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"automatic writing" and "automatic speech" which formed the basis of
A Vision, referring to The Unicom by Virginia Moore and The Making
of Yeats's 'A Vision'by George Mills Harper.

Moore examines the opinion that the "automatism" is a sort of fake,
and refutes it. Her conclusion is that "Mrs. Yeats did indeed develop
'mediumship' to a point where she wrote and uttered the fundamentals
of the system" and that "her mediumship was in some way and degree
encouraged or prompted, if not supplemented, by Golden Dawn
teachings."

G. M. Harper examines closely the "Automatic Script" George and
W. B. Yeats left. Though he does not deny the spiritualism found in it,
he seems to insist that the script does not suggest full automatism, and
points out Yeats's own ambivalence, vacillation "between absolute cer-
titude and total scepticism". In the last page, Harper remarks as the
last conclusion, "From 24 October 1917 to the end of his life he
remained convinced that he, George and her Controls were collabora-
tors in the development and structuring of a System by means of which
he could interpret 'all thought, all history and the difference between
man and man.'" Harper, as it were, sublates Yeats's ambivalence in this
remark. But "all thought, all history and the difference between man
and man" are the words from a rejected concluding sentence of the
Introduction to A Vision dated May 1925. Does this fact also not
illustrate his ambivalence?

His ambivalence can be found also in the conclusion of the Intro-
duction to A Vision, the second edition. ", . . if sometimes, over-
whelmed by miracle as all men must be when in the midst of it, I have
taken such periods literally, my reason has soon recoveredl and now
that the system stands out clearly in my imagination I regard them as
stylistic arrangements of experience. . ."

Through the spiritual communication mainly conducted by dia-
logu.es, some dramatic tension must have been brought forth, in which
"miracle". "reason", and "imagination" must have crossed. run against
and mingled each other. And such dramatic tension is a source of
fertile creativity for Yeats.
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the Hermetic Order of the Golden Dawn, where he assiduously studied
"modem magic" as the French occultist Eliphas L&i had initiated it
and, moreover, McGregor Mathers had subsequently modified it.
"Modern" - or, as A. E. Waite has translated it, "Transcendental" -magic refers, roughly speaking, to an arbiEary mixture of the Jewish
Kabbalah (in its popular form with an almost exclusive emphasis on
sephiroth and other characteristic symbols) and the twenty-two major
cards of Tarot replete with their hermetic implications. ln A Vision,
however, Yeats's earlier interest in the intricate network of esoteric
symbolism, centered around alphabetical letters and numerological
overdeterminations, is largely transformed into his own taxonomy of
varieties of human psychological types and historical stages drawing
above all on the twenty-eight phases of the moon (whereas the whole
account n A Vision is attributed to his "instructors" and thereby the
conventional concept of authorship is suspended in an intriguing state
of undecidability).

Significantly (not ironically) enough, Yeats seems, in both cases, to
have drawn rather clear-cut demarcations between his Janus-faced
urges for poetic composition and for cosmological construction (if
not to say fiction-making). Far from being abortive consequences,
such apparently self-divided endeavors have turned out to be a uniquely
Yeatsian strategy for survival in an age unprecedentedly unfavorable
for poets' creative self-renewal (all the more so with those who are
gifted with critical insights). Instead of anticipatingT. S. Eliot's delib-
erate prescription of his own swan song or Ezra Pound's ironical prolifi-
cacy devoid of any ultimate proof of decent self-control, Yeats mani-
fests himself as an exceptional modem poet who has been sufficiently
powerful to go on writing poems in defiance of every possible difficulty
except death. "Mysticism" has always been his indispensable -though,of course, in no way sufficient - means by which to live through the
declining fate of poets from the High Romantic age down to the
present.

(G('C 6C9 H=: 6IHDB 6H>8 KF((1>C<

Naoki Okubo
A Vision is a systematic and comprehensive achievement of Yeats's

mysticism, which is also unique in that the process of its making is
quite mysterious. My intention is to give some consideration to the

-62-
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Hisayoshi Watanabe
Yeats's magic or mysticism, far from being peripheral or discredit-

able to his poetry, constitutes the very essence of it. Magic and poetry
with Yeats are one thing, both being means to evoke something beyond
the plane of everyday experience. He was not interested in practical
magic like his Golden Dawn friends. His concern lay elsewhere. The
three principles he mentions in his 1901 essay "Magic" as common
to all mysticisms of the world can suggest what in fact was the ulterior
motive of his occult interest: the assumption, in brief, that there is no
barrier between our minds, that our minds are part of the Great Mind
or Anima Mundi. This also was Yeats's belief and central to las mysticism.
It is also worth noting that it was an anticipation by over thirty years
of Jung's hlpothesis of 'the collective unconscious', and of the so-
called 'trans-personal psychology' in recent years. It can be said that
his ultimate objective in occult learning was to convince himself of the
existence of a point where all mysteries of the world converge and
place himself there in imagination. In this he was like Goethe's Faust.
In his most important essay "Per Amica Silentia Lunae" he says that,
when he closes his eyes withdrawing from self-centered passions, his
mind becomes a vehicle for timeless wisdom of Anima Mundi. This is
just the condition towards which he aspired in poetry, a condition in
which he no longer speaks but the universe speaks in him. This is a
condition towards which all poets should, aspire. Only Yeats most delib-
erately did so. He wanted to be a vehicle for all the accumulated
wisdom of mankind, and he knew where that wisdom \ /as to be ob-
tained.

A CATALYTIC DEVICE FOR POETIC COMPOSITION

Hiroyuki Shima
A poet is one who fears more than anything else the possible inertia

which deprives him (or her) of further self-preserving strength to go on
writing poems as well as one who, of course, actually writes poems. In
W. B. Yeats's case, his lifeJong immersion in "mystical" apprehensions
of the world (including the allegedly supernatural sphere of the dead)
has played, as it were, a catalytic role in the continual development of
his poetic enterprise. In his early y€ars, Yeats actively participated in

-63-
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is controlled and subdued.
Quite to the contrary, Yeats chooses from Greek mythology those

characters with abounding vitality, with brutal but tremendous energies
- such as satyrs, pans, centaurs, dragons, dolphins, and nymphs - in
order to express his own vitdity. He even seems to feel and get a grip
on the strange supernatural power running through in the myth of Leda
and the Swan.

Theory and Practice of Repetition: The Double Vision in Ego
Dominus Tuus ar.d Michael Robartes

Ryuji Kobori
In 'Ego Dominus Tuus' one of the protagonists,lTle insists on assr,lm-

ing a mask which he believes leads a person to 'Being'. It is admittedly
said that llle creates the mask as a strategy to emerge from'what he is.
1//0's mask contains two contradictory selves, the naked self and the
anti-self. And thus he gets to develop the theory of the mask finding
his way to 'Being'. On the other hand, it is 'The Double Vision of
Michael Robartes' that has exemplified the theory by creating a vision.
Taking notice of the relation of the mask to the naked self, and of the
vision to the real, these two poems show us how ironically 'dissipation
and despair', and disillusion create of them.

It is important that through these poems we shoirld recognize 'Being'
as nowhere, the impossibility of 'Being'. In other word, this paradox
proves to make them significant; the paradox that Yeats must live a

non-being life because he tries to assume the mask, or see the vision in
the mind with the aim of taking his own way to 'Being'.

