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i

This thesis aims to demonstrate the ingenuity with
which Yeats used the Noh plays of Japan in order to create
a new kind of pléy. It is the contention of the writer
that Noh was never for Yeets an alien convention. »In it
he recognized a dramaturgy that he had been prcjecting for
years, but had never been able to fuse into a play. It is
further contended that even with his first enthusiasm for
Noh, Yeats never seriously undertook to reproduce a pre~

ribed Noh formula; rather he selected those principles of
construction thet he had long searched for and combined them
with his own metaphysics to create a new drama.

Chapter I outlines Yeats's dramatic aims in order to
establish thaet the realistic stage was inadequate for his
purposes.

Chepter II outlines briefly the most important features
of Noh plays and demonstfates that in Noh, Yeats found the
dramatic ideal that he had been projecting in his own essays.

Chepter III is transitional,’ It provides definitions

for the particular terminology of Yeats's symbolism, and it



iid
gives a frame of reference for the examination of specific
plays in the next chapters.

Chapter IV exemines AL the Hawk's Well in order to

determine how literally Yeats used the Noh conventions, and
demonstrates that Yeats did not imitete a Noh formula, but

that he ada

e

ted certain principles of the Noh for his own

pUrpPoOSES.,

Chapter V examines The Dreaming of

the Bones as an

experiment with the Noh theme. An attempt is made to demon-
strate that while this play is similar to Nishikisgi, a Noh
spirit-play, it is not & re-creation of it. To show that
difflerences in philosophy and culturel traditions would make
such an imitation impossible, a brief outline of Yeats's
concept of reincernation is included.

Chapter VI examines two plays, Calvery and The Resur-
rection, which begin to use Noh more creatively. A compari-
son is suggested between Calvary and another form of Noh
called the Noh of the Mind.

Chapter VII attempts to demonstrate Yeats's genius as
& creative artist. Tt exemines three plays, A Full Moon in

LY

Jarch, The Words Upon the Window-Pane, and Pursatory, as

logicel outgrowths of Yeats's earlier experiments with Noh,
and shows that although the externsl features of Noh disappear
from Yeats's work, the internal structure of his plays is

still thet of Noh.
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CHAPTER T
T SEARCH OF FORM

During the ﬁinter 1914-15, Yeats, with Ezra Pound who
was at that time acting as Yeats's secretary, had retreated
to a smell cottage in Sussex,1 Besides the work they were
doing together, each was engaged in a project of his own.
Yeats was correléting folk-lore and data of the occult writers
with épiritu Listic mediums for an essay which he eventually
published as "Swedenborg, Mediums, and the Desolate Places®.
Ezra Pound had begun to edit Professor Fenollosa's manuscripts
and translations of an austere form of Japsanese drama called
the Noh; Yeats became very excited about these plays, for
here in traditional literature was a theatrical form based
on the drematization of supernatural phenomena. His enthusiasm
for the possibilities that Noh suggested for his own drama
comes out clearly in the Introduction which he wrote for Pound

<

and Ferollosa's book, published first as Certain Noble Plays

of Japan.

. « » with the help of these plays 'translated by
brnest Fenollosa and finished by Ezra Pound'! I he
invented ¢ form of dreama, distinguished, indirect und
symbolic, and having no need of mob or press to pay its
way-~an aristocratic form. When this play and its per-
formence run as smoothly as ny skill can make then, I

1R10h9rd Ellmann, Yeats: The Ma 1 end the Masks (London:
Faber & Feber, 1959), po. 215-217.
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shell hove to write another of the same sort and so com-
plete 2 dramatic celebration of the life of Cuchulain
planned long ago. Then having given enoush -performances
for I hope the pleasure of personegl friends and a few
score people of good taste, I shall record all discover-
ies of method and turn to something else., It is an
adventage of this §ob1e Tform thet it need absorb no
one's life . . . .

Yeats wrote these words in April 1916, shortly after

the premier performance of At the Hawk's Well, his first ex-

periment with the Noh form. In guick succession ceme The

Only Jeaslousy of Emer and The Dreaming of the Bones (both

finished in 1919), end Calvary (1920). All were explicitly
Noh experiments, later gathered into a single volume called

Four Plays for Dancers (1921). In fact as it turned out,

£

Yeats never did put aside this "noble form.™ All his sub-
sequent plays make use of, and build upon, the principies
he had learned from his Japanese model.

In order to understand the impact that Noh had on
Yeats it is necessary to look somewhat closely at his specific
dramatic ains s projected before 1916. When we read his
essays written just after the turn of the century, twb
points hit us with equal force: he wanted a distinctively
Irish theatre, and he considered a realistic stage inadequate

for his purpose.

20 m . : |
W. B. Yeats, "Introduction to Certain Noble Plays
of Jepan,™ Ezra Pound and Ernest Fenollosa, The Classic

Noh Theztre of Japan (New York: New Directions, 1959), p.

151.
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Broadly speakinz, Yeats wanted to creste a theatre

that would be a sociel force in Ireland,j Tt was to be a

national theatre that would stir the imscinations of his

. . 4

fellow-countrymen and replace the materizlism and scepticisnm
of moedern Ireland with the passionate faith of former timesob
It wes his conviction that a drama thet did not move the
people could not be a national drama, and he early realized
thaet to move the people, an artist must "find the passions
emong the people,&5 It was for this reason that he used
Irish legend in his pleays.

Althourh Yeats was later %o becomé disillusioned about
ﬁhe possibility of achieving e cultural unity for Ireland,é
it wes precisely this unrealistic dreem that motivated his
earlv worx in the Irish theatre movement. He noted {rom a

study of ancient literature that "2ll races had their first

unity from a mythology, that marries them to rock and hill.”7

3T\T

W. B. Yeats, "Pages from a Dlafy in 1930," Lxplorations
(London: Macmillan aqd Company, Ltd. , 1962), D. BOO.

AW B. Yeats, "The Celtic Element in Literature," bssavs
nd Introductions (Lonaoq. Hecmnillen end Comveny, Ltd., 19617,
. 185,

jab]

3

.

5.,

. B. Yeats, "Ireland and the Arts," BEssavs and I[ntro-
ductions, p. R03. .

6* T h] . sl ) l Lo
T, B. Yeats, RPhe Trembling o the Veil,” The Auto-

Williem Butler Yeats (lew York: Dowllc day &

) 7

inc.. 1958}, ». 196,

b3

Company,



In 1903, in his ess2y on the Galway Plains, Yeats savs:

n thesm ﬁvqu level
by imag-
lch have
3 T 0?031
tne heart to imagin-

Dl?l
ina
grow*

ative action.
Ireland, thouzht Yeats, like 211 sgreat races, had 2 rich lore
of Minherited subject-matter known to the whole p@ople”g Trom
which he could draw en inexhaustible supnly of subjects. Here
too he had the kind of meterial which would allow him o re-
associste literature with the natural éong, dance, and speech
of its peonle.

Closely allied to Yeats's dresn of cultural unity was
his belief in the whole man, or whet he called "Unity of Being.™
This concent, later refined in A Vision, grew out of an early
conviction that individual man, like the nation or race he
identified himself with, hed undergone a process of fragment-
ation,lo Yeats's heroic ideal is a complete antithesis of the
public hero born of an age of specialization. His heroes must

be complete men, combining noblesse oblice with courage and

leacdership, worldliness with vision.

.

W, B. Yeats, Issavse and Introductions . 213,
3 9

9w, B. Yeats, Auvtcobiogravhyv, p. 128.
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Yeslts was not concevrned that his heroes he beli IBJlG,

W11

He reminds us that Tart is art becsuse it is not nature.

104 he exnlicates this more Tully:

.« .owe are, 1T may be, very stupld in thinking

the average man is a fit subject at all for the

art. Art delights in the exception, for it delight
> itself according to its ovm

in thﬁ soul expruu ing

laws world about it in its owm pat-
tern average map is average because

freecomn.

~

The reality that Yeats sought for his heroes is not one thst

pays lip service to the laws of Nature. Yeat
113

s believed only
in that "unseen reélity’ that lurks in the soul of man, a
reelity thet flows out of personality and expresses itself
in passion alone.

Although the theatre that Yeats wanted must be Irish
and his heroes must be such that would stir the Irish imagin-
atlon, he was by no means advocating a propagandist literature.
cfagic vigion of life turned him towards the creaction of a
tragic drama. He saw life as a series of entinomies, and men
as a being fated always to strive for the impossible. Thus
his heroes, seeking their opposites or striving towards Unity

{al t

of Being, must inevitebly suffer defeat. He exalts passion

;
*1T0Ld., v 185,

12, ; : c s . .
. B. Yeats, "The Irish Dramatic HMovement," Explor-

ations, vp. 168.

2
1pia., p. 170.



6

o ~ f

and defeat as the stuff of trasedy, for only when the hero is

completely defeated and can squander his orecious life do we

l}r ) -
heve tragedy.” " Hevein lics ecstasy, for, as he himself sug-
gests in a guestion: 7. . . 1s not ecstasy some Ffulfillment

of the soul in itself, some slow or sudden expansion of it like

| s . sath
Is not this what is meant by beauty?! 7

sn overflowine well?

Furthermore, tragedy, becsuse it is passion alone munt

2 JOd 3
= o+ kDR o PR . N 16 T e - > .

reject character and personal energy. dere Yeats came into
conflict with a realistic drama where clash of character and act-
ion were supreme. He wanted to focus attention onto the poetry,
not the plaeyer or the scenery, and neither a realistic drana
nor e naturalistic stagecraft and acting technicue allowed for
this.

Yeats wanted a theatre of beauty, but not the peripheral
ornamentation that the commercial theatre was passing off as

£

. 1
[V

beauty. His was a2 beauty that would derive from song, dance,

poetry, symbol and ritual. He had already experimented with
all of these before 1916, but not in any ritual sense. For

nstance, the songs that Aleel sings in The Countess Cathleen

serve primarily to cheer the weary spirit of Cathleen on their

Journey. So too, the songs and dances in The Lend of Heart's

.

1k , . 3
. B. Yeats, Autobiogrevhy; p. 18

Lo1hia., p. 310,

16 . . p
Ibid., pp. 318~



rerentiate the world of the faerics

from the world of the mortals. hey add interest znd beauty

to the pley, bt thsy ave little wore then ornements. Only

0

. N e N . [ | h) P, " - RN, | . ot e e
in On Baile's Strend does he use song end dance as ritual, a

feature that becomes a pattern in all his later plays.
Yeats's eserys, written during the early vears of the
Irish theatre novenment, are attempts to clarify the discrep-
ancies between a potentielly dideal Irish Theatre and the
popular, albeit unsatisfactory, commerciazl tl
ism of the commercial theatre he denounced with the zea2l of a
C .- 17 13 N 1 ’ TR - e . - i .- LI & ISR
reformer. Even Ibsen, the most renowned modern dramatist,

Yeats condemned finally as too naturalistic.

o . 19 o ) ' .
In Sawhein 1901-1902,77 Yeats urges the playviwrights of

Irelend to read widely in the great drama of the world. There

he s2ys, not only will they learn whet it is in literature that

has slways moved the people, but they will learn their crarft.

"Let us learn construction from the masters, and dialogue from

j3b)

20 ;
ourselves, ! Classicel Greek drama wes closest to his ideal.

Deirdre (1907) was an expeviment in this direction. in earlier

play, Cn Bzile's Strand (1904), also uvsed the chorus "somewhat

Tects, "The Irish Drametic Hovement," Lxnloration

J. B. Yeats, Autobiocraphy, n. 185,

19, , - . e ;
‘. B. Yeets, "The Irich Dramatic Movement, " n. 80,

Oprs s \ 1. 1aa
Ibid., »b. &l. lj)lg., p. 13G.

&

N
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vel wvovld., Heving eccented the existence of such a world™®

he wee intevested in explorine drematically its relationshin

to € vorld. Althouzh he consicstently drew events

Trish lezend -

was astuced; he hed yeb to £ind o theatrical convention that
moved him fer enough from & realistic portrayel of events and
characters to meke an intersection of the two worlds meaningful

Hig ecarly attempts serv nly to suggest his convicti
another world exists that we are influenced by it

careinl ex “3](fF"11~OIl oif tThe ical wor
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ere not attemnted until Yeats
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I'he Noh, me=sni is a traditional

dremez, highly stylised, rituelistic, refined, and poetic.

Its origin, according to Arthur Jaley, is a primitive vit-

vel dence designed to lure the sun-god from his winter cave.
It evolved, he savs, throush five centuries of licentious

buifoonery,

stylived sonm~z

@)
@
o
o
&g
]
0]
=

Brzre Pound, on the other hand

the Noh eand an

to incense,! a2

of allusion. Pound seces this

and on

made only for the few; for

?‘5

. Lo
catch - -the a2llusion.®” Velev thevefore

1

Avthur 7
)2

'om Two sources:
A ToOVEe ALC»wu;
= lonQWJQU\, The i
7 Dirvections, ?090)
voon the merc ““1 inforn
1losa, hut also on ny re
i hooks, I hav

o YT .
CNOLLOSE
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r
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centre ol MNoh, wheress Pound finds
accounts differ in emphasis, hoth a

- 1,

ues with wnich we

-~

The Hoh is & god-~dance that

from legend and history.

casting of past events; they consti

who is living, with

some holy place where th

medivm of dance sofne pert of their

These plays

the spirit of a person who

poetry. Although their
zree on the centrel iss-

are here concerned,

tekes 1ts situations
are not, however, a re-

tute mecetings of & person

h

a e

s died, at

ese spirits re-ensct throuzh the

past lives.

kver since the fourteenth century, when this drama

flourished under the genius of two

4

Kiyotsurzu (1333-1384 A.D.) and his

144l A.D.), the conventions of the

traditional and have remained virtu

o

to understand Yeats

these conventions in some detail.
The lloh stage is a siaple pl
to the zudience.

that connects the stage with an

1

wall the back is & permanent

-

& single pine tree, a symbol of

potted pines are placed on the brid

5I consciously re
since, strictly speskin

ALl entrances are

inner dressing room.

the unchanzing. .

actor-writers, Kwanami
son Seami KMotokivo (1363-
Hoh have been considered

ally unchaenged. In order

's use of this drama, we must look at

jab)

tform onen on three sides
made by way of a bridge

The

backdron on which is painted

Three small

¢e, symbolizing heaven,

n from using the word "plot®
a8 no plots.
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th, and men. Propertics and sets, when absolutely es-

b
[

ea
sentiel, are only symbolicelly surgested. This lack of
distracting elecments on the stere permits the use of elab-
orate costumes and masks in order to direct the attention
of the eudience to the actors themselves. Ezra Pound in

his description of the Noh stage catches something of the

spirit of these plays:

If one has the habit of readins pleys and inag
ing their setting, it will not be difficult
the loh stage . . . and to feel how the incomplete
speech is filled out by the music or movement. It

Y

is a symbolic steze, a drema of masks--at least they
have mesks for spirits and gods and youns women. It
is & theetre of which both Mr. Yeats and Lr. Craig
mey aporove. It is not, like our theatre, a place
vheres every fineness and subtlety must give way;
where every fineness of word or of word-cadence

is sacrificed to the 'broad effect;! wherc the paint
must be put on with a broom. It is a stage where
bent precisely upon holding
difference; where the poet

e the gestures copsecrated
age show meaning.

