
t the casting out of my net, -
fr):()iuhow you have leaped times out of min

the little silver cords, '
g:zl' think that you were hard and unkind,

And blame you with many bitter words.
i i try to
i ng much of his poe
eats was still addresst gurnal O e e
ature, or ideas, but
d still do is but the at-

? If she understood, [ should lack

ons
nd one never can have 100 many reas

most of the poets of that

almost no opinions, he nev-
: . c

rity, generosity, and “aristocratt

t logical realism
his hatred o o o ??oie(;lf ::EZ soligclliﬁed,” and
iu‘er.s Henley warmly encour?gcii
1 Observer. At an opposiie pole o X
Oscar Wilde, Whom‘ he me
been invited by his fellow
8. Wilde read frl(l)lrn‘f i’:i

“Like all ot us,
.o and Yeats found the swl; ?;ﬁii.c;&l:nce Lofus,
the diction a litile 1ackec_1 in exai}—_
dazzled by Wilde's audacious, S€

, Yeats also admired
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possesse: “H, in which Yeats saw a swagger
o Wron, Cee is one of our eighteenth-centii
o, i ‘ fntury and “he would be a goo
sSeerns ith ce
eo)f( slv;i}ieféless and of courtesy.” HeE?wgac; ‘}:tlltrl;
prquisite ;g;lgs f. . . full of subtle reﬁnemeﬁt' '
pecame " for ;1) ew years my closest friend :
rom Wa T ‘ar.:er certain favorite words whic
me: ‘Life should be a ritual,’ and we sheild

‘magnificence, for :
« , all th Qs 2 i
repelled” at is ‘hieratic.’” Arthur:

so that there was not enough to nourish their art. In
way, they had not furned toward anything. Only the
and the saint, Yeats later believed, could reject nature
world and still be full. For anyone else, there would be
cunnatural emptiness.” Johnson had taken to drink in
Yeats said, to recapture “aecident, the unexpected, the
sions of nature,” without which “we cannot live.”
¥ eats mosi learned from these poets was, he felt, the ne-
of working as a close, fastidious crafisman. In London in
ve had “still the intellectual habits of a provincial, and
my imagination on great work to the neglect of detail.”
e poets taught him that we must «constantly analyze what
ve done, be content even to have little life outside our
to show, perhaps, 0 other men as little as the watch-
der shows, his magnifying glass caught in his screwed-up
* However clearly he saw their limitations, Yeats sympa-
4 with their rejection of the attitudes of the Victorian
dle-class, and critics whose judgment carries much weight
thought that his own values to the end of his life were ulti-
¢ly aesthetic ones. Such oppositions as those between art and
iral life or between imagination and moral responsibility
e always, for Yeats, real and vital in a way that reflects a nine-
1, influence on his thinking. They were fought out in many
s and also in his journals and letters, where one finds such
ical remarks as, “Evil comes 10 us men of imagination
earing as its mask all the virtues. 1 have known, certainly, more
on destroyed by the desire to have wife and child and to keep
m in comfort than I have seen destroyed by harlots and
snk.” But also typically, on the other hand, he wrote another

of impressi}(;lm Pecause he “saw nothing in lite _tuyma
Gimate fﬁen(il’s" Bclilt }fymons later became, briefly IT
;” and the two shared lodgings for 4 4
ever 1 odgings fi
e £ e o oo of Comtnentl v
was the best I ad the sympathetic intelligence of
Honleo L 1stener I have ever met.” All of th a W
nightiy elol?ged to the Rhymers’ Club, “a Weeeksle. WEiters
tavernyal?sztz?;gdd Ptge;s at the Cheshire CheeSeY b il
wi amuel Joh - HE 0
poets would read and discuss t}{eirnj;f:é SAt these meetin

Wh i
en he came to write of these figures

Yeats called them the in his Aﬁ.é_{;}_;;_ggm

‘ tragic ion™

s called gic generation” and describec

ympathy and admiration, even if he toi?lczg
n

anecdotes about them

. . They disdaj i

the middle- . y dis ained, as he -
ife. Theilf ;iatssr gje;cin;g fi)lubhc, its attitudes vall)tf;;rgled-- a
ed rhetoric, mechanics €5, anc. way

Te 3 echa "
o ;;;01{1151—121?1635 and embodied subtle andnc;(;?ilc;?eglsc, a.n,d o
- i forms. In some degree or way they all had that s
“n

courage” that Yeats, thinki
to call “t ’ ing of Aubrey B
scaxiili Al the greatest of human faculytiese_ fr(gryawas temp .surnal entry only twelve days later: protesting against the time
» passion, or madness their lives had rink, drug nd energy he was taking away from his poetry and spending on
ther work, he added, “yet perhaps 1 must do all these things

t . . ] A
emplating this, Yeats felt that self—destrurr.ivfxlllg;: YECEGS;-CO
- ad bee

work in them all
and that what
tragedies had L Lever brought about thei
not make COmallso limited their art. Just what this w(:r }}:erso
clear in sever }]) Zt_ely dlear to himself; more exactl }f e
in the intens'tEl ifferent ways. But he seems to g’ e;n acey
1 3 : . a B
had alsgmine{,igbt}he%r reillectlon of middle-class exi:tc;enih t}?a
y in their d e the
selif —that is crcumstances—reje ife i
, natural, normal existence with its exf)eCt'ed bfe 1
Tiences an

hat I may set myself into 2 life of action, so as to express not the
iraditional poet but that forgotten thing, the normal active
an.” That Yeats did not resolve for one side or the other, but
ived in tension and inner debate, was characteristic and is one of
the reasons for his poetic achievement.
In a single chapter on Yeats's whole career, one can hope to
characterize his poetry of this period only in a general way, and
in earlier chapters I attempted this. The point 1o be stressed
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a evote 3 I It 18 Ce o
t Vi d th msehr 5, a d rtalnl the e

M ( I
b()()ks IIE: IIlay aISO have T ead P]ato f(ﬂ 1()1161

» I—‘
gl‘ell ll]:ﬂl a ()Ile-V()luIIle E}dltl()n ()f I ].at() in 1893 Sai‘l

ten years in the wi
e wilderness,” “
. and “you ten years in a librar

all
these respects the rose was an image of symbolic;

tical i i
cal, profundity, appropriately to be invoked and contem

1IN waverin s‘fﬂ ncantator y T ythI[]S 1 [Il()()(i 0 [8;
g 1 h ) ] f
s

and religious prayer. Yet if Yeats was hearing or hoping to
his father’s argument that poetry lies es 'heard e
. S ;

?efﬂp;istsgr;; charact.er, and speec)}]i, and h???t?flllz ;11;21}1 :01;1211 o
e histore pfren;m@ also. Moreover, the rose is Irelan
g s hey of su feJ_rmg, and Yeats, writing to serve “old
on that }I:mSt write for the people, which meant, he

ought, that he must forsake elaborate symi)oem fo

“strange things said by God,” he had also

“Ballad and story, rann and song.”

his lyrics i
heathy;cinlélzﬁked the symbolic rose, they must also n
grn trees, describing the natural landsca pl"f
eats was in love; in her old age Mauclij e(;)OI
y that the rose was a symbo

land. Finally,
having outived Yea

ts, used ¢
herself, and surely it was. o

REMAKING A SELF, 1899-1914

Yeats’s carly Style.reached its finest development in The Win
years were diffi hich was published in 1899. The next iif i
oped 5 ne 1I qult and bitter. At the end of them he had tee
actual andw yric style, a style of talk that could be ;il tdevg
Coat” (1 personal, often with stark directness and fi ntensel
914) he referred to this change of style Whiloer(;e. In :