-64-
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The 23rd Annual Conference of the Yeats Society of Japan was
held on November 22,1887, at Waseda University. Prof. BarbaraHayley
of St. Patrick's College, Maynooth, gave an opening lecture "W. B.
Yeats and Hermetic Tradition". Prof. Masaru Sekine of Waseda Univer-
sity spoke on The Dreaming of the Bones and Nishikigi. Three pqrers
were read by Akemi Tomioka, Ryuji Kobori and Masanori Funakura
Prof. Yasunari Takahashi of Tokyo University chaired a symposium
"Yeats and Mysticism" with Naoki Okubo, Hiroyuki Shima and Hisa-
yoshi Watanabe as panellists. The synopses of the papers and the
symposium are given below.

H=: 9> :F:CH IG:G D >F>G= 6C9 <F:: BLH=DAD<L
>C H=: ED:HFL D K 7 L:6HG1

6 8DBE6F>GDC

Akemi Tomioka
When Yeats uses mythology as materials in the composition of his

poetry, he uses both Irish and Greek mythology (rnyths, legends, and
folklore). When he treats Greek mythology, however, he seems to be
much freer in revealing his own inexhaustible passions and energies,
as if somehow Irish mythology alone were too culturally and literarily
precious to satisfy his own cravings to express his feelings.

When Yeats tried to anthologize the Irish materials, he always
selected them on the basis of their imaginative extravagance. For
example, when he edited, Fairy and Folk Tales of the lrish Peasantry
(1888) and lrbh Fairy Tales (1892), he chose the most grotesque, the
most inexplicable, the weirdest, and the cruelest materials he could
find. When he was preparing for the publication of lrish Adaenturers,
which remained unpublished, his sole att€ntion was focused on the out-
laws, rakes, rogues, and rapparees with bizarre behaviors and uncon-
trollable energies.

These embodiments of passionate energy, however, are excluded
from his poems, even though he wrote to Katharine Tynan that Fairy
and Folk Tales had been worth all the laborious work expended in
gathering the materials for poetry, which were then to be turned into
poems. What he depicts in his poems, then, is a world mainly con-
cerned with men who are drawn towards the fairy world, but yet are
eager to escape from it. In his poems, even Cuchulain who had wild
supernatural power has lost this power, and the madness of King Goll

-,
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l. Umberto Eco, Opera Aperta, 1962; rpt, Milano: Tascabili Bom-
piani, 1986, p. 60.

2. The Collected, Plays of W. B. Yeats,London: Macmillan, L972,
p. 208. Subsequent reference to this edition appears in paren-
theses in the text.

3. It is much the same with the ritual at the opening of The Only
Jealousy of Emer.

4. Harold Bloom, Yeats, Lor.don: Oxford University Press, 1972,
p. 296.

5. Helen H. Vendler, Yeats's Vision and the Later P/ays, Massachu-
setts: Harvard University Press, 1963, p. 213, Reg Skene, T&e
Cuchulain Plays of W. B. Yeats, London: Macmillan, 1974,
p. 137, Leonard E. Nathan, The Tragic Drama of W. B. Yeats:
Figures in a Dance, New York: Columbia University Press,
1965, p. 178, Herbert J. Levine, Yeats's Daimonic Reneual,
Michigan: UMI Research Press, 1983, p.91, et. al.

6. Vendler, op. cit.,pp.212-3.

- 66-
32



comment: "He has lost what may not be found/ Till men
heap his burial-mound . . ." (217), it is certain that he missed
the water. If his ultimate defeat, as sometimes claimed,
should be indicated here, however, we would not be able to
give a meaning to his further action. If we suppose that the
water flows directly down out of Aoife into the well as a
form of inspiration, then the "madness" implies that he is
now "gaining a type of immortality worth much more than
the temporal longevity conferred by the water."6 The
reading that it is all silly if he does not drink the water when
possible seems to come from the viewpoint of the Old Man.
He thinks that it was "folly of youth" (212) for the Young
Man to, despite his kind warning, get entrapped into a mortal
fighting with Aoife. The Old Man smells the disaster in
the quest. It is the same with the comment that the Young
Man is foolish to choose the battle "for [his] share" (219).

But the Young Man insists that he will bravely cross
the threshold without being "deceived" by the Old Man
who stands in the way of his quest as if set to make a jest of
hi*; he prefers to pursue the hawk because the indeter-
minate has not as yet been defined. The renewed goal of
continuum of the Young Man's quest is to determine the
previously indeterminate.

Is he not breaking through the illusory appearance of the
well into the promising but dangerous future? It is naturally
uncertain whether the battle will result in a win for him or
not, but it is safe to say that the particular burden which falls
upon an immortality inquirer is to sustain the tension be-
tween appearzrnce and reality. The Old Man's attempt to
stand and wait risks vitiating the quest itself; while the Young
Man's desire to move on demonstrates that, however terrible
and dangerous reality may be, human dignity lies in seeing
reality as it is and working on it. Even if it costs him some-
thing like "a pleasant life/ Among indolent meadows" (219)
to proceed with his quest for "Wisdom" (Ibid.).
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drama must be on a quest for the "miraculous water." I:o
that case we may be able to read as a meaningful sequence
the Old Man's fifty-year-fruitless quest, but not cover the
Young Man's steady forward march toward Aoife after his
"failure." If it is on the Young Man's conflict with the hawk
beginning at that attack, on the contrary, we must reduce
the Old Man to a supporting role.

This drama presents a prologue and at the same time a
prelude: the "drama" of the one protagonist culminates in a
complete defeat and that of the other moves on. That is the
reason why this drama creates an impression that it does not
have a clear ending.

It is after all the best description of such a drama that this
narrates a story whose meaning is the duality of the quest:
Old Man and Young Man undertake the alternative quest for
the Well or for the Hawk, dividing up the responsibility to
grasp the total meaning of "tfre Hawk's Well.", And its
central mystery is Aoife, who never appears before them in
person. The main focus is therefore on two ways of re-
sponding to the invisible figure or Aoife. e.

The Hawk seems to be a metaphor for something terrible
but stimulating in reality, which may be called the Daimon-
ic.s The Young Man's consistent application of intuitive
imagination to the hawk, not to the well exposes the in-
consistency of the Old Man's reasoning, because the latter
can not grasp the connection between the well and the hawk.
As suggested by his appeal to the Young Man: "I do not
now deceive you" (218), the Old Man seems to represent
intellect or reason.

From such a double structure comes the ambiguity of this
drama. It is difficult, indeed, just to refer to the single ob-
served onstage event and interpret the whole drama.

III
Did the Young Man fail? As implied by the following
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(209). The hawk poses a severe challenge to him. Although
he "has heard the plash" and "turned his head" (217) he ven-
tures upon a brave counter-attack on the hawk running back
to her queen.

At this point I want to stress again that the link formed
at the moment the Young Man fought back still holds: his
challenge changed the direction of his quest. The end of
his quest seems foreordained in that initial event. On retrac-
ing his steps until once more he stands before the empty
well, he regrets . that he missed the bird, not the water:
"She has fled from me and hidden in the rocks"(218). This
regret is reinforced by his rage at that first failure: "just
before I had turned the big rock there/ And seen this place,
it [the hawk] seemed to vanish away" (214).