EN

every subsidiary art is
the faintest shade of a
may even be silent whil
by four centuries of us
Central to every Noh play is e mimed dance, accompanied
by instruments and supported by a chorus that both speaks and
sings. The dance movement, althousgh it is mimetic in that it
tells a story, consists of a series of stylired, symbolic pos-
tures. The dance itselfl, solemn and slow in the beginning,

increases in temnpo 2s it resches its climax.

he beautiful, not the real-

[

Both mime and daznce aim at

istic. Waley tells us that Seemil, the fourteenth century-

Pound and Fenollosa, op. cit., p. 4.
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father of Woh, advised his actors to cultivate reali
restre=int rather then realiam. In a neat paradox he tells
his actors that imitation should always have a tinze of the
unlike lest 1t cesse to give the imoression of likeness.

Fal
AL

ceerl edmits that the imitation of facts misht be good for

1

theatre, but for HNch an actor must not imitate

externally; he must feel the thing as a whole, from the

Ny

inside°8 This applies not only to movement and emotion,
but also to the voice. FEvery actor has his own voice; this
constitutes his individuality and it must not be distorted
by imitetion. Yet with his voice he must so express him-
self that he clearly characterizes the speaker, whether it
be man, women, child, or spirit.

Conceivably, any plaf would reguire only two actors:
the dancer, called shite, and the observer, called waki.
Both can heve supporters called tsure;- thus the number of
rlayers can be increased to accommodate_the greater complex-
ity of some of the plays. It is generally accepted, however,
that the number of players should never exceed‘fivee-

It is important to note the relationship between

shite and weki. In Noh plays waki never takes any part in

the conflict. He is strictly limited to the role of observer.

ry-

/Waley, on. cit., v. 46,

Ibid.
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He is usuzily a traveller or o wnriest sceking blessing, who
Meets quite by accident &t some relicious shrine, a spirit,
god or goddess. Even in those plays where no traveller is
necessary, he remeins en impartial, thoush sympathetic, ob-
sérverw His only involvement in the play is to discourse
with the dencer end introduce the dence. Shite, on the other
hand, carries all the action. His conflict is an internal

one which enfolds for the audience through waki's question-

ing, and {inally through shite's dance. This reletionship

never varies.
The chorus; which has become an integral part of Noh,

was introduced to aid the dencer When the dance became so

nuous that tﬁe daricer could not both dance and rec cite,
a few extres would chant for him the words that he would
normally speak himself. As the Noh developed sopnistication,
the chorus beceme a body of eight or twelve men who not only
spoke the words, but at times broke into song. The chorus
takes no pert in the action, though it frequently engages in
dialogue with shite. In some plays the chorus will continue
the recitation of the dancer in the third persoﬂ, recapit-
ulating the ]ast line that shite has spokén to indicate that
it is a direct continuation of his words. This third-person

narrative has the effect of distancing the words of the actor
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from the actor himself 2nd crestins an slmost objective
narrative about him. The chief function of the chorus is
to intensify the emotions by poetical comment. Thus it
"carries the mind beyvond what the action exhibits to the
core of the spiritual meaning.“9

Noh-plays are structured according to an exact pre-
scription:s the introduction, the development, and the

1

climax. The introduction, which includes everything from

the entrance of wzki to the entrance of shite, is not pri-

marily exposition; it is designed to capture the attention
and the imagination of the audience in preparation for the
hero's entry.

Since there are no curtsins or lights to alert the
audience that the pley is about to begin, some traditional
sign is required. The euvdience at a loh play becomes at-
tentive when the music starts, but it is not until waki,
entering alone, hes recited an enipmatic opening couplet

1

thet the pley actuelly begins. Then, introducing himo\lf

L

and stating his origin and destination, he begins to walk
slowly around the stage. While he walks he recites his song
of travel in bgautiful lyric poetry which suzgests to the
minds of hie listeners a vivid picture of the scene throush

which he is passing. Arriving at last at his destination,

9P [ |

ound and Fenollosa, op. cit., p. 69.
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some hallowed shrine, he sits at
The hero now arrives, and with his entrance the de-
velopment begins. This consists of an expository dialocue

between waki and shite which leads into a poetic unison and
ends in e simple dance or chant. As a rule, Act T would end
here. Act IT constitutes the climex. Wow that the attention
of the sudience is focused completely on the hero, he begins
his Climactic dance, a highly mimetic portrayal of some memn-
ory from the past. The last lines of the play are usually
chanted by the chorus, although waki, especially when playing
priest, will sometimes recite a finel prayer.

A performance ususlly consists of a cycle of five or
six plays, no play longer then a single act of any Shakes-
pearien play. Taken as a whole, the cvcle could well repre-
sent the scope of man's spiritusl life. It is a ritualistic
celebration of life, highly colored by Shintoist spiritism
and Buddhist contemplation. Out of the Japanese sensitivity
to ritual, a definite format evolved for the presentation of
these plays which has changed little to ﬁhe present.

The cycle begins with a simpnle and dignified god-vlay,
performed in praise and prayer, for it is the gods that pro-

10 . . .
tect the country.” Dance, if used a2t all, is not a prominent

feature here. These Dbitter-sweet plays of love and forgive-

10 bid., p. 9.
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ness usually turn on the momentary meetine of a gh

someone very dear to him.

The second play is a battle-play. Sympathetic magic

1s evideat in these vlays, for it is their exvressed pur-

o 3.1 - l]. -~ . [ a
pose "to defeat and put out the devils." Quite diflferent

from the gentle god-plays, these are harsh and often bitter.

Ka)

They feature the ghost of a v or who returns toc re~enact:

[

T

QO

some previous act of violence. The dance often takes the

-

form of a battle. - At the end either the ghost is summoned
back to hell or he relives his death. The themes are re-~
venge, hatred, jealousy, or any violent emotion that must
be expilated.

The wig—?lay, featuring a woman,'comes next; for after
battle comes peace, and with peace "the cases of love come to
pass,‘-'l2 Beauty, love, pride are the themes here. The dance
now becomes a prouninent feasture and often involves possession
by the spirit of the man that she has wronged,

The fourth play, the spirit-play, also Called’the demon-
pley, marks the climex of the cycle. From the secret book of
Noh we get an idea of the psychology that inforﬁs these playss

After battle comes peace and glory, but they soon depart
in their turn. The glory and pleasures of man are not
reliable at 211l. Life is like a dream that coes with

the speed of lightning., Tt is -like =2 dewdrovn in the morn-
ing; it soon falls and is broken. To suggest these things

(i») 7 janTes )
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and to 1ift uo the heart for Buddha . . . we have this

sort of play e « « « Here are shown the strucssles and

the sins of mortals, end the sudience . . olwill begin
< about Buddha and the coming world.

to thinl

Sentimentelity, which pervedes the other nlays, disspnears
here, and we have instead raw emotion and suffering. The

epirit-pleys come as close as Noh plays can to tragedy.
The ghost, haunted by a past crime or violent emoction, re-

er Lo ex uLe it.

[ -n

turns to the scene of his misdeed in orc
With unequivocal directness, these plays stress the purze-
torial aspect of life after death.

Fifth comes e vplay thst has some bezring on the moral
duties of man. Tt is more philosovhical in content and is
greatly influenced by Buddhist contemnlation. This pley,
according to the secret book of Noh, "teaches the duties of
men here in this world es the fourth niece represents the

ikl

results of carelessness to such duties. Lengthy dialosues

teke plece which often include very fine points of religion

or ethics. This play is called the Noh of the Mind.

When a sixth play is performed, it is another cod-nlay,

frequently & repetition of the first play. "To show that
thousgh the spring mey pass, still there is a2 time of its re-

turn, this Shugen is put in agai
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The olavs are vwritten in o mixbure of prose and versce.

w

Conversations tend to be in prose, but the choruses, whi

ch

~constitute the finest passages in the play, are slways in

verse. As literature these plays ere diffi

because the words depend so much upon the music and danc

to complete their emotion. As Pound points out:

U
0 is ert. The words are fusec
with the ceremoniel dancing. One must read or
Zamin these texte Tas if one were listening to
music.' COne must build out of their indefiniteness
a definite image. The plavs are at their best, I
think, an image; tha£6is to say, thelr unity lies
in the imsge . . . .

)

Pound explains this unifying image more fully in another

(o

pessage:

When & text seems to 'zo off into nothine! at the
end, the reasder must remember "that the vacueness or
pelencss of words is made good by the emotion of the
finel dance,' for the Noh has its unitv in emotion.

remember that the words are only one
with the musi

C

It has &lso what we may cell Unity of Imase. At least,

the better plays are all built into the intensification
of & single Image: the red maple leaves and the snow
flurry in Nishigiki, ' the pines in Takasago, the blue-
grey waves and wave pattern in Suma Genji, the,mantle

of feathers in the play of that name Hegoromo.

In describing the genersl effect of lioh plays, Waley

ays:

. . . 10 does not make a frontal attack on the emotions.

16, ..
Ibid., ». 37..
17+ .. c s s - s
/I find it difficult to asree with Pound on this

I tend, rather, to think as Yeats does (Pound and Fenollo

op. cit., p. 160), that the gress is the unifyving image.

3

Pound and Fenollosa, opn. cit., p. 27.
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It creeps at EI g

et w“rﬁlv ror the aclion,
. .« . Gdoes 1ot a e

: before our eyes, but is
lived throust L imic and recital by the
ghost of one of the naltlcipants in i1t. Thus we
zet no mowo‘bWWx“V of crude reclities; a XlS?OH of
life indeed, but Oﬂlﬂbﬁjg‘iu“ the colours of mem-
ory, lonﬁlng or regret.

C

Although Found thought the psycholozy of the Koh
amewing and the poetry with its Unity of Image exciting,

his fineal comment is that Noh is after all "unsaetisfactory

o

or to put it more succinctly, "too demn soft. Yeats's
reaction on the other ha nd, was whole-hearted appnroval.
Their difference of opinion was, perhaps, not entirely a
matter of taste. Pound saw in Noh a very beautiful art,
vhereszs Yeats saw in HNoh the answer to-his drametic di.
culties. HNot only did it solve the problem of the inter-
section of the spiritual world with the physicel world, but

.

it actuelly combined the many disparste elements of Yeats's

dranatic ideal into & unified whole.

Here Yeats found a staze and acting convention that

D

he had long searched for. He found formal Faces and scul pt~

ured masks which were works of art themselves. He had often
complained about the grotesquely painted faces of the western

stage Dbecouse thev distracted from emotion rather than ex-

O»- 3 . 5 ») 1 2 A o 2. LT bl
Donsld Davie, Lzra Pound: Poet As Sculvntor (Hew York:
L),



pressed 1t.  He Tound o chorus thet tokes no nzet in Lhe
action but which soesks 2nd sincs besutiful noetry. He

not detract ettention from

found body movements
vords by usly initative distortions, but which, instead,
creste a rhythmlic Lline for the whole play. He found a
ﬁrue theatre of non-realism where everything is be: 2uty
end allusion, where the dancer inhabits not an avtificial
stage world, but "the deeps of the mind. Moreover, he
found the kind of aesthetic distance he was looking for in
the intimacy of e semall theatre where the voice is supreme;
he audience can hear every inflection of the volce;

nd

W -

where the delicete belance of writuel, dance, verse,

music requires "that gesture, cosbume, facial expression
N e , C s ‘ 22
[end/ stage arrengement™ must aid in keeping that distance.
Here finally was & theatre "remote, spiritual, and
ideal””B which he had »rojected as ecarly as 1899. He had

seid tneny

U, when it cones to exilst, nust
ove and decorative ~ovtupru, . « . and
ittle drrelevent magnificence that the
ors and actresses may chenge without much

o the ilmmortal peovle of romance. <!

fore &
dresases
mortazsl =
lebour int

enollosz, on. cit., »n. 153,

Jdo B. Yests, "The Theatre," Bssavs and Introductions,
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By 1910

S PN

NTO biik
;;.CG, o5
el v&guoneat nag
the edea of trance, R

Lonctte “”t, the drovmer of dykes, ©
levetanding, moves ue by setting us to
us a2lmost to the intensity of

confounder
reveries, by

/(

Trance. lne upon the ghag g
till threy ave v iteelf., 20
Yects could well have been describing Moh. Unlike the western
toge which wes photographic, this was an ert that De

only suggestive., He was interested in it primarily beceuse,

and us a grouwv of

¥ the mind t had hitherto been

few moments into & deevn o:

However, at this point a slight digression miskt be useful

symbolism and to his




CHAPTSR ITT

Although all of Yeats's plays after 1916 bear the
mark of Noh, it would be an oversimlification to suggest

3 2
1

that the discovery of a dramatic convention slone is re-
sponsible for the unique quality of these plays. The con-
struction he certainly learned from Noh, but the dialogue
was his own, end the dielogue began to change merkedly after
October 24, 1917. - On this dey, four days after his marriage
to Georgie Hyde~Lees, his wife first attempted automatic
writing. This was the beginning of a long arduvous involve-
ment with a metaphysical scheme eventually published in
1925 es A Yisio_ﬁ° Yeats's plays after 1917 show a slow
interaction of A Vision with Woh, until they become totally
integrated.

It is not within the scope of this paper to present
& deteiled outline of Yeats's philosophy. On the other hand
it is impossible to discuss his plays without using terms that
are peculiar to Yeats. Thus definitions of some sort become
necessary. Those aspects of his metéphysical écheme that
can be integrated into a discussion of the plays I will Jeave

until they become essential for the understanding of a ovart-

iculer play. One aspect only concerns us now, since it is

the underlying theme in 211 his plavs.

3




- , N 1 .
According to a comnlex symbolism,” Yeats concelves
-

of 1ife as a creat wheel on which are marked twenty-eight

points. These points cen represent elther the twenty-eight
phases of the noon or the twenty~elghl stares in & man's
life. Man's individual life, then, is & progress around
thet wheel.