Xempl

Among the Reeds,

fying it:

g .
helley and later in Neoplatonic, Rosicrucian and.gifer
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1 made my song a coat
Covered with embroideries
Out of old mythologies
From heel to throat;

But the fools caught it,
Wore it in the world’s eyes
As though they'd wrought it.
Song, let them take it,

For there’s more enterprise
In walking naked.

tle, dreamy Willie Yeats,

is beautiful symbols, h
le poet, amaringly articulate in all hi
ecessarily more attractive in personality.
we ask why Yeats's style change
m his earliest efforts
ections. At one pole he ha

Lionel Johnson’s
nded to his father’s praise of simple, passionate speec

}y as 1888 he had written Katharine ‘T'ynan,

Ve
P

ut me a web of th
rld again”; after finishing
Wanderings of Oisin that year,
ing his “imagination with coun
llads and tried to imitate their
d read some verses writien by a man retur
e. Though they were not good verses, they
or they contained the actual

writing out “our
guage we thought them in, as though in a letter
fiend. We should not disguise them in any way;
give them force as the lives of people in p
words.” Twenty-four years later, ina 1913
explained the new style he ha
‘same terms:

I have tried to make my work convincing with a
dramadc that the hearer would feel the presence
feeling. . . . Itisin dramatic expressio

lacking as compared with French poetry.
‘times create a marvellous drama out of their own lives.

with his sweet and wistful melody
ad died into a larger, more formi-
s many moods, though

d, we can again recall that
as a poet he had been pulled in different
d been symbolist and hieratic, to

favorite word; at the other he had re-
h, As

“I have woven

oughts. I wish to break through it, to see the

his Romantic and symbolical The

he had “simplified” bis style by fill-
try stories.” He had admired folk
diction and rhythm. In 1899 he
ning to Ireland to
had moved him,
thoughts of a man at a passionate
moment of life.” We should, he had decided, make poems by

own thoughts in as nearly as possible the lan-
to an intimate

for our lives
lays give force to their
letter to his father, he
d now achieved in more or less the

speech so natural and
of a man thinking and
n that English poetry is most
Villon always and Ronsard at




378 THE BEGINNINGS OF THE HIGH MODERNL WILLIAM BUTLER YEATS 579
These opposed alternatives : .
dramatic actuality were part of Zimsi)gl?f gi:itexys_te
come back in connection with Yeats’s achieven
Zzg 1 Iglggtos. To his mind “art” was a polar OPIEI:)S'

e assumed a similar, mutuall Judin
between y excluding
hand(ieansl‘l‘;};:sigfsazz “E}t:il?t” }? nd “wisdom ; ed my third glass of whiskey.”
fifty-seven years was an ongo’in natt ¢ other haqd_ * m 18gg on Yeats was seeing his plays performed in the
antithetical -values might be reindfgipt tg comeey ) ter, and in 1goz what became the Abbey Theatre Company
synthesis in his poetic style. At the sa ane T formed. This is not the place to tell the history of this
his career as a sequence of gradual sh'?tz tlt{ne one ous theater, neither can we notice the plays Yeats wrote for
dev_eloping from one pole to the otlier : gmpha > but his experience with the theater contributed strongly to the
again. In this perspective the change fan ltheq' \ation of his poetic style. Between 189y and 1908 he wrote
dated by 1914, when Responsz’bz’litieso w;)s Styb?- tha elve plays, some of them in prose. In the discipline of compo-
reaction against his earlier style and the pcul ls,h?. y for the stage he was forced to write dialogue, direct speech
dency that had been intermittently str wiminati : hich characters talked to each other and in which what they
18g0s and gradually assumed prom};n ong in the 1 ould be taken in by an audience. In contrast to his symbo-

His changed style was a victory in thin;: Ny ;ifter- 1990 poetic, which emphasized the importance of rich, suggestive
even more in the overcoming of ps chg? m Of t_.e__chm ords, writing for the theater drove home the importance of
1892 he hated what he called “ genefag Jlogiea’ b siruction. “Poetry,” he now said, “comes logically out of the
?}Sl much as he ever did later. But he dicﬁlt(l)otrllmi?vdﬁ abs 'damental action” and must not turn aside “at the lure of
em and began a love Qv d or metaphor.”

&; poem, "wo close and admired friends, Lady Gregory and John Mil-
ngton Synge, had a direct influence on his style through their
wn writings and especially through their dramas. He met Lady
egory in 1896 and began spending surmnmers at her estate of
ole in the western part of Ireland. She took him collecting
ktales in the cottages of the local peasants, and in the evening
he wrote out in dialect what they had heard. Yeats now told
seorge Moore “that one could learn to write” only from the
.easants, “their speech being living speech, flowing out of the
hits of their lives, struck out of life itself.” In the comedies she
mposed for the Abbey Theatre, Lady Gregory used an
pproximation to a folk dialect; Yeats collaborated in some of
ese. A similar idiom was handled much more powerfully inthe
plays of Synge. Yeats was fascinated by the character and work
of this “rooted man,” who had a “hunger for harsh facts, for
ugly surprising things, for all that defies our hope.”

Veats handled the affairs of the Abbey Theatre for its first ten
vears. “Theatre business, management of men” further devel-
oped his sense of his own character as capable and formidable

th his work as an orgamnizer of meetings and manipulator
fmittees, dealing with practical men for a practical pur-.
ad an effect on his character and, more important, on his
of his character. He was proud of himself in evenings
with some small organizer into whose spittoon I secretly

A pi.ty beyond all telling,
Is hid in the heart of love.

B

; t’;le‘ 22;1 hf tl;;acl learned how to write poetry that sounde

o e a N c?ughts of a2 man at a passionate moment o
pelled himself to speak directly from his PEréoﬁ

writing of the actual w 1 '
N oman in the actual world and n

W.hy shf)uld I blame her that she filled my days
With misery, or that she would of late rems
Have taught to ‘ignorant men most violent ways
Or hurled the little streets upon the great? "

%
We S - . - .
alizaﬁt;;:l ill}lirrs _zn_d societies passing from experience to ge
, said in 1gog, “whereas th i
A iOT \ e youn i
eralization and end with experience.” young begin wich g
m:;eatss st}_711st1c d.evelopment was motivated and assis£
y experiences life brought him. His immersion in Irish poli
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e search for more manful energy,

d in 1906, for “more of cheerful acceptance of whatever
ut of the logic of events, and for clean outlines, instead of
outlines of lyric poetry that are blurred with desire and
gret.” He held before his mind’s eye the image of medi-
d Renaissance writers, as he conceived them: “those care-
Id writers, one imagines squabbling over 2 mistress, oOr
Meanwhile, in 19og Maud Gonne . on a journey, or drinking round a tavern fire, brisk and
Bride, a soldier and, in Yeats's o _m_arnegl Majo men.” He told Lady Gregory, with much satsfaction, "My
glorious lout.” Yeats received the ne praion, -2 .Crum a5 got more masculine. It has more salt in it.”” In his early
he was about to give a lecture an dwtshm aletter, from h s¢ he explained in a letter to George Russell, there had been
through the lecture, he was afte » though he-manay xaggeration of sentiment and sentimental beauty which 1
what he had said. For the next sevzwa?rds unabl_e._-. _ come to think unmanly.” And he called in the world of
'In his hurt he emphasized his ideal rf A he WIoL f ts to support him in his new ideal: “A mysterious command
mcreasingly thought of as “aristoc?‘atingble courage * he said, “in the invisible world,” and we are to
i;:félt(;iiﬁn,st his .tendency to imag(:iﬁaﬁéetlliz;;m abstract, in which there is not an
fool's rornan?;ii Ié‘:g;zges Ii‘:ghge(;teldl that he had been
Ireland,” and what Witil his di:ilh?s.w ays seemed “i_n :
at religious or patriotic protest lon at her marriag
The . N over the plays in:
life gfgub??;ff m;nt_mn oth.er similar epislz)dgs in th
other than politi:nh his own increasing absorption i
idealism. His vi s, he swung violently against his earlie
dEIibera;:er emlg:tgfe;hl'?gs was much embittered, an
pa,;t of a heroic attitudel. » cultivaing an unflinching re
he attitude was espect i T,
wrote to Maud Gonnlz. Isﬂlyg(jlglff;fgl Lt;g;;l?’;i:;in thebr

and of his own life as charged wi i :