The "why" extends thus in an expected question: "What
are those cries?" (218. Italics mine). Aoife has continued to
stimulate him, her identity doubly hidden, once by the
Guardian at the Well, twice by the hawk concealed in the
former. Read in this way, the culmination of his quest is his
discovery of Aoife behind the hawk. The cry "Aoife!" and
"The clash of arms" (Ibid.) brings him back to himself: "He
comes! Cuchulain, son of Sualtim, comes!" (Ibid.\.

It is true that their conflict has not been resolved at all.
The Young Man's consistent pursuit of what he sees and
hears can bring about a fitting conclusion to that designed
meeting. The meeting serves as a scaffolding to another
offstage event that is to follow, of which the Young Man is
soon to become an inseparable part. "His true encounter is
not with the Guardian of the Well, but. . . with Aoife,"4 so
that in his entire quest this ending is ultimately only a
preliminary move.

What can be thus described is the very fact that in this
drama not only the onstage event develops from two offstage
ones; but the quests similar in appearance but different in
goal are reduced to an ordered arrangement of lines inter-
secting just in that event at "the Hawk's Well."

If that "story" is a motive common to both of them, this

69"
29



keenly and most curiously:

Why do you fix those eyes of a hawk upon me?
I am not afraid of you, bird, woman, or witch. [216
Italics mine.]

Nothing so well marks the real turning point of his quest as
the following definitive note of resolve:

Do what you will, I shall not leave this place
Till I have grown immortal like yourself. LZLO.
Italics mine.]

Such is his irresisible desire which the designed collision
now fills him with. It is obvious that he is compelled atten-
tion to the hawk, not to the well. He intuits that "immortal"
means something desirable - though he does not as yet
realize how to attain it.

The Guardian functions to propose an altemative to the
men: reacting strongly to her stimulus or ignoring it. The
Old Man turns away his gaze and sleeps under her gaze
which is "not of this world" (216), while the Young Man
dares to gaze at her eyes. At last, from under the cover,
moving very slowly, very mysteriously, there comes the hawk
dancing, and the indeterminate or "a horrible deathless
body" presents itself, "Sliding through the Veins of a sudden"
(217); "The Madness has laid hold upon him" (Ibid.).

The hawk appears the more stimulating to the Young
Man now in great danger of being taken prisoner. He no
longer feels timid about the hawk's lure: "Run where you
will,/ Grey bird, you shall be perched upon my wrist" (217).
This defiance reminds us of his initial wish: "Could I but
find a means to bring it [the hawk] down / I'd hood it"
(214). Now he convinces himself that he has been acting
honestly out of the desire to "wander always like the wind"
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The hawk cries with some abruptness, as if almost in a
fury about his decision to "stay" here. But the Young Man
is not slow to react to the hawk: "There isthatbirdagain!"
(2L4. Italisc mine). He must feel himself to be on the track
of the hawk, for he obviously receives the cry as an extension
of that attack.

The cry heard at this ominous place with "A well long
choked up and dry / And boughs long stripped by the wind"
(208) must stimulate one to suspect that it has a special,
not conventional, connection with the place. The cry seems,
therefore, to be a contrived stimulus to attract much atten-
tion to the concealed identity. Although involved in the
same situation as the Old Man, the Young Man decipheres the
same signal from a different viewpoint.

The Old Man can blind the Young Man to what is all too
obvious, for, as mentioned above, he is not only in no state
to withstand the wild 6lan of the hawk, but knows so little
about the bird. He can not forget the harvest of bitter
memories he nursed of the Sidhe, so that the Guardian
continues to exist in his memory as one of "deceivers of
man" at "this accursed place" (213) with a remarkable
clarity of outline and focus.

On the other hand, the Young Man sets off in pursuit of
the enigmatic signal, for he was already involved in the
contrivance at that moment when he fought back. That
offstage event is vital for the future development of plot, forit seems to determine the following course of his action.
When another cry comes, this time as if to motion him
towards the Guardian herself, his concem with the hawk is
growing: "That cryl I There is that cry again. That utoman
made it" (215. Italics mine). He believes that he is on her
traces, asking on the spur of an impulse: "Butwhy does she
cry out as the hawk cries?" (Ibid. Italics mine).

The cries create an ever-growing shadow of apprehension
and horror to the Old Man. Although the cries disquiet the
Young Man, too, they hint at some great power cloaking the
bird in the Guardian. He feels the implication that some-
thing extraordinary would reveal itself: "the terrible life"
(215) which the Old Man fears to face. So that he eyes her

.(

).



Despair is total - his defeat is psychological quite as much
as physical. His "dramar" thus, presents a sequence with an
appropriate beginning, an effective modification and a satis-
factory end: led by the "story" he comes to seek the "mirac-
ulous waterr" repeats his failure four times, and withdraws
completely depressed at his vain quest. He changes no more!

How can we see this drama through the eyes of the Young
Man? He bursts "so suddenly"(zl1) into a situation in which
the Guardian seems moody and disinclines to converse with
the Old Man, which is quite in keeping with his stinging ex-
asperation.

The Young Man opens his speech by saying "Then speak
to me, / For youth is not more patient than old age"(211).
This utterance is worth a special note, for it is addressed not
to the Old Man but to the Guardian. Does he scent the pres-
ence of a hawk? Because the Guardian sits now, her identity
as a hawk is invitingly covered by a black cloak. In.this sense
opens this drama with two inquirers for the identity of
the Guardian at the well.

The Young Man has followed the hawk and now finds him-
self at "the Hawk's Well." Although he too is driven by that
"story" into his quest for "that miraculous water," matters
will fall out quite differently, because fate puts that experi-
ence in his way which the Old Man may not have had. His
reference to an offstage event, though coming as if acciden-
tally in the conversation, provides an important clue to his
following action. He was already under a sulprise attack by
"A great hawk [sweeping] down out of the sky," flying "As
though it would have torn me with its beak" (214), so that
he is in something of a state of perplexity:

I had to draw my sword to driae it off,
And after that it flew from rock to rock.
I pelted it with stones, a good half-hour. [214.
Italics mine.]
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Now after the long agony he lapses into despair, lamenting
that he was "deceived" three times and wondering "Why
wander and nothing to find?/ Better grow old and sleep"
(2lo).

Strangely enough he does not seem to be fully in posses-
sion of the truth that the hawk spirit is incarnated in the
Guardian. Considering, however, his knowledge that "There
falls a curse/ On all who have gazed in her unmoistened eyes"
(215), that "that shadow cried behind her mouth" (Ib;d.),
and that "That shivering is the sign" (216) of the approach
of "the miraculous flood," we can make a valid inference
that he must have been stimulated into some active response
by the Guardian.

He probably did not try with all his might to react to her
action and fell into sleep just before the bird revealed her-
self. Nothing that the hawk may have done entered into
the sphere of his rational explanation. The consequence is
his flat denial of the existence of the hawk: "There is no
bird" (214). Whether by painful experience or out of simple
fear, he will not respond to the hawk. IIis experience has
built no foundations for his future action.

Now he stays here so motionless, some illustration for a
study of intellectual cowardice. Once more the ambiguity of
his cursed position as an inquirer comes upon him like a hug'e
weight:

The accursed shadows have deluded me,
The stones are dark and yet the well is empty;
The utater flowed and emptied while I slept. l2l7-8.
Italics mine.]