Further, he conceives of man as struggling always
between the two opposites of self~completion and self-
negation, or what he calls subjectivity and objectivity
respectively. Phase 1, the dark of the moon, symbolizes
a state of complete obJectivity, a state where no life
can exist because no conflict exists. Phase 15, the full
of the moon, svmbolizes a state of complete subjectivity
where similerly no life can exist because there is coin-

plete Unity of Being, hence again no conilict. Man's

de e

life, then, is a movement either toward subjectivity or

away from subjectivity towerd objectivity. Phases 8 and

22, midway between the two absolutes, are phases of stru

Q

v

u

4

gle and tragedy. At Phase 8 man begins his strugszle to

N

find personality which is atteinable only throush sufier-

ing and defeat. AT Phese 22 he struggles agein to lose
personality which he can do only by negating his own in-

dividuality.
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his schene, accordine to Yeatsian ceomelry, accommo-

dates much more then the cycle of man's individusl life. As

Yeats exnlains it in A Vision:

his vheel is every completed movement of thought or
life, twenty-eight incarnations, a single incaernaticn,
a single judgment or act of thought.. Men seeks his op-
posite or the opposite of his cendition, attains his
object so far as it is sttainable, at Pna e 15 and re-
turns to Fhase 1 agein.

The cycle of men's individvel life is but a part of a greater
whole. This Yeats describes as the Great theel, which also
has twenty-eight phases, each of which consists of the emall-
er wheel with its twenty-eight phases. Thus, although every
soul moves from Phase 1 to Phase 28 on the smaller wheel in
any particuler life, it is reborn oUCCGSS]VO7Y into one vhase
after another on the Great Wheel., Thus rebirth, too, is an
endless progress around a wheel. Since historical eras are

also cyclical, a man born into a subjective, or antithetical,

phase could well find himself living in an objective, or Egié
mery, historical phase, which would increase the difficulty
of atteaining Unity of Being.

Oversimplified as this outline is, we cgn begin to

get a picture of what Yeats is trying to achieve in his plays.

When he rejects characterization in-his vple V%,B he does so

because he believes that there is a struggle going on within

DD Ty

man thet far outweighs the petiv conflicts that result from

Z I .
foid., p. &1.

W. B. Yeats, "The Tragic Theatre," pp. 239-L0.



clash of chavacter., Bach play veoresents a 0oint of crisis
that has no externzl rezlity. The action is really a con-

flict of essences taking place within the mind of

0]

Thue the personae of Yeats's plavs become objectified es-

sences that have no autonomous reality outeide the world of

mne more point requires mention. Once we understend
he subjective nature of Yezts's drema, the inclusion of
supernatural phenomena into his plays takes on a much broad-

er significance then it did in early romantic plavs like

The Land of Heart's Desire or The Countess Cethleen. Like

211l the other characters in Yeats's later plays, the super-

navurel being becomes & spiritual essence within the mind

e

0]

of the hero. Whether this essence be his deemon whose lot

5

it is to confront him with that obstacle most difficult to

contemplate this side of despair; whether it be man's drean

lon

for perfection; whether it be 2 voice Ffrom the distant past;
whether it prods man to action or lures him to his defeat;
vhatever it be that the de represents in any pvarticular

pley, it is nonetheless a pert of man's mind.

m

AlL of Yeats's nlays after 1916 set the stage, not
in the external world, but in the internal world, the world

of the mind. Furthermore, they 21l deal with some variant
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off the clessicel Foh meeting bebtween the naturel world and

the supernaturel vorld. When we look back at Yeabs's early

il

attenpts at such mectings we ere struck with an incongruity.

Into 2 plot and a convention that are basicelly realistic,

eats introduces some form of -the suvernstural which in-

=

L.

veriably jars us because it is not e natural part of the

world which the vlay creates. Seldom does he actually show.

us an immortael being, but we are alweys asked to suspend our
disbelief to ellow for the possibility of such a phenomeﬁonc

Where 1t works best, as in the case of the two demon mer-

chants in The Countess Cathleen and the faery child in The

Lend of Heert's Desire, these superhuman beings are pre-
sented in very human Torm; they cavse usg little trouble
since we can essily translate them into some sort o:
logical ellegory. They are not presented boldly enough to
force us to accept them as indeed beings from a spirit world
nor are they integrated well enough into the world of the
play to allow for bolder vresentation., Much of the charm
and power of Noh derives from its neif assumption that the
spirit world can be presented to an audience without any
need for justifving such a presentation. It is this element
of' Woh that Yeets henceforth unhesitatingly accepts. He now

presents gods, goddesses, spirits, ghosts and sunernatural

°

27
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volces es e normal end nctursl oert 6f the play world, the
world of the mind.
It is priasevily the dance, the wask, and the chorus
thet make this integration so successful. Stvlired move-
ment, stylized faces, and chanting voices dethrone natural-

ism and force the audience to react poetically to the oplays.

}.‘

These techniques Yeats learned from Noh, but none of them
does he use according to the Noh prescription.

The dance, according to Noh, is in effect "the pléy.“
Without it, there is nothing but bits and vieces of very
besutiful poetry, too incoherent to be called a play. The
dance in Yeats's plays, even in those which he explicitly
calls dance~plays, never assumes so much imvortance. It
becomes indeed the central rituel of the play, but whereas
the pvley would lose much of its beauty and its impact on the
audience 1if the dance were removed, it is never so much "the
play® that the rest would becone incoherent without it.,br In
fact, meny of the plays, including Calvary (1920) which Yeats

calls 2 dance~play, use the principle of the dance in so sub-

-
1

merged a fashion thet it takes & keen eye to discern it at

all. This is certainly true of such later plays as The Yords

.

Uvon the Window-Pzne (193L) and Purczatory (1939).

KN

L . . s
"There is one exception to this zenerelizetion, A Full
Hoon in jlerch, which I will deal with in a later chapter.
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The masks worn in Hon intrigued Yests imnediately.

In Hoh plays the dencer end his companion {tsure) fre-

~guently wore mesks, although not prinarily as a device
to creaste aestiretic distance. Becauss a young warrior
would seldom be masked, whereas spirits, old men and vomen

4

rssume that the masks were trad-

@
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inveriably were,

1Ljon 2l items of cosbune,

N

What fascinated Yeats about the uce cf masks was

t

K

precisely the metter of distance. In his essay on Noh, he
3

Dulac carved for Cuchulain, half-

©
.._.4
\;)
c+
—t
iy
]

describes
Greek, helf-~Asiatic, which "will appear perhaps like an

imezge seen in revery by some Orvhic wors To this

he adds: "I hope to have attained the distance from life

nl

which can meke credible strange events, elaborate words."

Yeats'!s use of masks in his early plays also differed from

Noh use in that nearly a1l of his charscters wore them; even

the musiciens had their faces painted to resemble masks. It

is noteworthy thet after the first four plays he uvses masks
o

less frequently, and finally, in his last four plays he dige

penses with them eltogether. This is not to say that the

(¢}
]

last plays need less distencing than the first: The Herne's

5Pound and Prenollosa, on. cit., p. 70.

Ipid., p. 151.
T1pid.
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Leg end The Death of Cuchulein are in many wvevs much wilder
conceptions than any of the early plays. Yet they use no
-masks. Since they create nonetheless a completely credible
world, we cen only conclude that Yeats no loncer needed to
lean on externsl techniques..
The Noh use of chorué also helpéd Yeats to integrate
the two worlds. A Greek chorus was too cumbersome for the
short one-act plays he was writing, but a Noh chorus which

stood always outside the acticn, vet never so fer that it

did not know the thoughts of the characters was an ideal way
of meking credible strange events. At the same time, with

.

the delicate, enigmatic lyrics thet it would chant or sing

N I T

from time to time, 1t could heighten the effect of the drean
world that the poet was trying to create.

But Yests found, es with the maske and the dance, that
he could modify the chorus structure radically to suilt his

intentions in the later nlavs, and still present the world
s . 3

ey

ol the nind to his audience.

These a2re the main structural Ffeatures of Noh that

-

he adopted others too. He took

g

Yeats adopted and kent; bu

the compactness, the lack of decoration, the boldness of ex-
ecution, the barenness of setting, the iapersonality of per-

sonee, and the tightly-knit symbolism and wove them into a
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dramatic Torm that was Lrulv original.

At the Hewk's Well (1914) and The Dresminz of the

I3 - - N e . » .
Bones (1919}, were auong Yeats's lirst atbempts at the cre-

ation of a new form, and were written when his enthu
Tor Noh was high. As could be expected, they are both
dence-plays, and have been collected, along with The Onlvy

Jealonsy of Imer (1919) and Calvary (1920) into a small

volume called Four Plays for Dancers. In many ways AL the

Hawvk's Well and The Dreaming of the Bones are very similar.

1.

Both are based on Irish myth, both are dance-playvs, both
use some varient of the traveller~da ancer relationship, both
present a song of travel, and both create a shrine. Yet
their differences are greater than their similerities. In
the Cuchulein play, Yeats is epplying what he hes learned
from the Noh form to subordinate Irish legend to his own
symbolism, and to present it with the kind of power, beauty,
and breadth of meaning for which he had hitherto lacked tech-

nigue. In The Dreaming of the Bones, Yeats uses Irish myth

N

and the HNoh form in order to explore the besic Hoh theme--
guilt and expiation~-a theme that interested him quite avart
from Noh.

.

alvery (1920) and The Resurrection (1931) go beyond

‘

iled

] )1Qﬂ Chapter III, for a 10 ai
discussion of the soul be treon death and

birth.
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both of these wlays in theat they teke theilr subject-metber

and themes Ifrom Yeats's personzl philosophy as outlined in

1

A Vigion, and in thet they begin to experiment quite freely

A Tull Moon in March (1935), The YWords Uvon the Window-

end Purgatory (1939) all evolved logically from
the early experiments. They denonstrate more clearly than
do the eecrlier pleys Yeats's genius as & creative artisb.
The principles of Noh heve become for him a emooth machine,
operating beneath the surface, and withi the lerger context
of his philosophy.

t is within the ahove framerf reference that I will

discuss the plays.



Here fov
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sunord

slready

noving bhowar

cubordination in Cn Baile's Strand (190L). TIn that plavy Yeats
had underccored the drametization of legend with his theovry of

posgites: Cuchulegin and Conchubar, theilr shadows the

end tine Dlind Man, subjective man ren, the nman
end his mesk, the heroic life end domestic peace--all of these
arc the other. But elthoush these

the vlay wi

subordinated to Th
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SOy nat 1eanvs 1S T
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vhe

Here
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gigniificance,

For his nurvose Yeasts has

Do




N ey
\rams

)
Pl
e
i
i
§ o
<
lad
20
1
<t
~

he must choose between the onposite pulls in his ovm nature.

hether we nlece hinm, accordine Lo the Yeatsian scheme, at

Phese 12, choosing to follow the

get the szme picture: he is commititing himsell
e. Tt is this moment of choice within a mant's soul that
constitutes the pleay.

As in HNoh, the =lot has been reduced to ivs bere
essentiale, A very brash, self-confident younz Cuchulain

by chance of a well whose water gives man immortal-

P

ity. The play tekes the form of a’ quest, in which a Young
Men, Cuchulain, finds the sacred well only after he hes over-
come the triszls designed to. discourage him. When he arrives
at the shrine he discovers that the well is dry, and that a
voman guarcds it. He also leesrns that an 0ld Man has been
walting rifty yesrs to drink of its water, but is always
betrayed by sleep at the crucial moment. The 014 lan begs
uchuleain to leave, for by very rezson of his long vigil the
weter belongs to him. Although Cuchulein refuses, he gen;
erously offers to share the water

)
L

This concludes the first pert of the play, a brief
exposition presented by Chorus, Cuchulain, and the Cld lan,

which serves to identifly the characters, to give
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nmevives, to describe Cuchulein's Journey, to enshrine the

place, 2nd to vrevsre us for the miracle,

In the second navt of the nlay our attention shifts

dry eves, Tor to look is to he cursed. Undeunted, he nmeets

her eyes, whereuvnon she rises end beeins to dence, leading

hinm ever further from the well., With helfl his mind he ig

ity has bubbled un, but
R 3

W
-t
5

o

=

0]

-
s
—
b}

cr

CL
)

i

t
4

A
i
®
=~
o]
=5
o
=

Y
sk
O
~
(-L
e
[
j

passion end desire master him, and he ignores it. Life,

cursed and foolich, is Cuchulain's choice. Thus he rejects

L the 0ld Man sleeping beside it.
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In the third pert, our sttention returns to Cuchulain.
hen he discovers that he has forfeited immortality
moment of ecstasy, we see no regret. Inpervious o

Man's whining, Cuchulein responds with wild triumph to the

clash of arms:

)

I will face them. 3
He comes! Cuchulain, son of Sualtim, comes!” (218)

Ho fesr of life or of death can dsunt him. As he exits to

I

fight the fierce women of the hills, the Chorus sneeks for

)

lifers

v

him, as would a HNoh cherus, his final af

h
=y

irmation o

Folly alone I cherish,

I choose it for ny share;

Being but a mouthful of air,

I am content to pnerish;

I am but & mouthful of sweet air. (219)

3All cuotations frem the olayvsrefer to Y. B. Yeats
‘The Collected Plevs (London: Macmillan end Co. Ltd., l9b33°
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Cuchmlain hes renouncad his onnorbunil Ly For immortal-

ity in order to grasp, 1f for e moment only, but in the con-

text of life, at sn idesl. 3Both immortazlity and the ideal

de

slin through his fif”GTS, but his reaction is truly heroic.

Though he now bears a curse end his life 1s in danger, he is
triumphant; he has had a nmoment of ecstasy.

We cen see from this synovpsis that, althouzh many of.

=h
the structural features of Noh are recognizable, they stand

4

in a difflerent reletionship to each other than they do in
Moh. In fact I can see no evidence in anv of the vnlavs thsat
vy plLajy

Yeats was trying to follow the strict Noh rules with any

. o pa o L . -
degree of fidelity.’ We can, for

.

stance, see three parts

B
[¥]

l_!
=
[6]

v

in the basic structure, but these perts resemble at least as
closely the Aristotelian 'beginning, middle, and end' as
they cdo the Noh 'introduction,; develonment, and climax.?

Then too, the rélationship between shite and weki has been
eltered. 1In Noh, shite is shade, dancer, and central char-
acter. What story there is, is his story; waki, the chorus,
and shite's own dance 2ll serve to meke this explicit. More-
over, all the conflict of the play resides within him.

so in Yeats's play. Here the dancer, or shade,

kes on a subordinete role, and Cuchulain, the traveller,

’

Ji . )
*See . A. C. Wilson, Yeats's Tconogranhy (London:

]
Victor Gollencr, Ltd., 1960), bn. 28, ¥He suggests that, in
fact, Yeats was trying to reproduce the loh form.




becomes protaconist. The OLd lan could perhave bhe concelved

but he too zoes bevond Noh nrescrintion by his

tre chorus, In Noh; as
vie have seen, vzki enters Iirst; when the audience has been
cerefully prevared for it, shite makes his entrance. After
both players have introduced themselves, the chorus will
speck, usually only for shite although occasioneglly also for

waki, but alwave as a continuaetion of their thouzhts. It is

icult to determine for whom a Noh chorus is speaking.
iree Musicians, who take the place
of the lNoh chorus, would in Noh terms creaste general con:
They srezk at times in the first verson, and at times in the
third person, for various charecters, never giving any hint
that they have shifted focus. The confusion increases when

ve note that at tines the musicians comment objectively on

the
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Greek chorus. Then, too, it is the

chorus, not waki, that introduces the play, its theme, and

Selbudl

ts charvacters. Moreover, in Yeats's play a character will

I._J.