1t-fllcejzr;;lﬂorma} ac':tiv_e man.” %Mh:rllﬂ:ht::lii ;Ill':;:'sat'ro S ot o by

Worgd’ E;’ patriouc protest—Synge’s The Pidﬂlboy

1907’_3( eraéxtirfl}gili,b;itﬁsgdla week of riots in' the
: : in letters t

z_zz?iinmes in speeches to hostile cr(?\v\?(;: SII-JIfeP'e:é %
e, and felt himself to be so, rejoicing in- o

s » rejoicing in-this

o

gone out,’
C¢no emotions, however
letic joy.”

accordance with this ideal he labored to express in his

try a greater variety of feelings, including especially feelings
uded from his earlier lyrics, such as anger, insult, mockery,

d humor. He began “September, 1913” in scornful irony, at-
cking the Irish middle class, which he considered pinched,

o_ney-grubbing, and superstitious:

What need you, being come to Sense,

But fumble in a greasy tll
And add the halfpence to the pence

And prayer to shivering prayer, until
You have dried the marrow from the bone?

Jthough addressed to Parnell’s ghost, “To 2 Shade” was no
siic incantation. It opened with a line made colloquiaily awk-
ard by many weak accents and a late caesura, and the paren-
esis of the third line, conveying the witty aside of conversation,

inforced the effect of actual talk:

All thi

o th}ngs can tempt me from this craft of verse: -

The time .lt was 2 woman’s face, or worse— '
¢ seeming needs of my fool-driven land.

H i i
he o dismissing reductionisti L
fa?‘ej&l 1h1s I’c,)ng idealistic love of Maud GSOI;EEY, as “a wo
doree :;t;u}tle ,;au};ll, “Is %n the last analysis an endeavor to
human perfe t? e flying vapour of the world an image «
his st leph dc ion. The moral ideal he now strove to émbb% ;
yle had to do with wholeness and energy of PE‘rSoﬁéhtm

If you have revisited the town, thin Shade,

Whether to look upon your monument

(I wonder if the builder has been paid).

own person, but when he

Not that Yeats always spoke in his
longer those of his earlier

adopted other roles, they were no
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poetry, such as Aedh and wandering Aengus. He wasn

likely to speak in the person of . A NEW LEVEL OF ACHIEVEMENT, 1914-1928

ter Responsibilities (1914) Yeats’s poetry gradually consoli-
‘a third phase in a sequence of memorable volumes, The
| Swans at Coole (1919), Michael Robartes and the Dancer (1921),
he Tower (1928). In The Tower, which included such famous
as “Sailing to Byzantium,” “Ieda and the Swan,” “Among
ol Children,” and the title poem, the evolution was com-
If we ask why Yeats’s lyrics of these years grip readers so
we think of the intellectual excitement they gener-
heir depth of suggestion, human interest, emotional inten-
imaginative sweep and surprise, and vivid, supple, concen-
¢d presentation. But these or similar generalities would be
of many great poets. Yeats’s mature poetry was shaped es-
ially by threc fundamental tendencies of his mind. Symbol-
15 central to his art, for he assumed that symbols invoke,
body, or, perhaps, are identical with “reality.” Hence he
te poemns in which the entire poem might be described as the
eation and contemplation of a symbol; “The Magi” is an
xample. And he wrote poems in which he explored the interac-
1 of two or more symbols. He was deeply versed in the sym-
ic meanings that poetic tradition and occult lore had be-
towed on countless images and he exercised to the full the
mbol-making power of his own imagination. Images in his
etry that seem merely descriptive or incidental may, if we
nder them, disclose depths of implication. But Yeats was also
smmitted to the expression in poetry of what he often called
‘personality.” His poetry is to be read as the talk of a man
vigorously responding to actual experience, a humorous, unpre-
dictable, rich-natured man in whom we take a lively interest.
' Finally, his poems are shaped by his tendency to think in terms
of antitheses; in fact, this figure of thought corresponded, Yeats
Telieved, to the ultimately tragic structure of reality.
Between 1914 and 1921 Yeats wrote out recollections of his
life up to the age of thirty-five (later published as Reveries over
Childhood and Youth, 1916; The Trembling of the Veil, 1922; and
Memoirs, 19778). The setting down of these memories made the
happenings and persons he described more fixed and vivid in
his own mind and endowed them with symbolic meaning. About
this time he was hammering his thoughts into a “religious
system,” as he called it in a letter to his father. This “prose

A cursing rogue with a merry face,
A bundle of rags upon a crutch,

imd in such alter egos he also extended his repetoif
Beggar to Beggar Cried” (1914) was sardonic mockery
mockery. .Lady Gregory and other friends had bee;
unromantic, prudential advice upon him—take a vacati
his health, find a wife, settle down—and Yeats put sc;niauc

this into the mouth of a be
to the middle class: ggar who talks as though h

“Time to put off the world
and go somewher
And find my health again in the sea air,” )
{ieggar to beggar cried, being frenzy-struck,
And make my soul before my pate is bare.”

“An(% get a comfortable wife and house

To rid me of the devil in my shoes,”

feggm to beggar cried, being frenzy-struck, :
And the worse devil that is between i;ly thighs.”

But Yeats knew that he was not the b
S:f}fl atimi.stress IL;‘)r drank round a tav«:l?xf tﬁ?‘ifnéz gi}(liorfgtu ?:)e
letic joy.” He was not at all instinctive, di pont
1?15 in his emotions. Qn the contrary, he shﬁzﬁ;ﬁr ssé)éf:ll !
d1m;e.lf dreamy, sentimental, shy, timid, and uncer{ain'--.é
ﬁgﬁ :i:;% ;nd qualifying, and so little capable of instincti;ré ;
u e constantly paralyzed himself by self-analysis. ;
h;st;p;'t was, he suspected, .Utsually the main motive for whatey
he 1h, hI even do my writing by self-distrusting reason " 8
0111g. e argued that one should not “find one’s art b
Zzi ysis o_f language or amid the circumstances of dre
o ﬁ . live a passionate life, and . . . express the emotio
thatd nd one thus in simple rhythmical language,” he knew ¢
e deeper psychological truth was that his bold, direct styl
speech as from the active, whole man was a deliberate X }o,'s:
iv.ltiz;r:celfassumed, a mask worn. It was an image he heIdri; fore
o self, a role”he pia)fed, hoping he would become the role.
cuve virtue,” he said, “as distinguished from the pas