Who now, on reading this, can deny a conclusion that his fu-
ture vanished after the third failure and that he has been
groping around in the dark tunnel in vain with a tremendous
depression? As with everything concerning the Old Man, his
groping seems simply to belong to that category of events
which may be summed up as a sort of lack of movement.

nt

2'



interpretation of this drama seems fated to endlessly question
either conflicting accounts of the Young Man's quest or
the symbolic meaning of the hawk. As the triangle of forces
displays from the start, each of the three persons stands at
each point in such a way that an event takes place through
their co-operation. It is a natural indication that the con-
struction requires reconsideration of all the three relations.
In my view, however, it will be sufficient first to constmct
into separate sequences the respective relations of Old Man
and Young Man with the Guardian-hawk, for the relation be-
tween Old Man and Young Man reveals itself in a difference
between their reactions to her; then, to find in those se-
quences their respective beginnings which can lead to their
different endings; and finally to ask which of the beginnings
can be in both structural and semantical balance with the
ending of the whole sequence, or whether neither can.

Any action in a narrative sequence may be motivated by
the preceding one and at the same time motivates the fol-
lowing. Such a principle of continuum permits us to find a
first clue to a motive common to the two men. When the
Old Man invokes an explanation of his presence here, the
Young Man refers to the "story" that "He who drinks . . . /
Of that miraculous water lives for ever" (212). As he answers
to the Young Man, "I came ltke youl When young in body
and in mind, and blown/ By what had seemed to me a lucky
sail" (213. Italics mine), the "story" must have roused the
interest of both of them.

Then, the fifty-year-long days of the Old Man afterwards
outline themselves in the following confession:

I waited the miraculous flood, I waited
While the years passed and withered me away

And yet the dancers have deceived me. Thrice
I haae atttakened from a sudden sleep
To ftnd the stones uere uet. I2l3-2l4.Italics mine]
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an impression on me that this drama as a whole does not
have a satisfactory conclusion: a series of actions of the
Young Man does not seem to come to a clear end while that
of the Old Man does. I suspect that the ambiguity in ques-
tion is a mode that violates a narrative rule and derives from
the corresponding ambiguity in the form; and that a narra-
tive analysis may be able to clear the ambiguity that charac-
terizes the poetic function of this work.

My perspective is, therefore, particular about the following:
any narrative has rhetorical balance in which sequential
relationships are used to reinforce semantic relationships. I
ask not only why it seemed difficult for me to interyret this
work, but why I should ever expect to read it otherwise. Need-
less to say, my analysis does not deny the validity of various
and different interpretations made so far, for this work isttopen."

>>

First of all it is useful to emphasize the importance of the
ritual both at the opening and the closing, for the key idea of
a structuial scheme is nowhere more apparent than here.
Three Musicians unfold "a folded black cloth" while calling a
wasteland "to the eye of the mind."2 It is unthinkable that
this ritual only performs a function of providing the frame
for action.

I want to note that "a triangle" made between "the
stretched cloth and the wall" (208) establishes a triple
relationship among Old Man, Young Man and Guardian
of the Well. In other words the relationships represented by
three straight sides of the triangle constitute a narrarive se-
quence.3 This initial structure is in its turn semantically
reinforced by "u gold pattern suggesting a hawk" (Ibtd.) on
"the black cloth" unfolded during the ritual. It implies that
the hawk holds the key to our reading. It is not, therefore,
an irrational surmise that the bird will assume an active role
of causing an event at "the Hawk's Well."

Without first seeing through such a structural scheme the
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Whv are literarv works read and re-read in various and
different ways? Why should we consider that a favourable
situation to studies in literature? The answer seems quite
simple. Literary works are, as Umberto Eco explicates in
his book Opera Aperta, already complete in a physical sense,
but "open" in substance to infinitely oossible readings.r This
is why works permit readers to read and re-read in various
and different ways.

Just as Eco concerves that every complete but "open
work" invites the reader to recreate itself according to his
personal perspective, taste, and execution, I see that we are
unfree to the extent that our reading of a work is predeter-
mined by its .uriurgement; we are free to the extent that we
can discover and choose, and make a new meaning out of
a structure capable of constantly interacting with our re-
newed reading. Thus we are free insofar as.we are in control
of our method of reading.

To confront such a particular work as incites one inces-
santly to reinterpret is one of our most unsettling yet liber-
ating experiences. Unsettling because it undermines our
confidence in the customary way of reading. Liberating be-
cause, by requiring us to discover some quality of the thing in
question which may again and again be seen as "open," or
indeterminate, it enables us to see itself in a new light.

Such is At the Hawk's Well (1917) to me. Because of the
ambiguity about which of the three, or at least two persons
is the true protagonist, it seemed difficult to interpret this
drama to my satisfaction. The ambiguity made me hesitate
to decide on which person to focus my reading, and formed
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Hatred of God may bring the soul to God.

But - what God? One remenbers that Yeats's motto in the
order of the Golden Dawn was DEDI-Demon est Deus in-
versus.

In'Meru', Ribh seems to say goodbye to a// religions:

Civilisation is hooped together, brought
Under a rule, under the semblance of peace
By rnanifold illusion: but man's life is thought
And he, despite his terror, cannot cease
Ravening through century after century.
Ravening, ragrng and uprooting that he may come
Into the desolation of reality:
Egypt and Greece, goodbye, and goodbye Rome!

IItalics mine]

IA reversal of the quest for the unreal, the sacred.]

Many people find Yeats's preoccupation with Occult dis-
tasteful, artificial, ridiculous or shoddy. How far can a
non-believer respect the poetry that springs so directly from
his Hermetic beliefs?

I'll end with a quotation from Yeats's memoirs - in which
paradox may reconcile believer and disbeliever: All civi-
lization is held togegher by a series of suggestions made
by - invisible hypnotist, artificially created illusions. The
knowledge of reality is always by some means or other a
secret knowledge. It is a kind of death.

-79-
r9



over where Buddha-lore is absent:

Empty eyeballs knew
That knowledge increases unreality, that

Mirror on mirror mirrored is all the show.
When gong or conch declare the hour to bless
Grimalkin crawls to Buddha's emptiness.

In 'The Gyres', "what matter though numb nightmare
ride on top/ And blood and wine the sensitive body stain?/
What matter?"

Yeats obsessively traces the reversal of the upward spiritual
path, as in 'The Circus Animals' Desertion': "Now that my
ladder's gone/ I must lie down where all the ladders start/ In
the foul rag and bone shop of the heart."

In 'Ribh considers Christian Love insufficient', we see a re-
verse of love parodying Hermetic self-knowledge. Ribh
studies hatred, a passion (unlike love), in his own "A sort of
besom (or broom), that can clear the soul/ Of everything
that is not mind or sense." Describing the blermatic psychic
analysis:

From terror and deception freed it can
Discover impurities, can show at last
How soul may walk when all such things are past,
How soul could walk before such things began.

This is a blasphemy not only upon Christian Doctrine but
upon White Hermetic doctrine; it is a black mass, the op-
posite.

Then my delivered soul herself shall leam
A darker knowledge and in hatred turn
From every thought of God mankind has had
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Nothing but grip of claw, and the eye's complacency
The innumerable claging wings that have put out the

moon.