6]

4.1

frequently continue a thought that the chorus has introduced,

4 N

tes thoucht; it only

whereas in Noh the chorus never initis
continues end tconfirms it. The role of the chorus in Yeatsts
play being, thus, almost pronhetic, it would assume much more

Gramatic importance than in Hoh.




Tt should be clesr from the ab

usce oi Moh was not & meltter of imitating a MNoh formula. It

was the principles of lich that interested him, not the rules.
In terms of innovation, the most feature

off this pley is exonressed confidentlv by the chorus in the

I ca2ll to the ey
A well long chok

And boughs long

And L cell tTo the
Pallor of an lVONJ
Its loity dissolute air,

A man climbing un to & place

The salt sea wind has swept bare. (208)

he wind,

This vlay, which is to teke place in the mind, must be secen

by the imagination, not with the sensusl eve. Thus, appropri-
tely, Yeats has cleared the stage of any distracting elenem
The sensuzsl eye will see only a bare stage before a wall,

against which stends a patterned screen, and a square of
blue cloth susgesting & well. The scene, then, nust be vis-

velized by the inmagination Fired by the spoken word. Yeots

the action.,

There vwill b2 no ¢«
seemins sun~-purncd
heve wrandered from
of our drcems, Col




« . . when 1T first begsr i vical plavs for
en Irisn thestre I nad out @ u‘ =1 ambition of

] ' es, their old
ay the scene of
no oneauce in the
r cesceri s rand or sea or
e that once stood there; and T could
{ing's Threshold® find rocm, before I be-
ient story, to call up the shallow rivep
ew trees and rocky fields of modern Cort.”

he seli-conscious, reminiscent enotion of the Jananes
Yeats seces a connection with that of the Iri for it too

i enotion always associes L]D@ itsel® wvith pictures and
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poens.,
Yeate's note also explains the peinted faces of the
musicians., With their sunburned faces they would take on
bard-~like quality, meking more credible their Homeric
role of story-teller and objective commentator. The mask-
like faces would also helghten the impact of the rituel-
istic unfolding and foldine of the cloth at the beginning
and at the end of each play. The stately, rhythmic move~
ments ol

his ceremony, pevformed by three masked figures,

vould set the stege for a dream world where strange events

5Pound end Fenollose, ov. cit., ». 151.

6ot ,
Ibid., ».. 160.
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covld cuite naturally tske place.

Although it is prizarily the chorus that holds off
the oushine objective world, it is also the chorus that
bringe us into the play. It is s though it sits beside

us end comments, explains, fills in, and most important,
anticipetes our emotions.

Thus the Husiciens, sitting behind their instru-
ments, and singing, take on the cuality of the bard while
the actuel charecters become glmost dream-{igures in a story.
te their painted faces and trance-like movements, the
Musiciens are human and understand our fesrs and joyvs. DBy

prodding the depths of our minds, they make us nmore susceob-

sions within the minds of the charac-—

mn

ible to the deeper pa

ters.

M

Although the Musicians successfully create the illus-

ion of a dream world in the opening songs and speceches of

the pley, this illusion must be mainteined 1if so strange an
event 2s the possession of a voung girl by a2 hawk is to seen

naturel. To do so Yeats combines a few Noh techniques with

Ry

nis own theatricael instinct. He had already ndted in his

.

essay "The Tregic Theatre" (191C), that insofar as character
. - . . 8 . . ~o
is deiined, passion is lost. The personae of tragedy must

i!9

"ereaten till they are humanity itself.

8' bl s T Ay . Is
W. B. Yeets, Issavs and Introductions, v. 240.

9Ibid., p. 2L5.
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Tn At Tthe Hewlols VWell Yeots works consclouely to-

5 this. The stylired maske that he adonted from MNoh
served not only to cover un the commonplace features of

the actor, but to de-verscnalise the character thet he was
playing. Furthermore, masks, because they allow

fecial exvression, force the zctor to use his whole body

to express ewotion, creating thereby wore formal gestures.
The costunes, too, serve to delineste types rather

rdien is Yentirely covered by a
black cloak,™ (208) the 0Ld ion weers a tattered gown, and

Cuchulein, '"not of

hes gold "On head and foot and pglittering in /hig/ coat.™ (211)

Yeats capitalized on this use of masks and costunes,

.

wholly rely on it,

1 . 1 .
selves, az in Noh,“o ere given no real individuali

but he did no

are designated as tynes and are called o

fied =2s Cuchuleain serves less to Indaividualize him then to

link him with an nevoic nast. he cnoice he malies ot the

N

es universalizing the cheracters,

Besid this imper-

sonelity of versonece serves another purpose. Strinped ol

ell cheracter, they becone nirrors wherein are reflected the

/
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nd, O
Cries the hezvt, 'it is time to sleepn;
} s

'O owind, O salt w

Yy wander end nothing to finad?
Betlter zrow old and sleen.! (R1C)
But most imortant, we see in his feazr of bhoth life and
3 R L N, N '] ORI TS P b T A
death tne comnlete entitresis ol Tthe hero.
It is &8 such an entithesis that the 0l¢ Man is reslly

the pnley. Cuchulain's choice, finelly, is not

between irmmortality and a noment of ecstesy; it is a choice

between waiting passively for en immorvtelity that will al-
veys elude him, and fearlessly accenting life with its im-

He hes lost vhet mav not be found
Till men heap his burial-nound

.

And 211 the history ends. (217)

Both Cuchulein end the 01ld fan lose what may not be

o) ~

found; but whereas Cuchulain's defeat is heroic, the 0Lld
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Man's 1e¢ ignominious., He

The accursed shedows have deluded nme,
The stones are cdark and vel the well is ennty;




The water and emntied while T slent.
You hsve deluded me av whole life thro

Lccursed dencers, you nave shtolen m
That there should be such evil in 2

n 3
s '.3"""(', H

(217-18)
1is petty, cuerulous Old Man reflects the image of

i .

sleep and death, Cuchulsin reflects the imase of action and
life. His resoonse to defest is a wild cry of life. HI
will fzce them,” (R1&) he announces when, coming out of his

HEN

trance, he hesrs the cry of war and the clash o
b J

o
ER

arms. HNel-
ther life or death holds any fear for him.

Thus it is .the very impersonality of the characters
that draws towards the characters the imares of the plav.
From these images they teke on their only meaning and their
only versonality.

Since it is from the symbolism that the play derives
its mesning, we can understand why the central imaze, or
what 1s genevally known as the 'hinding metaphor,!' of the

Noh plays attracted Yests.

In his Introduction to Certain Hoble Plavs of Javnan

ciful in discovering in the plays them-
2ying unon a single metanhor, as de-
choing rhythm of line in Chinese and

D

In neglecting character which scens to us essential
in drama, as do their artists in neglecting reliefl and
devth, when they arrance flowers in a vase in a thin
rov, t?Ey have made possible a hundred lovely intric-

acies.

\S)
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In At the Hawk's Yell we see just such a nlayving upon meta-

ohor. The dry well choked up by withered leaves, the hazel

fda

tree stripped by the wind, end the salt sea wind are echoed
‘he Guardizan of the well is "Worn out from
reking its dry bed,/ Worn out. from gathering up the leaves,'

o
i

(209) while "The wind that blows out of the sea/ Turns over

s

the hesved-up leaves at her side." (209) The 0ld Man whom
the years have withered eway (213) tries to warm himself at

a small Fire which he makes of "a little heap of leaves™ and
"dry sticks,™ (210) but finds that it only serves to light up
"the hazels end the dry well.™ (210) When the Young Man de-
clares his intention to drink of the holy water of the well,

the 01d Man, jealously guarding his right to it says:

« « « I have lain in wait
For more than 1ifty vears, to find it empty,
Or but to find the stupid wind of the sea

Drive round the perishable leaves. (7213)

The 0Old HMan begs Cuchulzin to leave the well to him, for it

T | 2

belongs "To all that's old and withered.¥ (213) Cuchulain

U3
o

agrees that the old man seems "as dried up as the leaves and
sticks." (215)

The Guardian of the well is elso associated with dry-
ness. Her eyes are "unmoistened," (215) and to-look into thes

is to be cursed. She herself is liifeless and dull until she’

[

N

is possessed, and then it is but a Y“shadow' (217) that slides




Tonan ner velns "Then the GLA voekes Lo Tind thet the
water hos come and mone he cries out in bitterness, "lhot

there should be such evil in a shadow!® (218) finally, 1t
is the eapty well ard the lsafless tree
vord::

"Wino but an idiot would praise
Dry stones in e well?! (219)

TWho but ean idiot would praise
i 1 tree?! (220)

In the same wey, inages of the sea, the wind, and the
hevk resound throﬁgh the plev, thereby defining Cuchulein's
guest, his dou“re and his defleat. By gethering into then-
selves the whole meaning of the play, these images and the
characters that reflect them become symbols that are created
within the context of the play and that therefore constitute
the play.

The most striking feature of this play is, of course,
the dance. 7Yeats had previously used song and dance, but
their purpose waé never clearly defined., Here for the first
time he uses dance organicelly, end gives it & prominence

1

that 1t hitherto hes not had. If we comvare its use to that

oxX the lioh dance, however, we note thet its purpose in Yeats!

pleay is cquite different from that in the Japanese play. In

the Japeness vplay it is the shede, rseeking Fforgetfulness and
Ny s < 3 i D

release, who deances. The dance itself is a ritual of purget




Hot so in At the Hawk'!s Well. Here, althouzh it is

D

immortasl Fand wi 1 of

Q

10 dsnces, the daence becomes a ritu

0}
o

temptation. The Joman of the Sidhe possesses the body of

n

& young girl to lure Cuchulain awsy from his chosen fate.
She becomes for Cuchulain his object of desire.
Her connection with the hawk which attacked him on

the hillside is mede clear by her dress, her cry, and her

Le

movements, all of which ere hawk-like. Cuchulain hed al-
ready desired her when she appeared to him on the hillside
in the form of a hawk. Never having seen its like, he wished
then to snare and hood it. But now in the form of a young
girl, she becomes for him an object of sexuesl desire:
| Run where you will,
Grey bird, vou shall be perched upon ny vrist.
Some were called cueens and yet have been
perched there. (217)

Her role as hawk wes to destroy; as hawk women it 1s to tempt.

The dance in Yeats's play 1s impressive and beautiiul,
it is rituelistic, and it is completely integrated into the
plot; nevertheless 1t does not have the functionel importence
that it hes in Noh. ‘Vhen all is gaid, it is Cuchulein's re-
action to the temptation that concerns us most, not the temnt-

tself. . By meking the dancer a subsidiary character,

Yeats has quite consciously undercut the significance of the




L7

In At the Hawk's Well, 21l the elements unite to

create a single image. Fenollosa says of the lNoh that
The beauty and power of Noh lie in the concentra-
tion. All elements--~costume, motion, verse, and music .
~-~vnite to produce a single clariiied impression. #Hach
drama embodies some primary human relation or emotion;
and the poetic sweetness or poignancy of this is carried
to its highest degree by carefully excluding all such’
obtrusive elements ago2 mimetic realism or vulgar sen-
setion might demand.™ "
Yeats, too, has pered awey everything that is not functional.
Cheracter, action, stage, costume, masks, dance, verse, and
music all become functional parts in a working whole. What
we are left with is a moment of crisis, a moment of intense
emotion, embodied in the dance and Cuchulain's reaction to
it.
Such was Yeats's first experiment with the Noh formn.
He himself was certein that he had "found oul the only way
13

the subtler forms of literature can find dramatic expression."

He goes on, in The Dreaming of the Bones, to experiment wit

the typical Noh theme, but in the context of Irish legend

and his own metephysics.

W. B. Yeats, Four Plavs
e

npan Ltd., 1921).
A b 5 A 5

“or Dancers (London: Mac-
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The Dresning of the Bones besrs a greater resem-

blence to Moh then does At the Hawk's Well because inherent

in its uvnderlying theme is the MNoh theme of guilt and pur-

Although this is bv no means the onl Ly theme in the
Jepanecse plays,vit occurs agein and agein in the spirit-
plays. The spirits of the dead are tortured by memories
of deeds committed in a past life that must be purged be-
fore the soul can be reborn or escape the cycle of rebirth.

Thus in Sotoba Komachi we see the spirit of Ono no Komachi,

once a besutiful but cruvel lady, now a tattered old woman
driven mad by the spirit of her lover whom she had tor-

; ) . 1
mented eand whose death she must relive. In Kumasaka we

see the spirit of Kumasaka who returns to relive his shame-
2 o .

ful deeth at the hands of a young boy. In Ukal we see the

spirit of a cormorent-fisher who is bound to his hateful

trade because he fished, during life, in sacred waters where

sinful.? Or agein in [lishikiegi we

o

the teking of life wa

see the spirits of two lovers unable to consummate their

- . . . . PN
love because folly prevented them from marrving in life.’

lWaley, on. cit., opp. 150-160.
2 . .

Pound and Fenollosa, ovn. cit., pp. 39-L5.
342 v, ci 16!

wWaley, ovn. cit., pp. 164-170.

l k] [,
*Pound and Fenollose, op. cit:, pp. 76-88.
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A1l these spirits seek releazse from thé bondage of a past
life. t 1s through the meeting of the living with the
dead that Noh works out its theme of purgatibn.

Although Yeats adopts the principle of this meeting

of the living with the dead in The Dreaming of the Bones,
he works it out within ihe ﬁerms of his own philosophy.
Only insofar as Yeats's philosophy coincides with Buddhist
and Shintoist philosophy, can there bé any resemblédnce,

other than a structural one, between The Dreaming of the

Bones and a Noh séirit—play.

In order to understand the metaphysics that informs
Yeats's play, it is necessary to understand his concept of
feincarnation as he outlines it in A Vision=5

The Buddhist concept of escape, or Nirvana, plays
little part in Yeats's scheme, except insofar as man al-
ways strives for the ideal, self-completion. We are con-
cerned here primarily with that stage in the life of the

soul, according to Yeatsian thought, which serves to purify
-it for the next incarnation..

For some time after death, all spiritsskeep the

shape of their earthly bodies and carry on their old activ-

ities. This is the first stage, ldsting only until forget-

6

fulness sets in. ' :

. B. Yeats, A Vision, pp. 219-240.

OIbid., p. 221.



Following Torgetfulness is the discarnate stage.