acce Vs ¢ i
ptance of a current code,” is “theatrical, consciously dr
matic, the wearing of a mask.” ’
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backing to m 7 i :
¥ poetry” was published in 1918 as:
as
Lunae, and expounds Yeats’s theory of tl'?e “nia".e
mealr(lt a character that is the polar opposite o
Irﬁ:ss z;ri)d §elf could be unified, one would experie
1es5 of being. The mask is also th i |
lustrious dead man” i e G
. ) who is most unlike the: livi
weaves his destiny. There is much about the A:z?m
hgrez!,t memory passing on from generation to ge 3
Y(;;vt ;r;.lz;g_es frlor_n the great memory enter the ind
o explains the complex fate of th 1 af
several phases it goes thro Citis o
: ugh before itis b ] '
he wrote his father - mordes Eoshel
, that “the setting it all i r hz
: gitallin order :
Ve;se, Iiiis given me a new framework and new phati i
. 01;1: 1;ee WInters, 1913-191 6, Ezra Pound acted 2
thr)gug Itla txflo poets sharing a cottage in Sussex. Poun
_ e manuscripts of Ernest Fenoll '
' osa,
ilr;trszagv:eadtbydva_hat 1;6 learned of Japanese Noh czi?a:ma
raditional and esoteric, symboli .
art for the few. The e hencetrts wens ot
. plays he wrote hencef
fluenced by Noh. M i i Bl ot Pt
: . Meanwhile, his ears f
o by No \ s full of Pounds
h('; izizndt t}wlfvrltmg, of spare, functional, concrete pfes' 1
he asked € younger poet to go through his collected.
ane out‘the abstract words and conventional metar
e was surprised to find there were so many. He set
natcifl age;in to clef“m up his style (from which he had been el
g the mineties for more than a decade), and thén .

could be seen in the first ; I
Hawk’s Well (1916): rst play he had written in six year

The m.ountain-side grows dark;
The withered leaves of the hazel
Half choke the dry bed of the well,

It was probably because of such ,

1 . _ : verses that Eliot, watchi
E;:Zg )(u::h;;ill IEB.Q have influenced some passages of ?’zngfmt
mOde, uded that at least in his stark diction Yeats.

o ALS . Wal

In i
Vivedl 3 ; St:}:edEaster Rebelhop against British rule in Irelan
ived Ye dream of a heroic Ireland and he wrote one of

poems, “Easter, 1916,” on this event. But as bloody ar(i'd“

cious w. i : .
ars raged intermittently in Ireland between 1919 an cal.

aking,

ywer was als
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first between the Irish patriots and the English troops
their Irish auxiliaries, and then between rival Irish fac-
he again despaired of politics:

We, who seven years ago

Talked of honour and of truth,
Shriek with pleasure if we show

The weasel's twist, the weasel’s tooth.

ing the Easter Rebellion, Maud Gonne's husband was
.4 and Yeats again proposed to her. When she refused, he
p_osed, with much hesitation, to her adopted niece, Iseult.
“also lacked “the impulse,” and in October 19147 Yeats mar-
Georgie Hyde-Lees. His way of life now became more set-
‘and he had much domestic happiness in his wife, his two
ren, and the bustle of a thriving household. In 1915 he had
rchased a Norman tower with an attached cottage in Galway,
far from Lady Gregory at Coole. During the next several
ars the cottage and tower were gradually made livable. “I am
» he wrote John Quinn, “a setting for my old age, a place
pfluence lawless youth, with its severity and antiquity.” At
cottage and tower Yeats spent summers with his family, liv-
within a symbol. The ancient tower recalled Shelley’s towers
hich sages and visionaries had dwelt; it brought to mind the
wer in which “II Penseroso’s Platonist,” as Yeats called the
rotagonist of Milton’s poem, would outwatch the midnight
ours, poring over Hermes Trismegistus or Plato. Seen from
, the midnight candle burning in the tower beside an open
k was an emblem of “mysterious wisdom won by toil.” The
o an emblem of many modes of integrity amid ad-
ersity—of the “unageing intellect” with its proud, embattled
sultation amid the “wreck of body” in old age; or of the aristo-
cratic past and those who still lived by its values against the com-
'mercialized, middle-class present; oT of the soul confronting
the desolation of reality,” its heroic defiance grounded in
nothing except courage. The “narrow, winding stair” of the
ower reminded Yeats of gyres or spiraling cones, symbols
which, for him, diagrammed ultimate processes of reality. Even
he rose that flowered in his “acre of stony ground” was symbol-

During the 192os Yeats read much philosophy, for he wished
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When he asked the spirits why they had given him their
es; they replied, “we have come to give you metaphors
oetry,” and Yeats reminds us that poets have often before
shed their imaginations in strange places. The muses, he
re'like women who creep out at night and give themselves
“own sailors and then return to talk of Chinese porcelain

to back . )
him fr011111p with 'readmg and arguments the triih:

and had mﬁzo;eric sources. He traveled in Italyi

cin pleasure in th L g

and mu € paintings and m
o1 seums. In 1922 he was namega Serat Eife
T}?% received the Nobel Prize ator
€ m Y .

compositi?)i Slfg mﬁca_”?t event of these years ..how

1925. 1 Canno 4 Vision, whose first Versior’lnhé .
work that ot here summarize this complex. ¢ o
about the sets fort;;1 his occult systern. In Asz‘s;'o

INexora ]_e c Cl . .

happen ycles of history that deter
}’eel;rl:; ai;dez;lch cycle starting over again ever e: n
phasés fr ow the ffYcIes revolve from Objectz wo
some ‘;Xteom 1Phatses in which men abnegate the'q
rnal reality to ph m,
take indivi phases, such as the e
twent;(:;:;iual Se}?fulﬁumem as their ideal R(;E?S... o
N ypes o PCI‘SOna]it " SCan
al‘e - y_twent s - .
fwenty ezght phases of the moon fo); “:;-1 eVe,n__ t-_h..O_ll
’ ere’s

e elaborated his esoteric system in the 19108 and 19208,
rmally much-doubting, much-qualifying Yeats was occa-
y confident that he had “mummy truths to tell.” A new
‘of address, which may be called the oracular, was some-
< heard in his poetry. One finds it in “Mohini Chatterjee,” In
everal poems spoken by Tom the Lunatic, in the “Supernat-

Songs,” and in the Crazy Jane sequence. The convention

4t gOVErns our response to oracular utterance in literature is
at the truths imparted are ultimate; no equal countertruth can
summoned against them. Hence the orade, however brief

obscure, is spoken without qualification and accepted
hout question (unless

there is the question of what it may
iean): “Fair and foul are near

of kin, / And fair needs foul,”
en dance on deathless feet,” “All things remain in God,” “All

stream that’s roaring by / Came out of a needle’s eye.” Since
ginally the gods were thought to be the source of oracles, the
de of address presupposes an unchallengable, mysterious
thority in the speaker. Naturally, therefore, Yeats was usually
nwilling to voice oracular sayings in his own person, however
ch he wished to do so. He invoked, instead, the poetic con-
ntions that put nlumate ¢ruths in the mouths of Eastern sages,
fools, children, mad persons, and the like. The Crazy Jane
pdems differ from the others cited in that they include voices
ther than Jane’s and much that is spoken or implied contradicts
or qualifies her sayings. But no reader finds that the Bishop or
any other countervoice opposes Jane’s with a truth of equal
quthority, and the function of debate and jrony in this sequence

to exhibit and enforce Jane's intuitions.