Now Yeats wonders about a non-occult knowledge:

I turn away and shut the door, and on the stair
Wonder how many times I could have proved my

worth
In something that all others understand or share -

that is, in exoteric, rather than esoteric study. He rejected
the thought: "The abstract joy, the half-read wisdom of
daemonic images, suffice the ageing man as once the growing
boy."

Driven back on his occult preoccupations yet disturbed by
them, Yeats finds from now on that "day are dragon-ridden,
the nightmare/ Rides upon Sleep."

Now the obverse side of the occult power is seen. In the
brief 'Oil and Blood' in The Winding Statr (1933) we see the
Hermetic power reversed into diabolism:

In tombs of Lapis Lazuli
Bodies of holy men and women exude
Miraculous oil, odour of violet.

But under heavy loads of trampled clay
Lie bodies of the vampires full of blood
Their shrouds are bloody and their lips are wet.

Such inversions crowd the later collectors. In 'Vacillation',
we find a somewhat desperate reversal of the sephirotic tree.
ln 'The Man and the Echo' the opposite of the wise and
helpful Adept: a mere, unanswering echo refuses to illumi-
nate. In 'The Statues', magic makes the marble and bronze
images "move or seem to move": witchcraft-hatred takes
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manifest moving spirit. Renewal necessitates reversal.

It is after this turning point that the third, apocalyptic stage
in Yeats's relationship with the Hermetic is evident. Just as
the 'Lament' at the end of the Asclepiu.s foretold Egypt's
ruin, now, in the reverse cycle, Yeats's mediLations produce
the "blood and wine" poems of the final phase.

I have said little about the darker side of the Hermetic doc-
trine. It is frightening and disturbing. The books of secret
doctrine that Yeats read describe how to train one's mind
and how to channel the occult powers to oneself make it
clear that the magus who can invoke these powers can use
them for evil. Bardon, for example, in his initiation into
Hermetics, takes the reader through six stages of mental and
psychical disciplines; describes in the seventh stage how to
call down phantasms, elementaries; in the eight, how to mod-
el a clay figure, fill it with one's own blood and sperm,
seal it and send its spirit to do one's own holding - a dan-
gerous practice demanding that the spirit should not get out
of control. Yeats for the first time in his poetry approaches
these phantasms and elementaries.

Then my delivered Soul herself shall learn
A darker knowledge, and in hatred turn
From every thought of God mankind has had,
Hatred of God may bring the soul to God.

Section VII of 'Meditations in Time of Civil War' is called'I
see phantoms of Hatred and of the Heart's fulness and of the
coming emptiness'.

In it
Frenzies bewilder, reveries perturb the mind;
Monstrous familiar images swim to the mind's eye.

-82
r6



Michael Robartes and the Dancer (1921) abounds in dreams
and images, demons and beasts. 'The Ceremony of Inno-
cence', 'Revelations', and 'The Second Coming' relate both
to Hermetic doctrine and to Yeats's own cyclical theory of
A Vtsion.

It is at this point in his work that Yeats's apprehension
of occult truth pivots and turns back on itself. In both Her-
metic and Cabbalistic doctrine, when the divine spirit has
permeated down to the material world, a renewal, a re-
cycling, must take place. Manifest must "slip around to Un-
manifest." This can easily be related to Yeats's inverting
cones: but it also has a paradoxical philosophical conse-
quence expressed by Yeats in several poems, such as 'A
Meditation in Time of War'.

For one throb of the artery,
While on that old grey stone I sat
Under the old wind-shaken tree,
I knew that One is animate,
Mankind inanimate fantasy. IItalics mine]

The unmanifest having come right down, by reversal becomes
the animate, while mankind becomes the tnanimate. In
Section 3 of 'The Tower' (1928) a similar ideais developed:
man's place in the universe is inverted.

Death and life were not
Till man made up the whole,
Made lock, stock and barrel
Out of his bitter soul,
Aye, sun, and moon, and star, all,
And further add to that
That being dead, we rise,
Dream, and so create
Translunar Paradise.

It is Man who makes "A Superhuman Mirror-resembling
dream"l he is the author of it all. Man, not God, is the un-
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Caught up in contemplation, the mind's eye
Fixed upon images that once were thought;
For seperate, perfect, and immovable
Images can break the solitude
Of lovely, satisfied, indifferent eyes.

This blankness leads us to the important notion that one
acquires secret knowledge in order to shed it, to clear the
mind in order to achieve ecstasy. 'The Dawn' signifies both
the divine light and the purging of the mind that leaves it
room to enter: "I would be - for no knowledge is worth a
straw/ Ignorant and wanton as the dawn." In this ignorance
and wantonness lies a different notion of yielding - a disci-
plined acquisition of knowledge in order to shed it; a con-
trolled yielding into ecstasy through self-induced blankness.
The natural virgin dawn is above knowledge and looks down
on it.

The experience of the ecstasy dominates The Wild Swans at
Coole: in 'The Double Vision of Michael Robartes', the Her-
metic vision is set in Yeats's own cosmogony. The "cold spir-
its" are abstract, "dead beyond our death", themselves obedi-
ent "knowing not evil and good." The three figures of
Sphinx, Buddha and dancer achieve divine ecstasy in differ-
ent ways. The Sphinx "lashed her trail; her eyes lit by the
noon/ Gazed upon all things known, all things unknown/ In
triumph of pure intellect." The Buddha achieves it through
love, his "moonlit eyeballs never moved,/ Being fixed on all
things loved, all things unloved." Sphinx and Buddha repre-
sent the Western and Eastem occult: between them is human-
ity, the dancer, also able to achieve ecstasy through the body,
in her dance: "She had outdanced thought/ Body perfection
brought,/... N{ind moved yet seemed to stop/ As 'twere a
spinning top." These are the three ways to achieving ecstasy
through meditation: "In contemplation had these three so
wrought/ Upon a moment, and so stretched it out/ That
they, time overthrown,/ Were dead, yet flesh and bone."
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Through victories of the mind,
Till, clambering at the cradle-side,
He dreams himself his mother's pride,
All knowledge lost in trance
Of sweeter ignorance.

Unlike the laconic blue-mantle-twitching elegist of 'Lycidas',
the humane sage confirms the compatibility of poetry and
Hermetic doctrine: Shepherd and Goatherd will both cut
out their rhymes on strips of new-torn bark, and leave them
as a 'quiet thought' and comfort for the dead man's family.