This is a purgatoriel stste where the spivits expiate their

1

deeds by reliving t! it

w1 rizht through to thelr consequences,

ere are three processes at work here, but with the

single purpose of freeing the spirit, "untying the knot.m

>

This occurs only when all passion is completely exhausted
<

and thus dismissed.
The processes for achieving this are the dreaming

.

back, the return, and the phantasmacoria. The last two are

really a check on the dreaming bsck. Although passionate

events must be relived so that they may be understood, no
event cen be comprehended by virtue of its repetition alone;
hence the return. Here the spirit must relive in the order

.

of occurrence, and trace back to

l_J

ts cause, every passionate

Ch

h]

event until all events are related and turned to pure know-
ledge. TUntil this is completed, the spirit remains impris-
oned in the event. Once the s»nirit has freed itself of one

passionate event, it falls into the dreamin= back once more

9

end goes through the whole vrocess for the next event.

Along with the dreazmins back end the return, there is

.

the ohentesmarzoria which exists to exheust emotion by com-
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pleting ov tekine teo itse consequences every event, "For

10

only thnat which is comnleted can be known and dismissed.t

PR

[t sounds fairly sisnle, but its imnlications seem endless,

[3b]

Y

For instence, in the case of & murder, the arrressor would
have to relive his cri e, trége it to its cause, eand then
trace it to its consequences. But he can never fully under-
stend his crime unless he also becomes his own victim. Only
then can he understand and dismiss it, and only after all
passion is dismissed is the soul ready for rebirth.

This is a psychology of the deacd that corresponds gl-
most exactly to the Buddhist belief. ALl Noh plays are built

upon it. Only the Oriental preoccupation with rebirth could

meke a traditional literature of spiritism popular among the
elite of Japan. Life before death, and life after death dif-
~fer but little; in both the soul strives for release from the
vheel. The Buddhist path to Hirvsene beine the way of self-

abnegation, we see, in Noh, travellers or observers seceking

et holy shrines to lose themselves in the contemplation of

Buddha, and at these shrines we see shades seeking release

from the »nassions of a previous life. Hence the Japanese
play is so structured that its climactic dance results in

at least partial relesse from torment. From hig trea

off this Noh theme, we learn much about Yeats's uncompromising

Ibid., p. 230. .
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view of life. His pleys ere 2o structured that release be-
comes 1lmpossible.

v

Dresming ol the Bones is more closely modeled

oo
oD

a

upon a Noh play than are any of the other dence-plays. This,
no doubt, can be explained by Yeats's recollection of an Aran

story that bears great resemblance to the Japanese play Nist shi-
kKigi.

Briefly told, Nishikigi is the story of two ghost

lovers who, because they would not marry in life, remain un-

married in death. In the course of the play they arc united
throush the intercession of a »ious priest who prays for their
souls.
The scenario, as transcribed by Pound from Fenollosa!

manuscripts, is worth quoting, at lesst in part, to get an

.

idea of the construction of the play that Yeats is working
from.

The pley opens with the entrance of the travelling
priest, who has wandered to the ancient villege of Kefu
in the fer north of the island. He meets the two ghosts
in ancient attire. At first he supnoses them to be vil-
lagers. . . . Then the two ghosts sing together, as if
muttering to themselves: .

We are entangled-~whose Tavlt was it, dear?--tangled
up as the grass patterns are tangled in this coarse
cloth, or that insect which lives and chirruns in dried

eaweed. . . . We neither wake nor sleep, and passing
our nishts in & sorrow, which is in the end a vision,
what ere these scenes of spring to us? This thinking
in sleep of some one who has no thought for vou, is it
more then a dream? And vebt surely it is the natural
wey oif love. In our hearts there is much and in our
bodies nothing, and we do nothinz at all, and only the




. o - . 11
waters of the river of tears flow qguickly.

K

they cerry, asks

~4
3
o
]
i
n

The priest, curious 2bhout the syab thet
for an exnlanation. The niecce of cloth that the woman car-
ries, he is told, is cslled hosonuno, and the red sword that

s 1s a love wand called nishikiei. As chorus,

the man carries

q)

s ]_ 2 - . h .
shite, and tsure explain the synbols, they lead naturally
into a story of unfulfilled love.

. . Two people had lived in that VllegO, one of whom
hed oflercd the nishik <igil, the charm~sticks, the t'crimson
tokens of love'! night after nicht for three vears. That
was the man, of course; and the virl, apnarently obliv-
ious, had d?t inside her house, weaving long bands of
cloth. They say that the man was buried in & cave and
all his charm-sticks with him. The priest says it will
be & Tine tale for him to tell when he gets homo, and
says he will go see the tomb, to which they offer to guide
him. Then the chorus for the first time sings:

'The counle are Uasuing in front and the stranger be-
hind, having spent the whole day until dusk, pushing
aside the rank grass from the narrow paths about neig.
Where, indeed, for them is that love-grave? . . . 17
The chorus continues the song of travel until, finally, as
night falls, the three travellers come to the love-grave where
the bodies of the dead lovers are buried.
This ends part one of the play. The second vart be-
gins after & brief intervel which sllows the Yepirits" to

chenge their costumes.

. « o The priest cannot sleen in the frost, -and thinks he
had better pass the night in prayer. Then the spirits in

11, ™ s -
Pound and Fenollose, op. cit., p. 73.

s companion. UVhen ghite is male, tsure is
e

ﬂedor“lWJ =,  In this case it refers to the FUOC' TTOMaI.

13,

ound and Fenollosa, on. cit., ». 7kL.
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the dancers. In the end, the lovers meet over the wine-cup,

the symbol of their union. The final song of the chorus, as

Pound translates it, »rovides a falrly typicsl example of the
direct, frank manner of & Noh chorus.

of

Ari-aki

The Dawmn!
Come, we are out
Let us zo ere

of ol
the light
We ack yvou,
We 211 will wither away,
The wands and cloth
Now vou will come oult of

do not awske,

this

You treed the bovder and

kwaits you; no, zll this

There is nothinz here but
To-dey's wind moves in

A wild place, unlit, and

As we can see

the play moves directly

1 L,
"Thid.

[o et

155, .
5ID%Q;, po. E7-68.

the nines;

from this

toviards
1]

ace;
comnes,

(To the

0f & drean.
sleep,

nothing

will wither ewey.
this cave in the
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eliciting informati

ere unsonlicitced

TSwedenborg, lMediuns,

specifiic mentin

N
|

&0

the symbole--the red stick, the coerse cloth, =nd the sras

2 . A 3,

--znd cuotes o long nascage to illustrate the subbtle use

mode of thenm cribhes 1n some detall the ooi

of travel, rgein noting the symbolism. Finellv, after not-

;',_J-

tize vole of the chovus, he describes the d ssolving of

Yeats obviously adnired the vlay, and there cean

be no doubt thet 1t served as a working model for The Dre
ing of the Bones.

Hovrever 1f we read 7 © the BDones as en

~

ettem»t to initete this gentle play, we wust zosree with F. oA

o}
N
ON
o
N
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C. "Hleont's conclueion thet Yests

. s .
Flve A e rer
CIe WALTTLING

contrast sharoly with

the shvill crowing of the

Put The Dresmine of the Bones is no

re-creation of Yeats's retelling of the story in

his esery makes it quite clesr that he was fullv awsre of

Yeats was not writing a 'Ioh playv;! he wes writing an

3

Irish

olay. He found in the Noh vlev o convention for in-

4.1

tersecting the past with the vresent, but neither an Iris!

L wer whnich constituted Irelend's

l._.

heroic past, nor the civ:

present, has much to offer him by way of quiet sentimenteal-

k) 1

ity. Once more he shows us thet though he will go abroad

to learn a pley's construction, the diglogue is always his
ovin.

4

The Dreeming of the Bones deals with two souls who,

imprisoned in a past event, are forced into en endless dream-

ing bsck. Seven centuries agzo, because their love seened

otherwise docmed, these lovers, Diarmuid and Dervorgilla

fce (x““‘}TV po. 212-223,
oleye., He concludes
se model.
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called in e foreign power to help ©
arainst Dervorgilla's husband, the king. But what had

seened Lo them 2 desversl

love had, as it turned out, smounted to a2 wholesale be-
trayzl of Irelend to the British.

Now, lo Q?.dead, they still wander through the rocks
:nd hills of County Clare, cursed until some one among their
fellow countrymen forgives them their crime. Until thev meet
with such conpassion, they can neither touch hands or lips,
nor can they attaiﬁ to a state of forgetfulness.

WUith consummete skill, Yeats brings these harassed
souls fece to face with the consequences of their deed. &
fugitive from the Baster Risine, frightened and praying,
stumbles throuszh 2 land laid waste by wer. He comes upon
the ghost lovers who see in him a possible a~ent for their
chey lead hinm
elong paths heunted by spirits of the dead. As they go, they
tell their story in an effort to soften his hard heavt. lom-
éntarily tiis bit den young revolutionary yearns
towerd them; but as the brutel facts of the revished Irish

3

countryside come to nmind, his heart is hardened.

C, never; never '
Shell Diernuid and Dervorgille be forgiven. (L42)

. . °

lein,
But for the peir that you would have me perdon,




Our countyy, iF ¢ ocril
Hed been most beasutiful

where
e youns man nust wallt Tor the coracle that will take hinm
to gefety, the lovers, having despaired of his help,. begin
to dance. Only then does he recognize them for Diarmuid
and Dervorgilla; It is a dance of zgony in which eyes can
meet, but hands end Jlins, never. They try to hide fronm
thenselves thelr owmn torment by covering their feaces, but
finally,
They have reised their hands as though to snatch the sleep
That lingers always in the abyss of the sk
Though they cen never reach it. (ALh)

Touched by this heart~rending spectacle, the Young

I

<1

en almost yields. But it is too lete, for dawn has broken.
A clouvd floats up and enshrouds them. “hen it 1lifts they
are gone, swept awey by the wind. Weking from the dream, he
‘becomes awvare of his own weakness:

I had elmost yielded end forgiven it &ll--

Terrible the temptation and the placel (LLh)

The chorus now takes the theme and restetes it sinmply

-

end cleerly. Nlith the lovers has gone the music of a lost
kingdom~~an heroic kingdom where love was supreme. Hodern

man, confronted with such dreams finds himselfl suddenly lost




Leaf 59 omitted in page numbering.
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for this wendering aivy music is oleved by crazy fincers

vpon a vascsl hesrt. . TThet was once bright end lsuzhing is
‘now but 2 bitter dresm that darkens the sun. But when this
nizht music, this dream, is driven out by the harsh music

of the dey-~the ¢larion cell of the cock--luck goes Loo:
Cur luck is withernd aviav,

The wheat in the wheal~ecar withered,

ind the wind blows it away. (LL5)

:-

The heart, says the chorus, has been stilled. This
however does not imply stesis. By using thé image oi night
and dey, Yeots sugé»sts the eternal recurrence of the dream,
both for the lovers and for the young Irish rebel.

As a love story The Dreaming of the Bones is poignan

('4
e

as & comment on Irelend, it is bitter. The main action of

the play tzkes place at & specific moment in Irish history

4

ic Ireland as antitheticsl, and mod-

4

~-the Tailure of the Easter Rising, 1916. When we recall
that Yeets describes Celti

ern Yestern civilization as primery, wé can begin to under-
stend the antinomies he is working with here. Ireland, 1916,

is the complete antithesis of the heroic world and, being
opposites, neither can be complete without the other. The
separation of the lovers becomes a symbol of disunity which
works for all levels of the play.

This play, then, is 2 confrdntation of the heroic

past with the disintegrating present. The Young lan, caught
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A s~ ey e - Yoo e o - vy Bl
drean and o narsh reality, becones Tor
)

1is fellure of compassion and his

is own past, he is in

+ho

effect betraving th

resent.

The elements of Noh that we saw opereting in At the

P iy

Hewk's Well we see agein in The Dreaming of the Bones. As

in Noh, all the parts of the play work together to create =
unified imege. The stage is bare. The shades wear heroic
masks and costumes of a past time, whereas the soldier is
unmasked, but weafs a disguise--~the clothes of an Aran fisher
The shades are romentic dream-figures, whereas the rebel is
coldly reelistic. The imeges of night and day, with their
sounds and sights, all serve to heighten the contrest be-
tween the past and the present. All the contrasting images
are bound together by the red bird of march which separates
the night from the deay.

These elements, concentrated as they are into an

3

inage of disunity, are reflected by the lovers who are sep-

83

arated from each other, and bv the Young

Man who 1s separated
from himself. .

The chorus resembles more closely that of Woh in that
it plays a more simple, dircecct role. Not only is there less

ambiguity within the songs thems:lves, but elso there is less

1. da

embiguity about their function at any particular time. As in

L3
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the previous pleys, the chorus introduces and concludes the
play by folding end unfoldinz the cloth in ceremonizl fashion. .
At times, 1t also breaks into the dislogue with songs

1o Y

sherpen the contrest between the dreams of the past, and the

bétrayal of' those dreams by the present. However, the chorus
derives its chief importence in this pley from its vivid de-
scription of scene. For the first time, Yeats uses the song
of travel as ean brganically functional element. By contrast-
ing the ruins of a past glory with the sterility of present-
day Ireland, the chorus provides a picture of Irelend's his-
tory which gives real significance to a meeting of the present
with the past.

The dancé, althoush it does not have the ritual sig-
nificance of a Noh dance, has, nonetheless, a greater promin-
ence here then it has had in previous plays. In At the Hawk's
Well, the only cbnflict is Cuchulein's conflict; thus we can
never identify our interests with those of the dancer. 1In

The Dresming of the Bones, on the other hand, our sympathies

are divided. We pity no less the lovers who cennot shed their
guilt then we pity the Young HMan who both reaps the results of

4 '

a past crime and, at the seme time, nervetuate
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separation of the lovers e sae our own lack of

~

and in the Young Man's refusal to helo them we see our owm

rejection of personzlity. Thus, because so much of the emotion

°
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reelized in

[N
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{

spivit froa its model. A consistently inverted use of char-
acter zccounts for much of the dissinilarity. A4As I nen

the traveller or Everyman, 1s on

0
Q
<
0}
n
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end puriiicetion., His role is that o
humen suffcring. Anything he caen do

. h)

distress of a tormented sovl will eventuslly

~~

tain his own goal, for his journey takes him to-

werds the abnegetion of the Self., Shite is invariebly the

I pest gin or nassion to explation

aorced DY 1Teason

o

or dreeming back. His dance is not so much a

For Yeats, who is concerned not with self-denial,
but with seli-fulfilment, and who recognizes no Nirvana,

Al g

L) . - o . - . - - 1. S |
the Jansnese play v co. Thus the traveller, whether

in quest ne dencer or shade, becomes

foczl point of his olsy mly, a5 we will see in A Full
Yoon in both ceeking and attaein-




ing gcli-connletion, becones szlso danc

Yeststas nlav

in Hoh.