[hﬁ‘ fa the .
te of the soul between death and reixf(c)ur e
arnati

more complicated than it was i )
ore s in Per Amica Silentia
das ai‘z:ilrfgzts ‘Lhe autho1.“ of 4 Vision is to be;?;tf:;?a'
et e ﬁzat ere marned, Yeats discovered that his
psyebic and ths spirits spoke through her, at first by m
After three ye?r%s oa;“n;iuizliltesoby st e
Ater @ mimunications .
numbfii:yo?;)lt:tb%oks of autoxpatic writing a,n(}ima fx(‘ji:::"
e o m'ff“:e OP(?kS recording what had been dictate
it the commusions ire sl st ot
itk € actually spirit s
natur§1 o I;ilfaﬁ;‘;ltli, at least publicly; perl}lfaprg thsei:ea:\ttsargés o
e Sxplanan }(l)n; for the sa?yings that filled the noteb .
b e i wt net er he behf.:ved in the doctrine of hi
written, but sometif;fee: :ofzﬁ‘;dy e eved Whét Sh
e b . sometimes | :
e }tfhat hi:oj};x;ﬂ;nes metgphorically. Perha;sis SEZOVI\I::EII&E Ve
had as much to f cine ﬁctlol_l”’ to use Wallace Stevens’ pl -
pad as m enoughec}(:mmend it as any other. And if onz"
cystem ayia tha,t he would have entrenched himself within h;
ot waying that) € was a man of the seventeenth lunar | .
ghts that came to men of that phase musrzljernlj

A SYSTEM OF SYMBOLS

ic system on his poetry was on

A larger impact of Yeats’s esoter
This aspect of

: his symbolism and the ways in which it functions.
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and symbols place and interrelation within a compre
system. Thus, it tended to make even more dense and
the associauve interconnections that had been impor-
the effect of his poetry from the 18gos om- Whoever
any pages of Yeats's VETs€ finds that any particular poem
€5 greater depth of suggestion because it brings other
of his to mind. We encounter the same oF similar images,
s, symbols, and autobiographical references in different
ms. We associate them, and the associations thus gathered
an image through the whole context of Yeats's writing
vertones of feeling and suggestion in the particular con-
1 the opening lines of “The Wild Swans at Coole"—

his art is ..
probably the chief si .
singl
gci)wgr and appeal of his poetry, aig ;Q_U
I {;g‘l:;ng symbols he now deployed: th?e’ bir
on a golden bough j light: 1

e gh in the starlight;: :
wolfllcll 1;:;1;; and head of a man; Chilrgllelst;til ege:
L a carved piece of lapis 1 Bt

igest I;)r spiraling cones; the mogils V\?ig:l}t
and ‘iigleixl‘ld ;equ;ence from hunchbac{{st'

e final ones. The thinki

ci inkin )
ima;gnztt”ithese symbols; it also exercigec;lué'g'

magina on to a heightened ingenuit aﬁdn
eats seems most subject to hoc)ils pde -

-pocu

The trees are in their autumn beauty,

Crazed through much child-beari
The woodland paths are dry—

The moon is staggering in the sky

or,
He holds him £ '
TOm 1 - . . .
Primordial Motherhgsillrfe , all but stops his bre ¢ first line might have come from 2 typical Georgran poem of
or orsake his [imbs; ture appreciation. It has no special reference for habitual
’ rs of Yeats. The second line continues the Georgian nature
ription, but in this Yeatsian context it also activates vague

clevant associations. The stress by rhyme OR dryness does

uggest merely that the paths make pleasant going. The dry
ods where the aging man walks contrast with the water of the
where the swans drift, and the contrast may bring to mind
it Y eats associated water with mortal and physical life, dryness
th wisdom and death. Straight paths are symbols of abstract
ellection in Yeats, as in Blake, and the paths of imagination
d Jife are winding or ¢roo

Th ¥ | Or
€ ngeSI the gYI'ES! Old Rocky Face ].OOk'f
* bt

C S
1sm llad. beell leSS pI ()IIlIIleIlt. Ihe laI gEI 1 ()Ie It now:a
Cq

. .[
. - f 5
{

ked. But the dead ma

a poeti
arlljimal;: ’I}lae;h’ﬁ(f)ga?seclﬁf gtig'eloped in the 18gos. Thatthe
’ e is symb . - L AdbLo
came fi : ymbols i =
e from Celtic myth and legend war; Eolxi:tifpf}f md €E nding path from their dry realm o the watery realm of gener-
IR .
: o
n many other poems of Yeats,

Such Celtc figur
es
valley of the ’Elzck ;1; fﬁi?ggs a;CuchuIain, the Sidhe : I;l.e swan figures prominenﬂyi
readers. They brought to minzto;i;dwr;? aSSOCiatiélﬂis o I as “The Tower,” “Nineteen Hundred and Nineteen,”
eVer suggestions Among School Children,” “Leda and the Swan,” and “Coole

first pinned
to them and th
us contradicted hi :
ed his theory of ¢ ark and Ballylee, 1 ggz.” Inoneor another of these contexts the
such things as youth, passion, and con-

symbols should functi
i‘i”;léium, or the SECOiZHCi;%?IgEl zfetile swan, however, o wan is associated with
PfiVa;tzrxl;lie:;i? though Yeats Chargedyrggif V(\)Tftlzll much. quest, the animal as opposed to the human, being as opposed to
vated gs, the familiar and traditional esote knowing, and the solitary and defiant soul as opposed to noth-
) ones are als ngness. All these associations make a resonating background
for any poem in which the swan appears. Or, to take 2 final in-
hen the poem refers to the

«eda and the Swan,” W

he writ v ar
iing of 5% 1 .
I g A Vision gave his ideas, memori . .
1es__,_ st f

g3 W&WMM&W
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(‘b : :
urning roof and tower” at the fall of T-i“o -
Feoy. w YEATSIAN TALEK

atever else might be said of Yeats’s mature poetic style,
of his poems give the impression of talk—pithy, usually ex-
talk that confronts us with a personality. He labored to

this impression, and the human interest it generates is

lito L4

tm;rver ithlylee, the defensive guard

o ers, the towers from which Babylonian a
stars, and the towers where smdents;.’s's'

sian talk had a large influence on

elation is associated wi
with fire, so th L
suggests the diSintegTatj()n : ’ . at thf? b ource of his appeal. Yeat
in a quasi-sexual violence o . ger poets froripMaseﬁeld to Auden, although his style of
individual and does not resemble the imi-

tion.
01?1;, llsﬁfi ca)l;lo ;s];ggf:sts the sudden destruction of
or wisdom. Col.;t1 it suggests further that the disi
dest e in or with a moment of supen
. P
After ' b
making c:: 119 1S4m§](;eallts 8 poems typically combined ¢t
" ! sonal or dramatic
N i«;;llslzllée:lrllil v:)gforc]:;_lsly rooted in actual life. Hit;;:)l o
pmself and Ch.lé) jects, places, and persons he :
Crovons e :: ren, his house, his grandfathér
oregory’s dem ;ne at Coole,. the lake and swans t=h e
nese brougi'lt 1 EYen the bird’s nest at his window
pow brought mblsl mind dense associations and we
sombots fromn ymbols. H_e‘also continued, however
Htasy, o poetic tradition, occult lore, and his
n Sim,p " inVe 1Zended now to handle them differentl:
e 0 ctle and clonte‘mplate them but also talk
or dramatic voice. He had done this to som

talk is strongly
ons of the colloquial in Masefield, Auden, Frost, Stevens,

n

' pound, Williams, and Marianne Moore.