This reconciliation of poet and magus in himself enabled
Yeats to express his own occult system in verse. It is in
keeping that this volume, full of images, of meditattons, of
contemplation, contains the poetic expression of the un-
wieldy prose ,4 Vision, in 5 pages of poetry, in The Phases of
the Moon. The 28 phases of the moon are akin to the
Hermetic division of the Universe into Decans, particularly
the 16th century Cornelius Agrippa's division of the universe
into mansions of the moon. As well as this zodiac-like
pattern, it contains many references to Hermetic contemp-
lation. In the 15th phase, when the moon is at the full and
the ghostly inhabitants of that phase achieve foreknowledge
of the fusion with the divine, Aherne, the inquirer, asks
Robartes, who is once again the spiritual guide or adept to
"Sing out the songi / Sing to the end, and sing/ The strange
reward of all that discipline." Strict training is again seen as
necessary for yielding. Aherne speculates:

It must be that the terror in their eyes
ls memory or foreknowledge of the hour
When all is fed with light and heaven is bare'

This is the shining light of Pimander's revelation. And Rob-
artes replies with a description of contemplation and ecstasy:

. . body and soul
Estranged amid the strangeness of themselves,
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put away his verse, but says rather "Sing your song/ I too
have rhymed by reveries." The shepherd's song relates the
dead youth to the Speckled Bird (Yeats's own symbolic
occult student figure in his unfinished novel of that name).
The goatherd comments that the shepherd sings "as always of
the natural life" and that he himself once "made like music."
But he is no longer a novice, as the shepherd makes clear:

They say that on your barren mountain ridge
You have measured out the road that the soul treads
When it has vanished from our natural eyes;
That you have talked with apparitions.

and the Goatherd confirms that he carries out the mental
and spiritual discipline of meditation. "My daily thoughts
since the first stupor of youth/ Have found the path my
goats' feet cannot find" - that is, he has progressed along the
path of meditation towards truth, ecstasy and union with the
divine. His comfort to the shepherd is an explication of the
Hermetic Ascension of the soul after death, remounting to
pre-natal innocence and shedding experience at each planet
or stage.

He grows younger every second
That were all his birthdays reckoned
Much too solemn seemed;
Because of what he had dreamed
Or the ambitions that he served,
Much too solemn and reserved.
Jaunting, journeying
To his own dayspring
He unpacks the loaded pern
Of all 'twas pain or joy to learn
Of all that he had made.

He is spiralling backwards from earth to the unmanifest, to
the pure essence:

Knowledge he shall unwind
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outer symbols and expounding his own world pattern. Andtinally in the apocalyptic later poems he tips the more
dangerous elements of magic, and by a curioui process re-
affirms the Hermetic doctrine in reverse.

The first timorous stage is one of exhortation typified by the
poem 'To his heart, bidding it have no fear, in The Wind
Among the Reeds,l8gg, in which he urges himself to go on
to the wisdom of the old days, and not to fear:

Be you still, be you still, trembling heart;
Remember the wisdom out of the old days:
Him who trembles before the flame and the flood.
And the winds that blow through the starry ways,
Let the starry winds and the flame and the flood
Cover over, for he has no part
With the lonely, majestical multitude.

One must not tremble but seek: the trembler will be oblite-
rated by the Hermetic Universe he is too afraid to learn to
know: he yeams in the 'Rose' collection for the ,,far-off,
most secret and inviolate rose", of esoteric knowledge, yet
fears to leave the world. This is the period of ,Rosa Al-
chemica', which is full of Hermetic accoutrements.

By the time of The Wild Swans at Coole, 1919, Yeats no
longer fears the lonely study. He reconciles poet and magi-
cian in 'Shepherd and Goatherd'. This double elegy is for a
young man who has been killed in war (a Robert Gregory
figure), and is in the form of a Hermetic dialogue. The
shepherd represents the Poet who is the pupil, while the
Goatherd is the initiated magus. The poet-shepherd has neg-
lected his sheep:

I let them stray. I thought of rhyme alone,
For rhyme can beat a measure out of trouble
And make the daylight sweet once more;

The goatherd-adept does not tell the apologetic novice to
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The tree has its evil reflection, the gliphotic tree, where all
the qualities are negative; Yeats's 'The Two Trees' recalls
this. The Order of the Golden Dawn used the trees, the ini-
tiate proceedings.upwards from novice or Zelator at the bot-
tom to Ipsissimus at the top, Yeats achieving the fifth level,
Adeptus Minor, enabling one to teach. Each stage was
reached by ritual and examination until one was admitted to
the inner chamber of more secret knowledge.

Certain general principles of the Hermetic secret doctrine
then are: first z4s aboue, so belottt: that is, we can interpret
the hidden 'above' by what we perceive to be going on here
below - but also that if we can grasp what is going on above
it will help interpret the 'below' for us.

From this comes the intricate web of correspondences: be-
tween planet and plant, feature, quality, part of the body, di
vinity and so on and also the notion of man as the micro-
cosm, corresponding to the macrocosm or greater world.

Second, the divine gradually manifests itself reaching down
to the material world. One can rise to a union with the di-
vine, by contemplation rising from a material object upwards;
the upward path of the soul. One can draw immaterial forces
downwards, to oneself or to material objectS. Control is nec-
essary, and, intiated knowledge. Aids include ritual, invoca-
tion, music, talismans, mathematics, mirrors, self-induced
dreams.

Yeats's poetic relationship with the Hermetic tradition has
three main stages. At first, he uses the image of the doctrine,
whether Sephirotic tree, serpents of knowledge, mirrors, or
upward paths; but fears what he calls the Antagonism be-
tween the Poet and Magician which he remarks on in his nov-
el The Speckled Bird, connected with the fear of yielding,
of losing the poet in the mystic dance.

In the second stage, he strikes a balance between yielding and
refusing, using the Hermetic inner philosophy as well as its
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existence. In Kabballah it is called the First Crown, Kether.
Each of the circles on the diagram represents s Sephiroth or
principle or stopping - place upon the tree. The First Crown
Kether devides into two, this second stage being an active
manifestation - completed by its passive opposite. Hokmah
is wisdom, with Binah or understanding complementing its
opposite. These three are still almost inexpressibly divine.
The other Stations on the tree lead down to Malkuth, the
Kingdom, or material world. The tree can be considered in
several different ways: diagram VIII shows the 32 possible
paths linking the 10 Sephiroth, the paths of 'ways of life'
representing inner consciousness.

The process of manifestation, then, reaches its lowest 'realist'
point in Malkuth, the Kingdom, which is linked up with all
the other Sephiroth. The emerging consciousness which are
evolving on the cosmic scene here turn from their outgoing
activities and begin to return to their source. They emerged
as a 'life-wave' and return as individual consciousnessl reach-
ing the material world the evolving human life must pass
round it before turning back to the source, the unmanifest,
the unreal. This calls to mind Yeats's interpenetrating cones,
his gyres, his perns and his cycles.

Further ways of meditating upon the tree include the Serpent
of Wisdom in diagram IV, the path upwards which one must
follow from tail to head to achieve union with the divine.
Passing through every Sephiroth the initiate will eventually
come to the Crown.

The tree as well as representing the macrocosm of the Uni-
verse represents the microcosm, man. The head, the limbs,
the reproductive organs correspond with the sephiroths. The
psyche too corresponds as is shown in diagram VII going
from body up to intellect with the lower levels of personal
consciousness overlapping the individual consciousness and,
above, the collective unconscious - the race memory or
anima mundi.
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Truth is that which is not polluted, which has no limit, no
colour, no form, is motionless, naked, which can only be
apprehended by itself, the unalterable Good, the incorporeal.
It cannot be perceived by the senses. You can purify your-
self from the irrational punishments of matter.

The absoqption of the Qabalah into the Hermetic tradition
moved towards the ritual and symbol that we take for
granted in Yeats. Composite symbols or glyphs are much
used in esoteric systems, for contemplation. In Western oc-
cultism, the key glyph, around which all the other associated
symbolism is centered, is the 'all-embracing glyph of the
Universe and the soul of man' known as OTZ CHIM in
Hebrew, that is, the tree of Life, or Sephirotic Tree.