The | i the Pones cvreates its own world ith
complete credibility. TIn no other —lav does YVealbs nresent
heo ohaoaer o | "] 7 amool ar b st lvar ] o . o) Aot el
the zhost =o bold a5 also in no obher play coes he paint
J-.}' S Sceene S viviadlw Th nenine 1vyd o c-. aritier R A miien
vhne Scene SO vVivi by e e O_,:)Olllflg) _._} LCSs 3 u.‘U.irl{:) Oy Tihae music-

,,,,,, unfold the cloth

world arean

into the »nasuionate ¢ e

ver-torn are, we see its

abbvey, 2nd broken tombs. Sane

moved by the shadowy dreem that pervade

waeteland shrouded in desolabe cries

<.

inhebited Ly two shades who ask but to

Contrery to 21l HNoh tradition,

he

s

remnzins true to his ovm vision.

5

meet end comnunicate, he accents,

]

he rejects., Thus the dream rena:

although he vearns to do so, cannot br

the dream and the reslity, the past an

. 1.
TOCK &

, put us ilmme ately

v

ing dead. Ye see the

%, thorn trees, ruined

time we ere genuinely

s the whole scene--

and elilry music, and

"

touch hands and livs.

not vernit this;

that they can interact,

drean, and modern man,

Q

dge the gap hetween

[

I'ty

d the present.
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CHAPTER VI

CALVARY 210 TEZ RSSURRECTION

Calvery (1920), vwritten & vear after Yeats wrote The
S Ve Y b J Aiie

VS

S‘J

Dreaming of the Bones (1919), is the last of the Four PL

for Dancers. COCollected as it is into a volume of plays for

dancers, Calvary is a puzzle, for it scems to have little in

common with the other three plays in this group. It is not-
really a dence-pley; 1t is certainly not a spirit-vlay; fur-

thermore, it is not an Irish play, whereas the other plays
in the volume belong to all three classes. TInstead, it is
a religious play which exnlores the death of Christ accord-
ing to & theory of history that Yeats had been schematizing
since 1917.

Having completed his dance-plays in 1920, Yeats does
not write another piay until 1931, several yvears alter the
publicatiqn of A Vision in 1925. He had started The Resur-
rection in 1925, but, not liking it, he had left it and re-
turned to it six years later. It echoes, significently, not
the heroic plays, but the one religious play he had written,
Calvary.

Severel reasons suggest thems elvo as an explanation

1

his plzys. As a result of his work

for this new impulse in

that was later to be published as A Vision,

with a symbolisnm




he found that he wos beconing more interested in philoszooh

and history. But even more important for him as an artist,
he Found tnat his syvmbolism was becoming more coherent than

it hesd been,” and thus could be used to explore throuzh his

art whet for Yeats had
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Celvary end The Resurrection can be considered as both

®

religious Dlryc end historical plays in that they pose a
question gbout Christ's divinity, vet also dramatize a point
in histery when one civilization dies and another is born.
Yeets uses-two distinct but related symbols with which
to describe experience. As I have elready noted2 he sees life
as a cyclical movement around a CGreat Wheel. Alternatively,
he 2lso sees life as a linear movement along the épirals of
two interpenetrating gyres, one of which is Drimarv; and the

other antithetical. Since the unwinding of one gyre would

necessitate the winding of the other gyre, each would be "Dy-

3

ing each other's life, living each other's death.

In terms of Yeats's historical schemate, every Great
bJ N

d already mastered the twenty-eight
phases and the his &l scheme which his communicators had
given him through his wife's autometic scrint and her speech
during sleep. A Vision, p. 18. The communicstors had asked
blm not to res o uﬂi]os phy until their work was done (1920),

hi story end biography. A Vision,

15y 1920 vesats
storil

b

. 12.
See above, . 2.

>w. B. Yeats, A Vision, p. 68.



Wheel comprises a2 civilization of 1000 or 2000 }r(—ee-.:r?s.,z'r Trens-
ated into the symbol of the gyres, this would mean that a
the end of every cvele the movement of the cyres would re-
verse itself, and a new civilization would begin. This re-
versal is marked; in history, by a divine annunciation. Thus
the beginning of the cla‘sical era is marked by Lede and the

5

Swen (and the birth of Helen),” and the Christian era is
merked by Mary and the Dove (and the birth of Christ). Botﬁ
foreshadow the birth of the divinity who will usher in the
next cycle~--the Roﬁgh Beast who "Slouches towards Bethlehem
to be born.M

Consequently, within the terms bf Yeats symbolisn,
Christ not only represents e new religion, but he also marks
the moment in history when the gyres change, and an anti-
thetical civilization is invaded by primery power. What
this meznt for Christ as man and Christ as God, what it meant
for his believers, and what it meant for civilizetion are the
questions that lie beneath the surface of these plavs. A

passege from A Vision gives the answers in terms of philosophy:

od is now conceived of as something outside man and
man's hendiwork, and it follows that it mus t be idolatry

L. . ’
"Ibid., p. 202.
5o . '
Ibid., p. 2068,
6\‘ 3 m . S
. B. Yeats, The Collected Poems of ¥. B. Yeats
(Toronto: HMacmillen and Copoany, Ltd., 1967), p. 210.
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staetenent into emotion

is the task thet Yeals sets himself in these two plays., Noh had

elready teaught Tests how to build & play uvon e symbol, and .to

create thereby a single intense emotion. But the Fform of Noh
he had bheen using was particulerly suited to a conflict that

could be externalized by means of a symbolic dance which gath-
ered into itself all the emotion of the play. In Calvery and

The Resurrection, Yeals breaks awey from this Torm of Hoh by

minimizing the dence so that it becomes an almost incidental
feature. He must, therefore, find some other means of creating
and expressing emotion.

1

On the surfece, Calvery resembles Yeats's obther plays.

el

We see again all the Hoh features that we have already seen

in At the Hewk's ell and The Dreaming of the Bones. As in
the other plays, the Musicians open the vley with a song as

they unfeld and fold the cloth. Then they describe the scene
in a song of trevel while Christ, wearing a mask, climbs
up to Calvery. Lazarus, masked, enters and rebukes Christ

for his limited concept of love. After he leaves, the Musicians

7W. B. Yeats, A Vision, pp. 273~L.
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L aescrive the gCcene, and silng anotheyr enlsmaitic SONE .

—t

L, oY enters, and challenges the power of

Christ. Heving been selected for the task, Judas then holds

)

o h)

e cross "while Christ stands with His arms stretched out

)

uo Ui

P

upon it."™ (455) Three Romen Soldiers now enter into a dialogue
émong'themselves egbout their own complacént acceptance of the
fortuitous-nature of 1ife, and then dence their allegiance to
the God of dice. The play ends as it begen, with the song of
the Musicians as they unfold and fold the cloth.

As we can see, the construction of this plsyv does not
differ merkedly from the construction of the first three plays.

Yeats has used, as in Noh, the meeting of mortel man and in-

mortal being. He has used also the nask, the binding meta-

©

ct

~

phor, the chorus, and the dance. Here, also, as in Hoh and

in his previous plays, all these elements work together to

crecte a single unified image. HNonetheless, there is a not-

able difference between this play and Yeats's previous plays.
In pruning & stege-craft down to its bare essentials,

a dramatist will throw the welight of the pley onto the actors.

They, then, must cerry the play. This Yeats had already done

in his first plays, in keepning with the HNoh tradition, and

what he lost in peripherel ornementation, he more than gained

La)

[
-

in organic strength. The power of these nlavs comes from a




70
passionate conilict in the hero's mind between velues that
ere mortal and immortel, meterial snd spirvitusl. The crisis,
symbolicelly represented by the dance of & spiritual being,
is thus the clinmax of the esrlier vlayvs., Zverything within
those plays, including the sometimes enigmatic lyrics sung
by the nusiciens, works tozether to intensify end clarify
that moment oif crisis. The esrlier plays, then, have a well-
defined "action" at their centre, and whether we are familiar
with Yeats's symbolism or not, we the audience have no diffi-
culty in understanding the pley on at least one level--that
of plot.

ITn Calvsry, because of Yeats's particular religious
biss, we have a strange upsetting of 2ll the norms. We see,
not mortel wan confronted by immortael being end forced to make
& choice, but Christ, God, confronted and tem»ted by men, and
this not once, but three times. Thus there is no well-defined
moment of crisis. The central conflict is also difficult to
pin-point. Lazarus and Judes, recognizing that
defected by an irrationsl force that "su
miracle,”8 reject Christ, and conflfront Him with their reject-
role

ion. A note from A Vision throws some light on the strug

ﬂn

that is going on within Christ:

We sa2yv of Him because His esacrifice was voluntary that
pal

L a
He was love iteell, and yet that part of Him that made




Love but 1

o

ity, ond not »nity for

s thoush the men in Him, being
aubL*L S ere, Kney Ln the Garden,
but p 2t for the , man's
death, e ralsed Leverus, sickness, seg-
ing any, sin, seeing that He died.

Yeats is Torcing onto Christ both the intellectual desvair
of Lazarus and Judas, and the indifference of the Roman
soldiers. He thus becomes, if for a moment only, subject-
ive men, and knows, as man knows, the anguish of isolation
and loneliness. It is 2ll exvressed in His final cry: Wiy
Father, why hest Thou forscken le?" (L56)

The conflict, then, is between Christ the Son of ilen,
and Christ the Son of God, or in Yeets's terminology, object-
ive pity and subjective love,

But &ll of this remains implicit; none of it is ex-
plicit. There is no action at the centre, no moment that can
be drematized because there is no choice involved. Thus the
play epnvpeers to standvstill. Everything that an audience ex-
pects from a pley has been submerged, if not actually dispensed
with. Even the dance has no surface significance. All that is
left is the emotion--the intellectual despair of three charac-
ters who are sll faced with the terrifying consequence of God's
will made menifest on earth. We have oniyvthe bitterness of
Lazarvs who, snatched from his solitude, feels himself cheated

of death; the defiance of Judas who, in the face of eternal




God; the anguish of
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camnatlion, exulis Ul
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e nas out-witte

Christ who, dying for a world that neither wants Him nor needs

Him, iinds Himsell absndoned by man and God 2like. This is a
drens of the wmind, which

o

In order to understond how Veets achieves this effect,

e

it 1s necessary to look bevond the Hoh spirit-olay that he
hed _séd as a model for the construction of his previous plays.
There is, in Hoh, a precedent Tor this kind‘of pley which Yeats
might have had in ﬁind,lo and which would also explain why he
included it among his dance-plays.

As I pointed out in Chanter II,ll the fifth play in a
Noh cycle of plavs is.called the Noh of the Mind., In VWaley's
book, I Tind a description of this kind of play in an extract
taken frem an essay on Noh by Seemi (1363-1L4LIL) and traensleted
by Wai@y. Seami divides Noh pleys into three classes, those
plays that appeal to the eye and’featufe the dance, those that
apreal to the ear and feature music, and those that appeal to
the heart. He speaks here of the latter class:

The third cless is that which eppeals to- the mind. In
the hands o7 a peerless master SurURagu Ulll move the heart

10, )

According to Richard Ellmann, Yeats: The llan and the
Mesks (London: Feber and Faber, J)SQ), v, 217, Yeats was ac-

l—’

queinted with Arthur Waley “nd his work with the HNoh
It thus seensg incredible thet Yeats would have been Ulf
with the Noh of the Mind.

11
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See above, Chap er IT, p. 15.
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ntation, but sonz, dence, mimic and
rapicd action are all eliminated, emotion as it were SOTLNg-
ing out of quiescence, This is called "frozen donce.!

Such acting cannot be understood by many spechbators of
long experience; still less by peasants or the like. This
mystic style belongs only to the peerless 1dxueL~DloyoL,
and though it is called "o that speaks to the mind, ¥ yet
it is elso called "mindless W5." There are many LJO have
long frequented the theatre, vet do not understand Wo; and
many who understand, uQOU“h they have little experience.
For eye-knowledze CUﬂCu not to all who see, but to him who
sees well . . .

The Boox of Criticism says, "Forget the theatre and look
at No. FPorget the N& and look at the actor. Forget the
actor and look at the "idea" (kokoro). Forget the "idea"
and you will understend the NG.

I em not suggesting that Calvery is a Noh of the Mind,
but I do see a resemblance between Calvary and what Seami calls
the "frozen dance.™ In any case, Seami's comments illuminate
some aspects of Yeats's play that are otherwise difficult to
understand.

Calvery, unlike the Noh of the Mind, does not elinminate

all representation, sons, dance, and mimic action. Yeats u

w0

e

5]

ell these parts, but he modifies his use of them to achieve an
effect very like the effect Seami describes. This is partic-
ularly true of the chorus and the dance.

The role of the Noh chorus was to intensify the emotion
of the play, and to cerry "the mind beyond .the action

Q,”lB

exhibits to the core of the spiritual meanin Yeats ac-

cepted this principle and had exnerimented in his firet three

2 .
1 Wal ey, L. CLTC., D. Ll

13 B

see apbove, Chavter VI, vo. 73.
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pleys, with varicus techpicues of applyine it. He used the
chorus te set the scene, to nresent a sons of travel, to
speak the thoughts of the characters, to comment poetically

ges, or Lo throw

on the action, to wesve 2 »nattern o
emphasis onto a gingle image;_ All of these Yests used in
various combinations in his first three plavs, but alweys
with the same purpose of intensifyving the emotion and bui 1Q~

k)

ing mesning into.his play. Not until he writes Calvary does

-
Jd

Yeats reealive the full dramatic scope of thé princinle he had
adopted from the Néh, and he reelizes it, as one would exnect,
by achieving the kind of simplicity for which Noh is famous.
Although these songs appéar to be enigmatic, and thelr imag-
efy to be too esoterié to be dramatically useful, they truly
carry the mind to the core of the sniritual meaning.