jalysis will show that in syntax and diction Yeats's lyrics can
ite remote from actual speech. He inverts normal word
der, suspends syntactical constructions, and involves himself
xtremely complicated grammar. How much he cared about
onomy and rapidity of presentation and how litlle, if he had to

ose, about keeping dose to the spoken language, is obvious,
ecially when he puts words in the mouths of unlettered
sons. Crazy Jane deploys absolute constructions and the sub-

ctive mood. Yeats pursued concreteness of phrasing soO
erly in his mature VErse that it became a mannerism. It is
enerally effective, but not as an approximation 0 talk.
that ridge lived Mrs. French,” says the speaker in “The
ower,” and the simple, direct words are colloquial English.
She was having dinner,” might have been the natural next

rase, but Yeats composes 2 picture instead:

eyond

and once
candlestick or sconce
hogany and the wine. . -
able™) is typical, and
secure a greater pat-

speake 1
C};pt’ rl(;;ec():f 12-3 polems celebrate or query the symbol;
considerati:)ns, I())I;tzﬁl Er;t‘,cuizllilgée: Oc;"'f(iiomplete o
conside : o different symb
the ;rl i tiir;(;«te S‘zm;h dth}t; symbols in ways thatycreise
buman it huma,n :;a ttl e symbol becomes only one elemeér
drama o “Byzantiumc” ons. The difference is approxiinétei
in a mood of intens’e ;\}’iie;ii}el;tSYmZOIiSSbEheld ndde
in 2 mo , and “Sailing to an
peher: p(il: I;pt:ﬁc:r, not the symbol, is the pri%narnyYczigfs.
et Do, Ogn . frates intense (%ramatic and human inter
the expression an old. man in a moment of emotiona
al crists and choice. e

When every silver
Lit up the dark ma

The metonyny (“mahogany” instead of “t
the effect, as is usual with this figure, is to
cularity and concreieness in the image. His substitution of con-
crete for generalizing diction contributed to the compressed,

polysemous language that 1s one of his strengths. The lines in
Leda and the Swan”—

A shudder in the loins engender
The broken wall, the burning ro
And Agamemnon dead—

s there
of and tower
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g strong emotion. At the

ressin : :
nse verve and force, eXp o < with LA

The Tower” he does not tamely
‘Plato’s philosophy: but,

1 mock Plotinus’ thought
And cry in Plato’s teeth.

imply that the rape of Leda brought in the fall
cycle of Greek divilization, but imply this in af
Economy, speed, and concreteness were gene
that tended to conflict with Yeats’s wish to crea
talk, and yet the illusion is strongly created; I
must think again of the ways in which his-poe
them, are presented as what Yeats called “persc
as the words of a man speaking amid the actual ¢
his life. He describes, to repeat, his home, childre
friends, possessions, memories, plans, and doing
and other ways activates the familiar Romantic con
the poem puts us into direct contact with the write
of Yeats, like that of Shelley, Goethe, or other:Re
fords a special type of pleasure, besides the pleasu
itas art. We take an interest in the poetasa persom. As
vention prompts us to read the poems as spontaneous
as tumblings-out of thought and feeling as they co
Because the poem is read as spontaneous eXpression
of its form includes an appreciation of the natur
germination, development, and resolution of the.em
trains of thought it embodies. The development may
gressions, unexpected amplifications, parentheses;
turns of feeling, sudden introductions of new mate_ri_a_l
like, so long as these do not violate our sense of psycholo
probability.
“Talk” seems an appropriate term for most poetry.-witht
system. of conventions. Whether or to what extent a poet's
of language actually correspond to those of informal:speech
not necessarily important. What matters is that th
creates in the reader the presumption or illusion of he T
overhearing talk, and to this effect such things as a personal sub
ject matter and an apparently unpremeditated progré's's;
thought contribute at least as much as a colloguial idio
subject of a poem is “The Stare’s Nest by My Window;"
sume that the mode will be talk, and it would require a consid;
able degree of artifice in the language to dispell the illusion tha
it is talk. And we should keep in mind also that although “tal
implies informal speech, it need imply no lowering of men
emotional intensity. .
In Yeats the scale of “talk” is generally excited. His phrasiy

1 old man is not merel?’r “a coELIF k;p;z
vided with a syattered” coat. o
¢ through syntax appears esp

grammatical structu.res,
and his accumulations
eight or

Sailing to Byzantiu'm” a
ck?; the scarecrow 1s pro
on of emotional excitemen bro
in his interrupted or um.c:oaf{npddress
e e T?iii ?n ieries c:f from two to
ords, phrases, or C&

te. “The Tower” begins with a question—

What shall 1 do with this absurdity—

h is interrupied by an apostrophe—

O heart, O troubled heart—-

1 1 izing. The sentence
1 shift is typical and ener%)lsuriity”#

: dde a i
ea in apposiuon to -2

atinues with phrases !
. this caricature,

Decrepit age that has been tied to me
s 1ol
As to a dog’s tail:
glish Romantic poets 2 tendency to

1 inate clauses oY
i1 business of his sentences in subordi s
e onal 1 constructions. The con

appositional or participia o' e i the

- . . I .
y]. . C AINS
f it € Ilal clion O ]:he I OwWeY ontain

 perhaps Yeats had sucll

o i ex'ampki:ls Ofns‘l‘lf:.h(}glrel‘f:fIntroduition for D/{?Iiogzd
o e mml(i ¥ filI;s “powerful and passignate syn“tax. e
B e Lo e twenty years ago” that 1 orde_r to mnorma1
diSCOVered e coincide with that of passionate, I !
language O“f poetrly omentum in the syniax’ was morg imp >
oy natilzitir?s of diction. The unusually Exaﬁu Co}: 1{; "

i nt for

: : Yeama;c:zleli“;n ;ge?sicr?lli)st of whom linger

i typically Ro-
_Yeats makes a all -
olle g “all,” “every, —any,

eats shares with the En

sionate character ©
that would embarrass other
‘more in lower ranges of em o s a
mantic use of such sweeping




504  THE BEGINNINGS OF THE HIGH MODERN WILLIAM BUTLER YEATS *
“everything,” “everywhere,” and the like ";as i
man esteems / Endures a moment or a d,éy '
from a Play”) or “and everywhere / The céfé
is drowned” (from “The Second Coming”). Si
his rhetorical questions and his huge hyperbol

To leave some monument behind,
Nor thought of the levelling wind.

ad no reluctance about using the more artificial figures
etoric; in “Sailing to Byzantium” one finds oxymoron
g generations” ), apostrophe (*O sages”), antithesis, and a
rich assonance and alliteration. Tom the Lunatic implau-
nchudes his oracular utterance with a chiasmus:

I need some mind that, if the cannon s
From every quarter of the world, cani sta
\A\Tound in mind’s pondering e

$ 1M ies 1 i

ummies In the mummy-cloth are wo Nor shall the self-begotten fail

Though fantastic men suppose
Building-yard and stormy shore,
Winding-sheet and swaddling-clothes.

and extravagant gestures—

Arise and bid me strike a match
And strike another till time catc

Poetry of “personal talk,” as Wordsworth on:ce :
as talk all the more to the extent that it seems to b
toward the colloquial from norms of 1."Joetry—.—-noomr
Fhange from generation to generation. Such norm
in the mind of every qualified reader, but they can |
to a greater or less degree in different poems: If
seems more effectively talky than that of mos.t. ot
poets, one reason may be that it is actually less s0 Th
ally poetic is strongly present; therefore, the devi-a on
talky style become noticeable and expressive. His yer ;
the most obvious example. Without going into innu
tow'aches for.particular effects, of which he was m
mlghF describe the general impression of his versifica
pleasing _awkwardness—pleasing precisely because'it .
personality and sounds like speech. He rejected free >
he “fa?Fed a regular beat in the background as “an e
Eoss1b1hty, an unconscious norm.” But he haurldlél e
tional meters with uncommon irregularity. Generally s ..
the roughening is obtained through frequent spondies
feet, inverted feet, hovering accents, and unusuall Jate
caesuras. His diction is stylized through words 211131r h'ea '
are not apt to be part of anybody’s speech nowac{)air )
}:out,’dolt, aye, cosseting, twelvemonth, “rhymer” foryS
day’s declining beam” for sunset. In “Nineteen Hun%re:

hecause they interplay with such stylizations that his collo-
idioms and homely metaphors come with special

23

_his “maybe’s,” his contraciions of “is” or “was’ to “’s,
xploitations of “dog’s day” and “go pack” in “There’s not 2
ghbor left to say / When he finished his dog’s day” and “It
15 that 1 must bid the Muse go pack.” And, finally, we may
note the fact that he did not always speak as “Yeats” amid
circumstances of his own life. Throughout his Jast twenty
§ many poems were composed in accordance with a dif-
nt convention; they contrast with the poems of excited, per-
nal talk, and each kind highlights the other. As much as he
sed and wrote the Romantic poetry of personal utterance,
ts also asserted and exemplified that a writer of lyrics must
eak in some traditional role as lover, scer, madman, shepherd,
eggar. “1 commit my emotions,” he said near the end of his
e “to shepherds, herdsmen, camel-drivers, learned men,
iltor’s or Shelley’s Platonist. . - . Talk to me of originality and
will turn on you with rage.”