This glyph is the most important part of the Qabalah, which
may itself be translated as 'from mouth to ear' - the main
body of its esoteric knowledge being oral. The Qabalah is
not only a body of teaching but a method of using the mind
to consider the nature of the universe and the soul of man,
which, again as in pure Hermetic doctrine, correspond. And
again the initiate can use it to come into direct contact with
the living powers and forces of the universe and through
them with the eternal source of all - the divine.

The tree pictured here (p.20-21) is not meant to be a real
tree or a pictorial initiation but a pure symbol. In the first
schema we see the tree itself with its potent Hebrew names.
In the second, these names in English. The tree represents the
progress from the divine at the top, down to earth at the bot-
tom: the AIN seen at the top in IIIis the Unmanifest, that is,
the purest divinest essence, that which is in no sense material.
It is above the top of diagram II - not marked, not manifest,
the AYIN, God, God does not exist, is beyond existence -Ayin - No Thing. Very slightly more manifest, some thing
comes into reality - but still an unmanifest reality, invisible,
silent, utterly still - the En Soph. Light permeates it at one
stage down, the En Soph Aur. Below this comes the Tree
proper; the first manifest (or shown) thing, is I AM -
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Yeats's tStatue' and'Stone' poems.)

The 'Lament' or 'Apocalypse' tells of Egypt's fall from
moral standards, which leads to its destruction by God and
its rebirth or renewal. It seems clear that the later Apocalyp-
tic Yeats of blood and wine reflects this formal tradition of
Apocaplytic Lamentation, rather than only a specifically
Irish or local or 20th century situation.

The Hermetic religion was based on the belief that everything
was full of occult sympathies poured onto it from the star on
which it depended - a very complex system also governed by
the Zodiac. You could form a chain of influence form the
planet to yourself by invocation, by using the right plants
and stones. This is associated with Alchemy (in Arabic, the
old name for Egypt, 'Khem' - Alchemy being'the Egyptian
matter', the secret teaching of Egypt.) Man could make Gods
and invest them with divine power. The Lament of Apoca-
lypse foretells Egypt's ruin.

Other Hermetic works of note were the Picatrix, originally
written in Arabic in the 12th century: the primal Truth
is not a body, but it is one, one Truth, one Unity. There is a
perpetual movement of generation and corruption. There is
a hierarchy, and lower things are raised to higher things, and
higher things descend. Man is a little world reflecting the
great cosmos - that is he is the Microcosm, the big world the
Macrocosm. He can get an insight into the nature of the All
by examining himself. He can raise himself through intellect
or mens above the 7 heavens. Thus the order of things is, at
the top, divine intellect or mens: next down Spiitus and
next down Materia (material nature, the elements). Spiritus
can be brought down to earth by Talismans; for example
the image of Luna can invoke the Moon. Magic is control-
ling the influx of Spiritus into Mundi, the world, material.

In Hermentic lore, the earth is continually moving, yet
stable. Everything is alive and everything is mobile. Nothing
is dead or immobile. In constant flux, there is a cyclic return.
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and breath who brought forth in turn the 7 planets or Gover-
nors on which all the lower elemental world depends. Then
Nous brought forth Man in his own image: man asked and
got the creative power of the Gods, but also leaned across
the spheres to show nature the beautiful form of God: fell in
love with her and came to live with her. So man is the only
creature in touch with both Upper and Lower, God and the
elements, the immortal and the mortal. Pimander tells
Hermes that to know the mystery, man must study himself,
who is in touch with all, and carries the pattern of the divine.

He tells Hermes about Ascensions. When a man dies, the
mortal body dissolves into its corporeal elements but the
spiritud man goes up through the spheies leaving part of his
mortal nature at each: that is leaving all the evil it contained
- the evil belonging to that particular sphere. When stripped
of all evil, he enters into the divine nature, hears the Powers
singing hymns to God, and becomes mingled with the Powers.
lVlan, according to Pimander, then has a divine soul and a
human body.

Two aspects of Hermetic teaching have a direct relationship
with the later poetry of Yeats. Asclepius explains that man
ca.n not only proceed upwards towards God: He can make
gods.

"Do you mean the Statues O Trismegistus?"
"Yes, the Statues Asclepius."
"They are animated statues full of sensus and spir-

itus who can accomplish many things, foretelling the fu-
ture, giving ills to men and curing them." Our anscestors
discovered how to make statues from herbs, stones and aro-
matics, with divine occult virtues, and "since they could not
actually create souls, after having evoked the souls of demons
or angels, they introduced these into their idols by holy and
divine rites, so that the idols had the power of doing good
and evil." Sacrifices and particularly songs will remind
them of the harmony of heaven, in a sympathetic magic.
The life of heaven can be drawn down by invocation. (Cf.
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sciences, knowledge of the secret properties of plants and
stones and their sympathetic magic; and the making of tal-
imans for things and to govern terrestrial matters. The Ruler
of the HeaVen is Jupiter, who dispenses life, the Spiritus
or Divine Breath; he is the God of Air. The Sun, or Light,
is next, spreading light to a.nd governing all living things.
Next down are the thirty-six horoscopes or Decans - we
are more familiar with the Zodiac but the pattern is similar
but divided into 36 sections of 10 degrees rather than 12
sections of 30 degrees. One cannot avoid mentioning here
Yeats's wheel, in. A Vision, Next down are the 7 spheres or
planets, or governors. The philosophical works tell how
the soul can ascend form a mundane to a divine level.

Yeats was extremely well read in these esoteric works. There
were numerous translations of and commentaries on them,
such as Mathers's translation of Qabalah, his book The Qua-
bala Unueiled, A. E. Waite's The Holy Quabala, as well as
many papers in the Order, circulating to initiates at each
level. His reading is well-documented.

The Asclepius, or Perfect Word, explains that every thing
descends from the One who is the All, via the Heavens.
From the celestial bodies come continual emanations, per-
meating the souls of all species and all individuals. Nature
imprints forms by means of Earth, Air, Fire and Water, the
four elements. Man is placed between Higher and Lower.

In Ptmander, 'Pimander' is the Greek 'nous' or Latin 'mens',
the divine mind. [t appears to Hermes Trismegistus in a
sleeping or trancelike state and gives him a limitless vision, all
light. A holy word or sound is heard, and a pure fire leaps
up. The light is Pimander-nous-mens. The word issuing is the
Son of God.

Hermes Trismegistus sees the light and the powers within
himself and the fire. Pimander explains that the Will of God
produces the elements of nature: The Nous-God of life and
light produced a second Nous, the Demi-Urge, the god of fire
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There were two sides to Hermeticism, the practical and the
philosophical. The practical covered astrology, the occult
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blacker magician, who combined the Hermetic teachings with
those of the Qabala. Whereas the Hermetic writing;s were
first thought to have been revealed in Egypt on an Emerald
Table (Yeats's Smaragdine tablet), the Qabalistic system is
connected with Moses's stone tablets of the law. When God
gave him the Ten commandments to be passed on to the
people, he was thought to have been given a second, secret
revelation, the Qabala, only to be passed on to the initiated.
The Cabbalistic system is based on the Hebrew language, and
on the mathematical properties of the letters of the Hebrew
names. It has in common with Hermetic philosophy the air
of achieving divine knowledge, by contemplation that starts
with the lower world, and a complex system of correspond-
ences between the lower and higher worlds, man and the
cosmos. This joint system of secret doctrine continued to be
passed down in secret, often in conflict with the church (St.
Augustine disapproved of it). 'Witchcraft' was condemned.
In the eighteenth century the oppression lessened; Freema-
sonry became linked with Hermeticism as did Roicrucian-
ism, the doctrine of the grail-like quest of Christian Rosen-
creuz, and the powerful symbols of Rose and Cross so
familiar to us in Yeats's work.