The songs of the chorus ere built around a single image,
that of the moon~-crazed heron, frozen into immobility. Assoc-
iated with this imszge in the ovening séng is the refrain:

"God hes not died for the white heron.™ (449) In the follow-
ing songs, the image of the heron is extended to include the
eagle, the swan, and the gull, and in the last song the refrain
becomes: "God has not eppeared to the birds." (L57) The
lonely seabird; lying at her rest; the eagle who "is content

with his savage heart;" (L57) the swan who needs noth ng but

%



3T * - [ AN
& sran; thesc

Unity of Beines., Unlike

ing eifects of Christ's death, these bivds renreszent the
subJective inpulse that remnains untouched.

i e 3 : oy PR B S " . b N ~en \ N ‘
From these songs, and the images thev suggest, comes

an emotion, "sprinzing out of quiescence," " which counter-
belances the emotion syrinesing out of conflict. Heving then-

selves the frozen guslity of the white heron which stands
"Motionless under the moon-beam,'" the songs become for us

the complete antithesis of the "action' exhibited on the stapge
Within the cheracters there is only discord; within the sS0NgS
there is only unitv. Our minds are forced to move between
ﬁhese two extremnes which zct as foi ls for each other, and
implicitly comment upon each other. It is not essential that
the audience understand the particular meanings that Yeats
attaches to the symbols within these Songs in order to catch
the full emotional effect which they create. "Forget the 'idea!
and you will understend the iv," says Seani. So, too, it is

with these songs. Having once looked at the "idea® we must

g

.

forcet it in order to understand the emotion thet these songs
serve to intensify.
The dance of the three Roman loldver,, by no means a

rominent visuzl ature, vet contributes sisnificantly to
3 5 J

the play. Within it, as in 211 Woh plays, is contained the
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action. As such, the dance

¥

ecome

wn

o5, end the Soldiers revresent the

antithesis of what the birds represent. In these Soldiers
s R S KL Tt 3 “ (le:— e Y e e
we see a representation of the "formless dust! that man will

become when the gyre of objectivity sweeps wider.l5 Lazarus
hes ouoqtlonbd Christ's love, ahd Judas has queétioned Christ'ts
power; but the Soldiers, having rejected choice, have become
but victims of chance, and question nothing. Lagarus and Judas,
both threatened in & vitel way by Christ, reject Him. But to
the soldiers, Christ has not apneaved at all. In a grotesque
comment on the songs, the Soldiers dance their indiffer ence to
the 01”n1f1c0nce of Celvery. In this dance Christ sees His own
defeat. It is this mounent of defeat, in which Christ feels the
emptiness of His own being when He is separated from His divin-
ity, thet marks the crisis of the play.

Calvary is certainly not a Noh play, but the parts that
ake up the whole derive from Noh. That Yeats has taken these
parts--the dsnce, the chorus, the masks, the binding metaphor--

and adapted them to his ovm purpose, does not meke them any
less Noh conventions. That he could break free from a literal
use of these conventions is a tribute to his creativity; but

<

thet he could redically modifv them and yet achieve & Noh effect

lQW. B. Yeats, A Vision, p. R74.
158
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is evidence that he has made these conventions his ovm.

2

o

In Celvory Yeats has pushed Hoh to its limits; in The
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calis awey from it. His note in the Collected
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Before I had fin 'his D]”y I saw that its vaject~
matter might nmak cuited for the public stage in
Engleand or in Ireland¢ I had begun it with an ordinary
stage scene in the mind's eye, curtained walls, a window
and door at back, & curtained door at loft. I now changed
the stage directions and wrote sonrs for the unfolding and
folding of the curtein that it might be nlayed in a studio
or & drawing-room like mv dance 01 avs, or at the Peacock
Theatre before & snecially chosen cudience. (579)

It follows then that the chorus would have had no part in this

play es originally conceived except to sing the sonz of the
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celebrents. As we shall see, this is not the cese.

~

ere es integrel a part of this play as thev are of
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all those plays that we have already looked at.

On the surface The Resurrection is & discussion among -

three men, a Hebrew, a Greek, and a Syrian, about the Faster
events in general, and the divinity of Christ in perticuler.
Into the midst of this coaversation Christ enters, a phanton

-

with a beeting heart, incovnoreal and corvoresl at the same

ot
ot

time, bringing into focus 211 the discussion and commenting

on &ll the &ar

59
o
2
=
0
L]

AR - [y
2 0

Yeats's technicue is interesting. Quite avart from

sl

the opening song of the chorus, e cen recognirze snatches of

4

Hoh everywhere. (Once having sccented the principle that scene




& dramatlst reaulves only a few conventions

will recognize in ovder Lo set the scene. This is why the
) Bl

formula Tov the chorus end the sonz of travel were so useful.
The select zudience that Yeats wes ostensibly writing for had

come to know it and understand its function. In The Resur-

@

rection, Yeats dispenses with an asily recognizeble form

of both these conventisns., Because the characters remain al-~
ways within tnhe one voom, he does not need a song of travel,
3 -

and because he leans heavily on realism, he cennot use the

chorus in its traditional form. Instead, the three voungs men
? o o

1'~.x

veriously ascume the role of story-teller and commentator.
Firet it ie the Greex who has just returned from a scouvbting
migegion; then it is the Hebrew who, looking through an opening
in the curtains at the eleven epostles, describes thelr act-
ions; then agsin 1t is the Greek who watches the worshippers

of Dicnysus through a window and explains to the Hebrew their

Syrien enters he recounts the Baster
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norning events at the tomb, which he has just witnessed. Their

4

chorus role is explicit, nor does Yeats try to disguise i

-

-

neaturelistically. He gives then long sneeches in highly styl-

However, the three men are not onlv a chorus; they are
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also cherecters in & drans, thoush thevy are nobt characterized
s indivicdvzle. The Greek 2s 2 rationalist, the Hebrew as a
gceptic, and the Syrien as a believer in ivretionsl miracle all

.o
i

mouthonieces for dif

CL
[0
O

ferent concent

[_J

and 2s such they become symbols for three cuite di
éctions to & miraculous event. But they are 8lso flesh-and-
blood men wvno are caught together end forever seversted by a
moment in history.

Yeste also puts the Noh dence to very subtle use in

this pley. The dance is narrvated by the Greek as he observes

IS%)

it. At first he feels nothing but COPbOﬂDL for it. But as

the dence builds to a climex of frenzy he becones strangely

&)
H

fected and transmits his tension to the sudience. The scene

o

e mesterpiece of sugeestive psvchology. Since we neither

b
&}

see nor heer the worshionpers, we must experience everything

1 1.

through the reactions of the characters on stage, who watch
the dances through a window. First the Syrien, infected by
the beating of the drums and rattles and the chanting of the

crowd, begins to laugh irrationally, to the horror of the

k) )

Hebrew. Then the Greek, disgusted by the

lunacy of this so-
called Greek religion, becomes uneasy when 2]l sound suddenly

ceases:y
? They ere dancing silently.
arer, dencing all the while,
ep unllke any uhunr I have
°1Hoot Under the window now.

« « o but why are they silen
They are coming nesrer and
using sone kind of ancient

seen in Alexandr They ar

5T

’ o) |.: Tt

G
gycy.
e




How they roll their
guicker and cuicher!
are they all suddenly mot:
unseeing eves turned unon
thing stranze about !

vainted eves as

are under
ionless?
this house?

house? {592)

x|C

The sudden Ov]encp of the dancers and the

of the Greek are dramatically explosive.

refocuses the

the niraculous entrance of Christ through

We have seen no dence, except {

mind, but by thst very fact Yests has

nificance of the parallel nature of

of Dionysus and Christ.

The binding metaphor is here, too.

from the opening song:
I sew a staring virgin stand
Where holy Dionysus died,
And teer the heart out of
And lay the hes
And beer thet beating

nis

heart

[_J -

Heart and blood imsz;

Dionysiec worshippers teeving a goatb

its bleood; thelr vermilion painted livs;

of the IZleven; Calvary;

.

heart

to Troy and blooo shed; the beating

. : )

imsges are zethered, in the last song

an Todour" T ame® thot

other varisnt

the dan :
the arindow,
Ty v

through
height

the irrational

Jes are echoed throughout the play.
to pi
the brkud

the murder of Dionysus;

overwnelmn a

80

are all
Is there
tense questioning
His last quéstion
prepares us for
the wall,

the eve of the
ened the

.
S s
oL

worship

We have it first

side,

Tt upon her hand

avay .« . . .

eces and drinking

and wine
the references

211 thesze
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Hence we see some significant departures

T2 see Yeats in

see a free-

had clcctou to
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This is not to
He merely breaks free of

The prin-

to serve him in the

become tools which he can

from

In meny weys these plays reprecent the culmination of

his

dr

Jepenese ama thet we ha

are the dance, the inters

vorlds, and the
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In A Full Moon in Harch, Yeats finelly gives the dance

fvll veluve. Here, as in lioh, protagonist and dancer are one,
but contrery to ioh, the
perhaps, a suggestion that the Queen is supernatural in the
fact that Unity of Peing is imvnossible in the context of nat-
urel life. TFar from being a shade, however, she 1s portrayed
as corporeal womzn at Phese 1k, on the verge of selfi-completion.
then, in the course of the vley, she achieves her completion at
Phese 15, she becomes pure spirit, and can be represented only
a1

symbolically by the dance. Thus the pley can have no meaning

“without the dance.

The story of A Full Moon in lMarch is‘wildly beautiful.
There ave only two characters, a beautiful but cruel virgin
gueen, and & filthy, lecherous swineherd. The Swinecherd,
having hesvrd cha£ the Queen will marry the man who can nove

N

her heart with sonz, comes at the full of the moon in iarch,

the most aus bVCLOUC night of the year, to try his luck. Foul,

]

both in eppezrance and in mind, he insults her virgin purity.
For his insolence he loses his head, but not before he has
hinted at & supernaturel conception in & oI o;Looic story:

ere 1s a story in ny country of a woman

24 sto all bathed in blood--a drop of blood
Entered her womb and there berat a child. (626)

Af'ter the Swineherd has been bohe ded, the Jueen, bathed




8l
in blood, besins to sing to the severed head a song of love.
The severed head rveplies in sonz &s the Jueen dances her
zdorztion. The dance, which builds to en orzasaic climax,

ends with the Jueen kissing the dead lins. Then, holdin

f}\’

£

the head to her breast, she falls to the floor. "Crown of

old" and "dung of swine' heve met and completed each other.

The Queen heas atteined to Unity of Being on the night of the
fvll moon in March, as was predicted.

In this play 211 the Noh features are evident, and are
completely undisguised. e have once again the bare stage,

<

the mask, the symbolic costuming, the binding metavhor, a

134
i

chorus and a dance, and in addition to these technical feetures
-we have elso the concentration, intensity, balance, rhythm, and
music of Noh pleys. Yet put them all together, and Hoh dis-

.

,ahnearu, A Full Moon in Merch is completely Yeatsian, a

megnificent tribute to Yeats's creative genius., It 1s enough
to look at two conventions, the chorus.and the dance, to meke
this clear.

Yhen Yeats first discovered the Noh chorus, it was its

1

distence from the action that interested him. In The Resurrect-

ion (1931), as we have seen, the main characters successfully
teke on the function of chorus and integrate it into the dia-
logue. Here, however, Yeats once again gives the chorus a

separate identity, albeit a different identity from that in

the previous vlays. It was the ostensible function of the chorus
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in the esrlier plays to mark the beginning and the end of the
play with the cevemony that Yeats calls "the folding and un-
folding of the cloth.” To intesg 1is ritual into the
pley, he wrote songs Ior the chorus to sing while they were
symbolicelly drawing the curtains. Having completed this cere-
mony, they would take their places at the back of the stage,
now and then commenting and adding information. Their distance
from the play was maintained not only by their function within
the play, but alsc by the dignity that they geined from their
mask-like faces, their stylired movements, and the beautiful

lyrics that they sang.

ALl of this topples in A Full Moon in March, when two
attendants, an elderly women and a young man, announce in a
somewhat Pirandelloesque manner that they are not qﬁite sure
of their own function. Their only instructions are to join
whenever they like, and with anything at all. This improv-
isetionzl eir, and their announced intention to sing aboutl the
dung of swine, suggest that neither they nor the dramatist in-
tend to teke themseclves very seriously. As it turns out, their
song, which mentions the dung of swine only in the thematic

refrain, "Crown of gold or dung of swine," (622) is as functional

in this pley &85 were all the orevious ovening songs in all the

other plays. As they sing, they draw aside the inner curtain
]

revealing the Queen, seated and veiled. When they have finished

bheir song, they take their places beside their instruments at
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the side of the stage, but not to comment objectively as in
the previous plays. ~Althouch they take no direct vnart in
41 A g .v ‘\ e

ts of the Queen and do

once more draw the inner curtain.
Again they are left elone with no explicit instructions,
and are forced to improvise:

cecond Attencdent: ‘het do we sing?

First Attendant : An ancient Irish Queen
Thet stucx a head upon a steake

Second Attendent: Her lover's h@od,
But thaet

3 3

different queen, a2 different story. (626-27)

-

5b]

)
They sing the song eanyway, & rather ambisuous story about
woman's cruelty and dead lips that sing. HMeanwhile, they once
more draw aside the inner curtain. The Queen staends there with
the dripping head of the Swineherd held high, and begins her
dance. The Attendants now assume a double role. They speak
for themselves, commenting upon the action, while, at the same
time, the First Attendant speaks for the dancing Queen and the
Second Attendant soeaks for the dead Swineherd. Vhen the dance
is finished, the Attendants, as chorus once again, look down

upon the spectacle and ask for an explanation. The answer,

which they thenselves suggest, is always the same: "ior des-
the lover'!s night." (629)

AlL of this is not so nmuch a pleving unon & convention
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as 1t is 2 reilfusel to be bound by any convention at all., The
requirecaents of every olay determine its construction. For
instence, Yests ig about to tell us an absolutely preposterous
story and show us an gizstic ritual of love and death that
needed very careful audience preparstion. Furthermore, Yeats,

.

a dramaetist of a subjective phase, is presenting a dramatization

of Unity of Being, the absolute subjective phase, to an audience

o
d

in the fineal disintegrating stages of an objective historical

jeul
"
g
o
L

era, If the chorus is to act as "fer, then it too must

£

represent the anarchy and chaos of the f{inal objective phases.
Thus by contrasting the uncertainty and érvou ness of the
Attendants with the seeming indifference of the plea Vw”lﬂh
Yeats achieves a brilliant stroke:

t . Whet do we do?

t do we take?
he say?

FPirst Attt
a

QJ"SZS

ant. Join when we like,
ing or speaking.

st Attendant . Before the curtein rises on the play?

Second Attendant. Before it rises.

First Attendant . WWhat do we sing?

Second Atteqdcnt Sing anvthing, sing any old thing,!
said ! (6/1)

When they ennounce that they will about the dung of swine,

'm
?

N

it is & shock indeed, but the shock has been somewhat absorbed
by the "off~stare"™ quality of their preceding lines.

Yeats is true to this principle throughout. The Attendants




remein casusl ofistare chnaracters who seem Ho be bhrown into

opening lines they questioned thelr function, so now in
closing song they question the events and suggest a possi
anser.,

I mentioned earlier that in At the Hawk's Well, and

the other early dance plays, power wes derived from conflict,
not, as in Noh, from dance. This is not true here. In A Full

Clock

l¢]
ck

Moon in March, as in its companion The Xine of the QGrea

ck

Tower, the dance bakes on a ritualistic significance that i
has not previously had. The emotional power Comeé from the
very centre of this Dionysiac ritual. The Queen in-her icy
virginity is a goddess who has descended "for desecration and
the lover's night," and not until that love has been consummated
through the dsnce can the play mean anything. Through this pley
Yeels has finelly released the potential power inherent in rit-
val dance. TIt.wes as such power that the Japanese used the
dance in Noh. Yet in Yeats's play the spirit and purpose of

the Japanese dance are completely missing. Far from being a

5

purgation which will lead to forgetfulness, as in Moh, this

Y

dence is an erotic, Orphic ritual that lezds to fulfilment.