THINKING IN ANTITHESES

A further source of the human interest of Yeats's poetry is the
nany-sided debate with himself that runs through it. To say
Nineteen” rhythm compels us to pronounce “wind” ‘hat the debate is about is not easy. One urgent question was
long “i” that is traditional when the word is ;:m e ‘hat sort of person to admire, what sort of person to be. He
mocks the “great” who toiled a xhyme Word : carched for models. His poetry holds up for admiration and

criticism a numerous collection, including Lady Gregory. Swift,
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spnotations of passion, nature, youtl, body, beast, and so
ombining knowledge and power, the god in the form of
s a symbol of antitheses reconciled, and the antithesis
Gses at the end of the poem is that between the supernat-
d the human. The supernatural is whole or unified
d the question is whether evenina feeting moment the

is capable of such completeness.

hetical thinking accounts for much of the complexity and
sefual excitement of Yeats's verse. 1t made all his attitudes
ent. Youth was ignorant but passionate. In old age the
ight “clap its hands, and sing,” but the heart had grown

The Coming of Wisdom with Time,” though published in
d can be discussed as a

is a good examp

Ber i
i the (i o ey Jane, B
and o : carved in lapis lazuli. Ther
Occuheg; i(;lrnsfl m‘ ‘wh1ch he represente(;? Efr:as
ool et t,h 1(_: norm‘al active man,” t :
e e ke L images for b g
ideal st s all were admirab
ve pogzzi:; gzr stzt.e‘s and could not all ber ?I::::o'
he posscss the t.a itionally ordered and ceremo:
life, even its leifnlézs ye(gsggw wnd aio e tm
. ess, embodied in Jane
‘I‘)p ;:zzfgihctohe w1sd”om that comescvl\:tzlrz’gas
Dassion or cc Caiﬂguest of the wild, sexual svgén m
And how could erei or Platonist in his tower as
Jhormal active 1 an abrgad in the world? Tpl
years | igng;re :En to strip these figures o.f na
ities—to ign. aLffairat in actual life seers may also h
an oustness aftal s—gave them greater impac"é '
The values Yeatslg(v)\:"efit(i)lrflﬁcm': A L
o e as opposites include na
rou! Creativgée,v;c;dy and soul, passion and lxllg:d?)a ;
ey o v ence and order, revelation aiién
poetry and thaft)(;)r;mblhty, and time and eternit “Th
antithesis is that be éween antithesis itself, as the );I.ioféf
of buman existen '},l'and a realm or state of being ir
antitheses ar hadm ilated. For each of the amtitfgil
morec Cor,mmd many synonyms and symbols “ACPIC
es with the antithesis of passim.} ant;tigxlffn.o
3

le, for it is short an

Though leaves are marny. the root is One;

Through all the lying days of my youth
I swayed my leaves and flowers in the suf;

Now 1 may wither into the truth.

to's and Yeats's antithesis of the many and the one, of con-
. natural life and the transcendent idea are here associated
th the antithesis of youth and age. To grow old is to move
o the many to the oné from deception O knowledge O
1th. But deception is associated with motion, light, and life,
4 truth with darkness and death. Yeats himself sought truth
he messages “preathless mouths” brought from the grave,
in this poem the association of truth with darkness and death
serves, nevertheless, its full, fronic force as a grim reversal of

hat would be expected. The poem presupposes and exem-
lifies in & metaphor that youth and its Thyming term, “truth,”
re both ideal values and yet each can be realized only at the cost
f the other. The typically Yeatsian premise leads to the bitter
mbivalence of “wither into the truth.”

Bodily decrepi 1
pitude is wisdom;
We loved each other and wer:: ?g)z(r)lrgam

and this antithesis i
. 1s inextricably 1

The antithes: \ y involves th. i

power anillei;ls of passion and wisdom closZ} of youth anc

nowledge in “Leda and the S\Zalf?’emlljles .

, where:mn

closing lines the
speaker asks wheth
er the raped : i
girl put-on

knowledge” of the swan
YEATSS LAST DECADE:

with his power
«THE HEROIC CRY IN THE MIDST OF DESPAIR”

Before the indi
indifferent beak could let her drop.
ife, from the publicadon of

¢ eleven years of his1
g, Yeats continued 0 write

During the las
& to his death In 193

1 he th b . ]92
l al h ailllt}les S restates t O €rs m a (111161 ent fI&IIle Of I
i he 1 owe

€11ce, 50 Ehat. 11 thIS i eatsian contex ower bIlIl s to IIuIld
’ t p g
alS

T T
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as much and as well as ever otal
! . Among hi )
‘}?EZIO.d are th'e’ Cr.azy Jane sequence,gthe S“;,? : 11)‘}
o pis La.zuh, eight plays, and a revised...éIzi ¢
937). His last poem, “The Black T " .
days before he died. e

Fifteen apparitions have I seeny;
The worst a coat upon a coat-hanger.

mystery and fright” of the inevitable end was never far
is mind. But a doomed heroism, a hopeless battle to the
had always been the heroism that moved Yeats most

seemed n ivated in hi r |
e faﬂinea; Hre cultivated o his povtey & hetot s ply, that most addressed his sense of man’s case.
sien] agn : ody ;;rlld the “approaching nigh 7
1d sexual vitality, life in all its coarseness
P . y. lite in all its co -
ti(;l(li(eyti:igld :}?:i;g}i)z;mon a::?(;, v\frisdom, e an(();::‘:éfn YEATS AND THE MODERN MOVEMENTS IN POETRY
; poet felt forced to cho :

(C:hoze, with defiant incongruity, the life c());ebt:)gﬂ o
t}(l)n usion of the desiring creature in the realm f

eme was elaborated in many aspects. He felt that h

tion, as an Old man, was qu » }’
2 1et, alld- m f&. Pra Er I0Y 1

“he long career of Yeats is sometimes said to reflect, in its suc-
ve phases, the development of modern poetry to the 19308.
¢ statement is an oversimplification, but a suggestive one.
ydernism did not come about in a sudden revolution, but in 2
ficult, gradual gransition. The starting point is the poetry of
¢ later nineteenth century. This is trie not as a vague general-
ization, but as a biographical fact in the lives of the poets who
eated the modern revolution. Eliot, Pound, Frost, Stevens, and
Williams, along with most of the less important poets of their
generation, started where Yeats did, as devotees n youth of the
nglish Romantic and mid-Victorian poets and of the gen-
ation of English writers—Swinburne, Pater, Rossett], and
VMorris—that had come of age in the 1860s and 1870s. Their
arliest poems were composed out of feelings and styles they
ok over from their predecessors.