The Revival of Hermetic-Cabbalistic philosophy in the late
nineteeth century n'as begun by Eliaphas Levi who (in
1865) wrote the Mysteries of the Qabalah, a transcendental
correspondence between Ezekiel and the Book of Reve-
lations. Westcott and Mathers, receiving inspiration from
cypher manuscripts found on a.bookstall formed their own
hermetic order of the Golden Dawn in 1888 and wrote many
of its rituals. The order was also linked with Rosicrucian-
ism. There were worrying years of disputes in the 1890s; it
is most noticeable that Yeats is always on the side of order,
of examination, of not changing the established ritual:
much of the Golden Dawn Ritual is too new, too untradi-
tional.



with the Egyptian God Thoth, scribe to the gods, and also
God of Wisdom, and with the God Mercury.

But the true beginnings of these writings were in the second
century AD. They were written not by one Egyptian magus
but by a number of Greek philosophers seeking personal reve-
lation. This discovery, made by Casaubon in the 17th cen-
tury, in no way invalidates the writings themselves, nor the
considerable amount of scholarship, philosophy and mathe-
matics attached to them by then. This body of work was
influential and esoteric, that is, secret, and revealed only to
the initiated: A disciple or novice worked with an instructor
or Adept until he had reached illumination. It was both
mystic and magic, the difference between these two being
that the mystic seeks only to know the secrets of the uni-
verse: the magician wishes to use his secret knowledge, to
manipulate, to call down the forces of the higher powers. To
put it at its very simplest, the Hermetist worked towards a
revelation of the nature of the world (a gnosis).

The Hermetic treatises dwelt on the pattern of being, from
the highest, purest divine essence down to the world of men.
They deiLlt with the correspondences between the hidden
higher world and the lower one. And they put forward
doctrines by which man could work his way upwards to
understanding his divine essence and being united with it.

This Hermetic religion ran contrary to the logical Aristotelian
schools of Greek philosophy of the first centuries AD by its
stress on magic, mysticism and intuition, which replaced
Iogic. Hermetic knowledge was of tremendous importance in
all Western thinking. Ficino, the first translator of the
treatises tells in his commentaries that he was made translate
them before the writings of Plato when they were brought to
Italy in the fifteenth century. Ficino was a magiciarr, a priest
and a doctor. His natural magic relies on drawing down the
virtues from on high and transferring them to material
objects. Also in the 15th century, a narne constantly cited
by Yeats in his mystic writings is Pico della Miradola, a
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By the time he wrote Rosa Alchemica, Yeats had already
started his own Hermetic Society in Dublin with Charles
Johnston, based on A.P. Sinnett's Esoteic Buddhism. In
London he had met Madame Blavatsky and joined the Lon-
don lodge of her Theosophical Society, also founded on
Eastern philosophy: in 1888 he had become a member of its
Esoteric section, more centred on Western theosophy or Wis-
dom-religion. In this inner circle of students he studied the
correspondences between body and heavens, body and soul,
planets, notes of the scale. In 1890 he was initiated into
the Hermetic Order of the Golden Dawn, an order of Chris-
tian Cabbalists founded by Wynn Westcott and Macgregor
Mathers, author of The Cabbala Unueiled and the original of
Michael Robartes of Rosa Alchemica. The Order was rich in
ritual, some traditional, some newly invented. Yeats was a
very active member throughout the 1890s, working his
way up through the complex examinations and riqrals of the
society to the rank of Theoricus Adeptus Minor in 1912, and
becoming an Instructor in Mystical Philosophy. He remained
a member until 1922, and never gave up his reading of Her-
metic and Cabbalistic books nor his comtemplation.

The Hermetic tradition goes back unbroken beyond the Re-
naissance to the Second Century. Yeats consciously tapped
that tradition, gained from it, and gave to it, at a time when
the activities of such people as Madame Blavatsky (accused of
dishonest practices), Aleister Crowley (tried for immorality),
and Macgregor Mathers (expelled form the order for misman-
agement) were bringing it into ill repute. It is in many ways
a frightening tradition both for the practicant and for the
observer.

The Hermetic tradition refers to the body of thinking as-
sociated with Hermes Trismegistus, that is, thrice-great
Hermes. He was thought to be an Egyptian writing near the
time of Moses, and linked with him and. Zoroaster as the
Prisci Theologi, those lawgivers who drew their revelations
direct form God or the divine. Hermes was also identified
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A lifetime study of the occult provided Yeats the private man
with a religion and Yeats the public poet with the armature
of his poetry. The narrator of .l?osa Alchemica, Yeats's
story about the Alchemists, who has himself written a book
of alchemy explores the occult, almost yields to it in a mystic
dance, then shuns it.

The desire to yield to the hidden other world is clearly that
of Yeats himself; the last-minute refusal to yield to its
forces are typical of the early Yeats. The protection of the
rosary was not for a grandson of the Rector of Tullylish
nor for the son of that sceptical atheist father John Butler
Yeats. "It was only when I began to study psychical research
and mystical philosophy that I broke away from my father's
influence," Yeats tells us in Reueries oaer Childhood and
Youth: "My father's unbelief has set me thinking about the
evidences of religion: I weighed the matter perceptually
with great anxiety, for I did not think I could live without
religion."

The Occult was not a mere pastime for Yeats, but a religion,
a lifetime study, and the armature of his poetry. It was a
potent and never-failing source of symbols and images for it,
and provided its philosophy and its aesthetic.

"I had discovered," says Michael Robartes, the fictional
author of Rosa Alchemica, about the Alchemists, "that their
doctrine was no merely chemical fantasy, but a philosophy
that applied to the world, to the elements and to man himself,
and that they sought to fashion gold out of common metals
merely as part of a universal transmutation of all things into
some divine and imperishable substance: and this enabled
me to make my little book a fanciful reverie ovei the trans-
mutation of life into art."
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l. The Society is to be called THE YEATS SOCIETY OF JAPAN.
2. It has as its object the promotion of Yeats studies in Japan by means

of:
a. lecture meetings;
b. contact and co-operation with similar societies abroad, in particular

with the senior society at Sligo;
c. pubiication of a Society bulletin and of members' work oi Yeats;
d. other activities.

3. The Society consists of President, Committee and Members.
4. The President is to be elected by the Committee.
5. The Committee is to be elected by the Members.
6. Both President and Committee hold office for two years, but may

offer themselves for re+lection.
7. Membership fee is 4,000 yen per year.
8. Membership of the Society requires written application and payment

of the stated fee.
9. Expenses of the Society are to be defrayed from membership fees,

donations, etc.
10. A General Meeting is to be held annually to discuss all matters pertain-

ing to the Society.
I l. Any addition to, or amendment of, this Constitution will require the

sanction of the Annual General Meeting.
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