Death and desecration are here not violent acts that wmust be

expleted; they are necessary sacrifices that lead to Unity of
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Beinz. But the sacriiice
laughter of the Swineherd when his desth is decreed, in his
insolent song, end in the frenszied dance of the Queen. What
in Noh is so often roeminiscent and sentimentel becomes here
wild and joyvful,

Although Yeats in this play has come closer to the
source of power in Hoh than in any other play, he has le
Hoh fer behind. From Hoh he learned principles, but

took formulas. He had already set the pattern in At the Hawk's

Well, althoush he used Noh much more llbarally there. It is
this refusel to be Dboxed in by a conventlon, that

integrate the lNoh vrincipnles of construction into all of his

On the surface, The Words Unon the Tindow-Pane (193L)

seems & radical depsvture from any play that Yeats has written

I3

since 1¢16. It is written in prose, it contains no dance, no
chorus, no masxs, none of the features we have come to assoc-
iate with lNoh., It would epvear that Yeats has finally vielded
to the ponular demand and written = realistic play.

m

This, however, is a decention. Yeats uses realistic
conventions here for exactly the same reason that he had always

used Hoh conventions: to achieve a desired effect. In fact,
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znce room should be the shrine vwhere

nodern man meets the tortured svirit of Jonathan Swift, de-

N

ines the nature of the tragedy; but that Yeats could meke

=

coth this reclisa and ritusl organicelly functional in his

rituel dence, the séance itself becomes a ritwal, one that
would involve the entire audience. 4 groupn of initiates have

Lo}

gathered in an ancient house, the house where Stella once

)

lived, for a séance., To theiv distress, the unsolicited

spirit of Jonat the established order of

the proceecdings Lo relive two separate, but related moments
from his life. One concerns en encounber vith Venessa, vho
tempts him with her woman's body, =nd the other concerns an
encounter with 8
unswerving love of these women
for Swiit whiéh binds his snirit to the earth,

One cen.well imssine the imovact this play could have

on &n eudience of abtout Tifty
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drewing room of 2n old mension, with no stage, no lighti
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Just o table and & o
clesred spoce. Tt would not be lons before 511 the scentics

in the gudience, like John Corbet in the vlay, would be wait-

e

ing as expectently s the dnitistes for souething extraordinary

to happen. Yeats has so skiliully woven into the dialogue a
curicsity &bout Swift, the dead, and soirituelism, that it

would be difficult to remain uninvolved.

o}
e
p=
o
Jomns
pe
ot

As 1 pleys, the dialogue in the beginning is used
solely to set the mood and to prepare the sudience for the
entrance of the hero., When Dr. Trench, takinz John Corbet

tal

on & tour of the house, recounts its ovast significance, we

recognirze the now-femiliar song of travel. The house becones,

like the well in AL the Hawk's Well and the abbey in The

Dreaming ol the Bonesg, & shrine where the two worlds can

intersect,

Swift's voice, a novel and, in this case, alistic
departure from Hoh, marks the beginning of the development.
The customery mine-dance is enacted by the medium who sneaks,

like the chorus, for both Swift and Venessa. Although this

drematization of o spirit is vaguely reminiscent of the Jepan-
ese possession pleys, it is more realisticelly integreted. The
spirits depart; the initistes pay and leave, and the mediunm,
glone at last, preperes a cup of téa for herself. Into the

tea ceremnony Yeats builds his clinax. Sudden v poessescsed again

.

by the spirit-of Swift, the medium spesks his finsl desnair,
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For him procreation means the perpetustion of o doomed race, a
race that must end in "madness," or "knavery," or "rascaldom.V
(610) Thoush fearing nothing so much as solitude, he yet chooses
it. (613) TIn his choice we sec a heroism 21l the more tragic

because suffoering and defeat cannot bring him to Unity of Being.
The comiort that Stella can give him is small indeed in
the face of this. When he is with her, he becomes more quiet.

you notice the change while we

in the room?" (612) For a
scribed upon the
guilt.
The last line,
the tormented outcery of &
fulfilment.

The “Words

window-pane, drive away
But the iafluence lasts
"Perish the day on which I weas

man for whon

Upon the Window-Pane is &

has taken Vanessa's place: 'Did

vere singing? The new influence
moment Stella's words, the words in-
Swiftl's self-doubt and

nly so long as she is with himn.

bornl!™ (617) is

there i1s no comfort, no

dramatic tour de force,.

(o

sing & favorite subject,

a favorite Irish

jor

n hevo,

jab)

spiritisa, 2

Swift,

fevorite theme, purgation,

Yeats combines a2 basic loh

structure with realistic conventions of dialogue and staging to
crezte a play neither realistic nor stylistic, vet somehow both.

3

In Puregatory, Yeats give

vision of twentieth-century Ivel

an Ql1ld at the aze of gi

(=]

IMan who,
father with a jack-knife and

his own sixteen-year-old

us his final, uncompronising
and It is a stark tale about
ixteen, nurdered his degenerate

now repeats the crime by murdering



The motivetion for this action is supolied by the

setting. The two characters are survounded by symbols o

.

Fal
A

K

death. 4 dead tree, tne burned-out ancestral home of the
Old ten's mother, the hollow hoofbeats of a ghost rider,
the spirits of the 0ld Han's. parents re-enacting the shame
of their wedding nisht all ﬁovk together to drive this old
men to a second murder.

An 0ld Ien and his son, homeless wenderers, find them-
selves standing in front of a mansion fallen into ruin. Recog-
nizing it =zs the house where he was born, the 0ld Man begins
to recount stories of its vast splendour to his indifferent
son. While he is talking, he suddenly hesrs hoofbeats, and
sees that the window of the bridsl chember is 1it up. Through
the window he sees the spirit of his mother on her wedding
night, waiting for the arrivel of her drunken husband, a
groom from her ovm stebles. Hearing at last the hoofbeats,

she hurries dowm to meet him, not caring that he is drunk,

for she is overcome by lust. She tekes him into her honme,

senctified by generations of beautiful, ordered living, and

o

conceives by him the son that is to carry the secds of

£ her

1€

pollution. Ilow, unable to separate her pleasure from her

guilt, she is imprisoned in en endless drezming back of her

crine.

A1LL of this is seen as & sha

adow-nine by the audience,
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with 2 comnmenbarv sunhlied

notiinz., Certoin

the moncy end cocene. Durin~ the tuszle thed s the
gceles foll from the Boy's eves, and he
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nis Mgrend-dad; ¥ A dead, living, murdered nman!? (687) The

inking to finish the conseguences by ending the
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But vou are in the N;rhb because
she &t consegquence.
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¢ because had he grown up
cruck e womants fancy,
r

nollution on.
foul old men

Zoclek

hermlesa., (H58)
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But as he stoops to w»nick up

3 o

heers the dresded sound of the hoofbeats rveturn. He is "hirice

a nurderer, and

Both the

victimes of Purga

in ettenpting to expilste thelr guilt only dig theaselves in

[ea N

deeper. The 0Ld Man, unlike the Younz Ilfan in The Dreanine of

: =0

the Bonesg, a to eid the Spirit’s release.

But

“iiied,t his sacriiice becomes merely

zre iforced end
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stetes force tineiv inhabitents into ever-more incriminating

he calle phentzoemocoria. The 01ld Hen, while still alive,

traces to its consequences not only his own crime, but also

his father's, His mother, a shade, is imprisoned in the

) 1 9

drezning back, uneble to escape because every repebition

of the event btrings with it a renewel of her vassion.

ogicel outgrowth of 211 Yeats's ex-
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those features that he depended on so heavily in the First

Dlays. The chorus, the mesks, the ¢

ance--all are gone. And

EN

vel, b“neubh the surface e see
o 7

)

e vrinciples of Noh overat-
ing as they heve in 211 his plays.
The 0ld Men assumes all the roles of a Hoh play. He

travelley and intercedes for
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is waki i:

He is chorus in that he narretes, comments, and nresents the

song of trevel. He is shite in that he is the protagonist
end performs the ritual sscrifice. The shades, intangible,
hazy figures at the edge of his vision, are little more than
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en ccho of the 0ld Hen's thoughts.
There is no dence as such. Bubt the dance in Hoh was
alweys en elegant disteancine of a ritual. Here we are forced

to witness Tthe ritual itself as the Cld ifan kills his son.

Thise too, is echoed Ly the shades as they re-enact in a mine-

T

he murder of & heri
The compactness that he had learned from loh, becomes
here a herd core almost impossible to wnenetrate. All of
Yeats's post-loh plays are built upon symbol, but none of

them have the intense concentration upon one single symbol
that this pley has. Here symbolism no loﬁger informs the

play: it is thé play. The dead tree and the ruined house

are identical. Trom neither can new life spring. The parents,
the 0ld Man, and the Boy are all guilty of destroyiﬁg the life

.

that the house represents. Recounting the vast glory of thet

house, or Ireland if one prefers, the 0ld Man proclaims it to
be dead. To this he appends his own death warrant:
« « « to kill & house

Where great men grew up, married, died,
I here declere a capitel offence. (683)

{_Ja

Both the fether and the 0ld Man are guilty of this crime.
Although Purseatory derives much from loh, it has gone
too fer beyond its model to be easily recognizable as such.
The differences go much deener than & superficial recognition
of perticular elements. By virtue of its subject-matter and

o

theme, end by virtue of Yeets's tragic vision, Purgatory
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CONCLUSION

As we survey tne plavs from AL the Howk's Yell to
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Purgatory, we see a creative artist at work with a dramatic

not Tor a Vestern culture, but for the

expression o en bastern philosonhy and an Dastern tradition.
Ye“ s took from this drema as much or as little as he found
useful for any particuvlar play. Iore important, however, that

b}

which he took and kept, he made his own by adapting it to his
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philosophicel and

The Japanese form was ideally suited to Yeats’s dramati
temperament. It recognized no great gulf between the world of
matter and the world of spirit, and preseﬁted each with equal
frankness. It assumed that suggestion and allusion éreated as
vivid a picture to the audience as did literal visuel detail.
Further, it derived its power from symbol and dance, and its
beauty from tradition, forwm, and ritual.

Through several centuries of evolution the Noh had de-
veloped & formula and a set of conventions that would stimulat
the minds of the spectators to see bevond that which the eye”
saw, In these conventions Yeats saw a possible solution to
the problems with which he, as playwright, had been grappling
in his earlier plays..

Although Yeats started from a model, he rearranged the

C

e

Japanese elements to suit his own drematic purvoses. His first

enthusiesm was for the masks, the dance, the chorus, the bare

stege, the cymbolic design, and the binding metaphor. These
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conventinns neloed him to dranatize internal conilicts and

create an cnotion that zrew out of idea, not out of character.

fovever, Yeats wes

18t would restrict his own crestivity. Thus we see in his

o£ o 3

later vlays e radical modification of conventions that he had

used according to a fairly literal Hoh prescription in his

earlier plays.

e

It is 1uoor ant to understand that, des»nite his enthug-
3 =

1

iestic defense of the Noh form,” Yeats was temperamentally

unsulted to write "loh plays.™ I have quo
. ) . . 1e
final assessment of Hoh as being Yoo damn soft. Although

Yeats nowvhere says so, his consistent side-stenping of the

sentimentality inherent in &ll the Noh vlays makes its own

comment. From his first post-Noh play, At the Hawk's Yell,

through to his last »nlays, Yeats finds wavs of adding v»nith

to the softer beautr of his Japanese model, thereby sacrificing

&

Eal

thet element of spivituality which is the life-blood of Noh.
The human souvl in torment is the very essence of Noh;

it is also the essence of Yeats. But whereas Noh was concerned

with the souls of the dead seeking forgetfulness, Yeats was con-
cerned with the souls of the livinz seeking fulfilment. Like

but vnlike Hoh, he DTGv\HUCd the living human soul harried to a

See above, Chanter I, »pn. 1-2,

See ebove, Char

» p. 20.






Theatre
wr Divectio

)

of Jenan. Hew Yorx

Dancers.

London:

<

s. London:
Compeny

Vaecmillen and

Controversies,

London:

the Plevs of
Hew York:

.



103

Carbondele and Edwars-
sity Press, 10405,

fhostre of Desolete

3

athan, Leonsard I.
Hew York: Columbi

ri“ 'r\ o ,~;~ —i C

Ure, Peter. Yezts the Ploywrig
Paul, 1963.

Vendler, Helen H. Yeots's Vision end the Later Plavs. Canbridge:
Herverd University Precs, 1963,

F.ooA0 Co Y. B. Yeats and Tradition. London: Victor
Gollencz, Ltd., 1962,

. Yeatg's Tconogranhy. London: Victor Gollancs,

Ttd., 1960.

4

Zwerdling, Alex. Yef;s and the Heroic Icdeal. New York: lew
York University Press, 1965.

C. GEHERAL BOCK:S ON YS4Ts

Ellmenn, Richerd. he Tdentity of Yeats. HNew York: Oxford
University Press, 190L.

LY

asks. London:

m
.
=3
5"
)
st
[psesty
W
e
oo}
48]
o
-~
cr
1
+
[0]
I

.
Fabter & Feber, 10

«a

ard. The Vast Desiegn. Toronto: University
O Press, 196/, .

Engleberg, Bd
of Toront

Henn, T. R. The Lonely Tower. London: Methuen & Co., L
1950.

Hone, Joseph. . 3. Yeats, 1865-1939. London: Macaillean &
Co., Ltd., 1962,




: 104
Jeffare°, A. Normen ]

s, Al K. G. ¥, Cross (ed.). In Bxcited
Reverie. 5t. Martin's Press, 1965.

. M. B. Yeats, Man and Poet. New Haven:
Yale University Press, 1949,

Reid, iam Butler Yeats: Ti

Benjamin Lawrence. Jill
Tregsedy. Horm: reity of Oklahoma

’L‘
gsi1o]
o
@
wi
wm
—
\O
O
it}
I

1 Irving. Williem
1865-1939.

Press, 1962,

Seiden, HMorto
Mythmake

Butler Yeats: The
i 1,
University

Poet
Bast Lansing:

Michigen State

{ [$4)
)]

A

kelton, Robin, and Ann Seddlemyer (ed.). The iorld of ¥. B.
Yeats: Essays in Perspective. Victoria: University of
Victoria, 1965

D. BCOKS ON SPECIALIZED AREAS

Davie, Donald. Hzra Pound: Poet

As Sculptor.
Oxford University Pr

- New York:
ess, 190L.

Gregory, Lady A.

Cuchulain
Murray, 1902.

of HMuirthemne.

London: John

. Visions and Beliefs. N
Putnam's Sons, 1920.

ew York: G. P.