The first distinct identity Yeats imposed upon his poetry was a
eltic one, and the Celtic movement in. Irish literature was 2 be-
ated Romanticism. In London during the 18gos he was friendly
ith the avant-garde, the poets of what we have called ars ViCHriX,
nd the attitudes of these poets collided in some ways with his
Celtic Romanticism and began to transform it. In his Celuc
poetry he wrote ballads of peasant life, he expressed the folk
“ imagination, he described a natural landscape typical of ireland,
he voiced nationalist sentiment, and he spoke, although
- disguised as “Aedh,” of his love for Maud Gonne. But so far as
- he was a London aesthete, he could not wholly approve of such
poetry, for he believed that an artist must work only for the
small audience of his peers. Art was the shaping of an imper-
sonal beauty; it had nothing to do with the folk mind, nature,

Xhat I. may seem, though I die old
foolish, passionate man. ,

Rei i
ncarnation was preferable to Nirvana:

I am content to live it all again
f:lr:d yhet ?gain, if it be life to picch

o the frog-spawn of a blind s di '
A blind man battering blind menxlfn s citch,

Yeats often reviled life as he i '
o . portrayed it, for th
goems 02:,51;1;1;1 2’;(3;6 trlump_hant_his life-affirming cry.e T‘;;
poeins on sexual th :mes written 1n.his later years provok.ed:-m
e o rﬁe pomti of view. His typist refused in tear
b copy Lt e ut ”e Sw.an ; at 'the other extreme, T | :
o explain such por an mpressive honesty. However . el;
Chn explain su nfa ergls, tbey expressed his defiance of old
e ne iR g " IZ e said of his many poems praising. i}
ollame n wwarganrcl1 gfs, and‘every sort of turbulence up: Lo
ol rmian o fe creative revival of civilizations. They.
o praise o ¢ ty s lfe,” as Yeats said of the Crazy Jane !
gh "itis a dry bone on the shore that sings the 5&??;

Such i ;

it was d;g;ﬁ:(liltlﬁznﬁ:g :lfe was heroic, he felt, precisely beca
. een AN .

worst wa bimself ir. 1 agelzfnany apparitions in his life, but the
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politics, or personal life. In this phase al et
repres.c‘:ntative, for the aesthetic movement
rr%org mﬂuf;‘nce on the Modernist poe.ts." Har
nfg . .Pilrtla}larly it transmitted a sense o
fhe ir;tt,l Ozilb:);ou; and m%ngte craftsmanship a
MeanwhﬂeaF t hf? poet is inevitably alienated from
that supernaéullr*lal lseiclliltcilgsofothfi OIS:CUR Yea .
that st u e invoked t
v ci:nt ;ln th_e, 18gos Arthulj Symons instructed: him
and | I;-,orles of Baudelaire, Mallarmé, Ne
othe hisr;z‘r;h };;:e;s;slr:; ;aj«v a Cc{:oincidence b we:
o - He w vinced that he could see
sa;s;thc;i:ivileoepglzig m th(le arts. Literature siﬁci’.
said, b directionescendmg the stairway toward ordina
e o was now reversing itself and: poet .
doning realism 0}: t‘}‘le evoca:tion of “essences and.
cymborea ar:s the “symbolical movement” and ex
e gouid be evocative, subtle, and Tem
e ot ne wavering, unemphatic, and drga
clent sym mmfu 10‘f secret meaning for the adep’t’
e i (;p; ation of .symbols in twentieth-cen
ot e ro(rin multiple sources, and Yeats was
o ot pra(:}t)ien efnt source for most poets. Nevertheles
theory and tendece_o §ymbohs.m kept him in touch with one
The new centulz;lii;i? ::te ?:eth(i—century literature. -

olh : ’ r advanced when the pr
uner a}:;l}éa;culs“]tn}i;th?ls decided that “we possess notlrzngr- ﬁerﬁh
will? and 1 Cumvz)lrt fiom the hollow land of sentiment and va
spoken language I?Ietg”zvtlvzglfrllytp'hrasi e rhYth .. o
e -He . riurmph when, revising a .
‘}?W g;thﬁafioilé(i lefvork creaking shoes” and “1iqu§:i12:£§b§)
ot arti;};rfry abstrgct passage.” He resolved t
e o ;ﬁ:y rz:ggc;rlﬁgci and dfeeling without robin
them ' ; vyrics descended airwa
tramfiljl,na:;iind:vvaelt In zest or scorn on actual exti?tiﬂiilm%

He was still repellseléof);oiilé %iiiscﬁid _HO; b?gin e Fom fbse“

He was sdll d b anical” logic of Shaw,
one Sh]i)nlzng.eg éodlifgm n e;) dreax_n asa sewingg;achine, Z;';CEEO
and shining. He did not abate his scorn of science, newspa '
, and the middle class. In his personal Iiff:,pasP op

d to his lyrics, he remained devoted as ever tO the occultand
olical. Nevertheless, the change that now took place in his
makes it possible to align him with such other figures as
- and Hardy and to 5ay that in these three poets & typical
e of the age——what T have called the reflective, vernacular
m of actual life—reached its finest development. Such
try was often written by some of the Georgians also, and 1t
continued as 2 live mode in England to the present day.
etween 1912 and 1916 Yeats saw much of Ezra Pound, who

uded Yeatsian doctrine in the principles of “efficient” writ-

that he spread abroad as Imagism. Pound revealed to Yeats

at his rejection of poetic diction and dreamy sentiment was
odern.” He told Pound of the existence of Joyce and doubt-
45 heard much from Pound of Eliot, Wyndham Lewis,
udier-Brzeska, the Image, and the Vortex. Although inter-
sted in these figures and movements, Yeats kept his humorous
istance and continued to prefer the Pre-Raphaelites 10 the
ung Modernists. Nevertheless, Pound helped him to reduce
il further the density of abstract terms (beauty) and conven-
onal metaphors in his poctry. Although Yeats never shared the
resolve of the Modernists to represent the contemporary, urban
world, he put medieval and legendary Ireland behind him afier
goo and forced himself to articulate 2 wide range of “unpoetic”
frank language. These transformations re-
pelled some former admirers but extorted praise from younger
poets. “There is a new robustness,’ said Pound in reviewing
Responsibilities (1914),and «there is the tooth of satire which is, in
‘Mr. Yeats's case, too good 2 tooth to keep hidden.”
~ In the 1920s and 19308 Yeats, now in his fifties and sixties, Te-
“mained a contemporary. His work was of such kind and rank
_that he must be placed among the greatest writers of the twen-
< tieth century, with Joyce, Mann, Proust, Kafka, Rilke, and Eliot.
. He shared their ironical vision, for he contemplated buman life
_ in relation to remote, largely anknowable realities that wholly or
. partly determine individual fate and history. And yet, although
the human so often seems dwindled and futile in his perspective,
the characters and lives of men and women fake 01 depth and
significance by becoming symbolic or mythical. Sometimes in

these years his poems dwell on the shocking, horrible, or gro-

Tesque, particularly in connection with his sense of the violence

amotions in spare;
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;i rlil(ljs(;ory. '.ll;he vision of life that dominates his p
may best be characterized ic i T
T as tragic irony::1
vision for the reason gi o ot
: given: he sees that the struc
tence will inevitabl o efont
- y defeat human wish and
. effort
gﬁgic bfrcause, whether his protagonists are Crazy jé:'
W'akteéji?[’ Rocky Face, Ribh, Tom the Lunatic; Th
icke an, or Yeats hims ey
, elf, we feel that th
sense above us, richer in insi , i
‘ , insight, courage, or experi
sight, ; eriexn
g;c;sll;;::nce and depth of his Romantic belief inpthe.f) 5
puman greatness that most essentially distinguishés-’-Yé"
other Modernist writers we mentioned o
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